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With the likes of Liza Minnelli and 
Robert DeNiro in the film 

"New York, New York", the story of 
a singer, a sax player, and a band leader struggling 

for recognition in the post World War II era, 
re-creating the Tommy Dorsey style was vital. 

At the suggestion of Orrin Tucker, a "name" 
in his own right during the heyday of big 

bands, Bill Tole was auditioned for 
the "T. D." role.

That ended the auditioning then and there.
With the magic of Hollywood make-up 

artistry, his own superb musicianship, and 
a King 2B Trombone, Bill Tole became 

Tommy Dorsey. 
Featured tunes in the movie you'll want to see and 

hear with Bill playing his 2B Trombone, the 
same King model Dorsey played during a career 

of more than three decades, are "I'm Getting 
Sentimental Over You", the renowned band leader's 

theme, "Song of India", and "Opus No. One". 
Also available nationally are Calliope Records' 

album (CAL 7004) and 8-track cartridge, 
Music From New York, New York", featuring 

not only the Dorsey tunes from the movie 
but also Bill, his King 2B Trombone, and his 

own 17-piece band in renditions of several 
"standards" of the 1940's including 

other original Dorsey hits.
See the movie, hear the album

Civil Ji ra^er,et
. । , ■ our instruments speak 

i-Nr forthemselvesKING.

MUSIC

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.

«I (or 8-track), and you'll see and hear 
why King is so proud to list trombonist 

Bill Tole as a King artist-clinician.



Yamaha guitar amps. One functional color 
available in 18 different models for every 
conceivable application. From rock to jazz 
to country. On stage, at the studio, or on the 
road. Gig after gig, there isn’t a better sound
ing, more durable line of amps on the market.

They sound warm, like a tube amp.
But their performance and reliability is what 
you’d expect from a transistor amp, thanks 
to solid-state FET technology.

At Yamaha, we’re still the only ones who 
make our own circuitry, and our experience 
in modular electronics is unparalleled.

The same do-it-ourself philosophy 
applies to our speakers. Their heavyweight 

magnet assembly, tight voice coil gap 
and die-cast baskets offer more cone control. 
And each cone is especially designed 
and matched for its specific use in various 
amp configurations.The result: higher 
power handling capability, more efficiency, 
and tighter sound.

Yamaha guitar amps are available in 
50- to 100-watt models. Speaker sizes range 
from 10 to 15 inches. All offer wide fre
quency response to make your guitar or 
bass sound its best. See your Yamaha dealer 
about the 18 different models you can get in 
any color you want. As ^VAMAUA 
long as It's basic black.I nMnlln

P.O. Box 6600. Buena Park. CA 90622



“They didn’t just 
take one off the 
line and stamp 
it‘M.F. Horn.’”

own>eor

— Maynard Ferguson

“It was a trial and error thing. And you 
really don't know what you’re getting 
into until you try. What I really admire 
about the Holton people is that, when 
I come up with an experimental horn, 
they realize that we're going to experi
ment with it until we get a product.
“I said let's try it larger, let's try a big
ger bell on it, let's try less of a flare, 
more of a flare. All this takes time and 
energy.
"The M.F. Horn is a large-bore instru
ment.That bigness gives you a mellow 
sound. When I play in the upper 

. register I want it to sound beautiful.

1
 Screeching high notes—squeaking 

out high notes—that’s a thing of the 
past.
“The M.F. Horn has the size, the di
mension, the timbre, the taper. But 
in the final essence, how does it 

1 play? The final decision rests with the 
players. For me, it's the best horn on 
the market!’
Take your music to where Maynard 
always performs. The ultimate. With 
the M.F. Horn designed by Maynard, 
crafted by Holton.
For more information see your

October 20,1977 Vol. 44, No. 17
(on sale October 6. 1977)
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12 McCoy Tyner: "Tyner In Transition," by Len Lyons. The prolific 
keyboardist/composer discusses the latest developments in his amazing career.

13 Toshiko Akiyoshi: “Contemporary Sculptress Of Sound," by Leonard Feather. The 
musical woman of the hour discourses on her influences and insights.

16 Frank Foster: "Seeking The Selective Minority," by Arnold Jay Smith. The leader of 
the Loud Minority talks about the trials and tribulations of assembling a big band 
and keeping it together.

18 Ray Pizzi: “West Coast Breakthrough,” by Lee Underwood. The much-traveled 
journeyman reedist is finally coming into his own via his hot new release on Pablo.

19 "Reaching For The Cosmos—A Composers’ Colloquium," by Arnold Jay Smith. A 
lively interchange of ideas featuring John Cage, Carla Bley, Ken McIntyre, 
Frederic Rzewski and other assorted heavyweights.

22 Record Reviews: Cecil Taylor; Charles Mingus; Anthony Braxton; Tai Farlow; 
Peterson/Pass/Brown; Ben Sidran; Mal Waldron/Gary Peacock; Raul de Souza; 
801; Buddy Tate/Paul Quinichette/Jay McShann; Joe Turner; Phil Woods Six; 
Bennie Maupin; Richard Teitelbaum.

31 Blindfold Test: Earl Klugh, by Leonard Feather.
32 Profile: Zbigniew Seifert, by Joachim-Ernst Berendt. Herb Pomeroy, by K. C. Sulkin.
34 Caught: Harold Land/Blue Mitchell, by Chuck Berg; Vermont Jazz Festival, by 

Arnold Jay Smith.
41 How To Multiply Synthesizer Input, by Dr. William L. Fowler.
51 Books: Stomping The Blues, by Albert Murray; Improvising, by Whitney Bal I iett; The
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Great artists. Great Drummer. Great Drums.
You’ve heard him driving the bands of Doc Severinsen, 
Tony Bennett, Count Basie, Ella Fitzgerald, Benny 
Goodman, and many more. His distinctive styling has 
helped many albums and movie sound tracks go to the 
top of the charts.

Since he backs the best artists, Ed Shaughnessy 
demands the best equipment. That’s why he switched 
over to Pearl. Pearl Drums deliver the famous 
Shaughnessy sound, so Ed can deliver the Severinsen 
sound, the Bennett sound, the Basie sound ... whatever 
sound is needed.

You can see Ed and his Pearl Drums this evening on

Johnny Carson’s Tonight Show. Then, you’ll see why 
only Pearl fills the needs for one of the world’s most 
versatile drummers.
Why don’t you get behind a set of Pearl today?

MM IJ KU M S

Another Quality Product from Norlin 
7373 N. Cicero Avenue. Lincolnwood, Illinois 60646 
51 Nantucket Blvd., Scarborough, Ontario. Canada

TM



education in jazz
by Quincy Jones

Looking back on it, so much of what has 
happened in my music is in the “how” and 
“why” I went to Berklee.

Early on, in Seattle, I began singing with a 
gospel group and started fooling around with 
a lot of instruments, but the one I preferred 
was the trumpet. Clark Terry came to town 

and was a tremendous 
influence on me. And 
so was Ray Charles. 
He got me into arrang
ing.

The time soon came 
to go academic and 
learn the fundamen
tals. 1 had earned two 
scholarships: to Seattle 
University and to Berk

lee. I went to Berklee because I wanted to be 
close to Bird. What I’m saying is that I 
needed two things: learn the fundamentals 
and keep to roots.

I took a train from Seattle to Chicago to 
Boston and got a little pad across the street 
from the Hi Hat where all the cats used to 
play. Stan Getz was across the street. Joe 
Gordon was working in town, and so was 
Charlie Mariano (he was going to Berklee, 
too) and Nat Pierce. I took ten subjects a day 
and gigged every night, making $55 a week. 
It was beautiful! It was what I wanted to do: 
learning music all day, and playing all night.

So, it was in Boston, at Berklee, that I 
really learned the tools of my trade. It never 
was a mechanical, nuts and bolts thing. The 
atmosphere at Berklee made you apply theo
ry to practice, and shape roots into written 
ideas. I learned by doing. I worked at Berk
lee the way I have worked since: concentrate 
on the music, knowing how far the players 
can extend your ideas, and not having to 
fumble for a tool in getting your idea on pa
per.

Some things do change: Berklee is now a 
full four year college with many more stu
dents and faculty, and the Hi Hat, my old 
pad, and the $55 are long gone. But I know 
that what you get from Berklee hasn’t 
changed. I can hear it in the music played by 
the best of the new studio players and jazz 
musicians. I recognize Berklee in the Keith 
Jarretts, the Gary Burtons, the Pat LaBar- 
beras—my fellow alumni.
If you have it in you, Berklee can provide 
ways and means.

Quincy ^oned

for catalog and information write to:

BERKLEE COLLEGE OF MUSIC
Dept. D

1140 Boylston Street, Boston, MA 02215

For those who cannot attend Berklee 
at this time ... a special 

CORRESPONDENCE COURSE includes
• Modern Harmony
• Improvisation
• Arranging
• Jazz Composition, etc.

For information write to:

BERKLEE PRESS PUBLICATIONS, Dept. D 
1265 Boylston St., Boston, MA 02215

the first chorus
By C harles Suber

If this issue were to have a title card, it 
would read: “A Short Course In Contem
porary Composition” by Toshiko Akiyoshi— 
in association with McCoy Tyner, Frank Fos
ter, Ray Pizzi, Herb Pomeroy and Bill 
Fowler.

Akiyoshi's concepts of composition as well 
as her voicing techniques are clearly enunci
ated in her responses to interviewer Leonard 
Feather's skillful questioning. Following the 
interview is an example of her scoring in five- 
part harmony for the sax section of the Aki
yoshi-Tabackin big band. It’s an arrangement 
of / Ain't Gonna Ask No More as recorded on 
Tales Of A Courtesan. Akiyoshi’s coda is the 
statement that “I'd like this band to leave 
something of significance in jazz history.” 
While final judgment waits for a longer time 
perspective, it is not premature to say that his
tory already records her to be among the few 
foreign born-and-raised musicians who have 
successfully incorporated their native the
matic elements into America’s classical mu
sic, jazz. History aside, Tosh, your music is 
beautiful now, in our time.

In the Ellington tradition, McCoy Tyner 
looks on his arranging-composing “as another 
instrument” to express his ideas. Tyner also 
follows the older tradition of keyboard vir
tuosi writing their best material for their own 
style—as did Bach, Liszt and Rachmaninoff; 
and Monk, Corea, Hancock, Cecil Taylor 
and Jarrett. This article just refers to his writ
ten work; the overwhelming flood of impro
vised composition flowing in and out of his pi
ano is something else. Time alone will tell if 
Tyner the Composer or Tyner the Pianist-Im
provisor will be more lastingly remembered. 
Such judgment depends on who besides him
self and his own group play his compositions.

Ray Pizzi is a new name on the jazz compo
sition rolls, although he's been around awhile 
as a jazz whiz studio reed player—from so
prano to bassoon. Among Pizzi’s several rea
soned remarks on contemporary composition 
are some comments on electronics: “My vi
brato attack is partly my answer to the elec
tronic revolution. A lot of times I can make 
the soprano sound like a synthesizer—except 
I have human warmth as well.” (This is an
other proof to Bob Moog’s ring cycle 
theorem—that electronics foster better acous
tic playing which fosters more sophisticated 
electronics which fosters better acoustic in
struments, etc.)

Another down the line acoustic player-ar
ranger-composer is Frank Foster, an alumnus 
of the Basie School of Music who devotes 
much of his time to music education programs 
of many shapes and sizes in New York City. His 
Loud Minority 20-25 piece big band does 
clinics, showcases his charts and those of fa
mous black big bands, and plays off nights in 
the Village.

When and if Akiyoshi, Tyner, Pizzi and 
Foster get into electronics, they will use some 
of the new products (tools) described by Bill 
Fowler in his How To column in this issue. He 
describes in some detail how a musician or 
writer can best use the new guitar synthesizers $ 
and interface devices—boxes and systems that 8 
connect and match traditional instruments to § 
and with electronic music machines—and still ® 
be in control of the music produced there- § 
from. |

This issue also has a good piece on Herb 8

Stick 
with 
the
Band
That band on the butt 
end of the stick tells you 
it's a Genuine*  Pro-Mark 
Handmade Drumstick 
. . . the world’s finest.

Other Drumsticks may 
look like Pro-Mark, but if 
you don’t see the band, 
it’s not our brand.

pro-mark
Write for Free Literature 
10710 Craighead, Houston, 
Tx. 77025

•Beware of Imitations.

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...................... 850
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) ....................................222pp... 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.......................... 48 pp. .. 3.00
Venl, 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
1619 Broadway Room 605 New York, NY 10019

SUPER 
rotomatic

A great new guitar 
5—^.machine with 
( \sell-aligning, 

floating mech 
'W anism. See

GROVER
MUSICAL PRODUCTS, INC.
1278 West 9th Street. 
Cleveland. Ohio 44113
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Ybu can take 
a Fender anywhere.

Whatever band you play in, you’ve
a lot of musical 
styles. But you’ll 
never have to 
pick up more 

than one 
electric bass.

got to pick up on

Because 
Fender® gives 

you Rock 
Bass, Soul 

Bass, Country 
Bass and 

Funk Bass in 
the same 

bass.
Take Fender’s' 

Precision 
Bass.® It’s the 
only bass for 
nearly every 

top band 
from New

York to Nashville to L.A. The secret 
is “integrated” sound—patented 
split pickup, volume and tone 
controls designed to interact as a 
single musical unit.
So wherever your music’s taking 
you, make your first stop at your 
authorized Fender dealer. Check 
out a Fender electric bass and 
matching Fender bass amplifier.
Because you can take a Fender 
anywhere. And a Fender can take
you to the top.



Too Much Ego
The only thing wrong with the Barry Harris 

article (7/14) is that it's all true. The other un
fortunate aspect of it is that it will most likely 
fall on deaf ears or raise some asinine contro
versy.

Many jazz players and "diggers" seem so 
wrapped up in themselves and “their egocen
tric thing" that the music itself sounds as if it 
is being created in a vacuum. To be fresh, new 
and swinging without showing the slightest 
understanding or essence of one's jazz roots or 
heritage is to my mind a fundamental con
tradiction.

Barry is speaking to us as a peerless jazzman 
and beautiful “cat." 1 only ask db readers who 
disagree with his positions to hear him live 
once. They too will join the growing ranks of 
people who are saying, "One more time, Bar
ry, we hear ya.”
Eric Dachinger Helsinki, Finland

Disco Dumping Ground
After reading the review of Maynard Fergu

son’s Conquistador album in the July 14 issue 
of down heat, I have come to the conclusion 
that it is another classic example of one of 
your reviewers' refusal to acknowledge the 
musical merit of a jazz artist's work once he 
has reached commercial success.

Once a jazz artist's records begin to sell, 
some down beat reviewers have a strong ten
dency to slam it into the category of "disco,” 
and dismiss it as having little musical value.

If down beat is going to continue to call it
self The Contemporary Music Magazine, then 

its reviewers should wise up to the fact that a 
jazz artist can play good music and make 
money at the same time. Besides, Maynard's 
version of Rocky has opened him up to a 
whole new listening audience, and the beauti
ful sounds that come from Maynard’s trumpet 
should not be missed by anyone!
David B. McMain Meridian. Miss.

Bebop Barbs
I really ought to know by now that bebop is 

sacred. Anybody can knock dixieland, swing 
and free form with relative impunity, but not 
bebop.

However, in the course of his condescend
ing remarks about the Pete Johnson-Cozy 
Cole twofer on Savoy (9/8), Mr. Neil Tesscr 
goes too far in suggesting that the value of be
bop’s innovations is not an arguable matter. In 
fact, it still definitely is, as can quickly be 
shown by reference to Bob Wilber’s interview 
in Whitney Balliett’s Improvising or to Bruce 
Turner's recent reminiscences in Jazz Journal 
International. These are musicians talking, but 
critics argue about the same subject. Balliett, 
for example, explained in The New Yorker of 
February 21 why the music "began to sound 
giddy and harebrained” in the ’40s, and read
ers of this magazine may recall John Lit- 
weiler's timely re-evaluation of J. J. Johnson 
in a record review.

Because the original members of the bebop 
cult are now mostly in their 50s, they are com
ing on like a very heavy establishment, and 
Mr. Tesser may feel a need to conform with 
the fashionable outlook. Far be it from me to 
recommend iconoclasm, but in view of the 

"progress” he believes he detects in Budd 
Johnson's playing between 1944 and 1946. I 
would implore him to listen to what that "so
lid master” was playing in 1939, 1940 and 
1941.
Stanley Dance Rowayton, Conn.

Young And Hip
Enjoyed the article on the LA Four in the 

Sept. 8 issue.
Tell Shelly Manne that some of us young 

people (I'm an 18 year old altoist/clarinetist) 
have heard of Sonny Rollins and others.

1 have an exceptionally interested, jazz-lov
ing father who has many of the original 1 fl
inch LPs and, until recently, a large collection 
of 78s of all the jazz greats. Through him I've 
come to know them all ....
Donald A. Brown St. Louis, Mo.

Guerin Admirer
I loved the informative and interesting 

profile on John Guerin in the July 14 issue. He 
is truly a percussionist’s percussionist, and 
those unfortunate few not familiar with John's 
work should get familiar with it via LA 
Express LPs and particularly the butt-kicking 
job he does on Pat Williams' Threshold.

Only one problem with the profile—Mr. 
Bradley made an error when he discussed the 
several personnel switches on the LA Express. 
Peter Maunn is not the reedman of the 
group—David Luell is the multi-doubler, 
Maunn is the guitarist. Otherwise, bravo to 
Mr. Bradley for an excellent look at a real 
musician.
Paul Pelusi Bridgeport, Pa.

Scott. On Epic/Ode 
Records and Tapes

"Blow It Out,"an 
/explosive new 
album from Tom

On his newalbum,“Blow It 
Out,’’Torn Scott demonstrates 
again why he is oneof America’s 
busiest saxmen.

But Tom Scott, the player, is 
only one of the many facets of 
Tom Scott, the artist. He’s also a 
writer, arranger and producer: 
he's the creator of the L.A. 
Express and the New York 
Connection: he’s the composer 
of music for film and TV 
("Gotcha,’’the theme from 
'Starsky & Hutch,”is featured 
on"Blow It Out”).

In fact,“Blow It Out”con- 
tains so much music,you’ll 
wonder if one man should be 
responsible for it all. Rest 
assured:“Blow It Out”is Scott 
throughout.

When It comes time 
to play, Tom Scott 
can really "Blow It Out:

« EPIC MARCA REG C 1977 CBS INC w
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THIS IS WHERE TOMORROW’S
GREAT MUSIC IS COMING FROM.

We think musical 
styles change 
because musical 
talents change.

There is hardly a 
musician making 
money today who 
doesn't know as 
much about 
recording music as 
he does about 
playing it. And 
recordists know as 
much about playing 
music as they do 
about recording it.

Because both know 
the equipment that 
captures music can 
also be used to ’ 
improve it.

©TEAC 1977

So while musical 
styles may change, 
the interdependence 
of musician, recordist, 
and the instruments 
they use will not. 
And that is the 
reason for the 
TASCAM Series b^ 
TEAC.

For not very much 
money TASCAM 
lets both musician 
and recordist get 
their hands on 
mixers and recorder/ 
reproducers that let 
both tailor their 
music their way.

The Model 5-EX shown with four 
• Model 201 input modules.

Model 5 shown with Model 204 
talk back/slate modules.

For every kind of 
music, for every 
kind of need, at 
home and on 
the road, by price 
and application, 
everything we make 

TASCAM SERIES byTEAC
A new generation of recording instruments 
for a new generation of recording artists.

TEAC Corporation of America 
7733 Telegraph Road 
Montebello, California 90640
In Canada TEAC is distributed by White 
Electronic Development Corporation 
(1966) Ltd.

has the same goal 
as everything you 
make—be the best.

Because it still takes 
great talent to make 
great music.



Albuquerque Jazz And Indian Chants NO MORE DISHRAGS
A

Scenic ramshackle home of jazz, New Mexico style

MADRID, N.M.—-It's an unlikely setting: an old, long-abandoned 
baseball field with stone dugouts and a weather-worn wooden 
grandstand where, once decades ago when Madrid was a thriving 
coal mining town, the miners watched major league teams play the 
local stars. These days on any Sunday for $1.50 you can sit in the 
grandstands and hear jazz.

Long ago Madrid ceased thriving as a company coal town and 
now exists mostly as a ghost town in search of new life and a piece 
of the summer tourist trade. The regular Sunday jazz sessions are 
somewhat unique in their ghostly setting about 40 miles from Albu
querque and are indicative of a healthy jazz scene in a state almost 
three times as large as the State of New York but with a population 
just over one million.

Sunday jazz at Madrid is co-sponsored by the town, which is try
ing to raise money to improve its sewer and water system, and the 
Jazz Work Shop is an independent, non-profit, Albuquerque-based 

—. । j— organization that is playing a major role in keeping the New Mexico 
L| ¡J jazz scene flourishing.

And flourish it does. Not only can one find jazz every weekend in 
the mountains outside Albuquerque, but the city itself has at least 
one club, the Mirror Lounge, where one can hear jazz regularly and 
an FM radio station with perhaps the most unusual programming mix 
of any station in the country. Station KITC in Albuquerque plays 
nothing but jazz and Indian chants. Match that if you can.

NEW YORK—Rasa, a musi
cian’s reference center and 
booking outlet, has been or
ganized by Marty and Helene 
Caan. Caan, a ten year veteran 
of the music business who han
dles Sam Rivers and Anthony 
Braxton, started Rasa because

.. what’s been going down has 
been 99% wrong. Musicians 
haven't been represented fairly. 
It's time they were treated with 
dignity; not like dishrags."

Caan, whose experience 
spans all facets of the business, 
has a desire to share his knowl
edge. Rasa, named for the Indian 
word that speaks of the emotion
al and aesthetic influence ex
erted upon the listener by music, 
books artists but also serves as

a reference center. For the pub
lic, Rasa functions as a way to 
get in touch with musicians. For 
the players themselves, Rasa 
will provide information, free of 
charge, on the complexities of 
the music business.

In working closely with Rivers 
and Braxton as well as Robin 
Kenyatta and Charles Sullivan, 
Caan reports things are opening 
up for so-called avant garde mu
sic. He sights the financial suc
cess of recent week-long stands 
at Storyville by Rivers, Sun Ra 
and the Art Ensemble of Chica
go. Caan also finds a greater ac
ceptance at the college level, 
with more of his artists appear
ing at campuses throughout the 
country.

Cl? Wichita Competition
WICHITA—The seventh annual 

Wichita Jazz Festival is planned 
for April 21-23, 1978. The fes
tival will once again feature col
lege and high school bands and 
combos as well as established 
acts.

Spots on the program for high 
school and college acts are de
termined by competition. Band 
directors with college bands or 
combos interested in the Col
lege Competition should write

for applications. Deadline for re
ceipt of applications is February 
1, 1978. Jazz groups and indi
viduals not associated with col
leges should submit tapes and 
applications. Their deadline is 
January 15, 1978. Winners will 
appear on the Sunday night 
show.

Address correspondence to: 
Wichita Jazz Festival, Inc., 1737 
South Mission Rd., Wichita, Kan
sas, 67207.

Capitol Turkey Treat
WASHINGTON—"Two Nights of New Music," a mini-festival of 

contemporary sounds, will be presented at this city’s Constitution 
Hall over Thanksgiving weekend. This event, the first of its kind in 
the D.C. area, will consist of two concerts and an afternoon work
shop.

On Friday, November 25, the New Daita Ahkri featuring Leo Smith 
and Phillip Wilson, the Phillip Glass Ensemble, the Marion Brown 
Quartet and the Sam Rivers Quintet will perform. The following af
ternoon, a workshop at District Creative Space, a nearby loft, will 
focus on the creation of the music and it’s problems. John Cage and 
other performing artists will speak and answer questions. The Sun
day afternoon concert performers include the Steve Reich Ensem
ble, John Cage, the Anthony Braxton group, and the World Sax En
semble featuring Oliver Lake.

Earl Bateman, organizer of the festival, hopes the event will crys- 
talize the burgeoning D.C. scene. Bateman, a visual artist dedicated 
to the new music, sees the festival as a springboard for self-aware
ness in downtown D.C. “The audience is there," says Bateman. "It's 
just a question of making them aware they exist."

Bateman also believes the integration of music of European tradi
tion, as exemplified by Cage, Glass and Reich, with the new black 
music, will bring together two diverse audience groups.

For further information, contact "ef space," 930 F Street NW, 
Washington, D.C. 20004, or call 202-347-3483.

potpourri

Los Papines In States
NEW YORK—The Cuban multi

percussion group, Los Papines, 
was granted visas to visit the 
United States this past summer 
and they toured the country with 
great success.

They were welcomed by David 
Amram, who had played with 
them in Cuba, at an informal 
gathering at Amram's apartment 
in Greenwich Village. Attending 
that party, prepared in glorious 
gastronomical fashion by Laura 
Lee, a friend of Amram’s, were 
Billy Taylor, Ray Barretto and 
Ray Mantilla, who also sat in with 
Los Papines on the first Cuban 
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trip in May. A jam session 
followed.

The next day the four Cubans 
were aboard the Jazzmobile in 
Duffy Square where they fol
lowed the Jazzmobile Allstars, 
comprised of Taylor, Jimmy 
Owens, Frank Wess, Victor Gas
kin and Ed Moore. Even the 
Stars played the "latined" tunes 
Caravan and A Night In Tunisia.

A special concert was given 
for and by them at Avery Fisher 
Hall where they performed with 
the virtuosity and sparkle that 
has made them their world-wide 
reputation.

New York Mary's new lineup is 
Rick Petrone, bass; Joe Cor- 
sello, drums; Peter Levin, key
boards; Joe Cerullo, guitar; and 
Ralph Williams, percussion. The 
band is currently on a tour of 
high school and college con
certs, and they hope to have a 
new album out by early next 
year.

Baritone saxophonist John 
Surman has formed a new band 
called Mumps with German 
trombonist Albert Mangelsdorff, 
former Terje Rypdal bassist 
Barre Phillips, and drummer Stu 
Martin.

Patrice Rushen, Marilyn Maye, 
Vi Redd . . . with an outside 
chance for Ella Fitzgerald and 
Mary Lou Williams.

The youngest member of the 
National Association of Jazz 
Educators is 10-year old Scott 
Robinson, a drummer from Kan
sas City who has played with 
Clark Terry, studies with Everett 
Brown and Glenn Robinson, and 
now has a scholarship at the 
Charlie Parker Academy of the 
Arts. Scott recently received 
NAJE’s "Outstanding Service To 
Jazz Education" award.

Long overdue, a Women’s Supersax ends its continued 
Jazz Fest is being organized for salute to Charlie Parker with 
Kansas City this March 19. Ten- Chasin' The Bird (MPS). Future 
tatively scheduled for the annual albums will explore other jazz 
event are Marian McPartland, composers. db



The latest offering from ECM 
includes Grazing Dreams, Collin 
Walcott; New Rags, Jack De- 
Johnette’s Directions; Tales Of 
Another, Gary Peacock/Keith 
Jarrett/Jack DeJohnette; and 
Azimuth, John Taylor/Norma 
Winstone/Kenny Wheeler.

Capitol newcomers include 
Sky Islands. Caldera; Free As A 
Breeze, Michael Clark; Ready 
For The World, Inner Circle; and 
Did You Ever Have That Feeling, 
Jackie Lomax.

Recent Atlantic additions are 
Love Eyes, Art Webb; Cosmic 
Wind, the Mike Theodore Or
chestra; Enigmatic Ocean, 
Jean-Luc Ponty; Maximum 
Stimulation, the Jimmy Castor 
Bunch; Herbie Mann & Fire Is
land; and Love You Live, the 
Rolling Stones.

Fantasy has released a triple 
record set called The Greatest 
Concert Of Cecil Taylor and 
Nightwings, Stanley Turrentine.

•
The Cosmos Collector label 

has issued Danish Design, a disc 
featuring Danish guitarist Janne 
Schaffer and the Mads Vinding 
Group.

•
Takoma is pushing a new Mi

chael Bloomfield effort called 
Analine.

•
A Long Island-based label 

called Death Records has ship
ped the debut waxing by a group 
called Jimi Lalumia and the Psy
chotic Frogs. Lalumia proudly 
bills himself as the "father of the 
death of the disco movement." 
The group's single is a two- 
sided monster tagged Death To 
Disco/Death To Disco Boogie.db

Columbia Jazz Assault
NEW YORK—"We do not plan on calling it anything but music." 

So spake a CBS Records spokesperson. He was referring to the 
forthcoming program that Columbia Records has embarked upon in 
the area we know as jazz.

"We will be giving it the full treatment as far as distribution and 
marketing is concerned," the spokesperson went on to say. "There 
will be no differentiation in product."

The new product includes a series of records to be released 
under the new logo of "Contemporary Masters." Two logos will ap
pear on every release in the series, one being the familiar CBS logo 
and the other the new Contemporary Masters logo. These will not 
be reissues for the collector, but will be never before released 
sides "to fill a gap we had in the '40s and '50s."

Columbia was a leader in recording the great blues and jazz art
ists of the '20s and '30s, but they fell behind in the later decades, 
only to pick up the greatest stable ever in the mid to late '50s, on 
into the '60s and up to the present day.

The initial package release, which will come out in late October, 
will include the following: Summit Meeting At Birdland, One Night In 
Birdland and Bird With Strings Live, all starring Charlie Parker. In 
addition there will be a Miles Davis live set at the Paris International 
Festival, a Tadd Dameron album with James Moody and Kenny 
Clarke, and an album called The Arranger, starring Gerry Mulligan in 
an early big band setting.

The long-awaited continuation of the Lester Young retrospective 
will strut Volumes II and III, with Volume I being repackaged under 
the CM & John Hammond Collection logos. Others in the CM series 
will include Bud Powell & Don Byas, a Dizzy Gillespie big band LP, 
Lee Konitz with Bill Evans & Lennie Tristano, and some Clifford 
Brown and Duke Ellington material.

The feeling at Columbia is that the music of this period has had a 
lasting effect on the music and the musicians of today.

In separate developments, CBS announced the proposed issu
ance of two double record sets recorded live at Montreux and star
ring the CBS Jazz All Star Band. The personnel includes Slide 
Hampton, Maynard Ferguson, Woody Shaw, Dexter Gordon, Stan 
Getz, Benny Golson, Hubert Laws, Ralph MacDonald, Steve Khan, 
Eric Gale, Janne Schaffer, Alphonso Johnson, Billy Cobham, Bob 
James and George Duke. The arrangements are by James and Jay 
Chattaway.

"It was a delight to see all of those stars ready and willing to take 
a backseat to other soloists. In essence, they became section men 
again. True pros. I wonder if the younger musicians out there could 
do as well?” the spokesperson mused aloud. The music was re
corded during the Montreux Jazz Festival this past summer in a 
marathon set which began at 10:30 p.m. and lasted until 4:30 a.m.

Miamians Globetrot
MIAMI—The University of 

Miami Jazz Band, having placed 
first in the collegiate category of 
last year's Montreux Jazz Festi
val, was invited back this year to 
perform within the professional 
segment and shared the night 
with Charles Mingus and his 
Quartet, John Lewis, Joe Venuti, 
and the New Dave Brubeck 
Quartet. The Brecker Brothers 
highlighted a special 20 minute 
segment at the conclusion of the 
band’s set and on another occa
sion Herbie Mann was the fea
tured guest.

Their collective talents and 
musical energy, directed by 
Whit Sidener, were further 
spread as they left directly from 
Montreux to embark on a State 
Department Tour of the Mid-East 
which included performances in 
Nicosia and Limassol, Cyprus; 
Damascus, Syria; Amman, Jor
dan for King Hussein's Silver 
Jubilee celebrating his 25th year 
as ruler; Cairo, Egypt; and 
Sousse and Ribat in Tunisia.

The band is currently in
vestigating several cultural ex
change possibilities for '78.

FINAL BAR
Alden Bunn, the singer-guitarist better known to blues and r&b 

fans by his professional name of Tarheel Slim, died of pneumonia 
recently in New York City, where he had lived for more than 25 
years. He was 52.

Born in Bailey, N. Car., Bunn's long career spanned most of the im
portant developments in black folk and popular music. Taking up 
guitar as a youngster, Bunn performed blues and folksongs on the 
streets of his hometown. His major influences were Blind Boy Fuller, 
whose records he strove to emulate, and Rev. Gary Davis, both 
singer-guitarists and among the leading exponents of the blues and 
religious music of the Piedmont area. Bunn initially came to national 
attention as a member of the popular Selah Jubilee Singers, with 
which he made his first New York appearances, and later formed 
the Southern Harmoneers gospel singing group, recording with 
both groups. He also performed as a member of the Larks r&b vocal 
group.

After settling in New York City in 1951, he made his first blues re
cordings for the Apollo label, with harmonica player Sonny Terry 
and pianist Wilbert (Big Chief) Ellis among his accompanists. Re
cording infrequently through the middle 1950s, Bunn achieved his 
most conspicuous success with Bobby Robinson's Fire and Fury 
labels beginning in 1959. His initial release for the firm, It’s Too 
Late (Fire 1000), made with his wife Ann (as "Little Ann"), was one 
of the year’s top r&b recordings, remaining in the sales charts for 
two months. None of the singer's later recordings enjoyed com
parable success, although he continued to record through the mid
dle 1960s

Following his rediscovery in 1975, Bunn again recorded, the re
sultant album No Time At All (Trix Records) presenting the full 
range of the singer-guitarist's music, from delicate country blues to 
the more modern r&b stylings with which he had gained popular 
success. He also appeared on singer-pianist Wilbert Ellis' more re
cent album on the same label. During the last two years Bunn had 
appeared on a number of blues concert presentations held in the 
New York City area, where his appealing music was always well 
received.

Bunn is survived by his widow Ann. son Nathaniel and daughter 
Mrs. Carrie Wilcox. •

Wally Cirillo, pianist and composer, died of complications of a 
brain tumor in a Boca Raton, Florida hospital recently. He was 50. A 
remarkable musician with a vast musical background, Cirillo was 
always searching for new methods of expression, and he had fan
tastic technique with which to realize his ideas. More recently he 
was playing and composing electronic music.

His work was first captured on records 20 years ago on a Jazz 
Composer's Workshop session with Charles Mingus, bass, Teo 
Macero, tenor, and Kenny Clarke, drums. He also recorded with Jay 
and Kai, John La Porta and Johnny Mathis. He is credited with com
posing and performing the first twelve-tone jazz work, Trans
Season.

In southern Florida he worked with Phil Napoleon, Flip Phillips, Ira 
Sullivan, Terry Gibbs, Anita O'Day, Freddie Hubbard, and in a duo 
with Joe Diorio. His playing in the mid-'70s is documented on two 
albums with Diorio. He taught piano and jazz improvisation at Flori
da International University, Florida Atlantic University and Miami- 
Dade Community College. He is survived by his wife Mary and one 
son.
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McCOY 
TYNER
Tyner In 
tansition 
by len lyons

cCoy Tyner has recently moved out of 
the city and into the fertile, almost lush green
ery of rural Connecticut. The stately colonial 
style house is evidence of McCoy’s recent suc
cess in reaching a broader public, but his 
move to a new environment can also be seen 
as a symbol of musical transition. Like other 
pianists—Hancock and Corea come to mind 
as examples—he is putting increasing empha
sis on his composing and arranging. It is not 
simply that he has been writing more of his 
own material, but that he is expanding the 
contexts in which his material appears.

To guard against confusion, McCoy’s writ
ing is no more similar to Herbie’s or Chick’s 
than is his playing. Unlike Hancock, he has no 
interest in film scoring or functioning solely 
as an arranger. Unlike Corea, he eschews elec
tronics and seems an improbable composer of 
thematic music, exemplified by Corea’s recent 
album, My Spanish Heart. In short, his writing 
is intended primarily as a vehicle for his own 
playing. As his move to the country places the 
Tyner family in a new ambiance, so his com
posing will display his piano playing in a vari
ety of orchestral environments.

This interview took place between two ma
jor steps in that direction. Fly With The Wind, 
an album featuring a 16-piece ensemble in
cluding 12 strings, had pleased McCoy be
yond his expectations, and it was easy for him 
to recall the work and feelings that went into 
it. Yet another album, arranged for brass, 
guitar and voices, was to be recorded in New 
York within the month, and Tyner himself 
had no plans to hear the music until it was 
played in the studio.

It has been said of Duke Ellington that the 
orchestra was his instrument, and in this sense 
McCoy considers himself to be learning a new 
instrument. His remarks in the following con
versation may be taken as an assessment and a 
progress report:

* * * * *
Lyons: Can you describe the role composi

tion has played in the history of your musical 
endeavors?

Tyner: My interest in it goes pretty far 
back—to when I was a teenager with a seven 
piece band. We were just a group of guys going 
to school together. I liked that band sound, 
and I tried to pull everything together into a 
tighter sound, which was the most I could do 
at the time. We went so far as to tape a few 
things.

It got more serious when 1 was with John 
(Coltrane). He tried to get me to do some 
writing and orchestrating for larger groups 
around the quartet setting. But 1 was so en
grossed with what we were doing in the small 
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band 1 didn’t pursue it heavily. The only thing 
from the early '60s was Greensleeves from the 
Africa Brass album, where we used my orches
tration involving french horns and a trumpet. 
I guess 1 did feel a lot of voices in my music, 
and my own (pianistic) style reflects it. I re
member John saying that he heard it in my ap
proach to comping. Incidentally, the tune 
Africa was written from my voicings by Eric 
Dolphy. He asked me to show him what I was 
doing so he could get the same sound I was 
getting from the piano.

Even though the seeds of orchestration and 
composing were planted many years ago, I 
feel they've just begun to take root. It’s like 
another horizon for me. It’s been a challeng
ing one too, and I think it’s always a good idea 
to have a new venture.

Lyons: Song For The New World actually 
preceded Fly With The Wind as an album of 

significant writing for you. Did you feel a lot 
of progress had been made between the two of 
them?

Tyner: I look at it this way: piano is my in
strument, but in writing I’m beginning to use 
the orchestra as another instrument. You have 
to learn a lot by trial and error.

Lyons: So you’re taking up a new instru
ment.

