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

It may be for your qudiences, but their
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Musicol Instrument, Combo Division

44800 Orangcethorpe Avenue, Buena Park, CA 90620
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You have to
| feel how good
it sounds.

13 Patrick Gleeson: "Planetary Navigator,” by Len Lyons. Synthesizer w:\lz| Cf':;’“‘ Is
breaking new ground with his bold innovations and arrangements. His la
record is nothing tess than an attempt to commit the cosmos to vinyl. o]

15 Hubert Laws: “Pied Piper Of Houston," by Chuck Berg. The foremost flutls :Ith
jazzdom is living proot that nothing happens overnight. Practical advice,
emphasis on the classical side. I -

| 18 lan Underwood: “Free Lance Energizer,” by Lee Underwood. This muiti-
mstrumentalist made his name a: amember of Frank Zappa's merry Mothers. NoW
he’s decided to take things at his own pace. ) it you want.

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

Record Reviews: Weather Report; Flora Purim; Dave Brubeck; Lenny-White:

Carter; Keith Jarrett; Isao Tomita; Muddy Waters; Carmen McRae/Kimiko Kla s‘al

“Some homs are dead . . . and you and Mal Waldron Helen Merrill and Teddy Wilson; Don Cherry: Luciano Berlo:
have 10 push ‘em harder for the right Cufferd Thornton/Jazz Composer's Orchestra; David Bowie; Charles Dodge: -
response. This trombeone w‘.:ra}fs David Friesen; Frank Zappa; Philip Glass; Ross Tompkins.
when you pley . . . )'v:f';:,e:' the 7 Blindfold Test: Billy Cobham, by Marv Hohman.
note in your hands . . . It's aliv 38 Profile: Art Lande. by Bob Ness. Sadao Watanabe, by Leonard Feather. BobbY
~Main thing is an instrument ycu're Paunetto. by Michael Rozek.
cc-—':"a_:‘i b -'-""‘: _5‘5 :h::;: 41 Caught: Milt Jackson, by Chuck Berg; Maono, by David Hoilenberg.
m e é.,_ _n';! hittle ad- 48 How To Visualize Keyboard Scales, by Dr. William L. Fowler.

‘O ! we've already made 50 Perspective: "IAl—Paul Bley's Bold Experiment,” by Len Lyons.

- Depariments
- Urbie Green 6 First Chorus

10 News/Final Bar
8 Chords & Discords

52 City Scene
9 News
Cover Design/Ant: Kelly/Robertson
~3 No m¢re green ety 2:s0Ciate eOitor 0roduetion manager circutation direclor
1~2 N rig from E0EsS Jack NManer Yary Hohman Glornia Baldwin Deborah Kelly
[| ass stant ecader
| Tim Schneckioth iler, Len
‘ | | paister czicaten ecree  CORNIDUNOrS: Chuck Berg, Leonard Feather, John Litwe

obe
! -2 Lyons, Howard Mandel, John McDonough, Herb Nolan.
{1 Charles Swer Cr william Fowler phimer o'y Smith, Lee Underwo0d.

Address sl dence 10 Executive Olfice: 222 W Adams St, Chicago. Iil.. 60606.

Phone (312) 346-7811
Advertising Sales Otfices: East Coast A J Smuh. 224 Sullivan St. New York. N.Y. 10012
Fhone (212) 679-5241 8
#est Coast Frank Gartock. 6311 Yucca St. Hollywood. CA. 9002
Phone: (213) 769-4144.

. er,
Record reviewers: Bilt Adler. Jon Balleras, Ch i m. Mikal Gilmore, John Litwe
Howard ande!, Jehn McDonougl e

" haw, Ken-
h. Dan Morgenstern, H fan, James Pettigrew, Russel! St
neth Terry, Neil Tesser, Pete Weiding. genstem. HerbNo ¢

| Correspondents:
|  Batumore Washingion, Fred Douglase. Bo.

. 1and,C 4 Colomt, Denver,SsenD Yite
The new U e fraer Martin Trom- | Mismi A Lauderdale, Don Gr ;
~-— 4

; Cleve-
ston, Fred Bouchard. Bullalo, Jowy H Hunt. Cinclnnat, Jim E"‘G“;‘fy"\'recrcelll:
9. Delrgit, Bob Archer. Kansas Clty, Carol Comer, Los Mﬂa_w'omms. John

id:e Minneapolls;St, Paut, Bob Protzman Rashville, Edward Carney, Fabilli; St.
R Lrkia O S-mon: New York, A741d Jay Smath: Northwest, Bob Cozzett:: Philadeiphia, David Hollenberg; Pittsburgh, D. Fabilli ne
bone, Cuiit~-rage ‘or Urtie Green. Louis, G arthall el s S B | tman; Toro
. «P'5 want the best. Vo, 1k 1 Aegomtinn. B o preascs, ichael Ziokun pool

Ron
= . Denmark, Birger
Available 'nrirog A ha v mehy. Austealia, Trevor Graham; Central Europe, Erle T. Vogel [ el B
For a full<s'nr epes theat just call, §|  J#eerwen. Finland, Maranne Backicn, France, Jean-Louis Genibre. Germany, Claus Schreiner; G 8 g, Roman
[} ! > §oGt. | Pricstly. Raly, Ruggero Stiasei. Japan, Shoich Yul: Neihertands, Jaap Ludeke. Norway, Randi Hullin: '
toli-free, (€05, £5%-2421, Gr write Hazchi o, Sweden, Lars Lystedt
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to Leblanc, 70132 Th.rteth Avenue, |
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PEEKABOO

1971-Crystalite Shell

1977-Fibes patented fiberglass
filament winding process.

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

NAZARETH, PA 18064



| SUMMER

is the time

BERKLEE

is the place
for
e harmony
e ensemibies
arranging
imprevisation
private instruction

guided histening & analysis
car

°
L J
[ ]
1
° r counseling

and in-depth involvement
with teday's music with the
internationally recognized
Zerklee College of Music
fzculty

Special programs for
beginning. intermediate and
advanced students

7 week program
begins June 23, 1977
or
12 week program
begins June 2, 1977
[ ]

e -er~3nsn of curnculum,
accor~ ez ws t.en fees, etc. wnte
Berkiee College of Music

Cagpt. DS

1145 Beyision Street
Besten Mass. 62215

AND ...FOR
MUSIC EDUCATORS ONLY
Nine spec al | -weev/z-cretit SUM-

MéaQWOFKSﬁO?’a Freanging & Jazz
Harmony. Audio Reccsd.rg. Tre Jazz
Tradiion, Synthesizees Yatenals, Jazz
Pedagogy. Guitar, Percuss.or, ard Jazz-
Rock Performance

These concentrated 1-weev

WOV -
shop! flar comprehensiie Greun in-
s(ruc?lo?m individual conultatien uth

aculty, and espesure 16 reale-
?;r::( II::c'hmq :n(hods and 'e:‘r'nc....e:.
Fuli use of all Berklee eq.ac:hmal ard
professiona! factinies urclu:‘.e_,
Two cradits for @ach workshop.
for information write 10

Music 3
Berkiee College of Muu:‘ s
Dept. DS, 1140 Boylston 9. Soston,

6

down beat

the first cllorus

By Charles Suber

T his 1sawe sechs, in good par, to evplain
the ant and eratt of three master synthesizer
studio plavers and composens: Paul Bley, Dr.
Patrick Gleowon and lan Undersood. Not in-
cluded in this wsue, but acknow ledged further
onn this column, is the promising work of
NMaster Geotirey Reezer, sinayear-old synthe.
vizer studio eemposer. Veny much in this issue
are Billy Cobham. Elvin Jones and Hubent
Laws whe otfer their current penpectives on
recerd produstion. career options and the
warld of muste in which they perform.

The simularity of purpose among Bley,
Gleeson and Undemvoad s stiking. Fach of
shem are kasteathy self-taught  svathesizer
plavens who have avolved their own distine-
Uve compositienal technigues as session play.
eryContras this oaqhegob training with the
relatinedy abstract composing backgrounds o
Stovkbausen. Varese and Jean-Claude Eloy.)

Paul Bley's inturpretation of the history of
music undorhies his belief that electric follows
asoustie, as 1t has done in folk and classical
dioms. He points out. too, the histarical con-
wene elestne gr

acubstic. As o record producer and a founder-
moner of the lmprovising Artists Inc. (1A
labet. Bley tulks msome detail of the import.
ange of properly promoting an artist's record

Dr. Patrick Gleeson also muakes pointed re-

marks about modt record companies” lack ot
promotion. He does point vut, however. the
positive advantages offercd by the conipanivs
nvestierits. The compantes supply the money
and cquipment without which the artist could
not advance the state of his art. Gleeson be-
lieves that the record companies are, in etfect
subsidizing the players” development of new
sralls

Gleeson's analysis of an anist-producer is

iri sharp contrist 1o Billy Cabham's belief that

the artist should hase comtrol of all phases of
a record’s production. Gleeson reminds us of
Onhello's weakness: “The artist s a person
‘who has ever known himsell but linle” ™

Tan Undervood not only gives good advice
to would-be studio players, but he speaks with
assurance about the future of electronic music
He 1s certain that because of contingously ad-
wencing technology highly sophisticated elec-
tronic instruments will become so inexpensive
a5 o be available to vinually anyone. He in-
fers that this wider base of clectronic instru-
mentalists will advance the music beyond our
present comprehension. Which brings us 10
Muaster Keezer,

Young Geottrey has been creating well-
constructed musical compositions on an ARP
2000 since he was five, (Picture if you will,
this tot sitting on the living room loor with
his milk and cookics, drawing accurate saw-
tooth curces in crayon while monitoring his
latest tape overdubs.) His parents, hoth muic
educators in Fau Clire, Wisconsin, are nm-
urally proud of their childs precocity but
theie awe-—und mine-—lics in the realization
that the child can hear and recreate sounds
unknown 1o uy

We can only hope that Geoflrey and s
peers will ke Howard Fast's Children Of o-
ranerios, he toleraut of their well-mcaning but
| back ward clders and not shut us ofl from ther

hrave new world of organized soutud, db

oups eventually integrate |

SYNARE PS.

electrifies the drummef

ion
The innovative SYNARETM.Perct:,S:“n
Synthesizer puts crashing chimes.
waves, sirens, cocoanuts. mHicks.
brake drums . . . under YOU‘;“‘OU‘ a
Designed for use with or V_Vs
drum set, the Synare P. S. opunce,
with sticks like a drum, hﬂs\mmk_ma|
and requires only & coh 26795.00
sound system. Suggested retal

A ion and
i ¢ informatio
Write fo M earest dealer.

I nNC

STAR It\STﬁLJME;:ITS
Dept. D, PO Box .
Stafford Springs, ¢T 0607

Tel. (203) 684-4421

thson’5,

Another quality product from Norlin

HOOAG
BTN Cue + L ineolmnod. filinols 0
‘Z.Ilzgn‘lr::-u‘:::'l":l\?ln J.u:i:':n wigh, Omario € anada




N
N
SN
SAN SR
WNNNSAGGG(E
‘\\‘\\\\\\\\\

")
AN
~ ‘\\\\\\\- 4

EXRN
CNN AR ¢
RS N BN

X

Or give you
Maybe just fol

ach wij make a special

1ats vy, 1y B
o give yoy exactly what

cust’om Mouthpiece

You're lookipye for.
You're not completely satisfiod with

your current mouthpicce, talk to your Bach

NOTE; Unl)’ kenuine Bach mouthpicees bear the full inseription “Vincent
wdel number, on the ouside of the cup

Yach Corp.,” topether wich the o

about ot

t ﬁﬂd Your

n.
s the coupo
iece, send U e
&:’1111 ilgz in t:)uch with Otg ¢
o
} sation we neer . A
;I:'fklé{im .| Bach to fit you s
Iy
! Vincent Bach
! P.O.Box 310
/ Elkhart, Indiana 46514
/I Aten: Lloyd Fillio
!
i Name
/
,’ Address
I >
I’ le}’ State ip
T



Duluth, Minn
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'@ Praise For Sonny & Chuck
A thank you for the Apnil 7 tssue with ity
interview nn Sonny Rolling Chuch Berg
m descrves pratse fur asking intclligent
= questivns and knowing Rolhns well enough to
“ keep the intersew moving aleng at an
interesting pace It covered tath the perwenal
ﬂ side and the artistic wde ¢f Sonny Rolling
= better than any article | have seen oo this
deserving artist
IJuhn Zicgler
]
l= Madison Lives
W woud ke o comment on a rather crude
statement made by Charloy Subvr dunng the
Eau Claire "Jazz™ Festnal, Eau Clatre,
Wsconsin At the Suturday might
pertarmance. Me Suber sand that the only jazz
that comes trum the city of Madison,
W s nain vores troe Madison Memonial
High %.h
Fudentally Mr Suberisoetawarcota
mir tamed J wny Cheatam Thas s one
frhemost sers.tive, capa
outstarding azzz educators e kad the
pluasure of meeting Anyene who has sat.in
duriop 4 sewion with the Black Music En.
semb’c at the Cinernity of Wisconsn will

S mun dorect the Jazz
I-n LW " Perucrally, I'm gettinga
these weli-rehicanced solos I'm

¢ Weneed jasz peoplein these
Mo oSarer Jazzis happening in

Is f Mentello, Wis,

Mutilation And Gold

The incredible disparity between the Otis
Rush and Blackbyrds articles (Apnl N turned
my stemach. Untinshad Bsines is sure to
wrn gold. thus enabling the Howard Horatia
Mgens o buy the latest Eldorado or
Mereedes maybe evenmore than one, just
ke thair By rdman mentor,

Meanshile, Ous fidgets with his rotten
plumbing, tning to scrape up the bread for a
better brokenadown amp.

Music, just Iike any thing else in life, is tull
efmutice and the peculiaritics of fate.
Marbes net evactly appropriate to compare
Otis o Van Gogh. Butene thing is sure,

stening to the Blackbyrds is enaugh to make
amanchopottan car.

Theddeus Horen Brookhn, N Y

It All Relates ...

I find that you have a tendency to
dowagrade sone of the newer, more
semmersal ettons of some of our great jazz
artisty a la Herbie Hancock, Freddie
!-Iubbard. Lonnie Liston Saiith. . .. Here at
Jazz stziien KADN-FM. Denver. we have
tound that thess fusion efforts . whether
they be incorporating the sound of rock,
disco, funk.soul - help to initiate the
ftothejuzz world. T guess the

=pprosch presenting jazz is to remain
as eclectic as powsible, remembering that
there 2re Trane treaks, and those who have no
idea of who or what he tood for, but could
tell southe entire discography of Freddie
Hubbard for the last three vears,

it all relates. . . . In one breath the audience
cries for Benson's Areezin® and in the next for
Braston's Creative Orchestra Music *76,
John W. Sutton

KADN-EM Denver, Col.

Down With The Negative

What is the point of attacking bad music by
devoting loads of space to it? After reading
the letters and record reviews in the March 10
db, 1 am patently aware and gladdened that
you and certain readers hate disco, funk, etc.

v cram your publication full of nega-
tive notice after negative notice? For every
Turrentine, Ayers. Mann, ctc. that you waste
space on, there are dozens of other people
contributing honest and valid works that dg-
serve mention. Any careful record buyer will
not purchase product by the abovenamed
cluwns, and do not need the aesthetic “protec-
tion” which you lavish upon them. The people
that do buy the records have aesthetics w:hlch
are beyond your powers to correct. In this
situation, it’s your hype against that of the rec-
ord companies. :

Any notice, even the most negative, is the
wrong approach 10 dealing with worthless
music Ignore it completely, and devote your-
selves o tinding and promoting the worth-
while Otherwise, it will appear as though you
are on the detensive. .

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

Now, Ludvag offers three wa .10
get ahead with your foat e gour
choice of three of the finest drurn
pedals on the marret. Speead Vineg,
the ime-tested, fast action pedal
preferred hy professionals The

) Ludig
for the Drum

eitonless, quick-response Ghost
f.erdal. And the adjustable giant for
0010 bigagest hass drums,
s Care,lires.

Get your fert into gear in the
Drurnmner's, Hegolution, Step into our

front runners
mers Revolution.

front-running pedals at your local
Ludwig Dealer.

wDwig’

The Ludwig Revolution rocks on!

Ludwig Industries « 1728 tiorth Damen Avenue * Chicago, Ill. 60647

8 [ down Leal




GIUSEPPE PINO

NEWPORT '77 PLANS REVEALED

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

g
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Roy Eldridée is slatedto be a _NYJRC honoree at Newport ‘77

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

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

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

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

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

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

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

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

Gotham Update

NEW YORK--A couple of
clubs here have changed their
policies as well as ownership.

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

piece jazz-rock band, plays at
the Lorelei. Don Pinto conducts.
The loft known as The Brook
has been taken over by Charles
Tyler, Frank Farruccl and Harry
Streep. Presénting a variety of
music Including jazz and classi-
cal, tho club is diversilying into
theatre, poetry and educational
programs. The lolt-ciub also has
rehearsal space available.

lard.
[ ]

RCA has issued A Painling,
Neal Fox; The Best Of Brian
Auger’s
Best Of Lou Reed; The Greates!
Of The
Place Or Mine, Gary Stewart.

blivion Express; The The latest from CTl includes

Guess Who; and Your ering Toccata, Lalo Schifrin; and
Four, Bob James.

Station.

Crawl Space, Art Farmer; Tow-
db

Tango Reborn

BUENOS AIRES—The tango is
undergoing a renaissance in Ar-
gentina. Visiting aficionados and
local fans, (called magaldistas)
crowd nightly into El Aimacen de
Rivero and Cano 14 in downtown
Buenos Aires.

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

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

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

Jazz In Arizona

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

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

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

Nimmons Wins Juno

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

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

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

semble (record reviews 4.21),
who is most assuredly an auteur
not an amaleur
L

New operators have laken
over the financially-plagued
ivanhoe Theatre in Chicago The
fledgling Gumdrops Corp s
hesded by attorney Joel Carlins
Former head man Bod Brigp
soid out to Gumdrops and s re-
portedly lrying 10 seltie hs
huge dedls o Ivanhoe creditors
Briggs’ Ratso's cperation re-
|mains unaffected by the ivanhoe
aifficuilies

®
Pittsburgh Music Mekers
fit organization dedi-
caled to the advancement of
ocal musac) recantly volad -
def"“ Co. (featwing
Kioss) the city's W0p jazz group

[ J

international Society Of
Bassists will hoid a four-week
chool for bass at the
versity of Cincinnat! College-
Conservatory of Music from
June 27 trough July 24 The or-
3 1S 2180 promoting two

workshops: The
Farm June 17-21 at Bard
gt and the interna-
Dounie Bass Seminar at
:r"e;c Caonn June

BEZAUC

a
20-24

®
Mormen Connors fans will be
sleased 1o know that hus You Are

ies 10 Bill Par- recorded at the Shaboo Club in
.::%?:nw:\‘;?& Music En- Willimantic, Conn

Vocal'st Van Morrison has put
together a hot new group that in-
cludes John Platania on Quitar; |
Jef! Labes, piano; Anthony
Jackson, bass, and Ollie Brown, |
drums

ss Cleo Laine re-|
cently made her Las Vegas|
|

[ J

A 23-piece jarzrock band
Calied Mean Machine has been
signed by Shadybrook Records.

[

The Modern Jazz Quartet re-
cently reunited tor a concert at
San Drego's Civic Theatre, per-
forming under the auspices of
the San Dhego Symghony

[

The 8th Annual Pee Wee Rus-
sell Memorial Stomp, at Bridge-
water, New Jersey. raised|
$1.000 for the Institute of Jazz|
Studios scholarship fund at Rut- |
gers University. Special honors |
went {0 Joe Venuti and Village
Vanguard owner Max Gordon.

[ |

The Hollywood Press Club|
hosted several big band leaders |
at an April luncheon in Los Ange- |
les, paying tribute to Harry |

, Les Brown, Charlie Bar- |
net, Alvino Rey, Frankie Carle,
Chuck Foster and others, |

[ J

Herman Injured In Crash

“not critical,” although he was in.
intensive care at this wriling.
“He suffered a fracture of the
thigh and calf and multlplg. face
and head laceratlons,” the
spokesman said.

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

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

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

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

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

4000 AT NOTRE DAME

SOUTH BEND—The 19th an-
nual Collegiate Jazz Festival at
the University of Notre Dame
(the oldest college jazz event)
pulled a record crowd of over
4000 people,

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

The "Outstanding Festival In-

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

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

A special award was made to

My r- strumentalist” award went to the festival's “Patron Saint”,
S v a2 ©*  Blues septuagenarian Roose-|  Steve. Bony.red went rge Wiskirchen, C.S.C., who
=3 1 5 3l e odby, bassis om Georg ¥
° ohn H’.,,,,':,,{,ef’o‘i" 3?1 Y c‘%ﬂ"! Northwestern U., who also re- also heads the U. of ND's jazz
The University of Wisconsin at LP on Vanguard. o 9 ceived acoustic and electric studies department.
Whitew: i Second °

Ann __-_J’Mu_cn-nq‘ Eand of Ameri- St , K e D T——
= dencies this summer include: |
Drury College in Springfield. Mis- | FINAL BAR

CCINIENVS

souri (8/19-25); Towson State, |

A two-hour tape of Tom Waits Baltimore (7/24-29); Cal State|
cng made avail- Sacramento (8/7-12); and
able by Elextra/Asylum Records Orange Coast College, Costa
ffor racko use at no charge It was Mesa, California (8/14-19).

n concert

L]

ATLANTA

ATLANTA—Cr Sunday. May
22nd. the Jazz Forum of Atlanta
18 sponsoring Jazz Day n the
Park. As part of Atlanta’'s annual
Arts Festival in Piedmont Paric,
this 12 hour free concert will
feature loca! talent. Participants
include Life Force, featuring Joe
Jennings and Howard Nicholson,
Skip Lane snd Biues Q‘oda
Penn. the Osborne Middle
School Band; and Ted Howe's

rchestra
B'asﬁ;’gmm. director of
the newly formed JazZ Forum, 8
non-profit organization dedi-
cated to educaling Atiantans to
the joys of jazz, toid db she

10 [ down beat

JAZZ DAY

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

Hot on the heels of the “Ken-
tonian,” a high school and col-
lege band workshop/competi-
tion hosted by Stan Kenton and
his crchestra, Jazz Day is ex-
pected o provside the boosl nec-
essary to seldify the Atlanta
jazz community,

For further informaticn, con-
tact the Jazz Forum of Atianta,
P.O. Box 54848, Atlanta, Geor-
g1a 30308 or call 404-938,9244,

Herman (Hymie) Shertzer, lead alto saxist for Benny Goodman,
recently died of lung cancer in New York City. He was 67.

Shertzer's alto sax was largely responsible for the smooth way
the Goodman unit sounded during the "30s. Hymie was a naturally
swinging musician and imparted that feeling to the reed section.

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

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

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

®

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

Ruby was the niece of Bessie by Bessie's marriage to Jack Gee.
Ruby, born Ruby Walker in 1903 in N.Y., changed her name for the
Spirituals To Swing concert produced by John Hammond in 1938 in
Carnegie Hall, since Hammond was grooming her to replace her
aunt. She had traveled vith Bessle for 14 years as a dancer In her
troupe. Ruby recorded for Blueblrd, Decca and Vocallan during the
late "30s and early ‘403, with such musicians as Red Allen and
James P. Johnson accompanying her.

Ruby also performed In many clubs in New York, including Cafe
Society where she sang with James P,
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We're the other fine response,
high performance ===
nmicrophone. .

The one that costs less!

Ccmpetition
FLt shes Resze-ce
51 B¢ £°35iC 8 Up

Now there s another fine response, high performance
microphone vou can buy at a lower cost! Astaic’s Music
Mika . Professional aesthetics and acoustic characteristics
for the most demanding performer. Attractive designiwith
The Mex<ic Milke comes in two basic models. One haz'a
consoured response for the discreet listener, providing f
cnsp sound that every artist will apprediate. A second’ '
madel offers a flat response for the independent entertainer |
who prefers natural sound. Both cardioid mikes come withu ) :
high aex! low impedence versions, each complete with

wiich and easyon swivel stand adaptor. Packaging
inchsdes a modem plastic camying case.

