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King introduces the Opus 7. 
Any resemblance between this 

and any other American-made cornet

CAREFULLY CALIBRATED 
.458 BORE SIZE FOR 
LESS RESISTANCE.

"SHEPHERD'S CROOK 
TUBING IN BELL TAIL 
TO ACHIEVE A 
SONOROUS TONE.

STYLING REMINISCENT OF THE 
'SILVER CORNETS" POPULAR AT 
THE TURN OF THE CENTURY.

47q BELL FOR 
A SOUND SOFTER, 
PLUSH/ER THAN 
A CONVENTIONAL 
CORNET.

REDESIGNED 
MOUTHPIPE AND 

BELL WITH 
LARGE THROAT 
AND INCREASED 
DIAMETER.
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MICRO-TRU GRAINED 
VALVES FOR SMOOTH, 
FAULT-FREE ACTION.

t h h /i / We'd rather let 
liKIUW our instruments speak 

for themselvesKING,
MUSICAL INSTRUMENTS, INC.

33999 Curtis Boulevard, Eastlake, Ohio 44094

EQUIPPED WITH A 
PROFESSIONAL BENGE 
MOUTHPIECE.

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



Les McCann, Roy Ayers Ubiquity, Al Kooper, 
Earth Wind & Fire, Bill Anderson, Kansas, 
Santana, Manfred Mann’s Earth Band, 
Ronnie Milsap, Yusef Lateef, Electric Light 
Orchestra, Herbie Hancock, War, The Jean- 
Luc Ponty Band, Two Generations of 
Brubeck, Wayne Henderson, Pete Townshend, 
Boston, Floyd Cramer, Stevie Wonder and 
the bands of Dolly Parton, Deniece Williams, 
Charlie Pride, Johnny Cash 
and Donovan. THANKS TO THESE ARTISTS, 
AND THOUSANDS MORE, THE ARP OMNI IS 
THE BEST SELLING SYNTHESIZER IN MUSIC.

In country, rock,jazz, funk, pop, soul, and salsa, the rich sound 
of the polyphonic ARP Omni is making music even better.

The creative possibilities on the Omni are virtually unlim
ited. Lush strings, fat brass, piano, harpsichord and vibes, sep
arately or in combination, as well as dozens of 
sizzling electronic sounds and effects. And 
the Omni has some very practical 
features, too. Like stereo out
puts, professional high-level con
nectors for studio use, and a 
control panel "human engineered” 
in the ARP tradition.

Get your hands on an ARP 
Omni at your nearest ARP dealer. 
Or send for a five-minute demon
stration record and complete 
information on the ARP synthe
sizer line. Mail $1.00 to: Omni, 
ARP Instruments, 45 Hartwell 
Avenue, Lexington, MA 02173.

© 1977 ARP Instruments. Inc.

THE NUMBER ONE SOUND 
AROUND THE WORLD.

In Canada: ARP Instruments (Canada) Ltd.. P.O. Box i960. Postal Station A. Toronto, OntarioM5W IW9
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O YAMAHA
P. 0. Box 6600, Buena Park, CA 90622

And that’s why Yamaha’s new solid-body professional electric guitar has your 
name written all over it.

The SG-2000 anticipates your every need because it’s the result of a lot of 
intensive research. Hundreds of prototypes. Dozens of in-house, studio and road 

testings. And consultation from players like you.
The SG-2000. It’s ready to go—as is. The pickups are extra-hot, custom- 

designed just like you’d do them. There’s a solid brass sustain plate mounted 
under the bridge. An ebony fingerboard. And a full-length maple neck.

The gold-plated machine heads are permanently lubricated, 
and have an accurate, high 15:1 gear ratio to eliminate backlash.

Full range rotary pots provide smooth, uniform control of 
volume and tone. And special fret design allows easy note 

bending and expression.
From the people who’ve been perfecting music tech

nology for nearly a century.
Yamaha’s new electric guitar^ 

The mind player.
At your Yamaha dealer.
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education in jazz
_______________ by Clark Terry

When you get right down to it, teachers 
make all the difference. It’s the staff at 
Berklee that makes the school so unusual.

There always comes a time when the 
best of students needs to hear and see how 

something is done. 
Berklee’s solid with 
guys who have been 
out there doing it— 
and have the pa

tience, know-how. and interest to pass it 
along to their students. Teachers like Herb 
Pomeroy, Gary Burton, Ray Santisi, John 
LaPorta, Andy McGhee, Wes Hensel, and 
all the others, can play what they teach.

Because these teachers are players, they 
know how important versatility is to the 
working musician, especially the jazz 
and/or studio player. No wonder that 
Berklee offers its students the alternatives 
needed to ‘make it' in today’s music world: 
how to play in small groups, big bands, im
provise. teach, compose, and be depend
able on the job. And believe me, we need 
all the totally prepared musicians we can 
get for the perpetuation of our craft.

The Berklee teachers also have the kind 
of dedication it takes to turn out students 
who are aware of discipline, self-respect, 
sharing with one another, and who know 
the value of love in yourself and in the 
music.

My personal ties with Berklee and its 
staff go way back. In fact, 1 remember 
playing in what is now their new Perform
ance Center when it was a movie and show 
"palace”. Now it’s one of the best halls in 
the country . .. another plus for the stu
dents and Berklee.

Because of my past associations with 
Berklee and its staff, I'm honored that they 
are establishing a scholarship in my name.

What with festivals and tours and clin
ics. I do a lot of traveling. And it seems no 
matter where 1 am in the world, there's a 
Berklee trained musician wailing through 
the charts—keeping our music alive and 
growing. That’s got to be the best recom
mendation any school could have.

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 Charles Suber

Success stories in today's world of education 

are rare enough to warrant attention and ap
plause. This issue focuses attention on—and 
leads the applause for—several music educa
tion success stories and those musicians/edu- 
cators responsible.

But before we get into that, a word about 
the Jean-Luc Ponty piece. Ponty was some
what wary about a down heat interview be
cause of possible criticism from us about his 
successful fusion formula. Not to worry. The 
interview shows Ponty for what he really is: 
one helluva musician who has found a way to 
have many people pay much money to hear 
him on records and in person—without sac
rificing a smidgeon of his musical integrity.

The piece on Billy Taylor and Dave Bailey 
is pegged principally on their Jazzmobile pro
gram and the lessons we can all derive there
from. First off, it should be understood that 
the Jazzmobile is a great deal more than some 
jazz professionals tailgating from a flatbed 
truck for the amusement of New York’s inner 
city citizens. During its 12 years, the Jazzmo
bile idea has grown into a working, proved 
Educational Concept designed to heighten 
people's consciousness about themselves and 
their role in society. The concept also serves a 
very practical purpose in that it makes kids 
want to go to school and learn.

Along the way, Jazzmobile has found ways 
and means to communicate with young people 
by shaping its teaching methods and cur
riculum directly to the needs of the students 
while not—and this is so important—not con
descending "to these poor kids." Taylor and 
Bailey and their collegues assume, for starters, 
that virtually all strata of society suffer from 
cultural deprivation—some from lack of 
money; some from over-abundance; some 
from racism; some from elitistism—and they 
go from there. For those who believe that 
their community could profit from the Jazz
mobile experience, write to Jazzmobile, I 19 
West 57th St., New York, NY 10027.

Other successful musician-educator types 
profiled in this issue include David Baker 
(Indiana U.) whose concern is to put jazz on 
equal terms with other kinds of music . . . Bud
dy Baker (U. of Northern Colorado) empha
sizes the need for mus-ed majors to get the 
right kind of jazz education so they may cope 
with their future high school students . . . 
Frank Gagliardi (U. of Nevada-Las Vegas) 
has a rewarding music student intern program 
financed in good part by Wayne Newton and 
other Glitter City show-bizners ... A Las 
Vegas expatriate. Wes Hensel (Berklee Col
lege of Music) stresses "helping the students 
find their own individuality and self-re
liance." . . . Rusty Dedrick (Manhattan Col
lege of Music) is gradually turning his classi
cally-oriented school toward “a more realistic 
understanding of the needs of the young musi
cian."—that is. at least to give him a fighting 
chance to earn a living in music ... Jim 
Progris (U. of Miami) concentrates on equip
ping students with a thorough and practical 
knowledge of the business of music.

Next issue: complete results of down beat’s 
42nd annual Readers Poll plus features on 
Elvin Jones, Jimmy Smith, and Roy Eldridge; 
as well as profiles on percussionist Ray Man
tilla. trombonist Glenn Ferris. Bill Watrous 
takes the Blindfold Test. db

PAPERBACKS
and all that jazz!

The leading performers who talk 
with Leonard Feather about their 
lives, their music, and their con

temporaries include Freddie Hub
bard • Earl Hines • Chick Corea •

Barney Bigard • Charles Lloyd 
• Eubie Blake • Herbie Hancock 

Joe Venuti • Dizzy Gillespie • 
Mercer Ellington • Marian 

McPartland • David Amram • 
Mahalia Jackson • Supersax • 
Billy Eckstine • Maynard Fer
guson • Norman Granz • The 

Brubecks • Cleo Laine • Woody 
Herman • Sarah Vaughan • 

Red Norvo • Lena Horne • 
Yusef Lateef • Anita O'Day 
• John Lewis • Hoagy Car
michael • Gerry Mulligan. 
“A real contribution to the 

literature of jazz."
—New York 
Times Book 

Review. 
$3.95

Leonard Feather 
THE PliEHSURES 

OHZZ
From the publishers of...

THE BOOK OF JAZZ:
From Then Until Now 

Leonard Feather. A revised and up-dated edition 
of the most complete paperback guide to the 

entire field. Laurel, $1.95

CELEBRATING THE DUKE
& Louis, Bessie, Billie. Bird, Carmen, Miles, 

Dizzy & Other Heroes 
Ralph J. Gleason. With an introduction by 

Studs Terkel. Photographs. $3.95

THE SOUL BOOK
Ian Hoard, Clive Anderson, Tony Cummings, 

and Simon Frith. The first modern survey of soul 
music as a genre in its own right. $3.95

ROCK FOLK:
Portraits from the Rock'n Roll Pantheon 

Michael Lydon. A fascinating study of significant 
rock music figures whose careers, personal 

style and influences add up to a history of the 
rock phenomenon. $2.45

A DELTA BOOKS
Dell Publishing Co., Inc.

245 East 47th Street 
New York, N.Y. 10017
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Only Premier offers you the Resonator. 
It gives you more sound on the outside 
because we’ve put a second shell on 
the inside.

die 20 feet from your sticks. So let the other guys turn up their amps.

Undo

Premiar

pie who really understand what 
music is all about.

*u can stay right with them.
Don’t be just an ordinary 

rummer. Test drive the Resonator. 
It’s the only drum outfit of its 

kind, and you can only get 
itfrom your Premier dealer.

Premier products 
X. are distributed by 
\\ Selmer, the peo-

¿X ■ W Premier’s Resonator drum
w outfit is a totally unique concept in percussion.

The secret is Premier’s patented “shell-within- x 
a-shell” design, which gives you more sound with

9 less sweat.
Jr Sandwiched between the inner and outer shells is

one of the best sound conductors known to modern tech
nology. It’s called air. And wait till you hear that air come alive.

Tap it easy. Hit it hard. Do anything you want...the Resonator will 
Jr answer with more sound than any ordinary drum outfit you've ever played.

A powerful sound is only one part of the Resonator’s 
unique story. The other is the quality of that sound. It’s a round,

Selmer
Box 310. Elkhart. Indiana 46514



Pleasant Dilemma
In his letter "Xanadian Bravo" (9/8) Mr. 

Adam Nussenbaum was right on with his 
praise of Xanadu Records and Don Schlitten. 
However, he was remiss with his failure to 

w
fa 
0
V

mention those other small labels also 
producing outstanding jazz for the 
discriminating jazz fans who remain unawed 
by the newer eclectic, electric innovations (?) 
being released under the very broad umbrella 
ofjazz.

Some notable labels include Muse. Pablo. 
Inner City. Creative World. Chiaroscuro. 
Contemporary. Vanguard. Concord. Halcyon 
and others. And this does not even get into the 
treasure trove of reissue albums being released 
by the various record companies such as Blue 
Note. Savoy. Bethlehem. Trip, Em Arcy 
(Mercury) and more. It presents jazz fans of 
all ages with the pleasant dilemma of 
choosing between the many LPs available in 
record shops all over this nation.

In the long run. all of the multitude of 
segments in jazz will benefit, and for this we 
should all be thankful.

Little Rock. Ark.Marshall Purvis

Funky Surrender
Why do all of your record reviewers put 

down funk? 1 can understand about disco, but 
why funk? There's really not very much funk 
on the dial today compared with rock. And 
who is to say funk is without merit in the light 
of other musics, e.g. classical, jazz, country, 
etc. Can you snap your fingers to Beethoven? 
Can you truck on down with Hank Williams? 
Can you work up a sweat listening to Charlie 

Parker'.’ What other music expresses such 
humanity, passion and courage as funk'.’ 
None! Funk is the holiest music on earth 
today and truly its own reward. Give up to 
funk, you punk!!! Huh!
Richie Bee New York. N.Y

Labeling Dispute
1. for one. would like to come to the rescue 

of the down beat reviewers. After reading the 
letter ‘'Disco Dumping Ground" (9/20). it is 
evident to me that the writer is a bit confused. 
He blames down beat for "slamming" 
Maynard Ferguson into a disco category. But 
what M.F. is doing now is disco. Sure, it is 
opening up new audiences and expanding his 
professionalism, but it is disco.

You must realize that no one is knocking 
Maynard. We all know he is the supreme 
master of the double high C. but when 
Maynard plays jazz, let’s call it that. And 
when he plays disco . . . well, what would you 
call it?
Kevin Lee Hooper Westlake, Ohio

Plaudits For Percussionists
I enjoyed thoroughly the issues in which 

you featured guitarists, keyboardists and 
bassists. 1 feel that the limits of these 
instruments have been redefined in the last 
decade. 1 hope you don't intend to exclude the 
great progress that has been made by 
percussionists like Dom Um Romao, Collin 
Walcott. Guilherme Franco. Nana 
Vasconcelos. Airlo Moreira and others. It is 
certainly true that Airto has received wide 

acclaim, perhaps more than his share, but as a 
whole this new breed of percussionists is 
overlooked.
David Matthews Austin. Tex.

Tribute To Barnes
This is an appreciation of George Barnes 

the teacher. Certainly George was one of 
America's greatest (and surprisingly 
unheralded) jazz guitarists, a guitar player's 
guitiir player who explored his instrument 
completely. He could attack a note 50• 
different ways: he could play like a clarinet, a 
horn section, a bebop trumpeter. He had it all: 
dazzling chord solos, liquid and intelligent 
lead lines and masterful exposition of melody. 
He was a complete musician: an arranger, a 
vocal coach: he played piano, could show a 
violinist the right fingerings . . . he knew it all.

And at 56 he was in full stride. When 1 
talked to him a few days before his death, he 
had just finished 50 new masters for his mail
order catalogue of chord and lead solos. He 
had just put together his own studio for 
recording and for music lessons. He was 
writing a book of reminiscences about music 
and musicians, and anyone who got to know 
George was treated (<> his incredible fund of 
stories, always a delight to hear. He was 
composing a cycle of related instrumentals. 
At twice my age. he had three times my 
energy. . .

We will miss him terribly. And we are all 
much richer for having known him. When I 
sing I'll be singing for George and trying to 
make my music worthy of him.
Greg Hofmann San Francisco. Cal.

LOOK FOR THE NAME.

LISTEN FOR 
THE QUALITY.

Rico Royal reeds. Nature’s finest cane, 
aged with patience, cut with precision, to 

give professionals and students a truly 
regal response from their instruments.

The Rico Corporation 
P.O. Box 3266
North Hollywood, Ca. 91609
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Brownie Saluted
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Hardman, White, Curson and Owens blast out tribute

NEW YORK—For all his glory, Clifford Brown rarely gets "trib- 
uted.” His feats are legendary; his passing well-noted; his record
ings are prized possessions and their reissues on Trip, EmArcy 
(Mercury) and Columbia sell comparatively well. But few have of
fered a musical toast in honor of the great trumpeter.

That's partially why producer Jack Kleinsinger, in his fifth season 
of "Highlights In Jazz," brought three of Brownie s trumpet scions to 
the stage of New York University's Loeb Student Center here re
cently. Jimmy Owens, Ted Curson and Bill Hardman all paid their 
respects to their “teacher" by performing with a superb rhythm 
section made up of Harold Mabern, piano; Chris White, bass; and 
Warren Smith, drums. Others aboard were Junior Cook on tenor. 
Nick Brignola on baritone and Helen Merrill, vocals.

Max Roach, co-leader of the great 1950's Quintet with Clifford, 
made a special appearance to reminisce with the audience about 
some moments he spent with his friend on the road, "where the 
money would get funny.” He then sat at his drum set and performed 
South Africa, Goddamn, a piece that deals with the vocalizations of 
African tribal chants as well as their rhythms.

Mabern had reverently innaugurated the entire program by com
ing out unannounced to solo on Benny Golson's loving tribute, I Re
member Clifford. It set the theme and the mood for the evening of 
Brownie associated tunes. Curson and Brignola did Delilah and 
Pent-Up House while Hardman and Cook performed Minority and 
Jordu. Owens, feeling not at all well, offered Laru with Mabern only, 
and Joy Spring and Blues Walk with Smith and White added. Ms. 
Merrill sang a pair of tunes in good voice.

Reverend John Gensel, the minister to the jazz community, offered 
his own pertinent remarks immediately prior to the finale, an all-out 
blow on Cherokee.

The SRO crowd was on its feet at the conclusion of the three- 
hour performance. "I could have stayed for another three.' one 
woman announced as Kleinsinger bade her farewell.

ECLIPSE JAZZ SHINES ON
ANN ARBOR, MICH.—Eclipse Jazz, a series that operates under 

the auspices of the student-run and financed University Activities 
Center of the University of Michigan, is in the midst of a third season 
of innovative jazz programming.

As Eclipse spokesman David Cooper says, “We view our pur
pose as educational. Our concert series is designed to break even, 
directing as much of our revenues to the artist as possible. Our 
series is designed around the goal of establishing continuing jazz 
patronage in the entire southeastern Michigan area.

"We start our season presenting commercially viable artists (e.g. 
Jean-Luc Ponty) and use profits from that concert to pay for per
formers that are less viable commercially, such as the Art Ensemble 
of Chicago. Also, audiences that are exposed to more accessible 
types of jazz are more tempted to experiment with less familiar 
music.

"This year we have been assisted by a grant from the National 
Endowment for the Arts, which has enabled us to lower ticket 
prices to the S3.50 range for most of our shows.”

So far this year. Eclipse has presented Ponty, Sonny Rollins and 
Dexter Gordon, with the Art Ensemble of Chicago and Oscar Peter
son yet to come.

Eclipse also presents a series called "Bright Moments,” which 
features artists like Leroy Jenkins. Oliver Lake. Air, and Rodney 
Jones in concert workshops.

Morello’s Comeback Trail
NEW YORK—Drummer Joe 

Morello is about to embark on a 
playing tour of New York-New 
Jersey venues after being un
able to work for almost a year.

Morello, who was the drummer 
for the Dave Brubeck Quartet 
during its near-quarter-century 
of existence, has been sightless 
in his right eye for some time, 
and has "residual” vision (about 
15%) in his left. The fact that he 
has any vision at all is due to two 
major surgical procedures that 
he is justifiably proud to have 
come through. The resultant lay
off of work was due to the fact 
that doctors advised against any 
increased activity that might de
tach the retina.

Joe did do clinics at the 
U. of Wisconsin-Eau Claire 
where he met keyboardist No
reen Grey. "She really can han
dle her axes,” Morello told db. 
"No sexism intended, she will be 
your next fine woman pianist."

Playing with Noreen prompted 
the group idea. With Freddie 
Haas, tenor sax, and an as yet 
unnamed bassist, Morello will do 
a benefit for the Guide Dog 
Foundation in Smithtown, L.l. on 
November 26. "They were so 
kind and they are doing one hell 
of a job in getting sightless peo
ple together with guide dogs.” 
Joe explained. "I spent four and

NEW YORK — Pianist Jim 
Roberts, has encapsulated a his
tory of jazz and is presenting the 
program in school auditoriums 
throughout the city.

The history, and it is indeed 
"his story," is the traditional, 
how-jazz-came-up-the-river 
routine, but each segment is im
provised at length. This allows 
the soloists their due, and they 
are good. A presentation of the 
program was given at Roberts's 
regular haunt, the Village Cor
ner. with Allen Fallek, trumpet; 
Pete Yellin, alto and soprano 
sax; Dennis Drury, trombone; 
Jimmy De Angelis, guitar; 
Michael Fleming, bass; and Ed
die Crawford, drums.

There is a break from the 
riverboat trip up the Mississippi. 
It goes like this: Joplin rags, to

a half months training with an 
animal."

Two Generations of Brubeck 
will also appear with Joe sitting 
in from time to time.

"I want to play some of the 
clubs to break in the group," 
Morello went on. "Then con
certs. I feel the concert audi
ence is better; there are less 
disturbances." Morello has ap
peared recently with Marian Mc
Partland in a reunion, and with 
JoAnne Brackeen, both at Gulli
ver's in West Paterson, N.J. 
Along with Brackeen there were 
Haas, Kenny Swindler on trum
pet, and Frank Tusa, bass. "The 
idea of using two horns excites 
me,” Joe said. "With Haas and 
Swindler I got a big sound. I'd 
like to record such a group, 
maybe at Gulliver's, but the room 
might have to be evacuated for 
the equipment. I'm trying to get 
Teo Macero to look at the place 
for me.”

The "comeback" thought had 
entered Joe's head about the 
same time he was asked to 
guest, unannounced, at the 1977 
Newport Jazz Festival/New 
York’s drum night. After that, As
sociated Press did a story that 
was picked up nationally. "I still 
get clippings on that one from 
students and friends across the 
country."

Historical Journey
New Orleans funerals, to Origi
nal Dixieland Jass Band, to Louis 
Armstrong, to Kansas City, to 
Swing, to bebop, to Miles, Bru
beck, Corea ... and Rocky? With 
all the jazz-rock to choose from 
Roberts chose a flashy dollar
magnet. He's telling us some
thing and the point is well taken.

Roberts, himself, is a fine 
pianist, having appeared most 
fruitfully with Howard McGhee 
and Joe Carroll.

There is a total of 10 examples 
of jazz in this compendium, rang
ing from the traditional Oh. Didn't 
He Ramble to Spain, making all 
familiar stops in between. All of 
the arrangements are by Rob
erts; none are carbon copies, all 
are fresh. After all, who could re
place Satch's West End Blues in
tro? Who would want to?

MIDWINTER CLINIC ANNOUNCED
DENTON, TEX. The Mid-Winter Combo/lmprovisation Clinic will 

be held at North Texas State University January 1-5, 1978. The 
clinic will be directed by Jamey Aebersold and will feature clini
cians Rufus Reid. Jack Petersen, Ed Soph, Dave Liebman, David 
Baker and Dan Haerle among others. North Texas State and its di
rector of jazz studies, Leon Breeden, are co-sponsoring the event 
along with the Summer Jazz Clinics.

The clinic will coincide with the annual convention of the National 
Association of Jazz Educators, which will be held in Dallas Jan. 5-7.
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JAZZ INTERACTIONS TURNS 12
NEW YORK—Jazz Interactions, the non-profit organization made 

up of musicians and devotees of the art, celebrated its 1 2th year of 
existence in the traditional (for them) manner.

Held at Storyville, the nightclub run by JI executive director Rig- 
mor Newman, an all-star bash took place recently. There, in three 
rooms, two on the street floor (at Frank’s Restaurant) and one in the 
club itself, some of the participants of the passing New York scene 
played. Some were in their regular contexts, others filled in star
laden sessions, and still more played solo.

Veteran Miss Rhapsody. Viola Wells, sang her way through some 
blues and older tunes with the Harlem Blues Band featuring trum
peter Francis Williams, among others. George Kelly's Jazz Sultans 
played some and Helen Humes did a set backed by Gerard Bedini, 
Jerry Wiggins and Major Holley.

Talk about sharp contrasts. The next two sets featured Muhal 
Richard Abrams, George Lewis, Steve McCall and Leonard Jones, 
followed by Richard Beirach and Eon with Frank Tusa and Eliot Zig- 
mund. All were well-received, but it was up to Billy Taylor, who 
along with bassist Victor Gaskin, broke up the downstairs Story- 
ville. Taylor took an extended a cappella solo that caused much 
cheering. Norman Mapp sang a couple of tunes with Taylor.

Still more pianists filed in after BT. Hilton Ruiz, with Walter Bol
den and Joony Booth did a set, and Albert Dailey soloed later. 
Vocalist Leon Thomas delayed the start of his fine set to allow Babs 

_ Gonzales some time to stagger his way through two tunes. It’s too 
f~7 bad that Gonzales can't perform, nor even walk around, more 
I V A | soberly. His talent could be as intense as it was during the bebop

g
 Meanwhile, upstairs at Frank's place, Harold Ousley did his 
usually masterful performance followed by Charlie Rouse with 
Claudio Rotiti on trumpet. Alan Brofman followed with the french 
horn of John Clark. Joe Newman led a fine quintet with Frank Fos
ter's ensemble following. Foster's group contained some of the 
brightest moments of the entire evening. With Daniel Humair, visit- 

—। i—i ।— ing from France, on drums, Kenny Rogers, baritone sax, Charlie 
U U Magee, trumpet and Andy Bey doubling on piano and vocals, the 

______ small band rocked the house.
  Emanating from a back room were the sounds of Billy Hart, Hanni- 
| | bal, Lew Soloff, Joony Booth, Hilton Ruiz and Chico Freeman all in

one group. Robin Kenyatta's group. Horacee Arnold's, and Sudan
| Bardonian's Taksim also performed back there. David Chesky's 
•----------- ' band, a Monday night mainstay at Storyville, closed the evening

ST. LOUIS—Mayor James 
Conway has officially pro
claimed Nov. 14-21 Jazz Week 
in St. Louis. This coincides with

upstairs.

St. Louis Jazz Week
City Big Band, the St. Louis Jazz 
Repertory Company, George 
Hudson, From This Moment On, 
the David Hines-J.D. Parran En-

several events the St. Louis Jazz 
Society have planned for that 
week. Though many details were 
sketchy at press time, a free 
concert of local talent covering 
several different styles of jazz is 
scheduled for Nov. 19 at the Kiel 
Opera House. Slated for the 
concert are Singleton Palmer, 
the St. Louis Sinners, the Randy 
Holmes Quintet, the Gateway

semble, and No Commercial Po
tential.

On November 20 a St. Louis 
Jazz Society Benefit Dinner will 
take place at the Breckingridge 
Pavillion. At this event special 
tribute will be given to two of the 
area's most esteemed and 
ground-breaking jazz disc jock
eys, Jesse "Spider” Burks and 
Charles Menees.

Garner Songbook
GREENWICH, CONN.—Cherry 

Lane Music has announced the 
publication and release of The 
Erroll Garner Songbook, “the 
first definitive collection of the 
late pianist-composer's com
positions."

Sy Johnson adapted the ar
rangements in the 96 page book 
which contains 20 selections. It 
also includes a biography, dis
cography, performance sugges
tions and many photographs 
spanning Garner's career. With

divisions into swing, ballad and 
Latin selections, the book fea
tures such favorites as Misty, 
Dreamy, Shake It But Don’t Break 
It, Left Bank Swing, Passing 
Through and Mambo Carmel.

Garner himself developed the 
folio before his death and he ap
proved all of the arrangements. 
Johnson was Erroll’s personal 
choice as annotator. It was pro
duced in cooperation with Oc
tave Music Publishing Corp., 
Garner's publishing company.

potpourri
New jazz programs will be 

getting under way at Elek- 
tra/Asylum, heretofore a rock 
label, under the direction of Don 
Mizell.

•
Ray Charles recently taped a 

show for Sesame Street.
•

United Artists and Bob Skaff 
have swung a deal to distribute 
the Italian label Pausa.

•
Monk Montgomery and a task 

force from the Las Vegas Jazz 
Society have met with Jimmy 
Lyons, Patrick Henry, and other 
San Franciscans in an effort to 
form a sister organization, the 
Bay Area Jazz Society.

•
Stevie Wonder is slated for a 

two-hour Christmas special on 
CBS-TV.

•
KBCA-FM in Los Angeles did 

their fourth consecutive live 
broadcast of the Monterey Jazz 
Festival.

Robert McCormick has pub
lished Homage To Harry Partch 
through Kendor Music, with com
plete score for four tom-toms, 
bells, suspended cymbal and 
tam-tam.

•
Marlena Shaw has taped 

Don't Ask Me To Stay Until To
morrow. the theme song from the 
new film version of Looking For 
Mr. Goodbar.

The fifth annual convention for 
the National Association of Jazz 
Educators will take place Jan
uary 5-8 at Dunfey’s Royal 
Coach Inn in Dallas. Dr. Tom Fer
guson (Arizona State University) 
is president of the organization, 
and trumpeter Don Jacoby is 
convention chairman. Appearing 
in performances at the event will 
be Dizzy Gillespie, Elek Bacsik, 
Matrix IX, Paul Smith, North 
Texas State One O'clock Lab 
Band, Matteson/Phillips TUBA 
JAZZ Consort, U.S. Navy Com
modore’s Band, and the North
ern Illinois U. Jazz Ensemble.db

JAZZ AT THE AXIS
NEW YORK—The latest in loft jazz scenes is to be found in an art 

gallery here. Axis is a new weekend club that serves as art gallery 
at all other times.

Located in New York's SoHo (south of Houston St.-pronounced 
HOW-ston) district where many such galleries are located, the M. 
Elson Gallery opened its doors some months ago to avant garde 
jazz and has branched out into other forms of the music. The art
work that adorns its brick walls features all manner of paint and 
pallette styles, mostly centered around a neo-impressionist school. 
There are painted sculptures and sculptured paintings as well. The 
setting is very conducive to listening, as tables and chairs are set 
up to accommodate the crowds which pack the place each Friday 
and Saturday night. There is a listening area in the rear of the ample 
street level loft.

Cappucino is served with cake and light snacks until a liquor li
cense can be obtained. But the music is the message. The acous
tics are perfect with little or no amplification necessary. The per
formers who have appeared at Axis rank among the finest in the 
profession. Arthur Blythe, Bobby Hutcherson, Sun Ra, Paul Bley. 
Steve Kuhn, Pat Metheny, Glen Moore, Paul McCandless, Richard 
Beirach, Dewey Redman, Cedar Walton, the Revolutionay En
semble, Ryo Kawasaki, Julius Hemphill, George Lewis, Muhal 
Richard Abrams, Oliver Lake and John Scofield have appeared 
separately or together.

Recently, cable television invaded Axis to the mutual apprecia
tion of the audience and Marvin Elson, proprietor of the gallery. 
"Jazz Changes" is the name of the program broadcast every week 
on Channel J and it is taped weekly at Axis.

Michael Protzel, producer, Evan Kaeser, director, and Deborah 
Friedman, associate producer and emcee, have put together a 
worthwhile series airing at 11 p.m. on Fridays. The first programs 
featured Charles McPherson with Barry Harris at the piano. 
McPherson's soaring alto reached for the high-beamed ceiling as 
the hand-held camera whirled about the place picking up the fleet
ing hands of bassist Michael Fleming or the sweating forehead of 
drummer Leroy Williams, but never the hearty hands of Harris. 
Other than that lapse the taping went well with McPherson laying 
out some blues a la Charlie Parker (Visa), bossa nova (Samba de 
Orpheo). '50s balladry par excellance (I'll Never Stop Loving You) 
and rapid fire bebop Cherokee).

The club continues to operate weekends but Elson said that he 
intends to expand to "longer weekends because the people seem 
to like coming here." The TV shows are for those with Manhattan 
cable television hookups only.
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\bu can take 
a Fender anywhere.

Whatever band you play in, you’ve 
got to pick up on a lot of musical

styles. But you’ll
never have to 
pick up more 

than one 
electric bass.

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.

