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s trumpet.
t’s why educators
w-lll use the Flugabone the
year around. Not only for

marching bands. But also in
jazz groups, combos, ensem-
bles, stage bands, and brass
choirs.

And even the most
accomplished trumpet and
trombone artists will
recognize it as the greatest

We i ratter ist
D nstruments speak
for themselves

doubling instrument ever.
Come, see, play and hear
this new King Flugabone at
vour King dealer’s.
You've simply got to let
it speak for itself!

Features a straight-ahead, 8%" bell.
Unusually large throat 500 bore.
Top-sprung valves Three water keys—on
mouthpipe, 3rd valve, and curved branch.
Benge 12C mouthpiece Available in brass
(as illustrated) and either bright or satin silver
finish. 19%%" long. Comes in a deluxe wood-
constructed case by King

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

Exclusive Distributors of King Musical Instruments and Accnnsones Benge Trumpets, Cornets, Flugelhorns and Mouthpieces;

DeFord Flutes/Piccolos; Mangaux S

nets and Oboes; Manhasset Music S'ands.




THE LONG AND THE SHORT OF
SOUND REINFORCEMENT.

You know about the
long part. Separate
components can keep
your hands full, what
with the extra help and
time needed to get your
sound reinforcement
acttogether.

Now for the short
part. The Yamaha
EM-200 and EM-300
stereo output integrated
mixers. They leave
you free to concentrate
on the creativity
of your job, not
the mechanics
of it.

You get
the mixer,
power amplifier,
9-band graphic

equalizer,echo and
reverb control all in one
unit—great flexibility
with options to expand
and enlarge.

The EM-200 and
EM-300 are ideal for
small to medium size
reinforcement applica-
tions, wherever you
need a precisely
placed, superbly clean
and well-defined sound

from a compact source
that is easy to set up
and operate.

The EM-200 has
eight input channels
and 120-watt speaker
output. The EM-300 has
12 input channels and
200-watt speaker out-
put. Forincreased
flexibility, both the
EM-200 and EM-300
have hi and lo impe-

oy

dance monitor output
levels (+4dB into 10K
ohms, and 0dB into 600
ohms). Additionally,
eight patch points allow
you to connect acces-
sories directly to the
mixers power amp for
dramatically lower
noise levels.

The EM-200 and
EM-300 give you the
short-cut to reinforce-
ment that won't short-
change the quality of
your sound. They're con-
venient to set up, oper-
ate and locate...at your
Yamaha dealer soon.

© YAMAHA

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



THE SAXOPHONE
THAT TRANSCENDS
THE STATE

OF THE ART

A singing sound that
transcends the purely
technical aspects of playing.
A warmth and tonal response
above and beyond any
saxophone you have ever
played. Incomparably true
intonation. Handcrafted in
W. Germany and the United
States. Ask the selected
music dealer in your area to
demonstrate this eloquent
instrument.

(H-COUF|

For the artist in every musician

1000 Industrial Parkway
Elkhart, Indiana 46514
Phone (219) 293-8602
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CHORDS AND
DISCORDS

Bruce Back In Town

I don’t believe it! At last down beat recog-
nizes one of the most honest musicians
around—Bruce Springsteen. Mikal Gilmore’s
review of Darkness On The Edge Of Town
(10/19/78) really tells it like it is. Just listen to
the words of any Springsteen song and one can
see how much he has in common with the
jazzman. | suggest to anyone disgusted with
the state of rock music today to pick up any
one of Springsteen’s albums and dig on what
rock and roll is supposed to sound like. Bruce
is the real thing.
Robert Saenz

Jazz in the
Age of Apathy

As an aspiring jazz-creative musician, I am
very much dissatisfied with the state of the
music and my certain fate should I decide to
pursue music as a career (which I undoubtedly
will). My ¢oncern is this: people are too will-
ing to accept mediocrity as greatness. This is
true in all of society, but in music it is difficult
to understand because there is some truly in-
credible music being presented.

In this generation of apathy (the generation
that saw Vietnam and Nixon) it is difficuit to
find music that is a true form of expression—
which is music’s purest and most advanced
form.

Rochester, N.Y.

True, jazz is closely related to religion and
spiritualism, while “today’s jazz”—produced
for airplay on jazz, disco, and Muzak stations
alike—emphasizes technique and simplistic,
carbon-copied arrangements.

Yet New York’s one “jazz station,” WRVR,
claims “Jazz has never sounded better.” They
also imply in their ads that jazz has evolved
from John Coltrane to George Benson. True,
intensely spiritual music has never been con-
sidered popular and this is understandable: it
is nor for everyone. Jazz musicians are under-
going terrific pressure and many of jazz’s
greatest heroes have given in to the power of
the almighty dollar.

I can only hope that the public will demand
more quality from the music world so that
people like Yusef Lateef, Sonny Rollins and
Pharoah Sanders can go back to creating
music and inspiring young musicians like my-
self.