Asiasic’s Mussic Mike. Why buy any other

micsophorie when quality and style

" Now at a

are
Inser cost.

a4 High impedance models 950HS (Contoured response)
952HS (Flat response)

List Price $110.00

Low impedance models 950LS (Contoured response)
952LS (flat response)

List Price $100.00

Imagination in communications

THE ASTATIC CORPORATION

CONNEAUT, OH|O 44030 (216) 593-1114

IN CANADA:
IR20 Flte mene Read Seoteeagh, Ontano WIH 2B (316) 4718 61441
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Planefary
Navigator

by len lyons

Now that I'm 40 years old and have been
critical of myself all these years, 1 think I have
the right to say that I'm happy with what I'm
doing.” The speaker is lanky, affable, voluble
and would appear boyish but for a graying,
modish hairstyle. He is Dr. Patrick Gleeson,
formerly an assistant professor of English lit-
erature at San Francisco State, now a double-
threat in the music industry. What Gleeson is
doing has two sides to it: musician and pro-
ducer. For him, they do not seem separable,

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

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

" e

Gleeson: At present | have three roles ns o

player, For people who want to work at my

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

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

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

One side of the album is going to be ideas of

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

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

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

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

Some companies are into building an artist,
and others are right there on tap of it if the ac-
tion is happening. There are two ditterent ap-
proachcs to sclling albums and Mcrcur) s
mecthad is called “'giving it a shot™ in the in-
dustry. You go drop the record oft the end of a
dock, and it it floats, you go get it. If not . ..
next!

They've got to go all the way on promotion
because I'mi not touring. No onc clse has made
asynthesizer jazz album and 1 think this could
be a really stunning album, It should reach the
bottom of the pop charts if the promotion is
right. My goal is number 175.

L)om' Wauld you perform it? Could you
perform it?

Gleeson: The question is totally financial. |
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can do it, provided 1 have an adequate sound
system. See, a guy can stand up with a guitar
with a2 sound system that makes him sound
like a fuzzy clarinet. but cveryone can see he's
playing a gwtar, »o it works. 1t's almost a
visual illusion. But when you've got synthe-
sizen, there's no illusion Either the music’s
happening and you can hear ewactly what it's
supposed 1o sound like. or there's nothing

1 also need stunning visuals, precisely be.
cause there's nothing to look at. I'd use pro-
Jections by Bruce Connor. I've dome three
sound tracks for his films, which arc collages
or assemblics. He takes stock footage—he did
onc film of an atomic bomd blast from
government footage—and then reassembles it.
This may not sound like much. but the way he
does 1t is fantastic

Lyoms: What's your third role as a key-
boardist?

Gleeson: As a producer. 1 have myself as a
keyboard resource, which 15 a very different
role from the sessionman thing. As a session-
man, 1 try to tunction musically in an original
way. like harp attacks that tum into organ
sounds. or 1" ¢ used tuned kettle drum sounds.
When t produce. | see my playing as a way of
taktng care of the orchestration difficultics of

Ibums. beefing up tracks a la Phil Spector,
*at §ary not to intrude. | don't want people to
isicn 10 the album and say, “Wow! Pat
Gleewin was really incredible on that album.™
This has » rictiung to do with my point of

vicw Foducing. When a producer has a
sound,” | thunk it could be the end of the
road Threre ure Phil Spector albums. Richard

Perry al~_zs. whatever. It means that the ar-
st s 12¢8 by the limitation of that pro-
fucer's v wae What I hopel do is funetion in
4 w3y Lisl bangs out the artist completely. |
thority to do that, which is a
e L m reaning into with a great many
TR, FTUETCISIYE artists
Lyoms: Before we get to that problem. let's
¢isouss syrikesizars. Why did you switch from
the ARP 2601 to the Eu?
”(.I'twc Tre anly reason 1 ever used the
20401 'w2usc 1t was an adequate stage in-
frument. [ ricver felt it was adequate in the
studio Thal sed o Moaog (single-voice) 1l in
the stud cadie it was more flexible and
larger thar the 2600, although not as reliable
and nore cumbersome to travel with
«nd patch The 2600 kas through-patches so
yuu s sc pre-sets which could stili be over-
ndden. if rfecessary. by inserting a patch
cord
Lyons: And
26067
Gleeson: It's u design of the “70s, as oppaosed
10 the ‘6Us. There's heen all this new develop-
menl in integrated circuitry and digital tech-
nolugy It's an tntegrated circuit jnstrument
rather than 4 discrete transistor-oriented in-
strument. which means you can pack a lot
mare control material in a given amount of
space Because at's digital, it has a memory.
material can be stored and called up for re-use
later. That's how 1 did large pans of The
FPlancs swring pitch and uming information
and then calling it back as data. while | was
playing the panel in “real” time. It simply al-
lows you 1o do better work. It's 4 smarter in-
strument
My new keyboard (an Eu 16-vuicc), which |
Just recently tried out for the first time, has a
micro-processor (in effect, 4 small computer)
built into the keyboard. It stores incredible
amaounts of data and allows it to be edited, re-
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hat daes the Eu have over the

assembled and maniputated. It's a real exam-
ple of bringing computer (binary) technology
inte analogue synthesizer instruments.

Lyons: How are the 16 voices controtled?

Gleeson: [t's done digitally, The keyboard
is being scanncd at a very rapid rate. It leoks
at the cutput of cach key and notices, no mat-
ter how preciscly you play, which key is
pressed down fint. 1f you were as precise as
Chick Corea and plaved a major triad, it
could stili tell you which key you hit first, It
would assign a certain timbre to that position
tthe first hey pressed) and remember that as-
signment.

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

Gleeson: Yes, that's right. But it's not a
problem any more than the fact that a wind in-
strument changes timbre as you blow jt, It's a
problem if you ignore it: if you relate to it as
part of your process and use it, then it's to
your advantage. That's what music is about:
contrast and dynamic change. What you have
to do is develop families of timbres that are
compatible. Even if you get into an unpredict-
able situation. you shouldn’t have to get into
problems of voice-crossing where you don't
want it. say in a traditional composition.
(Gleeson's jazz synthesizer albim will be re-
corded with the 10-voice Eu.)

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

Gleeson: About five people in the country
right now. There’s Roger Powell, who plays
with Todd Rundgren’s group, Utopin. He's
very innovative and knows the ipstrument
more than just as a kevboardist. There's
Walter Curlos. Also, an English cat who did
the latest Elton John album, David Henschel.
And a guy in Hollywood named lan Under-
wood. 1'd have to classify everyone else as in-
teresting, but primitive. Including Joe
Zawinul. Hedoesn't know what he's doing. al-
though it doesn’t matter because he has great
ideas. The instrument is very forgiving if
you've got guts. You might put up the slider. If
you don’t really know what's happening, it's
going to limit you, but it’s still happening.
Actually, I can divide players into three
groups. There are players who really know
their instrument and why it's behaving as it
does. Either they do their own design work or
can talk intelligently with designers about
what they need. They can be innovative be-
cause of what they know. Then there's a whole
varicty of players who dont know shit.
They're afraid of the instrument and because
they're afraid of it, all they can develop are
cliches. Then there are few in between, like
Zawinul, who don't know a great deal about
the instrument, but they've got cars,

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

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

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

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

Gleeson: The antist comes to a point where
he's ready to do a solo album because he can

sell it, although artisticalty he’s not ready.
You know, in the old days, an artist was really
produced. The tunes were selected for the ant-
ist; the concept was decided by the pro-
ducer—a producer like Arif Mardin at Atlan-
tic.

Lyons; The old style "a&r man.”

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

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

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

I'lt give you an cxample. A guitarist over-
dubs behind a horn solo. He's low on the
chord structure. playing thirds, fifths, sixths,
roots. Now somebody comes in with a synthe-
sizer, and he's told the arrangement is empty
on the bottom, so he's going to play som;thml
below the guitar accompaniment. This guy
plays sevenths, ninths, and 1 3ths—high on the
chord structure cven though he’s below the
guitar. That's got to be unscttling. The music
is upside down. This is just a psycho-acoustc
fact, not a matier of taste or style. Our har-
monics are built on the overtone series. If you
want to scc how consonant or dissonant a note
is, you just have to sce where it lies on t'h'c
overtone system. If it's high on the series, it's
dissonant. Like a flatted fifth doesn't appear
on the serics until way past the 16th overtone.
Therefore, you kniow it's going to be the
devil's interval and you can't play it under a
guitar that's an octave above you playing
thirds and fifths, It just won't work, The engi-
neer/producer doesn't have this type of know-
ledge and he's being asked not to intervene,

Lyons: Arc you suggesting that the producer
has to be a musician/engincer?

Glecson: I don't know if he really needs to
be an engineer. Certainly not te engineer, But
he has to be able to give the engineer intelligi-
ble instructions. You know, there are proba-
bly more producers functioning well in MOR
and Top 40 rock than in the jazz field. The
young jazz artist doesn’t want a producer in
the old sense. My perception of it is that the
new artist in some cases has a producer be. 3
cause the record company wants him to have g
one and beeausc he's got to have someone tak-
ing carc of business inside the houth while g
he's taking care of business out in the studio,
The artist can't be both places at once, but as ;
soon as he gets into the control booth, he'll



HUBERT LAWN

ied Piper of

Houston

by Chuck Berg

Thc flute, in jazz, has only recently attained
cqual billing with such stalwart voices as the
saxophone and trumpet. An carly indication
of its improvisational potcntial came during
the *30s when Wayman Carver waxed the first
jazz flute solos as a member of Chick Webb's
Little Chicks. Up to the carly '50s, howcever,
the flute was mainly regarded as a novelty in-
strument. Then, in the mid-"50s, a group of
saxophonists—Sam Most, Herbic Mann,
James Moody, Frank Wess and Frank
Foster—startcd a wave which swept the flute
to unprecedented levels of popularity in jazz,
rock and pop. That wave, which has yet to
break, has been ridden at the crest by Hubert
Laws.

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

P

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

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

I was also cxposed to a lot of music right in
the neighborhood, We lived icross the strect
from a beer tavern. So 1 heard people like
B. B. King, T-Bone Walker, Joe Turner and
some 0f the old blues singers blaring out of the
juke box. So those were some of the influences
in the carly part of my life.

1 also started playing piano. My mother
told me that very carly on T jumped up on the
piitno stool and picked out notes, making mel-
odies. Later on in elementiry schaol, about
sixth grade, 1 was introduced to band instru-
ments by Carl Williams, an excellent pianist,

who was a strong influence because he got me
into both classical music and jazz.

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

In Houston there was a segregated situation,
There were three black high schaols, but
Phyilis Wheatly was the most prestigious as
far as mwusic was concerned, So my mother
struggled to see that 1 went to Phyllis Wheat-
ly. There 1 met Sammy Harris, who was the
band dircetor and another significant influ-
ence in my musical career, 1 also met a group
of fellows that today you know as the Cru-
saders. At that time we ealled ourselves the
Modern Jazz Seatet. The leader was Stix
Hooper, the drummer—Wilton Felder played
tenor, Wayne Hemlderson tronibone, Joe Sam-
ple piano, Henry Wilson bass, with mysclt on
olto. So we had the seatet during high school,
from about 1953 to 1956, and played various
jobs around Houston like proms and social
clubs, We were also fairly well-known around
Houston as a jazz ensemble.

Berg: Who were the musical influences at
this time?

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

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

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

VERYL OAKLAND

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

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

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

Laws: The initial auraction was the fact
that I didn’t have to worry about reeds. With
saxophone, you know, you atways have to worry
about getting a good reed before a per-
formance. Not having to deal with the reed
problem, then, was the first attraction. Later
on—this is really hard to verbalize—there was
something about the flute, like 1 said, some-
thing very mystical. Flute players, in fact,
seem to have a similar Kind oftemperament, a
kind of kookiness.

Berg: What kind of kookiness?

Laws: 1 first noticed it when 1 went to Juil-
liard. There was a peculiar sensitivity about
things that to me were insignificant. For in-
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stance, putting the flute together. Or having
someone elsc play your flute—there scemed to
be a fear that if sumeonc played your instru-
ment then your own sound would be de.
stroyed.

I recently did a recording scssion with Har-
old Bennett who's played with the Met for
years. He's teaching now and we got to talking
about instruments. This is another example of
the kind of peculianties that flute players
havc. They always want to talk about the in.
strument, the instrument makers, the metals of
the instrument, and so on. For myselt, 1 ke to
think more in terms of music. The instrument
is just a means to an end. But with most flute
player. the first qucstion scems to be, “What
kind of instrument are you playing™ *

Berg: Wcil. | wanted to ask that question
for all the “kooky ™ flute players like mysclt
who want to know if it’s a Haynes or a Powell,
a closed or open hele, a C or B boot. and so
forth

Laws: That'y what I'm talking about. 1 try to
shy away from those kinds of incidentals be-
cause there arc 3o many other things 1 feel are
mush more impertant—the ideas, the musical
statements that you can make when you im.
provise. the interpretation of the music. things
hike that

Berg: | understand. Guoing bask to Houston,
what termal flute training did you have?

Laws: | zraduated from high school in 1956
ard then wint on to Texas Southern Univer-

sity for two years. During this time 1 studied
with Cle~e=t Barcne, who was then the pic-

ways felt that 1 was a seilstyled disciplinaris
because 1t was sery casy tor me to practice a
tot with some kind of schedule. But at Juil.
liard the situation was that much more in-
tense. 1 was exposed to orchestral as well as
chamber music and learned much of the
flute’s repertory. But T was also involved with
professional groups vutside of Juilliard,

When [ came to New York 1 had naively as-
sumed that the scholanhip included living ex-
penses. Ewas wrong. So | had w immediately
start gigging around town, playing <lubs, in
vnder to pay the rent. In turn 1 had w give up
some of the classes that 1 was enrolled in. It
was just too much of a burden o keep in-
volved with academics and gigging.

1 really valued my study with Julius Baker.
He didn’t teach the operation of the instru-
ment as much as my tormer teacher, Clement
Barone. Mostly, 1 fearned from Baker by ob.
scnving the way he played and the way he ap.
proached the music. He had a beaunful sound.

Berps What was the gigging scene like dur-
ing and after graduation from Juilliard?

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

Laws: That's right. In fact, every album that
1 did for Atlantic features Chick., We did The
Laws Of Juzz, Flute By-Laws, Laws Cause and
then Wild Flower. The last time 1 saw Chick
was in Chicago when we did the 1975 down
beat awards show,

In New York I've played and recorded with
lots of peaple. I've probably forgotten some of
the names. But I've worked with people like
Paul Simon and Paul McCartney. So I get the
opportunity to play with a varicty of people
who play varinus kinds of music. In fact, in
1969 1 auditioncd and began playing with the
Metropolitan Opera Orchestra. That lasted
for four years. Then 1 went to the New York
Philharmonic and did some subs there. They
still call me occasionally. 1 enjoy doing that
because it really adds variety and excitement
to my carcer, And it's a challenge.

1 even accepted a teaching job in Los Ange-
les just to sce if | could relate what I do to oth-
ers. 1 didn't succeed too well because I really
didn't program my presentations well enough.
1I'm surc my students learned something. But 1
could have donc a better job.

Berg: Where did you teach? What courses?

Laws: It was at the California Institute Of
The Ans, Cal Ans. 1 had some private stu-
dents. And then | had one session wherc all
the flutists would get together and talk about
the techniques involved in improvisation. It
was pretty sporadic. | really had no plan, you
know, a week to week school plan that some-
one like Don Scbesky has in his orchestration
course which I'm now taking. I feel that I

“In becoming a good player you have to have the talent. The basic ingredient is natural talent.
Then you have to begin to develop that talent with hard work. . .. The oply secret is talent and

hard work.”

piazer ~ith the Houston Symphony. |

was realiy morired by the way Barone han-
dled the irs'rument In high school he helped
me bew-ea ist with the Houston Youth
Sympt S, 17 2te was really responsible for

me gett.ng 1 ¢ od classical background.
Aller tac years a2 Texas Southern and lots
1 giggirg with the Crusaders, the band de-
vided 10 [:unc Heuston in search of more ex-
penence ad cxpasure. So in 1958 we left
Houstor a2 wentto Lus Angeles. Wilton and
W:qr.c. fied 1t fizished high school while
Joe. Stix ane | “ad been out at Texas South-
€. S0 w6 went to Lus Angeles and struggled
10 17y to get womething going. At the same
time [ enralled 2t [os Angeles State College
43 2 pant-time student. That went on ahout two
or three yeary
Tl_ien. I saw an ad in O erture. the Local 47
Musicians’ Unicn magazine, for the West
Coast Juilliard Alumn; Sholarship contest.
Bcefore that | had aspired to go to the Cuntis
Institute Of Music in Priladelphia. where Cle-
ment Barone had gone [ had even auditioned
for Curtis but didnt make it. With the Juil-
liard contest, though, I wert right up to the
finals. I won over pianists and wiolinists. [ was
amazed because thosc instruments are very
dramatic. So, that's when [ left Los Angeles
and the Crusaders and got to New York.

Berg: What was Juiltiard like?

Laws: I studied with Julius Baker, whe is
now playing with the New York Philharmen-
ic. And I met with a group of keenly talented
players who arc now placed in some of the
well-known symphany orchestras around the
country, This created a lot of competition,
which for mc was stroogly influential because
it made me want to work rcally hard, {*ve al-

16 O down beat

to be made doing that. It takes very little of
your time so you <an do many other things it
you're involved in that scene. But during the
‘60s when 1 was with Mongo 1 also played
with John Lewis and Orchestra U.S.A L, which
did some recording. There was also a date
with James Moody. That's the first New York
session that I can remember cnding up as an
actual record album. 1t was called Grear Day
(Cadet S-725) and was arranged by Tommy
Mackintosh. Eventually 1 also worked with
people like Quincy Jones. Lena Horne,
Arctha Franklin and Robenta Flack. There
were a host of other people.

In fact. Chick Corea and I had some mem-
orable times playing gigs at the Skyrider Ball-
room in the Theresa Hotel over at 125th St
and 7th Ave. We used 10 be there just about
every Saturday. It was my group. Believe it or
not, | was playing guitar and singing.

Berg: You were?

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

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

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

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

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

Berg: Herbic Mann and Frank Wess and
Frank Foster in the Basie band were among
the first 1o gain wide recognition as jazz flut-
ists. It scems, though, that you and Herbie
spearhcaded the process of legitimizing the
flute as a widely accepted solo voice. What is
your analysis of the evolution of the flute in
Jazz and popular music?

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

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



Berg: That's my impression too. The
emergence of the flute as a viable solo voice
was itlso largely contingent upon the develop-
ment of good amplification systems.

Laws: Ycs, you're right.

Berg: Who were the tutists, it any, who in.
Nuenced you as you were coming up?

Laws: 1 didn’t really listen to oo imany peo-
ple who were into jazz. 1 was listening more to
people in symphony orchestras. | liked the
sound of flute as playcd hy classical musi-
cians. The guys who played jazz were mostly
doublers. They played other instruments and |
don't think they really got as much sound out
of the flute as they might have.

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

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

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

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

Berg: Let me ask you about different per-
formance scttings. What arc your preferences
in regird to recordings, clubs and concerts?

Laws: If the circumstances are right, [ like
live performances. You've got to have an ex-
cellent sound engineer out there, The optimal
sound, though, is best achieved in the studio,
But 1 prefer to play for a live audience be.
cause of the ¢lectricity stimulated by the inter-
play between performer and audicnce. There
have been somic great moments when 1've
played live that I wish had been captured on
' record.

Berg: With your busy schedule da you have
much time for practicing? 1f so what do you
practice? Also, is there time for study and ex-
perimentation?

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

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

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

In beconming a good player you have to have
the talent. The basic ingredient is natural
talent. Then you have to begin to develop that
talent with hard work. Some pcople have
come to me hoping there's some kind of secret
about playing. The only secret is talent and
hard work. Finally, of course, you have to get
out of the practice room. You have to get ex-

SELECTED LAWS
DISCOGRAPHY

as a leader

THE LAWS OF JAZZ—Atlantic 1432
FLUTE BY-LAWS—Atlantic 1452
LAWS CAUSE—Atiantic 1509
CRYING SONG—CTi 6000
AFRO-CLASSIC—CTI 6006

THE RITE OF SPRING—CTI 6012
MORNING STAR—CTI 6022
CARNEGIE HALL—CTI 6025

THE CHICAGO THEME—CTI16058

IN THE BEGINNING—CTICTX 3+3
THEN THERE WAS LIGHT—VOLUME 1—

CTI 6065

THEN THERE WAS LIGHT—VOLUME 2—
CTi 6066

ROMEQ AND JULIET—Columbia 34330

THE SAN FRANCISCO CONCERT—CTI 7071

as a co-leader
CALIFORNIA CONCERT—CTI CTX 2+2
GOOQDBYE (with Milt Jackson)—

CTI 6038

posure and meet the right people.

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

Laws: In the long run 1 think it worked out
quite well, But who knows what would have
happened if 1'd stayed with David Frost? As it
turned out, the first record © did for CTI, Cry-
ing Time, was really for A&M records since
Creed Taylor was producing for them at that
time. But Creed subsequently bought the mas-
ter from A&M and this became his finst re-
lease on his own record label. Overall, my
musical association with Creed was positive,
1t wasn’t so great monetarily but tdidn't de-
pend too much on record companies far my
basic financial needs. | dida't realize how lu-
crative recording could be until 1 signed with
Columbia.

Berg: How did the switeh from CTT to Co.
lumbia occur?

Laws: My contract with CT1 eapired back in
1975, When | happened to mention it to Orrin
Keepnews at Fantasy, he made me an ofter,
Then the word got around to other companies.
1 began to teel important, All the companies

began to bid for my services. 1 didn't rcalize
how lucrative it could be with a company that
had some moncy.

Creed and I worked fine together musically.
I think our tastes are very compatible. He
tikes good quality. Not only in the music, but
in packaging. So although the CTI deal had
worked out pretty well, | saw that at this point
in my career | could probably get much better
exposure and marketing of the product with a
bigger company. Another factor that played
heavily in my decision to leave CTI was the
lawsuit between Motown and CT1. 1 even tes-
tified in behalf of CTI against Motown. 1 be-
gan to sce that the lawsuit could drag on and
on and possibly jeopardize my product. So
along with that and other considerations, | de-
cided it was better to go with Columbia.

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

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

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

Berg: In terms of sales?

Laws: Right. This was at the time when disco
was just starting out, So Chicager Theme be-
came a disco hit in New York. It would have
sold much better it the hassle between CT1
and Motown, who was CTl's distributor,
hadn't developed. My record sutfered as a re-
sult of that dissension. And when | saw that it
was probably going to continue 1 decided it
was time to teave CTE.

Berg: Hubert, you've worked with many of
the great playens. It you had vour choice, who
would you take into the studio with you?

Laws: Well, there are so many great players.
At CT1 there was a stable, a stable of players.
Centain guys had been used over and over
again—Bob James, Ron Carter, Jack Deloha.
ctte, Steve Gadd, Eric Gale, certain flute play-
ers for section work and certain string players. €
In answer to your quv.slnln though, it would &
depend on the kind of material to be re-
carded. Some people are just all-around pl‘\y.g
ers, 1 think Bob James is one ot those. He can 8
play in a classical conteat, he can play bLhnp,'S;-
semi-rock, rock. It's very ditticult to pinpoint 8
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“The synthesizer is not ‘impersonal,’ not by any means. In any field, not just music, you can
create a tool, an impersonal thing, an object. If it doesn’t have a ‘personality’ to begin with
that is only because someone hasn't come along to give it one.”

IAN UNDERWOOD

' ~ enl rd Frank Zeppa and the Moth-

¢n Ot Inventien tor the tisst ime.” said hey-
heardist compeser lan Undemwood, 1 im.
) ’
dra I

Augwst b 1966 T was staying at my
ftreat 1a Marhattan, She was go-
¢ Garriih Theater in the Village to
I =ever Listen to the radio, nor was
» poporroch gresps at all. 1 didn't
nwthirg arout Zappa or the Mothers,
= it what it was, or what they Jid.
B ment [ heard thenm. however, |
Z.crrs mwid was the closest thing to
©oraelpoanterested me then—hat com-
Stravirshy, Rlues, Hindemith,
% B3 rmette Coleman, cormmy jokes
28w er That’s exactly what 1 liked:
2 with bizarre humor.™

Y AU

.

core 4 omo relation to this writer)
<ore .evage at the Garrick and talked
Fromwwr e members of the tand. Two
? % ed the vptown studio where
sz to record We're Only In

P

=% | wanted t0 play in the
<t { could do. I told him
rlirisctr o Yalein 1961 witha BLAL
Cumz 23t [ had just graduated that
t2e Unisersity of California.