CBS Musical Instruments



JEAN-LUC PONTY 
Synthesis For The Strings 

by tim schneckloth

1977 draws to a close. Jean-Luc Ponty 
continues to front one of the most popular fu
sion bands in the history of the genre. Imagin
ary Voyage, released in 1976. spent a long 
time in the upper reaches of the jazz charts, 
and Enigmatic Ocean. Ponty's newest album, is 
still selling briskly.

Ponty's success is a function of his own 
tightly prescribed group concept—engaging 
melodies, a hard rhythmic base and a singu
larly clean combination of electronic colors. 
The instrumentation is almost the same as the 
original Mahavishnu Orchestra's, but Ponty's 
use of the tried-and-true structure is somehow 
lighter, warmer, more romantic and accessi
ble. He seems to have hit on a formula that al
lows for commercial popularity as well as. 
hopefully, artistic growth.

Ponty's current method didn't crop up over
night. The details of his long experience with 
diverse musics are well known: classical train
ing at the Conservatoire National Supérieur 
de Musique in Paris, three years with the Con
certs Lamoureux Symphony Orchestra, jam
ming in Paris with expatriate bop giants, the 
formation of his own first regular group (Ex
perience) and stints with Frank Zappa and 
John McLaughlin. But out of all this activity, 
his present situation seems to be the one he 
has found most satisfy ing. Ponty now exudes a 
kind of peaceful enthusiasm when he speaks 
of his group and the current phase of his 
career.

"It’s worked out much better than 1 could 
have expected." he says happily. "I can't com
pare it to other bands I've been in because the 
concept is like night and day—it's that 
different. I'm a different person now. I've 
really been together for the last few years 
since I started the band.

"I finally had a concept in mind where 1 
could use the whole knowledge I have of all 
kinds of music—the experience I've had in 
classical music, jazz and my few years with the 
rock bands.

"Experience, my other band, was something 
else. It was a free jazz adventure. 1 was kind of 
holding things together, but without the in
volvement 1 have now with this band. I've 
already explained that 1 broke up Experience 
because 1 wasn't fulfilled at all. On the con
trary. 1 was very frustrated by that formula— 
which was no form. With this band now. it's 
hard for me to believe that it's worked so well, 
that I'm so happy."

What makes Ponty happy is a tight, struc
tured. well-rehearsed and fluid ensemble 
sound that is the result of a lol of work on the 
part of band members and leader alike. “1 
write all the parts out first," Ponty explains, 
"like in classical music, with the same ap
proach. The amount of structure depends on 
the mood. There are arrangements in which 1 
just give chord changes to the bass and an in
dication of what kind of feel 1 want on the 
drums, and they're free to play it. But if it's a 
suite, like Imaginary Voyage—where 1 start off 
the first part in a classical, really, approach— 
I write out all the notes, even for the drums.

"1 bring the parts to rehearsal, have every- 
1 2 □ down beat

body read them and see how they react to 
them musically. If they're far from what I ex
pected. 1 try to explain to them what 1 want. 
It's like how a classical composer comes in 
front of a symphony orchestra and gives indi
cations of how he wants that piece played. 
You have to communicate.

"In 95'7 of what I'm writing, though, there 
is room lor solos, which are in the traditional 
jazz formula. 1 give chord changes to the rhy
thm section and we improvise on that struc
ture. But it is structure."

SELECTED PONTY 
DISCOGRAPHY
ENIGMATIC OCEAN—Atlantic SD19136 
IMAGINARY VOYAGE—Atlantic SD19110 
AURORA—Atlantic SD18163
UPON THE WINGS OF MUSIC—Atlantic SD181 38 
CANTALOUPE ISLAND—Blue Note BN-LA632-H2 
PONTY/GRAPPELLI—Inner City 1005 
SONATA EROTICA—Inner City 1003 
OPEN STRINGS—BASF 21 288 
SUNDAY WALK—BASF 20645
with Mahavishnu Orchestra
APOCALYPSE—Columbia KC-32957
VISIONS OF THE EMERALD BEYOND—Columbia 

PC-33411

In a tight electronic format like Ponty's, ar
ranging means more than note selection and 
dynamics. Since the work of Allan Zavod. 
Ponty's keyboardist/synthesizer player, is a 
big part of the group's sound, the discovery ol 
the right synthesizer tones is a factor in the ar
ranging problem. The solution is worked out 
through experimentation. "I asked Allan, tor 
instance, if he could come up with a sound as 
warm as a horn on Imaginary Voyage. Since we 
don't have a horn in the band, that's an ele
ment that would be interesting. So he worked 
on it. and the next day he came up and said, 
'Hey. listen to this.' He let me hear three dif
ferent sound combinations that he had worked 
on. We finally agreed on one that would be 
most appropriate."

Jean-Luc is not quite ready to expand the 
band's colors by experimenting with the in
strumentation. though. His one change has 
been the addition of a second guitarist. Jamie 
Glaser, who trades solos with longtime Ponty 
sideman Daryl Stuermer. This development 
stemmed from an idea Ponty had for Enig
matic Ocean. "1 had heard Allan Holdsworth 
on albums and was really amazed by his play
ing. I had written a piece. Nostalgic Lady, for 
the new album, and at the time I was writing 
it. I was hearing Allan Holdsworth playing on 
it. So I called him to do the album and 1 just 
happened to be right. He played a fantastic 
solo and he told me himself that he thought it 
was his best solo of the record.

"1 wanted to add another voice, because I 
knew I was going into a more fully orchestrat
ed sound. . . . And I've chosen the guitar just 
because I love the combination of electric or 

w acoustic strings together. The fact that the gui- 
< tar can play chords and rhythm as well as lead 
< lines is a fantastic, exciting advantage. It's not 
~> like having one lead guitar and one rhythm 
s guitar. It's having two guys of equal talent who 
o are different.

"Since Allan wasn't available for touring. 1 
looked for somebody else and got Jamie. He's 
from Long Island and is fresh from the 
Berklee College of Music. In fact, he was in
troduced to me by Steve Smith, my drummer.

"I've thought of even more instrumentation 
but I’m not ready for it quite yet. 1 just want to 
wait. When it comes, it will come naturally as 
a concept."

As things are now. Jean-Luc has enough 
problems keeping a six-piece band running 
smoothly on the road. In this age of high am
plification and sophisticated listeners who are 
used to a technically brilliant recorded sound, 
even the logistics of moving the equipment 
present a lot of difficulties.

“1 don't like to get into anything crazy," 
Ponty laughs. “In the rock field it gets to a 
point where it's total circus. It becomes part 
of the show—who is going to have the most 
trucks. That’s ridiculous. But there's the other 
extreme of not taking any of your own equip
ment—that’s bad too.

"We try to have the best conditions possi
ble. For a violinist there's no standard equip
ment that you can pick up anywhere. It’s after 
years of experience that you choose specific



equipment, and it’s a custom combination of 
amp. speakers. P.A. and so forth. I have to 
carry all that around. Since it’s heavy, I have 
to have people carry it for me, or else my 
hands are no good for performing."

Alter years ol experience, though. Jean-Luc 

road and seems to cope with it easily. "I've 
toured under all kinds of conditions." he ex
plains. "including the worst. It’s better now. 
Its unbelievable how much responsibility 
there is: the organization is so much bigger. 
But finally it’s all for the best. The end result 
is that I have so much more time to focus on 
my music.

myself—no roadies, no road manager. It took 
away a lot of my time. But now, having people 
to work and take care of little things, I can 
just hit my room as soon as we arrive any
where and start writing or practicing. 1 don't 
have to worry too much. If there's a problem, 
they always come to me. of course, for some 
kind ot heavy decision. But basically, it takes 
away the pain of the road. It's a structure that 
comes from rock bands more than what jazz 
bands are used to. but it's required by the fact 
that we carry a lot of equipment with us."

The subject of equipment seems to hold a 
certain fascination for Jean-Luc. Through the 
'70s he has been heavily involved with elec
tronic sound modification, and his experimen
tation has had some of the aspects of a quest. 
"I've tried everything that's been invented. 
I've spent time in the shops trying all sorts of 
weird things and have made a selection of the 
devices that were most successful with the ti„ , .------------------ ---------- —.............— a question of schedule. I literally don’t have
lye been fighting all my life for my instrument. The level of success and achievement now, 

with my band, is not only a personal success, but it’s also a success for the instrument. 
That makes me doubly happy, because it really brings the violin to a high status, where it 
should be.”
violin.”

The devices in his arsenal include Echo
plex. wah-wah and phase shifters. The only re
cent addition has been an entirely new instru
ment. "I just added a new violin—a five-string 
violin by Barcus-Berry. The extra string is on 
the low end—a low C. So it combines the vio
la and violin together: it has a range of both 
combined. It’s great. I was writing many 
pieces where 1 would have only one or two 
notes going lower than the lowest note on the 
violin. So I used to have to switch back and 
forth from the violectra, which is like a bass 
violin. So I was handicapped. But with this 
new violin, it's great, because it just gives 
some extra notes and still has the violin 
range."

Ponty's sonic experimentation has reached 
a sort of lull, however. “There's probably 
more to explore. But 1 certainly have reached 
the sound I was looking for. with which I've 
been working for the past few years. Es
pecially since I’ve had this group—I haven't 
changed much since then. Not that I'm going 
to sleep on it and be satisfied with it forever. 
But I'm satisfied until I can find something 
better.

"I tried running the violin through a synthe
sizer once, and it sounded like a synthesizer. I 
don't see the interest in that, because I have a 
guy to do that in the band. I'm not interested 
in reproducing another instrument's sound 
with the violin What I'm interested in is 
creating sounds that can only be made with 
the violin. Using the various devices, the 
sound is very different from what it would be 
using the guitar with the same devices."

Even with the sonic variety opened up by 
the electronic revolution, some have com
plained of a sameness in pattern and sound in 
current fusion music. For his part, Ponty has 

to music, he was more likely to fall into 
cliches. Now, he leels. that's less of a problem.

"Cliches—that happens to any musician, 
even the biggest genius. I have heard them 
play patterns, with different bands, that were 
pretty much alike over the years.

"It all depends on what I write." he con
tinues. "It I write the same kind of chord 
changes in every piece or every album, of 
course, it can be very easy to become cliched. 
But so tar I ve been caretui—well. I wouldn't 
say caretui. I just like variety anyway.

"There are some pieces where the chord 
changes are pretty unusual. And that's a bigger 

than playing tree-form. When you don’t rely 
on any structure, you really have to be a super
genius to invent something new every time you

Composition is something that Ponty ap
proaches in a fairly loose manner, however. 
He prefers to let the muse come in its own 
way, in its own time. "It could be anything," 
he says. "It comes when it comes. I just let in
spiration work.

"The side of music I am most sensitive to is 
emotion, feelings. It it comes by inspiration, 
it's more in that vein because it can be a reac
tion to some experience. That's the way I like 
to approach music. I don't like to say, ‘Well, I 
have to write because I have an album to de
liver on such and such a date.’ Certain musi

cians are able to do that, which is nice, in a 
way. But sometimes the result is pretty me
chanical. very technical. It becomes pretty 
sterile.

"Ive been lucky to be inspired enough to 
come up with the music for four albums. I had 
to delay the last one because it took some time 
to digest Imaginary Voyage and recharge my 
creative batteries. In fact, it took me a year, 
and I was supposed to deliver the album 
sooner—I don’t know how late I was. But I'd 
rather do that than give the album a 
schedule."

Part of the appeal of Ponty's compositions 
comes from his good ear for riffs and bass 
lines. The compositional bottom has been a 
concern of his for a long time. “Thinking 
about it." he reminisces, "what probably 
helped me was just getting interested in the 
bass myself. Years ago, when I started getting 
interested in jazz in Paris, I would go jam in 
clubs. Since the bass is a cousin to the violin. 1 
became interested in it and jammed on the 
bass sometimes. I listened to the bass players 
with as much interest as if I had been a bass 
player myself. That’s how I got an idea of 
what a bass line should be in a band.”

Tunes come to Ponty in many other ways, 
though. "It can be a bass line, a riff, a melody. 
I usually work at home during breaks, at a ta
ble. using the piano as well. Then I develop 
the idea into a longer piece.

"Sometimes different ideas will come 
together. Like Renaissance, on Aurora, which 
is an acoustic piece. That all came together at 
once. 1 heard the orchestration; 1 knew 1 
wanted an autoharp for that string sound, to

gether with violin and harmonies on acoustic 
guitar. It all came at once. I was on a plane at 
the time, and I got a piece of paper and wrote 
it all down. That's usually what I do whenever 
an idea comes."

A tune like New Country (from Imaginary 

tell you. any violinist in the world is aware of 
country music. I would say that any classical 
violinist in the world, by curiosity, is always 
interested in anything played on the violin. . . . 
I wanted to hear a country show and I went to 
see one in Anaheim with Merle Haggard and 
Doug Kershaw. I was surprised to see that 
their concept of using electric instruments and 

bands.
"Anyway. I'm not too crazy about country 

music, but being a violinist. I was interested to 
hear Doug Kershaw and Vassar Clements, 
whom I discovered later. A lot of people 
would ask me. especially in the South, if I had 
ever played country music. And I said no. I've 
never played any bluegrass or anything be
cause it doesn't belong to my folklore, my 
roots. But that country show gave me the idea 
ot doing a piece that would be very violinistic. 
It's very rare that I'll write a piece on the 
violin. But for that one I did—it had to come 
from the violin. Nevertheless. I was not going 
to do a pure country tune, so it starts in fast 
with a funk rhythm. . .

Jean-Luc draws from other sources in his 
past, even though he doesn’t get a chance to 
listen to as much music as he would like. "It’s 

time to really sit down and focus on concen
trating on other music.

"When I was doing two or three concerts a 
month six years ago, I had more time to go out 
to movies and enjoy myself, but I was frustrat
ed because I wasn't playing enough. Now it's 
the contrary. But 1 don’t complain about it.

"As a producer. I have to follow my albums. 
That is. when we're finished recording and the 
band goes home, I stay in the studio for a week 
or two to mix the tapes, follow the art for the 
cover and what’s going to be written on the 
back. These are details that take time. 1 have a 
family, and since I’m home for only half the 
year, 1 have to take care of them.

"Nevertheless, I take tapes on the road, and 
what I come back to most often. 1 would say. 
is classical music. That’s because 1 have to 
listen to something different from what I'm 
doing. And it's mostly a French composer 
named Olivier Messiaen. This guy is still 
alive, and he's a genius. He found out about 
the modes in the early ’30s and it's unbeliev
able how close he is to jazz musicians. He was 
even accused by some classical purists of get
ting too far away from traditional music. He 
was very interested in Indian music and he has 
written books about it; also Indonesian music, 
music from all over the world. I never get 
tired of listening to him.

"But musicians in all fields are breaking 
barriers now. Life is about breathing and 
going different places.”

J ean-Luc's musical popularity has trans
lated into a more important role for the vio- co
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BILLY
TAYLOR
and
DAVE 
BAILEY

Magnetizing
The Arts

by arnold jay smith

T iving and working in a city like New 
York is unique since the Apple has more ol 
everything than any other place in the world. 
With more of everything comes more of the 
detrimental-to-life factors like crime, poor 
housing, bad air and angry folks. But every 
sickness has its medicine. And often the bitter 
pill can taste sweet.

Jazzmobile. a non-profit result of 
HARYOUACT (Harlem Youth in Action), is 
a trailer, a wagon, or a float, as Jazzmobile 
president Billy Taylor calls it. Aboard this 
four-wheeler have sat the most praised musi
cians in the world.

What does Jazzmobile have to do with 
crime and poverty? Here is an organization 
bringing music, principally jazz, to a segment 
of the population of N.Y. whose cultural heri
tage jazz belongs to. The black and Hispanic 
areas needed the wagon originally for “cool
ing off" moments in their usually hot sum
mers. And when neighborhoods needed funds 
for self-betterment and chose block parties as 
their medium. Jazzmobile was there to help. 
But Jazzmobile is much more—so much more 
that it took Taylor and executive director S. 
David Bailey about two hours of talk with db 
to delineate its programs.

A word about the principals: Billy Taylor— 
pianist, composer, arranger, orchestra leader, 
lecturer, spokesman for jazz—is now Dr. Wil
liam Taylor, having received a PhD. recently.

S. David Bailey is Dave Bailey, former 
drummer, principally with Gerry Mulligan. He 
is also a composer, producer, pilot and flight 
instructor. The last two qualifications loom as 
major requisite functions for his Jazzmobile 
duties. He flew fighter aircraft in WW11 (for 
buffs. P5 Is and P39s) and has the FAA ratings 
as instructor for all manner of craft from sin
gle propeller through multi-jet. The organiza
tion and daily running of the Jazzmobile show 
is in his capable hands.

Actually. Jazzmobile was formed when 
Taylor, wanting to bring some culture to Har
lem youth after it was cut out of the original 
HARYOUACT. pressed his big band (he had 
just recorded with Oliver Nelson at that time) 
14 □ down beat
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to play in the street. "It was to be a one-time- 
only performance, but you know what hap
pens when we get a bug in our heads." Taylor 
said. What happened was that the artists who 
had been consulted regarding the value of the 
arts for HARYOUACT, and then totally dis
regarded out-of-hand. became incensed and 
formed the Harlem Cultural Council. "The 
Council was looking for visibility, and the 
float seemed to be just the thing." Taylor went 
on. The float was not the idea of the princi
pals of Jazzmobile, but of the World's Fair, 
N.Y. 1964-65 Corporation, who had Grey
hound design one for the Dept, of Sanitation 
Band under Paul Lavalle, which toured the 
Flushing Meadow Fairgrounds for two years. 
"Some of our original board members saw 
that that float was so vastly popular at the Fair 
that they quickly pressed for one for us. Grey
hound was not willing to lend us theirs, but 
Ballantine Beer got us one.”

From such humble beginnings, as the story 
books tell it, came the world-renowned wagon 
that has seen the likes of Jimmy Heath. Lionel 
Hampton. Ernie Wilkins, Herbie Hancock, 
Duke Ellington, George Benson. Dizzy Gil
lespie, Art Blakey, Thad Jones and Mel 
Lewis, a veritable who's who of jazz. As they 
branched out into other areas of the city, state 
and country, other artists came to play. Tito 
Puente. Eddie Palmieri. Candido, Machito 
and, most recently, the Cuban percussion 
group Los Papines have played aboard the 
wagon. David Amram, who played with Los 
Papines in Cuba, sat in with them again. "No 
politics. Just music. That's what Jazzmobile is 
all about,” Amram later told a nationwide tel
evision audience.

♦ ♦ ♦

Taylor: The float doesn't just suddenly ap
pear. We are invited by block associations. 
We wanted a liaison between us and the 
neighborhoods because we wanted an ongoing 
relationship. We told them. "It's your party. 
We'll produce the concert. You have to get 
the permits, etc.” It started with us doing a 
parade. New Orleans style, drawing the peo

ple, Pied Piper style, to the area. Then we'd 
set up and play.

Smith: When did you move into other 
cities?

Taylor: Almost from the first year. We took 
Cannonball Adderley up to Connecticut be
cause wc didn't want to be just a local unit. 
We felt there was a need, and we were, indeed, 
invited. But the problems were different for 
each city, so it was a few years before we went 
out of town again. We wanted to make sure 
the sound was right and that the reception was 
properly respectful for the musicians.

We haven't, as yet, set up satellite units else
where. but that is not beyond our scope at this 
time. Others have been using our name, but all 
illegally.

Smith: When did Jazzmobile begin branch
ing out to other forms of music? Was it acci
dental?

Taylor: No, it was intentional because our 
concept of what jazz is may be a bit more 
universal than many people’s. Dave and 1 have 
many differences as to what constitutes speci
fic areas of jazz. But, again, we respond to the 
neighborhood itself. One neighborhood may 
ask for Sun Ra. as one did. Another group may 
ask for Tito Puente, as another did. If we can’t 
get one, then we suggest another in that style. 
We try to match the music with the neighbor
hood. We combine our thoughts about the 
neighborhood with their requests.

Bailey: 1 think that’s a salient point. Some
times we are criticized for having a myopic 
view of what jazz is about. It is never Jazz
mobile imposing its will, but a response to 
what the music is. We have had Norman Con
nors as well as Sun Ra, and a lot of main
stream.

Smith: If they ask for. say. the Commodores 
or some other funk or soul group, would you 
get them?

Taylor: No, not exactly. We say to them 
that we are not in the popular area, per se. The 
closest wc have come has been Les McCann 
or the soul/jazz concept. We think that groups 
like the Commodores have enough of a plat-



form to work from without us. We take people 
like Herbie Hancock, who, before he was able 
to support a group on his own. was a leader on 
Jazzmobile. We also take sidemen and give 
them a forum. For example, Joe Farrell was a 
sideman on so many sessions. 1 mean, he 
worked with everybody as did Ron Carter and 
Herbie. You saw Lee Morgan's or Donald 
Byrd's group featuring Herbie. Sometimes 
their names weren't even mentioned. What we 
did was give them their own concert at some 
point. Then when they got famous, like Fred
die Hubbard, they wanted to play with us 
again.

Smith: The sidemen and the leaders also 
"pay back" by participating in workshops and 
clinics. Please talk about some of those.

Taylor: From the very first concert it was 
apparent that all jazz musicians who were that 
close to their audience were going to have to 
deal on musical and non-musical levels with 
that audience. People came up to me at the 
piano and asked. "Hey man. what is that you 
do when your hands cross over each other?" 
Or they'd go up to the drummer and ask what 
he did at a particular moment, because now 
they were behind him; before they were al
ways in front. They'd get questions about co
ordination. There were specific questions that 
came from people other than kids, from pros 
and semi-pros who had never been that close 
to musicians they had only heard on records. 
Musicians would end up giving master classes 
and clinics right there on the street! They'd 
explain weights of drum sticks, talk about 
reeds with saxophonists, exercise books with 
pianists. Finally we threw our hands up and 
said, "Wait a minute, we can’t deal with this 
on the street!"

That did not lead directly into the work
shops. but il did lead directly into the schools. 
So the next program was a lecture/concert 
which demonstrated the many styles of jazz 
and related them to where we thought the kids 
were. We might start off with Work Song or a 
spiritual or with anything they were familiar 

Bailey and Taylor

with. The more wc did that, the less we had to 
deal with the basics. They became that in
formed. We just stated it was America's classi
cal music and went on from there.

But we disrupted so many schools in the 
sense that we could not get out of the school. 
The bells would ring and the assembly would 
be over, but the kids would not quit, asking 
that "one" question. Out of that we figured we 
could set up a workshop situation. We dealt 
with it on a sharing basis, where specific musi
cians could share their knowledge with those 
who were specifically interested in that part of 
it. That evolved into a teaching situation 

where musicians like Jimmy Owens and Jim
my Heath, and others, actually developed a 
style of teaching that is now being imitated all 
over the country.

It's a very pragmatic approach toward how 
lo play jazz. These guys are saying. "This is 
what is needed." Many say the same things 
any music teacher will tell you. bul they say it 
in a way that's in the language of. and im
mediately communicates with, people who 
come to them with the attitude of. "Hey. 1 
don't want lo to go through all those other 
things; 1 just want to blow." The instructors in 
turn say. "In order to reach this stage, you 
have to do certain things to control the vo
cabulary, basics."

(The workshop program started al an op
portune moment in the history of the N.Y.C. 
school system. Intermediate School 201 was 
interested in utilizing, on an experimental ba
sis. their entire plant. Again, it was the com
munity that asked Jazzmobile in. Jazzmobile 
decided that it could best use the entire 
week, not just the school day, to implement its 
programs. It began on a Saturday, and Satur
days have been traditionally set aside for them 
ever since.

The programs were conducted by bassists 
Chris White and later Paul West. Originally, 
they envisioned certain elements that, from 
musicians' points of view, were requisites. 
From a loose program evolved the following: 
Harmony and Theory. Reading Proficiency, 
Instrument Technique Development, and En
semble. The faculty now stands at about 20 
practicing professionals with three con
sultants. While there is a syllabus, it is up to 
the individual instructor to deal with his class
es on a personal level.)

Taylor: I wouldn't expect Charlie Persip to 
leach the same way that Freddie Waits 
teaches, jazz being so personal an idiom. 
When we began to organize this in a more 
school-oriented fashion. Dave took over with 
his background in flying school teaching. We 
devised lesson plans, but they weren't so slruc- 

lured that the artist/teacher lost his individu
ality. There remained a continuity within the 
structure so that, should there be a dropout, he 
or she can pick it up later at the point of dis
continuance.

Bailey: One of the more important aspects 
of the organization of the workshop program 
was the increase in numbers. Early on there 
were not as many students in the workshop 
program as there have been in the last three or 
four years. Il has boomed to the point where 
wc have 800 applicants. If you have. say. 400 
regularly attending students in that setting 
with 20 instructors, it has to be structured in 

order for anybody to get anything out of it. 
One-on-one is ihe best of all possible worlds. 
But since that's not feasible we tried to test, 
group and evaluate in order to put people in 
groupings where they are comfortable and the 
instructor knows where they are; he is the one 
who does the evaluating. A practical reason 
for the structuring, as 1 saw it. was to get the 
most out of the time allotted.

Smith (to Taylor): What do you look for in 
instructors? What prompted you to hire Dave?

Taylor: Dave possesses extremely good or
ganizational talent. | He was attorney F. Lee 
Bailey's personal pilot and ran F. Lee's air
port in Massachusetts. He has taught thou
sands of people to fly on a personal as well as 
an institutional level. He has written manuals 
on the subject that are texts.) He is very well- 
equipped for structuring programs. That com
bination of organizational bent and the inside 
knowledge Dave has in jazz—as a player, a 
producer and as a record company owner 
jjazzline Records)—naturally lends itself to 
Jazzmobile.

We go back together personally as far as the 
late '40s when I was a ticket-taker for con
certs that Dave ran in Westchester County. 
When you work in a trio setting you learn 
quite a bit about your sidemen as people. I re
spect his taste in music and his ability to be 
aware of evolving directions. There are very 
few people who have this who are not leaders.

Smith: Are those the kinds of things you 
look for in your workshops?

Taylor: No. not particularly, but I look for 
that in a director. Dave's ability to do that has 
kept us on lop of the Latin explosion, for ex
ample.

Bailey: What Billy described happening in 
the street when we first started happened to 
me when I returned from Brazil (I960) with 
the first bossa nova tempo. I was backstage at 
Carnegie Hall with 15 drummers around me 
saying. "Show me how to do it!”

Taylor: Which gets back to the workshop/ 
clinic. It is called that because you are dealing 
with specific input from musicians with 
specific kinds of master apprentice ap
proaches to music. Combined with the practi
cal approach of the working musician, such as 
Dave and the others, and the fact that they can 
be organized into teachers, has led us to where 
we are.

I was academically trained. One of the 
problems with teaching music is that you lend 
to teach harmony, theory and composition, 
and you separate all of these things. They 
never gel them together in music schools. 
What we try to do is to bring them together in 
every way we possibly can. Il is the part of ihe 
organizational capability of the executive di
rector that makes this possible.

Bailey: Our day ends with “Ensemble." All 
of those other requisites are comparatively 
mechanical. The essence of jazz is the person
al aspect. Wc feel that the program is incom
plete unless you have this fourth dimension, 
the practical way of tying the three other ele
ments together: the Harmony and Theory. 
Reading Proficiency and Instrument Tech
nique Development. It's all tied together in 
the last segment. Ensemble. At the end of the 
day they can apply what they have learned in 
the course of their prior classes. Also, it gives 
them something to work on during the week. 
Sometimes the students are more motivated to 
deal with ensemble playing than they are the 
other courses, but in dealing with the en
semble plan they are indirectly dealing with 
the others. co
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DAVID BAKER
by tim schneckloth

I n September the New York Philharmonic 
performed David Baker’s Concerto for Cello 
and Chamber Orchestra as part of its Celebra
tion of Black Composers series. This was the 
second time in the course of a two-year period 
that the organization had presented one of 
Baker's works, and the positive reviews on 
both occasions indicate that Baker's compos
ing has reached a new level of achievement 
and acceptance.

Such accomplishments would be enough to 
satisfy most contemporary musicians, but in 
Baker's case composing represents only one 
facet of musical life. Baker’s activities in 
music are wildly diverse, but he approaches 
them all with his typical energy, enthusiasm 
and vision. He is now head of the jazz depart
ment at Indiana University’s School of Music, 
a position that represents another sort of 
culmination in his checkered career. But as 
far as goals are concerned. David seems to 
feel he is just hitting his stride.

At Indiana Baker is not too far from his 
hometown of Indianapolis. As David was 
starting out on trombone in the '40s. there was 
no lack of musical peers and inspirations. “1 
went to the same high school as J. J. Johnson. 
Slide Hampton. Wes. Monk and Buddy Mont
gomery, Leroy Vinnegar. Virgil Jones and on 
and on." he says. "So it's a really rich tradition 
out of which to come.

“Slide Hampton and I were the same age 
and we kind of grew up listening to J. J. We 
just assumed that was the way the instrument 
was supposed to be played. So I played a lot 
around Indianapolis and ended up in college 
at Indiana U. back in the early '50s. During 
that time 1 was playing with all the local peo
ple who eventually became non-local—Wes, 
and so on.

“It was so ridiculous in Indianapolis around 
'48 and "49. 1 was talking to Slide a couple of 
weeks ago and we counted about 300 clubs 
within a 10 or 12 block radius, all with jazz. 
There was a street called Indiana Avenue and 
all the groups that came through town played 
there too. It was a very fertile atmosphere.”

David got his masters degree from Indiana 
in 1954 and stayed around to work on a doc
torate. "1 was also doing a lot of traveling with 
16 □ down beat 

bands like Lionel Hampton during the sum
mer or whenever I could get gigs. That’s why 1 
took so long with the damn doctorate,” he 
laughs. "Then in '56 I joined Stan Kenton and 
ended up on the West Coast where 1 lived for 
the better part of a year. 1 put a big band to
gether myself back in Indiana around '58 or 
'59.

“Gunther Schuller had come through town 
with the Metropolitan Opera and had heard 
the band and simply offered scholarships to a 
number of us for the School of Jazz at Lenox. 
That was where I met George Russell in '59. 
George took virtually the members of my 
quartet that had been playing in Indianapo
lis—David Young. Al Kiger and myself—and 
we became like the nucleus of the George 
Russell sextet.

“We managed to work pretty regularly, but 
it certainly wasn't any big hit band, simply be
cause the music was so esoteric. George man
aged to keep us working and rehearsing all the 
time, though.”

Around this point in Baker’s career, a long 
dormant problem began to arise when the be
lated effects of an automobile accident nearly 
a decade earlier finally became noticeable.

"The accident was in '53, but the residual 
damage didn't really start showing up until 
1961. That’s when they found out I’d been 
playing on a dislocated jaw. What happened 
was that the muscles had atrophied on one 
side of my face. Of course, there was a lot of 
psychic damage too.

"I ended up in Chicago at Passavant Hospi
tal off and on for 18 months, doing all kinds 
of funny things—corrective procedures, none 

of which ultimately worked, even though 1 did 
get my speech back.”

Baker found himself a trombonist who was 
physically unable to play the trombone. 
“We're talking about nightmare city. . . . The 
year I had to give up trombone was the year 
we had a clean sweep from Indianapolis—J. J. 
had won the Established Talent award in the 
down beat Critics Poll, and Slide and 1 had 
tied for the New Star award. 1 remember when 
1 got the magazine. 1 was over at the down 
beat office with Don DeMicheal and I had 
just come from the doctor, and he had told me 
it was the end of a career for me. So it was 
kind of like a double trauma.”

David's solution to this disaster was to start 
a new career from scratch. “1 started playing 
cello. . . . Needless to say. 1 went at it tooth 
and nail because it was like survival. It was 
either that or get a job.” he laughs. “But it was 
an opportunity to get some serious studying in, 
simply because there wasn't a work oppor
tunity for me.

"Incidentally, that’s also when I got into 
teaching. Somebody said it before, but it's still 
true that God works his wonders in mysterious 
ways. I’m certain that 1 would never have got
ten into teaching to the degree I’m in it now if 
I hadn’t had that time to reflect. ... As far as 
I’m concerned, all of the things 1 do are im
portant to me. but teaching is a major thrust 
for me now.”