Tyner: Exactly. And it’s an especially excit
ing one to me because I always look forward 
to hearing how things sound after I write 
them. At this point, I really can’t tell until the 
music is played. So in answer to your question 
(about his progress) I don’t feel Fly With The 
Wind is the ultimate in terms of depth. I was a 
little bit cautious when I wrote it. It was suc
cessful for what it was, but it’s not the epitome 
of what I could do with strings. I’m looking 
ahead. I’d rather look ahead to see what my 
potential is than look back to see whether I’ve 
fulfilled it already. It’s important to look at 
your music and feel you can do better.

Lyons:While Fly With The Wind was being 
recorded, I remember your telling me you had 
consulted a book on orchestrating for strings.

Tyner: Yes. and it was valuable in that 1 had 
a reference for the instrument’s capability—its 

capability in normal circumstances, taking 
into consideration who was playing it. If you 
don’t write for strings all the time, it’s very 
helpful to have that kind of information avail
able. I was using Walter Piston s book (Har
mony), but Forsythe has one whi:h also seems 
to be very good (Orchestration).

Lyons: Hadn't you studied orchestration at 
Granoff (School of Music, in Philadelphia)?

Tyner: No, I never did. Lookirg back on my 
life in music, I can see that thirgs happen in 
stages, by development. I like that. I’d rather 
see how I’ve growm in the past ten years than 
feel I’ve reached some sort of pinnacle. In 
other words, I hope I haven’t climbed the 
highest mountain. Fly With The Wind let me 
know that what I hear can be translated into 
forms other than piano and brass (saxo
phones), that I can use the orenestra, that 1 
can be less conservative when 1 write. Inci
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dentally, I wasn’t afraid of what the record 
was going to sound like, but 1 th nk I was sur
prised. I didn't realize how powerful strings 
could be when they’re used properly. Many 
people assume that strings hav; to be used 
very commercially, as a sweeten ng track, but 
that’s not so.

Lyons: Did you compose Fly With The Wind 
at a table or at the piano?

Tyner: I always use the piano when I write 
because it helps me to hear the weight of cer
tain tones in developing chords. You can tell 
more easily which colors in the chord stand 
out and then use the elements you find most 
important. Personally, I like to tse the piano, 
not for the security of it, but because I can re
late so easily to the sound of the instrument.

Lyons: After hearing it on the piano, were 
you surprised at all by how' the orchestration 
sounded played by other instruments?

Tyner: Yes, but pleasantly. The weight 
seemed so balanced. There's a real science of 
balance. Notes that are strong oi one instru
ment in a register have to be chec ked by notes 
on a different instrument. You have to be 
aware of the weights of tones. One of the sur
prises was that the simpler things sounded 
stronger than the more sophisticated chords.



TOSHIKO 
AKIYOSHI
CONTEMPORARY 
SCULPTRESS 
of SOUND
by leonard feather

Q
kjince the last interview in these pages with 
Toshiko Akiyoshi and Lew Tabackin (db, 
6/3/76), there has been a continual series of 
significant developments in the history and 
evolution of their orchestra.

First, they won the db Critics Poll in 1976 
in the TDWR section. In 1977 they not only 
won again, but also leapt into third place in 
the Established Talent big band category (be
hind Thad Jones/Mel Lewis and Basie, ahead 
of Woody Herman and all the rest). In Sep
tember the band blew thousands of minds as 
the closing act on the final night at the Mon
terey Festival.

The orchestra’s most ambitious extended 
work, released on Japanese RCA in late 1976 
(and due for release in the U.S. some time 
soon) is Minamata, inspired by the tragedy of a 
Japanese fishing village whose inhabitants 
were stricken by mercury poisoning. The 21- 
minute suite occupied one side of an album 
called Insights, which won Japan’s Swing Jour
nal award (in competition with some 1300 
other LPs) as album of the year. The Taback
ins flew to Tokyo to accept the award in Jan
uary. in May the entire band made its second 
tour of Japan, which went even better than the 
first a year earlier.

Other events: the band’s nomination for a 
Grammy (for the Long Yellow Road album): 
the first Eastern gig, in Boston, and immedi
ately afterward its debut at the Newport/New 
York Festival, which brought critical and 
public acclaim.

During all this activity. Tabackin was able 
to give up his regular job on the Tonight Show 
(which had brought him to the West Coast in 
1972). He has since concentrated on concerts, 
college clinics (with and without the orches
tra), and has worked with Shelly Manne on 
quartet gigs and an album.

Toshiko now finds herself firmly en
trenched in an unusual situation. She is one of 
the first women in the history of jazz to have 
written and arranged an entire library of mu
sic and had an orchestra at her disposal to 
perform it. As Duke Ellington did, she now 
thinks of herself primarily as a composer/ar- 
ranger and secondarily as a pianist.

Since all the indications now point toward a 
lasting reputation in the annals of jazz writing, 
this seems a logical time to zero in on this as
pect of her story. This interview took place 
shortly before she and Lew were to leave for 
Dick Gibson's annual jazz party at Colorado 
Springs. Theirs was the first big band ever se-

"When I look back and analyze what I've done, I find that in 
many cases I seem to have had a tendency to write in what 
you might call layers of sound. In other words, I will have 
one thing, then I will hear another that goes along with it. 
It's just like a photograph with a double exposure, you 
know?"

lected to take part in what had been, for 14 
years, strictly a jam session affair.

* * * *

Feather: When did you begin to think seri
ously about composing and arranging, instead 
of just playing?

Akiyoshi: Around six years ago. Of course, I 
had been writing for a long time before that, 
but most often just tunes for my own small 
combo.

Feather: How much did you learn at Berk
lee about arranging and orchestration?

Akiyoshi: I learned quite a bit, but I used to 
write when I was still living in Japan. I had a 
nine-tet with french horn, like the Miles Davis 
group. This was in 1953-4-5, around there. I 
had a half hour radio broadcast every week. I 
was learning, but I suppose that going to 
school made me a little bit more analytical.

Studying the basics is very helpful, essen
tial; but after you reach that point of learning, 
some people hear a little differently, and they 
make a special effort to go in their own direc
tion, toward something that they hear in their 
minds. The basic technical knowledge may be 
the same for everybody, but after you’ve 
learned about harmony and so forth you may 
have some different attitude toward music. If I 
may say so. in my humble opinion, a lot of 
people stop right after learning the basics and 
don’t progress from there into an individual 
attitude.

Feather: Did you do your first extensive big 
band writing at Berklee?

Akiyoshi: No. As a matter of fact. 1 used to 
write occasionally for a big band 1 was with in 
Japan before I formed the smaller group. They 
would get requests for certain tunes, and 1 

would make them up for the band, just copy
ing them mainly from records.

Feather: How did you know which notes to 
double and so forth?

Akiyoshi: I didn’t! I just guessed, 1 suppose. 
I learned more about that kind of thing at 
Berklee.

Feather: There was a long gap between the 
time you left Berklee, in 1959, and the time 
when you say you became serious about your
self as a writer, which you say was only about 
six years ago. Why did you not do any serious 
writing for orchestra during that time—was 
there simply no place to have your music 
played?

Akiyoshi: Well, 1 was more interested in 
playing, and as I said, 1 had the trio or quartet 
to write for. 1 had some offers to do some 
band writing, especially when I was doing 
those Summer Jazz Clinics in the mid-1960s. 
But I wasn’t teaching writing, just piano and 
improvisation and chord progressions. 1 did 
bring in some big band charts and the band 
played them, and some of the musicians there 
told me that if 1 gave them some charts they 
would play them with their own bands. But I 
just wasn’t really very interested in doing any
thing like that.

Then in 1967, 1 produced my own concert 
at Town Hall in New York. I decided to pre
sent myself in three settings: solo, trio and big 
band. 1 wrote about six charts, and 1 began to 
be interested. 1 wanted to keep the band, at 
least for rehearsals; but in New York it was 
too difficult, too costly. I figured the rehearsal 
room costs alone would have cost me over 
SI500 a year. Even rehearsing in a smaller 
hall with a quartet used to cost me S15 for two 
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hours. A big band would have been twice that, 
so four times a month would have been S120 a 
month.

Feather: So actually, coming out here to 
California had a lot to do with your changing 
your decision about having a band?

Akiyoshi: Definitely. Here you can rehearse 
at the Union and it costs next to nothing. But 
aside from that, 1 had been doing a lot of 
thinking during the last few years in New 
York about which direction 1 wanted to go. I 
was forced to give serious thought to what 1 
had been doing, what 1 am, and my relation
ship to my surroundings, to society and to 
jazz. I began to reflect about the meaning of 
my existence, and what was meaningful to me 
or to anybody else.

Then, because of Lew’s job. we moved to 
California. My mental attitude was right, the 
Union had this hall for 50 cents an hour—now 
it’s a dollar!—so we decided to start the band.

Feather: Which composers influenced you 
and how much did you study their recordings?

Akiyoshi: I'm embarrassed to say that 1 
haven't really studied anyone. 1 like certain 
people; naturally, 1 admire Duke Ellington for 
many reasons, not only his writing but his 
awareness of his heritage. Charles Mingus, 
whom I worked with for about ten months, 
represented a tremendously important experi
ence for me. I learned a great deal from him. 
So when I'm impressed with someone, I know 
I must be influenced. Naturally I loved Gil 
Evans’ albums with Miles of Porgy And Bess 
and Miles + 19. But I never really made any 
deep studies of any one of these people.

I feel this way, and maybe this is something 
the schools would not want to hear: every 
once in a while someone will come along. .. . 
I don’t know quite how to express it. Let me 
say this: the writer is the first listener, the first 
audience. And whether it's conscious or not, 
whether you're aware or not aware, you hear 
something that you heard in the past. It’s like 
you have an experience-bank in your mind, 
and you draw out of that bank. And if you’re 
lucky it comes out sounding brand new.

I strongly believe that a writer does not just 
sit down at a desk and try to write something 
down. You have to hear that something first. 
Then you have to translate it into a tangible 
thing, an actual sound. That’s a hard process, 
and for me it takes a long time.

At school you can learn the basic harmoni
zation, which is very important, but from that 
point on it's up to you. It’s the same in many 
other aspects of life. Like if you're building a 
house, no matter how modern the architec
tural structure might be, the foundation is 
usually the same, and it has to be very solid. 
Same with music or anything else.

Feather: How do themes occur to you? Do 
they sometimes come to you before you go to 
the piano and write them down? I think you 
told me once that a lot of ideas happen while 
you're driving.

Akiyoshi: That’s true. .. . When I was young 
I was very much into chord progressions, and 
in those days I used to write down certain 
chord progressions and then try to find a mel
ody to fit them. I don't think there's anything 
wrong with that, but today 1 find that finding a 
melodical structure seems to come natural to 
me. I hear a melody; and now that we’ve had 
the band for four and a half years, nowadays I 
also hear the orchestra in my mind playing it. 
It has nothing to do with sitting down at the 
piano. And I don't need to go to a piano to put 
it down on paper; usually if 1 get an idea, 1 re
member it without any difficulty.
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A few days after writing it down, I listen 
and decide whether it's good and whether it 
needs to be changed.

Feather: I’d like to ask you, so that people 
can study this on the record, what you believe 
to be a good example of the use of simplicity 
in your writing.

Akiyoshi: Simplicity is very important, es
pecially for backgrounds. Children In Temple 
Ground is a good example. It's a 5/4 piece 
based on a traditional Japanese folk song. 
After we play the ensemble, we have the piano 
solo; the background is very simple, it's a very 
monotonous kind of thing. By not changing, 
and not too much going on in the background, 
I feel more free to be able to play. Solo-wise, I 
can get around more. If the background gets 
around too much, then / can’t get around too 
much.

The same thing happens, 1 think, in Since 
Perry, which is in the same album. Long Yel
low Road. When Lew starts to solo, when the 
background comes in, it’s just a very simple 
line. If I have a line, it’s some kind of a phras
ing kind of line, very simple and unison. If it’s 
harmony, then all we hear is just the chord, so 
the solo player can get around. If you are a 
jazz player, I believe it helps to work that way. 
Too much can be as bad as not enough, of 
course.

AKIYOSHI-TABACKIN 
DISCOGRAPHY
LONG YELLOW ROAD—•RCA JPL 1-1350
TALES OF A COURTESAN (OIRANTAN) — 

RCA JPL 1-0723
ROAD TIME—RCA CPL 2-2242 (live album, re

corded in Japan Jan.-Feb. 1976; two record 
set).

INSIGHTS—(Swing Journal award winning album; 
includes suite Minamata). Due for release in U.S. 
fall 1977.

KOGUN—(Japanese RCA 6246). This was the 
band's first album; not issued in the U.S., it is ob
tainable from Toshiko Akiyoshi, 1 2823 Friar St., 
North Hollywood, CA. 91606.

Feather: You have also done some things in 
which the basic theme has some very simple 
origin—such as the one you did on the 
changes of All The Things You Are.

Akiyoshi: Yes, that was March Of The Tad
poles, which is not out here yet. But it is not a 
simple piece, in my opinion, from the point of 
view of orchestration. Of course, I have used 
the / Got Rhythm basis—Since Perry is on that, 
and so is Strive For Jive.

If you have the brass section playing the 
melody, harmonized, and the reed section 
playing a very simple obbligato, that can be 
very effective. The obbligato can be more ef
fective if you hear it in a sort of polytonal way, 
like tension notes, a little bit detached from 
whatever else is going on.

Feather: How about an example of the op
posite—complexity and how you use it.

Akiyoshi: When 1 look back and analyze 
what I've done, I find that in many cases I 
seem to have had a tendency to write in what 
you might call layers of sound. In other words, 
I will have one thing, then I will hear another 
that goes along with it. It's just like a photo
graph with a double exposure, you know?

Let’s see if I can find something. All right: 
Kogun, which is available here on the Road 
Time live album, is a good example. I have 
one melody that represents almost a 2/2 kind 
of time feeling. A very timeless kind of feel
ing. with a lot of glissando. But then I have the 
brass and rhythm sections doing something in 
an entirely different idiom, a Western idiom, 

with a very strong rhythmic feel.
Someone who doesn’t know anything about 

the music, a friend of mine, happened to drop 
by when we were recording, and we had done 
the rhythm and brass background first and put 
in the melody later. This person heard us do
ing just the brass and rhythm, and he said, 
“That sounds great, really nice!” He didn't no
tice that this was onlj a separa;e part of the 
whole thing. So the two different things are in
dependent, different timewise ar d every other 
way, but they make sense wher they are put 
together. It's a very effective example. I'd say, 
of complexity.

Feather: How much use do you make of 
polytonal ity?

Akiyoshi: As 1 mentioned, I often hear an 
obbligato that way. In Strive For Jive I have an 
interlude, right after the 32-bar theme is 
stated, going into the solos; I hi ve something 
like that. It’s in A-flat concert, but you hear 
the melody in a different way, like a lot of ten
sion notes. It’s like that also when the brass 
plays the bridge and the saxes tave a unison 
line. It’s very effective, I think, though by it
self the line sounds kind of odd.

Feather: Now let’s have an example of how 
you combine Oriental and Western cultures.

Akiyoshi: During those several years in 
New York before I took up writing again, I 
had a hard look at myself. 1 read a lot of Japa
nese classic books, mainly biographies, about 
different people 1 admire, priests and artists 
and others. Then came the 1957 concert. I 
was selling tickets in the daytin e and writing 
music at night. George Wein was kind enough 
to let me use his apartment; he was in Europe. 
At that time I was living in a hotel and my 
piano was in storage. I would wr te until about 
six in the morning and then go out to the dif
ferent companies trying to sell them tickets.

Anyhow, one night I was writing a tune 
called Sumie, a simple melody 12 bars long 
(but not a blues). 1 lay down on a bed and I be
gan to hear this traditional Japanese gagaku 
sound. It’s a form of very close h irmony: and I 
heard it with a melody in my m nd, repeating 
and repeating, and this Japanese sound 
matched it very well, in my head. It sounded 
very musical and very natural to me.

I had the idea of writing this sound for 
trumpets. Like, say, you have two fourths: G 
and D, along with F and C. So ihe first trum
pet would play G, the second F, the third D 
and the fourth C. It’s a very close sound; then 
you have to bend it. Years ago in Japan, I used 
to hear trumpet players doing a lot of note
bending, both upward and downward. You 
have to slide into and out of things, using the 
valves very carefully.

So I was very anxious to hear his because I 
never heard anybody do this before. But the 
first time I heard it, it was a d saster. Even
tually, though, the trumpet players learned 
how to slide half way decently and all of a 
sudden it sounded just beautiful. I was actually 
deeply touched, I remember.

Years ago. Shelly Manne was talking about 
dissonance ... originally it wot.Id be played 
like this (snaps fingers in median four) . . . but 
then you would feel like (imitates sliding horns, 
with tempo cut in half) ... like a spacing. This 
is very Oriental thinking. Rather than count
ing the time, you feel the time and you learn it. 
Indian music is a little more visual—a little 
more clear than Japanese music. They have 
this space, but at the same time they're very 
rhythmical. Japanese music is not quite so 
tangible—a little more abstract, feel this in a 
very natural way in jazz, which vould have a 



swing feeling but would also have this spac
ing. I try to put those two things together and 
it gives a very definite kind of feeling.

So when I decided to draw upon my culture 
in this way—from my heritage—then I 
thought about it very seriously in terms of 
whether it could be a main influence in future 
jazz. But I decided that it’s never going to be 
that—not in the way that Brazilian music, for 
instance, is a main influence today. You could 
almost say that Brazilian music changed the 
whole jazz scene. But I don’t think it could 
ever happen that way. It’s more of a special 
effect.

Feathen Basically, you’re still adhering to 
the old swinging principle of Afro-American 
music, really.

Akiyoshi: Yes. But it’s very effective and 
adds something a little extra.

Feather: But I would say that the orchestra 
is still based on the traditional concept which 
was established, you could say, all the way 
back to Fletcher Henderson and Duke Elling
ton—the basic four-four swinging pulse and 
also the reeds, brass and rhythm subdivision, 
even though you may have many variations of 
that.

Akiyoshi: Oh yes. When I hear the big band 
music of the old days, like the ’30s, it has a 
certain charm, even though it might not be a 
very good orchestra. 1 can’t think of any 
names specifically, but the Japanese record 
companies have put out histories of a few of 
the Japanese big bands, and these may not 
have been high style, but they had a certain 
elegance and a certain feeling that seems to be 
lost today in the big bands. But I would like to 
hear in my music that very old feeling that 1 
really can't explain. I think it has a lot to do 
with the way they harmonize and the way they 
play. They might not have been such good 
players, but sometimes things can be worked 
to produce positive results.

Anyway, I like to hear my music come out 
without losing that old feeling, but also, at the 
same time, it's contemporary. It has some
thing, you know, new fusion.

But about the band, we had the most diffi
cult time the first year, because of the music. 
When 1 worked for Johnny Richards' band. I 
already was familiar with his music, so 1 knew 
what to do. The same with Mingus, even 
though it was a small group. Also with Clark 
Terry’s band, because I had heard the music 
before. Then you can relate it. But in our case, 
the music was brand new and a lot of it was a 
little bit strange—it had smears and things 
like that. At the same time, some arranger 
came to me at the rehearsal and called me an 
East Coast writer. But certain things have to 
be played in a certain way, and the musicians 
weren’t used to it and there was some music 
that they didn't even want to do. They 
couldn’t relate to it and they had never done 
anything like it before.

So actually, it took the band maybe about a 
year to sound anywhere near like the music. 
But then, 1 think Lew was, as you know, very 
well respected, and it’s because of his musician
ship that he could get all these musicians. ...

Feather: Did he do most of the selection of 
musicians?

Akiyoshi: Oh yes. In the first year there 
were a lot of changes. Some of the musicians 
thought it was too much pressure and they 
didn't feel it was worth it. But other musicians 
could relate to it, and they could feel some 
love for the music, and it was challenging and 
they stayed.

Feather: But you’ve had very few changes in 

the band in the last couple of years.
Akiyoshi: Right. We have pretty much the 

same personnel from our first recording—that 
was back three or four years. I think they’re 
all musicians who know how hard it is to do 
this kind of project, and I think they're doing 
this because they want to do it. Fortunately, 
we have musicians who think that music is a 
little more than just earning money.

Some of the musicians are very well known 
to the public and some are not. I always com
pare it to professional basketball. ... To me, 
the main, basic route for the white musician is 
getting recognition playing with some band of 
that particular type of music, like Kenton or 
Maynard or like that. This seems to be the 
route. Then they go into the studios, and that’s 
kind of like the entry to the starting gate—that 
kind of thing. And the studios are a music in
dustry that has very little to do with music. So 
if a capable musician is doing this all the time, 
he won’t be able to play some very compli
cated things. It’s like the Harlem Globetrot
ters—they’re an exhibition team, but they 
probably wouldn’t last with a professional 
basketball team. It’s the same way with the 
musicians. I didn’t mean to write difficult 
things—it just happened that way. And the 
musicians in our band have the tools to play 
this music, and to me we have an all-star band 
in that sense.

Feather: Your use of flutes has become a 
distinctive feature of the orchestra.

Akiyoshi: I’m not sure if that’s anything spe
cial, but I’m fortunate to have a sax section 
where everybody plays flute. So I took advan
tage of that, sometimes using five-part har
mony or sometimes a double lead. 1 have three 
C flutes and two alto. It's pretty traditional 
harmony.

Feather: Name one tune where you have a 
particularly good flute passage.

Akiyoshi: 1 kind of like Interlude where 1 
have two flutes, two clarinets and bass clari
net. Also Tides Of A Courtesan. I also like the 
sound of a piccolo and the bass trombone to
gether.

Feather. For contrast.
Akiyoshi: Yes. I'm fortunate to have Phil 

Teele on bass trombone and contrabass trom
bone, which is a very full sound. But he plays 
so well it's actually very scary.

Feather: Does Lew usually play lead flute?
Akiyoshi: Yes. When we formed the band 

one of the things I wanted to feature was the 
woodwind section. I thought it would be a lit
tle different from other bands. Normally, the 
way the woodwind section is set up, Lew 
would be to the extreme left. And when Lew 
plays the lead on the flute, it would be very 
difficult for the person on extreme right to 
hear. So we considered changing the setup for 
Lew to go to the center, then move the lead 
alto player on the left side, or something like 
that. We thought about doing this quite seri
ously for quite a while, but we just didn’t do it. 
But it seems to work out okay.

One of the things I have when I feature Lew 
is cadenzas, because he’s one of the very rare 
persons who can play without any accompani
ment. He’s a real cadenza player and does so 
well, so 1 should take advantage of it. In a few 
places he’ll play with the rhythm section, but 
many places he won't have anything but a 
cadenza, which works very nicely. I think it's 
a writer’s dream to be able to write on a per
sonal basis, and a legitimate writer nowadays, 
1 think, is like a non-existent art.

But there are writers, like Takenitsu—a 
well known Japanese contemporary compos

er—he has to write especially for certain flut
ists and certain clarinet players. ...

Feather: You’re doing that in the same way 
that Ellington wrote for very particular 
sounds of his soloists. I think you have the 
first orchestra that’s really done that, since 
Duke.

Akiyoshi: I have a strong feeling about this, 
I really do. This is a part of jazz that shouldn’t 
be lost.

Feather: You also use the trombones very 
unusually. What piece was it where you had 
that marvelous trombone section chorus?

Akiyoshi: The March Of The Tadpoles, with 
the unaccompanied trombone solo. It’s in a 
new album that won’t be out here for a while.

The thinking was, when we started the 
band, the trombone section was the one we 
had the most difficulty with. We couldn’t get 
quite the right personnel and it was the weak
est section. I couldn’t write anything for 
them—I couldn’t hear anything. But later on it 
developed into a very strong section. Charlie 
Loper was with us from the very beginning. 
Then Bill Reichenbach and Phil Teele, who 
arc both very strong players, joined us about 
two and a half years ago.

Feather: Britt Woodman was a very melodic 
soloist.

Akiyoshi: He’s fantastic. When I write, I 
know exactly what he’s going to do and that’s 
what he does. It’s such a pleasure for a writer. 
Britt was also with us from the beginning until 
last April, when he was replaced by Rick 
Culver.

So anyway, 1 had to write something, and I 
didn’t have much time because the record date 
was set and I needed a fast tune to balance the 
album. So I pulled out something I wrote 15 
years ago—a riff—and I decided it would be a 
good thing for trombone soli because they 
never had anything and they had been asking 
me to write something for them.

Feather: One of the critics reviewing you at 
Newport, although he was generally favorable 
about you, Lew and the band, said that your 
writing for trumpets was not the equal to your 
writing for the reeds and for the trombones. 
How would you answer that?

Akiyoshi: Well, 1 don’t know. It’s possible. 
Everybody has a different view. I just strongly 
believe in what I hear from that particular 
player—that’s what their color is and that’s 
what 1 try to bring out. Sometimes certain 
things are not very obvious—they’re more 
subtle. I think our trumpet section is very 
unique. They get that sliding kind of a sound 
that is very difficult, and 1 don’t think a trum
pet section from any other band has to do this.

But on the trombone soli, which are obvi
ously liked, there’s no mistake about it. It’s 
very clear.

Feather: So you think what the trumpet sec
tion did was a little more subtle and maybe es
caped his attention?

Akiyoshi: 1 think so. Like Duke Ellington 
had a tremendous trumpet section—Cat An
derson, Clark Terry—they were very strong by 
themselves, and he made use of that, which is 
great. In our trumpet section we have a very 
high level of musicians technically, so I make 
use of that. I think Thad Jones, because he is a 
trumpet player and a very excellent one, prob
ably uses much more variety. But he uses a lot 
of mutes and different effects, for which I ad
mire him tremendously. It’s just that I have a 
different kind of trumpet section.

Feather: About the fact that you don’t use to 
any extent any kind of electronics—is that 
based on a definite decision that you don’t
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F
A or 1 1 years Frank Benjamin Foster III was 
the featured tenor sax voice with the Count 
Basie organization. Between 1953 and 1964 
Foster’s tenor sparked a reed section that 
boasted Frank Wess. Marshall Royal. Eddie 
“Lockjaw” Davis, Billy Mitchell, Ernie Wil
kins and Charlie Fowlkes among others. Dur
ing those years the composer/arranger in 
Foster emerged in such tunes as Blues In Hoss’ 
Flat. Blues Backstage. Who, Me? and Down For 
The Count. And, of course, there is the tune 
that is still a mainstay in the Basie book as 
well as that of Foster’s new band—Shiny 
Stockings.

Foster’s chart of John Coltrane’s Giant 
Steps remains with the Thad Jones-Mel Lewis 
Orchestra. A new arrangement has been writ
ten for the Loud Minority, a sparkingly crisp 
20 to 25-piece orchestra of Fpster's creation 
that “subbed” for Thad and Mel at New 
York’s Village Vanguard during the summer 
of "77. (The Loud Minority had been a Mon
day night attraction at Ali’s Alley since Oc
tober 1976.)

Foster's activities don’t stop there. He has 
been an artist in residence at the New England 
Conservatory in Boston and was one of six 
professional musicians invited to be part of 
the federal program called Title 1 in Harlem, 
N.Y.C. The State University of New York at 
Buffalo appointed him full-time assistant pro
fessor in the Black Studies program in 1972. 
In addition, he has been teaching youngsters 
in the various programs offered by Jazzmobile 
and Jazz Interactions in New York City. 
Frank takes particular pride in “whipping 
them into shape for a particular program. 
There’s great pride in watching kids play what 
you’ve taught them. If you teach it with love, 
they play it with love,” he says.

Catching this multiple-threat musician/ 
leader/arranger/com poser/teacher long 
enough for an interview was no mean feat. We 
talked in his station wagon while some charts 
were being photocopied somewhere along 
Broadway in Manhattan. We started on his fa
vorite subject, the Loud Minority.

Foster: It got started about ten years ago, 
maybe 1 2, but the personnel never stayed the 
same for more than a year to a year and a half 
at a time. So this is actually the fourth or fifth 
band playing a continuation of the music that 
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I brought out of Basie’s book. I started with 
about 15 or 20 charts that I brought from 
Basie and gradually added new stuff. Actually, 
the band was started at the insistence of a 
trumpet player named Martin Banks. The 
name Loud Minority came from the title tune 
of an album I did in ’71.

| At that time the band consisted of 16 
pieces but only eight or nine played on any 
one tune. It gradually grew with coloration 
changes, and the personnel now includes Le
roy Barton. Doug Harris. Bill Saxton, Bill 
Cody, Kenny Rogers and C. I. Williams, 
reeds; Janice Robinson. Kiane Zawadi, 
Charles Stephens and Bill Lowe, trombones; 
Bill Davis, tuba; Chris Albert. Virgil Jones, 
Sinclair Acey, Roy Burrows and Joe Gar
dener, trumpets; Mickey Tucker, piano; Earl 
May, bass; Charlie Persip, drums; Tony Wa
ters and Roger Blank, percussion.]

Foster: 1 was using the band as an educa
tional entity that, by playing originals of 
mine, would run down basically a history of 
big band styles from swing to the present. 
When I say swing 1 mean the '40s: Jimmie 
Lunceford, Duke Ellington, Basie. Lionel 
Hampton, Andy Kirk. Earl Hines. Milton 
Larkins. Erskine Hawkins, Lucky Millinder,

Tiny Bradshaw. I also dug some Glenn Miller, 
Tommy Dorsey, and Woody Herman’s "The 
Band That Plays The Blues.” 1 didn’t really 
dig Benny Goodman that much. I don’t under
stand why his was the most popular band of 
the swing era. It sounded sterile i i delivery ex
cept for Benny himself. Let me nake it clear 
that it was the performances tha: I was inter
ested in, not the charts. Charlie Barnet had a 
good band in that regard. Some times Miller 
wasn't as commercial as he was most of the 
time and got off a good performance.

Smith: You formed the Loud Minority to 
play like those bands, not necessarily to play 
their charts, right?

Foster: I formed it to play my charts com
pletely, or those of someone in the band. If I 
have a hundred charts, how can 1 be satisfied 
playing only a small percentage of them? 
Later on the idea came as an impetus for 
creating work—the idea of an educational 
thing, to give concerts outlining a history of 
big band styles either with or without an ex
planation. 1 was raised on black bands, but I 
liked all of them save the Guy Lombardos. 
Sammy Kayes, etc.

Smith: It is said that Lombardo owns the 
track record for the longest stay in the Savoy 
Ballroom.

Foster: Was he playing Auld L mg Syne and 
stuff like that? 1'11 bet not. Probably swing 
music.

My band was black because my friends were 
black. 1 didn't have an attitude or anything; it 
just happened that way. Whet the black 
awareness syndrome hit, 1 fell in line with the 
thought of being a part of an all-black entity 
seeking to exercise black enterprise in the mu
sical area of society. As a matter of fact, Lew 
Soloff was one of the early members of the 
band. How did he slip in there?

(Basically the band was a rehearsal band 
because jobs were scarce in tie early and 
mid-’60s. They worked scattered engagements 
at the now defunct Birdland on Monday 
nights, that traditional night for clubs whose 
managements decided that it wot Id be a good 
idea to try to get customers by putting in big 
bands. A few that come to mind fave been the 
Birdland Dream Band, organized by Maynard 
Ferguson; Johnny Richards’ Litin-inspired 
big band and the Thad Jones-Mel Lewis Or
chestra that persists after 12 years of Monday- 
nighting at the Village Vanguard. The Mi
nority also did a concert at Judson (now 
CAMI) Hall to rave reviews, ore at Hunter 
College and others. All the while Foster wrote



arrangements and made club dates, catered af
fairs and studios. No one took much notice, 
and the band didn’t even have its name yet. 
Then, in May 1967, the Left Bank Jazz So
ciety (Baltimore) invited Foster’s band down 
for a concert. The rhythm section included 
Elvin Jones, drums; Albert Dailey, piano; and 
Gene Taylor, bass. The trumpet section in
cluded Johnny Coles, Jimmy Owens, Blue 
Mitchell, Tommy Turrentine and Virgil 
Jones. That was his first big success. But Wil
bert Hogan died, leaving the drum chair open 
while Charlie Persip left to go out with Billy 
Eckstine. The band fell into a depression 
which lasted until Persip returned in the early 
’70s. The band then gelled with former stu
dents of Frank’s peopling the important 
chairs. |

Smith: What about your students? You seem 
really proud when you point to them.

Foster: 1 have the "A” ensemble with the 
Jazzmobile workshop. That is the No. 1 large 
ensemble. I also have a saxophone class and 1 
have had theory classes. I decided to concen
trate on the practical courses rather than theo
ry. 1 incorporate a series of exercises and ar
rangements which I will use in books on those 
subjects.

About Jazzmobile specifically, 1 feel that it 
is the best thing going in that area for anyone 
of any age who wants to play better and wants 
to be more involved in music. It is an environ
ment which develops skills in areas that are 
out there waiting. It has got to come to the 
point where people can make their livings in 
creative music instead of just funk or pop. 
They have the “baddest" faculty going. When 
we rehearse we have one monster organiza
tion. Freddie Waits, Charlie Persip, Charles 
Sullivan, Eddie Preston, Jimmy Owens, 
Charles Stephens, Kiane Zawadi, Janice 
Robinson, Jack Jeffers. Bob Stewart, Ernie 
Wilkins, Jimmy Heath, and on and on.

We encourage the students to write as well 
as play. One of my ideas is to keep acoustic 
music going. We aren’t too heavily involved in 
electronics to begin with. I have not satisfied 
myself that I have done all 1 want to do with 
acoustic instruments. For that reason my in
terest in electronics is a little lagging. It's so 
gratifying to see the young people interested 
in clarinet and the other acoustic horns. The 
better they learn, the better they get from our 
instruction and the longer acoustic music will 
stay alive. 1 just never got unaccustomed to the 
sound of pure instruments and I’ll never out
grow it.

Smith: Have you tried electrified mouth
pieces?

Foster: 1 have borrowed other guys’, but 1 
have found that 1 do not like it. I don’t like the 
sound, the feeling. 1 still like the feeling of 
one octave at a time instead of two. That nov
elty may take some guys out, but not me. Not 
yet, anyhow. That’s not to say that I’m putting 
it down, or the guys that play it. It’s just not 
for me.

Smith: What do you tell your students? Or 
do you merely suggest things?

Foster: 1 teach them the principles of the in
strument and the music as 1 picked them up 
over the years. 1 don't waste my breath by tell
ing them what they shouldn't be involved in 
because if some of them wanted to experiment 
with electronics 1 wouldn't stop them. 1 do en
courage interest in acoustics, though. I’m 
there to teach something I have loved all my 
life and I hope to perpetuate.

Smith: Where are the students going to go 
after your big band classes?

Foster: To open up a can of worms, big 
bands are not as economically unfeasible as 
everyone says they are. It takes more to run a 
small rock combo across the country than it 
does a big band. The big bands led the way be
fore in shaping the popular music of the coun
try. Big band arrangements often gave the 
popular song the setting it needed to shoot it 
out there where the people could get at it.

I’m not going to use that old saw, “Big 
bands are coming back." They’ve always been 
with us. The big band thread has never been 
completely broken. When Basie disbanded for 
a minute, there was Kenton or Herman to take 
up the slack. There have always been bands on 
the road. If bands could be paid adequately, 
you would find them springing up everywhere.

While the studios are gone, there has been 
the rise of concert halls and some other places 
where big bands appear, from high school 
auditoriums to stadiums. Maybe there will be 
a need for studios to reopen just to fill the 
need of students coming out of schools.

Smith: What effect has tracking of large en
sembles had on bands?

Foster: If it means work, then it’s all to the 
good. But more than likely, once it’s down in 
the studio, or on the tracks, it ends. The per
formers do not again appear together. If they 
do continue to perform then I would say that 
it has had an effect on employment. But if the 
opposite is true, only record sales count, not 
in-person performances. If the star is on stage 
with a string synthesizer and a couple of 
guitars, then it ain’t going nowhere as far as 
creating work for large numbers of people. It’s 
a pretty stupid feeling to be making a track on 
top of the rhythm and you hear (or don't hear) 
the vocalist and you put these dumb head
phones on and you play a part that was written 
after the actual recording. You play an ar
rangement that was written around the vocal. 
Music is such a personal thing; music is about 
communication; in person, on the scene, 
spontaneous communication. So this overdub
bing situation we have in the recording indus
try gives work to lots of people; it's still a bull
shit approach to the music. It's okay to make 
money while you’re still out there woodshed
din’, but if we are so discouraged by the still 
horrible condition of the music business and 
have resigned ourselves to the situation and 
we play only the bullshit, then we are out of 
the running altogether. The creative musician 
should never give up on the idea of putting the 
real music out there. The truth from your 
heart is what the music is about. It’s a part of 
the culture which is portrayed in the art. The 
artist is hipping the people with graphic mes
sages. Some people can't get over the disco 
level mentality.

Smith: While you are on the topic of eco
nomics, wasn't that one of the reasons for the 
formation of Twelve Shades Of Black, your 
small band?

Foster: Well, actually those are the cream of 
the big band which I call Frank Foster's Liv
ing Color: Twelve Shades Of Black. Yes, 1 
suppose it was formed because there was a 
need for an affordable big band. It takes a lot 
of money to pay for 20 musicians so I formed 
a smaller unit. We rehearse charts just like the 
big unit so we have a ready-made band for 
smaller dates. Another idea behind Living 
Color was that it was to be an entertainment 
unit. There was to be a lot of oratory, verbal 
presentations—not just musical, but thematic, 
programmatic, dramatic. I was going to do 
readings on matters of social interest. For ex
ample, 1 had developed a monologue between 

myself and a pimp, called “Solid On That, 
Brother Man.” 1 became interested in racial 
themes when 1 heard a college group perform 
them. I have always been interested in matters 
of social reform, racial or not. I wanted to use 
Living Color to present some kind of humor
ous dramatic situations. 1 even created a 
character. Freak Finkster, “the greatest jazz 
musician in the world." 1 do an interview do
ing both parts with original music ! ehind. The 
music is farther out than Ornette Coleman and 
Albert Aylcr ever were. There are so many 
different types of skits that I would like to pre
sent at different times right in the concerts to 
break things up a bit. You know, a multi
media effect.

I would like to deal further about what 
some people have said regarding my mu
sicians. There have been a lew scattered white 
people in my band, but for the most part they 
have been black. That might mistakenly be 
thought of as racism. While the situation is 
intentional, it is definitely not racist. The idea 
is to give younger black musicians a chance to 
play in a big band. That is from my own ob
servation. In the past 20 years black musicians 
coming up have had opportunities to play with 
small groups, rock, blues, r&b, funk. Not 
enough of them have had that same chance to 
play with big bands.