Berkeles 2 Masters in Composition: and
th. ) ard organ and all of the
.otz alta tlute and clarinet.
He g. g vEcard music and had
play .t

J .o Prasten zlready played key-
3t Tt reading was not une of
points T oould read. so the first
things | dud acre ayboards. then horns. then
combinat § It was perfect timing
tor Frank and - < s gond combination. |
stayed with ki e (946 10 1972, then
played with him inreemirently
“That whe!s erperiene aas growing up for
me.” said Undoracod “Trne firct record was
We're Only In It For Ire “hure, then all the
others, including Her koo gne of my fa.
vorites, which was c.uentially just Frank and
me: | also especially lired Burnt Weenie Sund-
arch, Uncle Meat and 200 Mool
“Playing with Frank st my first contact
with the real world ot muuc. wutade of the
schools, Musically, it was both demanding
and fun. Socally. st was 4 nica enaronment.”
The words “new envitunmert” constitute
something of an understatenient. Zappa was
the notorious and nutlandish reck ‘n® roll
Iligh Priest of ‘6Us Grunge. B8y contrast, [an
Underwood was an cducated, wit-spaken,
Hollywood-handsomie charmer, boarn in New
York City, May 22,1939, and raised Rye,
New York, on the poshy upper-middic-class
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Free Lance

by lee underwood

North Shore of Leng Istand Sound. His father
was a commuting cvecutive for Republic
Steel.

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

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

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

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

“Swallow and 1 then both went to Yale,
where we'd do the same thing we did at
Choate: we'd drive down to New York and lis-
ten 1o Ornette’s trio play in the Village until
four in the moming, then drive all the way
back to school with no sleep at all. 1 would
say that for the next four years, Ornette Cole-
man was 2 major influence on my thinking, on
the way 1 played. and on what I was interested
in,”

Academically, Underwood initially at-
tempted to follow his parents’ advice, He
studied clectrical engincering and mathemat-
ics. “because those were the arcas my father
was most interested in. But music drew me
back. After I carned my Masters, I decided
schoo! was not for me any longer, nor was [
going to teach. [ decided to launch mysclf
out.”

e returned o New York City, met Zappa,
and began what has become a continually es-
calating musical carcer.

With Zappa, lan was more of a performer
than a composcr. “At first, my full energy
went into Frank's music. Playing his music niy
way was a tremendous cducation for me,
Then, gradually, my interests became sep-
arated from that. Finally, it became more im-
portant for me not to be in the band. In 1972,
I went into LA, studio work as a synthesizer
player only—no horns, Everything, of course,
tmoves in stages, and soon it will be more im-

—nergizer

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

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

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

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

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

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

When he was performing live, he used a
Marshall Bass Amp. In the studios, however,
he used “just an old Benson tube amp with one
large 15-inch speaker in it for monitoring.
That old Benson scrves cverything, because
I'm not doing z2ny onstage performing now.”

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

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

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

“| don't agree with those who assert that
synthesizer players lose their individuality,
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become anonymous or play mechanical-
sounding music,

*The synthesizer is not ‘impersonal,’ not by
any means. In any ficld, not just music, you
can create a tool, an impersonal thing, an ob-
jeet. I it doesn’t have a *personality’ to begin
with that is only beeause someone hasn’t come
along 1o give itune. Nothing *means’ anything
uatil we make it mean something.

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

“Maybe you think it's the violin. With the
violin you have the vibrato, every area of
pitch, the bow, ete. ay, ‘Why
doesn 't everybody play the violin? Who would
ever want to play a piano, where all you ¢an
du is hit 2 note? You can’t even do a glissando
on a piano. What kind of instrament is that?*

*Just as there are qualitative differences be.
tween acoustic  instruments, so  there are
quatitative differences between synthesizers,
S0 iUs a cirenit, so it's a string, what's the dif-
ference? In the emd, it's the sound that counts
and what you do with it

Tn o way, involvement in mwusic means
checking out the different sounds that are
available: whatever that sound is, use it. The
synthesizer happens to be a certain Kind of
collection af sounds. 1Us not qualitatively that
much ditferent fram hitting autamobile brake
drams or dropping a bunch of rubbish on the

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

“AU the moment, my new favorite is the
Oberheim Polyphonic synthesizer. Its range of
possibilitics and the ways of getting at them
are cnormous, and it's an ecasy machine to
work with.

“Sometimes Udon't get to a switch or a but-
ton an time, but 1 never teel lost. As far as I'm
concerned, you do the mechanics oflen
cnough so that you just don’t think about
them. The mechanics are just part of what you
have to do in order o get what you want 1o
gev You just do i, and that's the end of it

“The casier it is, the better it is. Theretore, |
add pedals and switches so that 1 ean get what
I want instantly. 1 modity the machine in
termis of live performance. 1 don't want to sit
in the recording studio and say, *1 know how
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to get that sound. 1t will take mc only three
minutcs.” I want to get it in halt a sevond by
pushing a button or a pedal. That's it there's
the sound.

“There is no conflict for me between cles-
tric and acoustic instruments. [ love both the
acowtic and the electnic pianos. When 1 prac-
tice, it's almost always on the acowtic piano. |
keep my touch on acowtic prane by ntaking a
personal decision as to how much time U'm go.
ing to spend on what

“Surc, people specialize, some by becoming
more and niore refined on ong mtrument or
tn onc arca of music

“The other way is to spevtalize 1n 2 sort of
thought process The thought precess then re-
alizes itself in different arcas In other words.,
you're not spreading younclf teo thin. You're
spectalizing somewhere. it just comes cut ina
ditterent way. It you're a cemposer. you don't
always have to wnte for an acoustis piano,
You can write for ether things ay well

TAUthis time, efcctrome music s new. In
the tuture, kowever. 1 thimk 12y going to be.
tome more dosesnble to avenbody, and 1
thirk it's guing 1o be much more fleutle.

Because ot teskrology . amybods atall who
wants an elestnenic musical instrument will
have acces 10 onc. The instruments will be
ren. very sophnticated. and they will alo be
revpensive. Techrology already adivances so
tastthata mow produst 1s obsolete by the time
1 eppears o the market.” ’

lan Undimwood’s evolution has thus far

beern evpanded
to avan 42z, gained imvaicatle pere
g anl reeording expericnce with Frank
Zapra 2z ic s finds himself in the mner cir-
cle of g Hollywoed New York recording
planty Yoo 1t difficult for him w0 crack
thrawgh

Well < zlan. “there1s always a tint job.
Mire was - Earl Hagen on Mod Squd. Af-

terthat il 2 Lennard Bermstein's Vs 2t the

Mark Teper Forum in L AL From then on. it

Was just 2 matier €1 answering the teicphone. |

mace oo gt at all in hustling stedio work.

TWerking i the studios slso has ity cyeles

AU+ L are just a recommended neme at

the bott *the hist. They go throuch eveny-

body clse 1t tren, if they are nat availuble.
they mught ‘Let's try lan Underwood.
they say. You g, i and da the joh. The neat
ume they say. “Whe uas that guy we had fast
time? lan Underaoad? Call him.” Pretty suon.
they say, “We nces fan Underanod for this
part. Call hum. What? He's already buoked
and w¢ have t, zhange the session schedule?
Change it * Timz goes hy and you work z lot
Then they stant sujing. "Giet me somehody
wha plays hike fan Underaond but is young.'
Then they say. “Whatever happened to lan
Underwood”

*If a yuung musician comes from Tulsa to
L.A. and he wants tn get intn <tudio work, he
should first have his technique wagether He
might then get in touch with other profes-
sional musicians who play the same instry-
ment. Then he shauld take any job he can get
in the studios. Because recommendations are
cssential, he should play cvery place he can-
clubs, unton rchearsal hands, jam essions,
etc. And when he dres get his first foa studio
sessions, he should he very professional he's

got to be en immediately.”

Any forest has its demons. Perhaps the most
beguiling and seductive demon of the studio
forest is moncy, Have fan’s present lucranve
activities in the studios tended to detract from
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SELECTED UNDERWOOD
DISCOGRAPHY

with Frank Zappa

WE RE ONLY INIT FOR THE MONEY—MGM Verve
VES045X

HOT RATS—Buizarre RS 6356

CHUNGA'S REVENGE—8Bizarte MS 2030

UNCLE MEAT—Bizarre SMS 2024

BURNT WEENIE SANDWICH—Bizarre RS 6370

WEASELS RIPFED MY FLESH—S8izarre MS 2028

JUST ANOTHER BAND FROM L A.—\Warners MS
7S

FILU:N'ORE EAST—\Wamers MS 2042

200 MOTELS—United Arlists UAS 9956

OVERNIGHT SENSATION—Disc Reet—MS 2149

RUBEN AND THE JETS—MGM/Verve —V6 5055X

APQOSTROPHE—Disc Reet—0S 2175

with Norman Connors

YOU ARE MY STARSHIP—Buddah BDS 5655

ROMANTIC JCURNEY—Buddah BDS 5682

with Alphonso Johnson

MOONEHADOWS—Epic PE 34118

YESTERDAY'S DREAMS —Epic PE 34364

with John Lee & Gerry Brown

STILL CAN'T SAY ENOUGH—BIue Note LA 7016

with the Brothers Johnson

LOOK OUT FOR NUMBER ONE—A&M SP 4567

RIGHT CN TIME—ALM SP 4701

with Alphonse Mouzon

THE MAN INCOGNITO—Blue Note LA 584

with Willie Tee

ANTICIPATION—UA LA €55

with Jean-Luc Ponty

KING KONG—\World Pacific ST 20172

with Ambrosia

SCMEWHERE I'VE NEVER TRAVELLED—20th
Century T-510

ALAIN BETTEX

his dreams of becoming a successful com.
poser?

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

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

*1t keeps me in town. 1 don't have to go on
the road. 1 can be home with my wife Ruth,
who is also a musician, a percussionist, and a
graduate of Julliard. It cnables me to see my
10-ycar-old daughter, Nora, who lives with
my former wife, Phyllis.

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

“True, many of the studio musicians I work
with spend their union breaks discussing
swimming pools instead of music. That is finc
for them, but not for me. From my perspec-
tive, the main thing that interests me is the
music in my own head and my own reaction 0
other music that [ hear. X

“I'm not emotionally interested in swim-
ming pools. I'm not emotionally interested in
vacations here or there. I'm not emotionally
interested in any extensions of those things at
all. Nor am | making any value judgments o0
anyone clse’s relationship to those things. It
just seems to me that you have to decide how
and where to spend your time. 2

“Every day you have to say, "Okay, what's
going on in my head and my feclings? What
am | going to do with the time that I have?
What am 1 going to do about that music that is
in there?”

“I 1 feel that | am doing something about
that, even though | may go and play some mu-
sic that 10 me is not a personal emotional ex-
perience. | can still sit there and think about
what 1 want to do. Charles Ives was an insur-
ance salesman who went home and wrote mu-
sic for two bands at once, or whatever else he
wanted. And he wrote great music.

“In other words, 1t is not necessarily the ex-
ternals of the situation that dictate what you
are going to do. If a person fecls he is getting
locked into it, then he shouldn't do it. When 1
feel the pressure in me to make the switch,
when it is more important for me to spend less
time in the studio and more time on my own,
then I'H just do it

“For some people, Zuppa for example, the
motivation to compose and record is right out
front and close to the surface. However, that
arex is a livtle difficult for me to get at, It takes
time. I don’t want to go in and do an album
just to do it. 1 know what my own pace is, and,
when Fmoready, 11l do it

“Meanwhile, with my mind oricnted toward
that one goal, | play music——all of which is by
no means worthless or a waste of time. 1 make
a good living. And | have good experiences
with i wide variety of excellent musicinns.’gb



“One thing Is for sure. | am not about to make any concessions to the profit world; I'm not

about to start playing rock and roll; | am not going to add on tons of electronics. ... 1 am

golng to stay acoustic and solid with the music....”

No Concession Man

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

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

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

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

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

“I've never been so comfortable,” says
David Williams, who was Elvin's bassist for
more than two ycars beforc lcaving at the end
of last year.

*It's the cnergy. he's got it, that's it,” states
Pat LaBarbara, tenor saxophonist in the Eivin
Jones group now called the Jazz Machine.

“No one clsc has got it,” says Williams.

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

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

“No, I'm not talking about Buddy's band
beeause he varies the tempo, too. 1 think good
drummers always do that. They're looking for
a challenge, so they'll change the tempa, espe-
cially if the leader is a drummer and he can
count the wne off, A hora player who is a
leader usually teels comfortable with a certain
tempo nd he won't try anather; he's got his

ELVIN
JONEN

by herb nolan

things worked out in a certain way and that's
where he feels best. But when a drummer is a
leader, he gets a chance to vary it because he's
interested in chythm and time. Buddy and
Etvin come from the same energy, they just
channe! it in different direcirions. They're high
energy players and 1 like players who hir the
drums.”

When guitarist Ryo Kawasaki plays with
Elvin's group he thinks in terms of percussion.
*1 want to be a percussion player when 1 am

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

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

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

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

“That's another thing, Elvin always plays
on the tune,” Pat says. “Right, Elvin? When
you play on many of those tunes, like the tunc
just doesn’t come to a stop and then there's a
free drum solo, he's always playing on the
song. We play Jazz Boat or Antigua and I can
actually hear the melody over his drum solo.
Hc's thinking of the linc, 1 know it.™

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

“McCoy can play Three Blind Mice and
make a symphony production out of it; he has
that kind of musical mind. I think he's onc of
the great pianists of taday. Therc's na doubt
about he's onc of my favorites and always will
be. 1 love him,” Elvin says.

+Some clubs you go to dance and some you
g0 to to listen. but no matter what the music is
youshould be ablcto dance toit. . " abserves
David Wiltiams.

“Yes, right!™ Elvin nods. “You should get
the fecling you should move. That'’s what is
meant when pcople say the music moves me. A
lot of groups I hcar—l am sure they are very
popular and they make a lat of moncy—but
they don't move me. There's something they
arc not doing, there's something lacking. 1
think it must be creative, “cause those that are
creative are alive and being alive means
movement—highly emotional, highly
charged.™

*Some people have it, some people don't. A
lot of people have the chaps—the technique—
that academic thing, but the looseness, some

have and some don't.” says Williams. “And S

while 1 have the chance—I've always wanted
to say this—in most interviews, cspeeially
with younger musicians, when they are asked
who they have been most influenced by ifit's a
drummer—especially a drummer—they'll
never call another drummer. They'll say
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BOBBYE HALL
Goes Boom Boom, Tinkle. Clash

She is the world's finest percussionis
and her new album is a Smash.
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Ratings are:
anhkn excollent, aw s very good,
*&% good, ws fais, & poor

WEATHER REPORT

HEAVY WEATHER—Columbia PC34418: Bird-
land; A Remark You Made; Teen Town; Harlequin;
Rwmnba Mama; Palladium; The Juggler; Havona,

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

LY

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

1 doubt that Weather Rcport will cver
duplicate the dramatic success of 1974's Mys-
terious Traveler (no casy task, since it remains
the finest fusion album of all). Morcover, they
don't have to. The proof of their vision has
been out for years: it's now a matter of re-af-
firming, in constantly shifting ways, what is
alrcady cvident, providing new perspectives
on a music so vital that it actually welcomes
such scrutiny. The sonic ncologisms, no less
rcal, arc more subtlc and integratcd now. And
Heavy Weather is certainly Zawinul’s finest
achicvement since Traveler.

1 credit Zawinul because Weather Report,
at lcast to the naked car, has really become his
band. On this album he is dircctly responsible
for the two most salicnt attributes. First is the
sound. Weather Report has never employed
the studio-as-instrument as thoroughly or as
well as on Heavy Weather: The LP literally ex-
plodes with the clarity, scparation and sheer
varicty of timbres, and Zawinul’s arsenal of
synthesized tonalitics is astounding (he's
listed on the liner as “producer/orchestra-
tor"). Because of the recording quality, you
can hcir the smallest details of the intricately.
arranged layers of sound, with the versatlie
polyphonic synthesizer creating a vibrant,
velvety richness that makes Getty look like a
welfare case. Plity it loud, and Zawinul's in-
sancly happy Birdlund, the band’s first hit sin-
gle. will prickle your spine with the illusory
sensution of sound-as-physical-mass.  Heavy
Weather is an arrangemental tour-de-foree, o
smaorgasbord for the ear.

Zawinul also hired bassist Pastorivs, and

the hand is alrcady veering in the dircctions
he's charting. Jaco contributes broadly to the
sound: not only docs he produce a singing, al-
most unbcarably full tone, but he co-produced
the LP. Alrcady known as a superb composer,
he has supplicd two effective picces here. But
his main addition is in the playing. The moving
bass lines he draws behind the main action
have added even more depth to Weather Re-
port’s music—listen to his background work
on HHavona, scooting around like a lizard at a
roadrunners’ convention. His rhythms, born
“of the rhythms of the Caribbean” (in his own
words), arc uniquely recognizable and blend
impeccably with the finc drumming tcam of
Acuna and Badrena, And Pastorius adds a
solo voice of authority, perception and cxper-
tis¢ to match Zawinul and Shorter, something
that was missing until now.

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

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

FLORA PURIM

NOTHING WILL BE ASIT WAS. ... TOMOR.
ROW—Wamer Bros. BS 2985: You Love Me Only;
Nothing Will Be As It Was-Nada Sera Antes; I'm Com-
ing For Your Love; Angels; Corre Nina: Bridges: Fairy
Tale Song; Angels (reprise).

Personnel: Purim, vocals: Josic James, Maxine
Willard Waters, Julia Tillman Waters, Ivory Stone,
Opa, background vocals; Byron Miller, Ringo Thicl-
mann, bass (track 5). George Fatroso (track §),
drums: Dawili Gonga, clectric_piano, mini-Moog:
Patrice Rushen, clectric piano, Clavinet, Arp synthe-
sizer; Larry Nash, string cnsemble, synthesizer
(tracks 1, 3) Fauuroso, ¢lectsic piano, synthesizer
(track 5). Wagner Tiso, clectric piano (track 6); Air-
to, percussion and voice bag: Ndugu, congas, drums,
bongos, bell tree; Dennis Moody, Eryhe McClinton,
Gregory Walker, Meclinda, Henry, Larry, Niura,
Josie, handelaps; Reggie Lucas, Al McKay (track 4),
clectric guitar; Jay Graydon, guitar, vocals (track 3):
Toninho Hona, ¢lectric guitar (track §): Raul De-
Souza, trombone; Fred Jackson, Ernic Watts, reeds;
George Bohanon, Oscar Brashear, brss: Dorothy
Ashby, hamp.

ok w

There's really nothing critically wrong with
this album, and Flora is sure to be exposed to
A wide audicnee through her Warner associa-
tion,

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

However, the process is twossided, for .

Purim has made some undeniable concessions

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

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

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

DAVE BRUBECK

25TH ANNIVERSARY REUNION—Horizon
SP-714: St. Louis Blues; Three To Gei Ready And Four
To Go; African Times Suite; Salute To Stephen Foster;
Take Five: Dont Worry "Bout Me.

Personnel: Brubeck, acoustic piano; Paul Des-
mond, alto sax: Eugene Wright, acoustic bass: Joe
2}lorcllo (tracks 1.5), Danny Brubeck (track 6),

rums.

ok kw

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

In addition to the¢ mutual admiration
society composed of the quartet’s co-cqual
members, Brubeck spoke of another impor-
tant participant: 1 think of the audiencc as a
co-creator, the fifth instrument to our quartet.
How an audience chooscs to play its part is
determined ancw each time musicians and lis-
teners gather together.™

After its nine.ycar hiatus, the quartet’s mu-
sical prowess was another obvious question.
Morello said: “"Musically, 1 feel that all four
of us have matured tremendously. We all
played well. Our additional years of playing
brought somcthing ditferent and updated to
the picces,” Wright added: “Everyone was up
ou his instrument and it was as if we had only
been apart for a couple of months' vacation.”

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

St Lowis Blues, cast in a bright medium
groove, trames solos by all hands and demon-
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strates the quartet’s igh fevel of musical com-
munication. Brubeck's engaging Thiree To Gt
Ready And Four Te Gu, which alicrnates twe
mcasures of 3/4 with twe measurey ot 33,
spotlights Desmond’s tlowing hricism and
droll muswcal humor (note, for instance, his
allusions to Auld Lung Syne, Drum Roogic,
52nd Street Theme and Orpurt Grinder Swingd
It also features an effective Bruheck cuting
which builds from ainy single-note araboyques
to stormy two-fisted cherdal blecks. Wright's
African Tunes Suite places the bassists ac-
complished arco und pizzicato werk in the
foreground
Salute To Stephen Foster 1y Brubeok's Bicen-
tennial gift and a tine vehicle for the puanist's
cxpanded heyboard tacihity. Dosmond's Tuke
Frie has the dltenst tloaung beyend gravity,
Brubeck inventng orckestrally and Morello
pulying 1in pelyrhythrue abandon. The con-
cluding Don't Woery “Buour Me s asong witha
story. The title repnisey Jow Morello’s last
words atter temng torced trem the tour for
¢ €8y ey to cerredt his worsening
..\.~:.‘:~hx Witk Daany Brubech filling in. the
PErrmiANGe 1y 3 pUignant expression of the
musictans’ sescem tor ther ailing friend
The albom. while techateally far from per-
~athelesy capiures the warmth of a sig.
miiien cal event —here

LENNY WHITE

BIG CITY —Nemperer NE 331 B Gy, Sweer
- —EQst N xtume: Ragid Troasu:
=3 Cme 4rd G Away, Enchonted

4 e Mee! dfwr
- LT persasion

felt

Pardape

by . : 273 (tracks

Milles, bass qzack 3, Venhine White, bass track §),
Aley Blake, baw (racks 7, 9% Miroskay Vitews, pizzie
cate bass grack 81, Gany King, bass qeack
Schon, guitar (tracks 79, Pat Gleeson,
fracks 2, ) Onae Allan Guts, acoudtic

Y
arach T Jerny Goodman, velin track 8): Jan Ham.
mer. hesbaands (rack K3, David Eal Johason, con-
£as (tEach K1, Bran Auger, Aedboards (toacks |, 8y

Reanie Maupin, soprany san gttack 81 inda Tillery,
voval grack 21, Tewer Ot Power hom section gtrack
L Bran Auger’s Oblivion Express ¢track 1),
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In the former “democratic™ incarnation of
Return To Forever, alumni Leany White and
Al DiMeola seemied miseast as co-equal con-
tributors to the group’s repertoire. Chick ac.
tively encouraged their compositional bents,
which, gencrally speaking. resulted in im-
macelately realized studio indulgences but
no substantive music. Both, however, are
bright and resilient technicians, and. surpris-
ingly, their finst solo elionts—largely utilizing
the arranging and composing talents of
others—were on a par with the group’s best.
Now, ¢jected from the warmth of Chick’s
wing, the boys must 1y on their own or find a
new nest.

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

Tittery’s husky ballad vocal and Herbie Han-
cock’s lilting undertaw of chords,

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

But White's got a catchy fever and the
chops to ignite a fire, as the fiery And We Meet
Again and Rapid Transit so indelibly display.
He's a ball playcr, not a ballerina, and as such
he should find a good team 1o grow with,

—gilmore

RON CARTER

PASTELS—Milestone M.9072: Woolaphant; Bal-
tud; One Bass Rag, Pastels; 12 Plus 12.

Personne!: Carter, bass, piccolo bass: Kenny Bar-
ron, piano. Hugh McCracken, clectric and acoustic
guitar, harmonica (track ). Harvey Mason, drums:
anurymous string section.

* ok x V2

Pustels is a musical mix that doesn't blend
the way it should. For opencrs there's Ron
Carter, perhaps everyone’s choice as the bass

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

k.

BARRY
MILES

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

A trip and a half.
“SKY TRAIN"”
Barry Miles and Co.
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The triumph of Dexter Gordon:
an American hero comes home at last.

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

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

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

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

In a five star down beat review, Chuck Berg raved,“ ‘Homecoming' will stand
as one of the landmark albums of the *70s....1t stands
as a new plateau in Dex’s career and, for us, asan

2-RECORD SEY

opportunity to share in the workings of one of the great "f,’(‘,"m?cm
hearts and minds of improvised music” Live At The Village Vanguard
Dexter is returning in the spring for a national Gingarbrasa By NI Rede Fanory

tour and “Homecoming"” is available now. So don't miss | FerisfaCaseYoularentHesraBackatais
Dexter this time around. Because you might just be
missing the event of '77.