Along with developing his chops on a new 
instrument and getting deeply into teaching. 
Baker spent the '60s getting more and more 
into composition. “I’ve been very, very for
tunate. When 1 really started getting serious 
about it, when 1 had the resources to write for 
orchestras and some of the top performers in 
the business, it coincided with the attempt to 
bring to parity the efforts of black composers. 
At the time, it provided a major impetus for 
me, because all of a sudden there was this 
Black Composers Series, and 1 had an oppor
tunity to have my work played by major or
chestras.

“For me as a composer, the thing that has 
been most gratifying is being able to write for 
some of the world's really virtuoso players. As 
people become more and more aware of the 
fact that the designations about classical or 
jazz or whatever arc usually, at best, arbitrary, 
more and more classical performers arc turn
ing to people who are honest with what they 
do, and are attempting to make the music rele
vant to contemporary environment. To me, 
that's been one of the important things.”

The subject that really gets Baker excited, 
though, is jazz education. “The thing that has 
excited me most is the fact that we're in an 
area where we're starting from scratch. 
Nobody's saying. ‘This is the way it has to be 
done.' You have a chance to keep restructur
ing. re-evaluating, reassessing. For instance, 
in the last two years. I’ve been trying to find a 
way to combine the very technical academic 
approach—which is necessary too, some
times—with the way I learned to play, the way 
people in my generation learned to play. So 
what I've been doing more and more is deal
ing with the whole notion of learning to play 
by ear. in addition to what we do in the books.

"Most of the people who put jazz education 
down would like to keep jazz surrounded by 
an aura of mysticism. . . . There are other peo
ple who simply do it out of ignorance. You 
know. 1 chaired the jazz panel for the Na
tional Endowment for the Arts for three or 
four years, and one of the reasons we have so



much trouble convincing the government to 
allocate X amount of dollars to jazz pursuits 
is that we have been so careless, so neglectful 
about documenting this music, about putting 
it on equal terms with other kinds of music— 
from the standpoint of the academy as well as 
the street.'’

Music education has reached a point where 
Baker is almost amazed by the proficiency of 
his students, and the future looks extremely 
bright. “Kids know things now in high school 
that we didn't know until we were 30 years 
old. They come with superior physical skills 
and they're getting good musical training right 
from the beginning. Since the kids can afford 
to buy records, they come to college with their 
ears already in tune, with all the physical 
skills. And they have all these opportunities to 
play. We're on the threshold of seeing this 
music proliferate and be recognized on a par 
with any other world music.

“You know. I tell a story about how I re
member when Slide and I found out that a 
tune could have a bridge. Those kids take that 
for granted now—they know how scales relate 
to chords. They play by ear. they can play fast. 
Now. 1 don't mean they're playing with any 
kind of maturity. There’s no substitute for 
maturation. But the thing is. it's just so in
credible to see high school bands playing 
things that I was doing with my college band 
in the '50s. I heard one junior high school 
band at Eau Claire last year playing shit by 
Thad Jones, man. And I’m not talking about 
butchering. I'm talking about playing!

"We're in absolutely beautiful shape.” db

RUSTY DEDRICK
by arnold jay smith

N£ lew York s Manhattan School ot Music 
has always had a reputation for being hardline 
pro-classical training. But not too long ago, 
amid the many tributes being accorded the re
cently deceased Duke Ellington was a con
cert given by MSM and a student big band un
der the direction of one Rusty Dedrick. Ruth 
Ellington, Duke's sister, was there as were 
many luminaries from the City of New York's 
political and musical establishments.

The band absolutely pulled the audience 
from their collective complacencies. The en
semble screamed "A" Train as few had done 
before them; they read and romped through 
the Ellington/Strayhorn book as though they 
had been doing it all their lives. Had MSM 
changed direction? I stayed my decision.

Two years ago the same band appeared al a 

brass conference in New York on an ice-laden 
Sunday night that saw only the hearty ventur
ing forth. Even MC Reverend John Genscl 
was checking his watch, concerned about the 
increasingly late hour and the increasingly 
hazardous driving conditions that awaited 
him. Dedrick brought his boys on after Danny 
Stiles led the Manhattan Wildlife Refuge. It 
was no contest. The MSM jazz band was once 
again the feature of the show.

1 was almost convinced that Dedrick had 
done something to alter the thinking of the 
MSM executive board. 1 began asking ques
tions.

"They wanted it,” Rusty began on that 
heavy-weathered night, referring to the band 
members. "They get me down to practice 
whether 1 want ii or not. It’s very important to 
them. They feel they want to blow this way 
and not play classics all the time. It’s their en
thusiasm you are hearing, not my leadership.”

Humility prevailed for the moment, but re
search proved him only partially correct. It 
was. indeed. Rusty Dedrick who kept at it un
til the program was altered somewhat to in
clude the band as a major course for two cred
its. More about that in a minute; first let's 
glimpse at the leader.

Lyle "Rusty” Dedrick, a big-band trumpet
er, was never much of a stylist. His forte lay 
in his technique and masterful control of the 
instrument. He played with the bands of Dick 
Stabile. Claude Thornhill. Lionel Hampton, 
Ray McKinley and Red Norvo, and, while 
with NBC-TV, arranged for Richard Maltby. 
He has recorded some little-known but well- 
received albums with Don Elliot (Counter
point For Six Valves—Riverside) and with 
Monmouth-Evergreen and Project 3 Records. 
He is now Director of Jazz Studies at MSM. 
leading its emerging jazz program. He has 
been with the school for seven years, having 
followed John LaPorta and John Carisi into 
his current position.

"The band was an extra-curricular activity 
under both former directors,” Dedrick stated. 
"When 1 got there it was a once-a-week re
hearsal band for little credit, but great fervor. 
We did get it together into what it is today.”

Manhattan School of Music is changing di
rection in fact as well as theory. Dedrick told 
db about the new jazz program.

"They have big plans for a jazz degree pro
gram. hopefully to start next year ('78). At this 
time the only thing the school offers in a jazz 
program are two large ensembles, sometimes 
called stage bands. We call them Concert Jazz 
Bands. And we have two smaller ensembles 
we call Chamber Jazz Groups. I teach a 
course called "Jazz History and Apprecia
tion.” There is also Johnny Carisi's arranging 
course and a few other related courses, but 
that's about it at the present time.

"There is hope that this year a plan will be 
implemented where we will bring in noted 
jazz instrumentalists to conduct master class
es. Some have already been contacted, most 
notably Mill Hinton, Sonny Igoe, Sonny Rus
so and a few others. They will help launch the 
jazz degree program.

"Of course, these will have to be added lo. 
There’s a big gap in the program as it is now 
stands. There will have to be many more jazz 
courses added to the curriculum before they 
can award a degree. There should be more ar
ranging courses and theory courses geared to 
these lines rather then the classical lines that 
they are presently geared to.

"Seven years ago the whole thing consisted 

of one band, one rehearsal per week, one con
cert per year, on campus. Now we do three or 
four concerts a year formally, plus other in
formal things, and we travel a little. The jazz, 
ensemble program has expanded greatly. We 
look forward to the entire program doing the 
same."

In this, as with so many other programs 
throughout the country, the question remains. 
"Where do the musicians go after they have 
all of this spectacular training?" Rusty intends 
to include that in his curriculum.

“Some of the band members find gainful 
employment in the traveling bands. Paul 
Eisler, alto sax, class of '76, has worked with 
Thad Jones-Mel Lewis and Bill Watrous. He 
also does some recording in town. But that's a 
rough, uphill battle to get into the commercial 
world and make a living at it. Trumpeter Fred 
Gaud, same class, and drummer Warren Odze 
are both doing very well. (Odze is currently 
with Jackie Cain and Roy Kral; Gaud does the 
studios and rehearsal scene.)

"The reason for the two ensembles are (A) 
performance and (B) learning. The B group is 
mostly populated by freshman and sopho
mores. By the time they get to be juniors and 
seniors they have moved into the A band. The 
learning includes what they have to do to get 
into the studios. We talk about the economics 
of the industry and what things are required in 
preparation for competition in the different 
fields. It goes beyond sitting down and play
ing a chart from letter A."

If Manhattan School of Music is going to 
get its jazz degree program, it has been due lo 
the efforts, "salesmanship," as Rusty calls it, 
of the jazz department's director. Dedrick in
tends to remain as its guiding force and fore
sees a viable direction for the school.

"The school is headed in the right direction. 
It's lime for a more realistic understanding of 
the needs of the young musician. In the past, 
the school has been geared strictly to the clas
sical vein, turning out dozens and dozens of 
people who aspire to non-existent jobs. They 
are lucky if they even make a third chair in 
some small out-of-town orchestra. It's a very 
unrealistic thing when the kids are told they 
are going to be prepared to make a living as an 
instrumentalist in iheir field. The trouble with 
all of that is that there arc just not enough job 
opportunities available for gainful employ
ment. Numerically speaking, they are grinding 
out too many of them with no real place for 
them to go.

"Now, in the jazz-commercial field there 
are job possibilities. They're not as plentiful as 
we'd like, but at least there is something to do 
most of the time for anyone who is really 
capable, al least on a part-time basis. They 
can turn a dollar and exist. Some of them will 
probably do very well." db

WES HENSEL
by tim schneckloth
It’s no secret that (he musician's life is not 

always a stable and comfortable one. For a 
journeyman musician like Wes Hensel, it 
might take years of work, experimentation 
and movement to find the proper niche. The 
current phase of Hensel's long musical career 
finds him teaching at Boston's Berklee Col
lege of Music, and his present situation seems 
like the end of a quest for personal satisfac
tion.
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Like many people growing up in the depres
sion. Hensel chose his career course almost 
by accident. "My major in high school was ar
chitecture." he recalls. "1 was in one of those 
rare schools that had that kind of program. I 
was offered a scholarship in architecture at 
Notre Dame, in my home town of South Bend, 
but 1 didn’t take it.

"1 had planned on taking it. but the summer 
before 1 was supposed to start. 1 went out on 
the road. Up to that time, music had been easy 
for me. but what I was really interested in was 
architecture. In my last year of high school. I 
was doing a thing where they’d hire you out to

a local architect. That was during the height 
of the depression and it was a pretty hung-up 
time. Architects were doing nothing. So this 
guy I worked for did nothing but discourage 
me from going into it as a profession.

“So I went on the road that summer, and 1 
was getting away from the home folks, the 
home musicians. I said. ‘Hey, yeah, this is 
kind of fun. I'm going to learn to play with 
some different people.' So that's when 1 
decided, the hell with it. I'm going to stay out 
on the road. So 1 did."

As a lead trumpeter and arranger, Hensel 
worked with territory bands for some years. 
"When World War 11 came along, 1 had my 
own band, working out of South Bend. When 
we got into the war, the whole band went 
down to the plant to do the whole patriotic 
bit. And 1 ended up working there until I 
finally enlisted.

"1 was in until October '46. The first band 1 
joined then was Charlie Barnet’s band. 1 was 
with that band for three or four weeks, then 1 
went on Boyd Raeburn's band. 1 was there un
til 1 went on Les Brown's band, which I was 
with for close to 14 years.

"The way I came on Les’ band is sort of in
teresting. Buddy Childers and 1 traded gigs. 
Les' band had come into New York to do a 
record date. Buddy and I got bombed there, 
and he went to meet the Raeburn bus and 1 
met Les Brown’s bus. So in all those years 
with Les. anytime we got mad at each other. 
I'd quit, and he'd say, ‘You can’t! I never hired 
you!’

"The first night was really funny. If you 
were on Raeburn’s band, the book was tre
mendously difficult. Most of it had been writ
ten by Johnny Richards or George Handy. 
There were some pretty hairy things to play. 
So playing with Les’ band was like child’s 
play. But all of a sudden some chart would 
come up that Buddy Childers had played a 
solo on. ... So Les was used to hearing Buddy 
Childers’ sound. He gave me one of those dou
ble-take looks.”

Being on Brown's band meant a relocation 
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to the West Coast, where Wes got involved in 
other work activities. "1 did studio work at 
20th Century Fox for about eight years be
cause we were under contract out there. 1 was 
like the first added man. Anytime they had a 
jazz call, or something like that, they'd call 
me in to play lead. I worked other studios 
too—MGM, Paramount.”

After the Hollywood phase. Wes moved to 
Las Vegas for what he considers years of hack 
work. He worked strictly in house bands—the 
Flamingo, the Tropicana, the Riviera, the 
Thunderbird. ’’One of the problems in Vegas 
is the fact that you're an accompanist. The 
only time we ever got to play was when there 
was an overture, and those are usually kind of 
dumb. 1 never played a good overture, includ
ing the ones 1 wrote myself," he laughs, "be
cause you’re restricted in what you can or 
can’t do. You never get time to stretch out.

"The production shows out there—the 
Folies Bergere at the Tropicana, the Casino 
de Paris at the Dunes, the Lido show at the 
Stardust—they were all French-type produc
tion shows, and they’re exhausting for trum
pets. So if you have the stamina to make one 
of them, you can almost call your shots for 

§ how much money you want. You have to be 
w able to work two shows a night, three shows 
£ on Saturday and still be able to play a high F 
< at the end. It gets to be ridiculous, like you're 
m shortening your life.

“1 went to the Flamingo for the last five 
years I was in Vegas. It was a great, great 
band. It was one of the best jazz bands I’ve 
ever been with, but we never got to play any 
jazz. Wc had people like Sam Noto, Red 
Rodney. Bill Harris. That was the contract 
brass section, and you'd play behind dumb 
acts like Sonny and Cher. Don Ho. Once in a 
while they’d throw you a bone—like Ella 
Fitzgerald would come in for a month and you 
could get into something.

"When they sold the hotel to the Hilton 
chain, they brought in a new hotel manager, 
and there just didn't seem to be the right vibes. 
One night, the bandleader, who had a drink
ing problem, got a little loaded and put this 
cat down. So that cat put the hand down. Out 
we went.

"At that time. I'd been in Vegas for maybe 
12 years without a vacation. For a period of 
19 months I didn’t even have a day off. So 
when the leader got fired. 1 took some time 
off. After a month 1 got my head cleared and 
wondered what the hell I was doing there. 1 
wasn’t pleasing myself, by any stretch of the 
imagination, playing a jive show-biz thing.

“So I went on a one-man strike for a year. 1 
refused to work. I went through my life’s sav
ings. 1 only worked two weeks during the year 
subbing for friends of mine so they could take 
a vacation. And 1 didn't even want the bread 
for that.

“But 1 started doing the Summer Jazz 
Clinics for Ken Morris from South Bend and 
got acquainted with some of the teachers from 
Berklee—Phil Wilson. John LaPorta. Up to 
that time. 1 had never really thought about 
classroom teaching. Anything I’d done before 
had been one-to-one. 1 got to thinking about it 
and said. ‘Hey, that's what I really shoud be 
doing, getting around a musical environ
ment.’"

Since his arrival at Berklee in ’72. Wes has 
found peace for his creative urges. In addition 
to expressing himself through education, he 
also finds time to play with Herb Pomeroy’s 
remarkable big band. "The band really got 

started when one of the cats from the union 
wanted to do some trust fund dates. He called 
up a few cats: we had one rehearsal and played 
a week of concerts. And everybody had so 
damn much fun—it really is a good band.

In the current semester, Wes is teaching 
courses in scoring for woodwinds, commer
cial arranging for large ensembles and ear 
training. An especially interesting course is 
Recording Techniques. "It’s just like a record 
date. You give the students an opportunity to 
go in and see what really happens in a record
ing studio. We have a professional studio 
here at Berklee, and the equipment is as good 
as in any recording studio anywhere. We 
also teach students to engineer."

Wes' philosophy of education seems to stress 
helping the students find their own individuality 
and self-reliance. "The only thing I can give a 
student is information. As far as teaching is con
cerned. 1 don’t think any teacher anywhere 
could say that he can teach anybody anything. 
All you can do is expose them to things.

"1 don’t want anybody to write like me. 1 
want them to write like them. Now. they're 
going to be influenced by things. Like har
monically, 1 expose them to a tremendous 
amount of information. But whatever use they 
make of it is up to them.

"Nobody has a magic wand that they can 
touch you with on the shoulder and say. 
‘You’re a musician.' You've got to make a mu
sician out of yourself.” db

FRANK
GAGLIARDI
by bob henschen
P
A rank Gagliardi is music professor in a 
smallish Western city, but his particular situa
tion offers a singular opportunity for jazz 
studies advancement The place . . . Las 
Vegas, a girlie, glamor and gambling Mecca 
of worldwide notoriety, but also a town where 
hundreds of fine instrumentalists congregate 
to play for lucrative hotel bands. An atmos
phere of professionalism pervades the entire 
musical community, and the whole entertain
ment scene can be turned to a music edu
cator’s advantage.

In fact, it was a hotel job that brought Frank 
to Vegas in the first place. Gagliardi grew up 
in Denver, began music studies at ten, and was 
specializing in the mallet instruments by 14. 
At 17, Frank became percussionist with the 
Denver Symphony, a post he was to hold for 
15 years. Meanwhile, he was working on a 
masters in Music Education at Denver Uni-



versity, playing scattered jazz gigs, and even
tually winding up as faculty founder of the 
D.U. Jazz Ensemble. Gagliardi's student band 
won the 1963 Intercollegiate Jazz Festival at 
Notre Dame and took a U.S. State Department 
tour of the Far East in 1964.

But Frank was offered a job as drummer
percussionist at the Sands Hotel and decided 
to take it. Five years ago, the University of Ne
vada at Las Vegas asked him to start a jazz 
program at the school and he became a part- 
time instructor. Now Gagliardi is full-time 
faculty at UNLV, has one of the most unique 
jazz education programs anywhere and still 
finds time to play with the Lew Elias Band on 
the Strip.

Because of the proximity to Glitter Row, 
UNLV has an excellent opportunity for clin
ics and workshops with Vegas musicians like 
Monk Montgomery, James Moody, Danny 
Skea and many others. "We now have about 
60 students in our jazz program.” Frank says, 
"and we are trying to expose our young play
ers as much as possible to our great pros. 
Weekly, we have sectional rehearsals and 
clinics using some of our best Strip musi
cians."

Despite the relative newness of their jazz 
curriculum, UNLV has already played at 
Orange Coast, Pacific Coast, and New Or
leans Jazz Festivals. In 1976, Gagliardi's kids 
took second place in competition at Mon
treux. They completed a tour of Europe and 
will be going back again in '78. They recently 
made video on ABC's special Happy Birthday 
Las Vegas.

The Montreux sojourn was assured at the 
last minute by an $8000 check from Wayne 
Newton, of all persons, and when the band got 
back, Wayne met with Gagliardi. Their subse
quent talk led to what is now a thriving intern
ship program whereby UNLV students get to 
sit in with one of several participating hotel 
orchestras. The student gets paid for his work, 
doing a rehearsal and two shows .. . but the 
money goes directly into a special fund for the 
university jazz program.

Student Chris Crockett says the experience 
is one that can't be had from any book. "This 
is the real thing, if a student goes in and plays 
a show, pays attention, talks with some people 
and then decides "this isn't for me,' the class 
has already done him a service by helping him 
make a decision. If, however, the student en
joys it and really loves the environment, the 
feeling he gets is one of rededication, you 
know? It really makes him want to get his act 
together."

Lew Elias, relief band director at the Fron
tier, MGM and Riviera Hotels, is also pleased 
with the intern system: ". . . a proven success 
in the few months of existence. Each time the 
individual student returns for an engagement 
with my orchestra I can see and hear the im
provement in confidence and performance." 
Gagliardi, of course, screens the intern par
ticipants closely, only sending out those he 
knows are qualified to do a job. He insists that 
each student be able to double on whatever in
struments the particular gig calls for. It's a tre
mendous program that has been getting excel
lent results.

Meanwhile, back on campus, Frank has de
signed a thorough curriculum for the develop
ment of young jazz players, "Our purpose is to 
educate players as much as possible in the to
tal music business, meaning studying, working 
with pros in class and clinics, invaluable ex
perience through our Intern program, and a 

very important facet: being able to go out into 
this world and make a decent living." The de
partment consequently lists two jazz ensem
bles plus courses in Jazz Arranging. Private 
Jazz Arranging. Private Jazz Composition, 
and Jazz Improvising. Former Supersax trom
bonist Carl Fontana and Strip tenor saxman 
Rick Davis have recently been taken on as 
part-time faculty, with Carl teaching improv 
and Rick guiding Private Arranging. Through 
the creative leadership of Frank Gagliardi. 
UNLV now has a jazz education program in 
full fruition. db

BUDDY BAKER
by tim schneckloth
(j ctting jazz education off the ground in 

the '50s and '60s was not the easiest task. Even 
at that late date, the music's academic legiti
macy was questioned by many. Men like Bud
dy Baker, though, persisted in trying to estab
lish a broader, more eclectic vision of what 
“music” should mean to the university and the 
world. Their labors are now hitting the payoff 
stage.

Baker himself has always felt that classical 
and jazz training can only enhance each other, 
and his life story illustrates his theory. He has 
developed a career that includes roles as vir
tuoso low brass player, respected jazzman and 
innovative educator.

Baker left his hometown of Alexandria. In
diana to attend Indiana University in 1950, 
where he concentrated on trombone. He 
joined the army following graduation in '54, 
where he served as a pilot with the Army Air 
Corps. "I didn't want to mix my music with 
the military,” he says. "The only time 1 spent 
playing in the service—1 was in Germany all 
that time—was practicing and playing in offi
cers’ clubs, working with everybody I could. 
In fact, 1 met Albert Mangelsdorff over 
there.”

Baker went back to Indiana U. after his dis
charge and finished work on his masters de
gree in ’59. Following a couple of short stints 
with Woody Herman and Stan Kenton, he 
went back once again—this time to teach. 
"Soon after that I started the jazz program 
there. It was a small start, but at least we got 
the band going.

"Then 1 left Indiana. My wife had some 
trouble with asthma and we had to leave that 
part of the country. We came out to Denver in 
'65. She was much better after the move, and 
we decided to stay. A job opened up at the 
University of Northern Colorado that fall, and 
I’ve been there ever since.

"Darryl Goes and I started the jazz thing 
there and nurtured it along almost over and 
above our regular course load. Last year, we 
were able to bring in Gene Aitken, who is now 
in charge of it. It simply got too big."

Having helped start two different jazz pro
grams at the college level. Baker has a good 
understanding of the problems involved. 
"When 1 first started out I felt the thing I had 
to do was get all the other teachers' respect. I 
had to play their game and play their music 
and show that I was one of them and not so 
different. I had to go easy, it took a lot of pa
tience. Sometimes you would want to tell 
somebody what you really thought, but you 
couldn't do it. It would simply turn them off.

“But it's been more and more accepted. A 
reason is that essentially, in this school, we 
are training most of our students to be teach
ers. The teachers at this institution have seen 
that jazz has become an important thing in the 
high schools and junior highs. We’ve begun to 
realize that we have to train our students; 
someone who doesn’t have jazz knowledge is 
at a terrible disadvantage.

"It's gone a step further. I teach low brass 
and try to place my graduate students in jobs 
at universities throughout the country. And 
out of the low brass jobs that came in last 
year, most of them wanted somebody with 
some experience with jazz. They wanted 
somebody who could take over a jazz program 
or help with one in addition to teaching low 
brass. Any kid who didn't have that cooking 
was just out in the cold. So I think that it's an 
absolutely essential part of the education of 
my own students to give them the whole ball 
of wax. It’s hard to do and it takes a lot of time 
and a lot of work. But I think a person who 
has a jazz background is a better orchestral 
player—just as a jazz player who can sit in an 
orchestra and play with that kind of discipline 
and sound is going to be a better jazz player. 
They complement one another."

At the present time, Baker teaches only one 
course within Northern Colorado's actual jazz 
program—jazz theory. What he is presently 
concentrating on is injecting jazz elements 
into his teaching of the low brass instruments. 
"We have courses in improvisation, but my 
students always get a shot of it in their lessons, 
whether they like it or not. 1 think they have to 
do some of that, since it enhances their under
standing of scales, chords, creative ability. 
And it improves their ears.”

Jazz elements are branching into other 
areas as well on Baker's campus. "A new thing 
for us is the jazz vocal group we've got going. 
The interest that's creating among the singers 
here on campus is really something else. 
We're hosting an invitational high school 
vocal jazz thing out here next year. The last 
frontier as 1 see it, is the strings. . . . And I 
think we'll be able to bring that out in a few 
years.

"There are teachers who are still digging 
out the old European music and hammering 
away at that without any recognition of some 
of the things that are happening. But the kids 
are so critical—they know what's happening, 
and a teacher that is really a fuddy-duddy and 
brings out the old yellow tunes is really under 
severe criticism. The students expect the best, 
and if they don't get it, they'll go somewhere 
else.”

But for Baker, the real future of the music 
depends on the combination of diverse factors 
that his life reflects. "Music in this country 
has always been a healthy thing. It always
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Hie ExciriNq Would 
of tIie CommercîaL 

ÂRRANqER& 
Composer 

Can Be Yours

But you must have expert skills and 
understanding to become part of this 
competitive field. CONTEMPORARY 
ARRANGING AND COMPOSING is 
the only program specifically de
signed to give you the training you 
need to become a qualified profes
sional in today’s music market:
* COMPREHENSIVE CLASSES ■ 
all styles covered in the areas of Ar
ranging * Composing * Conducting 
* Film Scoring * Orchestration 
* Electronic Instruments * and 
many more.
* PROFESSIONAL INSTRUCTION - 
a tested program of study, practice, 
observation and application taught 
by Dick Grove and staff.
* LOCATION - the famous Dick 
Grove Music Workshops in Los 
Angeles, the center of the enter
tainment industry.
* FIELD TRIPS - visits to stages and 
studios to observe top pros at work. 
* GUEST INSTRUCTORS - an in
sider's view from face to face ses
sions with composers and arrangers 
like

HENRY MANCINI
SAMMY NESTICO
DON ELLIS
BILL HOLMAN
PATRICK WILLIAMS
ALLYN FERGUSON
DAVE GRUSIN
JACK ELLIOT 
LALO SCHIFRIN 
PETER MATZ

Don’t wait. CONTEMPORARY AR
RANGING AND COMPOSING be
gins in January. Enrollment is limited. 
Write now for full details including 
how to receive college credit.

CONTEMPORARY ARRANGING & 
COMPOSING PROGRAM
Dick Grove Music Workshops 
12754 Ventura Blvd. Suite D-3 
Studio City, Ca 91604

NAME

ADDRESS

CITY

STATE ZIP 

emerges. Il may not come from the academic 
scene—sometimes it may drift into the hands 
of the young, the hands of people who arc not 
particularly trained. Virtually untrained peo
ple come up with new things that are incorpo
rated into the mainstream of jazz and even 
classical.

"1 can see a tremendous hodge-podge of all 
these styles that is now beginning to come to
gether. Just exactly where it's going to go and 
how it's going to work, nobody knows. Bul 1 
think everybody that can should jump in the 
middle, find out about it and do it.” db

JAMES PROGRIS 
by russell shaw 
^^lestled snugly amongst the suburban 

Miami palms of Coral Gables, Florida, the 
University of Miami acts as a beacon for stu
dents worldwide. As the leading four year 
institution in one of the more cosmopolitan 
metro areas in the nation, the school is a 
prominent focal point for ideas, a gathering 
place for stimuli.

A short walk from the swimming pool rests 
the prestigious school of music. Walk through 
the spacious concert hall, peek into one of the 
band practice rooms, pass by the recording 
studio—and you just might catch a glimpse at 
one of the division’s most prestigious faculty 
members. Associate Professor James Progris.

A genial, open sort, Progris has been 
around for sure. Commencing in 1958, he 
taught at the Berklee School of Music for ten 
years, holding the position of Associate Dean 
during the latter four. Moving to warmer 
climes in 1968. he became Associate Profes
sor at the University of Miami, teaching theo
ry and composition. This seven-year stint was 
followed by a two-year reign as head of the in
novative Commercial Music Department at 
Georgia State University in Atlanta. In 1976 
he returned to Miami.

Far from an ivory tower type. Professor 
Progris has ideas and perspectives which bal
ance the theoretical and practical. When the 
conversation is directed towards jazz educa
tion, the comments take on a truly legitima- 
cized meaning.

"We teach many forms of jazz arranging, 
from two horns to a big band. We have four 
main jazz bands and 22 small groups. Our 
number one band played at Montreux and was 
invited back.

"More specifically within the scope of ar
ranging, we teach unison writing and har
monization techniques as two of our more im
portant areas of concentration. We also give a 
course in record production concepts, so that 
when our players come to the studio, they'll be 
informed about the intricacies involved.”

How does Progris justify a student taking 
lengthy jazz curriculum instruction as op
posed to woodshedding it, or learning ex
clusively from gigs in clubs? His answer is de
cidedly non-elitist. "Everyone who has 
mastered jazz is educated; whether he's done 
it himself through ear development or done it 
through formal study. Admittedly, in the last 
two decades—more specifically the past seven 
or eight years—there has been a greater ten
dency towards formally acquiring these tools. 
Qualified teachers are available now. 1 can 
teach in two semesters what it took seven or 
ten years to pick up by the "learn as you play' 
method.”

Fortunately, Progris does not cloister his 
students in theory classes all the lime, believ
ing that playing live is a most necessary in
gredient in the development of jazz musicians. 
"We're unique. Two-thirds of our students are 
working professionals at least part of the year. 
We are located in the right geographical city, 
as opposed to some other admittedly good 
programs which are located in rural colleges.

"Around Miami, we have lots of live per
formance opportunities to play with some of 
the big shows that hit the hotels on Miami

Beach, and many rock clubs, where many of 
our students also get in valuable live playing 
time. The worst thing is to slick a young play
er in a practice room for eight years without 
letting him or her come out.”

UM jazz majors do nevertheless get a 
bountiful degree of classroom and practice in
struction. According to Progris, "besides the 
basic music theory courses, we have modern 
and advanced arranging courses; basic and ad
vanced improvisation courses; jazz pedagogy 
and directing; analysis and evolution of jazz; 
in addition to several programs in different 
styles. Closely aligned. 1 might add. are our 
Audio Engineering Major and Music Mer
chandising Major. Many of our jazz students 
lake some courses in these two; a more com
mon instance is where the band will go into 
our own recording studio, and our AE majors 
will do the recording. There's a lot of intra- 
departmental ventures."

As might be expected, the University of 
Miami also has a highly regarded classical 
music department. How does Progris view the 
fairly common problem (in other schools) of 
budgetary and aesthetic friction "twixt the two 
disciplines? "An educational institution has a 
commitment to teach the music of yesterday 
and today. Of course the traditional argument 
against jazz teaching was along the lines of 
"where are these kids going to find jobs when 
they graduate,’ but on the other hand, what 
kinds of plentiful opportunities are available 
for concert piano majors?"

What trends does Progris note in jazz 
education? "Well, it's gotten down to the high 
schools. In the United States alone, there are 
over I 5,000 jazz bands on that level. They are 
even getting into improvisation concepts," 
beams Progris. implying that prepster music 
tutelage is advancing past the old football 
game marching band stigma.

Progris is remarkably tolerant about recent 
musical trends and their influence on his pro
grams. "With disco, whatever trend is popular 
will influence what is going on. 1 don't tell my 
students no. or that you must write in a certain 
style. Those conditions are a turnoff. We dis
cuss all idioms." db
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BILLY COBHAM 
MAGIC

including:AC-DC/PuHnstutt/On A Magic Carpet Ride “Anteres"The Star/Leaward Winds

On Columbia Records and Tapes.

When Billy Cobham waves his drumsticks, magical 
things happen: Sparks fly, thunder rends the air and 
audiences rise cheering to their feet. Because of his 
contributions to the Mahavishnu Orchestra, the 
Cobham/Duke Band and his own groups, Billy 
Cobham has become one of the most respected 
drummers in the world —and certainly the most 
imitated.

Billy’s new album, “Magic,” contains the funkiest, 
wittiest and most inventive music he’s ever made, and 
features his great new band.

Musical sorcery from The Source—Billy Cobham.
Produced by Billy Cobham for Bllham Cobly Productions.



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

*** good, *♦ tetr, * poor

BILLY COBHAM___________
MAGIC—Columbia JC 34939: On A Magic Carpet 

Ride; AC/DC; Leaward Winds; Puffnstuff; "Anteres" 
The Star; Magic.