Sometimes there is an attitude on the part of 
black youngsters that there is no money in 
jazz so why bother at all. 1 feel that if more of 
them could see an all-black jazz band and if 
they dig the music and secretly would like to 
play it, they might say, "Hey, maybe there’s a 
chance.”

Smith: There's the age-old question that 
must be pressed right in this context. How can 
we get blacks in the community interested 
enough in what is considered an outgrowth of 
their musical experience, jazz?

Foster: The only way 1 can see it is through 
the schools or other public organizations that 
have home bases like auditoriums and com
munity centers where cultural presentations 
can be presented on a regular basis. This will 
allow the youth in the neighborhoods to see 
an existing all-black group doing this. There’s 
too much of the "that’s while folks' music" go
ing around. And that's being expressed from 
the college level on down. Again, I insist that 
my band is not all black for racist reasons. I 
want to be able to go into any ghetto and play 
my music. 1 know 1 won't have any trouble do
ing that.

Another factor is the road. So many mu
sicians feel that New York is where it's hap
pening and they don't want to be out there 
where, if you're lucky, you can find a big band 
of five pieces to dig on in between your own 
sets. So most musicians stay at home where 
their jobs or their teaching prospects are. For 
the most part, that is the right idea. What is 
happening in jazz, or creative, contemporary 
ethnic music, is indeed happening right here 
in New York.

Smith: What are your plans with the Mi
nority?

Foster: Colleges. 1 think the college circuit 
is really where we can get our music across. 
Clark Terry, Bill Watrous, Thad Jones and 
Mel Lewis all have had success in those areas, 
and 1 intend to follow in that direction. High 
schools also hold enthusiastic audiences and 
there is some ready money in their budgets 
and they don't know what to do with it. The 
only thing they know is that they want some
thing like what we have to offer, but they don't 
know how to get it. We have it ready lor them
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RAYPIZZI

West Coast 
Breakthrough
by lee underwood

hen it happens in the movies, it's corny. 
When it happens in life, as it did not too long 
ago to saxophonist/composer Ray Pizzi. 34. 
it’s living theater.

Dinah Shore featured jazz artists Dizzy Gil
lespie, Woody Herman. Chick Corea and crit
ic Leonard Feather on her September 17, 
1976 television show. When she took a com
mercial break, her studio musicians, under the 
direction of John Rodby, launched into a 
standard big band chart.

Ray Pizzi stood up in the studio, raised his 
soprano sax to his lips, and took a sizzling 25- 
second off-camera solo. Dizzy leaned forward 
in his chair and exclaimed, “Who is that cat! 
Did you hear what he just played? What's his 
name? 1 want to meet him.”

Ray Pizzi spent the next two days in the 
RCA studios with Gillespie recording Dizzy's 
Party. When Ray arrived, lugging his soprano, 
tenor, bassoon and flute cases and wearing his 
spoofy Scotch-plaid hat and his scruffy jean 
jacket, producer Norman Granz arched one 
eyebrow and said, "Who are youT When Ray 
left, he had his own Pablo recording contract 
snugly tucked in his hip pocket. Conception, 
his debut Pablo LP, has recently hit the 
stands.

“1 consider myself a really lucky cat,” said 
Pizzi, “but I’ve also been ready. When oppor
tunities have sprung up, 1 have always been 
fully prepared to handle them. 1 didn’t have to 
worry about bad chops or an unemployed psy
che, even when things were tough.

“After getting my degree in Music Educa
tion from Berklee College in Boston, and 
studying at the Boston Conservatory, I taught 
junior high and high school in Randolph, a 
suburb of Boston, my home town. After five 
years of teaching, 1 decided to take my own 
advice and get out here and see what 1 could 
do.

“When 1 first came to Los Angeles, the only 
person I knew at all was saxophonist Don 
Menza. He and 1 had hung out one night at a 
hotel in Boston when he was working with 
Buddy Rich.

“Don was immensely helpful when 1 arrived 
here a complete unknown. 1 had saved 
$4,000, but 1 didn't get my first paying gig un
til I was down to $75, and my wife was preg
nant with the first of our two kids. My situa
tion had gone the limit. That’s when I lucked 
out and got a 26-week show. The Henry Man
cini Generation.

“It was Don who set me up with a lot of 
things you have to do when nobody knows 
you. You have to meet lots of people, and they 
have to hear what you do. So the first thing 1 
did was make every rehearsal and jam session 
I could, and Don would let me sub for him at 
rehearsals and gigs.
18 □ down beat

"Sometimes what you might think of as an 
unimportant rehearsal will have somebody in 
the band or in the audience that likes you, and 
later they call you for a really important gig.

"1 hat happened to me a number of times. 1 
met pianist Mark Levine that way. He used me 
on his new album. Up 'Til Now. He was also an 
inspiration in terms of learning about musical 
integrity. 1 met the Brazilian composer 
Moacir Santos that way and recorded with 
him on three albums, Maestro, Saudade and 
Carnival OJ Spirits.

"In 1973 1 met John Rodby, also at a jam 
session. In 1974 he became musical director 
of the Dinah Shore Show. He remembered me 
and gave me a call. I’ve had the gig ever since, 
and it’s been invaluable to me. I made enough 
money to provide for my family and to release 
my very first solo record. Appassionato, on my 
own label. I was also able to record the tapes 
for Conception, which I presented to Norman 
Granz at Dizzy's sessions. He liked them, and 
that became my first L.P for Pablo."

In fifth grade Ray started taking “50-cent 
lessons on the clarinet, breaking a reed a min
ute." In ninth grade he played “in a local Ital
ian band called the Bari Symphony. They'd 
perform the Italian festivals, where people 
pinned the dollars on the Madonnas. We 
played a lot of classical music, which exposed 
me at an early age to music that was deep and 
true."
SELECTED PIZZI 
DISCOGRAPHY 
as a leader
CONCEPTION—Pablo 2310 795 
APPASSIONATO—P.Z Records 333
with Dizzy Gillespie
DIZZY'S PARTY—Pablo 2310 784
with Mark Levine
UP TIL NOW—Catalyst 7614
with Moacir Santos
SAUDADE—Blue Note LA 260G
CARNIVAL OF SPIRITS—Blue Note 463G 
MAESTRO—Blue Note 007F
with Willie Bobo
TOMORROW IS HERE—Blue Note LA 711 -G
with Ravi Shankar
SHANKAR AND FRIENDS—Dark Horse SP 2202

On Sundays Ray’s entire famih gathered to
gether at the house. Somebocy inevitably 
brought a guitar or an accordion. "Lots of 
times I’d have to go out and play an excerpt 
from Verdi’s Rigoletto on my clarinet while 
everyone sat at the table cracking nuts and 
chewing and talking.

"The only one who listened to me at that 
time was my father. He died when I was 18, 
but he was quite a push for me.

"He was a boilermaker. As a kid I used to 
go to work with him, learning a: a small age 
that 1 didn’t want to work that hard. I’m glad 
he pressured me toward going tc college, be
cause that led to teaching, which were some of 
the most educational and beneficial years I 
ever spent.”

While teaching, Ray also played in local 
bands, one led by Jimmy Mosi er and Paul 
Fontaine, a second led by “a trombonist-den
tist named Gene DiStacio. It was a rock fusion 
band, but it originated in 1964, before ‘rock 
fusion’ had even come into bei ig anywhere 
else. Dig the personnel: John Abercrombie, 
guitar: Rick Laird, bass: Char ie Mariano, 
sometimes subbing on sax; Jan Hammer on 
piano at times: Carl Schrcder, Sarah 
Vaughan's pianist: Peter Donald, drums; and 
Michael Gibbs doing the charts That was a 
hot band, the last one 1 played with before 
moving to L.A. in 1969.”

Ray Pizzi is justifiably proud of Conception. 
On the mid-Eastern sounding title track and 
on the romantically impassioned Angel’s 
Crest, he showcases his often stunning origi
nality on the soprano saxophone. The ballad 
Willow Creek ("a classical/country-western 
combination written in 10/8") features Pizzi’s 
intimate bassoon. Ray's lyrical f ute work on 
Rhapsodic is counterbalanced ty his hard- 
driving tenor blowing on Friday Night Rush 
Hour Blues, "actually written on the Ventura 
Freeway at five o'clock on a Fricay night be
tween stops-and-gos, the first eight bars being 
in 5/4 and the middle four being in a fast be
bop 4/4." Digitations, a rip-rcaring tenor 
extravaganza, “has a melody that s impossible 
to play. It's stylistically out of the bop era, not co
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A COMPOSERS’ COLLOQUIUM

by arnold jay smith
AA^oodstock, a once-sleepy upstate New 

York town, was turned into an international 
cause célèbre when one tanner rented his pas
ture to a promoter and turned an artists' en
clave into commercial mayhem.

The town has gone back to sleep only in the 
sense that there arc fewer rock stars around. It 
has more than its share of boutiques and chic 
eateries with prices that rival the finest re
sorts. Not too far from the town lies the Crea
tive Music Foundation's resort-school. I say 
“resort" advisedly, for vibist Karl Berger 
plans to buy Oehler's, a vacationers' paradise 
with swimming pool, spacious grounds, cabins 
and the only professional soccer field in the 
Catskill Mountains.

Berger, the recent mainstay of the Talent 
Deserving Wider Recognition category in this 
magazine’s Critics Poll, is the vibist who ad
ministers the Creative Music Foundation. The 
school offers individual and class instruction 
in all manner of music, mostly jazz and con
temporary, on any instrument a student de
sires. One recent weekend I took advantage of 
a standing invitation to spend some time with 
Karl, his wife, singer Ing Rid, and a group of 
20th century performers and composers, some 
of whom teach or perform at CMF during the 
year.

Part of that weekend was given over to an 
ongoing scries called “Composers' Col- 
loquia." These are open-ended discussions 
that cover a wide range of subjects. This par
ticular weekend saw a diverse package of con
temporary musicologists. They were Ken Mc
Intyre, teacher, woodwind player, composer; 
Mike Mantier, composer, trumpeter; 
Marianne Archer, electronic composer; Gar
rett List, composer, trombonist; Michael 
Gibbs, composer, conductor; Frederic Rzew
ski, composer. Berger; Christian Wolf, com
poser; John Cage, composer; and Carla Bley, 
composer, pianist.

In the following colloquium, questions were 
fielded from an audience made up of students 
and interested parties who attend concerts at 

CMF. The questions became topics which 
were handled at once with humor and dignity.

Question: Will we be humming the same 
things 100 years from now, or will the prob
lems of tonality be worked out so that we can 
become accustomed to non-tonality?

Gibbs: I don't think any of us will hear any
thing 100 years from now.

Wolf: I have found many people who don't 
relate to Mozart, but do to Schoenberg, if 
that’s any consolation.

Rzewski: Implicit in the question is the idea 
that there is such a thing as an imminent his
tory of music, a process of musical evolution 
and development independent of the rest of 
the universe. This is not so; that is a very com
mon, mistaken idea that is taught in the 
schools. What the hearing habits will be de
pends on the social evolution of society as a 
whole.

Bley: If we give all our questioners such a 
hard time, nobody's going to ask us anything.

Questioner: Uh. let me rephrase that. Why 
do I have such a hard time relating to Webern 
or Schoenberg after all my education in tonal 
music?

Cage: Because you were a good student and 
accepted it. Then when the theory or the rela
tionships were changed, you were unprepared 
to accept the ones in which you had not been 
educated. Hopefully, we will be able to listen 
to sounds free of education and theory. It 
would seem reasonable that we can open our 
ears and listen.

I think of my effort as a way of showing that 
it is possible to write music in different ways, 
but never with reliance on harmony or tonali
ty. When 1 visited Joseph Schillinger. he had 
up near the ceiling of his apartment the octave 
marked as it would be if it followed Helm- 
holz’s book, or if it followed the vibrations of 
the string—that is to say. if it was true to na
ture. Then he had marked in different colors, 
with the natural in black, the others—those 
divisions of the octave that had been most ac

cepted in the course of history. Not a single 
one of them coincided with natural roots. Ev
ery one of them was a convention. We are 
moving in directions away from theory in this 
century. We arc beginning to listen even to 
thunder and birds and electronics and other 
noises.

McIntyre: We have been programmed to 
tune into certain vibrations coming from rela
tionships. Then, when we get just about able 
to understand that, composers come along 
and take us another step. What you can do to 
catch up is try to sing more of the music that 
we hear—not songs, but the instrumentalists. 
For example, if you listen to the music that 
comes from the Charlie Parker period, or 
Thelonious Monk, you would open up your 
ears so you can expand your mind. It's break
ing away from dominant relationships.

Cage: Isn't it a question of whether we di
vide the field of sound into steps, scales and so 
forth, or whether we listen to it as a field? It 
seems to me we should accept the whole field.

McIntyre: Often we get to a point and can
not articulate how to get others there, so we 
utilize the steps.

Question: Any ideas as to why people don't 
open their ears?

Cage: That’s up to the psychologists. 1 can't 
understand why people are frightened of new 
ideas. . . . I’m frightened of the old ones.

Gibbs: Would you consider writing a tonal 
piece?

Cage: I did one in connection with the bi
centennial called Apartment Houses. I found a 
way of dealing with harmony so it didn't ap
pear to be a theory.

McIntyre: We are not an aural people. We 
really don't listen; we are visual. We are pro
grammed to read. . . . Our language is not a 
musical language like, for example. African 
languages.

Gibbs: 1 think it's not that we don't listen; 
perhaps other cultures listen more.

Question: Many composers for television, 
radio, commercials and movies have sneaked 

(I. to r.): McIntyre, Archer, List, Gibbs, Rzewski, Berger, Wolf, Cage. Bley.
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in more modern idioms and gotten away with 
it. Does this prepare the audiences for some
thing which may be a more direct statement?

Cage: 1 don't know if that does it. but 1 
think that the things that happen to us daily 
change our hearing and our whole experience. 
There have been known cases where the play
ing of new music took 75 rehearsals by trained 
musicians, and young students coming out of 
cornfields who had listened to the radio were 
able to play it with only two rehearsals.

Rzewski: I noticed one thing when we used 
to watch television—before we gave our set to 
our son to take apart. The ads which involved 
classical music involved luxury products—the 
class identification. At least it got the music 
across.

List: 1 don’t feel commercials are a good in
fluence on anything, even if they do help to 
change our hearing a little bit. You can go 
into elevators now and hear Charlie Parker 
licks, but what does that prove? That it’s ac
cepted, perhaps.

[Somehow the questioning became diffused 
and the panelists and audience got into a dis
cussion of their own revolving around the 
question of change. One example was the dra
matic change from live music to recorded (or 
radio) music. The panel jumped alive.|

Bley: Before there was electricity you made 
your own music or you had none.

Rzewski: It’s not really a change, but simply 
an extension of tendencies that were already 
present for 100 years or more in the social sys
tem. It's simply a by-product of monopoly 
capitalism, the fact that the music industry is 
highly concentrated in the hands of a few 
multi-billion dollar, multi-national corpora
tions. Rock and roll is a relatively minor 
product.

Question: A disruptive force?
Rzewski: Yes, and one that was rapidly neu

tralized.
Question: Are we conditioned to hear cer

tain elements of music by certain composers?
List: The need to make music does not 

necessarily come from the training of ears. 
People will always feel the need to do some
thing like we are doing right now—getting to
gether and talking about it. People won't stop 
making music, but it might have the effect of 
getting rid of composers, which might not be 
such a bad idea.

Rzewski: Yes, it might just become un
fashionable to be a composer or to play com
poser music.

Question: Rock and jazz/rock people are 
playing virtually only original music which 
may have the effect of being “uncomposed" 
because no one else plays it.

Rzewski: In centuries past the gardening 
and culinary arts were treated as real arts.

Bley: Yes, and now their status has changed. 
1 guess it could happen in music. It may have 
already come to that.

Cage: I don't think these things have been 
lost. The moment something is in danger of 
being lost, like the art of formal gardening, or 
the kind of music that was played at that time, 
people rush to its assistance specifically with 
the purpose of saving it. We have societies for 
the ancient music of our cultures and others. 
There are people out there who live for 
nothing else. If some form of ancient art 
hasn't been preserved, those people will say, 
"Oh. that gives me something to do." The mo
ment there would be any sign of music disap
pearing, the number of musicians would in
crease alarmingly. . . .
20 □ down beat

From the point of view of making a living, 
music is absolutely useless. The only way 
Americans make a living in music is by teach
ing.

Gibbs: John, you are speaking of a very lim
ited class of musicians.

Rzewski: 1 disagree with you, John. The 
middle man makes a living.

Cage: You mean the record companies?
Rzewski: For instance, yes. Music is like pe

troleum; you have to work it out of the 
ground. And music is easier to get out, too.

Cage: If you take the entire industry, com
mercials included, then it is an enormous in
dustry, probably more money-making than 
steel.

Rzewski: Maybe more profitable.
Cage: No, there’s more money involved. It’s 

never been my concern, making money. 1 hap
pen to have royalties now, but that's only be
cause I'm still alive! Before I was 50 I didn't 
have them. You have to have patience.

List: Maybe making a living isn't the best 
reason to make music. Some people can make 
a living from music, but it's not always the 
best reason for making music. I made a living 
in pits, and in industrial situations. It's not so 
much fun; it’s work. It's not exactly music, 
since it's an unliberated situation. Now we're 
getting back to an earlier question on getting 
the music out there in the form of conscious
ness changing through commercials, etc. That 
may be being diminished in the way mass 
media is being used at this time. Think about 
that. You hear music everywhere you go. res
taurants, elevators, cars, or on a hold button 
on a telephone. In the long run it makes peo
ple not really listen. You get into "B-fiat 
city”—that's America.

Question: As composers, are you trying to 
reach the general public?

Gibbs: I think about the public and I hope 
they like it. If they don't . .. well .. . it’s 
tougher. I’d like the music to catch on. to be 
taken in. to teach, to affect somebody.

Cage: Don’t we do it so that it is available? 
We don’t force people to like it. We are grate
ful if people have some use for what we’ve 
done; we have use for it. If you choose to live 
by making music, and that's how you spend 
your time, you don't have to speak of the word 
"justification."

Bley: My audience would leave me if my au
dience got too big! They like to think of them
selves as something special.

Question: Do you write with a purpose? 
With something or someone in mind?

List: That would complicate things. I can’t 
do that.

McIntyre: We write and play the same way; 
to the cosmos. That is, not to this particular 
person sitting here, but to the cosmos. If we 
can reach the cosmos, then hopefully we will 
reach that person.

Cage: 1 try to do my work as well as I can. 
That’s the best 1 can do. If I thought about the 
listeners, I wouldn’t know which ones to think 
about.

Question: You’re the first listener?
Cage: No, I'm not. ... I don’t know what my 

music sounds like until I hear it. 1 don't know 
how 1 would compose if 1 were thinking about 
what someone else would be hearing.

List: John, if you cared what the listeners 
are thinking about, would you be compro
mised and make it unnatural?

Cage: No, I have accepted commissions 
given by individuals. In those instances I try 
to work for the person who has asked.

Question: You have said that the function of 
composers is to hide beauty.

Cage: That has to do with opening our 
minds, because the notion of beauty is just 
what we accept. If we hide beaut / by means of 
our music, we have enlarged the field ot the 
mind.

Question: 1 don't quite understand that.
Cage: It seems clear to me! If 1 just made 

everything “beautiful” then I wouldn't help ci
ther myself or anyone else. No change would 
take place.

List: So you do think about other people 
when you write.

Cage: Not particularly, no.
McIntyre: I thought perhaps, contrary to 

many here, that being a composer or trying to 
become one is a service-oriented act. It's 
something you do. and once you've done it 
you lay it out and sec what the response is. So 
while one can write something while not 
thinking about people specifically, one gets 
hit by feedback.

As far as the hiding of beauty is concerned: 
if one thinks of beauty as tonic, third and 
eighth, and someone wanted to hide that beau
ty (that is, to expand someone':, knowledge), 
they would write a composition with two- 
seven-nine perhaps. That would then be the 
normal pattern.

Cage: That idea is close to the idea of 
stretching the mind so it won't stay with its 
habits.

Rzewski: There’s a lot of confusion with 
this topic, which is unnecessary. After all, as a 
composer, what are you? You’re just a part of 
a process—the process of co nmunication. 
There are many stages—from the initial crea
tive stage through the various intermediate 
stages, production through the final stages of 
consumption. There’s no mystery about it at 
all. If you go up to a worker at t n automobile 
plant who is turning bolts all daj long and you 
ask him if he thinks about what I appens to the 
car when it gets out on the highway—yes. you 
think about it and no. you don t. I don’t see 
why it should be an interesting question.

Question: Do your compositions always end 
up the same way. no matter v/ho performs 
them?

Cage: I wrote a piece for solo piano. |The 
piece had been performed earlier that after
noon at CMF| The performance today was an 
idea that Fred had of making it or this group 
of people. | The performers had moved around 
among three pianos.| It was never planned 
that way by me at all.

Rzewski: Many of the details were decisions 
made by the players themselves.

Cage: As they pointed out in t te rehearsals, 
each time they had done it together, it was dif
ferent. They decided to do it in a way that 
didn't fix it. We encourage that kind of free
dom as much as possible.

♦ ♦ ♦ *

If. as Marshall McLuhan has ndicated, so
ciety is like a mind, music might have some
thing to do with the changes it goes through. 
The colloquium took this tack fcr the remain
der of the afternoon. There weie no conclu
sions, only more questions. As ihe last ques
tion was requested from the audience, Berger 
asked for an appropriately profound one. One 
questioner arose, looked at Cage and asked, 
"How about that thunderstorm this after
noon?”

"Something musical will definitely come of 
it,” Cage replied. db



THOUGHTFUL.

Collin Walcott's "Grazing Dreams" is an extraordinary journey with a 
brilliant cast, including John Abercrombie (guitar), Don Cherry (trumpet), 
Palle Danielsson (bass), and Dam Um Romao (percussion). An 
extremely thoughtful and unique recording.

CELESTIAL.

John Taylor, Norma Winstone and Kenny Wheeler's "Azimuth? It's an album 
to redress the balance and bridge the gap between the imp'ovisatory free 
dam of new jazz on the one hand and the strict rhythmic and harmonic 
disciplines of minimalism on the other. "Azimuth" literally means any arc of 
the heavens from the zenith to the horizon, and here the sense of the 
celestial is achieved beautifully.

Mn t>ylor 
Kama ivmlnna

Krnor WwJar

MASTERFUL.

It's Gary Peacock's "Tales of Another." Bassist Gary Peacock, long 
regarded as one of the seminal figures in jazz over the last few decades, 
has produced a new trio recording that one could only expect from a 
master. With associates like pianist Keith Jarrett and drummer Jack 
DeJohnette, it is bound to become a jazz classic.

FERTILE.

This is "New Rags," Jack DeJohnette's Directions' most exciting and 
challenging record to date. The compositions by DeJohnette and sax
ophonist Alex Foster are excellent,as is the support work by Foster, guitarist 
John Abercrombie and bassist Mike Richmond. All grounds for a most 
rich and fertile recording.

a POLYDOR INCORPORATED 
« A KM ycäam COMPAS V



Ratings are: 
***** excellent. very good. 

*** good. ** felr, * poor

CECIL TAYLOR
INDENT—Arista-Freedom 1038: Indent, first 

layer, second layer, third layer.
Personnel: Taylor, piano.★ ★ ★ ★ ★
DARK TO THEMSELVES—Inner City 3001: 

Streams; Chorus Of Seed.
Personnel: Taylor, piano; Raphe Malik, trumpet; 

James Lyons, alto sax; David S. Ware, tenor sax; 
Marc Edwards, drums.★ ★ ★ ★

Cecil Taylor has made some of the most in
delible statements of his bold career seated 
alone at the piano. In recent years, his solo 
performances have taken on a protean, or
chestral dimension, and his compositions— 
plangent, living things—have grown increas
ingly involuted, motile and dramatic. Like 
Keith Jarrett, Taylor is a fountain of digital il
luminations with a near telepathic feel for 
winding dynamics and ironfisted tension. But 
unlike Jarrett, he is rarely wasteful or redun
dant, and never condescending. Nor does 
Taylor, his politics notwithstanding, make a 
music for the masses. If he communicates, it is 
in spite of his creation, and if we listen, it is in 
spite of our preconceptions. He is a classicist 
and a visionary, probably the most advanced 
pianist of our times, regardless of idioms. Miss 
him or reject him if you will, but your children 
will inherit his dreams.

Indent, recorded in March of 1973 for Tay
lor’s own Unit Core label, is one of his most 
expansive works to date. Contrary to the mis
conceptions about the free-form nature of 
Taylor’s delvings, he reveals himself here as 
something of a meticulous structuralist, albeit 
a peculiar one. Working from a floating 
atonal system. Taylor’s improvisations are as 
remarkable for their elastic musical quality as 
for their emotional momentum. And perhaps 
therein lies a key to approaching Taylor’s 
music: analytical appeal aside, his music 
speaks to us in terms of universal humanity, 
and we can divine its intent in much the same 
way we would an unfamiliar language. If the 
content is confusing, the inflections—his ela
tion, anger, humor and torment—speak for 
themselves.

Rendered in three “layers" or movements, 
Indent is a crashing amalgam of terse motifs 
and bounding low and high register cross-mo
tions, cast in a rapid sequence. “Layers" is an 
appropriate enough description of the dense 
constructions Taylor favors, the stabbing of 
dissonant left hand clusters to imply both a 
momentary gravity to the polyphonic flights 
of his right hand and to foment a jarring, 
mounting tension. Indent never lapses, never 
falters. It’s a consistently resourceful, colorful 
showing, truly one of modern piano’s most 
carnal and ingenious hours.
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Ensemble efforts have been more of a hit or 
miss undertaking for Taylor. While one would 
expect that the variety of textural possibilities 
would be naturally suited to his proclivities, 
Taylor has only once or twice struck the right 
balance necessary to insure the translation of 
his ideas against cacophony (see Conquistador 
and Unit Structures). Dark To Themselves, re
corded at last year’s Yugoslavian Jazz Festi
val, joins the list of potent exceptions. While 
much of the overall clarity and tonal nuances 
have been savaged by an abysmal recording 
job, this quintet is vital and probing, remind
ing one of nothing so much as Mingus’ fever
ish mid-’60's gospel-bop excursions.

Both sides break down to, essentially, trio 
performances, with Taylor underlining and 
prodding the malleable dynamism of his solo
ists—David Ware's howling tenor and Lyons’ 
comparatively mellifluent alto—and, in turn, 
rebounding off of Marc Edwards' peltering 
percussive sheets. (Note the absence of a 
bassist.) It’s a startling and frenzied perform
ance, showcasing Taylor in one of his slyest 
moods, an eloquent example of how effective
ly his involutions can be carried over to an in
teractive format. Like the best of Taylor’s 
music, it is orderly and reflective in the ways 
that most undisguisedly parallel the caprices 
of our times. —gibnore

CHARLES MINGUS
THREE OR FOUR SHADES OF BLUES—At

lantic SD 1 700: Better Git Hit In Your Soui; Goodbye. 
Porkpie Hat; Noddin Ya Head Blues: Three Or Four 
Shades Of Blues: Nobody Knows.

Personnel: Mingus, bass; Ricky Ford, tenor sax; 
Jack Walrath, trumpet; Bob Neloms, piano; Dannie 
Richmond, drums; George Coleman, tenor & alto 
saxes (tracks I, 2, 3, 4); Philip Catherine, guitar 
(tracks 1,2, 3, 5); Larry Coryell, guitar (tracks 1,2, 3, 
4); George Mraz, bass (tracks 1.2, 3); Jimmy Rowles, 
piano (track 3); John Scofield, guitar (tracks 4 & 5); 
Sonny Fortune, alto sax (track 5); Ron Carter, bass 
(track 5).

A recent db (1/27) article titled "Bass 
Lines” quotes Charles Mingus as saying, 
"Electricity has put music back.” So why is he 
suddenly not only recording with three of the 
leading fusion electric guitarists, but even fea
turing them on several selections? Sure, he has 
recorded with guitar before (most notably on 
his Black Saint And The Sinner Lady suite), but 
always in a more subdued manner.

The notion that Mingus hates electronic in
struments and jazz/rock music is re-enforced 
by his earlier statements. His objections prob
ably stem from the onslaught in recent years 
of semi-talented musicians who hide behind 
the technological gimmickry of advanced 
electronic instruments. At any rate, his new 
album offers a departure from the standard 
horn-dominated sound of earlier works.

As a leader Mingus is rivaled only by Miles 
Davis in the respect that he uses accomplished 
sidemen and seems somehow to draw inspired 
solos from each. In this case the lineup is im
pressive and the performances are outstand
ing.

The two Mingus standards, Better Git Hit In 
Your Soul and Goodbye, Porkpie Hat. plus 
Noddin Ya Head Blues are more guitar ori
ented than anything Mingus has ever re
corded. The first cut is more uptempo and in 
addition to Coryell's solo, which borders on 
typical rock, Ricky Ford offers a fine tenor 
solo. Goodbye. Porkpie Hat. also known as 
Tribute To Lester Young, shows the more sub
tle styling of an acoustic guitar duet by Cor
yell and Catherine in addition to fine in

dividual solos from each. The guitars on Nod
din Ya Head Blues suggests more of an uptown 
blues a la B. B. King.

While side one seems to feature guitars, the 
second side is dominated by the title cut. It is 
an extended suite of I 1 sections ranging from 
Ellington two chord blues to bop to what 
Mingus refers to as "white folk nlues” (Men
delssohn's Wedding March from .1 Midsummer 
Night's Dream). While everyone solos beauti
fully, the standout on this tune is Jack Wal- 
rath's trumpet.

The suite, which is the only tune arranged 
by Mingus, pledges allegiance not only to El
lington but to an assembly of legendary jazz
men. Coleman’s alto solo in the :.uperbop sec
tion recalls Bird just as Mingus' bass playing 
on his Kansas City blues section brings to 
mind Walter Page. Dannie Richmond demon
strates his flexibility by maint; ining a high 
level of precision throughout th e changes in 
the suite. He lays back until the "ight moment 
and then explodes with rhythmic fury.

From a guitarist’s standpoint the best tune is 
Goodbye, Porkpie Hat. but the two best saxo
phone solos are Coleman's tenor on Noddin 
Ya Head Blues and Fortune’s al o on Nobody 
Knows. With additional support from Ron 
Carter on Nobody Knows and George Mraz on 
Noddin, these tunes demonstrate Mingus' re
fusal to utilize the acoustic bas; as merely a 
rhythm instrument. He offers v able alterna
tives to electric bass.

All of the arrangements are by Paul Jeffrey 
with the exception of the title cut. While he is 
a more than competent arranger, somehow 
part of the excitement of a Charles Mingus 
record lies in his arrangements. This is not a 
major shortcoming because of Jeffrey's 
abilities, but there is a feeling o 'having been 
shortchanged in this respect. —less

ANTHONY BRAXTON
THE MONTREUX/BERLIN CONCERTS— 

Arista AL 5002; seven pieces, titled with Braxton's 
unreproducible schematics. Details f erein.

Personnel: Braxton, sopranino sax alto sax, clari
net, contrabass clarinet, flute; Kenny Wheeler (on 
side one, also track one, side two), trumpet; George 
Lewis (on track two, side two, sides three and four), 
trombone; Dave Holland, bass; Barry Altschul, 
drums and percussion; on side four, the Berlin New 
Music Group conducted by Herr HunmeL★ * * * ★

Yes folks, it’s “Anthony Brexton Live in 
Europe”—and that statement alone conveys 
much of what is important about this album, 
Braxton's fifth for Arista. This is the first of 
those records to capture the s artling, still- 
controversial reedman/composer in live per
formance, and the classic concert factor of au
dience feedback reveals its un /oiced effect. 
You won’t hear the crowds e> honing their 
hero with lime-honored shou s of "Blow, 
Tony, blow!’’; but those who have at times 
found Braxton’s music to be a coldly forbid
ding calculation have only to hi ar his impas
sioned, gripping sopranino sole on the final 
piece here to realize the extent of his musical 
soul revealed in live performance. Important, 
too, that these are concerts recorded in 
Europe, a venue that has proven vital in the 
careers of Eric Dolphy and Lei Konitz (two 
major Braxton influences) and which has 
traditionally been more open to new music 
than America: Mingus has called Europe the 
"historian of American black music,” but in 
recent years, transAtlantic listeners have 
shown remarkable prescience as well.

Montreux/Berlin offers a rich cross-section



of the music Braxton has performed in con
cert by placing him in three distinct settings. 
The Montreux recordings (two pieces on side 
one, the first piece on side two) date from 
1975 and feature the Braxton quartet with 
truitipeter Kenny Wheeler; the other piece on 
side two and both pieces on side three, from 
the 1976 Berlin Jazz Days festival, replace 
Wheeler with George Lewis, the young trom
bone phenom; and the final piece, which fills 
side four, is a concerto-styled work for Lewis 
and Braxton, with an orchestral ensemble part 
of gratifying color and complexity.

These really are completely different set
tings, despite the obvious overlapping. While 
the two quartets share three-fourths of their 
personnel, the addition of Lewis effects an im
mediately noticeable change in the band’s 
complexion. Wheeler, a wonderfully fluent 
player whose smoothly balanced mute work 
and thought-provoking solos became an in
trinsic part of Braxton's music during their 
six-year association, stems stylistically from a 
mainstream trumpet tradition; Lewis does not, 
and his addition to the band offered Braxton a 
front-line member whose idiosyncratic voice 
is as fully innovative, and as frighteningly vir
tuosic, as the leader’s. The difference is al
most that of a passive empathy versus an ac
tive, challenging sympathy among partners. 
More obvious is the radically varied frame
work of the ensemble piece placing the solo
ists in a context somewhat more constraining 
but highly rewarding, an impressive work 
from either the jazz or classical music stand
point. (Braxton has long been on the interface 
of the two musics.)

Detailed descriptions of the pieces are not 
really the order of the day, 1 think; in general 
terms, there is Braxton’s incisively attractive 
view of bebop (track two, side one); a couple 
of pieces from his legendary Kelvin series of 
compositions (each employing a snappy 
rhythmic germ and thematic contour); the 
slow pieces, including the showcase or
chestral work, that concentrate on a dreamy, 
almost dreary "dynamic stasis” that benefits 
so well from Braxton’s rationalism and con
trol; and perhaps my favorite of his frequent 
flashes of humor, a piece that I can only de
scribe as “circus music” with a bass oompah 
and a melodic line approaching burlesque.

As for the performers, both Lewis and Brax
ton have been reveling in publicity lately. 
Braxton’s angular, jabbering sopranino play
ing is perhaps the clearest medium for ap
preciating his rhythmic innovations as a solo
ist, as well as his structural-developmental 
abilities; his liquidy clarinet work on the sec
ond of his Kelvin compositions ranks with his 
finest solos on that instrument in its warmth 
and lyricism; and he unpacks his flute for one 
brief outing. Whatever your opinion of his 
musical content, there would seem to be little 
meat in denying his technical achievements. 
Lewis presents a range and control of his in
strument that has rarely been matched in jazz, 
and the lucidity of thought that he brings to 
the modern idiom is an essential counterpart: 
he is playing the music, not playing with it. 
Wheeler’s contributions, while less emo
tionally immediate, are paragons of reasoned 
musical creation, and lovely trumpet playing 
into the bargain. Braxton's longtime rhythm 
team of Altshcul (who combines abstract 
sensibilities with an almost atavistic under
standing of mainstream drumming) and Hol
land (simply stated, the best bass player in the 
world today) provide the extra luxury of ex-

who move musically from floating, 
spacey improvisational moods to hot, 

fiery, Latin-flavored funk. Their exciting
second album is now available on

Produced by Eduardo Del Barrio, Larry Dunn and Jorge Strunz for Quiblix Productions
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perience: their seven years together in this 
band (and in other contexts as well) have cre
ated a seamless approach to a difficult set of 
demands.

Montreux/Berlin counts its strengths in 
variety, in virtuosity, and in the somewhat 
revelatory opportunity of hearing Braxton 
“live”; indeed, his playing here should collar 
many of his detractors while delighting those 
already in his corner. More, this music comes 
closest, of all of Braxton’s recent recordings, 
to crystallizing the large-scale implications 
of his art. Author Robert Pirsig (Zen And The 
Art Of Motorcycle Maintenance) has examined 
our great societal dichotomy between the ra
tional and romantic mindsets, and offered 
solutions; Braxton, with the intuitive compre
hension of artistic endeavor, seems to me to 
be bridging that dichotomy in a manner that 
can be exemplary. And that is nowhere 
clearer than within these grooves. —lesser

EACH ALBUM COSTS: 
$5.98 in U.S.A. 
$6.98 outside U.S. 
(postage included)

SEND CHECK OR MONEY ORDER: 
Finite Records, Inc.
P.O. Box 127 
Radio City Station 
New York, N.Y. 10019

TAL FARLOW
SECOND SET—Xanadu 119; All The Things You 

Are; / Remember You; Yesterdays; Let's Do It.
Personnel: Farlow, guitar; Eddie Costa, piano; 

Vinnie Burke, bass.

Like its predecessor (Fuerst Set, Xanadu 
109), this LP of four extended performances 
recorded in late 1956 at the New York City 
apartment of jazz fan Ed Fuerst continues the 
documentation of the remarkable trio Farlow 
led from 1956 to 1958 and which most fre
quently performed at the Composer in that 
city. Prior to the two albums of Fuerst-made 
parlor recordings (in high fidelity mono 
sound), the group's music had been docu
mented only in three long out-of-print LPs, 
Tai (Norgran 1102 and Verve 8021), The 
Swinging Guitar Of Tai Farlow (Verve 8201) 
and This Is Tai Farlow (Verve 8289), on the 
last of which bassist Burke was replaced by 
Bill Takas and Knobby Totah and drummer 
Jimmy Campbell added. The informal Fuerst 
recordings contrast nicely with these studio 
recordings and, in fact, are much more repre
sentative of the group’s work at the Compos
er—expanded in length, more spontaneous 
and chancy in character, with more high 
points and, surprisingly, few low ones.