“Homecoming! The spectacular return of
Dexter Gordon. On Columbia Records and Tapes.
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“*A significant
addition to the
Ellington bookshelf.”

~DAN MORCGENSTERN

A PORTRAIT
QF DUKE ELUINGTON
By Derek Jewell

i% .\‘.Ol"t'(_)n

i plaser’s bass player, playing acoustic bass
with a strong. rough muscular personality
AEAMst a series of Mring arrangements that at
times voze like maple syrup,

\ccerding to the eredits, the album was co-
produced and arranged by Carter and Don
Srhoshy. master of the slick production, with
Carter duing all the writing. So there must
have teen a certain level of agreement on
what they wanted this o sound like. In the
end, however, what dominates is a production
that in tee many instances has moments that
sound more like the film scare for something
called Poter Pun Mects The Butterfly Princess
than Carter Mects Sebesky. This is particu-
larly ¢vident on Bullud, an especially sensitive
pices featuring strings and acoustic bass.

The protiem is that Carter’s playing doesn't
tit well into the overall musical setting. For
evample, on Bullud there is a section where
Carter plays unaccompanied bowed bass: his
cmphasis is on gutsy textures like weathered
wood, The solo passage is sparse, he uses
pauscs—moments of quiet spacce—with
dramatic etfect. Then, what comes winging
back in the score. but the Maple Syrup/Butter-
tly Princess violins? It annoys.

The level of musicianship is high through-
out, ¢s is the musical integrity of both Sebesky
and Carter, It's just that it seems as though
they are working at cross purposes: and al-
though the recording hasn't been grossly over-
produced like so many products turning up
these days. 1t has a tendency 1o plod when it
shouldn’t. This is particularly evident on One
Buss Rae. a bouncy theme featuring Carter
and Barron with strings. When it scems things
should open up and swing a bit, it fecls like
the tune is holding itself back.

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

KEITH JARRETT

SHADES—ABC Impulsc ASD 9322: Shades
Uf Jazz Suwthern Smiles; Rose Petals; Dwatribe.

Personnel: Jarrett, piano, wood drums, percussion;
Dewcy Redman. tenor sax, maracas. tambourine:
Charlic Hudcen, bass: Paul Motian, drums, percussion;
Guitherme Franco, percussion.

* & & W &

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

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

Tronically, it is Jarrett's colleagues that
steal most of the thunder here, The lively
lead-line plunking of Charlic Haden on
Shades Of Juzz is of a tona) thunder not heard
since the Liberation Orchestra days. Motian,
always preaccupicd with the hass drum, takes
an uncharacteristically lively pose on this
Lomposition, opting to join the flurry rather
than assume his characteristic stance of a si-
lent, <talking obscrver. Jarrett is melodically
rapid and Redman is quite urgent,

The percussive potential of the quintet
reaches a zenith during Sowthern Smiles. The
vaguely Latinesque timbres are underscored
by some peripatetic wark by Guilherme Fran-
co, wha reecives valuable assistance from
Redman and Motian,

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

ISAO TOMITA

ﬂOLSI‘: ITHE PLANETS—RCA ARL 1-1919,

; Tomita, sy izer.

* ® * N

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

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

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

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

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

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

—terry

MUDDY WATERS

HARD AGA!IN—Blue Sky PZ 34449: Mannish
Bay; Bus Driver; I Want To Be Loved; Jealous Hearted
Man; I Can't Be Satisfied; The Blues Had A Baby And
They Named It Rock And Roll (#2); Deep Down In
Florida; Crosseyed Cau; Little Girl. .

Personnel: Waters, vocals, guitar; Johnny “.r"m(cr.

itar: James Cotton, harmonica; “Pinc Top™ Per-
ins, pinuo; Bub Margolin, guitar; Charles Calmese,
bass; Willic “Big Eyes™ Smith, drums.
o W

Blues fans are often disappointed by new
waxings from old masters. Comimon com-
plaints include over-comntercialism, "m:cd-
ness,” or the simple failure to ¢voke the time
and place of the carlier, definitive recordings.
Happily, these problems don't apply to Hard
Agaln.




TICKET It was
————————————— a one-in-a-million concert.

Woody Herman

The New
Thundering Herd
Carnegie Hall
November 20, 1976
Ral T8
The Program Ala &I‘L:Ums Yo 3 Don Lamond
Conte Candoli - v Mary Ann McCali
Apple Honey Penny Arcade Pete Candoli / Sam Marowitz
Sweetand Lovely  Crisis Stan Getz Flip Phillips
Four Brothers She's Gone Jimmy Giuffre phe _ Nat Pierce
Brotherhood of Man  Blues In The Night Jake Hanna > . Jlimmy Rowles
Early Autumn Blue Serge Chubby Jackson Zoot Sims
Everywhere EIueIGe(t;zlglues and Phil Wilson |
Bijou inale: Caldonia Th .
Cousins Goodnight ¢ Thundering Herd
Woody's Theme (Blue Flame) RGA 2 RECORD SET

Wrap Your Troubles In Dreams

Fanfare For The Common Man BGL2.2203

_____________ Here's your
LIANMOIL one-in-a-million seat.

it was one of those concerts
B —1: I— Q—K— E —T — - -| everyone wished had been recorded.

- he THEFRILWOODS six |
Phil Woods Six e

Live at
The Showboat

November 1976

The Program

A Sieepin' Bee Cheek to Cheek
Rain Danse ady J
Bye Bye Baby Little Niles
Django’s Castle A Little Peace
I'm Late Brazilian Affair
Superwoman {Intriga Amorosa)
High Clouds

How's Your Mama (Phil's Theme)

8GL2.2202

_____________ It was one of those nights

LaIMIOI L everything was.




IT ISN'T JAZZ, IT ISN'T ROCK
ITISNT JAZZROCK ... -IT'S
4@y
YANE 29N NORWEGIAN,
UNIQUE AND BLOODY GOOD!
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i;Billy Cobham
onBose.

When he's talking
about speakers,;

Billy Cobham,

# drummer/inithe
annual down beat
Readers Poll, sounds
good on BOSE: he says,
'BOSE speaker systems
representihe ultimate
in sound.* And Billy
sounds goodion BOSE
when he plays drums,
too. His BOSE 800
speakers let him hear
the same spectacular
performance the audi-
ence hears. You'll sound
good on BOSE, foo.

HOSE BOO
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Bus Driver is a standout. It’s taken fairly
slowly, beginning with Muddy’s famitiar Long
Distance Call slide work. Cotton’s fills here
arc pure Chicago: vibrato-laden howls and
moans of homlike power. Margolin and
Winter manage to make personal, original
solo statements without leaving the tightly
preseribed boundaries of the idiom. And Per-
Kins' short solo is a pure shot of nostalgia for
Qtis Spann treaks.

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

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

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

CARMEN McRAE

AS TIME GOES BY-—Catalyst CAT-7904: As
Time Goes By, | Gould Have Told You So; More Than
You Know, | Can't Escape From You; Try A Little
Tenderness, The Last Toue For Love; Suppertime; Do
You Know Why? But Not For Me; Please Be Kind.

Personnel: McRae, vocals and piano.

o xx

KIMIKO KASAI &
MAL WALDRON

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

Personncl: Kasai, vocal: Waldron, piano: Yoshio
Suguki, bass: Hiroshu Murakami, drums,

LI I A

HELEN MERRILL &
TEDDY WILSON

HELEN SINGS, TEDDY SWINGS—Catalyst
CATY-7903. Stunmertume; I Cried For You; Lover Man;
1 Only Have Eyes For Yo, | Cover The Waterfront;
East Of The Sun; You Better Go Now; Pennies From
Heaven; I Must Have Thar Man; Embraceable Yoit

Personnel: Merrill, vocal: Larry Ridley, bass
Kunimitsu Inaba, bass (tracks 1, 5 and 8): Teddy Wil-
son, piano; Lenny McBrowne, drums: Takeshi Inor-
mata, drums (tracks 1, § and 8). 9

* * * *

No other pairing in popular music can
evoke more intimacy or emotional nakedness
than the classic evanescent marriage of pianist
and vocalist, At its best, the dialogue becomes
an act of aural procreation, each partner of
the diad spurring the other to fertile, denuded
heights, with no room for guileful movements,
only the passion of the moment. The verve
one generates, the other consummates. These
three albums, al! featuring noted singers and
pianists and all recorded in Japan, personify
such a congress and ¢mbody the essence of
Jazz romanticism. The vocalists sing a song
the way it should be sung: from within, What
others may eschew as piteous or sentimental,
they embrace as intrinsic human need. What.
ever else their technical strengths may be,
McRae, Merrill und Kasai animate & song’s




E . How do you like your jazz?

We're starting a new series called JAZZ
ALIVE made up of the best contemporary
jazz in performance. We've scheduled
eight JAZZ ALIVE pilots as a preview of
what we'll bring you every week starting
this fall. But we're still tuning up.

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

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

Week of May 1 - Week of May 29
The Thad Jones-Mel Lewis Orchestra. Host Anthony Braxton and Dexter Gordon. Host
Paul Anthony. ) Michael Cuscuna.
Week of May 8 . Week of June 5
The Earl *’Fatha’ Hines Quartet. Host Yale Keith Jarrett and his American Quartet. Host
Lewis. Billy Taylor. :
Week of May 15 Week of June 12
The ECM Festival of Music. Host Tony Batten. The Creative Music Studio. Host Stanley
Week of May 22 Crouch.
The Eastman Jazz Ensemble and Eastman _ Week of June 19
Musica Nova. Host Ed Williams. Nat /;:dderly and Joe Henderson. Host Leonard
g Feather.

Check local listings for broadcast times. NPR has 207 member stations coast-to-coast. Chances are
there’s one in your area.

Write us: JAZZ ALIVE, National Public Radio, Washington, D.C. 20036
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Iyric, becoming one with it for s brict span
Like Biilic Holiday—whose memory rules
here—they aie organiy poctn

As Limic G By s araw and rate servng ot
Carmen MoRae Recerded Dive at Japan's The
Dug in 1973 0t captures Canien i her mest
introspective ab moode, anging sett, Blue and
salty  Carmen accompanics hersddt on prane
s melancholic ayle porfoctly suted te her
lachrymose state, pattteulardy the eoxymonente
reading ot the ttle song, where her stately so-
bricty dampens the wng's wwng and implics
an atoncnes not wswally ssseciated with s
tenor Througheut the album Carman s sulin
and subtle, alboswirg only her gentle intlee-

finn {11} rat n hcr sviee to
f t} W that sgizes ber,
Y ks Wbt the millidios, and when she

TN N ]
weens for colertel eitect it sosath the shightest

fribo v rring legatos that
P _ep

a voosbl ughe she never

Hor romtos=i1iee are studies o

1 SO <ivs the sttt trom

o Aaval Sencrates She may

snly broken,

when her voree wavers and eniehs i e
haunting reading of Jrv A Littde Lowdomos or
when i dwindles o o whispery thiead on her
ewn Il Last D Fer Love, Dut the leaping
gospel exclamations of More Tt Yo Know
and the percipient sassiness of o Yo Kiow
B0 denote o resibient, indotisable spanit, s
Tene Gooy By s quintessenuial Carmen, can.
Jid and undiluted.

From the opening moments of One For
Lodss Dot Explain—the moumniul bass line
clawing at the ghostly L insinuating vocal—we
Anow  we are witnessing an eatraordinary ,
cmetionally overpowering talent. Kimiko
Kasai iy apparently highly regarded in Japa-
nese jazz cireles, and for good remson: She is
one of the most stirring and unatlectedhy sen-
sual jazz balladeers to surface anyplace in the
fast decade. One For Lady, with the unim-
reachably sensitive piano work of Mal
Waldron—onee an accompanist for Billie
Holiday—and a stockpile of Holiday stan-
dards, compellingly invokes the spc;:lcr of
Luady Day and can't help but invite compari-
sons. But any similaritics between Kasai and
Holiday are more 4 product of spiritual cmpi-

I©PUenizc Knows!

1 Tio doesn't, who does?

Around the Salsa scene Tito’s king. A title thal's richly deserved
andwell earned. With over 80 albums to his credit, Tito Puente

must always prove he is king.

‘His smbales must deliver and his choice, of course, is LP. For the
LF Bmbele 1o bear his name it must be professional, top to bottom.

Trust the leader®

LATIN PERCUSSION:

F O 8OX 88 -DEPT. OB » PALISADES PARK, N .J * 07850

2
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thy than blatant imitation. For one thing,
Kasai sloesn’t hawve the bounce of Billie, nor
et protean sense of phrasing and timing.

What Kasai does passess, hawever, is o
voice rich in sensuat desolation, imbued wil_h
the same proud resignation that marked Hali-
day. Une moment she'll coo coyly, suundl'ng
buth seductive and frightened, then moan with
all the anguished restraint of Lester Young.
She impressively transmogrifics the Holiday
catalogue, tempering it with a sulemnity that
Riows no contrasts. Consequently, some may
tind this Kasai introduction a bit dank or mof-
bid, but none could deny its patency. In Lover
Man, her child-like intonation pulls against
Waldron's Lacing, luncreal arpeggios, creating
i jarring tension. A

In spite of aceasional English mispronunci-
ations. Kimiko cvinces all the feeling an
technique prerequisite to a jazz sensibility. 1n-
cluding a sense for when to pack a line, when
to clip it, punch it or cry for it. She knows
what she's singing because she knows what
she's feeling, and it's feclings such as these
that can help 1o make our own cxperiences
more fathomable and sustainable. X

The Helen Merrill album unites the singer
with another former Holiday colleague, Ted-
dy Wilson, and is by far the most upbeat al-
bum considered herein. Wilson's innate
sprightliness and buoyant precision ineite the
thythm section to administer some fiery back-
ings. although occasionally obscuring Mer-
rill's hypnotic, silken intonations, Helen
shapes her hines and words into scamless,
horn-dike emvelopes. She sways like a saX.
trumper and slides with a rom-
acility

Merrill displays her horn sonority to best
cffect on the skaung, wirling [ Only Have
Eyes For Yo and the hreathy, late-night
rendition of 7 Cover The Waterfront. IU's pre-
cisely her softness and whispery quality that
makes Helen Muerrill so irresistible. In Yo
Better Go Now, when she begs her lover 10
leave, who could help but siay? —gilmore
DON CHERRY

DON CHERRY-—Hunzon SP717: Brown Rices
Malkouns: Chenreziy: Degi-Degt.

Personnel: Cherry, trumpet, voice, clectric qﬂd
Yamaha pianus; Chardic Haden, acoustic bass: Billy
Higgins, drums; Frank Lowe, tenor sax; Ricky Cher-
1y, electric piano: Maki, tamboura (rack 2); Hamik
Jamil, acoustic bass (track 3). Bunchie Fox, electric
bongos (track 1); Varma Gillis, voice (track 1)-

" x xw V2

Cherry still wears the multi-purpose mantie
he displayed on his carly LPs as a leader. As &
trumpeter, he’s as accessible as any folk mu-
sician, with a warm, inviting 1one more con-
cerned with possibilitics than pyrotechnics.
As an improvisor, Cherry is inexhaustible. H_C
has Tamiliar turns, but no cliches. His secret 1s
that he absorbs beauty from the world around
him and plays it back, making his own sense
of it. This inspires his sidemen, so he's a val.
uable leader, too.

The music here is to the East ol Ornette
Coleman. Brown Rice sounds like Kool and
the Gang niceting a gamelan orchestra. Who
but Cherry could tuse menacing r&b pulses o
chimes playing a simple mode and end up
with a musical object of mystery? His success
is nota matter of faith but his endeavor scems
intuitively right, just as his pult-checked solos
on the cecentric pocket trumpet are impulsive
but always tasteful, giddy up high but never
lost in the azone.

E—]
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Mualk is o particular success. Wife



““This is unquestionably the

best polyphonic keyboard system
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“There are g available today. It is unlikcely to be
two schemes surpassed, or cven equalled, for
in use today pitch-inflected cvents, since there  some time to come.”

for producing ‘polyphonic’ are two VCO's that can cater into These ts arc taken from a

synthesizers: the first Is essentially the production of cach singlc event Field Test on the Oberheim Four-
a hybrid organ-synthesizer design, from the keyboard. There is no Volcc Synthesizer performed by

the second is ‘pure’ synthesis. In  ‘muster oscillutor' with a divider  Jamcs Michmerhuizen, founder of
the first scheme, a master oscil- nctwork; a four-volce Oberheim  the Boston School of Electronice

lator is divided down to the proper actually has cight VCO's™ Music, for the January 21, 1977
audio frequeneles to produce a “Among the very few genutncly  edition of “Performance.”
tempered scale, and these are in-  polyphonie synthcsizers on the Wrltc us for reprints of the Equip-
dividually processed through a market, it is outstanding in design, ment Ficld Test as it appeared in
‘synthesizer-on-a-chip’ for in workmanship and in scrvice-  “Performanec™ and/or a catalogue
cach key.” ility.” of the complete Oberhetm lne.

The second system design 1s “With the programmer, the in- 1

Oberheim

Somc Things Ane Botrer Than (thers

used by Oberheim.“So, for advan-  stantancously avallable range of
tages of the Oberhcim system, let's sounds that can be obtained from

list the follo : 1) Frcedomto  the Four-Voice Oberheim far ex« Oberheim Electroaics, Inc., Dept. DB
set up four simultancous volees cecds that of its ncarest.competi- | 1549 th St., Santa Monica, Ca 90301
completely unlike cach other. tion. This is unquestionably the  “Oberbelrs podusts arc svatlable factory dureet ot

2) Capacity to produce Inherently  best polyphonic keyboard system  an autharized Oberhelm dealer.
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MOki's drone is very richly recorded, and
Don’s melodies spurt recklessly over Higgins'
rhythms that change fram Asian to hard 44
and back. Haden's bass solv is the one he was
saving for Cherry's appearance on his own
Closeness atbum,

Condorting as it is to have one’s trusted
stdemen and immediate family an a session,
Cherry can play with amouc, or everyone
{must remarkable is his leadenship of several
tine Europeans on Etcrnal Rivthm—ihey seem
o follow  his deas naturally). Teonorman
Lowe has performed on Chernys JCOA album
Relativity Suite and seems like the logical
chuice tor the sav chair that Gato Barbicri
finst sat in. Lowe contributes some vicious
blasts on Rice, and solos on side twa, but he
daesn’t vet engage with Cherny in give and
take. Or is this a recording problem? Theres a
little too much ccho, a bit o much space be-
tween the instruments, for iy cars. 1'd rather
they were knocking up against cach other.
That’s half a star, perhaps indulging a taste,

To indulge the other four and a halt stars of
taste—you'l like this album. 1t's romantically
evotie, undentandable and real. another good
one from the Horizon series. Stanley Crouch's
notes are informative (Cherry used to gig as a
pianist. did you know?), and the graphics are
plenty to look at while you're listening. These
aren’t sounds one gets tired of—rather, you try
to grasp them, remembering fragments. cager
to listen again.

And will anyone with information about the
Cherry album on Philadelphia. discographicd
in Horizon's selective list, please contact me
through this magazine? —mandet

LUCIANO BERIO

NONES. ALLELUJAH 1L CONCER:"O FOR

TWO PIANOS—RCA ARL 1-1674.
Personnel: Bruno Canino and Antonio Bullisln,r'-
1).

| anists. BBC Symphony Orchestra (Allelujah

Picrre Boulez and Luciano Berio. conductors, Lon.
don Symphony Orchestra, Luciano Henwo, conductor.
* * * W

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

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

Just the opposite is true of Allelyjul 11,
which dates from 1956-58. Here the spare,
tucid textures of Webern lead Ingically into
definite climaxes. Rhythmic and dynamic
contrasts are much wider than in Nenes, and
Berins draws delicious cffects from his large,
varied forces. Yet, despite the composer’s ad-
herence to a scrial structure, the work fails 1o
achieve an overall unity.

Comeerto For Two Pianos (1972-73) has
much in common with the posteserial avan
garde, yet it is also a continuation of Berio's
carlier styles. While sectinns of sporadic key-
hoard utterances recall George Crumb, f«.;r CX~
ample, the meditative, lonsely textured inter-
play of instruments is pure Berio. .

In the secrmd half of the work, a thickly
orchestrated, dissonant passage Bives way to i
Crumb.dike piano duet, which in turn leads

inte a motorie, polytonal climax. The abso-
lute continuity of these disparate clements
provides the unity i Beria’s protean con-
certo, -—ferry

CLIFFORD THORNTON/
JAZZ COMPOSER’'S
ORCHESTRA

THE GARDENS OF HARLEM—JCOA 1008:
vn Bara; O Desaw; Achadz; Change Obari; Ain
Xelah: Gospel Ballade, Sweer Oranges; Blues City.

Personnel: Thornton. composer, cornet, valve
trombuone, shenai, percussion; Michael Ridley, Mar-
vin Peterson, Leo Smith, Ted Danicl, trumpets; John
Thompsun, Gregory Williams, french horns: Charles
Stevens, Janice Rubinson, trombones; Bob Stewart,
tuba: Dewey Redman, Carlos Ward, Roland Alex-
ander, Pat Patrick, George Barrow, saxes, wood-
winds: Carla Bley, piano, Andy Gonzales, bass: Ant
Lewis, drums. Kobena Adzenyah, Jerry Gonzales,
Milon Cardona, Gene Gul«ic , Vincent Jorge,
Asante Darkwa, Laxmi G. Tewar, African percus-
sion, Juck Jedfers, conductor.
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The inspiration for these tracks is tradi-
tional West African music and its Caribbean
otfspring, su certain works by Miles Davis-Gil
Evans and the Brotherhood of Breath spring
immediately to mind. These peers of Thorn-
ton also offer orchestrations of traditional
material, ponderous music poorly played, but
Evans’ Spanish works have the trumpeter’s
saving grace and the South African-English
Brotherhood offers a band joie de vivre un-
rivided 0wl the rest of jazz. In all three
cases soplusticated  arrangers and  soloists
have tuken folk material out of context, in-
evitably an act that denies aspects of their
own talents and knowledge. Adding layers of
harmony and orchestral movement neither
promises work that stands on its own (though
the Brotherhood has often been successful in
this regard) nor leads listeners to the original
musics. Thornton alone has simulated tradi-
tional settings tor his scores, an idea reason-
able in concept. unlucky in execution.

In tact, much ot this music is so poorly per-
tormed as to suggest sight-reading. The prob-
lem doesn’t really begin with integrating the
winds with multi-percussion cither, though in
Chango, for cxample, the drummers do seem
at a loss. Especially 10 Ogunr and Gospel the
band's held notes wre a mess, and Thornton's
work is turther obscured by the recording
quality: trumpets are over-balaneed, french
horns often overpower trombones, and sole
voices find themselves competing with or-
chestra “accompamiment.” Gospel is probably
the worst exampic, for after the clarity of the
introductory piano the enscimble collapses,
and determining the theme and chords is
largely listener guesswork. Strangely, the
more attractive and scemingly difficult Ag-
hadza includes excellent ensemble passages,
perhaps 1o compensate for the french hora-
tuba opening theme. Ain Salah and Blues are
weak picces: the former is near-Gil Evans
minus both Evans’ detailing and, in Thorn-
ton’s weak shenai (musctie?), the necessary
leading soloist. But O Desayo is a likcable
truck, exempt from the accusation of “too
heavy™ that the other tracks deserve.

Given these circumstances, criticizing the
soloists for the sense of strain that runs like a
theme through the date may be unfair. The
most interesting moments include Bley's Gos-
pelintroandthe barely sudiblesaprano sax dec-
orations in Qg presumahly Patrick. On cor-
net, Thormton's free rhythm and structural
motion dance away Irom the ¢ Desayo calypso
trap, while ith weaves a perilous way




around Chango, gencrally avoiding getting
snagged, Daniel’s Blues solo, in a style closc
to Smith’s, is more concentrated, and the same
vamp picce has Redman making likc an car-
ly-’60s Moblcy-Coltranc hybrid, These suc-
cesses suggest that Gardens Of Harlem might
have heen a much lighter, happicr project
given adequate rchearsal. As is, this LP can
hardly be recommended. —litweiler

DAVID BOWIE

LOW—RCA CPL1-2030: Speed Of Life; Breaking
Glass; What In The World; Sound And Vision; Always
Crashing In The Same Car; Be My Wife; A New Career
In A New Town; Warszana; Art Decade; Weeping
Wall: Subterraneans.