Personnel: Cobham, drums, vocal; Pete Maunu, 
guitar; Joachim Kuhn. Mark Soskin, keyboards. Ran
dy Jackson, bass; Alvin Batiste, clarinet; Kathleen 
Kaan. Pete Escovedo, vocals (track 6).

★ ★ ★
It seems that fame and approbation go hand 

in hand; in the Beatles’ heyday even Ringo 
made the polls. Not that Cobham isn’t expo
nentially more talented than the mop-topped 
woodchoppper—still, his tenure with Mc
Laughlin during the latter’s glory days 
brought him garlands not merited by talent 
alone. A nonpareil technician, he shares his 
mentor's most serious debility, his hands sim
ply outrun his head, resulting in the sort of 
mindless Bash less justly imputed to Buddy 
Rich. He can batter out supersonic tatoos on 
his arsenal of tom-toms, and his press roll is as 
fast and as clean as anybody's. But alongside 
the suppleness of an Elvin Jones, Cobham 
seems to keep time like a metronome. The es
sence of swing has never been a matter of 
mere timekeeping, whatever the velocity, but 
of rhythmic variation, subtlety and nuance, 
none of which figures conspicuously in Cob
ham’s work.

Cobham’s ongoing penchant for funk popu
lism only serves to underscore his mechanistic 
proclivities. The odd time signatures of the 
Mahavishnu period have been discarded in 
favor of a straight 4/4 approach. Be that as it 
may, his drumming still carries the show here, 
for want of any more substantial content. 
Cobham himself penned all of the tunes, but 
with hooks like these 1 daresay he couldn't 
catch cold. It is left to the instrumentalists to 
flesh out the thin material within the frame
work of a thoroughly derivative fusion con
cept: considering how dry that well has run 
they acquit themselves rather creditably. Un
fortunately, between moments of inspiration 
they are apt to play every cliche in the book— 
one hears fragments of Clapton. Corea, Mc
Laughlin of course, snatches of raga-rock, 
Tynerish vamps. Broadway show tunes, Led 
Zeppelin, and from time to time the inevitable 
strains of A Love Supreme. It almost goes 
without saying that all of this is performed 
with the most facile proficiency, and that the 
recorded quality is first rate. In short, a sure
fire recipe for commercial success.

Guitarist Pete Maunu is the principal solo
ist, but his blend of fusi-blues and Wagnerian 
weltschmertz, sustained with a keening legato 
attack, renders him indistinguishable from 
any of the dozens of others who have followed 
in McLaughlin’s wake. Joachim Kuhn on 
piano is more inventive, although he tends to 
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slip off into banal prettiness, and his modula
tions too often are strictly from Czerny exer
cises. The real standout is New Orleans clari
netist Alvin Batiste, who swings his refractory 
horn with the agility of a soprano player. The 
trouble is that in this context he hasn’t got 
much room to swing, and he comes across 
sounding a little like Grover Washington. Vo
calist Kathleen Kaan joins Pete Escovedo in a 
vocal duet straight out of the recent Gayle 
Moran/Stanley Clarke collaboration with 
RTF, and just as incompetent. Cobham's 
rhythmic chant on Puffnstuff is really the only 
interesting vocal work on the album. Lastly, it 
would hardly do not to mention Billy’s dis
play of percussive prowess: in between 
stretches of hyperkinetic disco-thunk and his 
patented thundering rolls he demonstrates a 
mastery of syncopated tempi in such varied 
permutations as to convince me that, with an 
ounce of taste, he could be a genius.

—birnbaum

JACK DEJOHNETTE’S 
DIRECTIONS

NEW RAGS—ECM-1-1103: Minya’s The Mooch; 
Lydia; Flys; New Rags: Steppin' Thru.

Personnel: DeJohnette, drums, piano (track 2); 
John Abercrombie, electric guitars, electric mando
lin; Alex Foster, tenor and soprano saxes; Mike Rich
mond, bass, electric bass.

Directions is distinguished among fusion 
groups for having seamlessly joined the elec
tronic urge to the improvisational freedoms 
developed by the most cohesive bands of the 
last 15 (or so) years. Leader DeJohnette. with 
his early AACM experience, his success as 
pan of Charles Lloyd’s quartet and his con
tributions to Miles Davis' rockingest sessions, 
has formed a really cohesive quartet of sympa
thetic, responsive and accomplished players, 
and they play what interests them, without 
pandering to the past or posturing for the pre
tentious present. Maybe they aren't a fusion 
group at all.

But they’ve got all sorts of talents. As a 
drummer, Jack plays like a street-wise athlete, 
who can out-fox and out-muscle the competi
tion. His speed is matched by precision and 
imagination; he doesn't showboat, but you’re 
held in suspense by his rhythm. His relation
ship with Abercrombie sounds particularly 
close; even in duet these guys could range 
from a subtle hum to a roaring blast, from os- 
tinato patterns to free interplay, and always 
complement each other. Foster, very much his 
own man. has the flinty, throaty presence that 
holds its own against the insistence of the gui
tar, while fiercely clinging to the tough beat. 
Richmond is quite capable in support. His 
walk is steady, his tone good, and he gets next 
to anyone and everyone as the compositions 
flow through their changes.

If there is a problem with this album, it is 
that those changes are less compelling when 
etched on vinyl than when they reach the ears 
and mind in live performance. DeJohnette’s 
compositional ideas are severe: Minya’s is a 
dark piece with an elusive melody; Lydia, a 
short, evocative but exacting effort; Rags is 
built on a strident ascending phrase, a series 
of ensemble stops, and then a calypso take-out 
chorus. Foster is the other composer repre
sented. Flys and Steppin' each contain hum- 
along lines that make good sense as Alex 
negotiates them; Abercrombie is able to in
sinuate himself to good result in the latter, as 
both lead voice and an effective accompanist. 

Perhaps it is the method of organization, but 
there is not much 1'11 remember to hum when 
this record has ended its spin.

So far. there is only one remedy to that 
problem—spin the record again. There is 
quite enough group play to keep ears and 
mind (plus tapping extremeties, if you’re 
rhythmically inclined) busy for some time.

—man del

JOHNNY GRIFFIN__________
BLUES FOR HARVEY—Inner City IC 2004: 

That Party Upstairs; Alone Again; Soft And Furry; 
Blues For Harvey; Rhythm-A-Ning.

Personnel: Griffin, tenor sax; Kenny Drew, acous
tic piano; Mads Vinding, acoustic bass; Ed Thigpen, 
drums.

* * * ★ ★
Johnny Griffin is a marvel. With his big 

sound, flawless technique and perfect sense of 
swing. Griffin’s energetic ebullience evokes 
sheer joy.

Reflecting the potent big tone tenor tradi
tion of his hometown, the Chicago-born Grif
fin has plied his craft in ensembles led by 
Lionel Hampton. Thelonious Monk and Art 
Blakey. He has also worked in tandem with 
fellow tenorist Eddie Lockjaw Davis. Since 
the '60s. however, he has most frequently 
played in Europe.

In this live session recorded in 1973 at 
Jazzhus Montmartre. Copenhagen. Griffin 
plunges into each tune with virtuosic aban
don. In the laid back That Party Upstairs, he 
dips into his bag of bluesy riffs, lightening 
lines and tonal variations to fashion an object 
lesson in swing. For Alone Again, he combines 
full sonorous tones and broadly flowing ges
tures to suggest a feeling of wistful melan
choly. With the mysterious. Monkish Soft And 
Furry, judiciously balanced blues figures, 
sheets of sound, and elastic bendings of the 
pulse coalesce in a masterful use of space and 
time. Griffin’s spunky playfulness transforms 
the B-flat Blues For Harvey into an exhibition 
of musical wit in the Rollins’ mold. Monk's 
Rhythm-A-Ning is a brief but vigorous sprint 
that neatly segues to a curtain-closing tracing 
of The Theme.

Griffin’s exuberance was obviously conta
gious for both rhythm section and audience. 
Pianist Kenny Drew—as in many of Inner 
City’s Steeplechase releases—comes through 
in dazzling style. His rich harmonic palette 
and melodic inventiveness are expressed with 
a virtually faultless technique. Bassist Mads 
Vinding commands a large resonant sound, an 
impressive technical facility and a resilient 
rhythmic sense. Drummer Ed Thigpen, a mas
ter of controlled intensity, drives the proceed
ings with finesse.

Blues For Harvey will hopefully bring in
creased attention to the work of Johnny Grif
fin. Without question, his is a talent deserving 
wider recognition. —berg

STEELY DAN
AJA—ABC AB 1006: Black Cow; Aja; Deacon 

Blues; Peg; Home At Last: / Got The News; Josie.
Personnel; Donald Fagen, synthesizer, vocals, po

lice whistle; Walter Becker, guitar; Larry Carlton 
(tracks 1, 2, 5,6, 7), Denny Dias (track 2), Lee Rite
nour (track 3), Steve Khan. Jay Graydon (track 4); 
Dean Parks (track 7), guitar; Paul Humphrey (track 
1), Steve Gadd (track 2). Bernard Purdie (tracks 3, 5); 
Rick Marotta (track 4), Ed Greene (track 7), Jim 
Keltner (track 8), drums; Chuck Rainey, Walter 
Becker (track 3), bass; Victor Feldman, electric pi
ano. vibes, percussion; Joe Sample, clavinet, electric 
piano; Mike Omartian (track 2), Paul Griffin, (track 
4). piano; Tom Scott, tenor sax (track 1), Lyricon; 
Wayne Shorter. Pete Christlieb. tenor sax; Don Grol- 
nick, clavinet; Jim Horn. Bill Perkins. Plas Johnson,
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Jackie Kelso, miscellaneous unspecified saxes and 
flutes; Chuck Findley, Lou McCreary, Slyde Hyde, 
brass; Clydie King, Venetta Fields, Sherlie Mathews, 
Rebecca Louis, Tim Schmit, Michael McDonald, 
Paul Griffin, backup vocals.★ ★ ★ ★

This critic still hasn’t solved the riddle 
yet—but who has? A thesaurus full of descrip
tive metaphors have been offered about Steely 
Dan; in the final analysis, when all is done 
and said, these treatises all seem to converge 
on the point that Steely is highly sophisti
cated, intelligent music, the ultimate matura
tion of rock into a cerebral entity.

Aja is still another worthy collection. The 
disk shines with wonderful, offbeat unpredict
ability—both in the calculatedly oblique, 
muddled lyrics and the moody, infinitely com
plex musical changes.

Famous Jazz pianist Billy Taylor on the 
Multivox MX-30 Electronic Piano
“The Multivox MX-30 lets me do things no 

other electric piano can’’
No wonder the MX-30 is like no other piano of its kind. That's because we've built into 
it some very extraordinary characteristics that you’ll have to hear to believe. Find out 
what Billy Taylor s talking about by sending for our new MX-30 demonstrator record.

Just enclose 50 cents for handling

As would be directly inferred from the an
notation above, a whole army of players is 
used here. Yet surprisingly, an esoteric con
tinuum is ceaselessly maintained. Sounds ease 
in and out, molding and blending. There are 
the intertwining synthesizer and guitar pas
sages of the title cut; Shorter’s rising tenor 
modulations over a rolling Steve Gadd on the 
same track; the hypnotizing brass lines of 
Home At Last; the sassy strut of Josie. All re
veal rich, involved production; yet through 
some miracle, the plethora of licks, infusions, 
overdubbing, and compositional intricacies 
all fall into the most perfect of places, thanks 
to Gary Katz, producer.

A mercantile comment, yet one fit for clos
ing; Steely Dan sell. In an era when a gaze at 
the album charts understandably elicits com

ments about the lack of maturity exhibited by 
many record buyers, it is a pleasure that Steely 
Dan is around to pursue their unique art.

—shaw

EGBERTO GISMONTI
DANCA DAS CABECAS— BCM >089: Quatro 

Mundo #/; Danca Das Cabecas; Aguas Luminosas; 
Celebracáo de Nupcias; Porta Encantada: Quatro Mun
do #2; Tango; Bambuzal; Fé Cega Faca Amolada: 
Danca Solitaria.

Personnel: Gismonti, 8-string guitar, piano, wood 
flutes, voice; Nana Vasconcelos, percussion, berim- 
bau. corpo, voice. ★ ★ ★ ★ ★

Egberto Gismonti, already a leading force 
in Brazilian music, promises to become one of 
the international scene’s most original voices.

A multi-instrumentalist of extraordinary 
depth and versatility, Gismonti is an eclectic 
who has fused widely diverse sources into a 
uniquely individualized style. South American 
ethnic musics, 19th century European roman
ticism, 20th century pointillism, Spanish gui- 
taristics, blues and jazz are among his basic 
touchstones.

In kaleidoscopic tapestries which unfold 
with passion and intense vitality, Gismonti 
emerges as a master dramatist who adroitly 
builds and releases tensions; a skillful mood 
maker who travels freely between meditation 
and frenzy; a superb colorist whose imagistic 
conjurations transmute hard-edged geometric 
shapes into pastel collages.

In the various episodes which How seam
lessly together, Gismonti and his accom
plished empathic soul-mate, Nana Vascon
celos, create the new by reconfiguring past 
and present. Quarto Mundo #1, for example, 
opens with percussion effects so startling that 
the means of their production are virtually 
unidentifiable. The effect is a suggestion of ex
otic, primordial Amazon headwaters.

Tango, on the other hand, alludes to angular 
20th century compositional techniques, rhap
sodic 19th century romanticism, Stravin- 
skyesque primitivism and boogie woogie. It is 
performed by Gismonti as a free-flowing 
piano solo much in the manner of Keith Jar
rett.

Gismonti, whether using 8-string guitar, 
piano, wood flute or voice, is more than a mu
sician who merely plays. He is an artist who 
moves us to new ground. —berg

JAMEY AEBERSOLD
A NEW APPROACH TO JAZZ IMPROVISA

TION. VOLUMES VII—X
Miles Davis; eight classic jazz originals—JA 1216: 

Four; Tune Up; Vierd Blues; The Theme: Solar: Dig; 
Milestones (old version); Serpent's Tooth.

Personnel: Dan Haerle, piano: Rufus Reid, bass; 
Jonathan Higgins, drums.

Sonny Rollins: nine classic jazz originals—JA 
1217: Doxy; St. Thomas; Blue Seven: Valse Hot; Tenor 
Madness /Sol id; Pent Up House: Airegin: Oleo.

Personnel: same as above.
Woody Shaw: eight classic jazz originals—JA 

1218: Little Red's Fantasy; Katrina Ballerina; Blues 
For Wood; Moontrane; In Case You Haven't Heard; 
Tomorrow’s Destiny; Beyond All Limits (bossa nova); 
Beyond All Limits (swing).

Personnel: Ronnie Mathews, piano; Stafford 
James, bass; Louis Hayes, drums. Track 7: substitute 
James Williams, piano; Jamey Aebersold, bass; Mike 
Hyman, drums.

David Baker: eight classic jazz originals—JA 
1219: Aid'd; Le Roi; Kentucky Oysters; Passion: Black 
Thursday; Bossa Belle; Soleil d’ Altamira: Le Miroir 
Noir.

Personnel: Dan Haerle, piano; Rufus Reid, bass; 
Jonathan Higgins, drums. Tracks 7 & 8: substitute 
Charlie Craig for Higgins.

No Ratings Assessed
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There’s nothing especially new about jazz
men learning their craft by playing along with 
records. In the '20s Jimmy McPartland and 
the Austin High Gang reportedly wore out the 
grooves on the New Orleans Rhythm Kings' 
disks, copying phrases note by rote, and the 
process of phonographic imitation and as
similation by musical apprentices undoubted
ly goes back as far as the release of the first re
cordings by the Original Dixieland Jazz Band.

What is unique about the records and cas
settes available for playing along with today is 
that they arc carefully engineered specifically 
for playing along, and the best of them em
phasize understanding, individual discovery 
and synthesis rather than blind imitation.

Jamey Aebersold’s ever-expanding impro
visational scries now includes ten releases, 
two of which are strictly theoretical and tech
nical. dealing with simple modal playing and 
the varieties of the 117/V7 cadence. There's 
also a harmonically and rhythmically diverse 
album of blues changes, two releases of 
Aebersold/Dan Haerle originals, a fine Char
lie Parker collection, and now this simultane
ous issuing of anthologies of compositions by 
four additional composer/instrumentalists.

There are, roughly, two ways to put together 
playalong records. The first scheme places the 
soloist in a small group of big band context. 
He may play the head here, a countermelody 
there, blow a chorus and toss in some fills for 
variety. This is the approach taken by most 
pop and jazz playalongs, and while it provides 
some valuable ensemble training, once you've 
played through a series like Aebersold’s the 
deficiencies of this first set up become evi
dent. In contrast, an approach like Aeber- 
sold's stresses economy of means. There are 
no extraneous puffy orchestral backgrounds 
here. Only piano, bass and drums back the 

soloist, and either piano or bass can optional
ly be eliminated by turning down the appro
priate stereo channel. What’s left is a strictly 
functional jazz situation: here’s the head, 
here’s the changes, make something out of 
them.

The soloist assumes the entire melodic and 
improvisational burden, and in an up-tempo 
blues he may have to fill up 20 or so choruses 
with his own invention. Consequently, Aeber- 
sold's approach forces the soloist not only to 
make the changes and keep up with the tempo 
(which more often than not ranges from 
moderate bounce to fingerbusting) but also to 
think in larger structural terms, to begin to 
work in these compositions’ larger architec
tural patterns, indeed, to begin to shape these 
patterns.

The first of these four records is a kind of 
crash course in early Miles, especially appro
priate for those only familiar with this trum
peter’s work from, say. Kind Of Blue on. While 
it's tempting and easy to quarrel with the 
choices of any anthologizer. it nonetheless 
should be noted that the scope of this collec
tion seems needlessly narrow, and since these 
tunes have been reprinted in fake book after 
fake book, their inclusion here seems tired 
and redundant. And yet. because of the no- 
nonsense tempos at which pieces like Four. 
Ihe rheme and Serpent's Tooth are kicked off. 
it's impossible to play through these selections 
without honing one’s technique a little, or a 
lot. in fact.

Throughout. Haerle. Reid and Higgins 
work well as a unit; at times it’s as though 
they're simultaneously hearing a kind of 
"ghost soloist." so neatly do their kicks and 
fills mesh into place. Note especially Haerle's 
tricky comping on Solar.

Like the compositions in the Davis collec

tion. the material in the Sonny Rollins album 
is hardly current. The difference is that Rol
lins' compositions are more "songs” than 
pieces; they're melodically and harmonically 
more conventional, more thematic, if you 
will, than Davis’. The workhorse Doxy gets a 
clever, funky treatment, with augmented ninth 
dominants and a typically witty Rufus Reid 
bass line. St. Thomas begins conventionally as 
a two-beat calypso, then shifts into a straight- 
four swing, a refreshing interlude. The classic 
Blue Seven, a once much discussed vehicle for 
a Rollins’ bitonal improvisation, receives an 
appropriately sparse, oblique treatment. The 
material on the first side of this release is the 
easiest in these albums and the best starting 
point for those approaching material this 
challenging for the first time. Side II ups the 
tempo and harmonic rhythms, culminating in 
the threatening Oleo. an I've Got Rhythm 
based tune with Aebersold’s favorite set of 
chromatically ascending substitute rhythm 
changes supported by an especially busy 
rhythm section.

Although Woody Shaw has recorded half a 
dozen albums as a leader and played with an 
ample number of major figures, including 
Horace Silver, McCoy Tyner, Joe Henderson, 
Archie Shepp and Pharoah Sanders, his work 
isn't as well known as it should be. and thus 
the third of these releases performs a real 
service in collecting some of Shaw's best and 
most demanding material. His writing defies 
precise categorization; it's a kind of updated 
bebop, free in rhythm, harmony and form, and 
like Monk's best writing, slightly nutty, blend
ing the lyrical with the disquieting. A typical 
Shawvian structural device is an 8 or 16 bar 
interlude built on an altered Lydian dominant 
scale, the tones of which may be used inter
changeably for chord clusters, melodies and
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bass lines.
Because Shaw’s own sidemen are interpret

ing these charts, the feeling is understandably 
a touch more self-assured and crisper than on 
the two previous releases. Especially impres
sive are the tricky kicks on Moontrane. the 
piano/bass unison fills on In Case You Haven't 
Heard and the constantly shifting rhythmic 
patterns of Tomorrow's Destiny. There's much 
challenging music to work on here.

David Baker is certainly no stranger to db 
readers. A prolific educator, author and com
poser both in jazz and symphonic idioms, this 
multi-instrumentalist's collection of tunes is 
amply varied in mood and form. Kentucky 

The fresh, razor sharp, ping sound of this Avedis Zildjian inno
vation brings crisp new color to the tonal spectrum.
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. . - - ......... .
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Oysters, a long-meter :l/i blues, dates from 
Baker's days with George Russell: Le Roi, 
another early composition, is a minorish, 
ultra-fast challenger, with each chorus ending 
in eight bars of a rock-tinged Vi progression. 
Passion (which, inexplicably, is the only bal
lad present on these four releases) is a dense- 
ly-chorded. heartfelt mood piece, worthy, say. 
of Mal Waldron. Regrettably, this piece fades 
out in mid-strain. Two selections from Baker's 
work for orchestra and jazz combo, Le Chat 
Qui Peche. are also represented. The stunning 
bossa nova Soled d’Altamira mixes torrid 
modal strains with sections of vampish ca
dences and metrical shifts. Le Miroir Noir, an 

old-fashioned James Brown-styled boogaloo. is 
decked out with splashes of chromatic 
melodic intervals in fourths, and some fresh 
changes.

Each of these record/leadshect sets includes 
a biography of the composer/instrumentalist 
and Aebersold's own. often wise, suggestions 
for studying and playing these pieces. Also, 
and perhaps most valuable, is a highly con
densed one-page chord syllabus, relating 
chords and scales in enlightening horizontal 
and vertical ways. There's also a discography 
of each artist's most important recordings.

Any project of this scope and overall quali
ty should be able to withstand a little nitpick
ing. Why, for instance, aren't the chord 
changes printed as they usually are, above the 
melody lines, instead of below the tune in a 
separate chord/scale chart? While on the top
ic of changes, it should be mentioned that 
Aebersold has a penchant for notating tonic 
minor chords and ll7 supertonic minor chords 
with the same symbol (both Fm and Fm7 arc 
written as F - ). True, Music Theory 101 
and/or a good ear can help the soloist untan
gle which chord is which, but I know of no 
good arranger who would tolerate this am
biguity. Further amenities would have been 
precise tempo markings and an indication of 
the number of choruses in each tune. And 
there are two flat out goofs: Four has an extra 
16 bars between choruses three and four, and 
bar 34 of Airegin has five beats (c’mon, the 
rhythm’s tricky enough already at that spot!)

But enough is enough. It's a thoughtful, 
truly educational enterprise Aebersold's en
gaged in. To rate these records in the context 
of db’s star system would be inappropriate, 
since their purpose is pedagogical rather than 
aesthetic or entertaining. Let it be said, 
though, that the scries achieves its end well, 
better than similar attempts this reviewer/ 
playeralonger has encountered. A delightful, 
educational collection. —halleras

BILL EVANS
QUINTESSENCE— Sweet Dulcinea: Martina; Sec

ond Time Around: A Child Is Born; Bass Face.
Personnel: Evans, acoustic piano: Harold Land, 

tenor sax; Kenny Burrell, guitar; Ray Brown, acoustic 
bass; Philly Joe Jones, drums.

* ★ ★ * V2
Too often powerhouse sidemen combine on 

an LP with the subtlety and tact of Billy Car
ter meeting the Queen of England. This is not 
the case with Bill Evans' new album. Once 
again establishing himself as an artist of un
common taste, he has chosen the right musi
cians to perfectly blend their own unique 
sounds with his, producing a record that is a 
showcase for everyone.

This album is unhampered by the competi
tiveness and overplaying too often present in 
less mature so-called "star sessionmen." 
Evans is everpresent but appropriately follows 
his soloists, allowing them freedom to fully 
explore their own creative instincts. Playing 
brilliantly throughout, Evans joins Ray Brown 
and Philly Joe Jones to form a rhythm section 
that could serve as a sterling example for all 
such aspirants.

As a guitarist, Kenny Burrell is not as natu
ral a foil for Evans as Jim Hall. The results are 
not as gratifying as the classic Hall/Evans 
duets of some years back, but Burrell is a 
slouch by no means. While his vamps arc 
sometimes slightly aggressive, as a soloist he 
is always right in line. He is particularly effec
tive on Thad Jones' beautiful A Child Is Horn.
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Harold Land’s tenor at first seems to be 
self-effacing, but repeated listenings prove his 
value to the total sound of the recording. Nev
er stepping "outside" even during solos. Land 
provides a unity to the session.

Hass Face is one of the highlights of the rec
ord. with its overbearing syncopated head, 
which strangely enough brings to mind 
Side Story. It may pioneer a new trend called 
"punk bop." with its strict adherence to main
stream bop coupled with the bizarre rhythmic 
intensity of the head. Bringing back several 
old bebop cliches (like trading fours), the tune 
works wonderfully, providing an example of 
what five top jazz artists are capable of creat
ing while still relying on time-worn musical 
devices. —less

LEE KONITZ
THE LEE KONITZ NONET—Roulette SR 5006: 

If Dreams Come True: A Pretty Girl Is Like A Melody: 
Tea For Two; Matrix; Time's Lie; Without a Song; 
Nefertiti.

Personnel: Konitz. Kenny Berger, saxes; Buri Col
lins, John Eckert, trumpet/nuegelhorn: Jimmy Knep
per. Sam Burtis. trombone; Andy Laverne, key
boards; Rufus Reid, acoustic bass: Billy Han. drums.

★ ★ ★ ★ ★
Over the last year, the Lee Konitz Nonet 

has been one of the happenings on the New 
York jazz scene. With a regular home at 
Stryker’s on W. 86th. the band has been able 
to hone its ensemble sound, build a solid 
repertory and establish a devoted following 
among the City's jazz cognoscenti. Now, with 
this fine debut recording, the Nonet is on the 
threshold of securing the wider recognition 
necessary for expanded working opportuni
ties.

The band's sound, reflecting its leader's im
peccably fine musicianship and penchant for 
understatement, is fresh. Instead of blowing us 
away with over-inflated barnburners and ath
letic exhibitions, the Nonet fixes on such 
time-honored artistic tenets as balance, form 
and proportion. Consequently, the music pos
sesses an uncommon degree of emotional and 
intellectual maturity.

Aside from Konitz. the Nonet boasts a 
roster of outstanding players whose ability to 
function in widely varied contexts is exem
plary. Also integral is the band's book. Draw
ing on traditional and contemporary tunes, ar
rangers Sy Johnson and Kenny Berger have 
crafted charts which perfectly mesh talents 
and textures.

If Dreams Come True is a leisurely-paced 
outing with a nod to Basie. Konitz’s solid so
prano. Jimmy Knepper’s slippery slides and 
the band's relaxed rhythmic flow are out
standing. Johnson's excellent arrangements of 
A Pretty Girl Is Like A Melody and Tea For 
Two bring new life to these usually dusty 
cliches. The other standard. Without A Song. 
is one of the best performances of Vincent 
Youman’s classic since Sonny Rollins’ defini
tive essay in Ihe Fridge (RCA LSP 2527).

Johnson’s reworkings of Chick Corea’s 
Matrix and Time’s Lie are performed with 
panache. Matrix puts the spotlight on trum
peter Burl Collins and pianist Andy Laverne 
while Time's Lie showcases Konitz’s soprano 
and Laverne’s tasty synthesizer. Reflecting the 
contexts of the Corea/Johnson frames, the 
solos are perfect extensions of the written en
sembles. Kenny Berger’s exciting treatment of 
Wayne Shorter's Nefertiti is a luminous web of 
shimmering criss-crossed lines supporting 
pungent flights by trombonist Sam Burtis. 
baritonist/arranger Berger and pianist La-

The best drums 
do grow on trees.

■

Slingerland only makes wood 
drums—because anything else 
is second best. Check the wood 
inside the shell. While it's easier 
to simply spray over any imper
fections, it’s better to hand finish 
the shell and coat it with hot 
lacquer. And Slingerland drums 
are made with that perfect finish
ing touch in mind.

Slingerland’s five ply shells are 
thicker than a lot of nine ply shells 
on other drums. And they’re 
made with the most beautiful 
woods for the most beautiful 
tones—select mahogany, poplar 
and maple. The grains run in 
opposing directions so they hold 
each other in perfect place...and 
keep their perfect shape.

Slingerland even offers the 
greatest selection of natural 
wood finishes—mahogany, 
walnut, maple, rosewood, teak, 
cherrywood and oak. You even 
get your choice of lacquer or 
oil finish.

When it comes to the best 
sounding drums, wood is a 
natural. And when it comes to 
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more natural than Slingerland.
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verne. The concluding segment is an effective 
series of progressively lean, martini-dry pas
sages.

As annotator Sy Johnson points out. Lee's 
sound has taken on an added weight while his 
lines have been pared to bare-bone essentials. 
As a result. Konitz's playing epitomizes futur
ist Buckminster Fuller's dymaxion principle 
of doing more with less. The same applies to 
the band. The Nonet's reduced taskforce more 
than holds its own against its larger big band 
relatives. —berg

EARL KLUGH
FINGER PAINTINGS—Blue Note BN-LA737- 

H: Dr. Macumbu: Long Ago And Fur Away; Cabo Frio: 
Keep Your Eye On The Sparrow (Buretta's Theme): 
Catherine; Dance With Me: Jolanta: Summer Song; 
This Time.

His debut album as a leader, but this is no debut for José 
Mangual. He's been the driving rhythmic force behind some 
of the greatest names in music — Machito, Charlie Parker, 
Erroll Garner.
This album's gonna make history, cause it is history.
20 of todays leading musicians featuring the finest 'rhythm 
section ever assembled.
Buyu’s got something for everyone from Latin Jazz to Boogie 
with some of the best charts you've ever heard.
On the Turnstyle label, part of the Latin Percussion Ventures, 
Inc. family.

Distributor inquiries invited.

details A DIFFERENT 
KIND OF RECORD CLUB

Discounts up to 73%, no “»gree to-purchjse" 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.

Am DISCOUNT MUSIC CLUB, INC Dept. 101177 
^^^650 Mam Street. New Rochelle. N.Y. 10801

Personnel: Klugh. acoustic guitar, all tracks: David 
Grusin, Fender Rhodes, synthesizers and production; 
Steve Gadd. drums (tracks 1, 4, 6, 7 & 8); Anthony 
Jackson, electric bass (tracks 1, 2, 3, 5 & 9); Lee 
Ritenour, electric guitar (tracks 1.2, 3, 5 & 9); Ralph 
MacDonald, percussion (tracks 1, 2, 8 & 9); Harvey 
Mason, drums (tracks 2. 3, 5 & 9); Steve Forman, per
cussion (tracks 3. 4 & 8); Louis Johnson, electric bass 
(tracks 4, 6 & 7); Francisco Centeno, bass (track 8); 
Stephanie Spruill. Alexandra Brown, Lisa Roberts, 
backup vocals (track 4).

Earl Klugh manages to hold his own while 
cranking out pleasant pop-flavored albums, 
deft marriages of quasi-funk ambitions to a 
Muzak-oriented equanimity. Although they 
never evince an aggressive or driven musical 
personality, Klugh's albums afford a rep
resentative display of his simple romantic 
sensibility and his prowess for forging a cohe
sive. mellifluous style on classical guitar from

DRUMMERS... Fusion Rock is Here!
Discover the latest concepts of the 70’s, 

with the POWERPLAY 1 SERIES
Now only $7.25 with this ad. Postage and 

handling U.S.A. $1.35; Outside U.S.A. $2.00
POWERPLAY CORP.

Box 241, Cedar Grove, NJ 07009 

seemingly at-odds Spanish and r&b disci
plines.

But it’s precisely Klugh's ability to link 
sounds, to weave a consonant aural pastiche 
more notable for its effect than substance, that 
characterizes and redeems his style. Invari
ably. he builds his solos from tasty little mo
tifs that never really stretch or maturb, but just 
remain tasty little motifs, cleverly embel
lished with graceful blue slurs, sweeping fla
menco arpeggios and dextrous scalar runs. It's 
a technique that bears potent resemblance to 
former colleague George Benson's, although 
it notably lacks the latter’s protean imagina
tion.