The rapport between the three men was ex
emplary and this, coupled with their individ
ual strengths as players, made for perform
ances of great musicality, intelligence, sensi
tivity, vigorous creativity and an interactivity 
of conception and execution that placed the 
trio among the finest small groups of the pe
riod.

Farlow, as is well known, was one of the 
leading guitarists of post-Parker jazz. His 
fleet, harmonically and rhythmically absorb
ing improvisations caught the fancy of most 
jazz guitar enthusiasts of the day and exerted a 
great influence on plectrists since his time. He 
was at his most forceful and assured during the 
late 1950s, particularly in this trio setting, and 
his work on this set ranks with his best and 
most inventive playing of the period, making 
this one of the essential Farlow recordings.

If it is the guitarist's playing that provides 
one the chief impetus for acquiring this al
bum, it is Costa’s marvelous, invigorating 
piano work that will keep the listener coming 
back to the music. Farlow’s admirable work 
notwithstanding, Costa was the real star of 
this trio, as attested by every one of its record
ings. His playing was the epitome of taste, 
power and unflagging, resourceful inventive

ness, relentless in its rhythmic force and 
sweeping imagination. Every one of Costa’s 
solos on this set is marked by his distinctive 
dark, roiling, frequently contrapuntal melo- 
dism, aggressive attack and ref eshingly un- 
cliched approach to improvising, which finds 
its fullest expression in his chuming, muscu
lar, totally absorbing improvisition on the 
double-time section of Yestercays, this al
bum’s undisputed high point. It is a forceful 
reminder of the great loss to jazz resulting 
from the pianist’s death in a 1962 automobile 
accident.

Bassist Burke, now retired from music, 
proved a rock in his handling of :he rhythmic
harmonic function that was hi: role in this 
group. His steady, unobtrusively imaginative 
work was the anchor that permitted Farlow’s 
and Costa’s more overtly exciting featured 
playing.

In retrospect, the Farlow trit' can now be 
seen for what it was—a stunning, all but per
fect alliance of three kindred musical spirits 
whose uncompromising, vigorous and always 
imaginative approach to playing, individually 
and collectively, resulted in peiformances of 
consistently high levels of disc plined, crea
tive expression. And there is nuch of that 
here, as in the previous album of Fuerst re
cordings. They'll not disappoin you, I guar
antee. —welding

PETER SON/PASS/EROWN
THE GIANTS—Pablo 2310-796: Riff Blues; Who 

Cares; Jobim; Blues For Dennis; Sunny; I'm Getting 
Sentimental Over You; Caravan; Eyes Of Love.

Personnel: Peterson, piano & organ; Pass, guitar; 
Brown bass.

* * *
For a pianist of Oscar Peterson’s capabili

ties, pursuing the aesthetic problem of what- 
next-after-perfection? can lead to uneven so
lutions, at best. Since disbanding his trio, this 
virtuosic musician has been wont to tinker 
with a variety of small group configurations, 
with sidemen ranging from the *o-so (the Sin
gers Unlimited) to the exceptional (Milt Jack- 
son, Dizzy Gillespie, Niels Pedersen, Pass and 
Brown). On this present release, he returns 
once again to the challenging piano/gui- 
tar/bass format, a setup which forces him to 
curtail his powerhouse left hand lest it collide 
with the guitarist's chording.

But Peterson seemingly del ghts in such 
handicaps. His interplay with Piss, a virtuoso 
in his own right, becomes telepathic and at 
times unbearably intense. On Caravan, taken 
at a reckless tempo, guitar and [ iano fuse into 
one instrument, guided by the same relentless 
musical intelligence. Foregrouid and back
ground again melt together or the pastoral 
Jobim as the trio becomes a m niature string 
ensemble, graced with floatin’, interwoven 
timbres and textures.

But well enough, unfortunately, is not left 
alone. Peterson’s drive to solve the enigma of 
what-next? leads him to plug in the electric 
organ, with results timid and tentative, as 
though he’s perpetually testin’ this instru
ment. Although he doesn't make the obvious 
mistake of playing this instrument as though it 
were a piano, he doesn’t play ii quite like an 
organ, either. The result: a so’gy Blues For 
Dennis, a monochromatic Sunny with its 
treadmill changes, and a banal Eyes Of Love, 
fit only for dining and dancing.

Happily, Joe Pass has yet to be afflicted 
with the anything-for-a-change ;yndrome; un
like Peterson he is vivacious vithout being
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glib or tedious. And like Ray Brown he is at 
ease in his technical mastery, allowing his 
lines to ebb and flow of their own volition, a 
facility that Oscar Peterson knows well, but 
apparently seems to have temporarily lost 
track of. —ba 11 eras

BEN SIDRAN"
THE DOCTOR IS IN—Arista 4131: Get It Your

self: Song For /I Sticker Like You: Broad Daylight: One 
B ay Grave; See You On The Other Side; Set Yourself 
Free; Silver's Serenade: Nobody's Fool; Charlie's Blues: 
Good Bye Pork Pic Hat: Be Nice.

Personnel: Sidran, piano, vocals; Phil Upchurch, 
bass; Richard Davis (tracks 7, 9), Chuck Domanico, 
bass (track 10); John Guerin, drums; Tony Williams, 
drums (tracks 7. 9): Blue Mitchell, trumpet. Larry 
Carlton, guitar; Ray Armando, percussion; Gary 
Mallaber, tambourine.

★ *
Obviously Ben Sidran never earned his doc

torate as a lyricist. On his latest collection of 
ditties. Sidran is ever the sophomore, by turns 
preachy, snide and condescending as he dis
penses jive-talk homilies from the bottom of 
Mose Allison's old crackerbarrel. Having ap
propriated Allison's style, Sidran has never 
really seen fit to develop one of his own, but 
his delivery lacks the wit. grace and earthy 
sophistication that gives Mose his unique 
charm. At any rate, he is a pretty fair hand at 
Allison’s Tatum-cum-Bud Powell piano styl
ings and with the assistance of an able studio 
crew he gets off the soapbox for a couple of 
mellow instrumentals.

The vocals, however, are something else 
again. The tunes are top-of-the-head throw
aways, and with Sidran talk-singing the 
“melodies” they can hardly be called tunes at 
all. Aside from the tasteful but perfunctory ac
companiment, that leaves only the lyrics, and 

that isn't much. Sidran advises that in order to 
become a rock and roll star you've got to Get 
It Yourself because if you expect anything 
from him you deserve a Song For A Sucker Like 
You. The rest is pretty similar, alternating 
more or less between cautionary wisdom on 
the pitfalls of stardom and putdowns of 
women.

Sidran’s pianistics are tasty on the two in
strumentals by Mingus and Horace Silver. 
Blue Mitchell, in fine form, captures some of 
the flavor of early Miles and, all in all, Sidran 
would have been better advised to have cut an 
instrumental album. —birnbaum

MAL WALDRON/ 
GARY PEACOCK

FIRST ENCOUNTER—Catalyst CAT-7906: She 
Walks, In Beauty; The Heart Of The Matter: What's 
That; Walking Way.

Personnel: Waldron, acoustic piano; Peacock, 
acoustic bass; Hiroshi Murakami, drums.

★ ★ ★ ★ ★
Mal Waldron and Gary Peacock are musi

cians of the first rank. Waldron first gained 
prominence in the groups of Charles Mingus. 
Billie Holiday and Eric Dolphy. He settled in 
Europe during the '60s to explore the possibil
ities of free jazz. Since then, the pianist has 
developed a style that balances structure and 
openness. Like Monk. Waldron has a fond
ness for building solos around deceptively 
simple melodic motifs. This allows him to 
probe the melody's implied harmonic, 
rhythmic and timbral nuances.

Bassist Gary Peacock's first notable profes
sional associations were with Attila Zoller, 
Tony Scott. Bud Shank and Barney Kessel. 
Trading L.A.'s balmy sunshine for New 

York’s energizing seasonal shifts. Peacock 
joined the avant garde explorations of Paul 
Bley. George Russell. Jimmy Giuffre and. in 
Europe, those of Albert Ayler and Don Cher
ry. These diverse experiences are reflected in 
ascetically lean yet assertive lines articulated 
with a crisp edge and rich resonant tone.

Recorded and released by Victor Musical 
Industries in Japan, this disc is being issued in 
the States by Catalyst. While Catalyst's efforts 
are welcome, they could and should be im
proved by more extensive liner notes and 
complete discographical information. The ac
tual date of the recording, for example, is not 
included. In spite of such shortcomings, the 
session is a substantial addition to the resumes 
of both Waldron and Peacock.

She Walks, In Beauty opens with an ethereal 
Waldron line over a throbbing Peacock pedal 
tone. With the entrance of the energetic drum
ming of Hiroshi Murakami. Waldron's per
ambulating vision obtains an earthy undulant 
sensuality. After Waldron’s percussive pian
istics and Peacock's insistent strokings, the 
image gradually recedes to the vanishing point 
to remain only a luminous after-image. The 
heart of Waldron's The Heart Of The Matter 
appears to be a pedal G. Against the harmoni
cally minimalist form, subtle rhythmic fluc
tuations form emotionally broad gestures due 
to the effective dramaturgy of Waldron. Pea
cock and Murakami.

Peacock's What's That provides a perky 6/4 
frame over which each soloist stretches vitally 
taut virtuosic displays. Waldron's Walking 
Way is built upon a graduated ascending line 
which then descends with symmetrical intcr- 
vallic leaps. Waldron twists in defiance of the 
motif while Peacock embraces and embel-

RULER OF THE RHYTHMS
Airto and Flora Purim will be on tour with Taj Mahal in October and with Weather Report in November and December.
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LEblANC®
P.O. BOX 459, KENOSHA, WIS. 53141

LUEVE FIAALiy BRIDGED THE GAP 
BETUUEEn PERCUSSIOn ACID ELECÎROAICS

spndrum

lishes it with developmental finesse.
Aside from focusing on the considerable 

talents of Waldron and Peacock. First En
counter also brings to light the incisive percus
sion work of Murakami, whose efforts are a 
perfect match for those of his colleagues.

—berg

RAUL DE SOUZA Z
SWEET LUCY—Capitol ST I 16-8 Sweet Lucy; 

Wires; Wild And Shy: At Will; Banana Tree; A Song Of 
Live. New Love: Bottom Heat.

Personnel: de Souza, trombone, vocals, congas, bon
gos, tambourine, wind chimes, surdo, Chinese water 
gongs, wood blocks, cow bell. Patrice Rushen, electric 
piano: Dawilli Gonga, electric piano, s/nthesizers; Em- 
bamba, Byron Miller, bass. Leon Chai cler, drums, vo
cals; Freddie Hubbard, trumpet, fluegelhorn: lan 
Underwood, Oberheim polyphonic synthesizer; Al 
McKay, guitar; Airto, percussion, reco-reco, tam
bourine, bells, shakers; Deborah Thomas. Lynn Davis, 
Victoria Miles, Sybil Thomas, background vocals

"Want to know why 90 per cent of all this new 
jazz stinks?" stated a truck driver friend of this 
writer. "Well, it's because you can stick the 
stylus down on eight random par s of an album 
and it will all sound the same."

Truer words are not often said. The mind, ac
cordingly, focuses on better creative moments 
for Raul de Souza. Every so oftm, such as on 
stolen minutes with Flora Purim, here is a sense 
of technique coupled with genuine inspiration, a 
duality not often seen. Yet here, on his latest 
solo effort, he finds his vast abilities muted 
through the production of George Duke.

George Duke might be a very nice man, but 
as a musician and producer, he embodies every
thing that is wrong with jazz these days. Nothing 
quakes the cranium more than to hear his musi
cally schizophrenic vacillatior between toy 
store synthesizer abstractions and disco funk. He 
has very little talent as a player—a limitation 
which carries and projects onto his session. For 
such a potentially exciting musician as Raul to 
fall into the clutches of this pompous hack is not 
unlike the spectre of a choir boy oining a street 
gang.

For Exhibit A. there are the banal, female 
backup choruses. Sweet Lucy, the title track, 
starts off nicely enough; Patrice Rushen and 
Raul play at an inspired medium tempo. Then 
come these chicks, who draw and manufacture 
an effete, accessible mellowness with their ele
mentary scattings. On track after track their idi
otic murmurings are audited.

With the exception of a hypnot zing Wild And 
Shy. de Souza plays very little, caving the ef
fects to a bunch of electric piancs, synthesizers, 
wah-wah guitars, and other creat ons of modern 
technology. What a crime; occasional ludi
crousness can be forgiven, but when one's abili
ties are cowpenned into such narrow parame
ters, a polite askance is obligatory. —shaw

£

801

Write us for more information 
and the name of your nearest Syndrum dealer, 

potixiro inDuyneymc.
9014 Lindblade 

Culver City, California 90230 
(213) 559-4253

801 LIVE -Island ILPS 9444 (I nport): Lagrima: 
T.N.K. (Tomorrow Never Knows): East of Asteroid; 
Rongwmng; Sombre Reptiles: Baby's On Fire; Dia
mond Head: Miss Shapiro; You Real's Got Me; Third 
Uncle.

Personnel Brian Eno, vocals, synthesizers, tapes 
and guitar: Phil Manzanera. guita". Bill MacCor- 
mick, bass and vocals; Francis M mkman, Fender 
Rhodes and Clavinet; Simon Phillips, drums and 
rhythm box; Lloyd Watson, slide gi itar and vocals.

* ★ * *
KO I is an ongoing conceptual group, first 

assembled last year as a live pct forming outlet 
for the music of Brian Eno and Phil Manzane
ra, but stemming in actuality from their early 
'70s comradeship in Roxy M rsic. This live 
volume, their only set to date, is a vital sam
pler for those who have never tasted this enig-
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matic brand of art rock and certainly a wel
come supplement to those who have been fol
lowing all along.

While the group represented something of a 
creative filler action for guitarist Manzanera, 
who was caught in a lengthy lull between 
Roxy Music and Brian Ferry recording activi
ties. it comprised a challenge for Eno. Since 
his departure from Roxy in 1972. the brilliant 
eclectic has become more and more of a stu
dio recluse, even describing himself at one 
point as a "planner and programmer" of mu
sical systems that require little activity on his 
part. Like David Bowie, his current confrere, 
Eno has experimented fruitfully with contri
vance and overstatement to arrive at an aes
thetics of passivity, where music is a product 
of controlled processes rather than calculat
ing designs.

But live music demands force and activity, 
and Eno and Manzanera’s aesthetics convert 
to the stage setting with integrity intact and a 
renewed verve to boot. The performances 
herein depict a remarkable balancing act. a 
careful exchange of dynamic roles between 
the rhythm section (Simon Phillips, drums: 
Francis Monkman, keyboards; Bill MacCor- 
mick, bass) and the lead instrumentalists 
(Manzanera, Eno and Lloyd Watson, slide 
guitarist). When one flies hard and frenetic, 
the other rolls soft and steady, creating a com
pelling marriage of brash humanism and non
plussed technology. Manzanera’s East Of 
Asteroid, with its exciting sequence of terse 
musical chapters, is the quintessential exam
ple. The contrast between Phil’s manic atonal 
exercises—some of his most vibrant guitar 
work to date—and Phillips' and Monkman’s 
metronomic restraint is both jarring and com
pelling.

But it is Eno’s tracks that receive the best 
mileage here, particularly his sneering, devil
ish vocal delivery on Baby's On Fire and his 
urgent chromatic litanies on Miss Shapiro. The 
latter is visceral, ear-rot rock, blaringly odd 
and delightful, and segueing into a compara
tively mannered rendition of that most classic 
of Kinks’ songs. You Really Got Me. Like the 
innovative Beatles number recreated here 
Tomorrow Never Knows, this Ray Davies orig
inal sounds no less aberrant today than it did a 
decade-plus ago. Kudos to Manzanera and 
Eno for paying homage to their idiosyncratic 
progenitors, and to the whole ensemble for its 
integrative rapport. 801 Live requires a trip to 
your local import dealer, but it’s worth the 
petrol. Endangered species deserve all the en
couragement they can get. —gilmore

BUDDY TATE
PAUL QUINICHETTE
JAY McSHANN

KANSAS CITY JOYS—Sonet SNTF 716: Every 
Tub; Swinging The Blues; Kansas City Joys; Time Out; 
'Four Day Rider: Tickle Toe: Sugar Hips: Sister Pork 
Chops.

Personnel: Tate. Quinichette. tenor sax; Claude 
Williams, violin; McShann. piano; Ted Sturgis, bass; 
Herb Lovelie. drums.

★ ★ ★ ★
A good deal of the sound and substance of 

the pre-war Basie band is considered here 
along with a whiff of the parallel Kansas City 
institution of the period. Jay McShann. Bul 
save for Four Day, which seems to turn up on 
nearly every new McShann album, the feeling 
here is definitely Basie.

This is particularly true because of the pres
ence of Claude Williams. Basie’s first rhythm 
guitarist who also doubled on violin. Yes.

If rs o Joy!
Everybody's celebrating! One of the world’s most 
acclaimed trumpet players, Freddie Hubbard, is burst
ing with pride over his latest little wonder—"Bundle 
of Joy.”

It makes all the sounds of life. It whimpers 
and coos with excitement, laughs 
aloud and cries out with sheer 
delight.

You’ll agree with the 
proud papa that every sound is 
beautiful to hear.

Freddie Hubbard's
"Bundle of Joy”turns every 
house into a happy home!

»"COIUMBIA." B MARCAS REG .© 1977 CBS INC

The Freddie Hubbard band on tour: Sept. 23-24, Santa Fe, N.M. • Sept. 25, Dallas, 
Tex. • Sept.27-29, NewOrleans. La * Sept. 30-Oct.1, Atlanta, Ga. • Oct.2, Washington. D.C. 
• Oct. 4, Grand Rapids. Mich • Oct. 5, Rochester. N.Y. • Oct. 7, New York. N.Y. • Oct. 8, 
Philadelphia. Pa • Oct. 14, Pittsburgh. Pa. • Oct. 18, Cleveland. III. • Oct. 21, Kalamazoo. 
Mich • Oct. 22, Detroit. Mich • Oct. 25, Milwaukee. Wis. • Oct. 26-28, Madison, Wis • 
Oct. 30, Chicago. Ill

On Columbia Records 
and Tapes.
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JAZZGOODIES!
TRY BEST-SELLING NEW BOOKS 10 DAYS

FREE Giant Catalog With Order or $1 Alone 
1 002 Greatest Jazz Tunes Fake Book For
Jobs Reading & Improvising Ideas. All Styles. 600
pages' 3 pounds! Jazz By fop Stars $19 95
Dizzy Gillespie Solos 103 pages Bb & Piano $5
Rock Piano Method: Improvising, etc
Guitar Chord Chemistry Jazz-T’op—■Rock

i How To Improvise On Chords 3 books
i Chuck Mangione 11 tunes 76 pages
Make S$ As A Musician 68 pages of ideas 
Sing On Jobs Best Pro Voice Course 
1001 Song Standards Fake Book 
old/new I
Modern Chords & Progressions 96 pgs 

; J Cannonball Adderley Jazz Fake Book
Top 40 Star s 200 Hits 408 pages 
200 Beatles Best Tunes 479 pages
—Add 50c Postage To Total Order

S6.95 
$4 95 
$7 50 
$5 95 
$4 95 
$6 95

$14 95
$5 00
$5 95
S9 95

$14 95

Money Back Guarantee. Imperial Creations
Box 66-D, New York. N.Y 10022 m m
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THE EVOLVING BASSIST by Rufus Reid. The 
finest book to date, with 146 pages for the 
doublebass and the 4 and 6 string electric bass
es Develop strong modern jazz sounds and 
strong bass lines from chord symbols. Includes 
transcribed solos and a selected discography.

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

Check or M O plus 60: handling/postage 
k\\ Foreign orders add $2.50

$7.50

P.O Box 757, Teaneck, NJ 07666MYRIAD LIMITED

demus A DIFFERENT
KIND OF RECORD CLUB

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

«Ww DISCOUNT MUSIC CLUB. INC. Dept 10 1077 
7^^650 Mam Street. New Rochelle. N.Y. 10801

Basie embranced the violin in a modern swing 
ensemble four years before Duke. But alas, 
Williams departed in February, 1937. to be 
replaced by Fred Green. And Basie went on to 
make his mark without a violinist. (The only 
recordings of Williams with the original band 
arc on Jazz Archives 16, a record worth ac
quiring.)

Today Williams remains a musician of the 
first order. The most surprising thing about 
his playing is how little we hear of it. He plays 
a clean clear line with immense swing. It is 
only regrettable that his services as a rhythm 
guitarist weren't used anywhere on this ses
sion.

Tenors Tate and Quinichette create a nicely 
balanced unison blend on some of the Basie 
riffs—they sound like a whole band on the 
rideout of Every Tub—but mostly they go their 
own complementary ways. Tate is all muscle 
and machismo. Paul, who not only appropri
ated Lester Young’s sound but a large measure 
of his temperament too, is continually fasci
nating in his slightly tilted anticipations of 
what Lester might have played. No one 
catches that blithe, translucent spirit better 
than Quinichette, an ironic circumstance con
sidering that his first records were made with 
McShann in 1943.

McShann's was really the blues band of 
Kansas City. And McShann remains a rompin' 
stompin' rootin’ tootin' blues player of great 
swing and drive. He rounds out an excellent, 
thoroughly charged-up LP of masterful 
swing. —medonough

JOE TURNER
IN THE EVENING—Pablo 2310-766: In The 

Evenin': Summertime: Sweet Lorraine; Too Late. Too 
Late; I've Got The World On A String; Chains Of Love: 
Corrine. Corrina; J. T. Blues: Pennies From Heaven: 
Two Gives Have I.

Personnel: Turner, vocals: Bob Smith, alto sax: Pee 
Wee Crayton. Herman Bennett, guitar; J. C. Nichol
son. piano; Winston McGregor, bass; Charles Ran
dall, drums.

★ ★ ★ ★
Big Joe Turner has made a lot of music. If 

you were in Kansas City during the '30s, there 
were the legendary sessions at Piney Brown's 
Sunset Cafe with pianist Pete Johnson. If you 
were listening to records during the '40s, there 
were some unforgettable cuts with Art Tatum 
and Joe Sullivan. If you were rockin' and 
rollin' in the ‘50s, Chains Of Love let you 
squeeze her while Shake. Rattle And Roll made 
you try that new step just seen on American 
Bandstand. Today? . . . Joe Turner is still belt
ing them out with unabashed gusto.

Turner, like all great blues singers, is essen
tially a raconteur. His tales of loves lost-and- 
found plumb life's pains and pleasures. Told 
in the idiom of the leisurely-paced midwest 
rhythm and blues tradition, his stories arc 
given dramatic force through fluctuations in 
timbre and rhythmic flow. These, in fact, be
come the crucial determinants of his musical 
style, since his materials’ melodic contours 
are generally flattened out.

This flattening process is most apparent in 
the standards. For example, Summertime, 
Sweet Lorraine. I've (lot The World On A String 
and Pennies From Heaven emerge as virtually 
new entities due to the Turner touch. With the 
melodic highs and lows rounded off, Big Joe's 
weathered leathery voice and robust declama
tions give the lyrics new urgency.

Turner is, however, most at ease with his r&b 
based material, hi Hie Evening. Too Late, 
Too Late. Chains Of Love and Corrine. Corrina 

possess the kind of authenticity tl at leaves no 
doubt about his musical roots.

Embellising the proceedings is an ebullient 
group of players who help create a smoky, 
neon-lit. honky-tonk ambience, he buoyant 
rhythm section and the gutsy. Bo .tic-flavored 
alto fills of Bob Smith provide Turner with 
just the right support. —berg

THE PHIL WOODS SÍX
LIVE FROM THE SHOWBOAT—RCA BGL 

2-2202: A Steepin' Bee: Rain Danse: iye Bye Baby: 
Django's Castle: I'm Gue; Superwoman High Clouds; 
How's Your Mama: Cheek To Cheek: Lady J: Little 
Niles; A Little Peace: Brazilian Affair.

Personnel: Woods, alto, soprano sax; Mike Meiillo. 
piano; Harry Leahey, guitar. Steve Gilmore, bass; Bill 
Goodwin, drums; Alyrio Lima, percuss on.

★ ★ ★ ★ ★
This normally jaded pundit isn't normally 

moved to superlatives. Yet in the ight of what 
I’ve been doing for nigh the last two hours—di
gesting this most tempting meal of an album— 
I'll have to whip out the praise.

We've seen live Phil Woods albums before, 
and insofar as this sextet is concerned, we've 
heard most of them previously. Thi unit has not 
been exposed to such a creatively e Hieing set of 
circumstances before however; this I 1 5 minutes 
of vinylizing occurs at the Showboat, a most 
hospitable jazz club near Washington, D.C., 
where musical subtleties are immediately ap
preciated by an uncommonly perceptive audi
ence.

It seems as though everything was working 
right on this night. The Six exceeds its own lofty 
standard of excellence, glorying i i wave after 
wave of musical triumph. This banc plays with a 
clarity and sense of unity that the overrated 
European Rhythm Machine never came close to 
attaining.

Woods, at the center of things is consum
mately masterful. On each of the tracks he does 
something just a little bit differert. From the 
pretty, rote reading of the self-scrited Lady J to 
the raw, high notes and screeches of Randy 
Weston's Little Niles, he covers all the bases. 
Phil even busts his rump on sopra io sax, con
tributing a frantic solo during I'm L tie, from the 
classic Alice In Wonderland movie.

Hardly greenhorns, his fellow musicians are 
of a fairly common background; they are studio 
men and teachers who have finally been pro
vided with a forum whereby their talents can be 
noticed by the masses. Drummer B II Goodwin, 
for example, has played with jazz and rock acts 
who are household names, yet his brilliant cym
bal work on High Clouds makesone wonder why 
he hasn't received more acclaim. Ditto bassist 
Steve Gilmore, he of the invisible fi igers, whose 
digitals go so fast they can barely be seen. On 
the other side of the coin, Gilmore's bowing 
technique during Rain Danse is most welcome 
for its lyricism, an unusual grace i i these days 
when most bows sound like hacksaws.

There is an essence of excellence here; the six 
members coalesce into one symbiotic squad, in
terdependent on each other. Not forgetting the 
Djangoish guitar of Harry Leahey. the lyrical 
keyboards of Mike Meiillo and percussionist 
Alyrio Lima’s seemingly endless array of per
cussive tinkertoys, this ensemble hi s the poten
tial to continually define new vistas in team
work. —shaw

BENNIE MAUPIN
SLOW TRAFFIC TO THE RIGHT—Mercury 

SRM-l-l 148: It Remains To Be Seen: Eternal Elame, 
Water Torture: You Know Hie Deal: Gi nent: Quasar.

Personnel: Maupin, soprano and ten >r saxes, sax- 
ello, piccolo, flute, alto flute, bass clarinet, synthe
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sizers and background vocals; Onaje Allen Gunibs, 
piano (track 5), conductor and arrangements: Patrice 
Rushen. keyboards; Ralph Armstrong, bass; Paul 
Jackson, bass (tracks I and 2); James Levi, drums 
Blackbird Me Knight, electric guitars. Eddie Hender
son. trumpet and tluegelhom Craig Kilby, trombone. 
Nathan Rubin, concertmaster, strings; Pat Gleeson, 
synthesizers and production

★ * * 1/2
Bennie Maupin’s last solo album. The Jewel 

hi Hie Loins, was recorded over three years 
ago. and its progressive dexterity and turbu 
lent structures led a lot of reviewers to con
clude that Maupin was happiest playing in 
avant settings. Herbie Hancock, who played 
some of the strangest piano of his career dur
ing those sessions, recently told me in the con
text of an interview that he was bored with 
that style, didn’t intend to return to it in the 
near future (then released the magnificent 
V.S.O.P.), and that he resented critical 
implications that he curtailed Maupin's freer 
bents.

On the basis ol Slow TraUic To The Right, 
one gathers that Maupin is happy indeed in 
the funk realm, albeit more probing than his 
notable colleague. Unlike Hancock—and per
haps because he isn't hampered by an arsenal 
of instruments—Maupin transcends the con
fines of funk's rhythmic groove, fashioning a 
work that is at once accessible and amenable, 
and. most importantly, substantial.

The lengthy unadorned funk numbers (ft 
Remains To Be Seen and You Know The Deal) 
utilize the same harmonic foundation that 
marks Hancock’s music: a fragmented rift, re
peated ail infinitum. But instead of tempering 
the meter of his playing to match the pulse of 
those ostinatos, Maupin treats their presence 
as a gravity device for lengthy and randy 
solos. More often than not, the bass and guitar 

carry the beat, freeing James Levi on drums to 
track and embellish the soloists. I hat dialog 
adds a sharp exploratory urgency usually 
lacking in funk. In the more reflective or 
bluesy tracks (Eternal Flame and Water Tor
ture). Maupin is a tonal master, constantly 
scanning warm and variegated timbres on so
prano and tenor. In particular, the soft Di
ment is a poignant sketch, as blue—and as 
warm—as Coltrane or Desmond's bluest. 
From there, he leads us into the jarring, ambi
tious Quasar. with surging strings, snapping 
trumpets and teasing flute shadows.

Bennie Maupin brings a rare imagination 
and resiliency—not to mention compositional 
prowess to the funk idiom. If any of its parti
sans are deserving of widespread attention, it 
is he. But then Maupin still may be too much 
his own man. —gibnore

RICHARD TEITELBAUM
TIME ZONES Arista-Freedom 1037 Crossing; 

Behemoth Dreams.
Personnel: Teitelbaum, modular Moog and micro- 

Moog synthesizers. Anthony Braxton, sopranino sax. 
alto sax. contrabass clarinet.

★ ★ ★ ★ ★
With electronic music still a comparatively 

new development, technology has increased 
the possibilities and ease with which modern 
compositions can be performed. While this 
means that it is now easier for amateurs to 
sound convincing on contemporary equip
ment. it also offers a tremendous advantage to 
the serious artist. It seems a pity that Moogs 
and their brethren have been exploited by mu
sicians who lack the sensitivity to fully ex
plore this equipment as musical instruments.

Teitelbaum, whose background includes 
both classical music and improvised jazz, is 

one of those rare individuals with the tasteful 
sensibility to recognize the beauty of his syn
thesizer and the technological expertise to in
telligently employ it. He utilizes electronics 
to liberate his musical ideas, freeing them 
from the technical limitations inherent in per
forming on a traditional instrument.

The combination of Teitelbaum and Brax
ton is a perfect marriage of two artists with 
similar musical ideas, stemming from diver
gent backgrounds that cross at mutual inter
ests. Anthony Braxton displays the fire and 
emotional intensity which, coupled with su
perb technique, has made him the premier 
reedman of the '70s.

Crossing is a live recording made at the Cre
ative Music Festival in 1976. It provides a 
perfect showcase for both musicians to com
municate. Braxton, on sopranino, alto sax 
and contrabass clarinet, reveals textural and 
sonic ideas that perfectly complement Teitel
baum's synthesizer. It is a fascinating blending 
of electronic and acoustic instruments exem
plifying some of the untapped possibilities of 
this musical hybrid.

Behemoth Dreams features Braxton on con
trabass clarinet throughout. Although his per
formance is superb, Teitelbaum seems more 
interested in evoking a mood that contrasts 
with Braxton's. It is more like a tone poem 
than a musical exchange between two fine in
strumentalists. Generally speaking. Crossing 
works better from the standpoint of the qual
ity of performances, but Behemoth Dreams 
seems more structurally sound. This album of
fers encouragement to all those who had just 
about given up hope that the synthesizer trend 
might ever attain the potential promised a few 
short years ago. —less

"Combo of the Year” 
LEONARD FEATHER, L.A. TIMES

9-8-77 THORNTON HIGH SCHOOL
Thornton, COLO

9-9-77 DENVER PUBLIC SCHOOLS
Denver. COLO

9-10-77 WESTERN WYOMING COLLEGE 
Rock Springs, WYO

9-12-77 UNIVERSITY OF UTAH
Salt Lake City, Utah

9-16-77 BAKERSFIELD COU EGE 
Bakersfield. CA

9 18-77 MONTEREY JAZZ FESTIVAL 
Monterey, CA

9-20-77 PARADISE HIGH SCHOOL 
Paradise, CA

9-21-77 GREAI AMERICAN MUSIC HALL 
San Francisco. CA

9-23-77 CERRO COSO COLLEGE 
Ridgecrest. CA

9-24-77 COUNTY BOWL
Santa Barbara, CA

9-25-77 RUSSIAN RIVER JAZZ FESTIVAL 
Guerneville. CA

9-26-77 IMPROVISATION 
W Los Angeles. CA

9-27,28.29-77 CONCERTS BY THE SEA 
Redondo Beach. CA

9 30-77 CUESTA COLLEGE 
San Luis Obispo

10-2-77 LAGUNA FESTIVAL
Laguna. CA

10-4-77 MESA COLLEGE
Mesa. Arizona

10-5-77 SAGUARO HIGH SCHOOL 
Scottsdale. AR

10-7-77 UTAH STATE
Logan. Utah

"One of the four or five most important things 
happening in music today"

MARK OLIVER. THE RENO EVENING GAZETTE

11-11-77 BAKER UNIVERSITY
Baldwin. Kansas

11-12-77 BETHEL COLLEGE
Newton, Kansas

10-9-77 COMMUNITY CONCERT 
Taos, New Mexico

10-13-77 SEGUIN HIGH SCHOOL
Seguin, IX

10-15-77 SO WEST COLLEGE JAZZ FESTIVAL 
Winfield, Kansas

10 18 77 NO EASIERN STATE COLLEGE 
Tahlequa, Oklahoma

10-20.23-77 LA BASTILLE
Houston. TX

10-30-77 UNIVERSIIY OF MIAMI
Coral Gables. Florida

11-6-77 MURPHY AUDITORIUM 
New Harmony. Indiana

11-8-77 MICHIGAN TECH RC/1 
Houghton. Ml Records

11-20-77 JAZZ WORKSHOP
Topeka, Kansas

12-5 17-77 CHECKMATE LOUNGE 
Miami. Florida
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If jou can’t decide between getting
a sunnOPXsjstem and an inexpensive

RA. system,
get both!

At Sunn we’ve learned that, too often, lean bank 
accounts get in the way of your ability to 

purchase a P.A. that will suit your needs. So 
. we’ve taken the electronics and manufac- 
X turing expertise, that went into our 
A. Automated Sound Systems and applied it 
. \ to three, new, inexpensive systems with 
i \ features that reflect the latest in
/ technology and the most musically
< * practical benefits. We call them our
■\ . \ ALPHA SERIES. Each Alpha RA.

information. Or better yet, 
see your nearest Sunn 

dealer for a free 
demonstration. After

\ all, music’s the 
\ thing... and we’re
\ here to help!

console (4, 6 or 8 channels) 
features 100 Watts RMS, 
Phase-Sync” tone controls, high 

and low impedence operation, and 
the same “integrated” design of 
Automated Sound—Generation 

r\ II. And they start in price at 
" \ $299.00 (suggested list

price)! Write us for more



(from Monday Blues, RCA). Watanabe, gui
tar; Tsutomu Okada, bass; Thad Jones, com
poser.

That was great as well. I love that combination of 
guitar and bass. I utilize that a lot myself whenever 
I can. You can do a lot of things with that combina
tion. I don't know who it is however. Usually when I 
listen to music in this vein it's been piano play
ers—very few guitar players, for the reason that 
there s either not enough chords or single notes, 
but here you didn t feel it because of the bass play
er. Very good.

This was Thad Jones' composition, A Child Is 
Born The bass player I liked But the composition 
was played a little fast for me, for the kind of thing 
it is—I'm used to hearing it a little more thoughtful 
Still swinging, but a little slower. It's a fine record. 
I'd give it three

Perhaps by an odd coincidence, the most important new guitarist to head for the top since 
George Benson is a George Benson alumnus.

Born in Detroit on September 16, 1953, Earl Klugh graduated from high school one summer, 
made the White Rabbit album with Benson three months later, and the following spring joined 
his group, touring with him for almost two years. He made a second record with George, but 
neither album, he says, made any attempt to reproduce the singular interaction that had grown 
up between them during their time on the road with a small combo.

"George had been one of my most important influences after I picked up on the linear thing," 
Klugh recalls. "During our time together in 1973-4 it was just bass, drums, George and myself, 
and we got into a real integrated type of thing. We were both using our fingers a lot. and we'd 
work out head arrangements, in chordal things as well as single lines. The White Rabbit and 
Body Talk albums really had nothing to do with what the group was about at that time—I was 
just included secondarily on the dates."

Klugh, today, having racked up additional credits with Chick Corea and George Shearing, 
has his own group, prefers to concentrate on acoustic guitar, and is developing rapidly as a 
composer. A third album for Blue Note, Finger Paintings, has recently been released and it in
cludes a substantial number of his own works.

This was his first blindfold test. Klugh was given no information about the records played.

6. HERB ELLIS—BARNEY KESSEL Two 
More For The Blues (from Guitar Player, 
MCA). Kessel, guitar; Ellis, guitar, com
poser.

I liked that composition The guy on the right 
who was doing the most interesting thing for me 
sounded like his guitar was distorted. Either that 
or he was playing through a very small amp with no 
bass or something, but he really had some very in
teresting lines; the one who took the first solo 
And when they were switching back and forth it 
was noticeable too. but he was really playing nice 
stuff. I wouldn't know who it is.

I'll tell you. electric guitar all sounds the same to 
me—it could be any of those guys t'm not putting it 
down, but it's not very identifiable to me unless it's 
Grant Green or Kenny Burrell ot someone who for 
me has a very definite style—Joe Pass usually, al
though I missed him before I enjoyed the perform
ance and I'd give it three, but that guy over there— 
it was annoying, the sound of the guitar, which was 
probably not his fault, although his playing was 
great.

1. LARRY CORYELL. Toronto Under The 
Sign Of Capricorn, (from Guitar Player, 
MCA). Coryell, guitar, composer.

Well, that was either two guitar players or one 
guy overdubbing himself using a pick on a steel 
string guitar, but I don't know who it is The texture 
m some points was really interesting It didn't frac
ture me, but it was interesting

Myself, I'm not really used to that kind of 
music—I like more of a melodic statement. But 
whoever that was, whether it was one or two peo
ple—is a very good guitarist It's hard to record 
acoustic guitar like that sometimes, but it was a 
good recording I think

Besides the fact that the sort of composition it 
was isn't my favorite kind of composition. I'd give 
it three stars.