Erik Lawrence (son of Arnie) New York City

Defective LPs

There is an incredible lack of quality con-
trol in the records being marketed in the U.S.
today. I’'m not speaking of musical content,
production, or recording techniques—these
are separate matters. The difficulty is in the
pressings themselves.

I frequently purchase discs that are warped
so badly that they will not even track proper-
ly. Some LPs have the spindle hole punched
so far off-center that the subsequent pitch os-
cillation renders the record unlistenable. And
it’s not uncommon to buy a new record which
has surface “pops” that are louder than the
music. One source of the surface noise is the

fact that new records are now made of s recy-
cled and %4 virgin vinyl. This recycled vinyl
comes from melted down, returned albums.

The only way I have found to escape the
miserable quality of most of today’s records is
to buy used LPs from mail order dealers. If
these LPs are in *“new” condition, and are
older out-of-print pressings, the vinyl is al-
ways heavier and the disc is far superior to
anything on the market today. But why must
consumers be forced to avoid new releases be-
cause the pressings are defective?

Anyone who is as disgusted as I am shouid
contact me to get some action on cleaning up
this mess. Who has information on responsi-
ble parties to contact? I want to hear from al!
of you—musicians, recording technicians,
record companies, retailers, distributors, auc-
tion dealers, record collectors, and consum-
ers. Write: 15010 Madison Ave., Cleveland,
Ohio 44107.
Rick Endress

Bird’s Limited Edition

Can somebody please tell me why Warner
Bros. released Charlie Parker’s Dial record-
ings as a limited edition? These are probably
the greatest records in the history of jazz, and
you can’t buy them!

They wouldn’t release Beethoven or the
Beatles as a limited edition, so why Charlie
Parker?

Dennis Kosterman Address unknown

Although appropriate WB moguls could not
be reached, it was undoubredly felt unfeasible,
economically, to put out a set thar would list for
over $40. The distilled two-record set was con-
sidered to contain the “‘essence” of the limited
edition. Fd.

Cleveland
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POTPOURRI

Holy humming! Jazz Vespers,
of the Community of Christ the
Servant, Lombard, Iii., is offering
a single prize of $500 for the
composer(s) of the winning jazz
hymn, in their first attempt to
compile "“a body of hymns in the
uniquely American style of jazz.”
Judges include saxophonist Joe
Daley, Northwestern University
Professor Tom Willis, commer-
cial composer Marty Rubinstein,
and church historian and “de-
votee of American Popular
music” Martin Marty, a profes-
sor at University of Chicago.
Write 477 E. Butterfield Rd.,
Lombard, lil. 60148 for further
info but hurry—deadline for en-
rees, Dec. 31, 1978.

Chuck Wayne's latest album,
Traveling, on Gus Stataris’ Pro-
gressive label, has been pre-
nominated for a Grammy. Fea-
tured in addition to Chuck on
gujtar are Ronnie Bedford,
drums, Jay Leonhart, bass, ana
Warren Chiasson on vibes.

Wayne told db, “The music is
straightahead jazz. All the tunes
are standards with the exception
of the title track, a fast samba |
wrote that would be great for an
airline commercial. There are
fantastic moments of simuita-
neous improvising. All the guys
are superior musicians. This is
my first Grammy nomination and
it is exciting.”

®

Eubie, a musical revue of
tunes penned by perennial pian-
ist Eubie Blake, has opened an
Broadway. The show played
Philadeiphia for 13 weeks be-
fore coming to New York.

The Hines Brothers, Maurice
and Gregory, top an enthusiastic
dancing, singing cast. Featured
Blake-penned numbers include
I'm Just Wild About Harry, Shuftie
Along, and I'm Just Simply Full Of
Jazz.

The opening night crowd gave
95-year-old composer Eubie
Blake a long and genuine stand-
ing ovation.

Changes galore for Maynard
Ferguson—first his orchestra’s
16' GMC Pike truck, carrying
$75,000 to $100,000 worth of
sound equipment, stage lights,
and instruments disappeared
from in front of San Francisco's
Sutter Hotel, then rhythm section
teammates Biff Hannon and
Gordon Johnson left the band.

The truck turned up, equip-
ment intact, several hours after
the SFPD got on the case, but
Hannon and Johnson are gone
for good.

“| spent three and a half years
on the road, between Buddy
Rich’s big band and Maynard's,”
Hannon explained, "and I've
wanted more time to practice
and write. I'm at work on two
books, one of tunes, one of
etudes, and want to emphasize
small group playing for a
change. I'm still writing for May-
nard—there was no falling out
between us—and I'm putting a
group together in New York City,
with a four piece rhythm section
and two horns. | want to do a
short tour with Jeff Tyseck, (who
was lead trumpeter with Chuck
Mangione's big band).”

Johnson is freelancing in the
Apple; he plays with the Joffrey
Ballet, and he appeared with
Paul Winter at Carnegie Hatll. “I
just had to get off the road,"” said
Johnson, who is at work on a
project with trombonist Jim
Pugh, from Woody Herman's
band. “There’s a point where you
have to, just have to, go to one
place and live there.”