Personnel; Bowie, vocals,
tars, har ica, piano, vib
tapes; Eno, keyboards, sy 8|
vocals; Carlos Alomar, guitars; Ricky Gardner, gui-
tars; George Murray, bass; Roy Young, &iano and or-
gan: Dennis Davis, percussion; Eduard Meyer, cellos
(track 9). Mary Visconti, background vocals (track
4). 1ggy Pop, vocals (track 3).
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David Bowic’s persona is so large that it has
often overshadowed his musicality—in fact,
persuaded some critics and non-fans to opine
that Bowie’s a non-musical facade, or at best a
pilferer. Certainly Bowic's central appcal
hasn’t always been a musical one: It's his im-
age, and he's the first to admit it. But his im-
age is transitive, an illusory smokescreen that
never makes it to the turntable or on the air-
waves. For me, an artist’s music has to cut it
before their “‘world view” or personality.
Bowie’s has almost always succeeded, and his
chamcleon artifice only enhances the listen-
Ing cnjoyment,

Bowie scems to revel in 1esting his audience
these days, mapping a different terrain with
every album. Low isn’t sclling well, eritical re-
sponsc has been lukewarm at best, the pro-
gressive stations are begging off, and Bowic
would he hard pressed to tour behind it. It's
the most calculated effort yet in a carcer sclf-
avowedly more dependent on cunning than
music, similar to disco in its advancement of
passive involvement over cmotional advo-
cacy. Bowic has emulated the digital rock and
madal classical landscapes of Eno, who is as
much of a creative force here as David. Like
Eno’s Another Green World, Low is largely
composcd of fragmented instrumental and
vocal tracks, with lyrics diminished to the
simplest, Icast intrusive denominator. The five
songs on side one are polished tcascers, some
of the most attractive and mature pop
mclodicism Bowic has ever produced.

The second side is devoted wholly to instru-
mentals (except for a funercal Indian Espcran-
to chant on Warszawu), a bold step for one
who's relied so heavily on the theatrics of a
singer's stance. Eno’s principle of dynamic
passivity rulcs here, the process by which mu-
sic creatcs itsclf, unfolding cvenly through the
interweaving of dissimilar but compatible
motifs, which require little intcrvention from
the artist. Subterraneans, with its modulating
descending lines from Pachcelbel's Canon In D
Major (one of Eno’s favorites) and Bowic's
velvety suxophone, is a definitive statement of
the genre.

Low is Bowic’s most sensible redefinition
yet, not an original statement but a consonant
one for his diductic pretensions. In spite of his
tendencies toward the grandiose, Bowic re-
manns far ahead of the norm, one of the most
sipnificant artists to emerge from the *70s rock
pantheon, and Low is his most fulfilling album
since Zigey Stardust, —gilmore
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AXXE

LOW PRICE, HIGH PERFORMANCE.

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

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

The Axxe owes its easy-
to-read panel design and
super sound to synthesizers
like the ARP Odyssey and the
ARP 2600. In fact, the Axxe
uses the same sliders and
switches, and has many of the
same functions you find on
these famous ARP models.
And the Axxe is supported by
adetailed owner’s manual,

a 155-page textbook, overlay
sheets, even a patch book
with 50 of the Axxe’s best
sounds. Plus 10 interface

© Copyright 1977
ARP Instruments, Inc.

charts for expansion with other

* ARPs, including the

Axxe/String Ensemble Poly-
phonic System.

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

See the ARP Axxe at your
ARP dealer. Make sure you get
what you play for.

For more information on the ARP Axxe
and the complete ARP synthesizer line,
including a five-minute demonstration
record of the new polyphonic ARP Omni,

send your name and address plus $1.00 to
cover postage and handling to:

May 19 O 33




SYNTHESIZED SPEECH MUSIC IN CELE.
BRATION, SPEECH SONGS, THE STORY OF
OUR LIVES—CR1 SD 338

Peronnel Realized on cemputers at Bell Tele.

hane Laboratories. the Columbia Uninernaty Center
or Computing Actinities and the Nevis Laberatenes.
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As the album’s title indicates. the works on
it feature speech sounds which have been clec-
tronically altered and synthestzed By means
of an analoguc-to.digital comerter, Dodge
was able to create synthetic votces within any
desired parameters ot pitch, rhythm or dura.
uon.

Interestingly. he chose to mamtam the in-
telligihility of the ongimal spolen tovts—
paems in Speccit Somes and It Clobration, an

“operatic dialogue™ in The Story Of Our
Lives—rather than change all the vocal
sounds into abstractions. While the result may
not be what one normally thinks of as music,
it heightens the meaning of the spoken word
W an extraondinary degree,
In Celebration (1975) enters the mind of a
completely passive person who thinks that
“nothing is good or bad, not even the darkness
that fills the house while you sit watching it
happen.” In the middle of this work, the
speaker splits into two voices that repeat the
same phrases in tandem on separate channcls.
. Th'c four poctic fragments that form the ba.
sis of Speedt Songs are in a somewhat lighter
vein, Again, the effect is of a man talking to
!umsclf; but here. it sounds as if he were mak-
ing faccs in a mirrer at the same time. The

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

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

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

DAVID FRIESEN

STAR DANCE—Inner City 1019: Winter's Fall:
Duct And Dialogue; Dolphin In The Sky; Star Dance; |
Rue Brey; Fields Of Joy: A Litle Child's Poem; Clouds;
Children Of The Kingdom, Mountain Streams.

Personncl: Fricsen, acoustic bass. compositions;
Paul McCandless, oboc, English horn; John Stowell,
clectric guitar, Steve Gadd, drums.

* N w N

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

Fricsen's gifts are multiple, At first, he im-
presses with his awesome technique, Then, as
Curson points out, comes the realization of
the richness of his idcas. In acknowledging his
debt to LaFaro, Fricscn says: A lot of playcrs
scem to think that thc main thing to lcarn
from Scott was to play fast and all over your
instrument. But if you listen to what he actu-
ally did, Scott opened up the bass likc a guitar
and then went on to tell a story, a beautiful
story.” Finally, it is Fricsen's ability as an im-
passioned raconteur—in his improvisations
and compositions—that stamps his work ds
cxceptional.

Whilc cach of the tracks presents a different
facet of Fricsen's musical persona, there is a
consisteney that gives coherence and depth 1o
the albun as a whole, Winter’s Fall with its
13/8 meter, Friesen's exubcerant arco work
and McCandless's shects of reedy sound, cre-
ate a dancing set of lines with a dash of East-
ern European folkiness. Duet And Dialogue is
a virtuosic combination of pizzicato rhythmic
figurcs played with the right hand and me-
fodic strokes plucked with the left. Dolphin In
The Sky features a strumimed bass background
with an overdubbed solo fitted on top. Clods
is an appropriately lyrical tone poem while
Mountain Stremn presents @ flowing main cur-
rent against which are sct richly overlaid
sonic cddies.

In the ensemble selections, Friesen, in addi-




tion to his compelling solo work, provides
perfect support for the explnrations of his co-
horts. In A Little Child's Poem, for example,
Stowell’s graceful ares are incisively under-
pinned by the bassist’s finely honed counter.
point. With Fields Of Joy, Fricscn engages
buth Gadd and McCandless in forceful dia-
logues,

In sum, Star Dance is an cmphatic declara-
tion by a new talent who promiscs to push for-
ward the horizons of his instrument. It is also
A mature eollaboration among a quartet of co-
cqual and uninhibitcd musical spirits. —berg

FRANK ZAPPA

ZOOT ALLURES—Warner Brothers BS 2970:
Wind Up Workin' In A Gas Station; Black Napkins;
The Torture Never Stops; Ms. Pinky; Find Her Finer;
Friendly Little Finger; Wonderful Wino; Zoot Allures;
Disco Boy.

Personnel: Zappa, guitar, bass, voeals, synthesizer:
Terry Bozzio, drums, vocals; Davey Moore, vocals:
Andre Lewis, organ, vocals; Roy Estrada, bass, vo-
cals, Napoleon Murphy Brock, sax, vocats; Ruth Un-
derwood, marimba, synthesizer; Sparkic Parker,
nackground vocals,
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Not since the classic 200 Morels has there
been a Zappa platter on which his lyrically
wonzo side and gauche musical perceptions
have been so keenly balanced. One thinks
back to a strcam of Zappa and Mothers re-
Ivases, in which semi-pornographic overindul-
gence seemed to be the sole raison d'ctre: yet
hts Jamming creations have suffered from a
lack ot the biting, sarcastic Zappa at his best.

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

Zoot Allures’ musical sophistication is per-
haps the most apparent calling card. Friendly
(.:Irle Finger, apparcntly named after onc of
L.npp_u ‘s extremely cxplorative digitals, finds a
quusting, rapid ride around the fretboard; Zoor
Allures takes Zappa and Ruth Underwood to
the vutskirts of the atonality they often ap-
proach but somehow ncver reach: and many
of the other cuts feature tonal poscs character-
sucally onomatopoctic to the whimsical di-
alogue. When Frank Zappa reaches that
plateau, virtual perfection is incvitable. Let us
nope he can continually live up to the stan-
dard Zoor Altures has set. —shaw

mentary about the work of Mark diSuvero;
cach picce on the album, therefore, is a kind
of tone pocm rclated to a particular sculpture.

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

As art, however, North Star makes it only
oceasionally. Combinations of ostinato pat-
terns, with gradual changes in timbre and
rhythm, can be used to produec some amazing
effects, as in the similar music of Steve Reich.
With works as bricf as thesc, though, Glass
doesn't really have room to build his idcas
into anything substantial. —terry

ROSS TOMPKINS

SCRIMSHAW—Concord Jazz CJ-28: Check To
Cheek;: Come Rain Or Come Shine; Soon; The Song
From Moulin Rouge; Like Someone In Love; The Night
Has A Thousand Eyes; Goodbye; Django; Skylark.

Personnel: Tompkins, piano.

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

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

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

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

PHILIP GLASS

NORTH STAR—Virgin PZ 34669 Etile Polaire

Nerth Star); Victor's Lament: River Run; Mon Pere,

Mon Pere; Are Years What; Lady Day; Ange Des
Orages; Ave; Tk-Ook; Momtage.

Personnel: Glass, keyboards & synthesizers; Dickie
l.andry, soprano and tenor saxcs, flute: Joan LaBar-
bara and Gene Rickard, voices.
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The sccond Glass recording on the rock-
oriented Virgin label is also the first record-
ng of the composer’s music to be distrihuted
domestically by a major record company
(Virgin is marketed in the U.S. by Epic).
Hased on this fact alone, it would scem that
Glass, a classical avant gardist, is aiming for a
shice of the pop market.,

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

HIFFLY
KARIN KROG

Personell:
Cameron Brown (b), 3dded on STEAM
Krog/Shepp only on SOLITUOE.

Engineer: Bjorn Lulehagen
Producer: Karin Krog, Frode Hotm

ARGHIE SHEPP

Compendinm
Records

Kann Kroé (veh, Arctue Shepp (ts). Charles Greeniee (tb),
Jon Balke (p), Arild Andersen (b), Beaver Harris (dm).

Recorded Arno Bendiksen Studio, Oslo. June 23 1976

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

A UNIOUE ALBUM

OF BEAUTIFUL
BALLADS
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Billy Cobham

by marv hohman

RAYMOND ROSS

EISiTa

Although stilf only in his early 30s, Billy C has tiated hh { as one of the ma-
jor percussive forces of his generation. Bom May 16, 1944 in Panama, Billy moved to New
York City at the age of three. By the time of his Big Apple arrival, he had already begun experi-
menting rhythmically, working out with childhood zest on limbales. Six years later he began
sitting in with his father (a pianist) at professional jobs.

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

Discharged from the Army in ‘68, Billy got his break by making a European tour with Horace
Sliver. From there it was on to studio work and eventually the formation of the fusion unit
Dreams. Recordings with Miles Davis earned Cobham further notoriety, and in early °71, he
Jjoined up with the Mahavishnu Orchestra. When that stint ended in ‘73, Billy formed his own
band, Spectrum, a8 group that eventually mutated into the now-dissolved Billy Cob-
ham/George Duke Band.

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

to produce as well as record.,
This was Cobham's first Blindfold test. He was given no Information about the records

played and declined to render star ratings.

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

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

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

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

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

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

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

That's Stulf, my favorite band. You seo, Gordon
and Richard Teo, all those cats go back withme to
when Stuff was called the Encyclopedias Of Soul,
and we used to play weddings. That was 1964. |
Just love these cats. Gordon's band usod to play
around town and | played with them whenever thoy
necdod mo. Richard Teo and ! went to high school
together, atong with Eddie Gomez and Jimmy

Owens and Jeremy Steig and God knows who
else. Richard Tee, he's my favorite church player,
and Gordon's one of my favorite bass players.
See, I'm prejudiced in favor of this band. It’s hard
for me 10 say anything at all, because the probiem
1S 1n the grooves. | think the recording is shitty: it's
just not very well produced. But youcan't deny the
feeling and that's what's happening here. If your
body doesn’t move outside, then your bones are
busy shaking inside. It's that kind of feeling.

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

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

The closest | can come to 1t in terms of concept,
not necessarily in performance, is Weather Re-
port, or Miles from /n A Silent Way. also, possibly
Chuck Manglone, with the pedal and all. .. .l figure
thore must be a place for it, but it's not in my home.

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

It he would only get oft his ass and do something
for himsell. | don't know, man. | suspect he’s trying,
running up agalnst some dead ends, some hard
walls. | think he's one of the finest percussionists

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

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

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

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

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

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

I like that very much. { thought it had a lot of con-
tent and continuity and that it said something from
beginning to end. It was a solid piece production-
wise. Musically, it made a statement to me, lyrical-
ly it was very simple and to the point. ... 1 don’t
know who was playing, what the caliber of the mu-
sicianship is, nor do | feel it makes any difference
because they got their point across. And that’s
what music is about,

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

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

g it.

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

Altl can do is laugh. | got nothin® to say, all | can
do is laugh. . . . Nobody sounded familiar, it
sounded like the whole group was completely
gone when they did that. ... Who would be crazy
enough to do something like that and have them
put it out? Let's see . . . wait a minute ... could it
be Jack DeJohnette? Oh, yeah, okay. !l that's the
case,uhhuh, . .. Jack has always been into exactly
how he feels at the time, not avant garde for avant
garde's sake. It's like spontaneity too. If he felt
like getting up from the drums and going to the
bathroom . . . and flushing the toilet while the tape
was on, he'd do it and it would be music. db
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ART LANDE

by bob ness

An Lande is a piano player with two albums on
ECM: Red Lanta (a duo album recorded in 1873
with Jan Garbarek; the titie is an anagram of Art's
name) and Rubisa Patrol, recorded in 1976 wilh
members of his quartet (Mark Isham, trumpet and
soprano sax: Bill Douglass. bass; and Glenn
Cronkhite. drums, since replaced by Kurt Wort-
man). While both of these albums are very good

d have that glamorous Sound that Mantred Eich-
er 1s famous for, they only capture a corner of
Lance and the group's music.

"1 don't have a tremendous affinity for record-
ing.” says Art. “lintend to do more of it, but it's not
the center of my musical activity at this point. SO
ar it seems that the two recordings |'ve made
have not captured the spontaneity that occursin a
live performance. It's hard to get that in the studio
teczuse you're playing for a fictitious audience—
zctually you're playing for Manfred Eicher.

“NManfred is totally into sound, the resonation of
tne instruments, and the purity of tone. When he’s
tre only person there, his considerations become
cursand | fee! that we were a little bit more careful
and restrained, although some of the duets that
Billy and 1 did on Rubisa Patrof are freer. In concert
#€'re not that tight a band and at times there are
lcose pieces of spaghetti lying around and en-
trances and exits may be a little confused.”

Lande was born in New York City in 1947 and
lived on Long 1sland until he was 18. He went to
‘Yhiams College for four years and moved to the
San Francisco Bay Area a week alfter he gradu-
ated. He now lives in Berkeley with his second
wile and new son.

Art's classical piano training began at the age of
fi7e. His tather played jazz piano and was Iriends
with Teddy Y/ilson. Lande remembers his father
taking him to <ee people like Dizzy Gillespie, Os-
car Peterson and Sarah Vaughan when he vias very
young.

“But | didn't have any heroes in the sense of
thirking that one thing was the greatest and the
rest worthless. | liked it all and this served to
broaden my musical perspectives such that now in
my oun playing there are all kinds of nooks and
craraies including the classical. Jazz wasn'tlike a
replaceme:ni of the classical in any way. Ul play

rofil

TOM COP1

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

Although he would get together with people and
play intormally in high school. he ptayed mostly by
himse!l until he moved to California in 1969. "The
fact that | concentrated on my own playing for so
long was important because when | dld starl play-
ing with others | was very ¢lear on what | wanted
to do. ! leit whole playing alone. | didn't {and don't)
feel that | needed to depend on other Instruments
to keep track of things like the roots of chords or
the time.”

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

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

Lande met Manfred Eicher through a Swiss jazz
critic at the Montreux Festival 1n 1973 and sent
him a tape of a solo acoustic concert he did in
Switzertand. On the basis of that tape and the
meeting, Eicher wanted to record him and the Red
Lanta date was set up. The studio (Arne Bendik-
sen's in Oslo) and the piano (a rare Sleinway)
were the same as used by Keith Jarrett on Facing
You, and Paul Bley on Open, To Love. The tunes
Lande chose to play were ones he usually played
with a flute, and Eicher suggested Jan Garbarek.

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

| wanted everyone to participate equally in all
aspects of the band and 1 had to learn to do less
and even to let things fall apart so that others
would jump in and do it. Everyone in the band is
contributing music and we do a Iot of free improvi-
sation which anyone can initiate at any time. We
fake nothing for granted. When someone brings a
tune in, we don’t talk about it much and it's realized
that from then onit’s the band's tune. The composi-
tion is not sacred in the least way. We just try to
gelinto the music and go through a process of dis-
covery each time we play it without trying to re-
produce something that happened before.”

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

““A lot ol the things that have come about In the
music have rosulted from an openness to situa-
tions that develop around me, | haven't that much



dosiro for things to happen as much as 1 like the
procoss ol doing things. I'm not a very goat-ori-
onted person. When someone says (o me, ‘I'm
coming to see your show tonight,’ | never feel that
It's a show or something carefully planned, It's
moro like having a party and we |ust happen to be
thore dolng the music. One of the important things
for me about playlng out in the world is to ancour-
age other people to let loose. Rather than inspir-
ing awe and having people say, '} could never do
that,’ I'd rather have them say, 'l can do that too,’
and go home and create In their own way—music,
drawing, cooking.

*{ want to stimulate energy beyond the concert
and to get paople going on their own, I'm not Inter-
ested in being an artist who sets his thing up as be-
ing a standard. Music Is just one aspect of my Iife
and | don't go around thinking of myself as ‘a musi-
cian’ or of the listeners as ‘the public.’ | don’t want
to be a ‘name’ to anyone. I'm not at all into the me-
dia and { want that part minimized In my life, | don't
want to be a "personality’ or to be interviewed all
the time. 3

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

SADAO
WATANABE
by leonard feather

During a visit to Tokyo in mid-January, it was a
pleasant surprise to run into an old acquaintance,
familiar through the years he spent in the U.S., but
now an astablished leader at home and a frequent
world traveler. If Sadao Watanabe locked a little
oider than he had the last time we met, he also ap-
peared more relaxed and clearly reflected the
success that has brought him, inrecent years, toa
rare plateau of economic security coupled with
artistic achievement.

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

Watanabe's accomplishments as a composer
and as a master of several instruments—principal-
ly alto sax, sopranino and flute—would seem to
qualdy him for the step that has seemed logical to
50 many Japanese musiclans—Immigration o the
U S. In recent years, the U.S.-Japanese cultural
exchange has become a two-way street, Toshiko
Axiyoshi was the harbinger of a trend: In the past
two or three years Japanese musicians have infli-
tratod the ranks of Gil Evans, Art Blakey. Sonny
Rollins, Elvin Jonas and Norman Connors. But Wa-
tanabe |s not tempted to look on the Apple as Mac-
ca. He has found the good life on home grounds.

“Today," ho says, “I'm happier than | have ever
been. 1 cando what ! llke, can choose my own jobs:
t have a roegular radlo program every Saturday
ovoning—not records, but a live show specially
tapod by my quartet. | am Japanose, and living in
Japan suits me tino.

“At one time It seomod much easier to get a

“Don’t hype
this old
. guitar picker
with technical talk.
Just give me some
strings that sound good?’

Jerry Reed

When you’re hot, you're hot. But, Jerry Reed
knows that hit records require a lot more than a
streak of luck. They require the best sound. And while

Jerry may not be an expert at what makes a string
sound good, he is an expert on which strings sound
best —Gibson.

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

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

Technical talk aside, it boils down to good music
and gold records. And Jerry Reed knows what sounds
like a million —Gibson strings.

Acoustic Guntas =
Fyiencienry aey Loage

@a 7373 N. Cieero Avenue, Lincolnuvod, Minoks 60636
51 Nantucket Bhd., Scarborough, Ontarin, Canada
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good rhythm section in the United States. There

was a subtle difterence In the beat—most
| Japanese musicians seemed to play a sort of light
and slow rhythm. But things have been changing
steadity for the better. I'm very proud of the group |
have now.™

This does not mean that he has tost interest in
visiting the country where, from 1962 to 1965, he
| 9ained perhaps the most valuable part of his musi-

cal education as a student at Berklee in Boslon. He
( has been back several limes, playing al Newport in
| 1968 and again in 1970 (the latter appearance

was recorded for release (in Japan as an album). As
| has been the case with so many non-American mu-

sicians, he was attracted lo jazz by sheer chance.
' Born February 1, 1933 in Utsunomiya City, To-

chigi Pretecture, he began his musical studies with

his father. who taught him to play the biwa, an old

Japanese instrument. But during his high school
| years, a movie. The Birth of the Blues, piqued his
| nterest in jazz and fed to his taking up clarinet in

1948. A year later Sadao formed his first amateur

greun. and in 1951 he made the big move to
I Tokyo.

“A few friends joined me in forming our own
tand. and we began playing in some of the small
U S. Armed Forces clubs in Yokohama. 1t was dur~
ing that time that ! was discovered by Toshiko Aki-
yoshi and Shotaro Moriyasu, both of whom at that
| time were established jazz pianists. It was Muriasu
| who introduced me to the music of Charlie Parker,
and soon Bird became my inspiration,”

In the fall ot 1953 Sadao joined a quarlet led by
Toshiko. On her departure 1o the U.S. to study at
Berklee, he took over as leader, and a few months
later in late 1956 he recorded the first of what
would become a long series of LPs, now number-
| Ing well over 50. During the years between that
first album and his hegira to Berklee, he became
solidly established at home, racking up such cred-
its as a role in the Charlie Parker Story on NHK
{Radio Japan).

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

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

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

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

The past seven years have seen Yatanabe in a
still greater diversity of settings. During 1970 he
not only made his first concert tour of the U.S. and
Eurcpe with his own group, but was signed with
CBS-Sony and made an album in New York with
Chick Corea—Round Trip. He was at Montreux for
the festival that same year, and again in 1973 and
1975. He made two trips to Africa in '72 and 74,
during the latter visit he composed the musical
score for an African tilm, The Ujama.

The crowning achievement of his career was the
Grand Prix Award Concert, at Art Festival 1976
Sponsored by the Japanese government's cultural
agency, the concert took place last October at
‘Yuhitsin Chokin Hall in Tokyo and was recorded live
for an album on the East Wind label. This marked
the: first time, in the 25 years the award had beenin
esisience, that it had been presented to a jazz mu-

sician.

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

Would he be interested in returning to America,
at least for a tour or a visit? "Yes; infact, 1 hope to
be there by April or May. | went over |ast year and
made a record session with Hank Jones, Ron
Carter and Tony Williams. This time | would like to
do a live recording. I'll be going over without my
group. | personally am still a member of the union
in the States—Local 9 i Boston—but it's hard lo
arrange work with a entirely imported group."”

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

With the ishment of W not to men-
tion such younger lalents such as the drummer/
composer Masahiko Togashi and the extraor-
dinary 23-year-0ld guitarist Kazumi Watanabe (no
relation), it would seem that the time is past due
for Japanese musicians to gain acknowledgement
over here commensurate with their very consider-
able taients.

BOBBY PAUNETTO

by michael rozek

Bobby Paunetto firmly believes in himself and
his music. So, he continues trying to capture the
public ear without compromising his work.