2. GEORGE BENSON. Valdez In The Coun
try (from In Flight, Warner Bros.) Benson, 
guitar; Ronnie Foster, electric piano. Harvey 
Mason, drums; Jorge Daito, acoustic piano 
and Clavinet; Donny Hathaway, composer.

That was George Benson for sure, and it would 
be hard for me to rate George—I'd have to give 
him five stars just on general principles But that's 
the kind of thing that I grew up with - -exciting kind 
of cooking, kind of funky, happy kind of playing 
It's just great the whole way around. A beautifully 
engineered record It s not. though, everything 
that George is about. He's on top of a lot of things, 
dancing away, but it’s great for what it is.

The piano solo was great too; right in line there. 
The whole band was . it sounds like they were 
really having a good time on that date. That's 
Harvey Mason on drums, and I think it's his current 
working band too. if I'm not mistaken—Ronnie Fos

ter and Jorge Daito and those guys. It's Donny 
Hathaway s tune.

3. JOE PASS. Two Track Trip (from Guitar 
Player. MCA). Pass, guitars, composer.

That was great. Two guys, but I'm not going to 
say who they were because I'm really not sure 
Several people come to mind But it was really 
nice . flowed right along. I loved that modulation 

it's a really, really fine record; recorded well 
too.

I hear on the guitar player on the right side the 
same thing that I hear on my records--too much 
finger noise, which would lead me to believe that 
he's playing a completely acoustic instrument, but 
the chordal player is playing an electric instru
ment. But a fine recording. Sounds like a lot of fun 
Four stars

4. LAURINDO ALMEIDA. Samba For Sarah 
(from Guitar Player. MCA). Almeida, guitar, 
composer. Rec. 1976.

Now there again I wouldn't want to say who it is, 
because I'm not really sure, but I really enjoyed 
that. It's really nice. It's the kind of thing Charlie 
Byrd would do, or Bola Sele—those guys. It could 
have been either one actually, although for some 
reason it didn't sound like Charlie Byrd

It’s an older record—I can tell by the sound of 
the recording, but it's nice. I’m not familiar with the 
composition either, but it has a very charming fla
vor It reminds me of the older things that Charlie 
Byrd and Bola Sete did. and I have quite a few of 
those records I'd give that three stars

5. KATSUMI WATANABE. A Child Is Born

7. B. B. KING. Counting My Tears (from 
Guitar Player. MCA). King, guitar.

B. B. King? It was interesting, but I don't know 
who it would be. I never really listen to music like 
that. I like things like that, but for me, usually. .. 
But I think it's B. B. King, or someone very influ
enced by his style. It would be a different kind of 
thing for him, with that sound.

I'm from a strange orientation All there was on 
the radio where I lived was Motown, which is 
where I got my influences from and what I bought 
myself, pretty much. But it was a happy feeling 
record. It really had a lot into it—I'd have to give 
that four stars. I liked the change of tempos—I 
thought that was really good, for sure.

I grew up listening mainly to Chet Atkins. He’s 
the only person who really interested me in play
ing guitar I played piano first, but what I had grown 
up to like when I was about ten years old was 
Peter, Paul and Mary, Bob Dylan, that kind of thing.

Chet Atkins was the first person I heard ap
proach the guitar with a total command of the in
strument, playing chords, melody and bass lines. I 
could relate better to that than to a guy playing 
single notes like a horn

After four years or so listening to Atkins, when I 
was 16 or 17 the linear things hit me, and George 
Benson was the one who intrigued me the most, 
more so than Wes Montgomery or Kenny Burrell, 
because it seemed like there was excitement all 
the time. So I grabbed hold of all the Benson rec
ords I could find and tried to pattern my linear ap
proach after what he had done.

I'm not qualified to talk about some of those guys 
who play what I call the distorted electric style— 
the Jeff Becks and people like that Even though 
I've listened to a lot of their music, I don't really 
care for it as much.

When I go into a recording studio, I don't think in 
terms of commercial sales, or playing a million 
notes; I just want people to understand what I'm all 
about. db
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Profile. J
ZBIGNIEW
SEIFERT
by joachim-ernst berendt
Two quotes asa beginning—one about Zbigniew 

Seifert, the other by him. McCoy Tyner, during the 
1976 Berlin Jazz Festival: "I am grateful to you for 
introducing me to Zbigniew and glad that he 
played his tapes for me. I’ve never heard such a 
violinist before."

And Zbigniew Seifert himself: "What I play on 
the violin, I imagine in terms of the saxophone. I 
admire Coltrane and try to play as he would have if 
his instrument had been the violin. That's probably 
the reason that I avoid playing my instrument in the 
usual way, with all the well-known violinistic ef
fects. As far as I'm concerned, I follow the path 
t <en by Coltrane. . .

Seifert, born In Krakow, Poland, in 1946, was 
first introduced to Western Europe through the 
Berlin Jazz Festival (1969) where he performed as 
a member of the Tomasz Stanko Quintet. That was 
the beginning of a career that led to recording 
sessions and concerts with a host of well-known 
musicians: Hans Koller, Joachim Kühn, Michal Ur
baniak, Philip Catherine, Volker Kriegel, Chris 
Hinze, Albert Mangelsdorff, Jasper van t’Hof, Char
lie Mariano, Wolfgang Dauner, Mike Gibbs and, at 
the 1976 Monterey Festival, John Lewis and 
Richard Davis.

Seifert: "When I studied music back home in 
Krakow, Poland, the violin was my main instrument. 
But, of course, I only played classical music at that 
time—a lot of Romanticist music by Russian and 
Polish composers of the 19th century. And then 
there was Bach; for me, he was a Romanticist. Not 
from a stylistic point of view, but from the way I felt 
his music. Of course, I could play Tchaikovsky's 
Violin Concerto. That's why I have no technical 
problems at all. It was more of a problem to trans
pose the jazz experience, jazz articulation and jazz 
improvisation to the violin,

"I came to play the alto sax quite by accident. I 
imagined that it would be easier to get to know 
girls if I played jazz. But after only half a year I 
knew I was hooked and would stick with it. And ac
tually I only took my State Exam on the violin to 
please my mother. The first jazz concert I ever 
heard in Krakow was by Eje Thelin, the Swedish 
trombonist. The first jazz record that I ever owned 
was Coltrane's Blue Trane. Both were great influ
ences.
“In jazz, I've always looked for that meaning 

which is only there in Coltrane's music. And I'm 
still searching for it today.

“The first group I belonged to was that of 
Tomasz Stanko, the Polish trumpeter. From him I 
learned to play free music, not only in the straight
forward jazz sense, but improvised, collective free 
music. It was an incredibly lyrical kind of music— 
Slavic, Romantic—that was our originality.

"When I came to the West, Joachim Kühn helped 
me tremendously, and not only musically. He gave 
me self-assurance. I had already heard him in War
saw when I was 16 or 1 7. Joachim comes from 
East Germany, and East German musicians can 
perform a great deal in Poland....”

Zbigniew had a great success at the annual jazz 
concert of the Donaueschingen Music Festival in 
October, 1976, when he played unaccompanied 
solos with Albert Mangelsdorff. Mangelsdorff said 
at that time, "Zbigniew's empathy is wonderful. Of 
all the players I can think of, he's the one to whom I 
can best relate at this time. ..." And many critics 
thought more highly of the Mangelsdorff-Seifert 
duo than of the other duo presented in Donaue
schingen, the successful team of Anthony Braxton 

and George Lewis.
A few months later, in the beginning of 1977, 

came Zbigniew's first recording session in the 
U.S. It was produced for Capitol Records by Chris 
Hinze and John Lee and used a huge orchestra in
cluding some of New York's finest musicians. 
Within just a few days, "Zbiggy," as he is nick
named, became the talk of many New York jazz 
musicians. The group Oregon immediately invited 
him as a guest for a recording date and Billy Hart 
recommended him to everyone he knew. JoAnne 
Brackeen, Kenny Barron and Buster Williams in
vited him for club appearances. Says Zbiggy, "I 
guess that people already knew of me through mu
sicians who had heard me in Europe. I immediately 
felt at home in New York and I understand what that 
special something of that city is. It's no wonder 
that so much good music is produced there. If you 
only stay in Europe, you would never understand 
that. My piece City Of Spring (on my new MPS rec
ord) has some of this atmosphere, even though it 
was composed before that. The City Of Spring is 
Manhattan."

Zbigniew Seifert s music has a double basis: his 
classical background and his love for the music of 
Coltrane and McCoy Tyner. The "chamber music" 
Zbigniew can be heard in two duos on a record I 
had the pleasure of producing some time age one 
with bassist Cecil McBee and the other with Jas
per van t'Hof. By using five overdubbings, Zbig
niew almost creates something like a small cham
ber orchestra effect in his duo with Cecil. And 
about Jasper, he says, 'I met Jasper in 1973 at the 
New Jazz Meeting of the Southwest German Radio 
in Baden-Baden and there's been a special bond 
between us ever since that time. Our piece Love In 
The Garden is a remembrance of a concert we 
gave in the Sculpture Garden of the New National 
Gallery in Berlin as part of a concert series called 
‘Jazz in the Garden'.” Both pieces—the one with 
Cecil and the one with Jasper—sound like contri
butions to a contemporary, and yet romantic, kind 
of chamber music.

And the "Coltrane" Zbiggy swings in the title 
track of the new Seifert album Man Of The Light, 
which is dedicated to McCoy Tyner. The "Man of 
the Light" referred to here, of course, is McCoy: 
“The piece has an Elvin Jones feeling. Billy Hart is 
really wonderful. As a matter of fact. I'm very hap
py about the rhythm section: Cecil, Billy Hart. 
Joachim Kúhn. . .. It's the best thing that could 
have happened to me."

If you write about Zbigniew Seifert, you also 
have to write about him as the human being he is 

humane, helpful, modest and sensitive. Michal Ur- 
baniak: "His spirit is strong. He is stronger than 
anything that might happen to him. That’s why he'll 
overcome everything."

Zbigniew Seifert belongs to the ranks of out
standing Polish jazz musicians who have made 
their country one of the most interesting of the 
world's jazz scene. The names among these ranks 
include Komeda, Tomasz Stanko. Michal Urbaniak. 
Urszula Dudziak, Adam Makowic;, Zbigniew 
Namyslowski, and they lead straight to Seifert. 
Zbiggy's music is universal. It can ba heard and 
understood throughout the entire world. But for 
those who know Polish music in gener al and Polish 
jazz in particular, there's a special atti action when 
they recognize the unmistakably Polish elements 
in Zbigniews compositions and improvisations. 
Joachim Kuhn meant. "One feels his Polish roots in 
almost all of his compositions...And Zbigniew's 
own comment: "I really don't hear that so clearly 
myself, but I can't deny that there's something 
Slavic in it, something lyrical, even when I'm think
ing of Coltrane. Actually, the only thing I can fell is 
that my music is different from that placed in West
ern Europe.”
—translated by barbara and helmut bredigkeit

HERB POMEROY
by k. c. sulkin
There’s an old saying that lightning can't strike 

twice in the same place, but it sure is zapping Herb 
Pomeroy. Pomeroy, a Boston-based trumpet play
er, organized a band of local musicians in the 
mid-'50s that jammed a nightclub cal ed the Sta
bles on Tuesday and Thursday evenings, made a 
record for Roulette called Life Is A Many Splen- 
dored Gig that spent many weeks on ft e best-sell
ing jazz charts, and played week-loig dates at 
such jazz shrines as the Apollo Theat e and Bird
land. The band featured men like th« late Boots 
Mussuli on alto and Joe Gordon on trumpet as well 
as Bill Berry and Charlie Mariano, just to name a 
few of the most famous alumni. When he hard de
cision had to be made to take the band on the road, 
however. Pomeroy backed off. Soon, the Stables 
was torn down, a second album for United Artists 
called Band In Boston, although musically superior 
to the first, was not as big a financial hit, and the 
Pomeroy band, like so many other local outfits, be
came a fond memory.

Last summer Herb reorganized the band as part 
of the musicians’ union summer jazz series in Cop
ley Square. About eight old arrange nents were 
dusted off and run through in a single rehearsal. 
After a 15-year hiatus, the results were astound
ing. The square was jammed daily with enthusi
astic crowds of old friends and new converts. The 
band, including some veterans from the Stables 
days along with the best jazz musicians that the 
faculties of Berklee College of Music and the New 
England Conservatory could offer, ne' er sounded 
better. And the rhythm section of lay Santisi 
(piano), John Neves (bass) and Freddy Buda 
(drums) gave the group an electricity t never had 
in the old days. New dates followed—including a 
showcase alongside the bands of Buddy Rich and 
Thad Jones-Mel Lewis at a jazz festival sponsored 
by a local newspaper, the Boston Globe. The 
Pomeroy band is now a monthly fixture at Sandy’s 
Jazz Revival north of Boston and recer tly made an 
appearance at Carnegie Hall with Me Torme and 
Gerry Mulligan at the Newport-New York Festival. 
A future recording date is almost a cer ainty. Once 
again, Herb is going to have Io make a big musical 
decision concerning the future of his t and and his 
own career.

Music is never very far away from t ie Pomeroy 
household in the Boston suburbs. Herb s wife, Bet
ty, used to be a band singer and has a I; rge collec
tion of jazz records tucked away in the living room 
closet. Their son, Eden, is taking clarinet lessons 
and is always eager to hear his father s opinion. 
Herb, himself, is as involved with music as a man 
could possibly be He teaches full-time at Berklee 
College and directs the M LT. jazz o-chestra—a

32 □ down beat



band of non-professional musicians that have be
come so good under Pomeroy's direction that they 
performed at Montreux last summer. He can be 
seen in the pit bands of road shows like Porgy And 
Bess and Bubblin' Brown Sugar when they play 
Boston and, like so many other local musicians, 
does his share of weddings and bar mitzvahs to 
keep the wolf from the door.

"My mother was a musician," Herb says. "She 
taught me chords at the age of six which was a big 
help musically. We lived in Gloucester where my 
father was a dentist. His father had been a dentist 
before him and it was expected that I would be
come a dentist as well. As a matter of fact, I was 
pre-dental at Harvard for a year, but I dropped out 
and transferred to Berklee when I realized that mu
sic was to be my life's work. At the time, I’d been 
through the dixieland scene and was playing be
bop, but I didn't know any of its antecedents. I was 
like a house with no foundation."

Herb's father had some influence on his musical 
life, too. "It was 1946 when my father took me to 
New York. We did the whole tourist bit—Statue of 
Liberty, Yankee Stadium, the works. But the thing I 
remember most was my father taking me to the 
pushcarts selling used 78s on Seventh Avenue. I 
bought a bunch of Muggsy Spaniers and Fletcher 
Hendersons for a nickel or a dime each. Spanier 
was my earliest jazz influence. You know," says 
Herb reflectively, “I still have those records.”

We talked about Herb's early life on the road 
with the big bands of Lionel Hampton and Stan 
Kenton. "With Stan, I shared the bandstand with 
people like Mel Lewis, Frank Rosolino, Lennie 
Niehaus, Sam Noto and Boots Mussuli. With Hamp, 
I shared the band bus with his wife, Gladys, and her 
parakeets," Herb laughs. “We had exactly enough 
seats on Hamp's bus for each member to have a 
double for himself, which, on those long road trips, 
was the difference between maintaining your san
ity and pure misery. About once a month, Gladys 
would troop on board for a trip, which displaced 
one musician. She'd bring her pet parakeets in a 
cage and take another double seat for them. This 
meant that four members of the band were now 
sharing seats. To make matters worse, we were 
crossing the Canadian border a lot at this time for 
one nighters and we d always be held up at around 
three in the morning while a vet could be rounded 
up to check those damned birds for parrot fever."

On the subject of the breakup of his first band, 
Herb says, "In the first place, the band lost its 
home. They tore down the Stables to make way for 
the Massachusetts Pike extension and we had no 
permanent place to play. Secondly, I was offered a 
road tour by the Willard Alexander office in con
junction with the Count Basie band, but the guys 
didn't want to leave the city unless the pay was 
really good and I couldn't get together with Wil
lard over the price. Dean Haskins, our baritone 
player, was studying for a law degree at Harvard, 
and Gene DiStacio, our trombonist, was getting his 
dental degree from Tufts. I couldn't expect them to 
give that up for nothing and I refused to go out on
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the road with replacements."
In fact, another reason for the breakup lies in the 

leader himself. Herb never liked the rigors of the 
road and. like the mercurial Artie Shaw before him, 
was never happy with the business aspects of 
leading a band. "I don't consider myself a band
leader," says Herb rather surprisingly. "I'm in front 
of the band for musical reasons, not leader rea
sons." As far as booking the band goes, he is al
most embarrassed to get into the financial as
pects. "Why don't you book the band for me?" he 
asks only partly in jest.

One thing is certain—somebody is going to have 
to handle the booking of the Pomeroy band in the 
near future. It has too much firepower to remain 
Boston's best kept musical secret for long. Even 
Herb, who has fronted and seen a lot of bands in his 
day, speaks of his current aggregation almost in 
awe. "I never stood in front of a band with the mu
sical power of my present group," he says. "It re
minds me of Duke's band of years ago where every 
man was both a great soloist and a strong section 
man. We're lucky to have schools in Boston that 
can attract musicians of this magnitude as faculty 
members,” Herb states. "A traveling band couldn't 
begin to hire men of the ability that we have. Men 
like Phil Wilson on trombone and John LaPorta on 
tenor who have spent long periods of time with 
Woody Herman. And Wes Hensel on trumpet who 
played lead for many years with Les Brown when 
he had one of the great unsung jazz bands.”

So the lightning is striking once again. Will Herb 
decide to take the band on the road for 40 weeks 
of the year like Maynard Ferguson or Basie? Prob
ably not. The sidemen are both too old and too set
tled to go through the rigors of road tours again, 
and Herb has always tried to keep his bands to
gether without too many changes in personnel. 
Can the band remain a force in the jazz world by 
making a record or two each year and doing one- 
night stands at selected jazz festivals while basing 
itself in the Boston area? Absolutely. And jazz fans 
throughout the country will be all the richer for it.

db

caught..
HAROLD LAND/ 
BLUE MITCHELL
Blues Alley
Washington, D. C.
Personnel: Land, tenor saxophone; Mitchell, trum- 
pet/fluegelhorn; Marc Cohen, acoustic piano; 
Steve Novosel, acoustic bass; Bernard Sweetney, 
drums.

Harold Land and Blue Mitchell are veter
ans whose powers continue to grow. Coming 
out of the big-tone Texas tenor tradition, the 
Houston-born Land first gained national at
tention while touring with the Max Roach- 
Clifford Brown group during the mid-’50s. 
Other prominent associations include a two- 
decade tenure with Gerald Wilson's orchestra, 
a rousing quintet with vibist Bobby Hutcher
son, and appearances with Tony Bennett. In 
addition. Land has led a wide variety of po
tent aggregations and played in the studios for 
such films as The Manchurian Candidate.

Blue Mitchell’s basic roots were nurtured 
during a six-year stint (1958-1964) in the 
earthy Horace Silver quintet. He then led a 
driving group which featured Chick Corea, Ju
nior Cook and Al Foster. After a tour with 
Ray Charles he joined forces with bluesman 
John Mayall. Mitchell then settled in L.A. in 
1974 to freelance with musicians such as Bill 
Berry, Bill Holman. Louis Bellson and Richie 
Kamuca.

The current Land-Mitchell tandem is large-

Blues Alley Stomp ...
• Pastoral Vibrations . .

ly an outgrowth of a recent tour to Japan with 
Nancy Wilson and Joe Williams. Opening 
each show with a vigorous half-hour of cook
ing instrumentals, the two hornncn decided 
to continue their productive alliance with a 
swing through the States. Joining them for 
their Washington engagement al Blues Alley 
were three of the area’s finest rhythm players— 
pianist Marc Cohen, bassist Steve Novosel 
and drummer Bernard Sweetney.

From the outset, it was apparent that this 
was to be a special evening. Whether in solo 
or support, each player harnesse J his efforts 
to the needs of the group. Land and Mitchell 
ripped through unison lines with mpassioned 
precision. Cohen accented with muscular 
sparseness. Novosel established Inn, supple 
sub-structures. Sweetney flailed with con
trolled yet fiery intensity. It was a synergistic 
fusion of perfectly intermeshed parts.

Mitchell’s homage to his fori icr mentor, 
Blue Silver, is a funky, neo-bop frariie which 
launched remarkable solos. Mitchell bubbled 
with racy, hard-edged lines. Land roller- 
coastered through the traditions of Hawkins, 
Rollins and Coltrane. Cohen unleashed tight
ly sprung impressionistic coils. The horns 
then squared off for an agile exchi nge of four- 
bar parries and thrusts.

Mitchell selected A Portrait Of.'enny for his 
feature. Switching to the luxuriously velvet 
palette of the fluegelhorn, the brassman con
jured up the lady's image with wa-m affection 
and respect. Later in the evening. Land dusted
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The Revolution shines on.
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off his showcase presentation of Invitation. By 
deftly balancing tender evocations and Trane- 
tinged flights, the tenorist proved anew why 
his name is included in the pantheon of saxo
phone greats.

Whether essaying ballads, bossa novas or 
burners, the soloing of all hands was superb. 
The group's outstanding accomplishment, 
however, was in attaining that rarefied state of 
musical grace where collectively inspired in
teractions seem guided by mysterious cosmic 
forces. —chuck berg

VERMONT 
JAZZ FESTIVAL
Waitsfield, Vermont

There are outdoor festivals that dot the map 
of any number of countries. How many of 
them can boast a backdrop of a glorious notch 
of mountains? How many of them are held on 
a ski slope? How many of them get rained on 
two years in a row and still go on to great suc
cess? How many of them get 7000 screaming, 
muddy patrons to demand encores from musi
cians ranging from Roberta Flack to Oregon?

Here’s the one. Held on Glen Ellen, a 16- 
year-old ski area in the Green Mountains of 
Vermont, the producers tried in 1976 to pre
sent a program of performers for the popular 
taste. There were Dave Brubeck, pre-hit May
nard Ferguson, Buddy Rich. Chuck 
Mangione, Esther Satterfield, George Benson, 
John Payne and the bows to jazz, Gary Burton 
and Jack DeJohnette.

The talent for ’77 featured a return of MF 
(this time loaded with gold and platinum), 
Burton (in acoustic combination with Chick 
Corea only), Herbie Mann and the family, 
Sluff, the multifarious Oregon, Rahsaan Ro
land Kirk with horns and rap, Pat Metheny. 
McCoy Tyner and Flack. The rain, which 
washed away roads and very nearly the entire 
festival last year, merely spurred both per
formers and audience to cheers each time the 
sun broke through.

John Cassel, a local talent, opened each 
day’s events. A find as a pianist. Cassel did his 
job in "warming up” the audience for the stars 
to follow.

Oregon is made up of some of the most 
surprising talents in the world. In Ralph 
Towner we have one of the finest all-around 
musicians in any idiom. In their set he played 
acoustic guitars (1 2 & 6 strings), piano, french 
horn and fluegelhorn. Paul McCandless 
played woodwinds, Collin Walcott handled 
percussion and sitar, while Glen Moore 
played string bass and piano.

Their set was a mixture of Near Eastern har
monies and free jazz. An Opening began as the 
rains came and ended with a quiet section as 
the sun burst forth again. The rhythmic pat
terns were consistently exciting. The second 
piece, an original by Towner, featured 
rhythms from India, but it was Towner’s con
stantly changing guitar developments that set 
the moods with modal variations.

Herbie Mann is something of an anomaly. 
His music gets the feet going, the body shak
ing, and a good, warm feeling envelopes 
everyone. But once the music stops ... so 
what? What did he say? If his goal is to get the 
vibes and blood going, he succeeds as few 
others can. And the talent he brings with him 
is impressive. Joe Caro on guitar, Will Lee,

Philly Joe Jones
the quality drums.

Selmer'
The Selmer Company 

PO Box 310
Elkhart IN 46514
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ELECTRIC BASS
□ How To Play The Electric Bass by Carol Kaye

.................................................................................$ 3.95
□ 2 Practice LPs for above book...................... 6.50
□ Electric Bass Lines No. 1 by Carol Kaye . 2.50
□ 2 Practice LPs for above book...................... 6.50
□ Electric Bass Lines No. 2 by Carol Kaye .. 3.00
□ Personally Yours (supp. to "How To Play") 3.00 
□ Carol Kaye Electric Bass Cassette Course . 31.50 

(This course is identical to her private lessons. In
cluded are above 4 books, one 15-lesson course 
book, 3 cassettes—one is a play-along. Credit al
lowed on previously purchased books.)

□ Electric Bass Lines No. 3 by Carol Kaye ... 3.75
□ Electric Bass Lines No. 4 by Carol Kaye ... 3.50
□ Electric Bass Lines No. 5 by Carol Kaye ... 3.00
□ Easy Electric Bass by F. Carroll, ed. by Kaye 4.50
□ Carol Kaye Elec. Bass Picks ........................ .15
GUITAR
□ Joe Pass Guitar Style......................................... 5.95
□ Joe Pass Guitar Style Cassette ....................... 8.00
□ Jazz Guitar Solo by Joe Pass ........................... 3.95
□ Joe Pass Guitar Chords ..................................... 3.50
□ Joe Pass Chord Solos......................................... 3.50
□ Jazz Duets by Joe Pass & Herb Ellis ............. 4.50
□ Jazz Duets Cassette ........................................... 6.95
□ Laurindo Almeida Guitar Method..................... 5.00
□ Popular Brazilian Music (5 arrangements)

by Almeida............................................................. 5.00
□ Jazz Guitar Phrases and Solos by B. Pitman 3.00 

*** Electric Bass Lines No 6 Coming Soon! ***
All USA orders: Add $1.00 hand. + post. Air Mail (USA): 
50c more ea. item; $3.50 Carol Kaye Course.
FOREIGN: Add $2.00 hand. + post. Air Mail: $1.00 ea. 
item; LPs $4.00 ea.; Carol Kaye Course $8.50 ($13.50 
to Australia, New Zealand. Asia).
BOOKS FEATURING OTHER INSTRUMENTS ALSO AVAILABLE

Order direct or through store or distributor 
Catalog 50c

GWYN PUBLISHING COMPANY
P.O. Box 84043, Los Angeles, CA 90073

Calif, add 6% sales tax; sorry, no C.O.D.s

DB 10-20-7
Please send 
information on 
ARP synthesizers to:

Name____________________________

Address___________________________

City State___ Zip____
Return to: ARP Instruments, Inc. 

45 Hartwell Avenue 
Lexington, MA 02173 

electric bass; Tom Capolla, keys; Armen 
Halburian, percussion; and Steve Jordan on 
drums each had their moments, but it was 
Mann who was the propellent.

Halburian may be the best random hitter in 
all of percussiondom. His strikes follow no 
melodic pattern, but they make their point each 
time. Capolla is a man to watch, a talent who 
knows his acoustic as well as his electric in
strumentation . .. and his tunes. When Herbie 
called Embraceable You, the great studio bas
sist. Lee, came up empty; he didn't know the 
changes. But Capolla ran through it like he 
had been doing it all his life. Jordan has some 
fine playing in him, too. His spot on Memphis 
Underground made this otherwise ho-hum 
tune a resounding crowd-pleaser.

The pairing of Chick Corea and Gary Bur
ton was the highlight of the festival. One 
would think, with the two playing acoustically 
all the way. there might be a need for intima
cy, that a rain-soaked mountainside in Ver
mont might not exactly lend the warmth need
ed to hear every nuance. But with the superb 
sound system and the efficiency of the stage 
crew, Corea and Burton couldn't miss.

The introspection they carried to their set 
was awesome. There were 7000 silent tongues 
during their performances and 14,000 hands 
in action after each piece. Steve Swallow's 
Falling Grace and I'm Your Pal opened the 
hour-long segment. Swallow, Burton's bass
playing alter-ego. usually accompanies Gary 
in duel performance, but this was even more 
special. Corea is every bit as attuned to Bur
ton's music as Swallow is. They follow each 
other, feed off each other, blend with each 
other as only Milt Jackson and John Lewis of 
the MJQ could. The ideas flow easily from 
their heads and are smoothly translated to 
their hands in an awe-inspiring manner. At 
one point during Crystal Silence, as the sun 
broke through heavy clouds once again, the 
two produced a devastatingly complex series 
of runs almost simultaneously. In fact, the en
tire set did not appear rehearsed; it seemed to 
be comprised of entirely extemporaneous im
provisations based on simple themes.

Burton did two lunes a cappella which 
showed him just off the top of his form. Cor
ea’s solo offering had a Spanish flavor. It was 
a long improvisation around Flamenco music 

replete with self-accompaniment \ia feet and 
hands.

The duo completed the breathtai ing perfor
mance with Señor Mouse, whici featured 
some marvelous chordal punctuation by 
Chick, and an encore of La Fiesta, among the 
best versions of the Corea classic I’ve heard.

After Happy Birthday was sung to Rahsaan 
Roland Kirk, his group offered an interpreta
tion of Theme From The Eulipian:, featuring 
Betty Neals’ superscriptions. On Afro Blue. 
Rahsaan look up the nianzello and interjected 
quotes from My Favorite Things, ’bight Mo
ments followed, but the audience- failed to 
really get into it.

After a rap, Rahsaan moved into some tra
ditional tunes, telling his listener; that they 
cannot hear Sidney Bechet even < n jazz sta
tions. With Kirk on clarinet, Pal'ei On The 
Floor was a trad two-beat, segueing into the 
gospel tempoed Runnin' The Rae’ and then 
into Hey Jude, proving that all ends of the 
spectrum lead up.

Hilton Ruiz, piano, and Steve Turre, trom
bone, were featured soloists and stood out in 
extended solo sections, both traditionally and 

in the typically Kirkian moments.
The second day dawned bright and warm 

with nary a sign of threatening clouds. Pat 
Metheny’s new group featured excellent solos 
by pianist Lyle Mays, bassist Mark Egan, 
drummer Danny Gottlieb, and Metheny, 
whose guitar voice was discovered by his for
mer boss. Gary Burton. His braid of easy 
jazz-rock, especially on the title track of his 
new album. Watercolors, elicitec surprised 
shouts for more from the drying-ou; hillsiders.

A delay offered some of the stuff jazz 
gatherings are noted for. Indeed. Stuff (the 
group, that is) was delayed enroute, so Herbie 
Mann, who was dazzled by ihe musicianship 
of Corea-Burton, played an improi iptu a cap
pella set. Here was Mann the musician. Funk
less. standing on a stage with no one behind 
him. Herbie laid down a carpet that was as 
busy as any of the Oriental variety. He ran 
through harmonies, melodies and rhythms g, 
that touched ihe very core of music and then a. 
he proceeded to transcend the same. There were ° 
melodies from Romania, India the U.S. g 
South, rock, and ethnic origins that fused | 
together into a glorious celebration of what 8
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ON SALE NOW...

AT LEADING MUSIC STORES...THROUGHOUT THE WORLD...AT

Wholesale Prices
INSTANT SWITCHING
BETWEEN ACCESSORIES
The SWITCH BLADE is a simple switching device 
that enables a musician to get a tremendous 
amount of flexibility from his set-up. You can now get 
full use from your existing two-channel amp. switch
ing between channels instantly You can preset vol
ume and tone (rhythm and lead) settings and switch 
them instantly You can combine two channels with 
the flick of your foot. The switch can be used for

switching instruments to two different stage amps in any combination If you're using multiple 
electronic devices in combination settings you probably have to tromp down on all of them 
to get the sound you want Well save the rubber on your sole The SWITCH BLADE 
enables you to pre-activate all your effects and switch your guitar or other instrument to either 
the interfaced effects or back to amp directly—instantly1 using |ust one switch The SWITCH
BLADE never needs batteries now that'sa switch1
5'/i" x 3W x 2'/4" x 1 Yi'

GET RID OF 
UNWANTED NOISE
The SILENCER a line noise eliminator or "noise 
gate " cuts out the hisses hums and other un
wanted background noises produced by electric 
instruments and sound effects that can rum a com
bo's stage presence. It operates on the principle 
that while most instruments and effects produce 
hisses and hums this noise is at a much lower 
volume level than the music that is being played 
anc therefore not audible However when an in

strument idles the extraneous noise is no longer masked by the music and it becomes an up 
front sound The SILENCER works like an extra hand on a master volume control When the 
music starts it instantly turns upthe volume when the music stops it instantly cutsthe volume 
down to zero The noise disappears 
5'/<" x 3%'' x 2’A" x 1V2”

THE QUEEN TRIGGERED 
WAH IS THE SUPREME 
ALL-FUNCTION WAH
Resonance control adjusts the wah from 
razor sha'p to ultra-mellow Low Pass or 
Band Pass outputs give a choice of the 
standard wah or a fuller tone sweep with 
trailing low frequency responses Built-in 
Envelope Follower triggers automatic fil
ter sweeps for today s popular synthe
sizer effects which can be overlaid at the 
same time on a range of wah effects with 
complete versatility Bass and Treble 
Boost controls provide for pumping lows

and zor fine-pointed highs AdiustableO Range and Filters as well as Trigger give sounds 
from Tape Reverse Simulation to Hendrix to Shaft and beyond Because of its unconven
tional voltage controlled filter design the QUEEN has the tow noise and smoothness of a
light-operated pedal without its fragility or heavy power consumption The QUEEN 
TRIGGERED WAH is fantastic with bass and keyboard as well as guitar 
13' x 6" x 3%"

A FUZZ WAH VOLUME PEDAL
The MUFF FUZZ CRYING TONE WAH WAH Pedal 
combines two of the most useful and popular guitar 
effects fuzz and wah with one of the most useful 
control functions the volume pedal This highly effi
cient unit is the offspring of the Big Daddy of fuzz 
tones the BIG MUFF PI. and the durable dual func
tion wah the CRYING TONE pedal Its capabilities 
include fuzz tone alone wah alone fuzz and wah 
combined, and any ot these combined with volume 
control 
13' x 6' x 3%"

THE STURDIEST WAH IN 
THE BUSINESS
The CRYING TONE WAH WAH Pedal has many ol 
the features players have been looking tor a 
4-position Tone Bank that gives the player four 
ranges ol the tone spectrum to sweep through as 
well as four different attacks, a Reverse switch so 
the player can sweep the frequencies in either 
direction, giving him an "aawaaw as well as a 
wahwah" effect, a Mode switch which deactivates

the wah wah effect and converts it into a volume control pedal, and a greater sweep m the 
foot pedal itself so the player really can get that "crying" tone or make hisaxe talk the way 
Jimi Hendrix did. As a capper this pedal with its sealed pots and metal bridges over pot 
shafts is the most ruggedly-built pedal of its kind bar none1 
13’ x 6" x 3 VY'

SMALL STONE 
THE STATE OF THE ART 
PHASE SHIFTER
The most advanced Mmi-Phaser available any
where1 Exclusive Color" switch transforms the 
mellow rolling full-bodied milky phasing to the 
sweeping swooshy phasing made famous on early 
Jimi Hendrix recordings and previously only av
ailable on special studio equipment Rate dial sets 
the speed of the shift from a slow swelling to vib

rant warble The SMALL STONE is highly efficient, having the lowest battery power dram of 
any popular phaser Also it's AC DC Plug a9V battery eliminator into the back and you run 
on AC only Low noise high quality and fantastic effects make this a necessary addition to 
any guitar or keyboard 5W x 3%" x 2V4T x 1 '/i'

FOR UNEQUALLED 
PHASER VERSATILITY
The BAD STONE Phase Shifter provides the pro
fessionalmusic lan with unequalled phaser versatil
ity Extra stages of phase shift plus a continuously 
variable Feedback control give your axe or voice a 
light touch of color a pounding swoosh or any 
sound inbetween The Rate control willtakeyouall 
the way from slow chorus rotation through vibrato 
into spacey ring modulation The BAD STONE S

exclusive Manual Shift allows you to stop the sweep at any point for a whole range of new 
tone colors You can sweep the phase shift in rhythm with your playing or for special accents 
or by foot with the HOT FOOT Universal Pedal OR Get trie BAD STONE Phase Shifter Pedal 
model all the featurns ot the BAD STONE floor unit plus built-in foot-controlled phasing Our 
heavy-duty pedal design places the Bypass and Auto-Manual footswitches forward ot the 
pedal so as to avoid accidental switching during a hot solo As an extra feature thn BAD 
STONE Pedal incorpouites a Color switch for a choice of standard phasing or pitch- 
modulated vibrato BAD STONE Box and Pedal both AC'DC
BAD STONE Box 63Z' x 5'." x Z'o" x 15 N'
BAD STONE Pedal 13 x 6" x 3%”

ZIPPER: THE ULTIMATE 
ENVELOPE FOLLOWER
When it comes to synthesizer effects for guitar the 
ZIPPER nas it all easily adjustable harmonic 
range and intensity an LP-BP control switch to 
provide equalization PLUS our unique Filter 
Form Attack control with two fantastic and different 
contours a sweep from low to high with a moder
ately fast return. or lor a real whipping synthesizer 
effect a sweep from low to high but snapping

quickly back The ZIPPER is especially refined because its wide range of effects are 
completely flexible and easily varied This is possible because we have included the 
functional controls that are found in the envelope follower modules of expensive keyboard 
synthesizers, while maintaining the famous Electro-Harmonix quality and low price The 
ZIPPER will also give your bass or clavmet these fantastic synthesizer sounds. AC DC 
6%” x 5Vi" x 2'4" x 1!i it,'
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FOR THREE DIFFERENT AUTOMATIC DEMONSTRATIONS, DIAL (212) 741-1797, 
(212) 741-1799, AND (212) 242-7799.