A massive country music dis-
cography, covering recordings
up through and including 1942,
is in preparation, partially
funded by a $7500 grant from
the Nationa! Endowment for the
Arts and researched by British
editor Tony Russell, who has
been compiling it for over ten
years. Dates, places, personnel,
and release numbers of all coun-
try records made, released or
not, will eventually be published
by the Country Music Foundation
Press. Though works of similar
scope have been attempted con-
cerning jazz and blues, this
marks the first effort in the coun-
try music field.

Bassist David Friesen, brass-
man Clay Jenkins, drummer
Gary Hobbs, pianist Fred Simon,
and woodwind player Michael
Bard will be clinicians at Feld-
kirch, Austria’s International
Jazz Festival, January 2 through
14, Tickets, accommodations,
board, and transportation from
the airport to a picturesque town
amid skiing offered complete at
$595 per fest-goer; write Inter-
national Education Institute, Box
1012, Oak Park, Hl. 60304 for
reservations or a brochure.

It's too late to catch the 11th
edition of Umea Jazz Festival,
the northernmost event of its
kind, held in Sweden October 26
through 29. In attendance were
Bernt Rosengren’'s Kvartett,
Thor Egerbladhs’ Oktett, Ly-
stedts Latin Jazz, Willem Breu-
ker Kollektief, Thad Jones-Mel
Lewis Orchestra and Helen
Merrill, among others.

EARL McGHEE

Is it agony or ecstacy to improvise rhapsodies? Only Keith Jar-
rett knows for sure, though audiences at his eight-stop solo
concerttour inlate October could make educated guesses. Oth-
ers can decide by experiencing The Sun Bear Concerts, a ten
disc set cut in Japan in 1976, just released by ECM. |

Canada’s Jazz Appleyard

TORONTO—Canada’'s on-go-
ing television series devoted to
the presentation of jazz began
its second season this fall The
scope of Pefer Appleyard Pre-
sents, as the series is called. is
broad—from dixieland and rag-
time to mainstream jazz and the
blues.

The program, produced by
William F. Cooke Televisior Pro-
grams of Toronto and CHCH-TV.
boasted a solid if unadventurous
line-up for its first season last
year: Buddy Tate, The Climax
Jazz Band, Joe ‘'Cornbread’
Thomas, Jim Gallcway and
Metro Stompers. It pulled in
over 200,000 viewers per
broadcast. This response pius
positive critical comment led to
the second season with Peter
Appleyard presenting Helea
Humes, Hank Jones, Zoot Sims,
Professor Longhair, Slam Stew-
art, Eubie Blake, and the late Joe
Venuti in one of his last televi-
sion appeararces.

The show's nost, Appleyard, is
a former vibist with Benny Good-
man and an active studio musi-
cian in Toronio, where the pro-
grams are taped. In addition to
his principal instrument, he plays

piano, drums. xylophone and
marimba. In 1957 he recorded
“Anything Goes". the first jazz
LP produced in Canada.

The tapings take place before
an audience in Albert Hall, a
dixieland nightciub in downtown
Toronto. When producer/direc-
tor Ron Meraska transforms the
club intc a studio with his sea-
soned crew, however, the music
ranges widely. According to
producer William Cooke, taping
in the club creates a realistic
nightclub atmosphere and cap-
tures some of the excitement of
an actual jam session.

Videotaped in cooperation
with CHCH in Hamilton, Ontario
the show uses a five camera set-
up including a hand-held camera
which makes for lively angles. It
is a tribute to the realism of
Peter Appfeyard Presents and to
its genial and talented host that
a minimum of prompting of the
studio audience is necessary to
encourage applause.

TV audiences across Canada
have been watching Peter Apple-
yard Presents since early No-
vember. It can also be seen by
U.S. audiences in some northern
cities. Check your local listings.

December 7 O 9



NEW RELEASEN

ABC/Impulse’s Dedication re-
issues continue with The Great
Tenor Encounters (Duke meets
Hawk and Trane); Count Basie’s
Retrospective Sessions; Foun-
dations of Tom Scott, Gato Bar-
bieri, and John Klemmer; Sam
Rivers’' Trio Sessions; Pee Wee
Russell’'s Salute To Newport;
Yuset Lateef's Live Session;
Further Fire Music of Archie
Shepp, and Plenty Of Paul Horn.

[ ]

Dexter Gordon's Manhattan
Symphony and Woody Shaw's
Stepping Stones are new from
Columbia. Shaw's fans should
look for Little Red's Fantasy,

too—a 1976 date just issued by
Muse.

[ ]

Muse-ing on, Clifford Jordan's
Inward Fire, Richie Cole’s Alto
Madness, Eddie “Cleanhead”
Vinson’s ‘‘Clean’’ Machine,
Dave Pike's On A Gentle Note,
and Houston Persons’ The
Nearness Of You have become
available.