But Klugh's own melodic imagination is ad
vancing nicely if not remarkably, as evi
denced by his preponderance of originals in 
this set. Like his soloing, Klugh's writing style 
emphasizes the theme, with all subsequent di
gressions given to adorning and wrapping it 
with complementary strains. Unlike his im
provisations, though, which have an unques
tionable jazz alliteration about them, his 
compositions are Manilow-like easy listening 
fodder, underscored by the faceless Muzak 
quality of Dave Grusin's arrangements. Now 
I’m something of a Muzak fan, because 1 think 
it’s pretty, insinuating and dangerous. But on 
record, especially a jazz record, it's virtually 
meaningless because the listener has exercised 
the choice to play it in the first place.

So this is a harmless, rather endearing 
brand of Muzak, and 1 don’t mean that con
descendingly: the melodic fragments of'Cath
erine and Jolanta may be elusive, but they're 
affecting, nevertheless. Although Klugh seems 
to play freely and jovially enough, the sanitary 
arrangements afford him no contrasting grain 
or tones that might provoke an interactive 
flair. It’s a case where musical intuition has 
been supplanted by textural technology, an at
tractive detraction, but ultimately a hollow 
one.

Indications are, if he doesn't get dazzled by 
studio contrivances and the saccharine sen
sitivities of his producers. Earl Klugh is on his 
way to fashioning a distinctively subdued style 
in modern jazz guitar. All he needs to do is 
flex his will. —gibnore

EARL HINES
EARL HINES PLAYS GEORGE GERSHWIN— 

Classic Jazz 3 I: Rhapsody In Blue: A Foggy Day; Love 
Is Here To Stay; They All Laughed; Somebody Loves 
Me; Embraceable You: Let's Call The Whole Thing 
Off: They Can't Take That Away From Me; Love 
Walked In: Summertime: Rhapsody In Blue.

Personnel: Hines, piano.
* * *

How could this album be anything less than 
delightful? In Fatha and Gershwin we have 
two American creators whose popularity will 
never wane. Each has contributed remarkable 
musical instincts to pleasing the public, and 
satisfying themselves. There’s nothing better 
than everybody having a good time.

The program here, which lasts about 70 
minutes over four sides, contains hit melodies 
as interpreted by the earliest master (and most 
consistent surviving practitioner) of con
temporary keyboard style. Contemporary, 
here, means that pianists far younger than 
Earl’s 73 years are still building on his inno
vations. Hines is constitutionally incapable of 
performing a tune the same way twice, and 
though his renditions sound like quirky set 
pieces, they are really instantaneous inven
tions on great song themes.
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Blackbyrd’s Gold Series

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

Donald Byrd’s Method & 
Symmetrical Music

From the Movie 
"CORNBREAD, EARL AND ME"

1. Cornbread
2. The One-Eye Two 

Step
3. Mother/Son Theme

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

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

7. Funky Junkie
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
2. Thankful ’bout 

Yourself
3. City Life

Send for complete

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

catalog and information.
BLACKBYRD PRODUCTIONS, INC.

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

It’s barely possible to catalogue Fatha’s 
tricks and turns. Suffice it to say. his hands are 
at once completely coordinated and entirely 
independent of each other. His mind is direct
ly linked to songs through his fingertips, and 
he directs those fingers and songs through a 
myriad of surprises and witticisms. Moods 
shift subtly as his colorings, but he avoids sen
timentality and the bathetic in favor of robust 
stride and soft rumination. Earl's timing is ec
centric and sensible, as are his harmonies. 
Gershwin would love it all. —niandel

JOHN TROPEA
SHORT TRIP TO SPACE—Marlin 2204: The 

Funk You See Is The Funk You Do; Can't Hide Love; 
Southside: You Can't Have h All: Short Trip To Space; 
Blue Too; Love's Final Moment; Twist Of The Wrist.

Personnel: Tropea, lead and rhythm guitars, syn
thesizers; David Spinozza. rhythm guitar (track 6); 
Will Lee, bass guitar; Richard Davis, upright bass 
(track 7); Rick Marotta, drums; Steve Gadd, drums; 
Don Grolnick. keyboards; Leon Pendarvis, organ 
(track 8); Lew Del Gatto, flute (track 3), English 
horn (track 7); Elen Sieling. trumpet (track 3); Jeanne 
Findberg. alto sax (track 3); Jeff King, tenor sax 
(track 3); Randy Brecker, Alan Rubin. Jon Faddis, 
trumpets; Michael Brecker, George Young. Lou Ma
rini, reeds; Tony Price, tuba; Dave Taylor. Sam Bur- 
tis. trombone; Margaret Ross, harp (track 7); Mike 
Mainieri, vibes (tracks 7 & 8); Romeo Penque, oboe 
and flute (track 7); Ron Jannelli, bassoon (track 7); 
Jim Buffington, Earl Chapin, french horns (track 7); 
Ralph MacDonald and Rubens Bassini. percussion; 
Charlie Blackwell. Duncan Cleary, Brian Drake. 
Bruce Goldberg. Bill Guerra. Lani Groves and Will 
Lee, background vocals.

★ ★ ★
A thin, often intangible line has separated 

certain soulful schools of jazz from the r&b 
tradition, and it is the erasure of that line, for 
better or ill, that has fast become one of the 
trademarks of '70s jazz. Briefly, the common 
denominator that has graced the music of 
King Curtis and Booker Ervin, Illinois Jac
quet and Booker T. and the MGs has been a 
cultural—if not broadly regional—one that 
imbued the flavor of their emotions. But they 
drew the line in how heavily the relied on the 
song form to determine the extent of their 
emotional vent.

Invariably, Ervin and Jacquet overpowered 
and transmogrified it, creating music in the 
image of their own emotions, a bent that irre
vocably aligned them with the jazz tradition. 
Booker T. and Curtis, however, took fewer 
liberties with the song form, allowing its natu
ral structure and progression to dictate the 
flow of their expression. The result was just as 
meaningful, and no less moving for its popular 
accessibility.

Today, however, jazz and pop musicians 
hop in and out of each other's beds quicker 
than Democrats, blissfully pretending that 
their differences are nil, and that "funk"—as 
cast in today's disco regimen—is the great uni
fier. The matings are usually as embarrassing 
as they are disastrous. With his second album. 
Short Trip To Space, guitarist John Tropea, 
along with the group Stuff and very few others, 
has managed to strike a convincing balance 
on the buckling funk scale, one that owes its 
success to an almost old-fashioned fondness 
for restraint and understatement. While all 
the tracks here arc original instrumental com
positions—as was the case with the bulk of 
Booker T. and the MGs hits—only the title 
selection varies from traditional r&b struc
tures. And even then it recalls the Memphis of a 
decade ago more than its actual present-day 
New York sources.

In fact, Tropea's style reminds of no one so 
much as a slightly florid Steve Cropper. His

MEET ELEC1BIFYING 
acoustic group 
HEW»

Shakti with John McLaughlin. 
"Natural Elements," their new album. 

On Columbia Records and Tapes. 
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basic approach, both as a soloist and arranger, 
seems given to the art of allusion, painting 
sparse melodic lines and consonant country- 
ish fills that imply the contour of some private 
but palpable melody. Whether he’s playing 
the disjunct bop phrases of Blue Too. the 
sketchy staccato motifs of Southside or the 
flute-like meditations of Short Trip To Space. 
his attack remains cool and uniform, a smooth 
tonal taper that rings in his high register with 
the same virile purity that Carlos Santana so 
facilely commands.

Short Trip To Space is friendly without being 
gregarious, inventive without striving for the 
innovative, clever without trying to be cun
ning. It is also one of the most imaginatively 
engineered, spaciously mixed records of the 
year, as well as a welcome respite from the 
frenetic anonymity that rules in today’s funk 
and fusion malaise. —gilmore

JOSE MANGUAL
BUYU—Turnstyle T433: Mai Kinshasa: Dreamy: 

Chinatown: Summit: More: Black & Brown Boogie: 
Sunrise Prince: Bomba a Puerto Rico.

Personnel: Mangual, bongo, guiro, cowbell, tam- 
borim; Carlos “Patato" Valdez, conga, tamborim; 
Tito Puente, timbale, vibes, marimba, surdo, tambo
rim; Bobby Rodriguez, bass. Louis Ortiz, trumpet, 
flugelhorn, synthesizer, cuica; Dick Meza, tenor sax. 
flute; Jimmy Knepper, trombone; Keith O'Quinn, 
trombone (track I); Artie Azenzar, piano; Rubens 
Bassini. pandiero, cowbell, tamborim; Ralph Mac
Donald, percussion (track 6); Steve Gadd, drums (6); 
Richard Tee, piano (6); Artie Jenkins, clavinet (6); 
Hugh McCracken, guitar (6); Anthony Jackson, bass 
(6); Victor Paz, trumpet (6); Mike Lawrence, trum
pet, fluegelhorn (6); Seldom Powell, tenor sax, flute 
(6); Barry Rogers, trombone (6); Frank Floyd, Ken 
Williams, Zach Sanders, vocals (6).

* * ★ y2

Say Good-bye to 
the Hum Drums.

Say Hello to Sonor 
(Sonny Payne did!)

I A Send $1.00 for our new 1977-78 full color catalog.

• I Charles Alden Music Co., Inc.
j Southwest Industrial Park, Westwood, MA 02090

The bongo drums came upon the cultural 
landscape of America in the 1950’s, along 
with berets, goatees, and shades, as a symbol 
of bohemia. The man perhaps most respon
sible for this curious phenomenon is Jose 
Mangual. Sr., aka Buyu, who is more appro
priately renowned as the leading bongocero of 
the past 30 years. A fixture with the Machito 
Orchestra, Mangual contributed to the cele
brated collaboration between Machito and 
Charlie Parker and went on to record with 
Bird’s Afro-Cubop band. Later he toured 
Africa with Herbie Mann and played congas 
behind Erroll Garner for the last four years of 
the pianist’s life.

On this album for the new Turnstyle label 
(formerly Latin Percussion Ventures). Man
gual leads a cast of jazz and Latin stalwarts in 
a mixed-bag session that proves that it’s still 
possible to play something for everybody 
without boring them to death, not when 
you've got rhythm masters like these to light a 
fire under the charts.

Mangual rejoins old partner Patato and the 
great Tito Puente in as illustrious a percussion 
section as is likely to be assembled. Buyu’s 
bongos are mixed up-front throughout, and 
that suffices to sustain a literally popping mo
mentum through even the draggier tunes. Mai 
Kinshasa spotlights trumpet prodigy Louis 
"Perico” Ortiz, salsa’s answer to Jon Faddis, 
on his own composition and arrangement. 
The tune is a mainstreamer’s delight, with Or
tiz demonstrating the agile chops, fluid range, 
and buttery tone that may well bring this 
young Latin star to prominence in jazz circles 
as well. The aptly titled Dreamy is a Garner 
composition arranged by Jimmy Knepper, 
Mangual's old colleague from the Herbie 

Mann group. Chinatown is a product of 
Puente's continuing fascination with oriental 
coloration, and Tito’s hypnotic drive on vibes 
more than compensates for his lack of more 
orthodox technique. On Summit the three 
drummers stand alone for an exhibition ot 
percussive artistry—the tuned drum heads im
part a melodic line that is almost linguistic, 
sustaining tension through rhythmic counter
point alone, without flashy speed or heavy 
pounding.

More, the familiar theme from Mondo 
Cane, is a pretty jejune selection and despite 
the smooth brass arrangement, the solid 
rhythm section is all that saves it. Ralph Mac
Donald. Steve Gadd and a fresh lineup of 
studio men join Mangual on Black <£ Brown 
Boogie, which may not be imperishable an. 
but thanks largely to Mangual's bongos is 
pretty lively disco. Sunrise Prince, a bland Or
tiz composition, features Perico on fluegelhorn 
before it segues into a samba for percussion, 
with a bit of native assistance from Brasilian 
Rubens Bassini. Bomba a Puerto Rico is a salsa 
tune without vocals. Puente’s interpretation of 
that island's main indigenous black rhythm.

—birnbaum

DAVID SANBORN BAND
PROMISE ME THE MOON—Warner Brothers 

BS 305 I: Promise Me The Moon: Benjamin: Stranger's 
Anns: Heart Lake: The Rev.; We Fool Ourselves: 
Morning Salsa; The Legend Qf Cheops.

Personnel: Sanborn, alto sax, sopranino, Lyricon, 
vocal; Hiram Bullock, guitar, vocal; Rosalinda de 
Leon, keyboards; Mark Egan, bass; Victor Lewis, 
drums: Jumma Sanios, percussion; Dale Oehler, elec
tric piano; Lani Groves, Katy McCord, Christine 
Faith, Hamish Stuart, vocals.

★ ★ ★
On this new album. David Sanborn side

steps from his previous jazz/rock format of 
taking off. Now with a completely new band, 
he is experimenting with a sound that some
times approaches blue-eyed soul. While this is 
a better than average sampling of white 
rhythm and blues, the LP as a whole is too 
confused to be totally satisfying.

The big horn section so prominent in his 
last effort is gone, leaving Sanborn to take all 
solos. With a musician of Sanborn’s quality, 
this should not be a problem. However, the 
tunes range from the mundane meanderings of 
Morning Salsa to the lyrical excitement of The 
Legend Of Cheops. Sanborn thoroughly dem
onstrates the versatility that has made him a 
much sought after session man. From the gos
pel tinged alto of The Rev. to the Joe Farrell- 
sounding sopranino of Heart Lake, he seems 
comfortable in any style.

The inclusion of vocals on a few cuts throws 
the balance of the record into a mixed-bag 
category. Surprisingly, the best vocal is 
David's own on Stranger's Arms. Basically, all 
of the selections are passable renditions of ur
ban soul, but Sanborn's voice possesses a raw
ness and naivete too often glossed over in to
day's polish-to-perfection recording studios. 
Stranger's Arms and the title cut both have 
strong commercial possibilities.

The band as a whole is more than adequate, 
especially Mark Egan and Rosalinda de Leon. 
As a group, their best moments come on The 
Legend Of Cheops and Heart Lake, but as a 
backup on the vocal cuts they prove to be ex
ceptionally funky.

Sanborn seems torn between his previous 
jazz/rock instrumentals and this particular 
breed of soul. Until he either finds a more per
fect balance or forsakes one for the other, his 
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work will remain marred by a lack of direc
tion. —less

JACKIE McLEAN__________
A GHETTO LULLABY—Inner City IC 2013: 

Jack's Tune; Mode For Jay Mac; Where Is Love.’; 
Callin'; A Ghetto Lullaby.

Personnel: McLean, alto sax: Kenny Drew, acous
tic piano; Niels-Henning Orsted Pedersen, acoustic 
bass; Alex Riel, drums.

Jackie McLean’s alto playing has its short
comings. In the solos, there is too often a feel
ing of indecisiveness, a sense of blockage, a 
grasping for anything to get to the next phrase. 
There is also the chronically severe intonation 
problem which is most obvious on sustained 
notes. And there is the thin sound suggesting a 
perpetually fatigued embouchure or an overly 
weak reed. Unfortunately, these problems 
plague this 1973 outing recorded at Copen
hagen's Montmartre Jasshus.

With his own composition. Jack's Tune, 
there is a surprising degree of tentativeness. 
McLean's search for the right line of attack 
never attains focus. Consequently, the solo 
lacks any clear sense of development or for
ward motion. In the ballad treatment of Louis 
Bart's Where Is Love?, the positive effect of 
the altoist's declarative flurries is shattered by 
painful discrepencies in pitch. The ballad also 
reveals the flat tone which fails to fully reson
ate or sing.

When he's on. however. McLean transcends 
his weaknesses by reeling out impressive se
ries of complex lines. On Kenny Drew's 
Callin', for instance. McLean turns in his most 
effective solo by fusing swirling gestures with 

emotional and structural clarity.
Pianist Kenny Drew shares the solo chores 

with McLean and displays impeccable con
trol, logic and lucidness. Among his outstand
ing efforts are lightly articulated right-hand 
lines (Jack's Tune), driving modal forays 
(Mode For .lay Mac), and flowing lyrical ara
besques (Where Is Love?).

Bassist Niels-Henning Orsted Pedersen 
brings forth his commanding technique with 
panache whether underlining his colleagues’ 
efforts or soloing. His excursions in Callin' 
and .lack's Lune are especially noteworthy. 
Drummer Alex Riel is a perfect timekeeper 
whose tasty fills and embellishments add just 
the right tint to each passing episode. —berg

PEE WEE ELLIS___________
HOME IN THE COUNTRY—Savoy SJL 3301: 

Nature Hoy: Big Daddy: Gotcha.': Kiss And Say Good
bye: Fort Apache: This Is Just A Warning: Pistachio.

Personnel: Ellis. Dave Liebman, tenor sax; John 
Gatcheil. Waymon Reed, trumpet; Barry Rogers, 
trombone; Jon Scholle. Cornell Dupree. Eric Gale, 
Charlie Brown, George Benson, guitar: Ellis. Roland 
Hanna. Ernie Hayes, keyboards. Jeff Berlin. Anthony 
Jackson. Gordon Edwards, bass; Idris Muhammad. 
Jimmy Strassburg. Jumma Santos. Bernard Purdie. 
Ray Mantilla. Chris Parker, Babatunde, drums, per
cussion; Leon Thomas, Charlotte Crossley. Lonnie 
Groves. Lillian “Tang" Tynes. Vivian Cherry. Dwain 
Jones. Melaine Jordin. Eleana Steinberg, vocals.

* * *
Composer/arranger/produccr/tenorist Pee 

Wee Ellis has been a prime mover in the wings 
of the music biz for well over a decade. There 
was a five-year tenure with James Brown (’65 
to ’69), and since then, composing/arranging/ 
producing stints with George Benson. Esther 
Phillips. Roberta Flack and Sonny Stitt. Now 

the multi-talented Ellis is in the process of en
tering the limelight as co-leader of the Pee Wee 
Ellis/Davc Liebman band.

In a way. Home In The Country is a preview 
of the Ellis/Liebman tandem. As such, it is a 
disappointment, especially for the tenorists’ 
sympathetic followers. It seems that the desire 
to cultivate a larger, more heterogeneous au
dience has caused, once again, the sacrifice of 
artistic aims for formulaic cliches designed to 
appeal to the uncritical ears of the mass teen- 
to-thirties record-buying public. (For the 
views of Ellis and Liebman, see Len Lyons' 
interview in the August issue of db.)

Another aspect of the album's problem re
lates to the fact that it was studio-produced. 
(Several Ellis/Liebman live performances I 
caught in late 1976 were far superior to any of 
the tracks included here.) On the album, Ellis 
holds back and sounds somewhat tentative. 
Everyone's efforts, for that matter, are pallid 
in comparison to their usually more exuberant 
work. Producers Ellis, Bob Porter and Steve 
Backer should have listened more intently.

The root problem is the lack of a clearly de
fined concept. While trying to fuse jazz, rock 
and soul, the conglomeration succeeds only in 
emasculating these valid traditions. The result 
is the kind of hyped-up muzak one would ex
pect to find in a Greenwich Village McDon
ald's.

I don't mean to suggest that Ellis should 
give up his quest for larger audiences and per
formance fees. Rather, if the electric fusion 
approach is his vehicle, let it be driven with 
spirit and vigor. Hopefully, Home In The 
Country will provide a lesson and prove a 
minor deflection in the career of Ellis (and 
Liebman). —berg
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What you should expect from a 
$700 DC amp and matching tuner 
Waveform fidelity

Introducing the 8080 Series, Technics integrated DC amp 
and matching tuner. Two remarkable components with 
waveform fidelity: The ability to reproduce sound waves. 
Square waves. Even tone burst signals. It’s the only kind 
of performance you should expect from an integrated 
amp and tuner. Especially for $700*

To create an amp that would accurately amplify 
waveforms, we took some unusual steps with the 
SU-8080. Like eliminating all coupling capacitors and 
thereby eliminating a major source of phase shift, noise 
and distortion. Another step toward waveform fidelity is 
a frequency response of DC^ 1 00 kHz —1 dB.

And to complement our unconventional DC 
integrated amp, we added an extremely quiet phono 
equalizer complete with Technics own ultra-low-noise 
transistors. The result: An increased phono S/N ratio of 
100 dB at 10 mV with sharply reduced circuit and 
transistor noise especially when compared to conventional 
amps. We also added some unconventional controls. Like 
a subsonic filter in the phono equalizer and a four-step 
phono impedance selector.

Equally impressive is the performance of our 
ST-8080 tuner. To boost sensitivity while greatly reducing 
interference signal levels, there are two RF stages with 
low-noise, 4-pole, dual-gate junction FETs as well as a 

linear FM variable tuning capacitor. At the same time, 
Technics-developed flat group delay filters increase 
selectivity without increasing distortion.

There's also a new Phase Locked Loop IC in the MPX 
circuit as well as a pilot signal canceler for razor-sharp 
cancellation of the 19 kHz pilot signal and ruler-flat 
high-end response; 20Hz to 18 kHz ( + 0.2 dB, —0.8 dB).

Now that you know what waveform fidelity means 
in a DC amp and tuner, take a look at what waveform 
fidelity means in their specs.

SU-8080 Amp. POWER OUTPUT: 72 watts per 
channel min. RMS into 8 ohms from 20 Hz to 20 kHz 
with no more than 0.02% total harmonic distortion. S/N 
(IHF A): 115 dB. PHONO S/N (IHF A): 100 dB (10 mV).

ST-8080 Tuner. 50 dB QUIETING SENSITIVITY: 
Mono 13.6 dBF. Stereo 34.3 dBF. SELECTIVITY: 85 dB. 
THD: Mono 0.1 5%. Stereo 0.3%. CAPTURE RATIO: 1.0 dB.

Technics 8080 Series. A rare combination of audio 
technology. A new standard of audio excellence.

•Technics recommended prices: SU-8080 is $449.95 and ST-8080 is 
$249.95, but actual retail prices will be set by dealers.

Technics
by Panasonic

Professional Series



In the 14 years since he moved to Los Angeles, John Payne Guerin has had a career prob
ably more diversified than that of almost any other percussionist.

Born in Hawaii, raised in San Diego and self-taught, Guerin got his start in 1957 as winner of 
a youth jazz festival at the Lighthouse in Hermosa Beach, Cal. At 19 he joined Buddy De Fran
co, remaining with him for a year. After moving to L.A. he joined the George Shearing Quintet, 
touring for one and a half years from 1965-66.

Soon after, he entered the wide, wild world of the Hollywood studio musician. During the 
past decade he has worked with everyone from Thelonious Monk, Roger Kellaway and Donald 
Byrd to Jimmy Smith, Frank Zappa and Victor Feldman, the last of whom has been his col
league in the cooperative group, the L.A. Express, with which he has been bridging rock and 
jazz elements for the past three years.

Since 1974 Guerin has annually won a Most Valuable Player award from NARAS. A totally 
adaptable musician, he is the author of an instruction book, Jazz + Rock = John Guerin.

This was Guerin s first blindfold test. He was given no information about the records played.

1. LARRY CORYELL/ALPHONSE MOUZON. 
Beneath The Earth (from Back Together 
Again, Atlantic). Coryell, guitar; Mouzon, 
drums, composer/arranger.

Obviously it was the drummer s record. I don't 
know if he was the leader or not, but in that par
ticular cut it sounded like that machine-gun kind of 
thing Billy Cobham does. I'm not sure who the gui
tar player is and as far as the arrangement's con
cerned, the theme was very nice. It sounded very 
thematic, kind of like it could be in a picture, a film. 
The guitar player didn’t distinguish himself on the 
solo.

The sound bothered me on the record—that 
squashed sound, the way some people record the 
drums now.

It was a nice listening record. I didn't get any gut 
level reaction from it except that it was neatly 
done and I'd say, if it was Billy, I've heard things 
where he's been much more inventive. Three stars.

2. BUDDY RICH. Tales Of Rhoda Rat (from 
Buddy Rich Plans And Plays And Plays, 
RCA). Rich, drums, leader; Bob Mintzer, ar
ranger, composer; Barry Kiener, piano; 
Steve Marcus, tenor.

Would you play the first 16 bars over again? I 
was wondering about that piano player. That was 
really a flag waver at the end. The tenor saxo
phone player sounded like Don Menza. The drum
mer I thought was ... it had to be Buddy. Geez. 
Buddy's incredible. Even when he’s at his cynical 
best, I love him just for what he's contributed and 
his energy. And obviously he's got some young fire 
eaters in that band. Whoever did the arrangement 
is very influenced by Bill Holman. That linear way 
of writing was very reminiscent of Holman.

In that bag, that big band thing, when they're that 
much on top of it, it makes you feel very happy, and 
I never get tired of that type of thing, especially 
sitting in front of a band. I went to hear Woody Her
man when we were out with the L.A. Express and it 
was incredible. I didn't expect ... I hadn't heard 

Woody in a long time, and they were playing 
music! They had a myriad of different colors in the 
band—a bassoonist who played his ass off, and all 
the guys were writing, and it just knocked me out.

Feather: In other words, there’s life in big band 
jazz yet?

Guerin: Oh! I really enjoy it. I hope it never 
stops. Fortunately I’ve had a lot of experience 
doing that; I don’t do it anymore—I don't get the 
chance to, really. There's an album I made with Pat 
Williams called Threshold that I'm very proud of. 
That's an example of some of the best playing in 
that idiom I feel I've ever done. And Mike Barone 
had a band that played at Donte's every Wednes
day night for at least 3 years. So that was a good 
experience.

So, for the spirit and the feeling, that's four stars.

3. GIL EVANS AND HIS ORCHESTRA. 
Anita's Dance (from There Comes A Time, 
RCA). Evans, piano, composer, arranger, 
conductor.

That sounds like it could be a cue in a film. It's 
just a four-bar repeated pattern in the bass line 
and the melody and they have so many percussion 
elements in it . . . The trumpet and everybody's ad 
libbing around the bass line. It's hard to recognize 
anything from that record as far as any individuals. 
I don't know if that might be one of the New York 
orchestras that I'm not too familiar with.

It was fun. It didn't make a statement to me—it 
sounded like it could be done, as I said, as a cue 
... I'm trying to think of the kind of scene it would 
be applicable to. Maybe a race car sequence in a 
film. It was kind of like a cue I did with Dave Grusin 
in a picture called ... a Paul Newman picture— 
Winning. We did a thing very much like that, with no 
melody to speak of—just taking you through a lot 
of experiences with percussion instruments and 
so forth.

I don't really know how to rate that. It didn't 
mean anything to me. It was interesting, but there 
was no compositional aspect to it that I could put 
my finger on, and there was so much improvising 

going on that there wasn't any clear cut idea of 
who the players were. I would have to rate it in 
conjunction with some other type of media.

4. SUN RA. Cosmos (from Cosmos, Inner 
City). Sun Ra, Rocksichord, composer.

I don't really know who that is and I don't really 
care who that is. Those are supposedly the avant 
garde, the outside, into-something-new players 
and it's no mystery what they're doing, because 
they don't have to adhere to any kind of structure, 
which is the purpose. I think a lot of that is the 
reason that a lot of people have been turned off to 
jazz—some of the young people growing up. if 
that's what they hear first. There's no way to grab 
onto any kind of feeling from that. There's no 
melody that communicates; there's not even a 
blues feeling from it. Nothing to grab onto. I can 
see where it would really turn off some new 
listeners, and new listeners have a way of saying, 
’’Well, if that's jazz . .

That's why I think a lot of what's happening to
day is so exciting in music, because the rock and 
rollers have brought some of the jazz back to the 
rhythm end of it, and just made it so much more 
musical. The jazzers who have to keep switching 
gears every six months to keep abreast and sup
posedly blaze new trails have just outdistanced 
the public so much. And if you can't communicate 
with the public, what does it mean?

A lot of them have a martyristic attitude about it, 
which I don't have any time for. But the synthesis 
with rock and roll, or rhythm and blues—whatever 
you want to call it—has created a lot of beautiful 
music that communicates to so many more people 
that you're not locked in by the I Got Rhythm form 
anymore. It's just an incredible time in music, and 
this kind of thing hasn't contributed at all to gather
ing listeners to the jazz cause. . . .

5. THELONIOUS MONK. In Walked Bud 
(from Thelonious Monk: The Complete 
Genius, Blue Note). Monk, piano, composer; 
George Taitt, trumpet; Art Blakey, drums; 
Sahib Shihab, alto sax; Robert Paige, bass. 
Rec. 1947.

That was Thelonious. It sounds like the late '40s. 
The trumpet player sounded very familiar. It 
sounds like Jackie McLean playing the alto saxo
phone. The trumpet player was all over the 
place—it sounds like a trumpet player like Howard 
McGhee or somebody like that. It sounded like an 
older style trumpet player who had just gotten into 
bebop for some reason.

The drummer really was playing heavy on this 
particular track, with that open hi-hat and the bass 
drum on 4/4. It sounded ... I don't think it was Max. 
Max was a little cooler than that as I remember in 
those days. The bass player I can't recognize. Its 
hard to recognize any bass players on those 
records—it was either Tommy Potter or Curly 
Russell. . . .

I loved the tune. Monk was, when I was growing 
up and getting into music, the hardest for me to 
embrace as far as his playing . .. and only after 
listening to his compositions did I become really 
one of his fans. Fortunately I worked with him for 
about six months a few years ago with his group 
and it was a thrilling experience. He’s another 
humorist who kills me, and his compositions are 
really important contributions to what's been 
going on in music.

Monk is amazing. The first time I worked with 
Monk was on an album with Oliver Nelson, and at 
that time Monk's drummer couldn't read, so Oliver 
got me on the date, and Charlie Rouse was there 
and so forth. We did it at Columbia Records and it 
was a big band and all Monk's tunes that Oliver had 
arranged.

It was a great experience. Here we had this 
Steinway piano, with a piano tuner standing by on 
every date. Monk's an amazing person—he's one 
of those people who can sit down to any piano and 
make it sound slightly out of tune! He has a very 
personal touch on the piano and it's a tribute to the 
way he attacks the instrument. He's incredible. 
There's nobody like him and there never will be. 
Five stars for Monk. db
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Profile
MILT HOLLAND
f^rcussionist Milt Holland's career reads 

like a capsule history of the modern music indus
try. In the early '40s he was playing drums on CBS 
Radio in Chicago, waking the nation to the sounds 
of swing period jazz. During the war years Milt did 
morale shows for Armed Services Radio. The 
post-war years found him in Hollywood, concert
ing with the Benny Carter big band and working as 
a journeyman percussionist on movie soundscores 
with such noted composers as Franz Waxman and 
Alfred Newman. During that time Milt also played 
drums on record dates with Frank Sinatra, Nat King 
Cole and other top recording artists. Later, in the 
early '50s he pioneered a series of West Coast 
percussion albums with his score of the dance se

quence Little House Of Uncle Thomas for The King 
And I.

In '63 Milt took a break from the pressure-filled 
and lucrative lifestyle of the studios to begin a ser
ies of world travels that led him to Africa, South 
America, Pakistan, India, Haiti and Trinidad. The 
purpose was, he explains, "to discover from 
whence the music came.

"When I was a young drummer in Chicago I 
realized how great a difference there was be
tween black and white jazz styles. I'd listen to Jo 
Jones and Sid Catlett and be amazed at how much 
smoother and more musical their playing was. I 
was aware that some people played better and 
was curious why. Then I learned how some cul
tures are more rhythm and music oriented; where 
dance and music are an integral part of life."

Milt traveled first to Ghana, Senegal, Uganda, 
Tansania, and Kenya in Africa, and feels that 
“drumming is a genuine bond between peoples the 
world over. I first traveled to Africa solely to study 
drumming, that was unheard of. I was a rarity. I was 
given a government guide who served as a musi
cal interpreter.

"Seven years later I traveled over a thousand 
miles further up the Congo River to its apex in 
Kisangani (now a part of Zaire). There I met Dr. 

by sam y. bradley

Carrington, a British missionary who lived with the 
tribes in the area. By using one of the large talking 
drums, an outlying tribe sent a message to the 
chief drummer in the Kisangani village. The mes
sage was translated by Carrington as, 'white spirit 
has come to the forest to learn drums.'