Wholesale Prices
PUT ANY KNOB UNDER 
FOOT CONTROL
HOT FOOT Universal Pedal can turn any 
accessory, made by any manufacturer, 
into a foot pedal How does it work? Sim
ple Just pull off the knob of the control 
you want to work with your foot and atfach 
the screw at the end of HOT FOOT s flexi
ble shaft and presto! you've got another 
effect under foot control! It’s a simple in
vention. but brilliant. There are no elec
tronics to worry about No matter what 
new types ol sound effects are created in 

the future HOT FOOT will never become obsolete1 Also comes in a HOT FOOT Universal 
PAN Pedal model, for special effects using two amplifiers or accessories.
13"x6"x3%

E-H DEMO RECORD 
GETS DOWN TO IT
This new LP produced by Elliott Randall using top 
New York City studio musicians is a contempo
rary. highly listenable set of music ranging from 
funky blues to space jam It demonstrates inge
nious uses of our most popular effects devices 
uninterrupted by jive hype. You'll hear 6-stnng 
guitar multiplied to 12 by the ELEC TRIC MISTRESS 
Flanger voice doubled with sax-like sound 

through the OCTAVE MULTIPLEXER plucked strings silkened into bowed f tnngs by the BIG 
MUFF Pl. and many more startling transmutations using our "STONE- senes of Phase 
Shifters GOLDEN THROAT DELUXE MEMORY MAN DOCTOR Q FREQUENCY 
ANALYZER and HOT FOOT. Hip liner notes by Village Voice music critic CarmanMoore 
described how the effects are created A must for every electric guitarist. Albums are 
available at your musical instrument dealer or you can send $3 00 to Electri >-Harmomx Work 
Band 27West23rdSt New York City 10010

è e • t ... H' MMM«

STRETCH YOUR GUITAR NECK UP 
TO 19 FEET!
Try the effect that musicians in Europe like 
Kraftwerk are using The FREQUENCY ANALYZER 
can compress the neck of a guitar down to Iwo feet 
o' stretch it up to nineteen feet This highest-quality 
Ring Modulator available is a brilliant accessory for 
all brass and woodwind instruments Blow horn 
through the FREQUENCY ANALYZER and out 
come three different horns in moving harmonies

Stuff the frequencies of drums, cymbals, and hi-hats Play any note on any piano, for example 
a C, and out comes a D. E. B. ot any note or fractional in-between note according to the 
setting on the dials Blend your regular signal with the new shifted notes Filter control allows 
you to sort out high frequency components. Set any harmonic multiple desired for an 
avant-garde sound 
6!4"x5’y x2’-4''x h -"

GOLDEN THROAT WILL LET 
YOU SING YOUR AXE OFF
This top-of-the-line mouth tube and filter 
enables a musician to make the unique 
sound recently popularized by Peter 
Frampton and also used by Stevie Won
der. Jell Beck. Steely Dan. and Joe 
Walsh Your mouth becomes an exten
sion of your guitar, as the guitar music 
feeds up mto and is controlled by the 
movements of your jaw. tongue, and 
lips. Wah, fuzz, tremolo, phasing, and 
many other effects are possible 

GOLDEN THROAT is more powerful than the competition, with a 100 Watt driver and a red 
light overload indicator Its sharp but meaty sound can be produced with any strengtli 
amplifier
6%“ x 5" x 374" TUBE 6' x VC

MOUTH TUBE FLEXIBILITY 
WITH BUILT-IN MONITOR AMP
Now. using only one GOLDEN THROAT DELUXE, 
you can boost the range of your group threefold.
1 Enjoy the best mouth tube effects available by 

just plugging in no need to touch a single 
speaker wire or disable your good guitar amp

2. Get a 25 Watt RMS. 60 Watt peak auxiliary amp 
head with Volume and full-range active Tone 
controls.

3 Be able to simultaneously route your instrument input to the GOLDEN THROAT DELUXE 
and to an external amp for a variable blend of straight and tube sound Puts an end to 
thinning out a band s sound when using mouth lube effects.

And each ol these sound dimensions is instantaneously controlled by simply tapping or e ol 
Iwo heavy-duty footswitches1 AC.
S'/s" x 8" x 3” x 1'/a"

OUR GREAT NEW ECHO/ 
ANALOG DELAV LINE
Until now all echo and -everb effects re
lied on moving parti —springs, tape 
loops, and other mechanical gear that 
could wear out or break right in the middle 
of your act Delay effeits depended on 
digital delay lines that were fine for the 
stuaio but too expens ve and bulky for 
onstage use. Now our e igineers have put 
all of these key effects into one durable, 
reasonably-priced ootswitch unit 
through the development of state-of- 
the-art hybrid techniques.

Presenting MEMORY MAN DELUXE Discriminating musicians weir ome the superb 
totally-electronic echo unit you've been waiting for Number one in fea ures and perfor
mance Slapback stage echo, repeating arpeggios.. delayed split sereo. "bathtub" 
reverb controlled feedback vocal doubling—a range of effects effcrtlessly achieved 
that is truly astounding!

Clean noise-free operation with distortion under 1%. asignal-to-noise ti tioof 60db. and a 
built-in SILENCER’" Noise Gate.

Unlike competitive solid state echo units. MEMORY MAN DELUXE does not decrease its 
bandwidth as Delay is increased The result? Crisp razor sharp highs at ai iy echo setting tor 
the professional performing musician

• Wide range of Delay 15 msec 4 sec
• Wide frequency response. 10Hz 100 kHz (Direct), 10Hz—3KhZ (Echo) ±3db
• Infinite echo Repeats with minimum signal degradation
• Variable gain level control and overload indicator
• Dual outputs
• AC operation with power switch and indicator

Combines with other effects for a smashing echoing flange echo-wah or »cho-fuzz Attrac
tively packaged in a nickel-plated steel chassis with heavy duty line cord
Also available in an economy design less indicators, leve1 control, and noise reduction 
circuitry, but including special Boost switch 
8" x 6^4" x 6" x 1' ?”

DELUXE OCTAVE 
MULTIPLEXER WITH 
ERROR-FREE TRACKING
Now you can sound like Eric Clapton and 
Jack Bruce playing together n lightning 
fast runs .is the DELU IE OCTAVE MUL- 
TIPLEXER synthesizes a note one octave 
below the one you're laying. You'll get 
clean octave division 01 every guitar note 
with no false triggering. Five filters allow 
the musican to shape he harmonic con
tent of Uie new note fr :m fuzz bass to a 
pure deep organ bass This device can 
explode the tonal capabilities of horns 

nto tt® bass and baritone range Makes any singer sound like Ike Turner The popular 
tandarr! OCTAVE MULTIPLE XER • is :: e same fine features and throat' bass w:V st ghtiy 

relaxed tracking accuracy The pedal version of the standard unit g ves the musician 
continuous foot-ciontroiled blending of high and low notes for the uitmate flexibility of 
guitar bass duets and answering bass runs 
AC only DFLUXE 8" x 63A" x 6" x 1M"
AC-DC STANDARD 6%"x 5' "x2'/4”x 1 "u"
AC-DC PEDAL 13"x6"/ 3'4'
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SHOR AROUND!!! SHOP AROUND!!! SHOP AROUND!!!

Wholesale Prices
CONVERT YOUR AMP 
INTO A STACK OF AMPS
The LINEAR POWER BOOSTERS 1 & 2 
can increase the output of any electric 
instrument such as guitar bass organ or 
microphone Since all amplifiers are 
overdesigned to more than handle the 
most powerful pick-ups the LINEAR 
POWER BOOSTERS will let you derive 
optimum results from your amplifier And 
it's much cheaper than buying a high- 
output pick-up • Maximum setting of the 
volume control of one unit can make your 
amplifier TEN TIMES LOUDER' • The
switch al lows instant change from regular 

instrument output to pre-set boosted output • Increases guitar sustain • Vastly increases 
the performance of all distortion devices wah wah pedals and other accessories. • Using 
two LINEAR POWER BOOSTERS will give you even more sustain Turning up the volume 
level of the first one past the halfway point will shift the second one into overdrive Using the 
first LINEAR POWER BOOSTER S control you can now develop the initial bare hint of 
harmonic distortion to any desired degree The second LINEAR POWER BOOSTER can 
control the volume of the combination »Two models LINEAR POWER BOOSTER-1 with a
double male plug will fit into intoampor instrument' LINEAR POWER BOOSTER-2 does the
same dynamite |0b down on the floor 
LINEAR POWER BOOSTER-1 -3" x Z x 1W
UNEAR POWER BOOSTER-2 5'4" x 3W x 2'4" x 1 Vi'

TASTE AND FEEL 
EACH NOTE

The SCREAMING BIRD and SCREAM
ING TREE are treble boosters that will 
give your instrument that razor sharp 
edge that can cut through when you're 
playing live The high end of your sound 
spectrum will sparkle as you can taste 
and feel each note
BIRD -TxZxlV
FREE — 5'/«" x 3%" x 2W x 1 Vt

NEW ELECTRONIC DEVICE 
FOR SELF-MULTIPLICATION
Let THE CLONE THEORY Chorus Effect double 
your live vocals or instruments with the fullness of 
studio overdubbmg and the natural intermodula
tion of large orchestral groups Makes voice 
guitar and horn sections —in fact any 
instrument sound bigger and richer This new 
device utilizes a highly sophisticated voltage- 
controlled analog delay line which generates both

echo and Hanging at the same time. The result is a moving chorus otherwise obtainable only
with an expensive combination of delay and Hanging equipment. Multiple controls can
produce a delightful true vibrato and other variations. AC 
8" x 6%’’ x 6” x 1 Vj”

TRY HENDRIX’SWEET 
SUSTAIN
Jim, Hendrix relied on the BIG MUFF PI for 
his smooth, mellow supple electnc-lady 
sound Now Santana uses this finest dis
tortion device, high on sustain and low on 
distortion Whole chords can be played 
with minimum distotion. It is designed for 
Hie guitarist who wants his axe to sing like 
a hummingbird with a sweet violin-like 
sustaining sound The sustain control al
lows the player to optimize long sustain 
with a hint of harmonic distortion The 
tone control allows you to control the

harmonic content, from a sweet silvery liquid to razor sharp AC- DC 6%’’ x 5'/?" x 2W x 156$"
THE LITTLE BIG MUFF PI is a compact version of the famous Big Muff Pi favored by Jimi 

Hendrix and Carlos Santana Preset maximum sustain AC DC 5’4" x 3 % x 2'4" x 1'4 "
MUFF FUZZ This funkiest distortion device will give the player that d rty sound which

cannot be gotten from today s popular solid state amps It gives the player that natural 
distortion of tube-amps used by the Rhythm "n Blues bands of yesteryear And now it comes
with a double male plug that lets you plug mto amp or instrument 3" xZ x 1Vs"

PUT SWAMP 
IN YOUR BASS
The MOLE and HOG S FOOT Bass 
Boosters cut the highs and amplify the 
subharmonics, giving your instrument the 
depth authority and heavy penetration ot 
the foot pedals of a church pipe organ 
The MOLE or HOG’S FOOT will give your 
axeor amplifierthat thick swamp-bottom 
blues sound of the Fender jazz bass used 
in coniunclion with the old Ampeg B-15 
MOLE 3 x 2" x W HOG S FOOT 
5'’a" x 3T®" x 2’4" x 1 Vf

ELECTRO-HARMONIX 
PRESIDENT KEEPS 
TWO MISTRESSES!
Our internationally popular ELECTRIC 
MISTRESS Flanger-Fi ter Matrix was 
much too good to discontinue just be
cause the brand new DELUXE model has 
been designed win improved noise and 
distortion specifications greater reliabil
ity, and convenient AC power Rick Der
ringer. for example, has honored the 
standard MISTRESS as the best sound
ing of the flanging devices Both units 
have a sweet, shimmering flange Both

gently sweep the sound spectrum to create a prismatic array of absolutely fascinating and 
ethereal sounds Both are made on earth for rising stars!
DELUXE (AC) 8" x 6%" x 6” x 1 Ya'
STANDARD (DC or Adaptor) 6%” x 5’4>" x 2'4" x P/t»"

WELL DONE, DOCTOR Q
DOCTOR O is the most economical yet high- 
quality Envelope Follower available on the market 
today Effects ranging from involuted mellow funk 
lines to slashing thin chops can be instantaneously 
and sensitively controlled through the player's use 
of attack and decay dynamics. The range of the 
filter can be preset And as an added feature the 
bass switch can be used to add a rich bass equali
zation without losing the thin whipping Envelope

Follower sound on top This makes the unit excellent for getting potent new sounds from the 
electric bass as wpii as guitar and clavmet 
5'4" x 31»'x 2’4" x 1MT

strument signal can uo directly to tne 5X

MIXXXXX
The 5X JUNCTION MIXER is designed as an 
input-output mixer and accessory blender As 
input mixer 4 rmkes or instruments can be attached 
as inputs to obtain one output. As output mixer 
amps connected to external speaker combina
tions can go directly to the 5X with up to lour 
external speaker cabinets being connected to one 
5X This eliminates sloppy wire nookups and de
creases set-up time. As accessory blender in- 
Up to four different accessories can be toined with

another 5X with one line then going to the amp This facility allows the blending of any 
combination ol distortion devices wah wah pedals echo effects etc An infinite number of 
connecting problems can be solved with this very functional accessory. 3" x 2" x I'-a" 
3" x 2" x 1 Vs"



dectro-Wmonix
DEALER INQUIRIES INVITED 27 WEST 23RD STREET, NEW YORK, N.Y. 10010 (212) 741-1770

ALL NEW STATE-OF-THE-ART PRODUCTS AT

Wholesale Prices
THE NOISE-FREE 
MULTI-PURPOSE 
ECHOFLANGER
You don't need a seat on the space shut
tle to make interplanetary journeys. 
ECHOFLANGER can take you on the 
greatest variety of far-flung musical 
trips our analog circuit design team has 
ever chartered Its four basic, switch- 
selectable modes are:
1 FLANGE-the first reasonably- 

priced NOISE-FREE Flange A pro
fessionally smooth studio quality, 
wide-range sweep with tuning, 
feedback, rate, and width controls

2 SLAPBACK—a short delay, high-quality echo with variable delay time Just as quiet 
as the Flange

3 CHORUS—Slapback and Flange together, at the same lime, for the totally new sound 
of a swirling, doubling galactic concert

4 FILTER MATRIX—this true comb filter produces chime-like effects or can be swept 
manually for "custom" flanging.

These stunning sounds can be further modified by a Blend switch and dual outputs to 
produce stage" echo and other enhanced effects. ECHOFLANGER features a broad 
dynamic range, wide frequency response, and virtual cancellation of "foldback" and other 
extraneous noise through companding circuitry. This makes the unit suitable for keyboards 
and synthesizer as well as guitar. Included in the handsome, nickel-plated chassis are LED 
power indicator and bypass footswitch AC-powered.
8" x 6'/4" x 6"

THE 1 ST GRAPHIC EQ JALIZER 
FOR MUSICIANS WITH FEET
The new Electro-Harmonix TEN BAND GRAPHIC 
EQUALIZER includes a foots vitch for instant 
changes between equalized and normal sound, a 
feature that is omitted on competitive units claim
ing to be musical instrumen equalizers. An 
equalizer without a lootswitch is [ -radically useless 
in a live performance. Tfie TEN BAND GRAPHIC 
EQUALIZER is a "super tone control" which can 

add punch to your bass without making it boomy, make your humbucking [ ickups sound like 
single coils brighten up a muddy sounding electric piano, or add presence to vocals. With 
low noise low distortion and wide dynamic range, the TEN BAND GRAPE IC EQUALIZER is 
suitable lor musical instruments P A systems and tape recorders 
8' x 6%" x 6" x 1 v2"

SOUL PREACHER 
SAVES YOUR NOTE
Hallelujah! The SOUL PREACHER Compressor- 
Sustainer sings out with angelically sweet, endur
ing sustain. It's a heavenly clean, musician- 
designed dynamic-level processor featuring a full 
40 db compression range. (That's right!) The 
PREACHER'S output, sensitivity, and hi-boost con
trols give the musician a variety <>f playing options, 
including organ-like swells and :he sharpest pos

sible staccato attack Cathedral-quality sound a: a store-front price. (Yes h. Brother!) 9 volt 
battery or AC-adaptor powered 
5’//x3’/e"x2'/4'x1'/i"

THE DIRT ROAD SPECIAL
Now the pathfinders in powerful small 
amps are hitting the trail again with the 
AC-powered MIKE MATTHEWS' DIRT 
ROAD SPECIAL, named for its gritty funk
iness. great power efficiency, and ex
treme durability. A built-in SMALL STONE 
(the world's most popular phase shifter) 
and CELESTION 12" speaker (the same 
one used in the famed Marshall 100-watt 
stack) in a sealed, infinite baffle cabinet 
make the DIRT ROAD SPECIAL truly un
ique This amp belts out up to 25 Watts 
RMS and has as much as 60 Watts avail

able for the peak transients essential to a really striking attack. Included are Volume and 
full range active Tone controls. LED power indicator, and an exclusive Bite control to contour 
your sound to a fine, incisive presence Built to take the Dumps, it features materials carefully 
selected for their acoustic and structural properties, tough, textured vinyl covering, chrome 
corner hardware and shock-mounted PC boards and control panel Ideal for studio and club 
use
24 5 lbs 17VZX 14Tx9'4"

GUITAR SPEAKERS 
WITH FEELING
Do your speakers take out all the soul you put into 
your guitar playing7 Then throw out those insensi
tive clunkers and replace them with genuine 
CELESTIONS For years these speakers have 
been largely responsible for the characteristic 
sound of the Marshall amplifiers, as well as the 
early Vox amps used by the Beaties This full, rich 
sustaining guitar sound is heard in concert and on 

recordings by Eric Clapton. Jimi Hendrix. The Who. Dickey Betts & The Allman Brothers. 
Ritchie Blackmore Kiss and countless other artists CELESTION understands that a guitar 
speaker isn't just a reproducer of sound but an integral part of the sound of the instrument 
itself CELESTION speakers add warm freouency response and smoothly controlled har
monic distortion to give a total guitar sound that is fat funky and harmonically rich Precision 
made in Suffolk England the CE LESTlON speakers are exclusively distributed m the United 
States by Electro-Harmonix
Available in 12" and 15" models for guitar, bass and P A

MILITARY/COMPUTER CABLE: 
THE BEST IN THE WORLD
Our famous MILITARY/COMPU1 ER Cables are the 
finest available anywhere They have become the 
standard for discriminating musicians because 
they are specifically designed fc r demanding pro
fessional use and incorporate p remium materials 
and precision construction All It ngths from 3 4' to 
100' are available; especially recommended is our 
SUPER HEAVY DUTY 25' Coilec Cable.

A SINGLE SHORT DELAY
The compact SLAPBACK ECHO apd STEREO 
SLAPBACK ECHO offer the musician one of the 
most useful features of our famous DELUXE MEM
ORY MAN at a fraction of the p ice. Featuring the 
latest in analog delay circuitry they produce a 
single 80-millisecond delay for the spacious sound 
heard on guitar and vocal tracks by Creedence 
Clearwater A Blend control allows mixing of the 
delay signal with the straight sic nal in any propor

tions desired. And both units have switchable noise filters Direct and echo outputs are 
included on the STERFO SLAPBACK to allow external echo placement and blended 
STEREO also includes LED power indicator. AC-DC.
5%” x 3%" x2!4'x 1 W

AND NOW, FOOT JIVE 
THE TALKING PEDAL
From advanced research in s seech synthesis. 
Electro-Harmonix has developed the TALKING 
PEDAL, a unique tool lor the mnsvative musician 
Its critically-tuned resonant filteiing ol instrument 
input creates the continuous vowel series "A-E- 
l-O-U" at given positions on the pedal sweep 
Consonants can be created by tie way you strike 
your guitar or other instrumer t. Besides foot

speech. superior wah and mouth-tube timbres are obtainable through /ariations in your 
playing techniques The Sustain adjustment controls the degree of effe :t and also intro
duces a BIG MUFF-like sustain AC or DC.
13"x6'3V4"



HOW IO multiply synthesizer input

by Dr William L. Fowler

I t seemed a mere novelty, that pioneer electronic instrument, the Theremin. Its ghostly glis- 
sando found little more use than as a supplement to creaking-door sound effects in early ecto
plasmic radio thrillers. However rudimentary that simple amplified oscillator may have been, it 
at least demonstrated a fundamental musical requisite—player control over the instrument:

Its lone effect, pitch variation, responded absolutely and continuously to its operator, whose 
hand, in moving toward and from an antenna, formed a variable capacitor in an electronic cir
cuit.

As electronic expertise grew during the half century between Comrade Theremin's 1920 dem
onstration of his monophonic electronic instrument and the present, many engineers, en
grossed in the possibilities of sound synthesis as such, proved more concerned with electronic 
activation of sound than with its human control, a concern which eventually produced synthe
sizers capable of managing their own musical output, an accomplishment so stunning that many 
musicians feared replacement by electronic machines.

But when keyboard challenged patch-cord on the synthesizer, performers could get their 
hands into the sound-production process. The live player could now control an on-stage synthe
sizer. The standard keyboard performance double of acoustic and Rhodes piano could now be
come a triple or a quadruple or whatever. Consequently, others on stage—the blowers, the 
pickers, the scrapers, the beaters—eyeing their keyboardist's expanded tonal resources, could 
justifiably lament. "Why should 1 need keyboard knowledge to play synthesizer? Why can't my 
own instrument's mechanism feed the control panel? Why can’t I. too, transfer my training?"

Having caught the message and having already achieved diversity of tonal output, many syn
thesizer designers turned their talents toward diversity of input, until as of now player control 
has become a major concern within the electronic instrument industry—Theobald Boehm's 
spirit lives on in the Lyricon. .. .

To illustrate what’s happening in player control of electronics, here's Bob Easton. President 
of 360 Systems:

“360 Systems's sole business is electronics for live performance. We make devices which ena
ble existing synthesizers to function in a way that is more satisfactory to those involved in live 
performance, a series of products which allow acoustical instruments to produce larger families 
of sound through the use of synthesizers. The first such instrument interface we produced, the 
Pitch Follower, gets hooked between brass or reed instruments and almost any make of synthe
sizer. The result is a saxophone, say, that can sound like whatever the synthesizer is adjusted to 
sound like. The Pitch Follower not only makes the synthesizer copy the pitch of the notes 
played, but also their dynamics. And each note played slightly staccato triggers a filter sweep on 
the synthesizer. The only serious limitation of the Pitch Follower is its restriction to single-line 
instruments, which rules out guitars, basses, keyboards, and instruments without clearly-defined 
pitches, such as most drums.

"Since guitar players swing a lot of weight in the music business, a 360 Systems guitar synthe
sizer seemed like a natural. We started with a fully polyphonic one. meaning a synthesizer for 
each of the six strings—six completely different "instruments" synthesized at the same time and 
therefore capable of producing up to 18 notes at the same time, three per string. Then, because it 
seemed clear that most jazz and rock guitar playing is single line, we followed up with our Slave- 
driver, an interface similar to the original Pitch Follower, yet designed specifically to work with 
electric guitar (or electric bass) in a single-line sense. When a Slavedriver is hooked between the 
guitar and a synthesizer, only the last note played is heard. A strummed chord comes out like an 
arpeggio, while a block chord comes out as its highest note. Through a Slavedriver, right hand 
technique translates into electrical commands controlling synthesizer dynamics and timbre, just 
as picking an acoustic guitar in different ways produces different dynamics and timbre.

"A Slavedriver connected to a conventional synthesizer can add musical flexibility that might 
not have been originally present. It follows slides and bent notes and adds parallel intervals in 
any octave.

“Here in Los Angeles we have an unending parade of the country's best musicians traipsing 
through our laboratory suggesting, criticizing, and turning us on to all the best ideas of the mo
ment. We’ve found that guitar players, for example, really want the same kinds of control their 
keyboard counterparts have, not some half-way approximation of it. They ask for a guitar syn
thesizer with real oscillators in it instead of what amounts to a fuzz-tone feeding into an en
velope follower filter device. They suggested all the foot controls we now have—our interval 
transposer, our filter pedal, our sustain pedal. They’re helping us develop new features that will 
produce more advances and bring more human control.”

As Easton's Pitch Follower and Slavedrivcr demonstrate, many an acoustic instrument fitted 
with the proper transducer feeding into the proper interface device already can apply player 
control to synthesizers. Other instruments therefore should be adaptable to the same control 
system, given suitable transducers.

To qualify as electric, of course, no instrument has to feed into an interface device—a pickup 
plus an amp is enough (Electric guitars and basses and pianos as well as transducerized strings 
and horns have long occupied positions in music). But to control a synthesizer properly, some 
kind of interface device must provide a linkage. The chain of command goes something like 
player to pickup to interface to synthesizer to amplifier, a lineup which offers any musician con
siderable choice of component brands in setting up a system.

Some electronic tonal-expansion systems work from standard pickups, pickups like Barcus- 
Berry, De Armond, or Polytone. Others, such as the Slavedriver or ARP's brand new Avatar, use

2 NEW BOOKS AVAILABLE 
BY TED DUNBAR!!

1. A SYSTEM OF TONAL 
CONVERGENCE FOR 
IMPROVISORS, COMPOSERS, 
AND ARRANGERS

An invention of 24 scales of all colors 
each related to the other for a tonal 
resolution purpose. Includes examples 
and theory for each scale.
Uses:
Prolonging tension in tonal approach
New scale color sources for chord to 

chord movement
Perfect for modulation to new key cen

ters
Expands hearing tolerance
New cross-scale chord substituting 
Great source for writing cadenzas 
Yields a total chromatic approach to 

keys
New Theoretical insights 
....................S25.00 (money orders only)

2. NEW APPROACHES TO 
JAZZ GUITAR

A guitar book with 13 kinds of pure jazz 
guitar exercises all based around the 
melody and chords of a single song to 
keep the melody in a student's ears. It 
shows all of the nameable jazz chords 
and scales in a musical fashion.
......................$12.50 (money orders only)

Orders and additional information from:
DUNTE PUBLISHING CO.

P.O. Box 31 Kendall Park. NJ 08824

DRUM INSTRUCTION
I'm Stanley Spector, 
and I can improve 
your drumming 
within six weeks. 
The musicians you 
play with will notice 
the difference. My 
students are among 
the most successful 
drummers in Ameri
ca. My revolutionary 
method is taught 
in Manhattan or 
through a tape re- 
For information and

proof of success (including a 20-minute record
ing), send $1 to the:

Stanley Spector School of Drumming
200 West 58th Street, Dept. 407

New York, NY 10019 Phone: (212) 246-5661

Big Band * Combo
JAZZ- ROCK-DISCO-POP

Improvisation Methods
Play-A-Long Recordings
Transcribed Jazz Solos

send for FREE catalog

Meadow Creel: music
DEPT. D P.O. BOX 18262 

Louisville, Ky. 40218
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new charts by A

Thad 
Jones

CHERRY JUICE ............................ $25.00

THE GREAT ONE......................... $12.00

GREETINGS AND SALUTATIONS $18.00

KIDS ARE PRETTY PEOPLE .. $15.00

Kendor Music, Inc.
. DELEVAN, N.Y. 14042 .

special pickups mounted on standard instruments. Some others, such as Ampcg s Patch 2000 
guitar or Lyricon (see db, Nov. 9, 1976), Steiner-Parker’s Electronix Valve Instrument (see db, 
Sept. 4, 1976), Pollard Industry’s Syndrum, or Star Instruments’ Synare Percussion Synthesizer, 
utilize interface features built into instruments designed to parallel certain playing techniques of 
acoustic instruments, but which function entirely by electronic means.

Still others, by building interface features into standard electric instrument bodies, combine 
synthesizer effects with standard pick-up-through-amp effects. Such a system is the Roland Gui
tar Synthesizer, whose guitar body is specifically designed to integrate with a companion con
trol-extension panel. A look at its capabilities might exemplify the extent of control an on-stage 
musician—in this case a guitarist—can exert over a synthesizer:

Some 15 knobs and switches located on the Roland guitar body itself provide n aster control 
over five independent sound-production and sound-manipulation sections within i s companion 
synthesizer unit, where each section contains its own set of controls, be they slide or touch or 
both. A series of output jacks allows channeling each section through a separate amplifier, mix
ing of the sections in any configuration, or further sound-exploration through an external syn
thesizer.

The guitar section produces ordinary guitar notes, subject to tone control.
The polyensemble section, an envelope-generator with separate controls over ittack, decay, 

sustain, and timbre mix, can simulate various ensemble sounds like brasses, woodwinds, bowed 
or plucked strings, or human voices.

The bass section, another controlled envelope-generator for simulating string btss or tuba, or 
for setting up unique bass register timbres, adjusts to suppress the preceding note it the precise 
time a down-stroke is made on a different string. That adjustment includes all six strings, the 
lower three strings, or the lower two strings, thereby allowing arpeggio sustain on high strings 
while a bass line moves along the low strings.

The solo-melody section contains many features one might expect to find on keyboard syn
thesizers, features like pulse-width modulator, low frequency oscillator, wave-form mixer, 
voltage control filter, envelope generator, pitch follower, voltage control amplifier, and attack, 
decay, sustain and polyensemble control.

The external synthesizer section, featuring control of portamento time and pitch transposi
tion, allows further tonal expansion through a separate outside synthesizer.

The Roland allows simultaneous use of its five sections in any combination. And to keep the 
combination straight, LED lights on the control panel indicate what sections are in operation.

Among all the existing tonal-expansion systems, no two function exactly alike and conse
quently no two yield an identical range of effects. But as new systems continue to emerge from 
the designers’ labs, they increasingly reveal a common trait—greater player control. No elec
tronic-minded musician, therefore, should feel reticent in expressing needs or suggesting im
provements. To continue multiplying synthesizer inputs, designers need continued input from 
performers. db

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

Donald Byrd’s Method & 
Symmetrical Music

From the Movie 
"CORNBREAD, EARL AND ME"

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

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

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

7. Funky Junkie
From the Album

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

8. Spaced Out
From the Album 

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

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

Send for complete utelot end informetion.
BLACKBYRD PRODUCTIONS, INC.

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

CAUGHT continued from page 36

we are all about. “After Chick and Gary, I 
believe in music again,” he told his enthusias
tic audience. He then proceeded to blow some 
blues that blew everyone away.

Stuff had to follow that, and they didn’t get 
much going until Mann returned to sit in on 
Oh. Happy Day. The rhythm section-turned- 
band is now down to four with Steve Gadd 
and Eric Gale usually busy elsewhere: the two 
have become satellite members of the group. 
Richard Tee, Gordon Edwards, Cornell Du
pree and Chris Parker comprise Stuff these 
days and perform what 1 like to call guaran
teed funk—the gospel-tinged piano of Tee sets 
the mood, with the rockish bottom of bassist 
Edwards laying down a basic vehicle on 
which the electric-bluesy Dupree rides. 
Drummer Parker seems to have the whole 
thing under control and complements them 
accordingly. But as I said, it took the old pro, 
Mann, to set them afire. “That’s some rhythm 
section to play in front of, isn’t it?” he asked 
rhetorically.

McCoy Tyner’s set was a bit too intense for 
the pop-pap fed crowd. Drummer Eric Grav- 
att was, once again, over-amplified (or some
thing). 1 get the impression that Tyner wants it 
that way. Perhaps he needs Gravatt’s energetic 
prowess to push on to greater heights of inten
sity and freedom. It was all too brief a set to 
comment further on the soloists—most of 
their work was lost on the mountain anyhow. 
They need a more intimate atmosphere; ever, a 
large hall has seen them to greater advantage.

At her usual mediocre was Roberta Flack. 
She does her soul-funk with a back-up group 
that does little to enhance the one-chord-itis 

she seems inflicted with. Every tune sounds 
the same, especially the tunes sle chooses to 
sing in the same register. Flack is at her best in 
the “story-telling” items such as Suzanne and 
Reverend Lee. She also appears nore relaxed 
when singing from the piano and allowing for 
some stretching out by herself and the group. 
The overlong set did, however, smooth out the 
eight-hour fidgets that had gripped the 
faithful.

Ferguson came out too late for most of us. 
Darkness was closing in fast and the trips 
home (to Boston and New Yorl for most of 
the audience) were looming large in the dusk. 
The band ran through Give It One, Star Wars 
and Airegin, before this writer v'as forced to 
head south. All three featured altoist Mike 
Migliore, among others. Drummer Peter 
Erskine kicked Sonny Rollins’ Airegin. a Mike 
Abene chart that is back in the Fergy book for 
keeps this time, hopefully. Star Wjrs, a guaran
teed hit, comes off somewhat overblown with 
spacey effects by Biff Hannon on electronic 
things. It does build to a great excitement, 
however, and should do well for all con
cerned.

There were no real flaws in this second 
VJF. 1 could get picky and complain about 
the lack of at least one blowing *ession. But I 
don’t think the producers can be faulted for 
that. Next year’s doings on Glen Ellen might 
produce someone with enough fo-esight to put 
together a Norman Granz Pablo package, or a 
George Wein Newport Jazz Festival jam ses
sion, or a Jack Kleinsinger “Highlights In 
Jazz” spectacular, or a New York Loft Jazz 
Celebration, or even a Columbia Jazz All 
Stars Band. No festival should be without one.

—art. old jay smith
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JAZZ AIDS by Jamey Aebersold and Others
□ IMPROVISING JAZZ by Jerry Coker (paperback). Excellent

introduction to jazz theory $2.95 JAZZ SOLOS-TRANSCRIPTIONS
□ THE JAZZ IDIOM by Jerry Coker (paperback). A must for 

teachers! This book can give you a boost once you've be
gun to improvise...................................................... $2.45

□ PATTERNS for JAZZ by Jerry Coker et al. Excellent book 
for daily practice. Treble clef. Teaches you to play in all
keys and really helps develop your ears! $14.00

□ SCALES for JAZZ IMPROVISATION by Dan Haerle. Dan 
takes 21 scales and shows how to use them and trans
poses them in all twelve keys in treble & bass clef $6.95 

□ JAZZ TRUMPET TECHNIQUES by John McNeil. Special 
book designed to help solve certain problem areas of jazz 

trumpet playing. A much needed book.............$2.95
□ PENTATONIC SCALES for JAZZ IMPROVISATION by Ray 

Ricker. Study of Pentatonic scales in modern jazz com
plete with many exercises and licks. Six portions of 
transcribed solos by C. Corea, H. Hancock, J. Farrell, J.
Henderson, K. Jarrett and W. Shorter $7.95

□ TECHNIQUE DEVELOPMENT in FOURTHS by Ray Ricker. 
An advanced book of the treatment of fourths in modern 
jazz. Loads of exercises and patterns with chord symbols 
for direct application in playing situations.....$6.95

□ LYDIAN CHROMATIC CONCEPT by George Russell. 
An advanced book dealing with the application of scales 
& melodic concepts used by the jazz masters. $26.50

□ CHARLIE PARKER ORIGINALS in CONCERT KEY. A book of 
30 songs written by the great Charlie Parker. Concert key 
only ............................................................................$2.95

□ HUGE JUMBO JAZZ FAKE BOOK by Bill Lee. 1,002 jazz 
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 and many, many more ..............................$19.95

□ BIRD LIVES by Ross Russell. Hardbound reading book of 
the life of Charlie Parker. Outstanding book with an 
inside view of Bird’s life..................................  $10.95

□ CHASIN' THE TRANE by J. C. Thomas. Hardbound book of 
the music and mystique of the late John Coltrane $7.95

□ THE ART OF MUSIC COPYING by Clinton Roemer. The mu
sic copyist Bible ... for composer, arranger, student, 
teacher. Large paperback.................................... $11.95

□ STANDARDIZED CHORD SYMBOL NOTATION by C. Roemer 
& Carl Brandt. A uniform system for the music profes
sion. Paperback ..................................................... $3.95

□ THE PROFESSIONAL ARRANGER & COMPOSER by Russ 
Garcia. One of the countries standard text for big band 
writing........................................................................$7.95

□ THE JAZZ CLINICIANS QUARTET "PLAY for YOU" featuring 
Jamey Aebersold, alto and tenor; Dan Haerle, piano; 
Rufus Reid, bass and Charlie Craig, drums. An album 
showcasing these outstanding musicians/clinicians. 
Chord progressions for each of the five songs and two 
transcribed solos provided. Can also be used as a play-a- 
long record for bassist, guitarist and pianist .... $5.95

□ DIFFERENT DRUMMERS by Billy Mintz. A unique, in-depth 
study into the styles of the great drummers of our time, 
with hundreds of exercises and solos in their styles, sec
tions on developing foot and hand co-ordination, stick 
control, two against three, sub-dividing bars, bios, dis
cography and an important instruction record. $4.95

□ 28 MODERN JAZZ TRUMPET SOLOS transcribed by Ken 
Slone and edited by Jamey Aebersold. Brand New!! An 
outstanding collection of modern jazz trumpet solos by 
15 jazz greats. Solos are in Bb key with chord symbols 
above each measure. Solos by Miles Davis, Clifford 
Brown, Dizzy Gillespie, Freddie Hubbard, Fats Navarro, 
K. Dorham, B. Little. C. Baker, Lee Morgan, A. Farmer, R. 
Brecker, B. Mitchell, C. Terry, T. Harrell & W. Shaw $4.95

□ CHARLIE PARKER’S BEBOP for ALTO SAX. Four solos off 
record by Charlie Parker. Confirmation, Ornithology, 
Yardbird Suite and Moose the Mooche .............$2.95

□ CHARLIE PARKER SOLOS for Bb and C keys. Different solos 
than the above. Nine solos transcribed off records with 
piano accompaniment............................................ $3.95

□ DIZZY GILLESPIE SOLOS for Bb and C keys. 14 transcribed 
solos off records by Dizzy with piano accomp. $4.95

□ LOUIS ARMSTRONG SOLOS in Bb key only. 20 beautiful 
solos by Louie exactly as on records ................ $3.95

□ JAZZ STYLES & ANALYSIS for TROMBONE by David Baker. 
History of the trombone via trans, solos. 157 solos in 
bass cleff off records by known trombonists ... $15.00

□ JAZZ STYLES & ANALYSIS for ALTO SAX by Harry Miedma 
and David Baker. 125 transcribed and annotated solos 
by 103 famous alto saxophonists .................... $12.50

A NEW APPROACH to JAZZ IMPROVISATION
by Jamey Aebersold. $8.95 per volume (LP & 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 booilet. Booklet includes parts FOR ALL INSTRUMENTS: trebel & bass clef. Bb & Eb parts in 
each book. Special stereo separation for rhythm section 
players: Left channel has Bass & Drums, right channel has 
Piano & Drums. The back-up rhythm section on records is 
outstanding! Makes you want to play. The most widely used improvisation method on the market.