®
Clifton Chenier leads His Hot
Louisiana Band In New Orleans,
on GNP/Crescendo. And blues
harp blowing Walter Horton has
Fine Cuts on Blind Pig Records.

AFLOAT

MIDDLETOWN, CONN.—The
Hartford Jazz Society launched
its 17th Annual Boat Cruise
down the Connecticut River from
the town dock on a perfectly
crystalline late summer’'s Sun-
day. The "Block Island” was
stowed to the gunwales with
700-plus members, guests, and
cooking combos: the Frank
Strozier/Louis Hayes Quartet
with Harold Mabern and Jamil
Nasser, and Hartford's Norman
Macklin Quintet with singer Kitty
Kathryn. Dancing, picnicking,
socializing and digging the
sounds (well miked to all decks)
were the orders of the day.

To the Society—now in its
18th year and America’'s oldest
jazz support group—the Cruise
is the bread and butter affair of
the year, especially since the
nixing of National Endowment of
the Arts grants which had shored
up their starry concert season.
“This cruise brings in more than
our entire membership dues,”
said Art Fine, ex-president of the
Society. “it's a guaranteed sell-
out every year, rain or shine.
When we had the grant money,
we could book big names all
winter and sell out concerts, t0o."”

As it stands, the HJS pulls
half-houses to its Sunday eve-
ning concerts at Dunfey's in the
Sheraton Valley Tobacco Inn in
Windsor, Conn. Altoist Phil
Woods was a happy exception;
Springfield, Mass., strongly
drawn to the Society's activities,
turned out in droves for their
home-town boy. Others in the
HJS fall series were the Buddy
Tate/Scott Hamilton Quintet;
Toots Thielemans' Quartet, and
(December 3) Elvin Jones' Quar-
tet. More information on the
Hartford Jazz Society is avail-
able from Annette Cohen, 73
Lebanon St., Hartford, Conn.
06112,

10 O down beat

Manic
Activities

NEW YORK—The Jazzmania
Society's fourth season is in full
swing, with saxman Mike Mor-
genstern in charge. Morgenstern
founded Jazzmania after 'get-
ting musicians together to play
became more economical with a
place of our own. Now,” Morgen-
stern tells db, “we have the most
beautiful place in town,” a
homey loft at 14 E. 23rd St.

Wednesday at Jazzmania is
Guest Speaker night. Arnold Jay
Smith, db correspondent, hosts
the series which includes a one
hour talk followed by recordings
of the guest and open discus-
sion. This autumn Carla Bley,
Chico Hamilton, Frank Foster
and Red Rodney participated.
On Thursdays, Morgenstern
leads a Jamarama, featuring his
alto, tenor, bari saxes and bass
clarinet playing, singing, and
surprise sitters-in. Friday and
Saturday nights it's Jamarama
Plus, with special guests high-
lighted. Recently Frank Strozier,
the Bridgewater Brothers (Cecil
and Ron), Eddie Jefferson, Ar-
thur Blythe, and James Newton
have played.

“| invite people I've gotten to
know over the years, really ac-
complished musicians,” says
Morgenstern. It's not like a jam
session. It's a musical evening
where specific players play
specific tunes. The audience
gets a variety of experiences
throughout the night.”

Sunday afternoons Jazzmania
hosts a Bagel Brunch to the mu-
sic of "people who are just start-
ing out, just coming in from out of
town, or sidemen trying to work
as leaders.” Sunday night is a
Musicians' Flea Market; folks
stop by to sell, buy, swap or
browse magazines, instruments,
records, et al, and just hangout.

MARK HANAUER

SHOWCASE AT DONTE'S

HOLLYWOOD—Cary Lever-
ette, owner and manager of
Donte's jazz club in North Holly-
wood, has initiated a series of
talent showcases on Tuesday
nights, designed to give local
unknown artists an opportunity
to be appraised by professional
musicians and established crit-
ics. The winner's prize is a one-
nighter at the 13-year-old club.

Judges to date have included
Lee Underwood, West Coast
Editor of down beat; author Larry
Cole; musicians Bobby Knight,
Eddie Arkan, Ross Tompkins and
Lanny Morgan. Future judges
tentatively include critics Leon-
ard Feather and Harvey Siders,
and musicians Shelly Manne,
Frank Rosolino, Don Menza, and
Lou Levy.

Winter’ s Music For The Dance

The Paul Winter Consort im-
provised and recorded the
score for a new ballet choreo-
graphed by Murray Louis for the
Jose Limon Dance Company to
be performed by the Limon Com-
pany at the City Center Dance
Theatre on December 19th.

Murray Louis asked Winter to
do the music for his new ballet
after the choreography was vir-
tually completed. A recording
session was arranged at which
Paul and the Consort (David
Darling, cello; Nancy Rumble,
oboe and keyboard; John Guth,
guitar and bass; Jim Saputo,
percussion, and Akira Tana, per-
cussion) actually watched the
dancers perform in the studio
while simultaneously making
the music. After repetitions of
this process, a final tape will be
created.