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

Born in Manhattan, Paunetto grew up In the
Bronx. “Music was always a part of me,” he re-
members, “though | didn’t start playing until | was
18. My mother is a singer by avocation, and when
| was about three she tuned down an offer
for us to be a song-and-dance team on the Roxy
circuit. Then, when | was about six, | lived across
the street from Tito Pucnte, 80 | heard his re-
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hearsals.” Though Paunetto'a nelighborhood was
an ethnic mix, he always remained closest to such
Latin roots, since both his Itallon-extracted par-
ents were born In Puerto Rico. “It was nalural for
me,” he explains, "to enter the New York Latin
scone. Yet all along, Lalin disc jockeys and pro-
molors have sald to me, ‘your last name s very
strange. Have you ever thought about changing
It?" Thoy aald the same thing to Eddle Palmleri,
Eddie gave In for awhile, but hia father made him
change It back.

“When | was 12 and 131 started listening to a fot
of jazz, though | wasn't playing yet, Then, in 1961,
when | was 17, (baritonist) Pat Patrick, a good
friend, was working with Cat Tjader at the Village
Gate. | kept coming down to hear Pat, and even-
tually wound up on Cal's guest iist. | was hanging
around so much that Mongo Santamaria, who was
with Cal then, began urging me to start playing.
Ang within six months | did, and because of Cal |
took up the vibes. I'll never forget how beautiful
Cal, John Ray his timbales player, and everyone
was to me ... during his gig, Cal told me, ‘Bob,
write your name out clearly on this piece of paper.
I'm going to make you famous.' It tumed out he
wanted to dedicate a tune to me on his first Verve
album . .. he called the chart Paunetto’s Point. |
was freaked out!”

At age 20, after a year studying with Lyn Oliver
n Manhattan, and a few years' experience playing
Latin Jazz around the city, Paunetto signed with
Seeco, then the oldest Latin label extant, A
single—two of his original charts in the atypical
direction he had already chosen to follow—was
released. Then, in t 965, before an album could be
completed, he was drafted. “When | got out of the
Army two years later,” he recalls, “Seeco had
gone out of business. And my chops were preity
fusty But one day | took a vocal tape over to Rou-
lette for Freddie Travalena, a comedian whom I'd
metin the Army. When | got over there, Tito Puente
remembered the Seeco stull, and eventually, Rou-
iette signed me.” Although an album (The Modern
Souna Ol Bobby Paunelto, on subsidiary Mardl
Gras) was released soon alter, poor promotion
ano DJ resistance killed any meaningful sales.
Paunetto continued to play the local Latin circuitin

obscurity.

“But one day in 1969 ! realized,” says Paunet-
10, that | had to do away with certain things that
were holding me back. So | went to Berklee on the
G.l. Bill. Everyone there was great tome ... |
studied with Alan Dawson my first two years, then
Gary Burlon the next year, and finally Dave Sam-
uels. As lar as the vibes went, | started over from
scratch.”

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

Later, Paunetto hooked up with two of the finest
musicians in New York, trumpeter Tom Harrell and
baritonist Ronnie Cuber. On Point, together with
the cream of New York tipicalpercussionists, these
jazz men interrelate post-bop melodic linea and
traditional Cuban rhythms in an organic fusion. And
Paunetto hopes his next LP will cover even more
ground. “My grandfather is from Spain, and 1 wrote
a plece for him called E/ Catalan. Then there's a
chart | co-wrote in tribute to my father's Mediter-
ranean roots . . . there's tipical roots in some tunes,
jazz waltz tempos in others.*

This eclecticism has hindered airplay of Paunet-
to’s records; “Jazz disc Jockeys have aiways un-
derstood what I've tried to do, but Latin DJs have
never wanted to play my music, because it wasn't
tipical enough—there's no coro, and it has a heavy
jazz influence. Some even said the vibes Is a
‘strange’ Instrument. But | can’t avoid my roots; |
love Cuban music, but | also grew up listening to
Gil Evans. And 1 figure It | just keep expressing
whal's part of me, it's just a matter of time before
people start coming together and getting into it”

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

caught...

Jackson: Youthful Vigor . ..
Cyrille: Potent Athletics . . .

MILT JACKSON
Hopper's
New York City

Personnel: Jackson, vibes; Harold Mabern, piano;
Paul West, bass; Al Foster, drums.

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

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

Leading off with Benny Golson's Whisper
Nor, Jackson cut into the relaxed groove with
tough, intense hard-cdged lines that indicated
that he had come to really play. Next up was
Morris Albert's Feelings. Gliding in and out of
the melodic arc, Jackson proceedéd to dem-
onstrate his complete mastery of the single-
line style of playing. Whirlwind cascades
alternating with poignantly placed individual
notes melded together in virtuosic liquid
phrascs that were cffectively contrasted by
subtle shifts in dynamics and texture. Mabern,
a sonic architect of the first rank, followed
with a series of constantly building thematic
developments, Jackson then called out Lee
Morgan's Specdball. The straightahcad no-
nonsense blues launched a set of nasty, clean
tean lines from Jackson and a fiery foray
based on a gutsy rift from Mabern. Exchanges
of fours and full 12.bar choruses between
Jackson and Foster led the graup back to a re.
tracing of the head.

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

THE
ATKINS
SUPER

A New Gretsch Great!

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

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

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

Catch this great new Gretsch at your
nearest Gretsch dealer.

Vizd)

THAT (0] GRETSCH SOUND!

For Catalogs and Information write:
Gretsch, 1801 Gilbert Ave., Cin,, OH 45202
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TED BROOKS

by the vibist's classic, Ries” Groove, scheduled
as the last tune of the set.

The crowd’s warm embrace of Jackson and
company was such that the vibist quickly added
an encore, Harold Mabern’s Rakin® ‘n*
Scrapin’. The gritty frame shitted the group
nto an carthy funkiness that set fingers snap-
ping und toes tapping. With another burst of
applause, Jackson steered the quartet into an
encrgetic reading of The Thone. With that, the
set at fast concluded.

Throughout the cvening Jackson's cool
nonchalant mask periodically broke to reveal
his total involsement and enjoyment. And no
wonder, Backed by the superb trio of Mabern,
West and Foster, Jackson was playing with the
kind of youthtul vigor that characterized his
boppish approach in the late *40s and carly
‘S0s when he worked with Dizzy Gillespic,
Tadd Dameron, Thelonious Monk and
Woody Herman. For those unable 1o catch
this giant of the vibraphone, let me recom-
mend his must recent album, Fuelings (Pablo
2310.774). —chuck berg

MAONO
New Foxhole Cafe
Philadelphia, Pa.

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

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

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

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

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

1ichell Jigie
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VERYL C OAKLAND

“lree”-sounding music has become mercely the
obligatory concert-opener for an avant garde
group, like a twelve-bar blues for the main-
streant, Cyrille never did settle down for‘lhc
whole picce. His drumming was a physical
display, a potent athletic cvent, with no let-
up, no matter what the other musicians were
doing. It all scemed like undifferentiated
white noise. Alone, Cyrille was astonishing:
with the group, mystifying. His solo refused to
get into any patterns, constantly keeping the
eypectations of the audicnce on edge. He fa-
vors a clipped, flat sound, and dearly loves his
crash cymbal, He also likes an insistent bot-
tom, maintaining a steady bass drum roar.
Rests scem to be an annoyance. He is a diffi-
cult drummer: difficult to love, impossible not
to adniire.

Surprisingly, the sccond number was a bal-
lad. John Stubbleficld's Baby Man, With no
pass. and with Cyrille studiously avoiding
brushes, this was a most eceentric ballad per-
tormance and the high point of the set.
Nvomo's solo was meandering—indeed, all
mght [ felt as if I were missing the point as far
4s he was concerned. But Rigby's angular
solos on soprano and flute contrasted nicely
with a Danicl solo that was open, direct and
almost sweet. Danicl, along with Cyrille, is
the group’s most interesting soloist. He likes to
play in rhythmic counterpoint to the rest of
the group. in this picce, for cxample, he
umped and darted over Cyrille's insistent bot-
twm Cyrille played as bluntly as possible on
tiny picee: much of his accompaniment con-
sivted only of unison snare and crash cymbal
shots, exactly on the beat, Not your typical
ballad.

T'he finalc went unnamed, and it was the
long and apparently obligatory “cxotic” num-
ber—filled with gongs, cowbells and crashes.
The theme, Japanese in sound, contrasted a
march in fifths with a slithering chromatic
line in a different tempo. Cyrille’s drumming
was very flowing, and he was at his loosest.
But the group did very little with the picee,
and it ended up sounding like a long introduc.
tion. The ending was most cffective, in which
Cyrille dropped the drums out and started @
gong and cowbell duet with Rigby's busy so-
pranino—an cerie combination, This led to
the return of the march and the conclusion of
aconeert which, despite its moments of exeel-
lence, never quite jelled.  —david hollenbery

’ _ And midway through the concert tour, you'll stili have that e:
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GLEESON

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

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

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

Gleeson: The album has to be accessible—it
can't be “freedom” jazz—and it really has to
break new ground. On that second issue, I've
worked on albums where, as soon as we get to
that crucial point. the artist says, “Yeah, man,
I'1] take care of that later. Right now, I want
to....”

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

Gleeson: Yes, 1 can comment. [ think his
contribution to Herbie's career was
straightening out the rhythm section. Inciden-
tally. now that it's straightened out, I'd like to
see him get back into the kind of thing he did
on Crossings. David is an aware producer.
He's a drummer and great with rhythm, like
the way he used voices as rhythmic fills with
the Pointers was reafly fine. He can also be a
difficult person—autocratic, short-tempered

continued from page 14

and not overly grateful. That sets him up for
the hostility you hear about him. 1 think hc's
done well with everyone he’s handled with the
exception of his forays into white music,
which he doesn't seem to bring anything to.
He's functioned very creatively in the areas of
soul and jazz. Basically, he’s gotten a reputa-
tion as a bastard because he's doing his job. 1f
somebody’s playing a drum solo all the way
through a riff, David will straighten him out
or replace him, Thén the drummer will split
and badmouth him. The MOR and Top 40
producer doesn't have this problem. He'll call
in somebody else on the following day and the
first drummer will never know it's happened.
But with jazz, particular people are flown in
from all over the country to do the date. The
artist wants to confine the producer to signing
contracts and handling some details, while the
artist makes the album. As a result, we're
hearing a lot of albums that are not really pro-
duced. They just happen.

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

Lyons: Well, as you've said, their carcers
demand an album, but they're not ready artis-
tically. What could the producer accomplish
if the artist just doesn’t have the musical po-
tential to put together 40 minutes of good
music? .

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

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

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

Lyons: For example?

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

who 1 would use. Tt depends on the material.

Berp: When you do go into the studio, da
\ou .Illllkv.‘ the decisions about who the sup-
porting cast will be?

Laws: Attint 1 make suggestions. For all the
records 1did for CT1 1 wanted Ron, Then Bob
James and Jack Dedohnette. 181 didn't know
“.h‘.' I wanted, Creed asked how | felt about
difterent players. One suggestion was made
when we did the San Francisco Symphony
concert about a bass player named Gary King
who 1 had never heard before. 1 told Creed no
because the concert was going to be recorded
and 1 didn’t know the guy's playing. So Creed
s'uid that | could arrange for whoever | wanted
from the West Coast, Then, if 1 didn't like
King | could use my own man. But as it wmed
out, Gary King was phenomenal. {n fact, he
was on my record for Columbia, Romeo And
Julict. So it was worked vut with no tighting.

Other artists | know have had some prob-
lems. Freddie Hubbard. for example, told me
that he wanted to use the guys that worked on

| the road with him but that he had had a prob-

lem with that. I've never had that problem be-
cause | don’t have a stcady group with stable
pcrsonncl. My groups change around depend-
ing on circumstances because 1 don't play on
the road that much. And when you don't you
can’t eapect to keep a group together.

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

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

Berg: John Lewis had the idea of wedding
classical music and jazz in Orchestra US.A. Tt
scems that there is a similar impulsc in your
own music. s the bringing together of classi-
cal and jazz idioms a particular goal of yours?

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

With my own material. I do what I cnjoy
musically. That's what happened with Rameo
And Juliet. | just happened to be listening to
the symphonic version at home, | really liked
it, so [ sat down and tried to do an arrange-
nient. On the reeord you hear an abbreviated
version, The extended arrangement for
small group hasn't really been played yet,

Berg: The range of your material is most im-
pressive. You cover cverything from Bach and
Stravinsky to juzz, blues and pop. In a word,
your music is celeetic. In view of this, |
wanied 1o ask you about the various lubels and
cateporics used ta describe music. Are you, for

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

Laws 1 try to be a totally functional musi-
cian able o play various Kinds of music. It
adds ta my persanal interest and 1 think it
aduds ta the interest of those wha listen, If |
were to gooand play an all-Bach recital, 1
think it would tend to get monotonous, Some
people do that, which is fine. I'm not knock-
ing it. But 11ry to vary my material as much as
possible,

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

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

I continuc 10 practice scales. Double tongu-
ing, triplc tonguing and all of the other things
came while | was studying at Juilliard. Those
were the basics of the instrument. Actually. !
learned to double tongue very carly when | be-
gan to play flute, Maybe there are physical
characteristies that could contribute to being
able to do somecthing better than someone
clse. I was told once when | took a physical
examination for entering college that 1 have
an unusually large throat. Now 1 know with
flute to play what's called open throat is very
important, [t affects the sound of the flute. So
inherited physical traits could have something
o do with why my sound is diffcrent than oth-
er flute players.

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

Laws: I'd like to be a better tennis player.
Now, however, my main aspiration is to be-
come involved with & woman. 1 was once mar-

ried but now I'm divorced. | think it's very
important to establish a good relationship on
aone 1o one basis with another person. I look
forward to that. I think thae will help stabilize
and give more direction to my life. I've been
sort of going here and there, doing various
things, being with difterent people. 1 think it
would be much more important to establish a
goaod relationship with a lady. Also. { feel that
having children—! don’t have any—is some-
thing I'd like to do. It's not just because 1
haven't done it, but because 1 sce the value in
it,

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

Lawss [Us interesting that you should ask
that question beeause T was just looking at a
big placard advertising a concert of Bach's
music, 1 said to myself, “There’s a man who
lived hundreds of years ago and here heis on a
placard right here and now,” So it seems that
anything that has to do with writing will give
you it better chance at being remembered. |
suppose thist if I'm remembered at all it will
probubly be as a flute playcer, db




JONES continued from pago 21
somethin” like John Coltrane or Miles. Or if
it's a bass player, he might say Herbie Han-
cock. It's an cgo thing where they won't
acknowledge who they've been listening to, but
il you are a young drummer and you'rc not in-
Muenced by Elvin, you're not listening. . . ."”

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

According to LaBarbara, “A lot of groups
today feel that right away they have to go out
and change the course of musical history, and
right away the young player wants to instantly
become a star. We're going to have the new
sound. Nobody wants to settle in and just play
and Iet the music evolve naturally, they try to
force a direction. You can’t do that, you just
have to settle down and play and the music
will evolve the way it's supposed t0.”

“l am convinced that the direction my
music has taken is the right direction,” says
Elvin. “and | am going to continue along that
line 1'd call it straightahead, creative modern
Jazz. That covers it, Oh yes, charged with en-
crgy. And it's always funky."

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

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

Elvin Jones has little patience with musi-
cians who have changed their music to suit
record companies and still say they're playing
jazz. He knows what he wants to play and re-
tuses 10 be dirceted away from his concepts by
the corporation. As a result, record companies
(United Artists and now Vanguard) have been
inclined to pay scant attention to promoting
Elvin Jones and his albums. Elvin doesn't like
i.and he will be leaving Vanguard as soon as
his contract cxpires. He feels that they were
subtly trying 10 change him.

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

“I'm not knocking anything, 1 am happy to
sec cats doing things like those big production
albums—just as I am happy to hear a jazz tune
played by a rock group. It means that the men-
tality was not as low as | had thought it was.
Aaaaah ha.

The standard by
which all others are
judged.
- - A

vente for frew CaTIOTLE

4 AnvilCases: === - })

{ Anvil Cases
7747 ) 2501 N. Rosemead Blvd.
So. El Monte, Ca 91733
(213) 686-1353

“But these are just reflections—tomorrow is §
another experience. ... When we go into the &
club, cven when we play the same tunes, we g
wiant to do them in a way that they have a new 8
awareness, @ new meaning. That's what keeps
it alive. I grew up with that kind of attitude,

that kind of approach to all things—to do

-
i
T T et

T

they grow on you...

if you're considering any synthesizer for performance or studi.o
use— you owe it to yourself to check out the EML line. Start with
more sound in the first place— and add on as your music grows.
To discover the expandable ones, write for information.
NOW CALL TOLL FREE 1-800-243-7270
electronic music laboralones,inc.  makers of BlectioComp Sythesizers
P.O.BoxH-6, Vemon, CT 06066« (203) 875-0751

May 18 O 47




CHARLES COLIN STUDIOS ! Huw m visualize keyboard scales

FACULTY AR
by Dr. William L. Fowler
Trumpe!: Bass:
Chet Baker W or Watiey
Cec) Briggewa'er R ¢ L
Lew Gluckin Ron McC ure I '

- W0 " ' H HEH H 3o - S ON o1 % g q
3:;::'&?1-« Loy R | radintonal scale study, aimed as it is toward slng!c-h:uulcd efficiency, concentrates on such
;’,ﬁ‘om" Cr— technical niceties as hand pusition, wrist motion, finger erossovers amd thumb cr_ussundc_rs.
Gerard Scaas'z ware: B shoo U Each hand learns separate fingerings whereby smooth speed wight be achicved in runaing
Lou Saigtt s dlong the nates of the twelve major scales and their corresponding minors. In such training, the

" ' W ae Garson fingers, rather than the eye, tend to do the memorizing. Consequently, scale construction ap-

I Pears as a succession of interyals instead of a single visual pattern.

Barey Harr s 5 ] ol . o - R 5 Y sc. this articic
‘ Witheut deny ing the effectiveness of traditional scale fingerings in performance, this article
"'5’..55"5'3,'.-, propoeses what might be a more effective way for the eye to visualize simultimeously the hotes

ons about leaps and complex

of any scabe. In keyboard improvisation, where instant deci

Some Bt 3 tigures abound, such visualization, however acquired. remains essential. .
Fa, Eser This method ditfers from tradition in that fingers (no thumbs) press down all scale notes at
Loy == the same time, while the eye visualizes the re- Maor Steond miner second

Pa. Ji"e.

| sulting pattern of depressed keys as a unit. ()

(1)
The magor. minor, and modal seales consist ™Y ¢ ‘B i
of consceutive letter names spaced by minor I III ll |
1 e o l o'e
'

second (1 2), major second (1) or augmented

second (1 1.2). Counting their repeated tonic o' o 01 °° lole o ol

| i s 08 i)
lg(ur names an octave apart. l'h.c..) al} contain e e S TTWAYIT T,

| cight notes and therefore divide into two o (g0 © 00 E Llocrian mode
tetrachord  (four-note) segments, the upper

separated from the lower by cither a major or
a minor second.

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

Harmenic Hungarian whale Tetrachord
Majer Hinor ?hﬂginn Miner Miner Tone Names

bl

N, 1 % ; :
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1977 NATIONAL (W (M W 0 M7 W (b etiens)
JAZZ CLINICS

As soon as all of the above tetrachord names. intervallic structures, and finger patterns have

19th ann.al JAZZ BAND Clinies: o a 5
(Xen Xistnar, T rectzr ress been mastered on C. as shown in the example, they should be practiced on all the black and
SHe i, Tie g Rz e Zasearireaas white keys of the chromatic scale. As an example of how changes of position on the keyboard

e Sefac o alter the look of any tetrachord, here are several locations for the Hungarian minor type:

it

LT

(All Hungarian miner tetrachords)

Aug 7-03 tus When ecither hand can instantly and ac- 1

1
curately strike any of these six tetrachord | L=y Lo I
e types on any key the eye ¢hooses, the com- E II III I I II II
* Ca.2Baver i ’ . s N .
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Autus Reid Wees; Sae =ne e o L mejor Scale EP major Jcale

Faculty members .-
nclude Jamay Aetar

L. . d

E2 Seen. Dom | g . o mai ond:
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For complete =ior=30 or ar'etogy i
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| NATIONAL JAZZ CLINICS P scales, is to be visualized on all twelve black \
. o [
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The next seale to practice is the Dorisn

1
|
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|
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Next to be practiced and visualized are combinations of different-type tetrachords sepa-

rated hy mi\jur sceonds:
! ! !! 9, o OT

Wi i

”‘LJ“ Miner HnJlr ﬂmnr
C Hxolydian mde E® Mivolydian mide Imdad.u_ mm-r Scale U;ntnd.-ng)'—)

e

EX. VI EX. VIl
o* o,o!!J J 1 [ , | ‘! °lnx a
ﬂmar ?hvy,.u‘ — ] m-r m_ B
C melsdic minor (.Dgsccndmg) «— C harmanic miner Scala
EX. IX EX. X
Neatare combinations separated by minor seconds:
%
Iﬂ iII n II ninni
IR TR
------ JINGRENERE lolele Jofoielel [} 1 1)

c Hun_,n—)g,, minor Seala C Lydian made

EX. XI EX. XII

hy ————— "
PRrygian While fone
C Locrian mode

EX. X1l

The common cight-note scales and modes
tow have been illustrated. But there arc
wieral more scale types sufﬁmcnlly ImpOl"
tanttobe included in any keyboard improvis-
ar's visualizations.

Various pentatonie scales can be visualized
by lvaving out two notes in the major scale

LL lo'o ;:L° L o ©)

Fentatenic (#ive-note) fcalex

pattern Lmj“d
Iwo conjoined (both index fingers on the
sume note) whole tone tetrachords form the lo] o of 'ol

| s Bl et O O S
.Bntl- wh.l:_ tnte_ tetrachsrds
C whole. tene Scele

o, | ° °(‘) .
ey e
C cLiminished seale (L,k,l.i_i‘&‘ttt..)

whole tone scale:

Two minor tetrachords scparatcd by a
mmor second form the diminished (whole
step-hulf step) seale:

Although the above scale types should satisfy most melodic requirements Keyboardists urdi.
anily will encounter, players might want to explore other possibilitics. To Tind those pussibil-
ties, the cxplorer should combine all the tetrachord types, similar and dissimilar, first con.
Junetly, then separated by minor second, then by major second. Many of the sciles thus erect-

ed will not as yet have been given names. What names, lor L\.\mplq. fit the tollowing?

A e ",

—_—
P’"’)“J ”\J" NL)n- Phrygnm nu-r Whole tone.
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Please send me, without cost or obligation,
complete information on the Institute of Jazz
Studies at N.C. Central U.

Name

Address

City

State

2ip

-
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ADOLPH SANDOLE
presentsy
Jazz instruction books for the serious musician.