BASS BOOKS
□ THE EVOLVING BASSIST by Rufus Reid. An indispensable 

aid to developing a total musical concept for jazz and 
symphonic bass players. Spiral bound and full of tips to 
better bass playing .............................................. $12.50

□ EVOLVING UPWARD—Bass Book II by Rufus Reid— 
BRAND NEW! Shows how to approach and execute in
thumb position for acoustic bass. Descriptive photos 
and concise exercises teach the entire fingerboard as 
well as the high register........................................ $7.50

□ NO NONSENSE ELECTRIC BASS by Joe Cacibauda. This 
book is a beginning method book for the students who 
may not always have a teacher to consult. Covers tuning, 
picking, music notations, counting rhythms, etc. $4.95

□ WALKING ON CHORDS FOR STRING BASS by Richard 
Davis. 20 bass lines with chord symbols just as Richard 
would walk them .................................................... $5.00

DAVID BAKER BOOKS

n 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.
□ 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. Rhyihm section on LP grooves! Scales 
and chord tones are written.
□ VOLUME 3 "THE 1I/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.
H VOLUME 4 “MOVIN' ON"—Int./Adv, level. A Challenging 
collection of Aerbersold & 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, Billie's Bounce, Dewey 
Square. My Little Suede Shoes, Thriving from a Riff, Orni
thology & Scrapple from the Apple.

FOUR EXCITING ADDITIONS . . .
Rhythm section on records is outstanding.

COMBO ARRANGEMENTS
□ COMBO ARRANGEMENTS by JAMEY AEBERSOLD. Scored 

for Trpt., Alto, Tenor (Bone opt.), and rhythm section. In
termediate level with scales and chord symbols written 
in each measure to encourage soloing! Piano voicings 
and chord symbols are given. Bass notes as well as chord
symbols are given. Each arrangement
□ Horizontal—Modal Blues
□ Bossa Nova De Jazz
□ Sunrise—Easy Jazz-Rock

□ DAN HAERLE JAZZ-ROCK 
rangements scored for

$4.00

rhythm section. Each arrangement

□ Blue Note—Med. tempo jazz
□ Beatitude—Latin Rock
□ Hot Shot—Easy Rock

COMBO SERIES. 12 combo ar-
Trpt., Tenor, Alto, Bone, and

□ JAZZ IMPROVISATION by David Baker. A practical theory 
book aimed at performance. Comprehensive method of 
study for jazz players. Spiral bound ................ $15.00

□ ARRANGING & COMPOSING for the SMALL ENSEMBLE by 
David Baker. Shows how to arrange & compose for jazz, 
rhythm & blues & rock for the combo...............$15.00

□ ADVANCED IMPROVISATION with 90' cassette rhythm 
section by David Baker. A challenge for any advanced 
player. Songs on cassette written in book in concert key 
with chord symbols. Spiral bound.....................$25.00

□ JAZZ IMPROVISATION for STRINGS VOL 1 by D. Baker. 
Comprehensive method of jazz study for Violin & Viola. 
Spiral bound .......................................................... $12.50

□ JAZZ IMPROVISATION for STRINGS VOL 2 by D. Baker. 
Same as above. For Cello & Bass ...................... $12.50

□ EAR TRAINING for JAZZ MUSICIANS book with 2 cassettes 
by D. Baker. Designed to aid the jazz player in improv
ing his hearing, his recall and his ability to respond 
rapidly to musical stimulus. A must for everyone! Spiral 
bound ...................................................................... $20.00

□ CONTEMPORARY TECHNIQUES for TROMBONE by D. 
Baker. An excellent method of study for any trombonist. 
Sometimes called the Arban book for bone .... $25.00

□ VOLUME 7—“MILES DAVIS" 
Eight classics written by Miles 
Davis. Int/Adv level. Unique way 
to learn 8 of the most popular 
songs of the Fifties ... Four, 
Tune Up, Vierd Blues, The 
Theme. Solar. Dig. Milestones 
(old Milestones), Serpent's 
Tooth.

□ VOLUME 8—"SONNY ROLLINS" 
Nine classic jazz originals writ
ten by Sonny Rollins. 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 ’A jazz 
tunes), Tenor Madness, Solid. 
Pent Up House. Airegin. Oleo

□ To Oliver—ballad waltz
□ What's the Modal-

up tempo swing
□ The Search—jazz/rock 

one key

$4.00 PIANO BOOKS
□ Swamp Stomp—Latin-rock in 7/4 
□ Pentatonic—jazz-rock busy lines 

□ The Spirit Soars—bossa nova in 3/4

□ Free As the Breeze—jazz samba
□ Dirge for Our Dying Cities— 

rock funeral march

□ Ostinato—medium jazz swing 
□ Shuffle On—K.C. blues style 

a □ The Essence—funky, 
"soul" rock fun chart 

□ Ms, Bird—bebop jazz

□ SUPER SAX ARRANGEMENTS off record. 7 charts of ad
vanced difficulty. Original Charlie Parker solos tran
scribed and scored for 5 saxes, trpt, (bone opt.), and
rhythm. Per arrangement
□ Be-Bop
□ Cool Blues
□ A Night in Tunisia
□ Salt Peanuts

□ Lover Man
□ Groovin' High
□ Blue 'M' Boogie

$10.00

□ JOHN COLTRANE ARRANGEMENTS transcribed from origi
nal Blue Note recordings: Blue Train, Moments Notice, 
Lazy Bird and Locomotion. Scored for Trpt., Tenor, Bone 
and rhythm. All four arrangements (no transcribed

Six books of piano solos and songs by four all time jazz pi
ano greats. Most all solos and 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 and You’re Everything............................... $6.95
□ BILL EVANS #16 transcribed songs—Interplay, Time Re

membered, Very Early, etc...................................... $2.95
□ BILL EVANS #2 5 transcribed solos and 1 song—Funny

Man, Orbit, etc................................................................ $3.95
O BILL EVANS #3 5 transcribed solos and 15 songs off rec

ords—Peri’s Scope, Elsa, Peace Piece, etc.......$3.95 
□ HERBIE HANCOCK: Over 45 of his greatest hits such as

Cantaloupe Island, Maiden Voyage, Toys, One Finger 
Snap, Watermelon Man, Chameleon, etc.................$7.50

□ HORACE SILVER: 53 transcribed songs exactly as re
corded by Horace ... Sister Sadie, Nica's Dream, Nut- 
ville, Silver’s Serenade, Strollin', Tokyo Blues, etc. $6.95

□ THE ERROLL GARNER SONGBOOK 21 songs based on re
corded versions. Just like Erroll plays—two hands $6.95

□ VOLUME 9—"WOODY SHAW" 
Eight jazz originals written by 
Woody Shaw. Int/Adv level. 
Rhythm section is currently with 
Woody Shaw and their familiar
ity with the songs makes it easier 
for you to play. Includes Little 
Red's Fantasy. Katrina Ballerina. 
Blues lor Wood, Moontrane, In 
Case You Haven’t Heard Tomor
row's Destiny, Beyond All Limits 
(Bossa Nova, slow), Beyond All Limits (Swing, up tempo).

solos!) only $8.50

□ VOLUME 10—"DAVID BAKER” 
Eight beautiful originals by 
David Baker, Int/Adv level. One 
of the most prolif ic.composers in 
jazz today. Tunes offer a wide 
variety of styles and tempos. In
cludes AulH. Le Roi, Kentucky 
Oysters. Passion. Black Thurs
day. Bossa Belle. Soleil d' Alta
mira. Le Miroir Noir.

□ HORACE SILVER combo arrangements off record. Dood
lin'. Creepin' In, The Preacher & Room 608. Scored for
Trpt.. Tenor and 3 rhythm. All four for only $5.00

□ 4 NEW HORACE SILVER COMBO CHARTS taken off record. 
Song for My Father, To Whom it May Concern, Incentive 
& Out of the Night Came You. Scored for trpt., tenor & 3
rhythm Each arr. is $5.00

□ JAZZ/ROCK VOICINGS for the CONTEMPORARY KEYBOARD 
PLAYER by Dan Haerle. A must for any keyboard player 
who needs new voicings! An important, intermediate 
method includes voicings, principles of chord function, 
substitutions, melody harmonization by one of our lead
ing jazz educators .................................................. $4.95

□ A STUDY IN FOURTHS by Walter Bishop. Jr. New book 
dealing with the interval of the perfect fourth in jazz. In
cludes 5 originals for two hands. Taken off record $4.50

TO ORDER
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. For
eign add $2.00 for one book & LP set; 60c each ad
ditional set. No C.O.D. USA funds only.

JAMEY AEBERSOLD 1 211-D AEBERSOLD DR., NEW ALBANY, IN 47150



AKIYOSHI  continued from page 15 

want to have electronic sounds, or is it just 
that you never got around to it?

Akiyoshi: Well, 1 think 1’11 get around to it. 
I should say that. Basically my attitude is that 
jazz is, more so than classical music, a person
alized music. I like art to be very personal. 
For that reason each one has a different voice. 
The instruments are the same way. If you am
plify those—electrify those—it would take 
away from it.

Feather: Like electronic keyboard, electric 
saxophone, electric guitar?

Akiyoshi: Yes. So I would not like to do 
that, because I want the maximum personal
ity. I think electronic instruments are an effect 
and I might like to use it if I get around to it.

Feather: In other words you might use it as 
an occasional effect but never as a basic 
sound?

Akiyoshi: Yes.
Feather: What about your ultimate, eventual 

ambitions? For example, would you like to 
add or write for strings? Would you like to do 
something very elaborate for a symphony or a 
symphony-sized orchestra, or are you content 
just to make this the best band that it can pos

sibly be?
Akiyoshi: Yes, I think my ma n thing is to 

make this the best band it can f ossibly be. I 
was born at a very fortunate tin e—there are 
phonograph records and you can record the 
music the way it’s supposed to be. For me this 
is very meaningful, if it’s not to everybody 
else.

I'd like to have this orchestra, in later years, 
be the kind of a band that people will talk 
about, like the way Dizzy Gilles pie’s band of 
the late 1940s became a legend. I’d like this 
band to leave something of significance in 
jazz history. db

ii “I AIN’T GONNA ASK NO MORE” (musical illustration) ———

Following is an example of Toshiko Akiyoshi’s scoring in five part harmony for her saxophone section. This passage begins after the first two 
12-bar blues choruses played by Phil Teele on contrabass trombone. Reproduced by courtesy of Toba Publishing Company and their sole selling 
agents, Kendor Music, Inc., / Ain't Gonna Ask No More is heard in the album Tales Of A Courtesan (RCA JPL1-O723).
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FOSTER continu !d from page 17

This growing genius 
needs a drum she won’t 

grow out of.

Terri Lyne Carrington is 11 years old, but she doesn’t play 
kid’s stuff. When she sits in with Clark Terry, Les McCann, 
Rahsaan Roland Kirk and the like, she plays Slingerland.
A good drum really responds to a good drummer. And 
with Slingerland, this young prodigy can hear the good 
results of the most subtle improvisations—so can the 
audience. The tuning is so sensitive, she can zero in on 
the exact tones she wants. Terri has a great feel for what 
she’s playing too, because the stick response is excellent 
all across the head.
But, the best thing about Slingerland is that you never 
outgrow your drums. Slingerland lets Terri Carrington 
keep outdoing herself again and again, so she gets 
better and better with age. And when you’re 11, that 
future looks great.

on their terms.
Smith: You seem to be excited about educa

tion. Have you seen it work?
Foster: I’m on the faculty at Livingston Col

lege in New Jersey. [Bassist La ry Ridley is 
the chairman of the music department. The 
staff includes Kenny Barron, "ed Dunbar, 
Freddie Waits and a coterie of V\ estern Euro
pean music instructors as well as experts in 
gamelan, the music of the royal court of Thai
land.] That’s where it’s at as far < s teaching is 
concerned. When you combine that with Jazz
mobile you have a good mix o’ theory and 
practice. By the way, that’s black and white 
youths I’m talking about. The beautiful part is 
that the instructors are telling about their 
music from their hearts, not from textbooks. 
That’s the same place that the music came 
from originally.

Exposure is the word. All creative mu
sicians should insist on having their music 
heard and performed. And they should insist 
on owning it themselves, getting t to the peo
ple through the media. And they ¡hould be in
volved in teaching. 1 don’t sec how musicians 
can avoid getting involved in some sort of 
education. Besides, I don’t see how musicians 
in this idiom can make a living p aying exclu
sively.

Smith: That’s a lot the musicians’ fault, too. 
1 don't feel the music should be laid out there 
without some sort of explanatior.

Foster: That’s a good point. So many say, “I 
don’t have to tell ’em nothin’. Let the music 
do the talkin’.” There was a time 1 went along 
with that. Yeah, the music is the message. But 
that doesn’t hold true anymore. They are not 
going to get the message unless you run down 
what the music is about. The public may be 
the dumbest in your mind because they don't 
seem to dig what you are sayinj. But I have 
concluded that you must run simething by 
them about what it is you are trying to say. 
You have to tell them just what it is that the 
music is telling them about themselves and the 
world around them. They need more than 
newspapers and the one-eyed monster. They 
need to be educated in some of the language 
and the principals that make jazz what it is so 
they won’t always be going fo- some gim
micky bullshit. There's nothing that makes 
creative musicians more angry thin the public 
passing up some beautiful artful y performed 
music for some electronic nonseise.

Smith: Hasn’t that been the albatross 
around our collective musical necks through
out history?

Foster: Yeah. I suppose all the way back to 
J. S. Bach and those cats. Public ignorance of 
the art.

Smith: Shouldn't we realize th it jazz is go
ing to remain a minority (of the listening pub
lic) music? Perhaps an ever-increasing mi
nority, but one that will never approach major 
proportions.

Foster: I can easily understand that. 1 now 
speak and play for only those pe iple who ap
preciate it. Those who can detect that there is 
something happening.

When I was five years old I dug Tchaikov
sky’s Nutcracker Suite, and I was :.ble to detect 
something different. My friencs were still 
talking about Mary Had A Little Lamb. 
There’s a whole bunch of people out there like 
1 was. It doesn’t have to be everybody. 1 think 
1 can have a jazz audience working for those 
small percentages. db
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TYNER continued from page 12

It’s a very mystifying aspect of writing. Right 
now I'm thinking of a particular chord on the 
title tune, Fly With The Wind; it comes in just 
before the main theme during the introduc
tion.

Lyons: You once mentioned that Stravinsky 
impressed you very strongly. Do you think his 
work has influenced your sense of orchestra
tion?

Tyner: Stravinsky and Debussy are two of 
my favorite composers. Stravinsky was defi
nitely inspirational. 1 should also include 
Duke in there because he was so heavy into 
the harmonic concept of the orchestra. Pro
ducing a sound with an orchestra is a unique 
talent. Just like I listen to Art Tatum to get in
spiration at the piano, it’s nice to be able to be 
inspired by composers. It’s not that I want to 
copy them, but it’s a simulating thing. 1 think 
it’s good to listen, but 1 don’t think it should 
be too deliberate. Then you’ll be inclined to 
copy. The inspiration is good but it should be 
left at that level so that your own creative 
emotions can flow. You don’t want another 
creative individual to overshadow you. That's 
not the purpose of listening. To me, its pur
pose is to be inspired, not stifled.

Lyons: Fly With The Wind had a captivating 
theme to me. It gave me the same feeling as 
Gershwin's American In Paris in terms of the 
lightness of the strings. Is this a valid impres
sion from your point of view?

Tyner: Well. I know what you mean, be
cause 1 was in a happy mood at the time. At 
times in my career, 1 have felt heavy and gone 
into heavy things harmonically. But there are 
times when I feel light, and I think I should 
express that side of me musically, as well as 
the very serious side.

Lyons: What can you tell me about the al
bum for voices that you’re about to record?

Tyner: I’m using four trumpets, five saxes, 
trombones and an acoustic guitar (played by 
Earl Klugh), and then the voices. Bill Fischer, 
who did Fly With The Wind too, will conduct 
and work with the voices. He's a very flexible 
musician, which is important to me because 1 
want to work with different contexts. Actual
ly, that’s why I’m writing. I don’t write music 
because I want to be popular. I write because 1 
want to experiment with different settings.

Lyons: Do you think there is also a pre
sumption that voices—like strings—are a 
sweetener?

Tyner: Yes, I suppose so, but I don’t think 
my material will reflect that.

Lyons: How can you expand the seriousness 
with which voices arc used as an additional 
color?

Tyner: Well, the way I'm using them they 
will be like instruments. 1 don’t anticipate any 
words being used.

Lyons: Why voices?
Tyner: It seemed like the next step for me. 

Orrin (Keepnews, his producer on Milestone) 
and I work very’ well together. He often sug
gests things for me which we then discuss. For 
example, the last trio album which used dif
ferent rhythm sections (Supertrios) was his 
idea. It was a way of making that album differ
ent from Trident. After we expanded the num- ® 
ber of players involved, we thought about the o> 
next thing we could do with a larger size 
group. He suggested voices, and I had been ° 
considering it myself, so that’s how it came § 
up. |

Lyons: Did you listen to any vocal music for 8

“Even a 
good 
sounding 

string is no good if 
it doesn’t last awhile.
Gibson strings last!’

James Vincent

From his early H. P. Lovecraft days to becoming 
a recording artist for Caribou Records (produced by 
Jim Guercio), James Vincent knows rock. He’s well 
versed in playing authentic Latin. And he knows jazz 
and soul so well, he cut his own recordings with 
Earth, Wind and Fire members. James has owned 
over 40 guitars, but he only demands one make of 
strings —Gibson.

James says, “I like a string that stays in tune 
after you put it on, stretch it out and tunei it up’’ 
That’s the way Gibson likes to make strings. Our 
select metals not only sound good, but resist fret wear, 
corrosion and stretching out of shape. And since 
Gibson strings stand up to stretching, they last longer. 
And that means you don’t tune so often.

James Vincent has tried a lot of different strings 
in his twenty professional playing years. But, as long 
as Gibson keeps making strings that sound great and 
keep sounding great, pro’s like James Vincent will 
continue saying things like, “I’ve tried other brands. 
But I keep coming back to Gibson’.’

TlV/xpl i, A 7373 N. Cicero Avenue. Lincolnwood. Illinois 60646
V ” w M1V 51 Nantucket Boulevard, Scarborough. Ontario. Canada
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TYNER continued from page 47

inspiration or to stimulate your ideas?
Tyner: I did pick up a couple of religious 

pieces written quite a long time ago. One was 
a record of church chants sung in Greek by a 
choir of priests. It was just to get the sound of 
the voices in my ear, although what I’m writ
ing has nothing to do with that music. Yet, I 
am going to do some a cappella things, some 
with piano accompaniment, some voices with 
the larger group. Actually, it will be a mixture 
of formats.

We’ll probably use about 12 singers, but 
there will be some overdubbing of voices too 
for a bigger sound. We’re overdubbing for 
technical reasons; it’s not economic. The 
voice is so delicate that in a studio you have to 
be careful. A chorus has to be working to
gether a very long time before they can suc
ceed in a studio. As an alternative to bringing 
30 singers into the studio—they wouldn’t be 
able to hear each other in a situation like 
that—we (he and Fischer) felt that we'd get 
better tone quality and definition by overdub
bing.

Lyons: How do you feel about performing 
your orchestral compositions live, as you did 
with Fly With The Wind?

Tyner: I played it once with a professional 
orchestra which was right in the middle of an 
internal dispute, and 1 think they had had 
some bad experiences collaborating with jazz 
groups, too. We really walked into the middle 
of something there, and 1 wasn’t very happy 
with the result. But the Oakland Youth Sym
phony performance and the performance at 
Newport this summer were both very exciting. 
I'd want to do a live performance with voices, 
too, but right now I have to concentrate on re
cording the music.

Lyons: Can you foresee functioning strictly 
as a composer, writing an album of music on 
which you wouldn’t perform?

Tyner: Well, I'd rather be involved with 
what’s going on. I don't think I could orches
trate for a living because 1 enjoy performing 
too much. It’s an important part of my 
makeup as an individual. Performing is a won
derful release of emotions. Performing is like 
emptying the cup in order to fill it again. 
That’s the joy of it.

Lyons: Considering Chick, Herbie, Keith 
Jarrett and a few others, it seems that compo
sition is becoming a more important part of a 
player’s repertoire. Do you see that as a trend, 
too?

Tyner: Yes, composition is taking a larger 
role, which is a good sign for the music. It 
means that we’re hearing other forms. When 
changes take place in the music, it often hap
pens compositionally. Guys start to write dif
ferently, and pretty soon you’ll hear a concept 
change. Of course, it depends on the artist. 
John created a change through his playing. 
His writing complemented his style. In a way I 
think that’s true in my own case. 1 write my 
own music best, as a complement to my style 
as a player.

Some players seem to have a very good 
understanding of form. Even though Chick 
and Herbie are involved in the electronic 
thing very heavily, I have to admit that they 
are very fine writers. In Herbie’s case, I’m 
thinking of his more interesting compositions, 
not the commercial ventures. 1 guess I'm still 
growing as a writer. I’ve yet to put down all 
the things I hear. 1 need to spend more time at 
the piano writing.

Lyons: Do you have a writing schedule?

JAZZ IMPROVISATION (A Comprehensive 
Method of Study for All Players) by David Baker. 
Tenth printing 1976, 184 pps., 81 j"x1 1" spiral 
bound. MW 1 ... $15.00
“In the growing body of razz literature, the present vol
ume stands out as one ol the most useful 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., S’/f'xll", spiral bound.

MW 2 . . . $15.00
This book is an intensive study Da -e gets into pi

ano trios, /azz quartets, he explores lour and five-voice 
writing, chord substitutions. r&b voicing and bass pat
terns, and a whole lot ol other mind stretchers it's a 
great trip through the working foundati >ns ol modern 
music " a --Quincy Iones

TECHNIQUES OF IMPROVISATION
(in four volumes) by David Baker

Vol I, A METHOD FOR DEVEI OPING IM
PROVISATIONAL TECHNIQUE (fased on the 
Lydian Chromatic Concept by Gearge Russell), 
eighth printing 1976, 96 pps., 8'/;"x11", spiral 
bound. MW 3 ... $9.00
Vol. II, THE 11 V7 PROGRESSIONS, seventh 
printing 1976, 76 pps., 81/2"x11", spiral bound

MW 4 . . . $9.00 
Vol. Ill, TURNBACKS, second printing, 1974, 86 
pps, 8’/2"x11", spiral bound MW 5 . . . $9.00 
Vol. IV, CYCLES, third printing, 1S76, 250 pps., 
8'/2"x11", spiral bound MW t . . . $15.00 
"These books have helped me so much io 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 for them to know "

- James Moody

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

MW 3-6 .. . $35.70

GUITAR PATTERNS FOR IMPROVISATION by 
William Fowler (Professor of Music, Univ of 
Colorado, jazz Consultant, Westmir ster College; 
Education Editor, down beat). Third printing, 
1975. 28 pps, 8’/2"x11". Develops a thorough 
knowledge of the guitar fingerbot rd. together 
with proficiency tn the use of m sdern chord 
progressions and almost unlimited melodic ma
terials MW 1 . . . $4.00

JAZZ STYLES & ANALYSIS: TRCMBONE by 
David Baker. Third printing 1976, 114 pps., 
11 "xBVa", spiral bound, 247 transciibed and an
notated solos from 191 trombonist*.

MW 8 . . . $15.00 
"Dave has to be one of the world's leasing authorities 

on the /azz trombone This book is a m ast for all razz 
trombonists" • —Phil Wilson
ADVANCED IMPROVISATION (v ith 90 min 
cassette) by David Baker. First edition 1974, 
8’/2"x11", spiral bound, over 400 music plates, 
256 pps High fidelity 90 min cas*ette features 
20 of Baker's compositions coordinated with 
text and music—performed by P< ter Bankoff, 
piano; )ohn 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 lor 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 ‘ 0 . . . $12.50
"Short of actually playing with /azz musicians, studying 
and playing their accurately transcribed tolos are inval
uable learning experiences."

—Canncnball Adderley
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Tyner: No, it's whenever I can fit it in. The 
same is true of practicing. I haven't had a 
practice routine since I was a teenager.

Lyons: When you speak about “form’’ in 
music, are you distinguishing it from the con
tent of the piece?

Tyner: The advantage of writing your own 
music is that you can create a form that you 
enjoy playing on. You know, I sometimes feel 
that 1 have to learn my own music, that is. the 
ideas that are in it. A song is like a good book. 
It takes a while to get familiar with it. Of 
course, you can always play it, but after you've 
played it for a while, it becomes more reveal
ing. It becomes like a good friend. You can 
get more deeply into the material. Then the 
form begins to flex a little bit more. Look at 
the wall over there. At first it looks like one 
solid mass, but you can get down to looking at 
the particles on a microscopic level, the 
atomic structure, and so on. A piece of music 
can look like one entity too. but then you 
learn it better and you can break it down into 
an abundance of things that are happening.

Remember My Favorite Things, which 1 
played with John? 1 didn't like the song at 
first. But after we played it for a while, the 
song began to flex and become part of the 
group. It's a very good thing at times to take a 
standard and shape it to your own needs as a 
player. Of course, the whole process is easier 
with your own music, your own compositions, 
because you are writing them to complement 
your style. And I don't mean the writing of 
them is easy, but only that it’s more integrated 
with your playing.

Lyons: Is there anything else you'd like to 
add on the subject of your writing?

Tyner: Well. I haven't exhausted all the 
things 1 hear. Frankly I hope I never do. db

continued from page 18 

a tune that the housewives will be whistling in 
elevators." The Missing Link is another tenor 
highlight, written in a series of two bars of 9/8 
(3-3-3) followed by one bar of 8/8 (3-2-3).

“When you hear my playing," said Pizzi, 
“you're also hearing a lot of the history of the 
saxophone, and I don’t mean that egotistical
ly. I’ve just been influenced by a lot of differ
ent kinds of players—Coltrane, Hodges, 
Charlie Mariano, Stan Getz. Charlie Park
er. .. .

“Also, my playing has been influenced a lot 
by guitar players. They're into slides, bending 
notes, and sometimes extreme vibrato. There’s 
a kind of synthesis in me of Johnny Hodges 
and Jimi Hendrix. That’s what Conception is 
about—blending the older elements with the 
newer, my conception of who and what I am 
today, including all of my influences."

One of the most captivating elements of 
Pizzi’s style, especially in soprano saxophone, 
is his blending of fluid, intelligent lyricism 
with raw, searing, and at times howling pas
sion. He bends and slides the full-bodied 
notes, sometimes “singing" his Hodges-de
rived glissandos for several uninterrupted 
measures at a time. He often holds a note 
steadily, then introduces vibrato, intensifies it, 
finally transforming it into a darting, jabbing 
assault.

“1 don't like to just play a note and have it 
come out." he said. “Whenever there is time. I 
like to manufacture it, molding and shaping 
each note individually. I like to play the so
prano almost like a violin, more obliquely, 
like bowing it.

“My vibrato attack is partly my answer to 

the electronic revolution. A lot of times 1 can 
make the soprano sound like a synthesizer— 
except I have human warmth as well. You've 
heard that done lots of times on guitar, except 
a guitar player might use his foot. Or a key
board player might turn a knob real fast. 1 just 
use my lips. In other words. I've brought my 
own sound into today's age, without using the 
help of electronic devices."

While the bassoon is a common double-

Sonbna Knows I
If he doesn't, who does? c
Carlos Santana has brought the Latin sound to more people than 
anyone else in history.
So, when this Giant-of-Music steps out it must be with top equip
ment — especially his Latin percussion instruments.
The traveling this band does is considerable and the instruments 
he uses°must not only sound the best, they must hold up.
Do as this leader does, and . . .

Trust the leader
LATIN PERCUSSION:
P.O BOX BB • DEPT. OB • PALISADES PARK. N.J.-07650
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A J lished music! Thousands of easy to rub-on 
notes and accessories. Prepare manuscripts, 
lead sheets, flash cards, music games, instruc- 
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reed instrument in classical music, especially 
in opera, it is a rarity in jazz. Ray’s teacher, 
friend, and one major source of inspiration 
was the late Simon Kovar.

“1 met him in 1971, and after six months of 
intense studying with him, I was already play
ing in the small symphony orchestras around 
Pasadena. Burbank and Hollywood.

"He gave me three lessons a week, charging 
me for only one. He emphasized the musical co
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PIZZI continued from page 49

rather than the technical end. Instead of say
ing, ‘Hold this for two beats,' he would point 
to the score and say, 'Here’s where the chick 
comes in and kills herself. Her lover enters 
here. He’s remorseful and sad—and now this is 
where the bassoon comes in. Get the feeling of 
that. The technique will follow.’

“So far,” said Pizzi, “the bassoon has taken 
me to some incredible places. When Ravi 
Shankar came to town, for example, I got the 
gig for Ravi Shankar And Friends because he 
needed somebody who could improvise on the 
bassoon.”

Ray has also played with Louie Bellson, 
Woody Herman, Thad Jones-Mel Lewis, 
Shelly Manne and Frank Zappa.

In the world of “show biz,” disappoint
ments have been known to destroy aspiring 
artists. For Pizzi, “there’s got to be a lot more 
there than just music if a musician hopes to 
survive playing an instrument and be really 
good at it, too. That was one of the things I 
learned from Coltrane’s music.

“I didn’t sit down and copy licks from him. 

It was his spirit that helped me. He had a seri
ousness about his music. Sure, I want to make 
good money, but my fundamental motivation 
is my love of playing the music itself. That at
titude has to come out every time you pick 
your horn up. It’s a seriousness about the mu
sic and a conviction to ... to yourself.

“You have to be true to working at it, too. 
For every time I was a failure, I got better as a 
player. I can honestly say that. 1 turned those 
non-connecting periods into something good. 
I’d say, ‘Man, I’m going to get so good they’ll 
be embarrassed not to call me.’

“For instance, my first solo record, Appas
sionato—passion—was the outcome of a pro
foundly depressing incident in my life. I won’t 
use names, but I was called a month in ad
vance for a very important record date. I 
worked, I prepared, I planned for it. 1 had 
high hopes. I was really up. A week before the 
date, the producer called me and said, ‘We 
can’t use you.’ I asked why, and he said, ‘Be
cause you don’t have a big enough name.’ That 
led me to do something extreme—Appassion
ato is what that was. To this day, I thank that 
producer.

“A lot of musicians can’t or won’t take care 
of business, but business is a legitimate and 
realistic part of being a professional musician. 
Frank Garlock, a terrific guy wlo, among oth
er things, sells advertising for down beat, taught 
me about serving instead of selling, about add
ing on that little something extra for the cli
ent. That’s what generating good vibes means. 
It’s a matter of making business a warm and 
personal thing, very important for personal 
growth and success.

“As far as I’m concerned, there are no 
‘wrong notes’ in improvising. I like to inject 
blatantly dissonant notes outside of the key 
and then mold them into the cverall design. 
That’s the beauty of them, how you resolve 
them.

“And that’s what all the greit players do. 
You’re not just throwing those notes up 
against the wall and letting them stick. You’re 
taking them somewhere. Life is exactly like 
that: no matter if you’re a boile-maker, a mu
sician, a studio musician, or wh never, and no 
matter where you’re going, you’re got to learn 
how to negotiate your way through the disso
nance and the murk to get there.” db
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instructions

7. Make only one selection in each category.

Vote for your favorite musicians in down beat’s an
nual Readers Poll. The Poll for 42 years.

Your favorites want your support. Vote! You need 
not vote in every category. Cut out the ball ot, fill in 
your choices, sign it and mail to down beat/HPB, 222 
W. Adams St., Chicago, IL 60606.

VOTING RULES:
1. Vote once only. Ballots must be postmarked be

fore midnight Oct. 10.

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

3. Jazzman and Rock/Blues Musician of the year: 
Vote for the artist who, in your opinion, has contrib
uted most to jazz/rock/blues in 1977.

4. Hall of Fame: Vote for the artist—living or 
dead—who in your opinion has made the greatest 
contribution to contemporary music. The following 
previous winners are not eligible: Cannonball Adder- 
ley, Louis Armstrong, Count Basie, Sidney Beohet, Bix 
Beiderbecke, Clifford Brown, Charlie Chris ian, Or
nette Coleman, John Coltrane, Miles Davis, Eric Dol
phy, Roy Eldridge, Duke Ellington, Dizzy Gillespie, 
Benny Goodman, Coleman Hawkins, Fletcher Hender
son, Jimi Hendrix, Woody Herman, Earl Hines, Johnny 
Hodges, Billie Holiday, Stan Kenton, Gene Krupa, 
Glenn Miller, Charles Mingus, Thelonious Mcnk, Wes 
Montgomery, Jelly Roll Morton, King Oliver Charlie 
Parker, Bud Powell, Django Reinhardt, Buddy Rich, 
Sonny Rollins, Pee Wee Russell, Bessie Smith, Billy 
Strayhorn, Art Tatum, Cecil Taylor, Jack Teagarden, 
Fats Waller, Ben Webster, and Lester Young

5. Miscellaneous Instruments: Instruments not hav
ing their own category, with these exceptions, valve 
trombone, included in trombone category; ccrnet and 
fluegelhorn, included in the trumpet category.

6. Jazz and Rock/Blues Albums of the Year: Se
lect only LPs issued during the last 12 months. Do not 
vote for singles. Include full album title and artist's 
name. If your choice is part of a series indicate volume 
number.
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THE WORLD’S FINEST DRUM STICK

STOMPING THE BLUES by Albert Murray 
(McGraw-Hill, N.Y.) 264 pp. S9.95.

IMPROVISING by Whitney Balliett (Ox
ford University Press, N.Y.) 263 pp. SI0.95.

THE FABULOUS PHONOGRAPH: 
1877-1977 by Roland Gelatt (MacMillan 
Publishers, N.Y.) 349 pp. S10.95.

’he blues has always been a source of con

fusion to many with more than a passing inter
est in jazz. And nobody seems more confused 
about it all than Albert Murray, who leads us 
through 98 pages of chatty text (out of 264 
pages) in which an essentially sound thesis be
comes increasingly tangled in contradictions 
and misappropriation of terms. Happily, there 
are lots of pictures.

The first six chapters constitute a fairly 
solid commentary on the origins of the blues. 
The blues, he begins, is a state of mental de
pression. But Murray is concerned only with 
the antidote, not the disease. Drugs, voodoo, 
liquor are all escapes. But the best escape is 
danceable, good-time music “known as the 
blues.” Dancing is a form of exorcism, a ritual 
of purification. Murray’s chapter on the 
church is especially interesting. Sectarian life 
encourages denial, is essentially otherworldly 
and sees blues as invoking the spirit of the 
devil. On the other side, the "Saturday night 
function,” which Murray sees as the institu
tional equivalent of the church, addresses 
much more immediate problems and finds so
lutions very much in this world. Yet, although 
at opposites intellectually, both share com
mon rituals of emotional release. The call- 
and-response patterns of jazz orchestration 
surely had their beginnings in the old country 
churches, he correctly suggests.

The blues is a galvanizing force, he asserts, 
a determination not to yield to defeat. It’s 
therefore basically a form of entertainment— 
a happy music—because it induces dancing. 
To Murray, this aspect of the blues, which 
may or may not be so, totally outweighs the 
significance of blues lyrics, which he dismiss
es as of slight importance. He then proceeds 
to the rather academic exercise of jousting 
with various dictionary' definitions of blues, 
attacking particularly their consensus that the 
blues is sad. He puts the late French tradition
alist critic Hugues Panassie in his place when 
he jumps on his statement that blues bears 
"the stigma of the yoke of slavery.” Murray 
takes this as his cue to point out that blues had 
little or no political or social content in the 
manner of folk songs, as if this was a case 
Panassie was trying to make. (He wasn’t.)

In any case, Murray points out, the blues is 
really show business and became profession
alized as such before the first recordings were 
made. This is true, although folklorists would 
surely disagree with the line Murray draws be
tween folk and blues, a line Murray himself 
violates when he lists Leadbelly, a highly social 
and political folk singer, along with Bessie $ 
Smith, Robert Johnson and other blues sing- g, 
ers. It would perhaps have been more produc- S. 
tive if he had discussed the difference in the | 
idioms represented by a vaudevillian like Bes- § 
sie and a country singer like Johnson. There | 
are blues writers who decline to accept Bessie, 8
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BOOKS continued from page 51

Rainey and others as real blues singers.
Mun«} scores solid points in making his 

case against the value of blues lyrics. The lim
ited subject matter, the rigidity of the struc
ture the repetition, the mumbled renderings, 
all suggest that it is manner, not matter, that 
counts. It's technique and craft, not raw in- 
siinct. This takes him into the instrumental 
values of the music, which is where his real 
enthusiasms lie. But he never seems to realize 
(in Chapter 7) that he is leaving blues behind 
him and proceeding into the larger world of 
jazz, of which the blues is only a small part. 
He talks about jazz musicians as "blues musi
cians" continually, as if they were one and the 
same. And most shockingly, he offers as ex
amples of blues playing such pieces as Panas- 
sie Stomp, 9:20 Special and Super Chief, which 
are of course not blues at all but 32-bar songs. 
This confusion is the inevitable consequence 
of his thesis that blues is dance music. But it 
seems preposterous to conduct a discussion of 
the blues in the context of big band swing and 
small group jazz. Let him call it what it is— 
jazz—and not continue this silliness about 
Charlie Parker, Lester Young, Basie and oth
ers being blues musicians.

His chapter on Kansas City restates the ob
vious: that big bands are for dancing. But 
there is some weight to his comments on folk 
art and fine art. Folk music, he says, is a habit
ual form, relying totally on custom and 
basically uncreative and conformist. Some 
listeners are fooled into thinking that limited 
technique is evidence of authenticity, that 
training and professionalism mean falseness 
and artificiality. Murray dismisses this cor
rectly as sentimental poppycock.

There is much to be said for Murray’s idea 
that blues (actually jazz) is a sophisticated, 
highly professionalized discipline. But his 
failure to separate the various elements and 
put them in proper perspective to one another 
constantly leaves the knowledgeable reader 
confused over his misuse of generally ac
cepted distinctions, none of which would have 
gotten in the way of his basic ideas, which are 
often compelling. And his prose, which has 
been praised by some, 1 found in severe need 
ot an editor. His habit of starting sentences 
with "which” clauses is only his most obvious 
shortcoming as a writer.