This work process is unusual
in the context of how most
choreographers and composers
collaborate, but is not new to
Mssrs. Louis and Winter. Louis
has done several ballets in this
manner (Personnae and Con-
tinuim) and Winter has worked in
simifar fashion with choreogra-
pher Alvin Nikolais.

FINAL BAR

Bandleader and trumpet player Raiph Marterie died October 9 in
Dayton, Ohio. He had completed an engagement in Cleveland and
was stricken with a heart attack while on the plane returning to his
home in Chicago. Marterie was 63.

Marterie spent most of his professional career in Chicago, where
he began in the '30s playing in local orchestras. His virtuosity on
trumpet made him popular in the studios, and he spent a good part
of the 1940s prospering on the radio staffs of ABC and NBC.

Although the great bands of the '30s were in decline by the post-
war years, there were those in the record business who believed
the old magic could be recaptured by new bands properly pro-
moted. With rock and roll not to emerge until 1955, there was no
clear evidence they were wrong. Moreover, the success in 1950 of
Raiph Flanigan, who was created and marketed wholly by RCA Vic-
tor, suggested they coulc be right. So Marterie, then the leading
studio player in Chicago, was a logical choice for Mercury Rec-
ords, who wanted to create a band that could compete with Flani-
gan. Thus, the Ralph Marterie orchestra was born in 1951. The pro-
motion was heavy. Caravan was his most successful record, but
there was also a long series of akbums pitched at the teen-age mar-
ket that sold well. Soon Marterie was a major national name—a big
fish in the still small pond of post-war dance orchestras.

By the time rock and roll broke, his reputation was solid enough
to carry him on for another 15 or 20 years of steady work. Marterie
had been ill in recent years, but he still played dances, public and
private, usually recruiting musicians on an ad hoc basis.

He is survived by his wife, Edith; and daughters Judy and Diane.

Teddy Hill, who played tenor sax with Luis Russel's 1929-'31 or-
chestra, started his own band in ‘34 (frequently working Harlem's
Savoy Ballroom), and after 1940 operated Minton's Playhouse,
where bebop was born in after-hours sessions, died in Cleveland in
mid September. He was 68 years old.

Charles Wes Cochran, Chicago reed player and a staunch mem-
ber of the Association for the Advancement of Creation Musicians,
died September 10 of a sudden iliness. He was 32 years old.
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The Gospel According To MINGUS:

BY BRET PRIMACK

The marquee read “The Dannie Richmond
Quintet.” Qutside the Village Vanguard, tak-
ing my final breath of Seventh Avenue air be-
fore descending the hallowed steps (Coleman
Hawkins, John Coltrane and even Lenny
Bruce once worked Max Gordon’s home for
wayward beboppers), I overheard a conversa-
tion between two dedicated fans. The elder, a
cat known as Shake, was in his early *50s, and
sported the customary goatee and beret. I’d
seen him around before, but his pal, Jim, was
new to the scene. Jim wore a dashiki with
matching skullcap and was armed with The
Encyclopedia Of Jazz In The Seventies. The
subject of their rap was the Charles Mingus
Jazz Workshop.

“Man, I've seen some heavy sax players
come out of that band. Clifford Jordan,
Charles McPherson, Jackie McLean, John
Handy, Roland Kirk, Yusef Lateef, Booker
Ervin, Eric Dolphy, George Adams and now
my man Ricky Ford. You hear what I'm say-
ing?

“Now it’s a drag Mingus is sick, but who’s
better equipped to take over the band than
Dannie Richmond? You got the book. See
how many years he’s been playing with
Mingus.”

Jim sprung into action. “Dannie Richmond,
born New York City, December 12, 1935. Ex-
cept for occasional side ventures, he was best
known from 1956-1970 with Charles Mingus.
He also played with the Mark/Almond Band
[a rock-blues-jazz aggregation| for three
years, Then he worked with Joe Cocker and
did a tour with Elton John ...”

Shake interupted. “Elton John? Didn't he
work with Stan Kenton?"

“Hey man, let me finish. Richmond also
worked on BBC radio with Danny Thomas.”

“*Danny Thomas the conga player?”

"Pardon my friend, mister. I usually leave
him at home locked in the bathroom with
newspaper on the floor.”

Shake exploded with laughter. When he was
finished, Jim continued. “Richmond rejoined
Mingus in '74."

I decided to cut to the chase. “You cats
been down there yet?”

Shake nodded his head. “Man, those cats
are on fire."”

The band was on a break. Before making
my way to the band’s dressing room (a.k.a. the
kitchen), I had a word with Max Gordon. Max
told me he is working on a book, Live At The
Vanguard. “There’ll be a chapter on Mingus!”

Dannie Richmond was relaxing in a chair.