Jazz mm-unm i, Journeyman  232po  $15.00
Jazz Piano Lett M. 40 oo .00
Piano Sclos, for lh- advanced c'ayer
Book 1, Retigct.ons 'or Piang, 47 po 35.00
12° LP record 500
Book and LP togetner 50
Book I, Poems of Grenada 40 &p 5.00
127 LP record s00
Book and (P together 0
Jazz mprovisation | Apprerice
Begnner's) i 2SO
Attangng & M mon, tor Stage Bana 37 e 500
The Art ot Songwr tng e 400
Jazz Tunes e 400
Music Frmer 1. sec ‘or the
a et 43p0 00
-0l prose
retary e | 300
% 0r TC.NC cax Ceerdeds 433 7N Ko
r;’ms«a" 2 ca'a'og a3 cl resoon-
2 A 2a *S 237 O sery,

US

Adolph Sandole
1619 Brecataay  Roo ww YOR OAY 10019

-g28

JAZZ PLAYERS—AL' INSTRUMENTS
* 2= RS

AT LNES

IMPROVE
Your Playing
! - 1200%!!
ECC FUBLISHING DEPT. DB-174

T8 Re“recy Bivz Nerit Bergen. N.J, CTMT
l’ong‘ CSrzers ATD $1.0C PER Boca FOR Air MAIL

] ;ﬁ;t;?if%z:::ﬂ,reﬁﬁ;az

Tr‘E EVSLVInG BASSIST by Rutus Rald. The
' Llca *I cate w.tn 146 £ages for the

A $C] 'c sarcEésrageects bua

SO0 Wi TOCEM farz sourds and

i .4-1 '45 feom crorg SpmRC S mC'UCeS
_ 13713033722 se'acted € scography.
o~ " $12.50
OLM ING LWM.;—GASS BOOKX It by Rutus Reld Th's
22 LA3 31 wh0 wanis 1o
2 erec.le - e umd
G e rarge of your tass
creatinty with contie
SlEreics esen snow how
$7.50

P

Icalup,".va
Crecr 22 = 4 g+

¥< 75 pestage
$2.50

S7 Tearecx, 1J G7€E6

r'_“THE ARRANGERS OREAMBOOK"
Sax, Brass ard Ensemble
Vaicings ! yes* €°Cay 272 1c%ay 5 tands.
N2 ~ire wzmasr ~5
"TIGw CCes re gel that ng ng?
Vol. I, $20.00; Vol. 11, 82020  Both for $30.00
oy l. D MUSIC PUBLICATIONS
N Monterey, Calif. 93940

SECOND ANNUAL
JAZZ CHRONICLES WORKSHOP SEMINAR:
ELECTRONIC MUSIC IN JAZZ

Oan Maretouze § oantse
JUNE 25— uLY 2
For enformation ante
LOS ANGELES THEASEUM
6226 Santa Mor.ca Blvd Hellgmorss LA /8

SUBSCRIBERS!
Please include a down best address iatei
whenever you wnile us about your subscrp.
tion The numbers on your address latel are
essential to insuce prompr and accurale  ser

V'®  CHANGE OF ADDRESS

Picase iet us RNow 843 weeks before you moee
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. 1Al—Paul Bley's
Bold Experiment

by len lyons

Cm.\dn.\n pianist Paul Bley has always as-
sociated himself with ongmalm His most re-
cent project, undertaken conjointly with vis-
wal-media antist Carol Goss, has heen the
founding of a unigue record label. The label
bears the auspicious trademark 1Al (for Im-
proving Artists Inc.). Though the company
has cxisted on paper since “74. its tape vaults
were not opened publicly until January 1,
1976 with the release of three albums. The
catalog has since expanded and now features
| an impressive ruster of antists in addition to
the labels owner: Gary Peacock and Barry
Altschul (who currently make up the Paul
Bley Trio), Jimmy Giufire, Bilt Connors. Sam
Rivers, Dave Holland. John Gilmore, Paul
Motian. Ran Blake and Jaco Pastorius.

Bley has been known for an adventurous
spirit. He cstablished himsclf as a jazz player
in the groups of Charles Mingus, Ornctic
Coleman and Sonny Rollins. He was also one
of the principal organizers of the Jazz Com-
posers Guild tin 1965). which was designed to
enhance the status and working conditions of
jazz musicians in this country. When clectron-
ic instruments became more portable, Bley
presented an ARP “Synthesizer Show™ at New
York’s Philharmonic Hall in ‘69, which, he
| claims, “marked the first time that a keyboard
synthesizer had cver been played before a live
audience.”

With the emergence of 1Al1, Bley's reper-
toire has slgmﬁcanll) expanded. Now that
| he's signing “the other douted line,” and sit-

ting on the technical side of the recording
| booth, it is time 1o take account of his new
perspective,
Lyons: What was the idea behind 1A1?
Bley: To guarantee to the artists the quality
of the pressings. the studio’s excellence, and,
most important, the consistency of the quality.
Having recorded for a lot of different labels, §
| experienced good results—and less-good re-
| sults. JAI was a way of stabilizing the sound-
| quatity.
Lyons: Didn't you have any visions of put-
| ting the profits in the artists’ pockets?

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

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

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

Lyons: What arc Carol Goss's qualifica-
tions for co- dincling a recording company?

Bley: Her father is a Chicago tenor saxo-
phonist (Chct Gross) and she’s interested in
graphics, so that's her cxpertise. It's a logical
uninn for us on the Jabel, because onc of the
surprises on this side of the desk is that so

much of the record business is print—lead
sheets, bios, press hits, liner notes, albunt cove
crs, and so on,

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

Bley: Tt stems from musical reasons, The
players may or may not have worked together
in the past but they have expressed a desire to
work with each other. I a player’s going to be
on one of our records, he's important enough
on his instrument to be given a full rating on
the cover, 1t's not no-top-billings, it's all top
billings.

Lyons: What are your standards for mar-
Ketability?

Bley: It's helptul if the artist has been
through the distributing pipeline sometime
within the last 24 months. It's also helpful if
the artist has a sufficient backlog of alburhs so
that his work is alrcady assesscd. At this point,
we only introduce artists in a session of artists
who are aiready cstablished.

Lyons: What if there are some unknown
geniuses out there, reading this, and they want
to record for 1A1? Is it possible?

Bley: If he or she sent me the work and 1
found it attractive, we¢ know labels who are
cconomically equipped to introduce new tal-
cnt. We'd send the material along to them—
and in some cascs, with a personal recom-
mendation. For us, it's too soon. Ran Blake
(Oreakthrn, 1A1 373842) is a new artist in a
sense, because he’s been out of the pipeline for
seven or eight years. We can introduce an ant-
ist who’s been away for a while, but we
couldn't do justice to a brand ncw artist.

Lyons: 1s 1Al succeceding financially?

Bley: If the lady still answers the phone, it’s
working out.

Lyons: Is dcaling with the marketplace
draining your musical cncrgy?

Bley: That question has come up from time
to time. The longer I can control the release
of the records and their coordination with live
performances, and making things comfortable
for the players—so long as I'm in charge, that
is—it's worth the extra effort. For cxample,
we like to play concerts instead of clubs,
which scems to be a luxury in this country,
and the company makes that possible. Of
course, we work 14 hour days, but with a regu-
lar office staff we can almost run the company
by remote control with a half-hour phone call
a day,

The percentage of music, as opposed to bus-
iness time, has actually been increasing from a
year or two prior to starting the label. This is
hecause jazz has become more widely listened
to. Also, producing dates for friends whose
music I've known for 20 years has been an in-
credibly useful musical exercisc.

Lyons: You said in your last db intervicw
that “. .. virtuoso acoustic instrumental music
is finished. .. . Yet, 1Al is recording acoustic
instrumental music almost exclusively. How
do you explain this apparcnt incompatibility
of outlooks?

Bley: Generally, you're correct about the
label, although the new Jaco Pastorius album
is donc e¢ntirely on electric piano. What 1 was
referring to in that statement was the younger
players, thuse just beginning to become im-
provisors. Most of the places in the acoustic
ficld had already been filled by people who
came on the scene during the time the music
was growing up, They had a rightful place,
having contributed 1o its growth, But for
samcbody 18 years old at the time the quote
was made (almaost three years ago), it was only




the area of clectric music and sound treatment
in \\'I}ith a lot remined to be done as an im-
provisor. If you were there at the time of Cole-
man Hawkins, then there's no reason why you
shouldn't continue to play Body And Soul; but
for new players, you have to arrive at material
that hasn't been overworked.

There seems to have been a dichotomy be-
ween bands that recorded acoustic but not
clectric, or electric but not acoustic. It's al-
ways been my musical fantasy to have a situa-
tion where you could play from an acoustic
level of dynamics to the extrerne clectric level
of dynamics within the same picce and that a
multi-keyboard—and multi-choice of instru-
ments for all the players—would be available.

Lyons: Why doesn't IAI attempt to realize
that fantasy?

Bley: We're going. to give it another 12
mur.nhs—or 12 albums—acoustically, before
we introduce more electronic music into the
line. T!\is may or may not involve new artists.
Sam Rivers has played synthesizer at the Vil-
lage Vanguard. I've played some duets with
him using a large ARP. Bill Connors is very
much interested in clectronics again. So even
our artists may be going in that direction be-
cause the calendar is on the side of it.

Lyons: Music has to proceed in an elec-
tronic direction to progress?

Bley: The history of music leads me to be-
heve so. Electric follows acoustic, as it's done
n folk and classical music. The precedents
arc already there.

}.yqns: Do you think there are any groups
effectively cxploring that terrain now? Or the
synthesis of acoustic-electric you spoke of?

Bley: You know, all the ‘electric groups
have cxpressed a desire to integratc acoustic
music after they've played electric music for
samc time. Some of them do it with separate
songs or scts and some of them within the
same picce. 1'd like to form a band—and |
suppose I'll have to do it myself—where the
dichotomy didn"t exist at all.

Lyons: What's your evaluation of “cross-
over” music?

Blg_\-:_ !l's an carly option, because we're at
4 primitive stage. It's certainly better than
icaving electricity in the hands of English
bands which duplicate the 1940s Chicago
dlues bands. There are some jazz musicians in
the movement. If improvising hasn't been
their main preoccupation to date, it will be.

.L_\'(.)n!i: Has 1Al made any artistic compro-
nmises

Blcy: The catalog will have a sound of its
own and, eventually, it will have a unique per-
sonality. Whether the jazz audience responds
to that personality is something onc has to
nope for. [ think we're speaking more of
oravery than compromise. “Compromise” is a
word [ don't understand.

Lyons: Well, are you willing to follow your
artistic ideals completely?

Bley: Onc follows the same set of guide-
lines one follows as a musician. You do your
best work at all times and hope there will be
somcone ot there to receive it,

Lyons: What's your definition of com.
mercialism? Is it increasing?

Bley: From a European perspective, many
of the dates that come out of here that are con. &
sidered commercial sound very much like juzz &
dates with sweetening tracks: strings, homsE
and so on. They're meant for casy-listening
FM play. Because they're not ambitious musi-
cally, they do fulfill a musical function as$s
hackground—something to enjoy whilc you 3

5.8 JAZZ AIDS

by Jamey Aebersold
and Others

A NEW APPROACH to JAZZ IMPROVISATION

Jamey Acbersoid, $8.95 per volume (LP & Booklet)
x’ series of books & LP slgr‘e'o records which allow
you to learn to improvise at your own pace. Can
also be used for cla teaching. Each

contains a stereo record and accompanying book-
let. Booklet includes parts FOR ALL INSTRUMENTS:
treble & bass cfef, Bb & Eb parts in each book. Spe-
cial stereo separation for rhythm section players:
Left channel has Bass & Drums, right channel has
Piano & Drums. The back-up rhythm section on
records is outstanding! Makmou want to play.
The most widely used Improvisation method on the

markst.

D VOLUME 1 “A NEW APPROACH"—Beg./Int. level. Contains
Darian minor Tracks, Blues in F & Bb, 24 measure song, Ca-
dences, Cycle of Dom, 7th's & one N7 track. Scates are
written in measures and chord tones are notated. Chapters
on Melody, Blues scale, Time, Modes, Exercises, Chords,
etc.

O VOLUME 2 *NOTHIN' BUT BLUES" —Beg fint.levet. 11 dif.
ev€nt BTues in various keys and tempos. This volume is tru-
ly fun to play with. Rhythm section on LP grooves! Scales

and chordp tones are written.

“THE 1LV7/1 PROGRESSION™—(nt. level. Prob-
Dm‘toiwﬁmﬁnogrnmwvgn! ‘musical sequence in modern jazz.
A must lor all [azz players! Supplement includes 11 pages
of IIV7/1 exercises to be applied with LP. B tracks to impro-
vise with and practice in all keys.

PIANO PLAYERS—Six books of Piano Selos &
Songs by FOUR all time Jazz greats.

Most al) solos & songs are wnitten for Two Hands with
chord symbols just as the masters play them.

O CHICK COREA: 16 tunes including Spain, 500 Miles Mlgn
& La Fiesta .... . : ..$8.95
O BILL EVANS # 1: 6 transcribed songs ... 3288
O BILL EVANS #2: 5 transcribed solos & one song $3.93
0 BItL EVANS #3: 5 transcribed solos & 15 songs 0'5'3’;(:5

ords sebsesnne
O HERBIE HANCOCK: Over 45 greatest hits $7.50
O HORACE SILVER: 53 transcribed songs exactly as re-
corded including Sister Sadie, Nica's Dieam, Rutville & Sil-
ver's Serenade $6.95
O JAZZROCK VOICINGS FOR THE CONTEMPORARY XEY.
BOARD PLAYER by Oan Haerle. An important, intermediate
method includes voicings, principles of chord function,
ituti melody har ion, etc. .$4.95

.
COMBO ARRANGEMENTS by Jamey Asbersold $4.00 ea. Trpt..
tenor, alto, bone & rhythm section.

O Herizoatat—Modat Bives D Blwe Note—3led tempo Jut

0 Bessa Nova Do Jarz O Beatitede—Latm* Rock

O Searise—Casy lazzRock [0 Hel Shet—Easy Roch

O DAN HAERLE JAZZ-ROCK COMBO SERIES—12 combo ar-
rangements scored for Trpt. Ten, Alto. Bone, & rhythm sec-
tion Write for catalog. Each arr. $4.00
O JOHN COLTRANE (combo arrangements) transcribed from
original Blue Note recording (Blue Train): (Blue Traln, Mo-
ment’s Notice. Locomolion. Lazy Bird ) Complete parts tor
trumpet/tenor/bone/rhythm, All 4 only $8.50
O HORACE SILVER (combo arrangements). Complete parts
for trumpetienorirhythm. All 4 only $5.00

E 4 “MOVIN' ON"—Inl/Adv. level. AC g
?ovgtm of Aebersold & Dan Haerle tunes. Book contains
melodies and needed scalesichords for all instruments
Only for the brave!

[ VOLUME S “TIME TO PLAY MUSIC™—Int. level. Simtlar to

. & excepl (he songs are much easier. Moda! Voyage.
Killer Pete, Groovilis, etc. Next logicat Vol. after Vol. lor 3.
Lots of variety.

[ VOLUME 6 “ALL BIRO"—Adv. level. 10 songs written by
CHarlie Parker, Ron Carler, bass; Kenny Barron, piano; Ben
Rifey on drums. Record has excellent Bebop feel! Best way
to learn these famous tunes: Now’s the Time, Yarddwd
Suite, Donna Lee, Confirmation. eic.

FOUR EXCITING ADDITIONS .
Rhythm section on records is gutshnd_mg.
D VOLUME 7—*MILES A1L2S DAVIS
DAVIS™ Eight classics writ-
ten by Miles Oavis. int/Adv
Ievel. Unique way to learn 8
of the most popular songs of
the Fifties . .. Fow, Tune Up,

Soisr, Dig, Milestones (o[d
Milestones), Serpeat’s
Tooth.

0 VOLUME 8—"SONNY ROL-
LINS" Nine classic jazz origi-
nals written by Sonny Rol-
lins, In/Adv level. Contains
8 of Rollins' most famous
tunes, in their original ke?s
.. Doxy, St. Thomas (latin,
then swing), Blue Seven,
Vaise Hot (one of the first %
jazz tunes), Tenor Madness,
Solid, Pent Up House,
Alregin, Oteo.

O VOLUME 9—"W00DY
SHAW™ Eight jazz originals
written by Woody Shaw. Int/-
Adv level. Rhythm section Is
currently with Woody Shaw
and thelr familigrity with the
songs makes it easier for
gm to play. Includes Littie
od’s Feniasy, Ketrina Bal-
lorina, Blues lor Wood,
”oonl_r'lzo. m‘;,' ;:nc Yog‘:
lavent Hei OMOITOW
Destiny, Beyond All Limits {Bossa Nova, slow), Beyond Al
Limits {Swing, up tempo)

0 VOLUME 10—"0AVID BAX-
ER™ Eight beautilul originals
by David Baker. Int/Adv
level. One ot the most pro-
litic composers in jazz to-
day. Tunes offer a wida van-
ety of styles and tempos. In-

cludes Aulil. Lo Roi, Ken-
tucky Oyslers, Passion.
Bilack Thursday, Bossa

temira, Le

Bolle, Soleil o*
Muwoir

.
DO ARRANGING & COMPOSING for The Small Ensemble:
jazrkb/rock by David Baker, 184 pp. ... ...$15.00
D JAZZ IMPROVISATION by Oavid Baker ...$15.00
O ADVANCED IMPROVISATION (with 90" cassette) by David
Baker. Spiral bound. 256 pp. .. ... ... .. $25.00
D Jaxx Styles & is: TROMBONE by D. Baker. History of
Jazz ‘Bone via 157 solos. ......... ....$15.00
D Jazz Styles & Analysis: ALTO SAXOPHONE by Harry
Miedema, edited bg David Baker; 125 transcribed and an-
notated solos by 103 famous alto saxophonists. ..$12.50
O Jazz Improvisation Method STRINGS: Vol 1, Violin and Viols
by David Baker. 160 pages ...........cceeeeniiis $12.50
0 Jazz Improvisation Method STRINGS: Vol 2 Cello and Bass
Viol by David Baker. 152 pages >

O CONTEMPORARY TECHNIQUES for the TROMBONE by Da-
vid Baker 5% 5 $25.00

.
O “BIRD UVES™ by Ross Russell. Hardbound book of
Charlie Parker's life. Qutstanding book A $10.95
O "JAZZ TRUMPET TECHNIQUES™ by John McNeil. Speciat
book designed to help solve certain problem areas of jazz
trumpet playing. A much needed book. {15t printing) $2.95
O SCALES FOR JAZZ IMPROV. by O. Haerle ...$6.95
O PATTERNS FOR JAZZ by Jerry Coker et al. Excellent for
daily practice . % $14.00
O IMPROVISING JAZZ by
O THE JAZZ IDIOM by Jerry Coker (paperback) .....$

O LYDIAN CHROMATIC CONCEPT by George Russell $28.50
DO THE EVOLVING BASSIST by Rufus Reid. SPIRAL BOUND.
For Etectric and Upright . .......ccvvuvurrrens ..$12.50
O EVOLVING UPWARD—BASS BOOK 1l by Rufus Reid. Shows
how to approach and execute in-thumb position for acous-
e bASS ..., pm ....$150
O JAZZ CUNICIANS QUARTET Play for You—featuring Jamey
Aebersold, alto & tenor; Dan Haerle, piano; Rufus Redd,
bass: Charlie Craig, drums. Can also be used as play-a-long
record for guitanist, bassist and pianist. Chord progres-
sions for each tune. STERED LP 3 transcribed solos $5.95
O CHASIN' THE TRANE by J. C. Thomas. The music & mys-
tique of John Coltrane (hardbound) . .- $7.9%
O THE PROFESSIONAL ARRANGER COMPOSER by Ru;s;g

Garcia. Standard text for big band writing . $72.
O CHARUE PARKER—30 tunes in concert key .....$2.95
O PENTATONIC SCALES FOR JAZZ IMPROVISATION by Ramon

Ricker, Study of Penlatonic scales in modern jazz, 6 tran-
scribed solos by C. Corea, H, Hancock, K. Jarrett, J. Hender-
son, J. Farrell, and W. Shorter. 30 pages of licks and exer-
cises. Spiral bound . ...$7.95
O HUGE JAZZ FAKE BOOX, 1.002 songs in concert key with
chord symbots and words. 70 songs by H. Silver, 20 by S.
Rollins, 20 bv M. Davis. 32 by Duke, & more 19.93
D SEVEN SUPER SAX COMBO CHARTS taken oft record. 5
sax, trpt, ‘bone (0pt.) & 3 rhy. Write for list 10 ea.
0 TECHNIQUE DEVELOPMENT IN FOURTHS by Ray Ricker.
For advanced players. Loads of exercises 6.95
DAEAR TRAINING BOOX w/2 cassettes by
JAZZ players. 151 pages. Excellent! $20.00
=] 'mtolﬁ' ot uugfé COPYING by Cilinton Roemer. The
music copyist Bible ... for composer, arranger, student,
teacher, Paperback v » Aveaseys 19%
O STANDARDIZED CHORO SYMBOL NOTATION by C. Roemer.

$3.95

A uniform system for the music protession.

Send check or M.O. Free postage in the USA for 3
or more items; add SO¢ postage for 1 or 2 items.
Canada add $1.75 per record; SO¢ for books. Can-
ada send U.S. funds only. Foreign add $2.00 for
one book & LP set; 60c each additional set.

JAMEY AEBERSOLD 1211-D AEBERSOLD DR., NEW ALBANY. IN 47150
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things for the moment. It the sum total ot
things youse learncd up to that moment. It
has to be channcled with all the sincerity.
meaning and integnty that brought about your
development.

“One thing is tor sure, youte always gong
10 have fun. When we get up on the bandstand.
it's going to be a happy ume | don’t tell ans-
body anything 1 let them sound the way they
are. and it happens beautttully Like thisas Pat
l.aBarbara playing )

[ remember when Flun tiest catied me up
for the 1ob recalh LaBarbara “Hetold me °}
want you to come to New York and be i the
hand. but 1 want yeu to teel you can play the
way seu want o ploy and not teet ke you
have teplay inany diresuen “Of coune,” said
the savophonmist, “the obvicus mfluence was
there 7

Bavid Wallams

contrwed iompage oY

ey Garmon) wld

ot don't it Fivim sare sou, he'll in
gt N r Loms—make sure vou're
oty —urd U Eopag = .
Elom soared " D never saw so many wning
10 v h ;.\\v'f}

<y mthe band has got

thir g that make my

teart g Iy sompidtely wineere and you

Foy thatl et cars it U had o pay a

. Hars a walh frraguy. ceuldnt
uy rity wnd nt, a

Whenowos Elvea Jomos Zar, he plass tree at

\ tats prosons. it sentething

thot st “o 2 t e D pnide and sin-

92 that some per-

ne T are the bt

(Y

B zation.
TIenviremedy amportan

coe He wdb sy come to a cin

oo regalem 22t mohke the prison

woncerts Buiaser i kmoon kow ke teels
abaatar oee meore of s vand gladly play
the oonaents fer s, 7
Itvin bone . 7w ~end on the road
whivh anclaces <o 2o LaBuarbars and Ryvo
Kawasah °© 3 Y and s.:wphun.m
Chieor Freenan A ke gruup will be
warking s ocdioa— o2 omoathy oul ot the

sear—inthe LS Eir =:usd South America.

Oncotthe ree Sasy working 1s
their perastonse. Tao yng out
there and ot the ooz 2t Buvinesa i Elin's

wite Kotk Shes on : anstantly
booking, plugang. s “hen the hend
is on the roes. sl upresert—taking

care ol Cq'.xlpﬂ"-v.‘ﬂ[. COntracty, musiCians, i’.cv:p-
my the tlabes aagy . negotiaunzg Efvan's necds.,
his moad. She looks thin, perhaps tfral, but
the energy s bouandle

HBetore John Coltrance died. he told Keiko to
watch ener Eivin and take care ol him She
has She wants Elvin Jones 1o have 1o worn
about nothing but his music ’

Kueika, who also contnibutes music to El«

vin's groups, s somctimes less tolerant of an
Amnierican system that hos trampled the black
lass culture Survivang and keeping the art
pure s atten exhausting tor her.

In the muidst of tatk about record companics
not apening thar wallets tao pronote must-
crans with Elvin's sensibshities, she ohserved:
*Lam sureal Elvin Jones was i white drummer
he would be number one in the world.”

Elvins saiile grew anto a rusty chudkice,
“There'’s no dianger of that happening. Every-
bady iy saf¢ from that, Fam not a white drum-

mer.” db
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do other things. The intent of the people in.
rolved is another aspect of commercialism. It
the attempt is modest, the result will be no
better than the attempt. $o long as they're sat-
wshicd with what theyve done and the pro.
ducers are satishied. there’s nothing wrong
\\'ilh A muodest attempt may get a better re-
MViCw, in tact.

It's another story when people come inte a
hatl for an hour and a half w sit down and lis-
ten. Then we're talhing about substance. In
Europe. that’s the norm. In this coumtry,
there’s more than one way of making and sell-
tng records, ' encouraged beciuse the last
three years have scen the advent of several
aew labels which have built a substantial cata-
log hased on somebody's sincere dusire o re-
cord a period of jazz music in an authemic
manner—without swectening. These labels
have managed well. They're thriving, There
scems to be an intemational market, as well as
a demestic one, tor—shall we say —pure mu-
S

continueg lom page $1

Lyonst Your recent 1Al solo album, Alone
Aguin, Was criticized on the grounds that there
Was ne ety of mood between tracks. How
de you react o that?

Bley: We're dealing with a very specialized
album in which the purpose was 1o have a sim-

ilarity of content from beginning to end. Re-
corded albums don’t serve the same purpose
as a live performance. It gives you a chanee to
get into a picce of musie in great depth or a
single emotional theme, beeause you have the
potential of 40 minutes on a single picce. That
license isn’t allowed in a live performance be-
cause the conditions aren’t as comlortiable as
they are at home. The album is supposed to be
A picee from start to finish,

Lyons: Now that you're o produeer, have
you discovered any keys to good recording
technigue?