Perhaps he should spend a summer seminar 
with the M’w Yorker's Whitney Balliett, the 
poet who for 25 years or so has made jazz the 
beneficiary of his enormous talents for shap
ing sounds and feelings into words and im
ages His latest book, improvising, is not. how

ever, the usual collection of concert coverage, 
essays, reviews and profiles. This time he has 
limited his selections to articles on individ
uals: Red Allen, King Oliver, Earl Hines, Pee 
Wee Russell, Jess Stacy, Red Norvo and sever
al others. No reviews, no record rundowns.

To put together this book, he has drawn on 
pieces that not only have appeared in the New 
Yorker (nothing wrong with that) but have 
previously appeared in book form (Such Sweet 
Thunder of 1967 is the most severely pil
laged).

His method with a subject is to let him or 
her do most of the talking. Balliett merely 
leads the reader through a monologue in 
which the trivial is mixed with the significant 
in an unpredictable plaid. Occasionally the 
trivia affords poignant glimpses into a sub
ject’s life style (Red Allen). Other times, one 
is inclined to conclude that oral history is the 
last refuse of the lazy journalist (Earl Hines 
and more). One wishes that Balliett’s prose 
was printed in italics so as to be easily spotted 
among the long quotes. His observations are 
involving and often hypnotic. Moreover, he is 
such a good writer that he dares to begin long 
pieces with direct, ungimmicked leads like: 
"The clarinetist Pee Wee Russell was born in 
St. Louis, Missouri, in March of 1906, and 
died just short of his sixty-third birthday in 
Arlington, Virginia.” Balliett knows he 
doesn’t have to be flashy up front because the 
real brilliance of his words comes later on. 
And he knows his readers know it too.

Whitney is at his best, though, when he con
fronts the abstractions of the music rather 
than the realities of the people who make it. 
They imprison him with their words. That’s 
the most serious flaw in this collection. Too 
little about the music, the sounds, the feelings, 
the records.

Jazz would be nowhere today if it were not 
for the record. And although Roland Gelatt’s 
classic history of the phonograph dwells 
mainly on opera and classical artists to the ex
tent that it seriously discusses music at all, it is 
still a basic textbook for any jazz record col
lector. MacMillan has kindly reissued it in 
both hardcover and paperback along with 
three new chapters which extend the work 
from 1955 to the present.

Gelatt still places heavy emphasis on the 
beginnings of the record and the record indus
try. We are two-thirds of the way through the 
book before we even come to the electrical re
cording revolution in 1925. We are led 
through all the patent battles and innovative 
personalities that established the foundations 
of modern recordings. These are the elements 
that receive the most serious attention. Dis- 

cographical matters are treated overview 
style, which is as it should be. We learn about 
the first recordings of major established art
ists, who were at first reluctant to lend their 
prestige to the uncertain new medium. And we 
learn how Victor Red Seal Records built the 
first treasury of major perfor nances, begin
ning with Caruso around 1905.

No attention whatsoever is given to the rise 
of the race record as a separate market within 
the record industry and there is virtually no 
mention of jazz, aside from the obligatory doff 
to the Original Dixieland Jazs Band. An ex
cellent supplement to Fabulous Phonograph in 
this respect is Recording The Elites by Robert 
Dixon and John Goodrich (Stein and Day, 
N.Y.). The two should be purelased together.

Although Gelatt can afford to ignore jazz as 
a key force in the record industry, he cannot 
afford to ignore rock and roll which was on 
the verge of a seminal breakthiough when the 
book last went to press in 1955. Along with 
the vast expansion in populer music came 
pricing cuts and bolder marketing strategies. 
It all seemed to happen simultaneously. Au
gust 1955 not only saw Rock Around The 
Clock at the top of the charts but the launch
ing of the Columbia Record Club. The final 
chapter lacks the historian’s perspective that 
dominates the rest of the book, but provides a 
convenient recapitulation of se /eral recent in
novations.

The Fabulous Phonograph thus rem'ains the 
basic literature for any stude it of recorded 
music, jazz or otherwise. —John medonough

CHORUS cor tinued from page 6

Pomeroy—in my opinion, the lest teacher of 
arranging and composition iround today. 
During his 20-plus years at Berklee College of 
Music, he’s been the one who “commis
sioned” and premiered the firs recorded mu
sic of Akiyoshi, Pizzi, Mike Gibbs, Gary 
McFarland, Quincy Jones, Eenny Golson, 
Charlie Mariano, Alan Broadtent and many, 
many others.

Karl Berger’s Creative Music Foundation in 
Woodstock, N.Y. has become a p rowing force in 
contemporary music composition. Last sum
mer, CMF organized A Composers’ Collo
quium wherefrom provocative responses were 
elicited from Berger, Carla Bley, John Cage, 
Mike Gibbs, Garrett List, Ken McIntyre, Fred
eric Rzewski, and Christian Wolf.

Grace note. Do something nice for the 
musicians who pleasured you during the past 
year. Vote in db’s 42nd annual Readers Poll 
(final ballot on page 50). Do ii now. db

York University (Loeb Student Center): 
Highlights In Jazz Presents "We Hemember Clif
ford Brown” w/Bill Hardman. Ted Curson. Jimmy 
OwutiS Junior Cook. Harold Maoem. Chris White. 
Warren Smiih. av.o special guest Max Roach, 
others (10/6)

Sweet basil: Lenny Breau (thru 10/8); Bob 
Mu -ot -Miku Nock Quintet (10/11-15).

Bollum Lii.e- Mose Allison ¡10/6-9); Steve 
Goldman (iOZIO-i 1). Dwight Txdly (10/12-13);
¿4 . UoWi I 06:31

Ray Barretto (10/16-17); Don Williams (10/18).
Skyway Hotel (Ozone Park, Queens): Joe Cole- 

men’s Jazz Supreme w/Lynn Milano, Marty Napo
leon and guest (Mon.).

Manny’s (Moonachie, N.J.): Morris Nanton Trio 
(Wed.).

Avery Fisher Hall: Arlo Guthrie (10/1 4); Marilyn 
McCoo & Billy Davis (10/16).

Storyville: Max Roach Quartet (thru 10/20).
Village Vanguard: Milt Jackson (thru 10/16); Art 

Pepper (opens 10/18); Thad Jones-Mel Lewis Or
chestra (Mon.).

Palladium: Jean Luc Ponty (10/8); Grover Wash
ington. Jr. (10/15).

Hennie's (Freeport, L.I.): Joe Coleman's Jazz 
Supreme (Fri. & Sat ).

The Barber Shop (Pt. Pleasant Beach, N.J.): 
Jazz every night.

Madison Square Garden: Rod Stewart/Air Sup
ply (10/20).

The Office (Nyack, N.Y.): Arnie Lawrence & Jack 
DiPietro and the Officer's Band (Weds.); Big 
names weekends.

P.S. 77: Bucky Pizzarelli (Mon.).
Village Corner: Jim Roberts Jazz Septet (Sun 

2-5); Jim Roberts or Lance Haywar Mother times.
Larson's: Ellis Larkins w/Billy Pc pp.
Stryker’s: Lee Konitz Octet (Tues.).
Studio Wis: Composer's Workshop Ensemble 

w/Warren Smith (Mon.).
Eddie Condon's: Scoff Hamiltor Quartet (Sun.); 

Red Balaban and assorted goodies other times.
Three Sisters (West Paterson, N J.): Fine groups 

all week with guests weekends.
Gulliver's (West Paterson, N.J.): Anita Gravine 

w/Mike Abene & Mike Moore (1C/5); Zoot Sims 
(10/7 & 8); Tony Purrone (10/10) Warren Chais
son w/Chuck Wayne (10/12); Ron Carter 
(10/14-15); Pat Metheny (10/17); Harold Vick 
(10/1 9); Piano Nights: Jack Reilly (10/6): JoAnne



Brackeen (10/11,13,18, 20).
Angry Squire: Music weekends.
Bar None: Dardanelle.
Beefsteak Charlie's Emporium (12th St. & 5th 

Ave.): Jazz (Wed.-Sat.).
Cookery: Helen Humes (Thru 10/8); Alberta 

Hunter (opens 10/10).
Gaslight Club: Sam Ulano and his Speakeasy 

Four.
Gregory's: Fine music all week.
Jazzmania Society: Mike “Mazda” Morgenstern 

& the Jazzmania All Stars.
Jimmy Ryan's: Max Kaminsky or Roy Eldridge all 

week.
The Lorelei: Tone Kwas (Mon.).
Sonny's Place (Seaford, L.I.): Good jazz all 

week long.
Smucker's (Brooklyn): All tastes in music. Call 

club for details.
The Third Phase: Call for jazz.
Tin Palace: Music all week.
Village Gate: Bob January's Swing Era Big Band 

(Sun. 3-7).
Studio Rivbea: Call Sam Rivers for the lineup.

PORTABLE ELECTRONIC PIANO 49-note built-in battery 
amplifier and speaker Write to Atronic (HK) Ltd. P.O. Box 
9306. Mongkok Kowloon. Hong Kong.

Rates: one insertion S1.45 per word (S21, minimum); three 
insertions $1.35 per word; seven insertions SI.30 per 
word: 13 insertions S1.25 per word; 22 times S1.15 per 
word. Payment must accompany copy except when placed 
by accredited advertising agency. Word count: count each 
word, symbol or number in body copy and company name; 
street address or post office box as one word; city, state, & 
zip code as two words. First words set in bold caps at no 
extra charge. No illustration or db box number permitted. 
All copy subject to publisher's approval. All advertisers 
must supply publisher with permanent address and tele
phone number. Deadline for copy and payment: eight 
weeks prior to cover date down beat/Classified. 222 W. 
Adams St.. Chicago. IL 60606

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

AGENTS NATIONAL DIRECTORY, 5,000 +. alphabetical
ly by state. At music stores or send S4.95 to PMS Publish
ing. 108 Mass. Ave., Boston, MA 02115.

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). S5.00 out of USA.

A STUDY IN FOURTHS—Walter Bishop, Jr., pianist with 
Charlie Parker. Miles Davis. Art Blakey, and others, out
lines a new melodic approach to improvisation and compo
sition. For all instruments. S4.50. Caldon Publishing Com
pany, P.O. Box 378, Times Square Station. New York. NY 
10036.

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 Stylesl 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

ET CETERA
CHARLIE PARKER T-SHIRTS! Also Ellington. Coltrane, 
Billie Holiday. Mangione. Lester Young, Dolphy. Clifford 
Brown, T. Monk, "Bebop Lives", Miles Davis, Bud Powell. 
Original designs, satisfaction guaranteed. S-M-L-XL, 
S6.00. BIRD LIVES. P.O. Box 4583, Boulder, CO 80302.

JAZZ COLLAGE—Photos of Greats, B/W 25 x 38. Great 
Gift, S4.25 postpaid to POSTER, 416 W. Washington Ave., 
Madison, Wl 53703.

FLIP-TOP SCALE ASSEMBLER. 1128 unique scales at 
your fingertips. For all instruments, only $4.50. ROGER 
LUCAS, 3949 S. Logan Ave., Milwaukee, Wl 53207.

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.

INSTRUMENTAL METHODS
GUITAR PLAYERS study big sound Professional chord po
sitions (not Barre) Delntinis, 107 Summit Ave., Staten Is
land, NY 10306. (212) 987-2119

INSTRUMENTS & ACCESSORIES
UP TO 60% DISCOUNT! Name Brand Instruments. Catalog.
Freeport Music, 114T, Mahan St., W. Babylon. NY 1 1704.

New York Jazz Museum: Afternoon sessions 
(Fri.-Sun.).

St. Peters (Central Synagogue): Jazz Vespers 
(Sun. 5 PM).

Central Presbyterian (Newark. N.J.): Jazz Ves
pers (Sun. 5 PM).

Creative Music Foundation (Woodstock, N.Y.): 
Fall session now proceeding thru Dec. 1 7. Call for 
particulars.

Jazzline: 212-421-3592.

LOS ANGELES
Concerts By The Sea: Roy Ayers (10/11-16); 

McCoy Tyner (10/18-23); Esther Phillips 
(10/25-30); Eddie Harris (11/1-20); Dexter Gor
don (11 /22-27); Cal Tjader (11 /29-1 2/4).

Lighthouse: Yusef Lateef (9/20-10/2); Phil 
Woods (10/25-30).

U.C.L.A. (Royce Hall): McCoy Tyner (10/8); Taj 
Mahal (10/1 4): Don Ellis (10/22); John Lee Hooker 
(11/4); Stan Kenton (11 /15).

Century City Playhouse: John Carter/ Vinnie 
Golin group (10/9).

THE AMAZING SILENCERS REDUCE PRACTICE 
SOUNDS 50%. Trumpet Silencer $6.25; Trombone S7.55 
Delivered Write for prices: Clarinet, Sax models. Prompt 
Delivery—Money Back Guarantee. PRACTICE SILENCER 
CO.. Dept DB, 4525 Boulevard Place, Des Moines, IA 
50311.

_______________LIGHTING_______________
LARGEST MUSICIAN’S HANDBOOK. Dimmers. Spots, 
Color Synthesizers, Foot & minimanual controls. Strobo
scopes, Fog Kaleidoscopes, . Send $3.00 shipping: Roc- 
tronics, 22-DB Wendell. Cambridge, MA 02138.

PROFESSIONAL SERVICES
MUSICIANS REFERRAL SERVICE. "Musicians looking for 
musicians.” Call 24 hours (214) 690-0828; (800) 
527-6180. toll-free

■ subsidiary of Boyd Hunt EnterpriMS

MUSICIANS!—NEED A GIG?
We ore now registering

Groups one! Individuals FREE!
PROFESSIONAL MUSICIANS'

REFERRAL mointoins the Lorgest 
Notionwide listings of Groups 
seeking new members ond Musicions 
looking for groups.

Coll Toll-free (800) 328-8660 
(or 612-825-6848) and

JOIN TODAY!
PMR — o subsidiary of 

BOYD HUNT ENTERPRISES
■ ■■■ J

___________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.

JAPANESE JAZZ IMPORTS. Send for free catalogue self
addressed stamped envelope to Rob Records. 1540 
Broadway, Suite 704, N.Y.C., NY 10036

DELETED JAZZ. Free lists. Jazz House. Box 455, Adelaide 
St. E. P.O., Toronto. Canada M5C 1J6.

HUGE JAZZ record auction: Hundreds of rare LP s Free 
List. Gary Aiderman, P.O. Box 9164, Madison, Wl 53715.

RECORDINGS OF JOHN COLTRANE: A DISCOGRAPHY 
by David Wild. Information on ALL recordings, new data 
from Impulse, etc. $4.50 postpaid. WILD/MUSIC, Dept. D, 
P.O. Box 2138, Ann Arbor, Ml 48106.

RARE OUT OF PRINT JAZZ Ip's for sale by auction. Free 
lists. Leon Leavitt, 824’/. North Las Palmas, Los Angeles. 
CA 90038.

White House (W. L.A.): John Wood. Henry Frank
lin often; call 553-9625.

Cafe Concert (Tarzana): Jazz nightly; regulars 
include Joe Turner, Dorothy Donegan, Seawind, Er
nie Andrews, and Jack Wilson; call 996-6620 for 
information.

Donte’s: Jazz all week; call 769-1566 for de
tails.

The Improvisation: Jazz Mon.
Parisian Room: Top Name jazz artists all week; 

call 936-0678 for information.
Baked Potato: Don Ellis (Mon.); Lee Ritenour 

(Tues.); Don Randi (Wed.-Sat.); Plas Johnson 
(Sun.).

Redondo Lounge: Jazz nightly; regulars include 
Sam Most, Art Pepper and Don Menza; call 
372-1420.

Roxy: Rock, occasional jazz; call 878-2222.
Hong Kong Bar (Century Plaza Hotel): Name 

jazz regularly; call 277-2000.
Emanuel United Church (85th and Holmes): 

Horace Tapscott and Pan Afrikan Peoples Arkestra 
(last Sun. of month).

Cellar Theatre: Les DeMerle Transfusion (Mon.);

RAVI SHANKAR MUSIC CIRCLE. New exclusive Indian 
music stereo cassette tapes. Send for catalog. Mail 
stamped self-addressed envelope to: D B. Music Circle, 
7911 Willoughby Ave., Los Angeles, CA 90046

WHERE TO STUDY
DRUM INSTRUCTION. Positive results within six weeks! 
The musicians you play with will notice the difference! Our 
students are among the most successful drummers in 
America. A revolutionary method taught in Manhattan or 
through tape recorded home study. For information (includ
ing a 20 minute recording), send $1.00 to the Stanley 
Spector School of Drumming, 200 W. 58th St., Dept. 406, 
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.

JAZZ COMPOSITION: A complete correspondence course 
in composing for Jazz ensembles. Robert Doak, Box 1 5636, 
St. Petersburg, FL 33733.

DR, MAURY DEUTSCH: Nine volume arranging educa
tion—$15.00; private—correspondence lessons. 150 W. 
87th St., NYC 10024, (212) SC 4-4722.

SELF-STUDY DRUM COURSES. Conga. Rock. Details 
free. TIP, 9926 Haldeman, Suite 24A, Dept. DB. Philadel
phia. PA 19115.

Home Study Courses 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.

BOOKS
FOR PIANISTS. COMPOSERS. ARRANGERS

Voicings-Tonal Paralipsis Bk. I..........................
Voicings-Tonal Paralipsis Bk. II ........................
Voicings in Fourths................................................
Voicings in Fifths ..................................................
Voicings using Clusters ....................................

FOR ALL INSTRUMENTS

Pentatonic Scale Improvisation ....................

$2.95
$2.95
$2.95
$2.95
$2.95

S15.00
CHARLES BANACOS MUSIC CO.

Dept. F, 33 Tyngsboro Rd., Dracut, MA 01826 U.S.A. 
(Mass, residents add 5% sales tax for books only)

Don Sebesky
Now accepting students for 

classes in arranging.
For information call (212) 582-2960

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

Please let us know six weeks before you move
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Ten by David Baker. . .
□ arranging & composing For The Small En
semble: jazz/r&b/jazz-rock 184 pps , spiral 
bound....................... $15.00
□ jazz Improvisation, A comprehensive 
Method of Study for All Players 184 pps., spi
ral bound ........................... $15.00
D advanced improvisation with 90' 
cassette. 256 pps., spiral bound $25.00

Techniques of Improvisation: 
□ Vol. I, A Method For Developing Improvi
sational Technique (Based On The Lydian 
Chromatic Concept by George Russell) 96 
pp . spiral bound $9.00
□ Vol. II, The V7 Progression 76 pp . $9.00 
□ Vol. Ill, Turnbacks 84 pps , $9.00
□ Vol. IV, Cycles 260 pp . $15.00

•
D Jazz Styles & Analysis: Trombone 144 
pps., spiral bound $15.00
□ Jazz Styles & Analysis: Alto Sax by Harry 
Miedema, edited by David Baker 104 pps., 
spiral bound.......................................... $12.50

Jazz Improvisation Method 
For String Instruments: 

□ Vol. I, Violin & Viola 160 pps . $12.50 
□ Vol. II, Cello & Bass 152 pps . $12.50

Free Catalog — Free Postage

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

Dan Haerle Jazz/Rock Voicing $4 95Ramon Ricker Technique in Fourths for Jazz S6 95Roman Ricker Pentatonic Scales for Jazz $7 95Jamey Aebersold Play-a-long Books & Record*
□ Series 1 to 10 $8 95 each
□ Vol I New Approach □ Vol II Nothin' But Blues
□ Vol III—II/V7/I Progression : Vol IV Movin On
□ Vol V Time to Play Music [) Vol VI All Bird
I Vol VII Miles Davis 8 jazz originals Vol VIII Son

ny Rollins 9 jazz originals i Vol IX Woody Shaw 8 
jazz originals □ Vol X D Baker 8 jazz originalsMlle* Davi* Complete $7.50Charlie Parker Complete $6.95Encyclopedia of Arranging Technique* $8 95Encyclopedia of Jazz Duet* (3 books in 1) $7 50□ Tom Timothy'« Modern Arranging $6.95Yu»ef Lateef Flute Book of the Blues. Vol 1, Vol 2 

$3.95 ea.Walter Bl*hop, Jr. A Study in Fourths $4 50□ Barney Ke**el The Guitar $15.00□ Dr. Deut*ch Jazz Concepts and Patterns $15.00 
□ Deutsch Symmetric Scales-Tonal Patterns $15.00 □ Shelly Manne Let s Play Drums $3.50Dr. Donald S. Reinhart Pivot System $25 00Joe Tarto Art of Improvisation Treble or Bass $7 50 □ Rich Wald Creative Jazz Improvisation $4.95 □ Collcchk> Nu-Art Technical Studies $2.95Dr. Cha*. Colin Lip Flexibilities complete $6.00 □ Dr. Cha*. Colin Complete Trumpet Method $15.00Stuart Encycl. of Modern Improvisation. $12.50□ Stuart Encyclopedia of Modern Jazz $1 2.50Encyclopedia of lmprovl*atk>n—Stuart $12.50□ Eddie Bert (Trombone Method) $5 00□ Frank Metl* (Rhythm Computer) $10 95David Baker (Contemporary Techniques for the

Trombone Vo 1. 2, $15.00 each Complete $25 00□ Trembley Definitive Cycle 12 Tone Row $15.00□ Encyclopedia of Duets—Jazz Phrasing $7.50□ Gordon Delamont (Modern Harmonic Techniques)
Vol. 1 $15.00; Vol. 2 $18.00□ Delamont (Modern Arranging Technique) $1 5.00 □ Delamont (Modern Contrapuntal Technique) $7.00
Jerry Coker (Patterns for Jazz) $14 00 

[: RuimII (Lydian Chromatic Concept) $26.50 □ Encyclopedia of Rhythm* & Jazz Pattern* $1 5.00 □ Ru**ell Garcia (The Professional Arranger) $8.95 
I . Earl Hagen (Scoring for Films) $15.00 □ Angelo Dellaira (Arranger's Workshop) $7.50 □ Angelo Dellaira ¡Chord Workshop) $9.00 □ Angelo Dellaira (Creative Arranger) $15.001 Complete Encyclopedia of Chord* $1 2 50 □ William* (Complete Trumpet Method) $9.00Colln-Schaetfer (Encyclopedia ol Scales) $15 00Slonlmtky (Thesaurus of Scales) $25 00□ Dan Rlclgllano (Popular Jazz Harmony) $9.95□ Dr. Deutsch (Trpt. Pedal to Triple Hi C) $15.00Hank Mancini (Sound & Scores) $15 00

O. Nelson (Patterns for Improvisation) $8.00 □ Nelson'» Advanced Duet (6 bks in one) $7.50 
C Aaron Harris (Advance Trumpet Studies) $6.00 □ Dr. Charles Colin (The Brass Player) $7.50Jerome Callet (Trumpet Yoga) $15.00

NEW SOUNDS IN MODERN MUSIC
31 5 W 53rd St . New York. N Y 10019

various artists Sun.; call 487-0419.
Jimmy Smith's Supper Club: Jimmy Smith plus 

special guests (Fri.-Sun.); open jam session 
(Mon.).

CHICAGO
Jazz Showcase: Joe Williams (10/12-16); Dizzy 

Gillespie (10/19-23); Yusef Lateef (10/26-30).
Mill Run Theatre (Niles): Dave Brubeck (10/10); 

Chet Atkins (11 /14); call 298-2170 for details.
Rick’s Cafe Américain: Benny Carter (10/4-15); 

call 943-9200 for information.
Ivanhoe Theatre: Name jazz and contemporary 

music regularly; call 348-4060 for listings.
Ratso's: Music nightly; Esther Phillips 

(9/28-10/2); call 935-1506.
Elsewhere: Blues nightly; Sunnyland Slim, 

Homesick James, Lee Jackson, Eddie Taylor, John 
Brim often; call 929-8000 for information.

Park West: Concerts; coming attractions in
clude Maynard Ferguson, Tommy Dorsey Orches
tra, Herbie Mann, Buddy Rich, Michael Hender- 
son/Phyllis Hyman, Melba Moore; call 929-5959 
for details.

Amazingrace: Name jazz and folk music; call 
328-2489.

Auditorium Theatre: Frank Zappa (11 /4).
Wise Fools Pub: Roger Pemberton Big Band 

(Mon.); Streetdancer (Tues.); blues regularly; call 
929-1 510 for information.

Collette's: Jazz nightly; call 477-5022.
Backroom: Jazz nightly; Eldee Young Trio often; 

call 944-2132 for information.
Jazz Institute Hotline: 421-6394.

BOSTON
Sandy's Jazz Revival (Beverly): Name jazz acts 

regularly; Clark Terry (9/27-10/2).
Scotch & Sirloin: Maggi Scott Quartet plus 

guests (Wed.-Sun.).
Berklee Performance Center: Concerts regu

larly; call 266-1400 for information.
Pooh's Pub: Music regularly.
Zachary's: Ellen Rubin, harpist (except Mon.); 

Lynn Stewart Trio with Joe Hunt and Mike Mona
ghan (except Sun.).

Wally's: Gary Hammon and friends (weekends).
Michael’s: Good local bands nightly.
John Hancock Hall: Twyla Tharp Dance Founda

tion (9/30-10/2).

TORONTO
A Nice Place: Don Franks and others (Mon.- 

Sat.); call 961-4132.
Albert's Hall (Brunswick Tavern): Traditional 

jazz (Mon.-Sat.); call 924-3884 for further infor
mation.

Blondie's: Sam Noto (to 10/8); Andy Krehm 
(10/10-15); Doug Riley (10/17-22); Kathryn 
Moses (10/24-29).

Bourbon Street: Gap Mangione (10/3-1 5); Frank 
Rosolino (10/1 7-29).

Colonial Tavern: Esther Phillips (to 10/8); Rich
ie Havens (10/11-13); Buddy Miles (10/14-16); 
Dizzy Gillespie (11/7-12); B.B. King (11/21-26); 
others to be announced; call 363-6168.

D. J.'s Tavern: Buddy Tate (to 10/8); Ray Bryant 
(10/10-15); Pee Wee Erwin (10/17-22); Ed Hub
ble (10/24-29); Budd Johnson (10/31-11/5); Er
nestine Anderson (11/7-12); Billy Butterfield 
(11 /21 -26); Peanuts Hucko (11 /28-1 2/2).

El Mocambo: Name rock, blues and jazz attrac
tions (Mon.-Sat.); call 961-2558 for listings.

George's Spaghetti House: Ed Bickert (to 
10/8); Moe Koffman (10/10-15); Hagood Hardy 
(10/17-22); Bruce Cassidy (10/24-29); Rob Mc
Connell (10/31 -11 /5).

KANSAS CITY
Signboard: Leslie Kendall w/Blend (beginning 

10/24); John Lyman Quartet (Mon. and Fri., 
4:30-7:30).

Boardwalk (Seville Square): Bill Hemmons 
Quintet.

Topeka Jazz Workshop: Matrix IX (11 /20, White 
Hall, Topeka, Kan.).

Mark IV: Jazz weekends; sessicns Sun. nights.
Jeremiah Tuttles: Pete Eye Trie (Mon.-Sat.).
Alameda Plaza Roof: Frank Smith Trio w/Milt 

Abel (Mon.-Sat.).
Music Hall: Sarah Vaughan w/Kmsas City Phil

harmonic (11/26).
Jewish Community Center (F iends Of Jazz 

series): Stan Getz (10/1 5); Helen -fumes (11 /13); 
Al Cohn (11/16); call 361-5200 for information.

Uptown: Occasional name jazz; call 753-1001 
for listings.

CLEVELAND
Palace Theatre at Playhouse Square: Sarah 

Vaughan & Dizzy Gillespie (9/13-1 3); Mel Torme & 
Buddy Rich (10/25-30); Fats Domino & Chubby 
Checker (11 /1 -6); Ray Charles (11 /1 5-20).

The Theatrical Grill: Shelly Adams Trio 
(9/26-10/8); Jerry Tiffe (10/10-11/5); Dewey 
Jeffries Trio (11 /7-1 2/3).

Firehouse at Park Centre: New York Stock Ex
change (Fri. at 6:30 PM and Sat. at 8:30 PM 
through November).

The Castilian (Ramada Inn/Rockside): Duke 
Jenkins Trio (nightly, Mon.-Sat.).

Allen Med. Library Hall (C.W.R.U.): Joe Pass 
(10/20 only).

The Boardinghouse: Bill Gidne //Chink Steven
son duo, (Tues., Thurs., Sat.); Tori Cox Quartet 
(Fri.).

Benji's (Sheraton Inn/Beachwood): Dewey Jeff
ries Trio (nightly).

Holiday Inn (Beachwood): Tom Fitt Quartet 
(Mon.-Fri.).

BUFFALO
Statler Hilton Downtown Room: Live jazz Tues.- 

Sun.; Clark Terry (10/4-16); Ahmad Jamal 
(10/18-30); Jonah Jones (11/1-13); live broad
casts on WBFO, 188.7 FM, 10/6, 10/20, 11/3.

Tralfamadore Cafe: Live jazz Wed.-Sun.; 
Jeremy Wall Trio (Wed.); Spyro G/ra (Thurs.); big 
names, local and regional bands (Fri. and Sat.); 
Emil Palame and Gerry Eastman tig bands on al
ternate Sundays; Lee Konitz (tent, early Nov.).

Shea's Buffalo Theatre: Gato Barbieri (tent. 
10/6); Weather Report and FloraPtrim (11/2).

Bona Vista: J. B. Hutto and the Hawks 
(10/1 2-16); Sypro Gyra (Mon.); cal 836-8985.

Fillmore Room (Univ, of Buffalo): Jean-Luc Ponty 
(10/2).

St. George's Table: Mark Murpfy.
Anchor Bar: Johnny Gibson Trio w/George Holdt 

and Maurice Sinclair (Fri.-Sun.).
Lloyd’s Lounge: John "Spider" Martin (Tues.- 

Sun.).

SAN DIEGO
Back Door: Ron Carter Quintet 9/19); Pat Mar- 

tino/Bobby Rose (9/26); Tom Pa>ton/Josh White, 
Jr. (10/6); Persuasions (10/17); John Lee Hooker 
(11/5); Gerry Niewood (11/7); Sonny Terry & 
Brownie McGhee (12/3); possible dates for Gary 
Burton, Art Blakey, Yusef Lateef, aid Jan Hammer, 
call 286-6562.

Quinn’s Pub: Joe Marillo Quin et (Thurs.-Sat.) 
Gary Music Co. (Sun.-Wed.).

Crossroads: Hollis Gentry & Ja.imine (Fri.-Sat.) 
jazz jam (Sun.).

Catamaran: Charlie Byrd (9/13-18); Dizzy Gil
lespie (9/20-25); Cal Tjader (9/27-10/2); Kenny 
Burrell (10/4-9); Joe Williams (10/25-30); upcom
ing dates tentative for Stanley Turrentine, Gabor 
Szabo, George Shearing, Les McCann, Freddie 
Hubbard, McCoy Tyner, and Mor go Santamaria, 
call 488-1081.

Joe’s Bar & Grill: Don Glazer T io (Thurs.-Fri.).
Voyager: Norm Scutti Trio (Sat. .
Slave Market Square: New venje, call for jazz 

details.
Jose Murphy's: Joe Marillo Quirtet (Sun. after

noon).
Ball Express: Helen Schneider (10/25-30).
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MEET THE 
FUTURE.

The 1976-77 award 
winners and their 
winning compositions :

Allen Anderson, 
age 25, Somerville, 
Mass.; “Skies, the 
Quake,” for piano, violin, 
clarinet and violoncello.

Alexander Xavier 
Cardona, age 17, 
Austin, Tex.; “The Day 
Soon to Be Born,” for 
guitar and chamber 
ensemble. Mr. Cardona 
is a BMI award winner 
for the second time.

Thomas Crawford, 
age 20, Camp Hill, Pa.; 
“Fantasia,” for organ 
solo.

William C. 
Heinrichs, age 22, 
Norridge, 111.; “At the 
Funeral of a Country 
Grandmother,” for flute, 
cello, two percussion 
players, two pianists and 
speaker.

Joseph A. Hudson, 
age 24, New York City; 
“Music for Violin and 
Piano.”

Ralph N. Jackson, 
age 24, Kilgore, Tex.; 
“Autumn: A Book of 
Changes,” for flute, Bb

First row, left to right: Rodney Rogers, Ralph N. Jackson, Randall Edgar Stokes, Lee 
Michael Belsen (letter of commendation), Cindy McTee, Philip Rosenberg, Aaron Kern is. 
Second row, left to right: Allen Anderson, Thomas Crawford, Joseph A. Hudson, Alexander 
Xavier Cardona, David Moser McKay, Mark Howard Steidel. William C. Heinrichs

clarinet, cello, piano and 
percussion.

Aaron Kernis, age 
16, Cornwells Heights, 
Pa.; “Geometrics,” for 
chamber orchestra.

David Moser 
McKay, age 25, Cincin
nati, Ohio; “Concerto for 
Piano and Orchestra.”

Cindy McTee, age 
23, Eatonville, Wash.; 
“String Quartet No. 1.”

Rodney Rogers, 
age 23, Scottsdale, 
Ariz.; “Lucis Creator,” 
for chamber orchestra. 
Mr. Rogers is a BMI 
award winner for the 
third time, having won 
awards the two 
previous years.

Philip Rosenberg, 
age 25, New York City;

“Vitraux,” for piano, 
violin, viola, cello and 
tape.

Mark Howard 
Steidel, age 25, 
Berkeley, Calif.; “The 
Shadow Crossing (A 
Shamanic Journey),” 
for tenor, flute 
(doubling piccolo), 
piano and percussion.

Randall Edgar 
Stokes, age 21, Bloom
ington, Minn.; “Allegro 
Furioso,” for brass 
sextet.

A letter of com
mendation was pre
sented to Lee Michael 
Belsen, age 11, of Silver 
Spring, Md., for his 
piece, “Nocturne,” for 
piano solo.

BMI
25th Annual BMI Awards to Student Composers

For full information and entry blanks write Broadcast Music, Inc. 40 West 57th Street New York, N.Y. 10019
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PETER ERSKINE

DIFFERENT STROKES FO

OEYKRAMER

DIFFERENT FOLKS
PETER’S SET-UP JOEY’S SET-UP

Every Drummer has his own personal sound, 
but the one cymbal sound in common is

“The Finest in Cymbal Sounds Since 1623.’’
For your free copy of the new AVEDIS ZILDJIAN CYMBALS AND ACCESSORIES CATALOG write to-AVEDIS ZILDJIAN COMPANY, P.O. Box 198, Acco d, Ma. 02018


	TOSHIKO

	AKIYOSN

	FRANK FOSTER

	RAY PIZZI

	October 20,1977	Vol. 44, No. 17

	Great artists. Great Drummer. Great Drums.

	education in jazz

	ADOLPH SANDOLE

	Too Much Ego

	Disco Dumping Ground

	Bebop Barbs

	Young And Hip

	Guerin Admirer



	THIS IS WHERE TOMORROW’S

	GREAT MUSIC IS COMING FROM.

	Albuquerque Jazz And Indian Chants

	NO MORE DISHRAGS

	Wichita Competition

	Capitol Turkey Treat


	potpourri

	Los Papines In States

	Columbia Jazz Assault

	FINAL BAR

	•





	McCOY TYNER

	TOSHIKO AKIYOSHI

	by leonard feather

	AKIYOSHI-TABACKIN DISCOGRAPHY


	by arnold jay smith

	F

	by lee underwood

	SELECTED PIZZI DISCOGRAPHY as a leader



	A COMPOSERS’ COLLOQUIUM

	by arnold jay smith

	THOUGHTFUL.

	CELESTIAL.

	CECIL TAYLOR






	★ ★ ★ ★ ★

	★ ★ ★ ★

	CHARLES MINGUS

	ANTHONY BRAXTON


	★ * * * ★

	TAL FARLOW

	PETER SON/PASS/EROWN

	BEN SIDRAN"

	★ *

	MAL WALDRON/ GARY PEACOCK


	★ ★ ★ ★ ★

	RAUL DE SOUZA Z


	* ★ * *

	BUDDY TATE

	PAUL QUINICHETTE

	JAY McSHANN


	★ ★ ★ ★

	On Columbia Records and Tapes.



	Baldwin

	Gunther Schuller’s

	Accompanist

	JAZZGOODIES!

	demus A DIFFERENT

	KIND OF RECORD CLUB

	JOE TURNER

	★ ★ ★ ★

	THE PHIL WOODS SÍX


	★ ★ ★ ★ ★

	BENNIE MAUPIN

	RICHARD TEITELBAUM


	★	★ ★ ★ ★

	"Combo of the Year” LEONARD FEATHER, L.A. TIMES


	ZBIGNIEW

	SEIFERT

	by joachim-ernst berendt


	HERB POMEROY

	by k. c. sulkin



	caught..

	HAROLD LAND/ BLUE MITCHELL

	The Revolution shines on.


	VERMONT JAZZ FESTIVAL

	Waitsfield, Vermont



	dectrO’barmonix

	Wholesale Prices

	dectro4)armonix

	FOR THREE DIFFERENT AUTOMATIC DEMONSTRATIONS, DIAL (212) 741-1797, (212) 741-1799, AND (212) 242-7799.



	Wholesale Prices

	dectro-barmonix

	SHOR AROUND!!! SHOP AROUND!!! SHOP AROUND!!!



	Wholesale Prices

	dectro-Wmonix

	ALL NEW STATE-OF-THE-ART PRODUCTS AT



	Wholesale Prices

	HOW IO multiply synthesizer input

	Blackbyrd’s Gold Series


	JAZZ AIDS	by Jamey Aebersold and Others

	FOUR EXCITING ADDITIONS . . .

	JAMEY AEBERSOLD 1 211-D AEBERSOLD DR., NEW ALBANY, IN 47150
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	stay informed and

	save money...

	subscribe today

	a

	MUSIC COPYING KIT !

	down bear 42nd annual readers poll

	MAIL TO down beat/RPB, 222 W. Adam* St.. Chicago, IL 60606


	1,002 JAZZ TUNES!

	Don Sebesky

	For information call (212) 582-2960

	Ten by David Baker. . .

	CHICAGO

	BOSTON

	TORONTO

	KANSAS CITY

	CLEVELAND

	BUFFALO

	SAN DIEGO





	MEET THE FUTURE.

	25th Annual BMI Awards to Student Composers

	Every Drummer has his own personal sound, but the one cymbal sound in common is

	“The Finest in Cymbal Sounds Since 1623.’’