“You know, Bret, a lot of people don’t know
I was a tenor saxophonist in the beginning, |
wanted to play like Gene Ammons, | really
did. I copied his records and had just about
gotten to the point where | had his sound
down, At this time, I was just out of high
school [early '40s] and going to the Music
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Center Conservatory, in the Bronx. The rea-
son | chose this school was because of the
people who were on the faculty: Max Roach,
Kenny Clarke, John Lewis and a few others.
Jazz was what | wanted to do, so naturally that
was the school for me.

“At the sessions, at school, there never
seemed to be a drummer. So while we were
warming up and trying to think of tunes to
play, if it was something in a very moderate

tempo, I found that I could keep time on the
cymbals and just tap around on the drums. A
couple of cats said, man, you’re a natural
drummer. So I took my saxophone, flute and
clarinet and turned them in for a set of
drums.”

“How long were you playing before you got
hooked up with Mingus?”

“About six months. Mingus was in resi-
dence at a place called The Pad, off Sheridan

JOSEPH L. JOHNSON



DISCIPLES CARRY THE TUNE

VERYL OAKLAND

Dannie Richmond

Square in the Village. Now it’'s a very suc-
cessful disco. I went w0 hear Charles one
night. They were about io come off the stand
and he was going to play his theme song,
Cherokee. He kicked it off double-o-quick-o.
They played the line and he stopped it at the
bridge and said, damn! I wish there was a
drummer who could keep time and play fast.
Lou Donaldson, who I knew, was in the
house. He said, my homeboy can. I was say-
ing, oh man, please, don’t do that. Mingus
said, tell him to come on up. So I went up on
the bandstand.

“Mingus kicked it off again and it seemed
like it was twice as fast as the other tempo.
This was the supreme test, I guess. Believe it
or not, I plaved it. Then he fired the other
drummer. No, first he talked with me during
the break to see if I was interested in joining
the band. I told him that I was. I also told him
how long I'd beer playing and not to expect a
whole lot, but I would be trying my best 1o do
what he wanted as far as contributing to his
music. He said something like he knew a
gifted drummer when he heard one and that he
would work with me as much as he possibly

could. Then he fired the other drummer and
hired me. That was aimost 22 years ago.”

“So you never really had formal lessons?™

“Never a book or a teacher or a lesson.”

“How did it teel when you first joined the
band?”

“I was terrified. It was kind of strange be-
cause just two weeks before this happened. a
triend of mine, a trumpet player, came over to
my house. He said. come over here man. I
want you to listen to this record and hear this
bass player. It was a record with Mingus, Red
Norvo and Tal Farlow [since reissued by
Arista/Savoy]. I don’t remember the title of
the tune, but I was overwhelmed with the
strength, the clarity, the way | heard the bass

Bob Nelloms on piano and Calvin Hill on
bass, was on fire. What better way to keep the
Mingus tradition alive? In fact, the set high-
light was Cumbia And Juzz Fusion, the lengthy
Mingus work that brings together elements of
Latin America, Duke Ellington and straight-
ahead hard blowing. In the hard blowing de-
partment, Ricky Ford excelled. That kid can
play.

Later, Dannie agreed. "'l am of the opinion
that very soon, Ricky is going to be the voice
to reckon with on tenor. He's got all the
tacility and for a musician as young as he is,
24, he’s got a lot of time ahead of him. As time
progresses, we will hear more and more from
Ricky Ford!”

Jaki Byard

VERYL OAKLAND

JAN PERSSON

JORGEN BO

Jackie McLean

HERB NOLAN

Ted Curson

being played like I hadn’t heard it played be-
tore. And then, just two weeks later, to be at
The Pad and playing with the cat who was on
that record.”

Richmond finished a cigarette and made his
way to the bandstand. The cats at the top of
the stairs were right. The band, with Jack
Walrath on trumpet, Ricky Ford on tenor,

“When am [ going to hear more from Dan-
nie Richmond?”

“About what?”

“The Charles Mingus Jazz Workshop! Lis-
ten man, this is no place to talk. I mean, a
nightclub kitchen?”

I extended my palm and Dannie slapped me
tfive. He agreed we should meet later in the
week.

*But in the meantime, why don’t youtalk to

December 7 O 13
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HENRY

MANCINI

Sounds In The Dark

BY CHUCK BERG

One of the most competitive and high pres-
sure scencs in contemporary music is writing
for films and television. To reach the summit
ot success, a composer must be both an artist
and crattsman.

He must also be a professional’s profession-
al, able to meet the most demunding of dead-
lines. And he must be a statesman, capable of

negotiating with the casily-bruised cgos of

producers, directors and studio chieftains.
Among the musicians at the top of the Hol-
lywood stairs. Henry Mancini is one ot the
most distinguished. Oscars. Grammys. Gold
Albums and Golden Globes are some of the
tangible signs of his achievement. More sig-

niticantly, songs like Moon River and Days Of

Wine And Roses have become part ot our liv-
ing musical culture as standards.
Born in Cleveland, Ohio, on April 16,

1924, Mancint was raised in the steel town of

Aliquippa, Pennsylvania. He learned the bas-
ics of flute from his father. As a teenager he
studied piano and arranging. After a year at
Jutlliard, he was drafted into the Air Force in
1943,

When the war ended. Mancini enlisted in
the Glenn Miller-Tex Bencke Orchestra as pi-
anist-arranger. There were also  advanced
studies with Ernst Krenck. Mario Castel-
nuoveo-Tedesco and Alfred Sendry. In 1952,
Mancini entered the tilm world via the portals
ot Universal-International and contributed to
The Glenn Miller Story and The Benny Good-
man Story. Bigger and better assignments such
as Orson Welles™ Touch Of Evil followed.