"We arrived at the village the next day, and 
were greeted by the playing of the tribe's musi
cians. After they finished, they immediately in
sisted I play something. The drums were covered 
with a recently skinned animal hide that stunk to 
high heaven.

"So it's about 120 degrees and completely hu
mid. I began to play some things I had learned in 
Senegal, which the accompanying slit drummers 

caught onto right away. I'm playing for a few min
utes and watching the tribes' members who are 
getting progressively move excited, clapping 
hands, dancing and chanting. I thought. 'Great, 
they're enjoying themselves.' When I finished 
playing, an instant mass grumble rose from the 
people, everyone talking excitedly. I went over to 
Carrington to find out what was happening. He told 
me I had just finished playing one of the tribe's old
est fishing and harvest celebration songs. I had no 
idea; I was simply playing some things based on 
the rhythms of the Senegal peoples, and they live 
over 1000 jungle miles away.

"I later learned that Kisangani was one of the 
stopping places the slave traders followed. Over 
six million Africans were killed trying to escape 
the traders who brought them to the Americas."

About his travels Milt comments, "It's not finding 
the instruments as much as learning about the cul
ture and peoples and their musical language and 
playing techniques. Today, anyone can walk into a 
drum shop and purchase instruments from Africa or 
South America, yet without learning the proper 
playing styles and systems you're being dishonest 
to the cultures—and just as importantly to yourself. 
To have studied with people who themselves are 
great players—to me. that insures authenticity. It's 

the same with a snare or a cymbal; there are val
uable things to be learned from players in the 
past."

In regard to studio and recording work Milt feels 
that "versatility is extremely important. An aver
age day might include work with a symphony or
chestra on a motion picture call, an afternoon rock 
date and an evening television show. In many 
cases you're playing a written score or improvis
ing based on what’s happening around you. For ex
ample, an odd-time Indian fill wouldn’t make it on 
an Andy Williams date.

"In the early days of recording," recounts Milt, 
"everything we played was live and went directly 
onto wax. We recorded in a basement at CBS, with 
the building's plumbing overhead. One mike was 
kept wide open for brass and strings, and drums 
were over in the corner with a single mike placed 
ten feet away. On movie dates one player handled 
all the percussion. That meant having a traps set, 
vibes, marimba, chimes and a little set of bells near 
the drums. On the first run-through I’d be just 
choreographing my moves from one instrument to 
another, using a long hammer to reach the chimes 
from my drums. The pressure was rough; if you 
topped a cymbal or laid down a rim shot a touch 
too loud, another take had to be done. You were 
also made aware that if you made a goof you might 
not work any more. Guys developed ulcers and 
had breakdowns.

“Tape was like the lifting of a curse, the knots 
loosened up. It was then possible to overdub. With 
stereo the sound was vastly improved and things 
were progressing. As recording techniques be
came more sophisticated, the technology began 
counteracting the humanity of the music. Today 
drums are sealed off in a soundproof chamber with 
a mike inside each drum shell, and two mikes on 
the hi-hat for a phase effect. A whole generation of 
listeners don't know what drums really sound like. 
Last week I played congas on a session by The 
Tubes: On the playback the congas sounded like 
high pitched little pops. That's the sound the group 
wanted."

Born in Chicago, Milt began playing prohibition 
speakeasys at the age of 12, later becoming the 
house drummer at the Chez Paree. During his gig at 
the Paree Milt gave lessons to a Cuban conga 
player who wanted to play traps. In return Milt be
gan playing congas. "That was around '36, before 
Chano Pozo played in Dizzy's band. A lot of groups 
wouldn't even let me on the stand to sit in. It's nice 
to see the number of groups today who are using a 
congist or percussionist as an integral part of the 
group's concept."

The '47 musicians' recording strike to halt all 
recording at year’s end was a time when Milt's al
ready busy schedule became busier. "Recording 
work was booked to the hilt with the deadline 
ahead. You'd see guys sleeping in the hall be
tween the studio and the booth. On dull dates mu
sicians would fall asleep. Once we had 17 players 
lined up, each giving the guy in front a back rub.

"Talking recently to Natalie Cole about the ses
sions I used to do with her dad, I was reminded of 
the nice things that have taken place. I feel that in 
my own small way I've contributed to people's 
awareness of ethnic instruments. I introduced the 
tabla to television where it was used in the lead-in 
for the Saturday night movie. I overdubbed all the 
indigenous instruments for the National Geo
graphic’s tribal music sequences of Tribes Of The 
Kalahari Desert. I've done some beautiful albums 
with Wes Mongomery early in his career. I 
played on several Tony Williams albums recorded 
around the time he was playing with Miles. I just 
completed a really nice project with Paul Winter 
based on African percussion and rhythmic sys
tems."

At 60 Milt Holland reminds one of Blake's refer
ence to the golden years. His upcoming project is 
an album of drumming around the world. Says Milt, 
"people aren’t fully aware of what can be done 
with multiple percussion. Much of the complexity 
and beauty of tribal music is in counter rhythms. 
Some African systems are based on numonics and 
each player has his own instrumental voice. I hope 
to expose the beauty of those multiple voices to 
more people." db
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DAVID AXELROD
by tim schneckloth
Los Angeles is a city that evokes peculiar im

ages in the minds of those who live to the east. To 
some, LA is Plasticland, a place where phoniness 
and affectation swell to oceanic proportions. To 
others, it's the model of the future, a town with a vi
tality and vigor that should be emulated by every
one.

Producer/arranger/composer David Axelrod, 
however, sees LA as a source of inspiration, a 
continuous stream of hard urban sounds. "Man, you 
hang around the corner of Normandy and Jefferson 
and it's no different from any other urban area. I 
don't care where. A lot of people, all they know is 
the San Fernando Valley. They think everybody's a 
surfer. I can't even swim!''

Axelrod's affection for Los Angeles is certainly 
understandable. It's where he was born and raised; 
it's where he learned his trade, paid his dues and 
draws his current musical schemes. His recent 
MCA album, Strange Ladies, is LA/urban to the 
core. How a listener reacts to the record might 
well correspond to the way he feels about South
ern California.

Axelrod is known for his production work with 
Capitol in the '60s (including a string of Cannon
ball Adderley releases like Mercy, Mercy. 74 Miles 
Away. Country Preacher, Fiddler On The Roof) as 
well as his arranging activities. But the desire to 
compose always came before everything else.

"I met a piano player named Gerald Wiggins and 
his wife when I was about 17. I was kind of like his 
chauffeur, valet, bodyguard. He taught me how to 
read music and started explaining intervals and all 
that. I never really wanted to be a player, I always 
wanted to be an arranger and composer. I started 
playing by writing."

Axelrod later studied harmony and theory at 
UCLA and took on some production gigs for Wig
gins and others. His involvement with an Elmo 
Hope/Harold Land session entitled The Fox 
brought him in contact with Cannonball. “Much lat
er," David recalls, "I was sitting in a restaurant, 
and Ernie Andrews brought Cannonball over. Can
nonball's exact words were, 'Aha, The Fox!\ knew 
our paths wpuld cross again someday.'

“A few years went by and I was with Capitol. 
They signed Cannonball and asked him who he 
wanted for a producer. He said, 'Get me Axe!' and 
we were together for 12 years."

During his tenure at Capitol, Axelrod took a few 
days off to work on a rather bizzare 1967 project 
at Warner Brothers. It was Mass In F Minor by the 
Electric Prunes, a record that met with wildly 
mixed criticism (a major news magazine did a sto
ry on the record, referring to it as a breakthrough 
album; some others were less enthusiastic). "I 
composed and arranged it," Axelrod says. "The 
Electric Prunes were not on it. They couldn't read. 
I had all the charts laid out for them, and we started 
doing the date. In a three-hour date, I think we cut 
four bars of music. I looked at Dave Hassinger, the 
producer, and said, "We’re never going to do this 
thing. It'll be a career. We'll be in the studio 40 
years from now.' So we got studio guys.

"At the time, it was a fairly revolutionary thing 
for rock, because it had jazz solos on it. The dis
tortion of the guitars was actually part of the 
orchestration. There's no problem saying it now, 
but I like it."

As a result of this experience, Axelrod got his 
first record date under his own name at Capitol. 
Now, at MCA, David enjoys full artistic control of 
his projects and a comfortable working relation
ship with MCA president Mike Maitland.

What Axelrod has done for the label so far re
flects varied influences, but the actual sources are 
nebulous. "I'm just not conscious of them. You're 
always drawing on things that you hear. I hate the 
idea of pigeonholing music. What I do is urban. I 
was born in the city. The first time I ever saw a for
est was on the way to the Monterey Jazz Festival in 
’61.

“LeRoi Jones said a very good thing: 'Environ

ment is total.' It’s not just scenery. It's social, cul
tural and physical. If anything, that's the kind of 
music I think I write.

“I try to listen to everything that I possibly can. I 
listen to a lot of classical music, a lot of jazz, a lot 
of rock. I like the Who. Earth, Wind and Fire, Tower 
of Power. I love Stanley Clarke. And anything 
Miles does, anything.

"Gil Evans is so subtle with everything. You 
have to listen to him very closely. All of a sudden 
you'll hear something that's been there all the time, 
and you'll say, 'Where did that come from?' Beau
tiful arranger. He was an influence, so was Duke."

"During the '50s I was totally wrapped up in jazz. 
We would listen to Blakey and everything that 
came out of New York. When Presley came out, I 
kept hearing his name for about six months, but I 
honestly didn't know who he was. I had never 
heard an Elvis Presley record. But I had listened to 
Louis Jordan, Amos Milburn, Roy Milton—that was 
my rock and roll.

"In the '60s, with the Beatles and everything, I 
have to admit it was my children that hipped me to 
these things. I had a manager that was handling a 
lot of English groups, and the group Traffic 
knocked me out. And they had been knocked out 
by an album I had done called Songs Of Inno
cence."

By and large, Axelrod is happy with the state of 
contemporary music today. "I think it's great, be
cause it gives you a tremendous amount of free
dom. I feel that the consumer is a lot more open 
than the media. The media don’t know what the 
consumer can absorb and is willing to consume 
and take and buy.

"Radio is probably five years behind what the 
buyer is buying. The big Top 40 stations are ac
tually being patronizing to their listeners. They 
don't take into consideration that the listener is 
probably more mature than the program director.

"A good example is Weather Report or the Cru
saders. Heavy Weather wen! high on the charts, but 
the Top 40 stations never played it. Eventually, 
that will come back to haunt them."

Despite such frustrations. Axelrod continues to 
write in and about LA, adjusting his working 
schedule to whatever project he is working on. 
"Recently, I did the score for a movie called, 
ironically, Cannonball with David Carradine. It was 
about car racing and all that. I had only two weeks 
to write it, so this was a situation where I did have 
a schedule. I started every day at ten and quit at 
six. That was a job; I knew I had to make music. I 
sat down every day at the piano, ran the reels off, 
corrected the timing and wrote the music."

David is enamored of the synthesizer, even 
though he doesn't think of himself as much of an in
strumentalist. "I can't chord on the keyboard. I had 
a very bad accident a few years back that 
smashed up three fingers. So the synthesizer was 
made for me. I can work with single notes on my 
right hand. On this particular album, though, I didn’t 
use synthesizer because I just didn’t hear it."

But irregardless of the means of expression, 
Axelrod continues to try to get a tonal equivalent 
of his urban perceptions. "There’s a lot of tension 
in music. Cannon used to say. 'There's a lot of vio
lence in music.' Maybe it's a subconscious thing. 
You may listen to it and think it’s pretentious. But if 
there's one thing I'm not, it’s pretentious. " db

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

Write for information and 
nearest dealer.

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

Protective 
Loudspeaker 

Enclosures
A unique combination of top quality 
enclosures and a rugged protective 
casing ... ALL IN ONE UNIT!
• More compact and economical 

than separate enclosure and case
• Electro-Voice transducers
• Components suspended 

from outside impact
Send for full details.

40 Maine Ave., Easthampton, Ma. 01027 
(413) 527-6910
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stay informed 
and

save money...
by subscribing to down beat today

for only $7.00
(save $4.00 off regular price)

You’ll get one year—21 issues—of 
the world’s leading contemporary 
music magazine.

down is the link to the total 
contemporary music 

scene and its musicians.
down is for you the serious 
bear musician—amateur or 

professional.
For players of all instruments.
dOWn explores the world of 
ueor contemporary music

... brings you interviews with the 
world’s outstanding musicians ... 
keeps you informed of current mu
sical directions.

It’s all here in the only publica
tion you need to stay on top of the 
contemporary music scene.
And for only $7.00 for one year!

Don't miss down beat’s regular 
features: news, record reviews, 
blindfold tests, interviews, pro
files, workshops ... and more.

Get into the down beat habit.

subscribe 
today

caught...
Basie Brings It All Back Home ...

COUNT BASIE
Tribute To The Count 
Municipal Auditorium 
Kansas City, Mo.
Personnel: Pete Minger, Lin Biviano, Bobby 
Mitchell, Sonny Cohn, trumpets; Al Grey, Curtis 
Fuller, Bill Hughs, Mel Wanzo, trombones; Jimmy 
Forrest, Eric Dixon, Danny Turner, Bobby Plater, 
Charlie Fawlkes, reeds; John Duke, bass; Freddie 
Green, guitar; Butch Miles, drums; Basie, piano.
Guest Artists: Buck Clayton, Harry Edison, Jo 
Jones, Clark Terry, Max Roach, Eddie "Lockjaw'’ 
Davis, Zoot Sims, Claude Williams, Dave Brubeck, 
Jay McShann, Oscar Peterson, Ella Fitzgerald, 
Tommy Flanagan.

You can’t expect a great jazz concert to just 
happen. Nevertheless, that’s what the Charlie 
Parker Foundation apparently expected when 
it brought a carload of jazz greats to Kansas 
City, Mo. for a three-day salute to Count 
Basie exactly 41 years after John Hammond 
and Willard Alexander first cleared the path 
for his strike at the big time. 

time.” The Parker Foundation’s Eddie Baker 
read a telegram from John Hanunond, in New 
York for minor surgery: "So sorry not to be 
with my favorite of all jazz musicians. For me, 
my meeting with Basie at the Reno Club was 
my most important musical date.”

But the main event of the salute was the Fri
day night concert in the Municipal Audi
torium. This was where planning was most 
needed but. alas, most neglected. Perhaps the 
biggest mistake was in selecting the huge 
arena for the concert when an adjoining con
cert hall with superb sound characteristics 
stood empty. The arena was a virtual echo 
chamber, fit only for events which produce 
nothing worth hearing, like political conven
tions. To the credit of the event, however, it 
was more than three-quarters full at the height 
of the evening.

A pleasant sounding local band called the 
New Breed Orchestra opened the program 
with some Basie-style numbers featuring solos 
by Harry Edison and Lockjaw Davis. Actually 
Jay McShann and Claude Williams had 
played a previous set, but they were apparent-
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The publicity was beautifully worked out. 
There was an official welcome to the city 
from the mayor Thursday, an all-star press 
conference Friday afternoon and an honorary 
degree award Saturday. During the press con
ference nearly all members were on public 
display. Lined up along one long table were 
Jay McShann, Claude Williams, Jo Jones, 
Buck Clayton, Max Roach, Ella Fitzgerald, 
Basie, Dave Brubeck, Zoot Sims and Harry 
Edison. Oscar Peterson and Clark Terry 
would arrive later on.

Basie was asked what he thought of elec
tronic music. "Someone else take that one,” 
he said. Someone asked Jo Jones whether 
"Mayor” Tom Pendergast had any effect on 
the music scene in 1930s Kansas City. “He 
wasn’t the mayor,” Jones snapped back. “He 
was the owner.” Jo went on: “Anyone who 
came to Kansas City couldn’t help but play 
right. You walked out of one place and into 
another, and every step you took was in 4/4 

ly not considered part of the formal program. 
That alone makes one suspicious of the musi
cal knowledge of the programmers.

Suspicion became certifiable fact during the 
Kansas City Seven set that followed. Harry 
Edison. Buck Clayton, Zoot Sims and Lock
jaw Davis drifted onto the stage amid the 
paraphernalia of two big bands, neither of 
which were around at this moment. Off to the 
side was a piano and some drums that Jo Jones 
climbed behind. The rhythm section was so 
far from the horns that it might as well have 
telephoned in the beat. The only source of any 
scmblence of togetherness was the fact that 
each individual member was addressing him
self to the material—Moten Swing—and not 
the other musicians. Clayton, who has re
sumed his career as an active musician recent
ly after several years on the sidelines, seemed 
to play well, although a mute concealed the 
real quality of his present tome.

Ella, accompanied by Tommy Flanagan
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and the Basie Band, sang Shiny Stockings. a 
Paul Williams ballad and a rousing novelty 
about Paganini lull of savvy vocal acrobatics.

Dave Brubeck and Max Roach then sal 
down for a sparring session that produced a 
lively blues with a drum solo that brought the 
audience lo its feet and some boogie woogie- 
style Brubeck. Oscar Peterson played a letier- 
perfect but perfunctory set before the Basie 
band returned for a final short sei. Peterson 
seemed impatient with TV cameras that were 
video-taping the event for Scripps-Howard 
Broadcasting. A sports arena is not Peterson’s 
idea of the best place to present music. Al
though he was professional enough to make an 
obligatory appearance, it is understandable 
that he would not want such a performance re
corded for broadcast. He therefore ordered 
that he not be taped. It was evidently narrator 
Ossie Davis’ understanding that Peterson and 
Basie would do one of their patented duets. 
But as stage hands started rolling a second 
piano into place. Peterson started towards a 
wailing limousine for a fast ride back to the 
hotel.

And when Davis brought the Basie Band 
back for the final set—with Basie, who had 
just received a commemoration from the 
Foundation—he announced that everyone 
would come back lor a big jam session that 
would last "'til the cows come home." Per
haps the programmers expected it to all hap
pen spontaneously. Bui as a rule nothing hap
pens spontaneously in a gigantic hall like this. 
And the rules were followed. When the band 
wrapped up Things Ain't What They Used io 
Be. the night was summarily over.

In addition lo the poorly planned use of 
latent. there were far too many windy 
speeches, dedications and acknowledgements, 
many simply self-congratulatory comments 
about the size and spectacle of the whole 
event. It seemed inappropriate also for so 
much time to be turned over to local musi
cians when there was at hand a unique combi
nation of legendary national figures. The New 
Breed band filled in between every set, and al 
one point a couple of music students on Foun
dation scholarships performed. Bill Perkins. 
17. played remarkably accomplished alto in 
the Parker manner accompanied by I 1-year- 
old drummer Scott Robinson, who seemed to 
command near awe from drummer Butch 
Miles of the Basie band. Perhaps the most re
markable thing about Robinson, aside from 
his fine technique, is the fact that he has so 
fully absorbed a style of drumming that is 
growing increasingly scarce in (he world of 
contemporary rock and fusion music.

The final event of the weekend was the fol
lowing night. Saturday, in the famous Muchlc- 
bach Hotel on 12th Street where the Basie 
band played a dance in the Imperial Ball
room. Marilyn Maye was expected to perform 
but never showed. Clark Terry did, however, 
and sat in on one number. Other Basie soloists 
seemed available, bul for one reason or anoth
er did not play.

It should be mentioned that although the 
concerts were less than the best musically, the 
sponsoring organization. The Charlie Parker 
Foundation, drew a good deal of attention lo a 
worthy cause—music education. Ella Fitz
gerald set up a $2000 scholarship fund and 
the Foundation attracted several new lifetime 
and corporate memberships, h's too bad that 
with such a galaxy of stars under one roof, 
their talents were not better utilized.

—John tnedpnough

At Ludwig, we feel the only beating a drum should 
take is the beating you give it when you're playing. So 
when you put your drum inside our new molded case, 
it's always protected.

The new molded case is durable, lightweight and 
water repellent. It's also contour designed with no sharp 
edges to snag, catch or damage your clothing, car or 
trunk. Telescoping top and bottom shells and a tough 
web strap keep it fitting like a glove. See this new 
tough drum case at your Ludwig Dealer soon. Ludwig 
Industries, 1728 North Damen Avenue, Chicago, Illinois

The drum inside is safe
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DRUMS
□ Funky Primer for the Rock Drummer

by Charles Dowd ............................................. $ 4.50
□ Thesaurus for the Jazz/Rock Drummer

by Charles Dowd ............................................. 5.50
□ Drums-. Jazz + Rock by John Guerin............ 3.75
□ Professional Drum Exercises Book I

by Rufus Jones.................................................. 3.00
□ Professional Drum Exercises Book II

by Rufus Jones.................................................. 3.00
PERCUSSION
□ Latin Percussion Rhythms & Instruments

by Laurindo Almeida............ ........................ 3.00
□ Percussion Sextet No. 1 by Gary Coleman 3.50
□ Prelude & 2 Dances for Percussion Ensemble

by Gary Coleman .............................................. 3.50
□ World of Percussion by Emil Richards........ 8.95
KEYBOARD, VIBES
□ "Strazzatonic" Original Jazz Piano Solos

by Frank Strazzeri ............................................ 3.95
□ Harmonic Exercises for Piano by C. Fisher . 4.50
□ Creative Keyboard Sounds by Artie Butler . 3.50
□ Contemporary Bass Lines for All Keyboard

Instruments by Carol Kaye ............................ 2.50
□ Carol Kaye Original Songbook by Carol Kaye 2.50
□ Jazz/Rock for Kids by Joyce Collins

(w/rhythm record) ............................................ 5.50
□ All Alone By The Vibraphone

by Victor Feldman ............................................ 3.95
GUITAR, ELECTRIC BASS
□ Joe Pass Guitar Style ...................................... 5.95
□ Joe Pass Guitar Style Cassette .................... 8.00
□ How To Play The Elec. Bass by Carol Kaye . 3.95
□ Carol Kaye Electric Bass Cassette Course . 31.50
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; Carol Kaye Course $8.50 ($13.50 to Australia, 
New Zealand, Asia).
BOOKS FEATURING OTHER INSTRUMENTS ALSO AVAILABLE
Catalog 50c

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

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

JAMEY AEBERSOLD 
and associates* at the 

MID-WINTER 
COMBO/IMPROVISATION 

CLINIC
AT

NORTH TEXAS STATE 
UNIVERSITY 

January 1-5, 1978
The SUMMER JAZZ CLINICS is proud to 
announce the co-sponsorship with 
NORTH TEXAS STATE UNIVERSITY of 
SJC's annual mid-winter clinic. ‘Jamey 
Aebersold will bring Rufus Reid, Dan 
Haerle, Ed Soph, Jack Petersen, Dave 
Liebman, David Baker, and others. This 
Clinic coincides with the NAJE Conven
tion, in Dallas, January 5-7.

। SUMMER JAZZ CLINICS, 1
| P.O. Box 221. South Bend, IN 46624
| Rush me free details on the Mid-Winter Com-
। bo/lmprovisation Clinic.

I Name__________________________________________

| Street __________________________________________

[ City ___________________________________________

| State _________________________ Zip 

■ Instrument Age ________

□ Also send details on the
1978 Summer Jazz Clinics

I--------------------------------------------------------------------------------------- 1

dbw^Ikopj NOW 10 condense curricula

by Dr. William L. Fowler
I it the apprentice-system days of music edu

cating. exemplary teachers most often were 
exemplary performers. But as occupational 
specialty evolved, the two roles became in
creasingly distinct, as did the preparation for 
each, till in these days of formal education 
and professional performance, prospective 
profs pursue the PhD. (advance in rank en
tails advanced degrees) while would-be pros 
continue practice (performance skills en
hance the chance for gigs).

Don't fault the profs, then, for unhoned 
playing skills nor the pros for untitled names.

Fault might be found, though, in the hiring 
practices of higher education, especially those 
for jazz instrumental training. Bound by a tra
dition designed to ensure professorial knowl
edge rather than performance know-how, 
most universities appear helpless to offer suf
ficient salary and rank for securing statured 
yet degreeless jazz, pro's (despite such notable 
exceptions as the David Bakers, the Larry 
Ridleys, the Mary Lou Williamses). Given, 
therefore, a long supply of adamant adminis
trations and a short supply of Dr. Donald 
Byrds. Dr. Tom Fergusons, Dr. Ken Mc
Intyres. Dr. William Lees—and Dr. Billy 
Taylors—the situation seems sluggish.

Meanwhile, fresh crops of jazz-rock-elec- 
tronics-minded eager future pros approach 
college age. They've been to clinic/festivals 
like Mobile's, where nobody judges anybody 
and everybody learns; to camps like Ken Mor
ris'. where faculty individualizes student at
tention; to state-of-the-art concerts like May
nard's or Miles'or Matrix IX's. where players 
demonstrate the results of technique plus 
imagination. They want to concentrate on the 
practical, to learn by doing. They want more 
show and less tell. They're anxious to sharpen 
their axe-handling to such a keen edge that it 
can cut any job—jazz, rock, legit, studio or 
whatever. Most top jazz pros know all this; 
They've staffed the festivals, swung around the 
clinic circuits, performed the concerts. 
They've also seen students (lock to a few 
bona-fide college jazz departments and 
viewed the phenomenal growth of Boston's 
private Berklee school. And now some vision
aries among them, in true do-it-themselves. 
show-how, apprentice-system spirit, have set 
up their own educational shops according to 
their own ideals and ideas, filling what they 
feel to be gaps in our educational system. 
Concurrently, so have some of their non
acoustic counterparts—electronic composers, 
synthesizer experts, recording engineers.

A look at three such new educational ven
tures within the same neighborhood (Los An
geles) might help indicate the diversity and vi
tality of this spreading instructional move
ment.
T he Dick Grove Music Workshops

While Dick was organizing his multi-sub
ject jazz conservatory, he also was establish
ing a one-man instruction book factory—him
self. Since his comprehensive curriculum was 
designed by and its core texts were written by 
the same man. it tended toward non-duplica
tion, orderly process and teaching-method co
hesion.

Dick’s time-consuming administration, 
constant text-writing and in-person leaching 

should have been enough to keep him totally 
occupied, especially when both subject-matter 
and student enrollment skyrocketed. But be
cause he wanted to reach students everywhere, 
not just in L.A . he developed a series of mu- 
sic-by-mail courses intended to preserve the 
direct-communication features in-person in
struction offers. He was starting a long-dis
tance apprentice system.

For his music-by-mail workshops, Dick ex
panded his author roster from one to six. in
cluding Roy Burns. Alex Cima, Herb Ellis, 
Larry Muhobcrac. and Jimmy Stewart. Right 
now, the correspondence curriculum has 
reached nearly a dozen subjects, including 
such personal skills as sight reading and im
provisation. Its effectiveness lies partly in 
Dick's insistence that one teacher entirely 
handle one subject for one student; partly in 
pre-recording each lesson on cassette tape 
then re-recording student response behind 
overdubbed critiques and suggestions; and 
partly in airmail communication. The corre- 
spondee thus gets quick, detailed and on-go
ing attention from one of Dick's excellent 
L.A. staff almost as if that pro were there in 
person.

Guitar Institute Of Technology
The route to guitar professionalism, feels 

Howard Roberts, must be a thorough way, not 
a free way—dues must be paid. Accordingly, 
during his near-decade of planning a curricu
lum for G.I.T.. Howard kept in mind the mile
stones of his own past progress. He engineered 
the student roadway, bridging pitfalls, blast
ing obstructions, straightening switchbacks, 
avoiding detours and dead ends and blind al
leys. I Ie designed a straight-ahead road to gui
tar proficiency. And now when students cruise 
steadily along the well-marked and speed
limitless G.LT. route at a minimum rate of six 
hours per day, five days per week, they can ex
pect to reach their sightreading, improvising, 
style-hand ling, so Io-and-ensemble-perform
ing destination in close to a year. To activate 
G.l I'., Howard teamed with Pat Hicks, him
self a proficient guitarist. They located their 
new institute at the Sunset Stage Studio com
plex, right in the center of Hollywood's re
cording industry, where professionalism satu
rates the atmosphere.

They signed working pros Joe Diorio, Ron 
Eschete, Jackie King, and Don Mock for in
house daily instruction, guitarist/composer 
Mundell Lowe for film scoring studies, and 
guitarist/authoress Kathy Shannon for secre
tarial responsibilities. They lined up the likes 
of Charles Blackman. Larry Carlton, James 
D’Aquisto, Jerry Hahn. Pat Martino. Bryant 
McKernan. Lee Ritenour. Tommy Tedesco 
and Jimmy Wyble for short-term extra-curric
ular workshops. They then welcomed some 
100 students eager to build musical body and 
strengthen musical muscle on the G.I.T. pro
gram. a curriculum including large servings of 
sightreading; solo and ensemble performance; 
harmonic and melodic recognition by ear and 
eye; improvising in all styles; accompaniment; 
fingerboard understanding; stage presence; 
important historical guitar techniques; in
structional skills, both group and private; 
works of major composers; classical guitar lit
erature; chord-melody playing; Coltrane and co
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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-TRAN8CRIPTK3NS

□
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

□

28 MODERN JAZZ TRUMPET SOLOS transcribed by Ken 
Slone and edited by Jamey Aebersold Brand New!1 An 
outstanding collection of modern jazz trumpet solos by 
15 jazz greats. Solos are in Bb key with hord 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 olt 
record by Charlie Parker Confirmation. Ornithology.

A NEW APPROACH to JAZZ IMPROVISATION

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.

□
□

Yardbird Sirte and Muose the Mooch" $2.95
CHARLIE PARKER SOLOS for Bb and C keys. Different solos 
than the above Nine solos transcribed off records w>th
piano accompaniment . $3 95

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

□
DIZZY GILLESPIE SOLOS for Bb and C keys. 14 transcribed 
solos off records by Dizzy w th piano accomp $4 95 
LOUIS ARMSTRONG SOLOS in Bb key only. 20 beautiful
solos by Louie exactly as on records $3 95

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

□ JAZZ STYLES & ANALYSIS for TROMBONE by David Baker 
History of the trombone via trans solos 15 7 solos in 
bass cleff off records by known trombonists $15 00

□ JAZZ STYLES & ANALYSIS for ALTO SAX by Harry Mmdma 
and David Baker 125 transcribed and annotated solos
by 103 famous alto saxophonists $12.50

only $2.95

by Jamey Aebersold
$8.95 per volume (includes LP & Booklet)

A series of books & LP stereo records which allow you to 
learn to improvise at your own pace Can also be used lor 
classroom teaching Lach volume contains a stereo record 
and accompanying booklet Booklet includes parts FOR 
ALL INSTRUMENTS: trebel & bass del. Bb S Eb parts in 
each book Special stereo separation lor rhythm section 
players Left channel has Bass & Drums, right channel has 
Piano & Drurns (he back up rhythm section on records is 
outstanding' Makes you want to play The most widely 
used improvisation method on the market

i VOLUME 1 "A NEW APPROACH" Beg Lit level Contains 
Dorian minor tra< ks. Blues m F & Bb. 24 measure song. Ca 
deuces. Cycle of Dom Zth's & on«» II V7 trac k. Scales are 
written in measures and hord tones are notated Chapters 
on Melody Blues scale. lime. Modes Exercises Chords

. VOLUME 2 "NOTHIN' BUT BLUES" Beg Int level 1 1 dif 
Terr: t Blu“ , "vr. r,T>-,s .rid tempos this volume is tru
ly fun to play with Rhythm section on LP grooves' Scales 
and chord tones are written
J VOLUME 3 “THE II/V7/I PROGRESSION" lot level Prob 
ably tile most m , -uLint musical sequence m modern jazz 
A must for ill jazz players' Supplement m, hides 1 I pages 
ot ll,V /'I exerr ises to be applied with LP 8 tracks to impro

□ 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

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 ol tips tu

□ BIRD LIVES by Ross Russell. Hardbound reading book of 
the life of Charlie Parker. Outstanding book with an

□ better bass playing . . $ 12.50

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.