Bley: 1 like w leave the tape running from
the time the musicians walk into the studio
until they leave, so you don’t have the musie
interrupted by call-backs between musicians
and the people behind the glass, IUs a simple
device to keep things more relaxed, too. You
can also provide a relaxed stmosphere by in-
viting the musicians’ fricnds. 1t can be festive.
Sound-balances should be done hours prior to
the recording—record free of technical re-
quirements, If you're recording the best im-
provising musicians on the globe, it's always
an oceasion. And it should be treated as an
occasion, not as a work-period.

Lyons: What is the best album you made
for the label?

Bley: The next one. Always the next one.
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NEW YORK

Village Vanguard: Siide Hampton Trombone
Choir (thru 5/8); Dexter Gordon (5/10-15); Thad
Jones/Mel Lewis Orchestra (Mon.).

Office Bar (Nyack. N.Y.): Danny Stiles Big Band
(Wed).

Storyville: Jazz Interactions presents Ernie
Wilkins (5/8): Al Hibbler (5/15).

Gulliver's (West Paterson, N.J.): Keith MacDon-
ald (5/5 & 8)

Smucker's (Brookiyn): Biue Magic (5/8-10).

s Skinflints (Brooklyn): Mike Mandel/ (Thurs. &
un.).

Westbury Music Fair (Westbury, L1): Johnny
Cash (thru 5/8); Jerry Vale (5/9-5/15).

Larson's: Eilis Larkins w/ Billy Popp.

York River Club: John Bunch (Mon., Tues.}; Frank
Owens (Wed., Thurs.); David Daniels (Fri., Sat.).

Folk City: Albert Dailey & friends (Sun. 4-8 PM).

Surf Mald: JoAnne Brackeen or Nina Sheldon.

Sweet Basil: Ted Dunbar Trio (thru 5/8); Kenny
sarron Quartet (5/10-14); Jim Hall Trio (opens

/17).

Capitol Theatre (Passaic, NJ): Chick Corea &
Retun To Forever (5/14).

Westchester Premier Theatre (Tarrytown, N.Y.):
Robert Goulet (thru 5/8); Totie Fields (5/10-15);
Frank Sinatra-Dean Martin (opens 5/17).

Town Hall Interiudes: Mac Frampton Trio
5711)

Three Sisters (West Paterson, N.J.): Vic Ceni-
ccla & Teddy Zaremba Quartet (Sun.); Dave Tesar
Ouartar (Man.); Wild Fire (Tues.). Jazz Conlorma-
tien (Ned ). North Jersey Jazz Co. (Thurs.); call
club tor weekend acts.

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

Studio Wis: Warren Smith's Composer's Work-
shop Ensemble (Mon.).

Creatlve Music Studlo (Woodstock, N.Y.):
spring sescion.

Viliage Corner: Lance Haywood or Jim Roberts:
Jim Roborts Septel (Sun. 2-5 PM).

Cookery: Joo Turner, vocals (thru 5/7).

Hopper's: Stan Getz (thru 5/7), Kenny Burrell
(opens 5/8).

New York Jazz Museum: Junior Mance Trio (5/8
2 PM).

Princeton University: Chick Corea & Relurn To
Forever (5/8).

Barbara‘s: Bob January Big Band w/ Shahida
Sands (Sun. 3-7 PM).

All Baba East: Juanita Fleming.

All's Alley: Frank Foster's Loud Minority w/
Charlie Persip 8 Eart May (Mon.).

Bar None: Dardanelie, piano.

Boomer's: Good jazz all week.

Broady's: Top acls.

Changes: New talent.

Crawdaddy: Sammy Price & inends.

Eddle Condon's: Balaban & Cals (Mon.-Sat.);
guest artist (Tues.); Jazz w/ lunch (Wed.). guest
group (Sun.).

Gaslight Club: Sam Ulano & the Speakeasy
Four.

Gregory's: Al Haig w/ Jamil Nasser & Chuck
Wayne (Mon.-Tues.). Brooks Kerr w/ Jo Jones.
Russell Procope & Alicia Sherman (Wed.-Sun.);
Gene Roland w/ Loumell Morgan, Morris Edwards
& Lynn Crane (Mon.-Sat. 4-8 PM); Warren Chias-
son, Earl May & Dardanelle (Sun. 5:30-9 PM).

Cleo's: Mabel Mercer’s new home.

Jazzmania Society: Mike Morgenstern Jazz-
mania Allstars (Wed., Fri., Sat.).

Jimmy Ryan's: Roy Eidridge (Tues.-Sal.); Max
Kaminsky (Sun. & Mon.).

Ladies Fort: Loft jazz Sat. & Sun. (4-7 PM).

Mikell's: Always a good show.

Other End: Top rock acts.

P.S. 77: Bucky Pizzarelli (Mon.}.

Rainbow Room: Sy Oliver.

Reno Sweeny's: Blossom Dearie (Thurs.-Sat.
5:30-7 PM, Sun. 3 PM).

Sonny's Place (Seaford, L.1.): Jazz seven nights
a week.

Stryker's: Dave Malthews Blg Band (Mon.); Lee
Konitz (Wed. & Thurs.).

village Gate: Top acts weekends; Willie Bobo
(5/13-14).

West End Cafe: Franc Williams Swing Four
{Mon.-Tues.}); Jo Jones & friends (Wed.); George
Kelly's Jazz Sultans (Thurs. & Frl.); The Countsmen
(Sat. & Sun.}.

Studio Rivbea: More lofl jazz. (Fri. & Sal.).

Jazz Vespers: S Peter’s (colobrating al Central
Synagogue); Sun. § PM,



Boltom Line: Josse Winchester (5/4-7); Gai-
lagher & Lyla (5/8); Dolly Parton (6/12-14).

LOS ANGELES

Concerts By The Sea: 8ill Evans; Art Farmer/Ce-
dar Walton Trio (5/3-8); Rahsaan Roland Kirk
:g;; 0‘- ; ;5): Eddle Harrls (5/17-8/5); Esther Phillips

The Lighthouse: Jazz regularly; call 372-6911
for details.

U.C.L.A:U.CL.A. Jazz Festival featuring Herble
Hancock, Rahsaan Roland Kirk, Thelonlous Monk
{tent.); Grover Washington, Jr; Dexter Gordon,
Woody Shaw, Me/ Lewls, etc. (5/27-29).

Hollywood Paliadium: Billy Preston (5/24); sal-
Sa concert w/ Ray Barretto, Johnny Pacheco
{5/29).

Hop Singh's (Marina Del Rey): T
POp and blues. oY) Top name lezz

Donte’s: Jazz all week w/ top studio musiclans;
call 769-1566 for details. ? '

Santa Monica Clvic: Gato Barbleri {5/22).

Roxy: Rock. occasional jazz; Muddy Walers
(5/10-11); call 878-2222 for schedule.

Parisian Room: Top nam 3 g
details 9360678, P e jazz artists all week;

Baked Potato: Lee Ritenow (Tues.); Don Randi
{Wed.-Sat.}); Plas Johnson (Sun.).

The Cellar: Les DeMerle and Transfusion plus
guests (Sun. and Mon.); clinics and seminars
(Tues.).

Sand Dance (Long Beach): Jazz Thurs,-Sat; call
438-2028 lor information.

The Improvisation: Jazz Mon.; call 651-2583 for
details.

Odyssey Theatre (West L.A): Jazz Mon.;
George Cables, Rudoll Johnson, Heney Frenklin
often; call 826-1626 for information.

Jazz Gallery: (Studio City): Jazz Wed.-Sat.; de-
talls 761-1101. *

Eagle Rock High School: Jazz concerts 2nd
Sun. of month; artists include Don Eliis, Bive
Mitchell, Shelly Manne. Roger Keilaway. Bobby
Bryant, Gemett Brown, Earl Palmer, Ray Pizzi,
Oscar Brashear, John Rinaldo, etc.

Century Clty Piayhouse: New music concerts
on Sun, and Tues.; call 474-8685 or 475-8388 lor
Information.

Redondo Lounge: Jazz nightly; Art Pepper
often; detalls 372-1420.

Emanuel Unlted Church (85th and Holmes):
Horace Tapscott and Pan Alrikan Peoples Arkestra
(last. Sun. of month).

Hungry Joe's: (Huntington Beach): various art-
Ists (Tues.-Sat.).

Studio Cafe (Balboa): Jazz all week; details
714-875-7780.

Jimmy Smith's Supper Club: Jimmy Smith plus
special guests regularly; jam session (Mon.).

CHICAGO

Jazz Showcase: Kenny Burrel! (5/4-8); Dexter
Gordon (5/18-22); Yusel Latee! (5/25-29); call
337-1000 for information.

Ivanhoe Theatre: Name jazz and conlemporary
music regularly; call 348-4060 for information.

Amazingrace: Name jazz and contemporary mu-
sic regularly; call 328-2489 for information.

Orphans: Ears (Tues.); Jazz Roots (Wed.); call
920-2677 for information.

Wise Fools Pub: Rog Pemberton Blg Band
(Mon.); John Lee Hooker (5/16-17); blues and oc-
casional jazz other nights; call 929-1510 for de-
tails.

Rick's Cafe Americain: Jazz nightly: call
943-9200 for information.

The Bulls: John Bishop Quartet (Mon.); call
337-6204.

Qulet Knight: Contemporary music nightly: call
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Col Foot & minimanual controls, Strobo-

Rates: ono inserlion $1.40 per word ($21. three

scopes, Fog Kaleidoscopes, .. . Send $3.00 shipping: Roc-
lro;\l”:s. 22.08 Wendell, Cambridge, MA 02138.

nsertions 51.30 per word; seven insertions $1.25 per
:g:g‘ pv:i nsertions $1.20 per word; 22 times $1.10 ::'
R dyment must accompany copy except when placed
¥ accredited advertising agency. Word count: count each
:;’OlsymDol Or number in body copy and company name;
z-pe:c ggavess Or post office box as one word; cily, state, &
Lolegae 35 1wo words. First words set in bold caps al no
s charge No illustration or db box number parmitied.
©Py Subject 1o publisher's approval. All advertisers

INSTRUCTION

ALBUMS AND TAPES—AIl labels, all categories. No pur-
chase obligalions. no membership fee. Discount Certifi-
cates. 100% guarantees. Free details. G. V. SOUNDS, P.O.
Box 1238 db. Manassas. VA 22110.

NEW LINE LPs 303 & 40s BIG BANDS, SWEET BANDS,
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CLIFFORD BROWN SOLOS—Twenty of Clitford's greatest
solos transcribed in spiral bound books. Only $10. Brownie
Publications, 4861 Mammolh Ave., Sherman Oaks, CA
91423,

JAZZ AND MOVIE SOUNDTRACK RECORD AUCTION.
Many hard to get and out of print LP.'s. Send for free list to
"l"o%asum 320 Ocean Pkwy. Apt. B7, Brookiyn, NY

CLARK TERRY'S SYSTEM of Circular Breathing, $2.50.
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1 s‘logmay Back Guarantee. 1,002 JAZZ TUNES-

95.  Order Now: IMPERIAL CREATIONS'
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INSTRUMENTS & ACCESSORIES

UP TO 60% DISCOUNTI Name Brand instruments. Catalog.
Freeport Music, 1147, Mahan St W. Babylon, NY 11704.

THE FINEST GUITARS should have an adjustable truss rod.
Ours 00. We would ike to send you ouf new catalog. A got

for maili would be_app .
lar for mailing B s, Sirotner Fiald, Winfield, KS

Mossman
76156.

MUSICIAN's DISCOUNT CATALOG '77. Guitars, Drums,
Keyboards, Accessories. Super Savings! Rush §1.00. Sig-
nalure Supply, P.O. Box 25208; Los Angeles. CA 90025.

THE REAL BOOGIE WOOGIE IS ON JACKSON RECORDS.
JACKSON 1206 The Rarest Pete Johnson, Vol. 2;
JACKSON 1207 Pele Johnson & Joe Tumer 194449,
JACKSON 1208 Meade Lux Lewis—"Selfportrait™, DM 20,
each postpaid (IMO only) from: JAZZ BAZAAR, P.O. Box
1126, 5466 Neustadt, W. Germany
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NOTICE: RECORO RATERS WANTED
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WHERE TO STUDY

DRUM INSTRUCTION. Positive results within six weeks!
The musicians you play with will notice the ditference! Our
are among the most successful drummers in

*DRUMMERS* * PERCUSSIONISTS® Write Terra Tu for the
best prices on accessories, heads. sticks, pedals, etc.
Remo, Evans, Promark, Tama, Sonor, Grelsch and more.
TERRA TU Ine., 4420 Superior Ave,, Cleveland, OH 44103,
{216) 431-6482,

PROFESSIONAL SERVICES

MUSICIANS REFERRAL SERVICE. "Musicians 1ooking for
musicians.” Call 24 howrs (214) 690-0828; (800)
527-61860, toli-free.
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Batlmare, MO ;;nzoq,r: froo: KERNS, 7249-D Falrbrook,

WEAR YOUR INSTRUMENT T. pel,
Fluto, Drums, Keyboard, Gultar. sa?é'éf‘é.‘.aff’)& IE.L“ o
T-SHIRTS, 190 Grand St., Mamaroneck, NY 10543,
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(612) 825-6848 or Toll Free (800) 328-8860 «
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OLDER JAZZ, SWING LPs—lowest prices. Mmlhly-ltsli
OC's, soundiracks, auctions! TURNTABLE, Box 11380,
Whittler, CA 90609. U

Amarica. A revolutionary method taught in Manhattan oc
through tape recorded home study. For information (includ-
ing a 20 minute recording). send $1.00 to the Staniey
Speclor School of Drumming, 200 W. 58th St., Dept. 396,
New York, NY 10019. Phone: (212} 246-5661.

SCHOOL OF CONTEMPORARY MUSIC (Striving to build a
new way). Jarz-Classical-Rock. Full or pan-time study.
Monthly enr i i APPRO%
FOR VETS. Jeftroey . Furst. Director, 2001 Beacon St..
Brooktine, MA 02146. (617) 734-7174.

HOME STUDY courses in modern theory, arranging, and

Shtention. ‘Apotied Music. Schach 505 W: Hirbocouah.
3 Ic 5 .

Tampa, FL 33603. ilisborough,

PLAY CONGA! PLAY ROCK DRUMS! Mome-study courses
teach you fast! Details free. TIP Publishing Company, 1163
hor, Dept. OB, Phula, PA 19124

JAZZ COMPOSITION: A complele corrosp_on—dmo course
in composing lor Jazz ensembles. Robert Doak, Box 15636,
St. Petersburg, FL 33733.

b.")‘rllt')Y WI‘I“H u&HARLIE BANACOS
Used by profe tuden b
aed mg 3siona 4 h:r de uwovldwide.ngl;:.

swers all questions and 6uldcs you in these home
study courses. Send name, address and short resume
Tor intormation.

CHARLES BANACOS MUSIC CO.
1, 33 Tyngaboro R4, Oracut. MA DI826 USA

May 19 O 83




Tonal
Shorthand

by
Dr. William L. Fowler

The most concise, accurate and
versatile harmonic abbreviation
system yet devised.

“2n2 abalishes:

Te SoCTe
Tenal shirang

Sens f3r your copy TODAY!
‘ . ST 277 Trionta ath
350 o teme 3ma mae

| 222 w. adams St., Chicago, 1 66606

|
H my $2
hananng 'er one cang o e - T
| HAND took

og

[

|' S6rry. 66 Ghing 60 01 5 rrrees,
| PLEASE PRINT
' tiame
' Addres-,
!
| Caty
|
] State I
L State and tocal tase where appi
______ ——— ———— e —— —

54 [0 down beat

348-7100

Ratso’s: Jazz regularly; call 935-1505 tor infor-
mation

Ron's Pub: Jazz nightly: Tommy Ponce. Yikes.
Jeame Lambdert often.

Enterprise Lounge: Von Freeman (Mon.).

Grass Hut: Music weekends, Tennyson Steph-
ens often: call 768-9546.

1‘mo Inn: Carl Wright Trio (Thurs., Fri., Sat.. Sun.

afty

Colette's: John Campdeil Trio (Tues.).

Backroom: Jazz nightly; Eidee Young Trio often;
call 944-2132 fer intormation.

Lancers (Schaumburg) Stan Kenton (5/11).

Auditorium Theatre: Average White Band/\Wild
Cherry (511,

Elsewhere: Blues nightly: call 929-8000 for in-
tormation

Jazz Hotline: 421-6394.

{ SAN FRANCISCO

Great American Music Matl: Oregon (5/4-5);
¢ Derough 15.6-T). George Duhe (5/10-11);
Gecrge Shearng (5/13-14), Carmen McRae

15 2C-21). Buddy Rich (5:23).

Keystone Korner: Aary Lou Wilhams (5/1-8); Art
Farme- Cecar Yalton Quartet w/ Sam Jones &
Eiily Higgins (5/17-22); Rahsaan Roland Kirk and
ke V.eration Socrety (5/24-29). Mel Ellison
18 23)

Old Waldor!: Blues and jazz most nights; call
397-3864 for details

The City: Liz Torres (5/1-B). Marlena Shaw
15/17-22): call 391-7920 for information.

Blue Dolphin: Experimental jazz most nights;
call §24-3822.

Bear's Lair: Dave Liebman/Pee Wee Ellis Band
'512); Night Fiyte (5/19); Bill Bell (6/2): call
€42.7477

Gatsby's (Sausalito): Jazz and blues; call
332-4500 tor details.

i Inn Of The Beginning (Cotati): Jazz most Mon-
day nights; call 795-3481 for information.

Oakland Coliseum: Pink Floyd (5/9-10).

Reunion: Jazz and salsa seven nights: call
346-3248 lor schedule.

Sweetwater (Mill Valley): Jules Broussard
(VWed.-Sun.).

West Dakota (Berkeley): Rock, jazz, salsa most
nights: call 526-0950 for details.

Cesar's Latin Club: Cesar's Latin/Jazz All-Stars
(Thurs.-Sun.).

Cat's Paw Palace (Berkeley): Classical and
electronic music, occasional jazz; call 841-6911
fcr detasls

Catalyst (Santa Cruz): Rock. blues, occasional
jezz: call 841-6911 for details.

Boarding House: B. W. Stevenson, Steven From-
holz (5/10-14); Country Porn (5/17-22): call
441-4333 for complete schedule.

Green Earth Cafe: Blues, jazz and rock seven
| mights; call 861-0060.

Keystone Palo Alto: Rock, folk, occasional jazz;

| call 40B-324-1402.

Keystone Berkeley: Rock, blues, occasional
jazz; call 841-9903 for information.

Panagaea: Evperimental music weekends; call
824-8131 tor details.

The Scene: Tommy Smith’s 3rd Act (Thurs.-
Sun)

KJAZ-FM Jazz Holline: (415) 521-9336.

PHILADELPHIA

Academy Of Music: Herbie Mann, Dexter Wan-
| <el, Jean Carn (5/1); call 893-1930 for informa-
tion,

Big Play (t4anayunk): Richard “Groove” Holmes
(Vied.); jams (Mon.).

Bljou Cafe: Seawind (5/11-14); call 735-4444
for information,

Borgia Tea Room: Bob Cohen Trio (Sat.); Donna
| Jean Glasgow (Fri.).
| Brando's: Jazz twice a week; call 545-9370 lor
| nlotmation,
| Cafte Soclety: Ted Greike (weeknights): Ted
t Groike Duo (neekends).

Calvary Church: Byard Lancastoer (5/1); Jeanne
Wiison Trio (5/8); Equinox (5/15); Heath Allen and
Aahkrohosmic Unit (5/22); Larry Davis (5/29); after-
noon of eleclronic music (6/5).

Carroll's: Ace Tesone/John Bonnle Quartet
(Tues.. Wed., Fri.); Jimmy Johnson/fLex Humphries
Quartet (Mon., Thurs., Sat.); jJams Friday at 4 PM;
call 545-9301 for details.

Del Mar Lounge: Occaslonal jazz; call
V14-3458 for information.

Dino's Lounge: Big names and local acts; call
PES5-3456 for information.

Foxhole Cafe: Big names; avant garde; call for
information.

The Spectrum: Return To Forever, Procol Harum
(5/13).

Grendel’s Lair: Jazz Mondays; call WA3-5559
for information.

Latin Casino (Cherry Hill, N.J.): Dionne Warwick
and Lou Rawls (5/16-22).

Khyber Pass: John Benthal/Damon May guitar
duo (573, 5/10); Heath Allen/Steve Marcucci Duo
(5/13-14; 5/20-21); Jeanne Wilson (5/23; 5/30);
Jim Brent/Bruce Kosminsky Duo (Wed.).

Main Point: Occasional concerts; call
LA5-3375 for details.

Letters: Jazz Sundays at 9 PM; call 546-5099
for information.

The Painted Bride: Loving Kindness featuring
Byard Lancaster (5/2); Sumi Tonooka Trio (5/8)
Ray Bryant Duo (5/16); Larry Davis Sextet (5/23).

Royal Cafe: Hollis Floyd Combo {Thurs.-Fri.).

PHOENIX

Boojum Tree: Jimmy Witherspoon (4/24-26):
Eddie Harris (5/8-10); Cal Tjader {6/6-11); Joe!
Robin Trio (regulars); Mike Moliman Trio (Sun.).

Celebrity Theatre: Harry Chapin (4/29); Jimmy
Bullett (5/12); Gary Wright (5/13); Jerry Riopelle
(5/20-21).

Varsity Inn: Grani Woll's Night Band (5/2. 5/9).

Tucson Doubletree: Spoon (4/28-30); Les Mc-
Cann (5/5-6); Stanley Turrentine (5/10-12): B.8.
King (5/19-21).

Ramada East Phoenix: Keith Greko, solo piano
{Mon_-Fri., 4:30).

Mesa Community College: Summer Jazz Work-
shop w/Bruce Fowler. Tom Fowler, Ladd Mcintosh,
Lanny Morgan and others (6/11-17).

Scottsdale Center: Bill Evans Trio (4/30).

Arizona State: Herb Johnson Scholarship Bene-
fit (4/26).

Playboy Ctub: Margo Reed & Lee O‘Donnell
(4/22-23).

Symphony Mall: Jazz in AZ presents Young
Sounds (5/22).

Valley Ho: Armand Boatman Duo (Tues.-Sat.).

Mabel Murphy's: Jazz (Sun.-Wed.}.

Dooley's: Muddy Waters/Tom Rush (4/26); Les
McCann (5/3). jazz night (Sun.).

Beachcomber Lounge: New Moon Quarte! (Fri.-
Sat.).

Encanto Park: Musicians Union Picnic (4/17).

PITTSBURGH

Melnz Hall: Les Brown and his Band O/ Renown
(517).

Syria Mosque: Chick Corea and Return To For-
ever (5/9).

Civic Arena: Average White Band (5/6); Heart
{5/12); Natalie Cole (5/15).

Tender Trap: Don Aliquo/Ron Bickel Duo (Fri.
and Sat.).

Sonny Dayes' Stage Door Lounge: Spyder &
Co. featuring Eric Kloss regularly (Wed.-Sat.);
open jam session every Tues.

Christopher's: frank Cunimondo Trio (Wed.-
Sat.).

Crazy Qulit: Name jazz regularly; call 288-0333
for informalion.

Crawford Gril} and Concert Hall: Jazz regularly;
call 471-1565 for delails.

Ernle’s Esquire Club: (McMurray): Al Dowe
Quintet w/ featured vocalist Etta Cox (Thurs.-
Sat.).




According to a Professor of Acoustics, |
a Molecular Biophysicist and Master Luthier,

this is the most scientifically perfect
Joh Suitar ever made.
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\ Kenny Clare ] ! Jake Hanna
Ginger Baker . Butch Miles v ’ Jo Jones
Roy Haynes Mickey Roker " Larrie Londin

- Bob Moses - Kenny Clarke : Horacee Arnold
Buddy Rich EL oy Danny Seraphine B by Andrew Cyrilie Steve Schaeffer Harvey Mason -
Billy Cobham Art Blakey Joe Corsello Danny D'lmperio
Louis Belison Bob Rosengarden Harold Jones Pete Magadini
Max Roach Alphonse Mouzon Peter Erskine les DeMerle
Lenny White Ed Shaughnessy Roy McCurdy John Guerin

Takes great pride in presenting the world's foremost drummers. . .
all players of AVEDIS ZILDJIAN cymbals exclusively.
AVEDIS ZILDJIAN CYMBALS are the ONLY cymbals made ANYWHERE IN
THE WORLD by Zildjians and their350 year old family secret process.