Mancini the man, like his music, is direct
and to the point. His responses about working
in film and television pull no punches. Qur
conversation took place in Mancini's com-
modious office suite overlooking Sunset
Boulevard in Hollywood.

s s

Berg: In spite of the glamor of working in
Hollywood and winning Oscars, it seems to
me that most people, even film butffs, have lit-
tle appreciation tor the actual functions of the
film composer. Does that lack of recognition.
or understanding. bother vou?

Maneini: Well, tilm music is a craft in what
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we normally call the post-production phase.
Most of the post-production people are ex
tremely talented. They're people who put the
film together after it’s been shot. Of course.
we have talent up front—writers, directors,
actors, cameramen and so forth. But atter
they're finished, we get a hold of it. So. it's
part of a big team cftort.

As for recognition, the mass media usually
focuses on big names. They're out for hard
news on people like Brando or Streisand.
Really. stars help promote the industry as
a whole. So we have to remember our
place in the scheme of things out here as
far as the press is concerned.

I must say. though, that the recogni-
tion of what a fitm composer docs is really
growing in leaps and bounds through various
books and periodicals. There have been sever-
al pieces tn mugazines that have been helpful,
though some really border on being exploita-
tive. But of course in Hollywood., exploitation
is the name of the game as far as some of the
major studios are concerned. They're out to
scll thetr pictures and they're not really, |
think, interested in the lasting quality of any
ot the music in their films.

You know . if the studios help make a big hit
out ot something, it's to their benefit, and a
benefit to the finances and sometimes to the
career of the composer. So | think the com-
posers are being recognized more, especially
the younger boys like John Williams. Billy
Goldenberg and David Shire. There's some
recognition. But unfortunately, about the only
time the news weeklies pick up on something
is when someone has a big hit that everyone
knows about. It happened to me with Perer
Gunn, it happened to Marvin Hamlisch with
The Sting and most recently to John Williams
with Star Wars.

Berg: So in general, vou think the climate
for film music is warming up?

Mancini: [ think so. But, we have two direc-
tions here that need pointing out. We have the
pop kind of thing which I have been a partici-
pant in since Peter Gunn, and we have the so-
called serious kind of thing, which 1 have also
been involved in.
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There have been scores of mine in the last
couple of years that 1 would have loved to
have gotten out on records. Years ago it would
have been automatic. But now it's very diffi-
cult. because the record market has changed.
Over the last ten years there have been a num-
ber of soundtrack recordings from big box of-
fice pictures that just haven't sold. So the big
companies won't release a score just because it
happens to be from a big picture

Berg: How do you see the division between
the economic and artistic needs of film score
recordings being resolved?

Mancini: Well, 1 suppose it will never be
scttled. But what I'm heartened about is that
people are really talking about the craft and
sometimes the art of film music. Also. the
great tradition of film music is being carried
to the gencral public through many record-
ings. like the Erich Korngold and Max Steiner
scores. There are people interested in hearing
those things. RCA would have stopped the
Classic Scores serics after The Seahawk if peo-
ple hadn't bought them. I guess the most re-
cent thing from RCA is David Raksin's music
from Laura and The Bud And The Beautiful.

Berg: Another encouraging fact is Elmer



Bernstein's Film Music Collection with al-
bums of classic scores by composers like Rer-
nard Herrmann, Steiner, Miklos Rozsa and
Bernstein. Also, there is a quarterly journal.

Let’s get to Henry Mancini. How did you
et started in the film music biz?

Mancini: First of all, there is a basic train-
ing that many of us have gone through. I went
through mine at Universal for about six years,
from 1952 to 1956. It’s the kind of situation
where you do bits and pieces, odds and ends,
helping the main guys with orchestrating. I
did some orchestrating for Alex North and
learned a great deal about the basics, the
breakdown, using the click track and so forth.
That's the technical part.

Once you've established all that, personal
style and personal taste come into play. That's
what makes a Mickey Rozsa different from a
Franz Waxman. It's very hard to define, but
it's related to a solid dramatic approach.
That's something that you really can't learn.
Really, a dramatic sense is an inherent thing.

Orchestration, of course, plays a great role
in film music. You can learn this because it's
part of technique. But everybody has different
styles of orchestration. They have different
pets they like to use, different kinds of voic-
ings. Then when you listen, you say, "“Oh,
that's Alex,” or "That’s Dave Raksin." In a
sense, it's similar to what made the big bands
sound different from each other.