EVOLVING UPWARD -Ba- , Book II by Rufus Reid 
BRAND NEV/! Shows how to approach and execute m 
thumb position for acoustic bass. Descriptive photos 
and concise exercises teach the entire fingerboard as
well as the high register $7.50

teacher. Large paperback $11.95
□ STANDARDIZED CHORD SYMBOL NOTATION byC. 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

□ 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 Ri< hard 
Davis 20 bass lines with chord symbols just as Richard
would walk them $5.00

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

DAVID BAKER BOOKS
□ JAZZ IMPROVISATION by David Baker A practical theory 

book aimed at performance Comprehensive method ot

□ study for jazz players. Spiral bound $1500
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

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

□ JAZZ IMPROVISATION for STRINGS VOL 1 by D. Baker.
Comprehensive method ol 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□

symbols are given. Each arrangement
□ Horizontal—Modal Blues
□ Bossa Nova De lazz
□ Sunrise—Easy Jazz Rock

□ DAN HAERLE JAZZ-ROCK 
rangements scored for

$4.00

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 lor everyone! Spiral

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

□ 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

□ 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 774 
□ 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

Six books of piano solos and songs by four .ill 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 * 1 6 transcribed songs—Interplay, Iime Re

□ 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

□
□

membered, Very Early, etc. $2.95
BILL EVANS #2 5 transcribed solos and 1 song tunny
Man. Orbit, etc. $3.95
BILL EVANS #3 5 transcribed solos and 15 songs off rec-

rhythm. Per arrangement ............................
□ Be-Bop □ Lover Man
□ Cool Blues □ Groovin' High
□ A Night in Tunisia □ Blue 'N' Boogie
□ Salt Peanuts

$10.00 □ 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

□ 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
solos!) only $8.50

□ 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

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

□ 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 cl the perfect fourth in jazz. In 
eludes 5 originals for two hands taken off record $4.50

_i VOLUME 4 “MOVIN' ON" -Int Adv level A Challenging 
coThs lion I A' rbu; ,cld & Dan Haerle times B. >k contains 
melodies and needed scales/chords for all instruments 
Only for the brave!

VOLUME 5 "TIME TO PLAY MUSIC" Int level. Similar to 
VcI 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 Rarker Ron Carter, bass, Kenny Barren, 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 Irom a Rill. Orni
thology & Scrapple from the Apple

FOUR EXCITING ADDITIONS . . .
Rhythm section on records is outstanding.

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. Sola'. Dig. Milestones 
(old Milestones). Serpent's 
Tooth

VOLUME 8 —"SONNY ROLLINS"

ten by Sonny Rollins let Adv 
level Contains 8 ol Rollins -lost 
famous tunes, m their original 
keys Doxy St Thomes (latm, 
then swing) Blue Seven Valse 
Hol (one ol the first n jazz 
tunes). Teno' Madness Solid 
Pent Up House. Airegin Oleo

J VOLUME 9—"WOODY SHAW" 
Light jazz originals written by 
Woody Shaw Int/Adv level 
Rhythm section is currently with 
Woody Shaw and their familiar 
11y with the songs makes it easier 
for you to play Includes Little 
Red s Fantasy. Katona Ballerina. 
Blues lor Wood Moontiane In 
Case You Haven't Heard. Tomor
row's Destiny. Beyond All Limits

ï

•WOODlTaSHAViT

XVII» .XBÖI/OU)

(Bussa Nova, slow) Beyond All Limits (Swing, up tempo).

Li VOLUME 10—"DAVID BAKER" 
Eight beautiful originals by 
David Baker. Int/Adv level One 
uf the most prolific composers in 
jazz today Tunes offer a wide 
variety ot styles and tempos. In 
eludes Auhl, Le Roi. Kentucky 
Oysters Passion. Black Thurs
day Bossa Belle. Soleil d' Alla 
mira. Le Miroir Noir

TO ORDER
Send check or M.O. Free postage in the USA for 3 
or more items; add 50c postage for 1 oc 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 1211-D aebersold dr., new Albany, in 47150
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worldwide who buy direct from 
Drums Unlimited, America’s Largest 
Percussion Store.

If it’s percussion, we have it. You 
choose from hundreds and hundreds 
of products from 34 of the world's 
foremost percussion manufacturers. 
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methods, too. And you buy every
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We handle any size order. From 
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For more information.
write or call us today at:

Drurns uplitpited' ipc.
America's Largest Percussion Store

4928 St. Elmo Avenue
Bethesda. Maryland 20014 

Phone:(301) 654-2719

CRŒTNG MUSIC STUDI®

information:
CMS, PO Box 671, Woodstock, N.Y. 12498 
telephone: (914) 338-7640

HOW TO continued from page 38

Parker style-study; and studio procedures-me- 
dium servings of electronics; composition; 
orchestration; theory; recording techniques; 
film scoring; and 16th Century counter
point—plus smaller servings of music psy
chology; modern learning theory; the Schil- 
linger system; and music business matters.

The formal opening of G.I.T. last March in 
no way meant any slackening of Howard’s 
wide-ranging professional activities. His con
stant traveling continues to be a plus for the 
school as well as for himself. With ears and 
eyes open at international scenes of action, he 
collects the new and the different to keep his 
curriculum current. And what of future gigs 
for G.I.T. grads? If all-around competency 
means work, they’ll likely take their pick.

Los Angeles Center For Electronic Music
In the fast-changing electronics field, the 

new constantly defies the old—transistors 
challenge vacuum tubes, quartz crystals chal
lenge steel hair-springs, glass strands chal
lenge copper cables. Obsolescence seems al
most a way of life as today’s invention be
comes tomorrow's industry.

Electronic music, too, lives in a state of 
flux. The constant change in instruments, 
interfaces, and wave-form generators con
stantly reshapes tonal possibilities. Electronic 
composers, instrumentalists, and engineers 
therefore can hardly expect to stay abreast of 
their changing medium without some source 
of renewal—they need specialized subject- 
matter in specially-equipped schools. 
LACEM intends to answer that need.

At their frequent workshops in musical 
electronics, LACEM co-founders Alex Cima 
and Bryce Robbley and LACEM staffers Bob 
Easton and Peter Hillen call upon state-of- 
the-art experts like guitarists Timo Laine and 
Lee Ritenour, producer/engineer Danny 
Sofer, and synthesist/coinposer Doug Lynner 
to help illustrate each point and demonstrate 
each device.

And because the LACEM workshops take 
place in the fully-equipped Star Track Studio 
supplemented by every imaginable type of 
electronic sound generator and sound ma
nipulator. participants can get their hands on 
synthesizers, interfaces, control panels— 
whatever is being studied. At LACEM work
shops, instructors can patch their students 
right into the electronic process itself.

The LACEM Fall announcement can best 
explain this term’s offerings:

"SYNTHESIZER WORKSHOP ONE—For 
beginning students. An introduction to the 
analog voltage controlled synthesizer, cover
ing: voltage controlled oscillators, fillers and 
amplifiers—sound sources and modifiers— 
trigger sources—amplitude—frequency—ring 
modulation—phase shifters—preset, cord and 
pin matrix patching—noise generators—enve
lope generators—reverberation and echo— 
analog and digital sequencers—sample and 
hold—instrument synthesis.

"SYNTHESIZER WORKSHOP TWO— 
For those seeking extensive practice sessions 
on advanced modular instruments. Emphasis 
on voltage control techniques, instrument syn
thesis, and system interfaces. The class will 
record a project on 24 tracks.

"POLYPHONIC GUITAR SYNTHESIZ
ER—The guitar as sound source and synthe
sizer controller. Function of the 360 systems 
slave driver and polyphonic guitar synthesiz
er. Pitch to voltage concepts, and interface of 
the electric guitar in various configurations.

"MICROCOMPUTER SYNTHESIZER 
WORKSHOP—An introduction to micro
computers and their use with synthesizers. 
The course will include material on micro
computer hardware and software with empha
sis on synthesizer interface and the control of 
various parameters. As an out of class project, 
each student will build a microcomputer sys
tem from a kit configured to interface with a 
voltage controlled synthesizer."

And Alex can best explain the LACEM 
educational attitude:

"LACEM is creativity and experimentation 
in music. We established our new center in 
early ’77 to facilitate recording and program
ming for artists and producers, as well as to fa
cilitate seminars and workshops. The center 
was also initiated as a resource facility for 
electronic music, where synthesists' needs 
may find outlet and expression. Al the heart of 
the idea is the dedication to develop a learn
ing environment which enjoys excellent re
cording and monitoring equipment, simple 
presets and advanced modular systems, and 
instructors who are experienced performers 
and designers. The goal is to achieve familiar
ity and technique regardless of the particular 
instrument used or musical style to which it 
may be applied."

D G M W—G. 1 .T.—L AC E M —a 11 three 
schools are expanding—all three ventures are 
succeeding. Maybe in musical education. 
Times They Aren't-a-Changing very much, 
but most certainly Things Ain't exactly What 
They Used To Be. db

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

corded home study course. For information and 
proof of success (including a 20-rninute record
ing), send $1 to the:

Stanley Spector School of Drumming 
200 West 58th Street, Dept. 410 

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

PONTY continued from page 13

lin in contemporary music. By exposing the 
possibilities of the instrument to a mass audi
ence, he has helped make it possible for artists 
like Noel Pointer and Zbigniew Seifert to se
cure contracts with major labels and bid for 
the same kind of large-scale acceptance. Is he 
aware of being something of a violin evan
gelist?

"I don’t think about it too much," he re
plies, "but. in a way. yes. I have struggled; I’ve 
been fighting all my life for my instrument. 
T he level of success and achievement now, 
with my band, is not only a personal success, 
but it’s also a success for the instrument. Thal 
makes me doubly happy, because it really 
brings the violin to a high status, where it 
should be. That was a goal I had for a long 
time.

"Kids come to the show and say. 'Gee, the 
violin's fantastic.' They are just discovering 
the instrument in this field of music and they 
might never have been attracted to the violin 
otherwise. But they see how well it blends 
with this style.

"All it needed was a few musicians to prove 
it. Again, as I was saying. I've been pleased lo 
see the reaction in the music business for the 
past few years. 1 have seen many violinists, 
newcomers on the scene, being signed by rec
ord companies and making solo albums—not 
only in this country but in Europe as well. 
And that's just great.

"Once a keyboardist from a famous rock 
band talked to me and said that 1 had inspired 
his synthesizer playing. And that really makes 
me happy—to see that, finally, the violin can 
have an influence and importance on the mu
sic scene." db
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JAZZMOBILE continued from page 15 I

Smith: Am I to understand that the other 
three are classroom, blackboard courses?

Bailey: Essentially, yes. Except that there is 
playing going on; there are practical ap
proaches. They may take out their instruments 
during the Reading class. In the Instrument 
Technique Development class they are actual
ly using the instruments. The teachers write 
exercises so they do play.

Taylor: You may be in a whole roomful of 
drummers or saxophonists; the instructor 
might put something on the board and say, 
“Okay, now this is the cycle of fourths, and 
this is one way of handling it according to 
where we are this week. Now. given this tech
nique of stringing three or four notes together 
in this fashion, this is the way we do that with 
a cycle." Then they go into Ensemble class 
and play All The Things You Are or some tune 
that has to do with the cycle of fourths.

Smith: I assume that the instructors in En
semble are the same as in the other classes.

Bailey: Not necessarily. Not everyone can 
direct an ensemble. But we have a syllabus so 
that everyone knows where everyone else is at 
every given point of the year.

Smith: Give us some more details about 
these ensembles.

Bailey: We have many instructors who arc 
leading a minimum of two large bands. 18 to 
20 pieces, made up of all the instruments, a 
typical big band. They play arrangements by 
Frank Foster. Thad Jones, Ernie Wilkins. 
Frank Wess. . . .

Smith: Hank Levy?
Taylor: No we haven't done any of those 

yet. 1 don’t feel that complicated time changes 
are what we are after just yet. We have enough 
charts right here, some we haven't even gotten 
to yet.

Smith: Arc all the ensembles large?
Bailey: Definitely not. They run from small 

groups to big bands. At any given time after 3 
p in. in ii workshop we may have seven en
sembles going at once. For instance, Norman 
Simmons, an excellent accompanist, has a 
rhythm workshop where he will just involve 
piano, bass and drums for a couple of weeks, 
telling the bass player how to stay away from 
playing the same note that the piano player is 
playing in his left hand. Other times he will be 
teaching how to accompany a singer—which 
is the same as accompanying someone who is 
playing.

Then he may go to Frank Foster's sax class 
and ask for three players who may play differ
ent styles, but who can play changes. He 
brings them in to allow the rhythm section to 
work with them, to explore with each other 
the real world of playing the music. The rea
son for the different styles is so that everyone 
can be comfortable with the person who lays 
back, plays forward or plays right on. It’s a 
practical learning experience, a teaching ex
perience.

Smith: Again, are the instructors the same 
for the classroom classes and the ensembles?

Bailey: Only if they have the experience. 
Ernie Wilkins will conduct his own music as 
will Jimmy Heath. Thad Jones and the rest.

Taylor: The requirements for ensemble $ 
leadership are different from the requirements g, 
for someone who is good on one-to-one or S. 
classroom. The people who relate to this best o 
are the composer/arrangers. And there is con- g 
slant communication between instructors. |

For example, one of the tunes that everyone 8

Don’t feed me a lot of sounds of 
zithers, foghorns, and jet planes;
JUST GIVE ME A
TRUE STRING SOUND!
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JAZZMOBILE continued Irom page 41 

who comes through Jazzmobile learns is Ken
ny Dorham's Blue Bossa. Kenny was an in
structor and many of our current instructors 
remember what he did for Jazzmobile while 
he was with us. It's a good tune for everyone to 
blow on so we kept it in our programs. One of 
the reasons we don't use Hank Levy is that we 
are dealing with specific musicians who are 
giants—Frank Foster. Jimmy Heath and 
others who do a specific thing. We do not 
have enough hours in the day to get as much as 
we would like out of those musicians—things 
they can share with their students. If we had a 
Hank Levy on our faculty it might be differ
ent. Freddie Waits will have his drummers 
playing in 7/4 and 5/4 as an inherent part of 
being able to play the instrument. Others will 
become proficient in other time changes 
through certain tunes. We are not concerned 
that they play in odd meters, but that they get 
the essence of jazz in any meter. There just 
isn't enough time. We are trying to develop a 
core and a basis for doing anything.

Smith: I wasn't specifically interested in 
whether or not you were into Hank Levy's odd 
meters but rather in finding out if you import 
charts from other than your faculty.

Taylor: We have a big library and have been 
given a lot of material by John Bunch and oth
ers. We've got scores that we hope will be 
made available to us by incorporating some
thing we will develop along apprenticeship 
lines—copyists—just so we have the parts to 
some Ellington things, for instance. We liter
ally haven't had time to copy them. We'd love 
to get anything we can from any source.

Bailey: If it's jazz, we'd love to teach it and 
play it. Hank Levy. Clare Fischer. David 
Baker, from other parts of the country.

Smith: Where do the instruments come 
from?

Taylor: Some students already have them. 
We also get donations from musicians and in
strument companies. If we need them, we will 
get them. No one gets shut out of the program 
for lack of an instrument.

Smith: Are you shooting for accreditation?
Bailey: New Paltz State College of the State 

University of N.Y. gives credit to its students 
for attending Jazzmobile Workshops. That is 
certainly a direction we would want to pursue. 
We could be a magnet for students coming 
from colleges and universities into a place 
like New York to concentrate on America's 
classical music, jazz.

Smith: You did a week in Winnipeg, Can
ada. with some of your faculty. Do you think 
that kind of program will be expanded upon 
in the future?

Bailey: Wc called that “Unique Week" be
cause what started out as a brief playing
teaching stay turned into a major happening 
with CBC television involved.

The town has 600,000 inhabitants, but is 
one of the most art-conscious places I have 
ever been in. The jazz club has over 250 mem
bers. The art gallery gets some exhibits our 
own Metropolitan wishes it could get.

All they wanted at first was a Jazzmobile, 
the trailer. But I saw something bigger. 1 saw 
an entire week of clinics and lecture/demon- 
strations culminating in Jimmy Heath's Afro- 
American Suite Of Evolution. Well, we got to 
work with youngsters in the school system in 
the mornings—master classes, seminars and 
generally giving them a brief education in 
jazz. The CBC turned out to tape 20 members 
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of their orchestra performing with our 22 in 
the suite. The entire program worked.

Taylor: One of the reasons it worked was 
that Dave, in setting up the program, demon
strated that all of the things we do here in 
N.Y. work in a very concise way and can be 
enlarged.

We held workshops early in the day. and 
later we held an open rehearsal of Jimmy's 
work. Again, that's the classroom-lo-demon- 
stration module. We also went into schools in 
the outlying areas for the same purposes.

The point to make here is that here are Ca
nadians who play the style and the type of jazz 
that we play. It all goes back to what we said 
at the outset: this music transcends boundar
ies. By sharing our knowledge about certain as
pects of the music with them, we left them with a 
more secure ability to handle the music.

To answer your question about continuing 
this program, we will if we see we can do it 
this way again.

Smith: Do you travel about with your stu
dents? 1 know they have performed in concert 
at various times, but are they permitted to go 
into the schools and demonstrate?

Taylor: We have been wrestling with that 
problem. Funds are available for profes
sionals. We haven't gotten to the point where 
we can ask for money for any other perform
ers.

Bailey: We have taken our best into the out
door areas such as Damrosch Shell of Lincoln 
Center, but we haven't taken them into 
schools yet.

Taylor: We do give our students an op
portunity to play whenever we can. We get 
calls for players—just like a union hall—and 
we supply what they ask for. They get paid for 
what they do. I did the music for an Off- 
Broadway show called The Lion And The 
Jewel and one of our pianists. Phil Bingham, 
got the call for that gig.

Bailey: One of our ensembles in the last se
quence of workshops joined the union (Local 
802. AFM) en masse'. They want to work and 
they feel they are professionals as far as union 
standard is concerned. Sometimes we find that 
when wc do shows and the workshop young-, 
sters come on first, the professionals who ap
pear in the second half gasp at the fact that 
they have to follow them. It's all done in good 
humor, but those young people can play.

Smith: 1 would like to devote the remainder 
of the interview to Jazzmobile’s program in 
New York's public school system.

Bailey: There is a program that is sponsored 
and funded by HEW and the U.S. Office of 
Education called Emergency School Aid Act 
(ESAA) under Title VII. The object of the 
program is "to reduce the adverse effects of 
minority group isolation."

For the ’76-’77 fiscal year just ended, our 
funding involved taking professional artists 
into the public schools, in this instance Dis
trict 4. basically black and Hispanic, and moti
vating the students and giving them a better 
sense of themselves through the arts. In our 
case, the artists were to interact with the school 
teachers and be supportive of them in the things 
they were teaching, things that an artists could 
reinforce. For example, an Hispanic flamenco 
guitarist could support a history lesson by giving 
the history of his music to make it real. We are 
involved with the five major art disciplines: 
music, dance, drama, poetry and visual arts.

We had ten instructors in District 4 repre
senting two from each of those disciplines, 
working full time.

Wc and the school district targeted certain 
youngsters to be pul into our program. Our 
program had priority over these youngsters, 
which is unheard of because art programs are 
usually filler and not a basic concern. Most of 
the goals we had sought were successful. To 
wit: to reduce absenteeism, to give the stu
dents a better sense of themselves by utilizing 
the arts for self-expression, to bring the sense 
of the school into the home and a sense of the 
home into the school. We had our own guid
ance counselor and our own field worker, who 
were liaison between the parents and the 
school. We held parent workshops where we 
told parents how they might better help their 
youngsters in the non-school hours.

We also held pre and post questionaires on 
the parents, teachers and principals to find 
out their attitudes toward the arts and the arts 
in education and any changes.

Taylor: Many things came out of the clinics 
that have to do with life, things other than mu
sic. The specific people were role models: you 
see the people, and whatever the people pre
sent lo you is a part of it as well. It was ob
vious that after a very short time, people in the 
schools had another view of an artist in this 
context rather than if the artist just came with 
his instrument and played for dancing or 
whatever. They looked at the artist as some
one who was special; he had published, per
formed. or was otherwise in the public eye. Il 
was a very subtle approach. 1 could see the 
kind of enthusiasm that a principal or a stu
dent would have. I could see that better than 
Dave, who was treating this on a day-to-day 
basis; 1 could see how well the program was 
developing from a different perspective.

Smith: How much was granted for the first 
program?

Bailey: $263,000. We asked for over $500,- 
000 and we wanted 20 artists.

Smith: What were some of the results?
Bailey: As far as attendance records are 

concerned, we secured the standing records 
prior to the program and they were re-evalu- 
ated after the program was completed. There 
was a marked reduction in absenteeism of 
some 20%. We have gotten an extension so we 
can better evaluate some of the other results, 
such as the effect on academic studies other 
than music.

Taylor: There are numerous single ex
amples. Wc were dealing with problem chil
dren in some cases—some hyperactive ones, 
classroom disturbers and the like. I went back 
to one of the schools to do a television spot 
and there was one of the hyperactive children, 
a girl, who had been known to disrupt a class 
because she wanted attention all of the time. 
Shortly before the TV show was to go on. she 
was asked by the art instructor lo depict her 
ideas about the show Roots which was playing 
at the same lime. When the TV crew began, 
with lights and all the attendant business of 
location shooting, she didn't even look up; she 
was busy doing what she was asked to do.

That, to me. was more important than any 
statistic, a kid with no attention span al all 
getting into what the enrichment program was 
all about.

Bailey: Our field worker, who got close to 
parents and children at home as well as in 
school, told us of one disturber who was un
controllable. No class could operate when he 
was there. One day. the field worker, who had 
asked him why he was so disruptive and got
ten no response at all. was stopped in the hall 
by the boy, who told him voluntarily, "1 can’t



read. If the class was orderly, the teacher 
would call on me and I'd be found out. so I 
keep the class disorderly." he said, or words 
to that effect. That translates into "help me.”

Smith: How old were the youngsters?
Bailey: Grades 3 to 6. or ages seven through 

ten. maybe 12. Very formative, and you know 
what? We lowered it this year down to five. 
We want to get to them as quickly as possible.

Smith: What of the new program? How 
much did you get this time for fiscal '77-'78? 
Has the program expanded?

Bailey: We were invited into District 3, 
more to the west side. Almost every school 
district in the city has called us because they 
have heard about the program.

Last year was a remediation, dealing with 
bringing kids up in grade areas. Their (HEW. 
USOE) priority was to enrich them; what we 
have now is an arts enrichment program 
where we are not dealing with the "under
achiever." the general school population. 
We’re no longer aiming for a reduction in ab
senteeism. no lag in reading or mathematics 
skills. That’s out. and that is the essential dif
ference between the old program and the new 
one with one addition—an information dis
semination program.

Smith: Ah. the "magnet” school concept.
Bailey: Right. We asked for almost $700,- 

()()() and we are getting $349,000. We asked 
for the 20 artists again and this time wc got 
12. The thing is. no matter how much work 
you do. unless somebody finds out about it. 
you are not going to answer the need that 
HEW puts out there, which is to change the 
demographics. They are saying that "mag
nets" should be created, attractive in-school 
situations that are going to almost demand 
private school attendees be sent across district 
lines into a school that has a very attractive 
program.

For instance. District 3 is in Lincoln Cen
ter. a district which contains a lot of non-mi- 
nority people who are fairly well-to-do. What 
the OE would like to see is some of those pri
vate school youngsters come into the public 
schools. How do you do that? You have to 
make your education program so attractive 
that the paying of those outlandish monies for 
private schools (in addition to the public 
school taxes) will appear foolish, that parents 
will want to send their children to the public 
schools. Now you have that demographic 
transference: whites going to private schools 
will come into the minority districts to public 
schools to better balance the ethnic group
ings. That's essentially the function of the 
HEW programs.

Taylor: There’s one thing that keeps coming 
up. It's an underlying goal of Jazzmobile. We 
feel that almost all Americans are culturally 
deprived. We are a multi-racial society and 
yet we don’t get the kind of exchange that is 
possible given our technology, the dispensing 
mechanism we have for materials and the dis
semination methods we have at our disposal. 
We have a visual arts component in this pro
gram and we try to do it in our limited scale. 
The thing that hurts us is that they cut us back 
from (he 20 artists we asked for. If we had 50 
artists we would be scratching the surface in 
terms of trying to get across to a small seg

ment of the school population some of the 
things that make the arts much more central 
to the educational process.

The idea of this program is not understood 
by a great many people, bul the results are 
when they see ihe transfer. In order to play an 
instrument, to put something on paper that 
you thought of. or to draw a picture, you have 
to organize il—organization of ideas.

Bailey: The $349,000 is part of a $1.5 mil
lion pie for not-for-profit organizations. So 
Jazzmobile got a significant piece. It's a com
petitive grant within New York and New Jer
sey.

Taylor: We hope to be just a pilot for groups 
all over the country to do the same thing 
based on our model.

Bailey: Ultimately, what we hope to get out 
of it is an alternative education curriculum for 
young people. Integration of the arts into the 
three r's will help make education painless 
and enjoyable.

Taylor: And more effective.
Bailey: More effective because you have the 

interest of the student.
Taylor: In every so-called emerging ethnic 

group the arts have played a tremendously im
portant part. It’s only in our protestant ethic 
that this gels pushed to one side. You know, 
gel the three r's and the work ethic, and gel 
down to business with the serious aspects. You 
and I have no problem with the seriousness of 
art. All artists are serious about what they do. 
People who were educated as 1 was, and per
haps as you were, are not given the same feel
ing for the arts that it’s possible to get. I went 
lo a school in Washington, D.C. that gave the 
students ihe kinds of things that we are trying 
to give these students here. Our contempor
aries benefited from this and became different 
kinds of people than those who did not go lo 
this kind of school. What wc got as a matter of 
course in a particular situation at a particular 
lime was an appreciation.. . .

Smith: That’s it. "Particular lime." The era 
has changed, not the ethic.

Taylor: 1 think both have changed, and we 
have gotten into gimmickry in terms of what 
makes a magnet school.

Bailey: We can prove the magnet theory. 
When have they ever had any openings in 
Bronx (High School of) Science? When have 
they had an opening in (High School of) Mu
sic and Art? Where do the students come 
from? All over the city. They are magnet 
schools. You are going to teach the three r's; 
we know that. Bul let’s teach them and beauti
fy and adorn them, enhance them, by having 
the arts integrally involved in the process. 
There is nothing in the three r's that you can't 
relate in some way lo the arts. All that we are 
asking is that since we have this magnificent 
laboratory—this program and the students, 
tools, teachers and principals—let’s use il to 
come up with some kind of curriculum, or at 
least an approach that will not upset teachers 
who were taught a certain way. Hopefully, it 
will broaden the teachers’scope and they can 
accept the input from us and we will accept 
the input from them, and together we will 
come up with something that is acceptable lo 
both and beneficial to the youngsters. db

JAZZ PLAYERS—ALL INSTRUMENTS

CHARLES COLIN STUDIOS
FACULTY

Trumpet: Bass:
Chet Baker Major Holley
Cecil Bridgewater Rich Laird
Lew Gluckin Ron McClure
Bob McCoy 
Jimmy Maxwell 
Joe Newman

Mike Richmond 
Larry Ridley

Red Rodney Piano:
Gerard Schwarz 
Lou Soloff 
Danny Stiles 
Charles Sullivan

Trombone:
Eddie Bert

Walter Bishop. Jr. 
Harold Danko 
Hal Galper 
Mike Garson 
Roland Hanna 
Barry Harris

Urbie Green Jazz Strings:
David Langlitz 
Bill Watrous

David Eyges

Saxophone:
Eddie Barefield

Guitar:
Ted Dunbar

Paul Eisler Larry Lucie
Lenny Hambro 
Paul Jeffrey

Don Minasi
Randy Sandky

Tom Boras 
Charles Lagond 
Arnie Lawrence 
James Moody 
Phil Woods 
Peter Yellin

Percussion:
Ron Davis 
Randy Jones 
Wm V Kessler 
Joe LaBarbera 
Sam Ulano

Tuba: Jeff Williams
Don Butterfield 
Sam Pilafian Vibraphone:

Dave Samuels
French Horn:

Lester Salomon Conga Drums:
Mohamed Abduallah

Hute:
Yusef Lateef Arranging:

David Berger
Rege: Dr. Maury Deutsch

Nasser Nasser Mercer Ellington 
John LaBarbera

Tabla: George Russell
Badhal Roy Don Sebesky

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

CHARLES COLIN STUDIOS
315 W. 53rd. St. New York, N.Y. 1001 9

Phone: (212) 581-1480 
---- --------------------------------------------------------------J

EMILE DeCOSMO HAS CREATED THESE BOOKS 
GUARANTEED TO MAKE YOU HEAR 

PROGRESSIONS. PLAY BETTER JAZZ LINES 
THROUGH THE POLYTONAL RHYTHM SERIES

□ The Cycle of Fifths .. □ The IPV7 Progression□ □ □ □ □ □ □ □ □ □

The Blues Scale . The Lydian Mode The Tritone Cycle The Dorian Mode

$2.00 $3.00 $2.50 $2.50 $2.50 $2.50The Mixolydian Mode . $2.50The Byzantine Scale .. $2.50

^6?
EARS

The Ionian Mode $2.50The Diminished Scale . $250The Aeolian Mode .... $250The Polytonal Guitar .. $2.00
IMPROVE
Your Playing 
1200%!!

Send check or money order to 
EDC PUBLISHING DEPT. DB-181

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

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. 

$12.50EVOLVING 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. $750
k\\ Check or M.O. plus 60c handling/postage 

Foreign orders add $250MYRIAD LIMITED P.O Box 757. Teaneck. NJ 07666

SUBSCRIBERS!
CHANGE of ADDRESSbeat, 222 W Adams St.. Chicago, IL 60606

Please include a down beat address label whenever you write us 
about your subscription The numbers on your label are essential to 
insure prompt and accurate service

Please let us know six weeks before you move Send to Subscribers Servlce/down

MUSIC COPYING KIT !
Duplicate the appearance of professional pub
lished music! Thousands of easy to rub-on 
notes and accessories. Prepare manuscripts, 
lead sheets, flash cards, music games, instruc
tions. Guaranteed! Kit S9.95 ppd. or send 
S1.00 for catalog and samplers to MUSIC-AID, 

Box 3881 DB, Torrance. Calif. 90510
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PRO SHOP
LARGEST SELECTION

■INSTOCK.
OF STUDENT 

AND PROFESSIONAL 
BRASS AND WOODWIND 

INSTRUMENTS
■ Trumpets in all keys
■ Trombones in all bores
■ French horns, Clarinets, Saxes, Flutes, etc.
■ Over 3,000 new instruments in stock to 

select from.
■ GIARDINELLI Screw Rim Mouthpieces
■ All makes of Brass & Woodwind Mouth

pieces and accessories
■ Biggest discounts — we ship anywhere

COME, CALL OR WRITE 
FOR THE SPECIFIC 

INSTRUMENT YOU WANT.

GIARDINELLI BAND INSTR. CO.
151 W. 46th Street, New York, NY 10036 ■ 

(212) 575-5959

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
1 2" LP record 5.00
Book and LP together................... 8.50,
Book II. Poems of Granada, 40 pp. 5.00
12" LP record ........................... 5.00
Book and LP together...................... 8.50

Jazz Improvisation I. Apprentice
(Beginner s) ............................... .. 222 pp.. . 1250

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
Vern, 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, music publishing
1619Broadway Room 605 New York. NY 10019

AMERICA S OLDEST AND LARGEST 
EXCLUSIVE PERCUSSION CENTER

H Complete stock of famous name brand percus
sion instiuments and accessories

Owned and operated by Maurie Lisbon
18 Years staff percussional CBS-WBBM Chicago

226 S. Wabash Ave. Chicago, III. 60605
922-8761 922-1300

December 15th issue 

down 
»ear

on sate December 1
READERS POLL RESULTS

SELECTIONS FROM THE GUTTER- 
PORTRAITS FROM THE JAZZ RECORD, 
edited by Ait Hodes and Chadwick Hansen 
(U. of California Press. Berkeley) 233 pp. 
$12.50.

IHE DEVIL’S MUSIC—A HISTORY OF 
THE BLUES, by Giles Oakley (Taplinger 
Publishing Company, London) 287 pp. 
$14.95.

2^klthough neither of these books could by 

any stretch of the imagination be deemed es
sential items for ones library, they do never
theless chronicle important facets of the 
American musical scene of the 2()th century.

Art Hodes is still alive and well at the age of 
73, living in Chicago. Remembered as an 
energized, two-fisted piano player, Hodes was 
and is an ardent supporter of what has now 
come to be considered a dying breed of jazz, 
that directly descended from New Orleans at 
the turn of the century. Somewhere along the 
line. Art played with them all—Louis Arm
strong. Sidney Bechet. Bix Beiderbecke. Pee 
Wee Russell, Wingy Manone—and his list of 
associates and acquaintances is seemingly in
finite.

Selections From The Gutter is a compilation 
of Hodes’ venture into journalism via a fan
zine known as The Jazz Record. Published dur
ing the relatively brief period ranging from 
February 1943 to November 1947, Hodes col
laborated with printer/author Dale Curran 
and Harold Hersey, putting out an inwardly- 
aimed magazine that attempted to tell the sto
ry of musicians in their own language. Little 
wonder that Ihe Jazz Record was never an 
artistic creation, stressing anecdote at the ex
pense of graphic skill.

As exemplified by the segments in Selec
tions. the magazine fluctuated from the incis
ive to the mundane. Hodes introduces the 
various segments with pithy observations on 
his craft and the environment that so influ
enced its practice. To Art, New Orleans jazz, 
circa 1920, was the epitome of the form and

NEW YORK
Storyville: Kustbandet. Swedish traditional band 

(thru 11/19).
Sweet Basil: Chico Freeman (11/20, 21, 27, 

28); Ron Carter (thru 11/19); Randy Brecker 
(11 /22-26); Tex Allen (11 /29, 30, 1 2/1).

Avery Fisher Hall: Keith Jarrett (11/20); Dennis 
Wilson (11 /23); Neil Sedaka (11 /25); Bob Seger 
(11/28).

Carnegie Hall: Jun Lucien (11 /19); Pete Seeger 
(11/26).

Cookery: Alberta Hunter (thru 11/19); Rose 
"Chi-Chi" Murphy (Sun.).

Village Vanguaid: Sonny Fortune (thru 11/20); 
Archie Shepp (11Z22-27); Bobby Hutcherson (opens 
11/29); Thad Jones-Mel Lewis Orchestra (Mon.).

Capitol Theatre (Passaic, N.J.): Hot Tuna 
(11/28); Rush (11/25).

My Father’s Place (Roslyn, L.I.); Stuff 

Ihe Jazz Record zealously defended and 
propagandized the originators and adherents 
of that particular style.

The seventy-plus selections included here 
are highlighted by the personal reminiscences 
of such legends as Cow-Cow Davenport, 
Mezz Mezzrow. Baby Dodds and George 
Lewis. Yet taken in succession, the book 
makes for lethargic reading—the uniformity 
and repetition of sleazy Prohibition tales 
rapidly tends to bore and eventually discour
ages the reader from empathizing with the 
stylistically vapid yarnspinning.

True, the died-in-the-wool jazz, buff. New 
Orleans species, will find much to savor in 
Modes’ walk down memory lane. But other 
readers should beware, lest they find their in
terest waning, dragging their tails in the gutter 
of bygone glory.

Giles Oakley is mainly to be commended 
for the amount of research he has expended on 
Ihe Devil's Music. Obviously Mr. Oakley has 
read all the landmark volumes on bluesology. 
carefully synthesizing them and emerging 
with a tepid sociological/musical study of that 
phenomenon known as the blues.

Oakley relies heavily on the quotation of 
song lyrics, so much so that his narrative 
seems hopelessly garbled al times. It takes 
quite a while before we ever get into an ana
lysis of the blues and the individuals who 
made it world famous, since the author pain
stakingly retreads the history of slavery and 
the emancipation struggle, only gradually cas
ing us into an examination of the music and its 
mores.

There is little revelatory info to be found 
anywhere in the book, with Oakley's history 
of such greats as Ma Rainey. Charlie Patton 
and Lead Belly bordering on the perfunctory. 
Various sections are devoted to the blues 
styles of different cities such as Atlanta. Mem
phis, St. Louis and Chicago. The photography 
in these sections proves to be more valuable 
than the text, where depth is consistently for
saken for glibness.

When it comes right down to it, Ihe Devil's 
Music contains nothing that hasn't been more 
carefully and skillfully examined somewhere 
else. To blues aficionados it will doubtless be 
seen as a milquetoast primer, outshone in all 
aspects by the selected bibliography which 
appears at the end of the work.

—marv hohman

(11/25-27).
Hennie’s (Freeport, L.I.): Joe Coleman's Jazz 

Supreme (Fri. & Sat.).
Manny’s (Moonachie, N.J.): Morris Nanton Trio 

(Wed.).
Skyway Motel (Ozone Park, Queens): Joe Cole

man's Jazz Supreme (Mon.).
The Office (Nyack, N.Y.): Arnie Lawrence & Jack 

DiPietro and the Officer's Band (Wed.); Name stars 
(weekends).

Three Sisters (West Paterson, N.J.): Al Cohn 
(11/18, 19); Jimmy & Percy Heath (11/25, 26); 
Dave Tesar (Mon.); Vic Cenicola (Tues.); Alex 
Kramer (Thurs.); Bu Pleasant (Sun.).

Village Corner: Jim Roberts Jazz Septet (Sun. 
2-5 PM); Jim Roberts or Lance Hayward other 
nights.

Village Gate: Bob January Swing Era Big Band 
(Sun. 3-7 PM); name groups (weekends); Universal 
Jazz Coalition Concerts (Mon.).

Studio WIS: Warren Smith Composers' Work
shop Ensemble (Mon.).

P.S. 77: Bucky Pizzarelli (Mon.).
Eddie Condon’s: Red Balaban and Cats (Mon.- 

Sat.); sitter-in (Tues.); Scott Hamilton (Sun.).
Madison Square Garden: Jethro Tull (11/30); 

Earth. Wind & Fire/Deniece Williams/Pockets
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(11/24).
Ali Baba: Pianists all week.
Ali’s Alley: Big band night (Mon.); others (Tues.- 

Sat.).
Angry Squire: Bob Cunningham Trio.
Axis in Soho (M. Elson Gallery): Contemporary 

sounds (weekends).
Barbara's: Jazz all week (twice on Sunday, nev

er on Tues.).
Bar None: Dardanelle.
Barber Shop (Pt. Pleasant Beach, N.J ): Jazz all 

week, all year.
Beefsteak Charlie's Jazz Emporium: Jazz 

group (Wed.-Sat.).
Bottom Line: The finest talent every night.
Bradley’s: Barry Harris (Sun.); others all week.
Crawdaddy: Warren Vache.
Cafe Pierre: Bucky Pizzarelli (Tues.-Sat.).
Clero's: Mabel Mercer.
Daly's Daffodil: Ellis Larkins.
Gaslight Club: Sam Ulano & his Speakeasy Four.
Gerald's (Cambria Heights. Queens): Call club 

for schedule.
Gregory’s: Al Haig. Chuck Wayne, Jamil Nasser 

(Mon.-Tues.); Gene Poland Trio (Mon.-Sat. 
5-10 PM); Hod O'Brien Trio (Wed.-Sat., Sun. 
7 PM).

Gulliver's (West Paterson, N.J.): Always a good 
show. Call them.

Hotel Carlyle: Bobby Short (Cafe Carlyle);

db music shop<
Rates: one insertion St 45 per word ($21. minimum); three 
insertions S1.35 per word; seven insertions $1.30 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.

___________ ARRANGEMENTS___________
NEW BIG BAND CHARTS by Jimmy Manone and Jaxon 
Stock. J.D. Music Publications. P.O. Box 1793, Monterey 
CA 93940.

________________ BOOKS________________
CADENCE JAZZ MAGAZINE. Sample S1. Route 1 Box 1 
Box 345, Redwood. NY 13679

AGENTS NATIONAL DIRECTORY, 5.000 +. alphabetical
ly by state. At music stores or send $4 95 to PMS Publish
ing, 108 Mass. Ave., Boston. MA 02115

DRUMMERS: Subscribe to DRUMWORLD S3.50 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

FREE GIANT CATALOGS! MUSIC & FAKE BOOKS. PLUS 
Play-With & Rare Jazz Records. Box 144-D. New York. NY 
10022.

CAREER OPPORTUNITIES

West L.A. Music
is seeking experienced retail salesmen with a 
desire to manage own store.

Excellent growth opportunity, complete 
benefits package. Immediate openings in 
Southern California.

Write: Gregg Hildebrandt, V.P. Marketing
West L.A. Music, Inc.

11312 Santa Monica Blvd.
Los Angeles. Calif. 90025

______________ ET CETERA______________
CHARLIE PARKER T-SHIRTS! Also Ellington. Coltrane. 
Holiday, Pres, Dolphy. Brownie, Monk. Miles. "Bebop 
Lives", Mingus, Bud Powell. Original designs, satisfaction 
guaranteed. S-M-L-XL. $6.00. BIRD LIVES. P O. Box 4583. 
Boulder. CO 80306.

INSTRUMENTAL METHODS
JAZZ GUITARIST ENCYCLOPEDIA. Ideas, runs, progres
sions, S4.95, 9383 Goldengate Ave., Orangevale. CA 
95662.

PIANO-LIKE GUITAR SERIES. MODERN BLUES 
PROGRESSIONS FOR ADVANCED GUITARISTS, by Phil 
Rizzo. Price S10.00 - 50c handling charge. Send Check or 
Money Order to: MODERN MUSIC SCHOOL. 101 Northfield 
Road. Bedford, OH 44146.

Marian McPartland (Bemelman's Bar).
It’s A Small World (Harrison, N.J.): Sessions.
Jazzmania: Mike Morgenstern's Jazzmania All 

Stars.
Changes: New sounds in SoHo.
Jimmy Ryan’s: Max Kaminsky or Roy Eldridge.
The Kitchen Center: Concerts in new music 

(weekends).
Larson’s: Brooks Kerr.
LA 109 Gallery: Latin music (Tues ).
The Lorelei: Tone Kwas (Mon ).
Mikell’s: Jazz ’n’ Soul (all week, closed Mon.).
New Rican Village: Latin sounds (Mon. & 

Thurs.).
One Fifth Ave.: Tony Shepherd or Nat Jones.
One Station Plaza (Bayside, Queens): Jazz all 

week.
Other End: Jazz sessions (Mon.); good acts 

other days.
Patch’s Inn: John Bunch (Tues.); Tony Shepherd 

(Wed).
Peter Brown’s: The best in soulful sounds.
Rainbow Room: Sy Oliver Orchestra.
Reno Sweeney: Blossom Dearie (Wed.-Sat. 

5:30-7 PM).
Sonny’s Place (Seaford, L.I.): All week jazz.
Stryker’s: Dave Matthews Band (Mon.); Lee 

Konitz (Tues.); Joe Puma (Wed.); Chet Baker 
(Thurs.-Sat.).

Studio We: New music nightly, save Sun.

_______________ FOR SALE_______________
KEYBOARDS—New 71-note Polymoog-revolutionary dy
namic keyboard; ARP, Oberhei-n, Freeman, Orchestron. 
Rhodes. Helpinstill, Clavinet, Chapman Stick, all at Gary 
Gand Music, 172 Skokie Valley Rd., Highland Park, IL 
60035. (31 2)831 -3080.

INSTRUMENTS K ACCESSORIES
UP TO 60% DISCOUNT! Name Brand Instruments. Catalog. 
Freeport Music. 114T. Mahan St., W. Babylon. NY 11 704.

THE AMAZING SILENCERS REDUCE PRACTICE SOUNDS 50%. Trumpet Silencer $6.25; Trombone $7.55 
Delivered. Write for prices: Clarinet. Sax models. Prompt 
Delivery—Money Back Guarantee. PRACTICE SILENCER 
CO.. Dept DB 4525 Boulevard Place, Des Moines. IA 
50311,_________________________________________  

’DRUMMERS" PERCUSSIONISTS" Write Terra Tu for 
the best prices on accessories, heads, sticks, pedals, etc. 
Remo, Evans. Promark. Tama. Sonor, Gretsch and more. TERRA TU Inc., 4420 Superior Ave.. Cleveland, OH 44103, 
(216) 431-6482

MUSICIAN'S DISCOUNT CATALOG name brand guitars, 
drums, accessories direct to you! Enclose S1.00. Signa
ture Supply. P.O. Box 25208, Los Angeles, CA 90025

LIGHTING
LARGEST MUSICIAN'S HANDBOOK. Dimmers. Spots.
Color Synthesizers. Foot & minimanual controls. Strobo
scopes. Fog Kaleidoscopes.... Send S3.00 shipping: Roc- 
tronics, 22-DB Wendell, Cambridge. MA 02138.

PROFESSIONAL SERVICES
MUSICIANS REFERRAL SERVICE. "Musicians looking for 
musicians." Call 24 hours (214) 690-0828 (800) 
527-6180. toll-free.★ ★★★★★★*********
♦ MUSICIANS!!
* PROFESSIONAL MUSICIANS’ REFERRAL *

.• subsdM'y of Boyd »Kinf inte»D’

♦ is the LARGEST national registry of individual * 
musicians seeking groups and groups seeking

* new members CALL TODAY' *

* (612) 825-6848 or Toll Free (800) 328-8660 *
>vo>d whe-e prohibited by★ *★*★*★**★★**★**

__________ REGORDS ft 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.

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

JAZZ AUCTION: 3,000 78 RPM U.S. and Foreign. 1920 to 
1940s. Free Lists. David Reiss. 3920 Eve Drive. Seaford 
NY 11783

Ladies Fort: Noah Howard Quintet (11/18-19); 
Joe Lee Wilson and Bond Street (11 725-26).

Surf Maid: Joanne Brackeen (Thurs.-Sat ), Nina 
Sheldon (Sun., Mon.).

Third Phase: Franc Williams Swing Four (Mon.- 
Thurs ); Countsmen (Fri.); No Generation Gap Jazz 
Band (Sat ); Swing to Bop Quintet (Sun.).

Tin Palace: Call club for schedule.
N.Y. Jazz Museum: Concerts (Fri., Sat., Sun.).
Jazz Vespers: St. Peter's Center (Sun. 5 PM).
Jazzline: 21 2-421 -3592.

LOS ANGELES
Concerts By The Sea: Dexter Gordon 

(11/22-27); Cal Tjader (11/29-12/4); Carmen 
McRae (12/6-11); Harry "Sweets" Edison/Eddie 
"Lockjaw'' Davis (12/13-18); Hank Crawford 
(12/20-31).

Lighthouse: Max Roach (11/15-20); Robben 
Ford (11 725-27); Milt Jackson & Ernestine Ander
son (11 Z29-1 2Z4); Bobby Hutcherson (12Z6-11); 
Sonny Terry and Brownie McGhee (12/13-18); 
Etta James (12Z20-25); Kenny Burrell/Teddy Ed
wards (1 2/27-1/1 ).

Santa Monica Civic: Jean-Luc Ponty (1 2Z4).
Roxy: Chuck Mangione (11/28-29); Freddie 

Hubbard (1 2Z8-10).
El Camino College: Stan Kenton (11Z15).
Cafe Concert (Tarzana): Jazz nightly; call

"JAZZ GRASS"—Slim Richeys new album. Fusion of Jazz 
and Bluegrass. With Alan Munde, Bill Keith. Richard 
Greene. Sam Bush. Jerry Case, Kirby Stewart. Others! 
S5.00 ppd. RECORD REVIVAL. Dept. DB-301.103 Fondren, 
Benbrook, TX 761 26.

DAYBREAK EXPRESS RECORDS. Imports from Europe 
and Japan Write for Free Catalog. P.O. Box 582, Cathedral 
St. Station. New York. NY 10025, U.S.A.

__________ WHERE ’1’0 STUDY__________
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.

SELF-STUDY DRUM COURSES. Conga. Rock Details 
free. TIP. 9926 Haldeman, Suite 24A, Dept DB, Philadel
phia. PA 19115.

CHICAGO—The David Bloom School of Jazz Improvisation 
and composition is now offering courses in melodic and 
harmonic ear-training, in addition to its established private 
instruction in jazz conception and execution. Contact 
642-9120 & 787-9037. 1007 N. Rush St.

DR. MAURY DEUTSCH: Nine volume arranging educa
tion—S15.00; private—correspondence lessons. 150 W 
87th St., NYC 10024, (21 2) SC 4-4722.

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 PIANISTS. COMPOSERS. ARRANGERS

Voicings-Tonal Paralipsis Bk I $2 95
Voicings-Tonal Paralipsis Bk II $2 95
Voicings in Fourths $2 95
Voicings in Fifths $2 95
Voicings using Clusters $2 95

FOR ALL INSTRUMENTS

Pentatonic Scale Improvisation $15 00
CHARLES BANACOS MUSIC CO.

Dept F, 33 Tyngsboro Rd . Dracut. MA 01826 USA 
(Mass residents add 5 sales tax for books only)

1.002 JAZZ TUNES!
B New Fake Book. Giant collection of best jazz 1 
I ever assembled. Play the finest jazz written & | 
■ played by top stars—All Styles! 680 pages— ■ 
“ Spiral bound. 3'A 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 8 
L « . Box 66-DB. New York. N.Y. 10022. ■■ Ji
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JAZZ IMPROVISATION (A Comprehensive 
Method of Study for All Players) by David Baker 
Tenth printing 1976, 184 pps, B'u"x11" spiral 
bound MW 1 . . . $15.00

In the growing bodv ot iass literature the present vol
ume stands out as one ot the most useful and most sore- 
Is needed —Gunther Schuller

ARRANGING & COMPOSING (for the Small En
semble |azz/r&b/rock) by David Baker Sixth 
printing 1976, 184 pps., 8'u"x11", spiral bound

MW 2 . . . $15.00
This book an intensive studs Dave gets into pi 

ano trios /a// quartets he explores four and five votee 
writing. i hold substitutions r&b von mgs and bass pat 
terns and a whole lot ol other mind strehhers it s a 
great trip through the working toundations of modern 
music • —Quincy Iones

TECHNIQUES OF IMPROVISATION
(in four volumes) by David Baker

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

MW 4 . . . $9.00 
Vol III TURN BACKS, second printing, 1974.86 
pps. 8’2' xll" spiral bound MW 5 . . . $9.00 
Vol IV, CYCLES, third printing, 1976, 250 pps., 
8'2' x1T' spiral bound MW 6 . . . $15.00 
These books have helped me so much to tmd and e> 

plow new directions in my playing Today s musi 
cians are very inquisitive thes want to know and people 
like Dave Baker make it possible lor them lo know

—James Moody

Save 15%—order the lour volume set >t
TECHNIQUES Of IMPROVISATION!

MW 3-6 . $35.70

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

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

MW 8 . . . $15.00
Dase has lo be one ol the world s leading authorities 

on the tar/ trombone This hook is a mcisl lor all la/r 
trombonists' • —Phil Wilson
ADVANCED IMPROVISATION (with 90 mm 
cassette) by David Baker First edition 1974, 
8’/2"xH", spiral bound, over 400 music plates, 
256 pps High fidelity 90 min cassette features 
20 of Baker's compositions coordinated with 
text and music—performed by Peter Bankoff, 
piano, lohn Clayton, bass, David Derge, drums

MW 9 . . . $25.00
David has surpassed himselt in this new book This is 

going fo be my guide ¿nd workshop for years to come 
— lames Moody

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

—Cannonball Adderley

down beat • Dept BKS 1127
222 W Adams St . Chicago. IL 60606

Please send me Ihe books I have checked
__ MWP 1
__ MWP 2
__ MWP i
__ MWP 4

__ MWP 5
__ MWP 6
__ MWP 7
__ MWP 8

Inclosed is my remitlance lor $ 
60< postage charge to any address

__ MWP 9
__ MWP 10

which includes

Address_ ___________________________

City-------------------------------------------------------

Stale__________________________—-Zip
State and local taxes where applicable

996-6620 for details.
Donte’s: Jazz all week; details 769-1566.
The Improvisation: Big band jazz every Mon.; 

call 651-2583 for details.
Parisian Room: Top name jazz artists all week; 

details 936-0678.
Sound Room: Jazz nightly.
Stage I: Frank Morgan <S Co. nightly except Sun.
Baked Potato: Harry ''Sweets'' Edison (Sun.); 

various artists (Mon. and Tues.); Don Randi (Wed.- 
Sat.).

Redondo Lounge: Jazz nightly: call 372-1420.
Hong Kong Bar (Century Plaza Hotel): Jazz 

nightly and Wed. afternoons; details 277-2000.
Troubador: Occasional jazz and rock; call 

276-6168.
Little Big Horn (Pasadena): John Carter Ensem

ble and Bobby Bradford Extet (Sun. 4-6 PM; Thurs. 
8-10 PM).

Emanuel United Church: (85th and Holmes): 
Horace Tapscott and Pan Afrikan Peoples Arkestra 
(last Sun. of month).

Cellar Theatre: Les DeMerle Transfusion jazz/- 
rock octet (Mon. 8 and 10 PM); various artists 
(Sun. 3-5 PM and 8 and 10 PM).

Jimmy Smith’s Supper Club: David Bojorquez/- 
Latin Soul (Wed. and Thurs.); Jimmy Smith plus 
special guests (Fri.-Sun.); open jams (Mon.).

Century City Playhouse: New music concerts 
(Sun.); details 474-8685.

CHICAGO
Jazz Showcase: Howard Roberts/Ernestine An

derson w/John Young Trio (11/16-20); Harry 
“Sweets" Edison/Eddie "Lockjaw" Davis 
(11 /23-27); Max Roach (11 /30-1 2/4); Art Pepper 
(12/7-11); Matteson/Phillips TUBAJAZZ Consort 
(12/14-18); Zoot Sims/AI Cohn (12/28-1/1); call 
337-1000 for details.

Rick’s Cafe Américain: Jazz nightly; call 
943-9200 for information.

University of Chicago (Ida Noyes Hall): Leroy 
Jenkins, solo (11 /18).

Wise Fools Pub: Otis Rush (11/16-19); Joseph 
Jarman (11/20); Lonnie Brooks (11/23-26); Von 
Freeman (11/27); Return Of The Kalif (Tues, in 
Nov.); Son Seals (12/21-24); Mighty Joe Young 
(12/28-31); Roger Pemberton Big Band (Mon.).

Orphan’s: Ears (Tues.).
Ivanhoe Theatre: Name jazz and contemporary 

music; call 348-4060 for information.
Quiet Knight: Music regularly; call 348-7100.
NAME Gallery: Air (11/25).
Whole Earth Center (Evanston): Air (11/27).
Amazingrace (Evanston): Name jazz or folk 

music regularly; call 328-2489 for details.
Jazz Institute Hotline: 31 2-421-6394.

TORONTO
A Nice Place: Don Francks and others (Mon.- 

Sat.); call 961-4132.
Albert's Hall (Brunswick Tavern): Dr. McJazz 

(Charlie Gall or Jim Abercrombie and others, Mon.- 
Sat.).

Bourbon Street: Chet Baker (to 11/19); Blue 
Mitchell (11 /21 -1 2/3); Slide Hampton (1 2/5-1 7).

Colonial Tavern: Captain Beefheart/Sunnyland 
Slim (11/1-2); Dizzy Gillespie (11/7-12); Muddy 
Waters (11/17-19): B. B. King (11/21-26); James 
Cotton (12/5-10); Yusef Lateef (12/12-17).

D.J.’s Tavern: Vic Dickenson (to 11/19); Jimmy 
Maxwell (11 /21 -27); Chuck Wayne (11 /28-1 2/3); 
Arnett Cobb (1 2/5-10); Joe Newman (1 2/1 2-1 7); 
Trump Davidson (12/19-23); Maxine Sullivan 
(12/26-1/1).

El Mocambo: Bobby Blue Bland (11/14-16); 
various folk, rock and blues acts.

George’s Spaghetti House: Moe Koffman 
(11 /19); Russ Little (11 /21 -26); Bernie Senensky 
(11 /28-1 2/3); Moe Koffman (1 2/5-10); Jerry Toth 
(1 2/12-17); Eugene Amaro (1 2/19-1 /1).

Grossman’s Tavern: Traditional jazz (Fri., Sat.), 
call 366-3102.

Harbourfront Jazz Club: Traditional jazz (Sun. 
eve ), call 369-4951.

Music Gallery: Canadian Creative Music Collec

tive (Tues., Fri., except 11 /23-1 2/15); guests, in
cluding Oxytone (11/19); Andrew Timar/Gordon 
Harris (11/20); Christopher Butterfield (11/26); 
Convergence (11/27); Andrew Timar-Cargo Cult 
III (1 2/3); Don Garbutt (1 2/11); theme-concerts of 
tape music (Thurs., once a month), 598-2400.

SAN FRANCISCO
Keystone Korner: Larry Dunlap Sextet (11/21); 

Ed Kelley Big Band (11 /28); Dexter Gordon Quin
tet w/ George Cables (11/29-12/4); Jim Hall 
(1 2/8-11, tent.); Oliver Lake (1 2/12); Freddie Hub
bard (1 2/1 5-19); call 781-0697 for details.

Great American Music Hall: Steve Goodman 
(11/14-15); Gerry Nie wood (11/16); Chuck Man
gione (1 1/25-27); call 885-0750 for information.

Old Waldorf: John Mayall (11/18-19); call 
397-3884.

Eulipia Cafe (San Jose): Local and national jazz 
most nights; call 408-293-6818 for schedule.

Reunion: Big band night (Mon.); salsa and jazz 
seven nights; call 346-3248.

Mocambo: Carmen McRae (thru 11/20); Freda 
Payne (11/22-12/4).

Berkeley Community Theatre: Martin Mull 
(11/18).

Berkeley Square: Lee Harris Quartet (Sat., 
Sun.); Billy Philadelphia (Mon.); Art Lande (Tues.); 
John Burr & John Echstrom (Wed.); Danny & Alicia 
Daniels (Thurs.); Casa Bonita Orchestra (Fri.).

Jazzline: (415) 521-9336.

NEW ORLEANS
Rosy’s: Shawn Phillips (11/15-16); Bill Evans 

(11/18-20); Max Roach (11/22-23); Woody Her
man (11/24-25); Vassar Clements (11/26-27); 
Dave Brubeck (12/5-6); Joe Pass (1 2/9-10); John 
Abercrombie & Ralph Towner (1 2/11); Doc Watson 
(1 2/1 2); Ramsey Lewis (1 2/13-18).

Le Club in the Hyatt Regency Hotel: Charlie 
Byrd (thru 11 /27); Nellie Lutcher (11 /29-12/18).

LSU Assembly Center (Baton Rouge): Rod 
Stewart (11 /25).

Jed's: LiT Queenie & the Percolators (Wed.); 
Jim & Dave (Thurs.);Tom Waits (11/10); Red 
Beans & Rice (11/11); The Meters (11/12);Taj 
Mahal (11 /18); Papa John Creach (11 /22).

■ Lu & Charlie’s: Ellis Marsalis (Wed.); Dave Tork- 
anowsky jam session (Thurs ); James Black Quar
tet (11/18-19); David Murray (11/25-26); Henry 
Butler (Sun.).

SEATTLE
Parnell's: Blue M i tche 11 /Haro I d Land 

(11 /17-19); Laurindo Almeida (11 /25-27).
Trojan Horse: Johnny Rush (1 2/23-27).
Moore Egyptian Theatre: Freddie Hubbard. John 

Abercrombie and Ralph Towner (1 2/6).
Paramount Northwest: Jesse Colin Young 

(11/25-26); Buddy Rich (12/8); Woody Herman 
(1/13/78).

Bombay Bicycle Shop: Papaya (11/16-19); 
Rorschach Quartet (11 /20); Demin-Minanzi Marim
ba Ensemble (11/23-26).

Rainbow Tavern: John Lee Hooker (11/20-21).
Jolly Roger: Rorschach Quartet (Nov.-Dec., 

Wed. and Fri.); Rainy City Jazz Band (Nov.-Dec., 
Sat.).

PHOENIX
Dooley’s: Stanley Turrentine (11/7); Bob Weir 

(11/21); Jazz night (Sun.); Herbie Mann (11/22, 
tent.); Brand X (11/27, tent.).

Marvin Gardens: Monopoly w/ Francine Reed 
(Thurs.-Sat.).

Celebrity Theatre: Nektar/Lake/City Boy (11 /8); 
Randy Newman (11/11); Bonnie Raitt/Michael 
Franks (11/16-17); David Bromberg/Commander 
Cody (11 /20); Jesse Winchester/Firefall (11 /26); 
Levon Helm/Dr. John/Paul Butterfield/Don Nix/- 
Booker T/Steve Cropper (11/28); Jean-Luc Ponty 
(11/30).

Mesa Community College: Jazz ensemble 
(12/14).
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Introducing Maynard Ferguson’s 
litde big horn.

“I designed the new MF4 because I wanted to offer 
the player an alternative to my big MF Horn. A 
trumpet that’s identical except for the bore. The MF’s 
is large — .468. The new MF4’s is medium-large— 
.465. Both have enough bigness to produce a really 
mellow sound.

“Some people might’ve tried to design a trumpet 
that’s easier in the ultissimo register by making it 
very small. But I’ve always found that the horn that 
works really great for me in the upper register is the 
same one that has a big, fat sound in the middle 
register because it has a large bore. Both of these 
horns are just marvelous in the middle register! I like 
to have them both on the stand so I can switch from 

one to the other.
“I like the MF4 particularly for playing some of 

the softer jazz things and the quicker-moving pieces, 
because it isn’t quite as demanding as far as air 
power and velocity go.

“Also, I realize that not everyone uses my size 
mouthpiece. A player might prefer a huge mouth
piece that takes more air. Then he might rather have 
an instrument with a bore that’s not as large as the 
MF’s. The theory of ‘large mouthpiece/small-bore 
horn.’ Now, with the MF4, we’re giving him that op
tion. A medium-large bore that might match his 
mouthpiece better. Plus all the features that’ve made 
the MF so popular":

Fast valves.
“I want to 
press a valve 
and see it 
come up fast. 
Even when it’s 
not show
room clean.
I mean, I wonder how many players 
clean their horns out after every 
performance, as the little pamphlet 
says. I’ve used hundreds of trumpets 
in my day, and these are the valves 
that work the best.”
Toughness. “I'm very rough on an 
instrument. So it has to be designed 
and constructed so it’ll withstand 
me. And the airlines.

Avenue, Kenosha, Wis. 53141.

For a 
once,

test, 
the

President of 
Leblanc tossed 
my horn into its 
case, took it to the 
edge of a stairwell, and threw it 
over! Just threw it down the stairs! 
I almost freaked! We examined 
the horn, then, and it was still 
perfect. Perfect!"

Brass or silver. “The instrument 
comes in either brass or silver- 
plated brass. If I were playing in the 
trumpet section a lot more, like in 
the back row, I'd go for the silver, 
which seems to sound brighter. But 
up front, my identity sound tends to 
be bright, and I’d rather hear it dark
ened or mellowed. So I go for the 
brass. It's all very personal, anyhow, 
and we give the player a choice."
A live bell. “Holton and I put time 
and energy into the size and shape 
of the bell. We experimented 
with smaller bells, bigger bells, 
less flare, more flare. And we

The new MF4.

- ------------—--------------- —------------------- " 
hit on one that has a live sound.
It rings!"

The new MF4. A smaller-bore 
large-bore B!> trumpet designed 
by Maynard Ferguson, constructed 

Or write to Leblanc,

by Holton.
For more 

information, 
just call this 
toll-free 
number: (800) 
558-9421. 
7019 Thirtieth



Great Drummer, Great Band, Great Drums
Another big band? You can't say that once 
you've been exposed to ENERGY FORCE. It's 
Dynamite...and with good reason!

You've heard Ed 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.

But ENERGY FORCE is Today...and guided

by one of the world's most versatile drummers 
is now emerging as the influence for tomorrow!

We're proud that super artists like Ed depend 
on Pearl Drums. Pearl complements today's in
novative music styles and fills the varied needs 
of today's top players.

Catch Ed and his Pearl Drums this evening 
on Johnny Carson's Tonight Show..,or live with 

ENERGY FORCE on the road.
You'll see why Ed and 

Pearl make it happen.

“Tonight Show—Super Drummer” 
Ed Shaughnessy and his dynamic 
ENERGY FORCE live!

We’ve got your sound too!

ean
Another Quality Product from Norlin

7373 N. Cicero Avenue. Lincolnwood, Illinois 60646 
In Canada 51 Nantucket Boulevard, Scarborough, Ontario Norlin^
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