One of the things that is completely over-
looked in a lot of pop-oriented scores is that
nuance, that sense of style. We went through a
period where there were a lot of rock scores
for very serious pictures. To my mind, most of
them missed the boat. I mean that most of
them just overwhelmed the picture because
they didn't know when to pull back. They
were always on.

Rock music can be used in scoring. It can
be integrated. But it hasn't been done with the
impact and finesse that jazz has had. They
haven't gone down those little side roads yet
and used the essence of rock to build a dra-
matic score. It's just been tunes and people
singing in the background, which hasn't been
of that much help to the film.

Berg: You mention the importance of hav-
ing a dramatic sensibility. How did you ac-
quire yours?

Mancini: 1 think 1 was aware of it long be-
fore Universal. I've always been aware of mu-
sic’s emotional impact. Whether it be Bartok
or Stravinsky, there's emotion, there's drama,
there's something happening.

I mentioned the big bands a while back.
Each one had a special thing. There were
some funny things, for instance, with Ray-
mond Scott. There were some very highly,
let's say quasi-dramatic things with Stan Ken-
ton. And when Woody Herman sometimes got
going on a tinal chorus of an up-tune, my God,
that was a real steamroller coming down on
you. You felt it. And when Claude Thornhill
went into his ballad style, there was your ro-
mance. Those bands depicted real emotions.

On the other side of the fence we had
Frederick Delius, who created a classic kind
of nice emotion. Of course the king of them
all was Tchaikovsky. The Nutcracker Suite
probably is—at least to me—one of the most
charming pieces ever written by anybody. It
just goes on and on so melodically. If ever 1
was to say | was patterned after anybody, go-
ing way back, I think I would be very proud to
say that the Tchaikovsky approach to music is
very akin to mine, melodically.

Berg: The composer’s relationship with the

director and producer is terribly important in
setting up the parameters for the score. What
kind of working relationships have you had?

Mancini: Well, it depends on who you're
working for. In all the films I've dore with
Blake Edwards—Breukfast At Tiffany's, Days
Of Wine And Roses, The Pink Panther, and on
TV, Peter Gunn—we've had some very suc-
cessful things togetier. He has always said.
*Go, it's up 10 you, do what you want.” I've al-
ways respecifully let him know what I was go-
ing to do. If there was a theme, or if there was
something specific. we'd talk about it. But
normally with Blake, I would break the pic-
ture down and spot it for music by myself.

Stanley Donen. in films like Charude and
Arabesque, gave me the same kind of freedom,
but Stanley was more in touch. 1 mean he was
there and spotted the whole film himself. And
he was always at the recording sessions. He
was, let's say, on top of it a little more. He
gave me less line than Blake. But he knew.
Stanley has a very intelligent musical knowl-
edge.

I don't know it 1 have always succeeded in
making the producer or director a part of
what I'm doing. [ know, though, that [ can't
take the attitude ot some composers who com-
plain they can't talk to a producer or director
on the level that they'd like. They hate to talk
down and as a result get a little schizophrenia
going. Consequently. they sometimes hit the
producer or director the wrong way. But that’s
something that is completely in the personal-
ity of the composer.

Berg: When are you brought in on a film?
Do you get a chance to see the script before
shooting. or do you just go in cold to take a
look at the rough cut?

Mancini: Sometimes ['ll see the script be-
fore shooting has begun. What [ do in that
case is read 1t and then actuatly forget it. Re-
ally. hecause I've found time and time again
that if I really get involved ir a script and start
to mark it, that balf of the things I've marked
are nat there when the final film comes in.

1 know there's great sympathy for com-
posers being involved from the very begin-
ning, and it’s fine for certain types of pictures
where the director wants a certain feeling to
be triggered by the composer. But normally, 1
work best when they say, “Here's the film."”
Then [ can take it and see what they're after.
So 1 just like to have them say, “Here it is.”

But readmg the script can be valuable. One
such instance for me was The Hawaiians, the
Michener novel. [ could tell from the script
that there was going to be a need for some tra-
ditional Chinese music and some traditional
Japanese music. Having read the script. I was
able to do my research and become familiar
with the kind of music that was going to be
needed.

Another interesting situation was W. C.
Ficlds And Me. The picture starts out in the
late "20s. before the depression, and goes all
the way up into the "40s. Far me, the problem
invoived geiting the right styles for the big
bands of the different periods. For instance,
where do you start forgetting the banjo and
the tuba and start getting into the guitar and
the string bass? And where did drummers start
using wire hrushes on the snare? It's an area
that you have to think about.

Berg: How did you resolve those questions?

Mancini: Well, it turned out we didn't go
back far enough for the banjo sound, but
there's a little period in there, the boola boola
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2nd annual
down bear

Student
Recording
Awards

From the moment the first annual down
beat Student Recording Awards were an-
nounced in January ‘78, hundreds of tapes,
discs, charts, and art works began rolling into
down beat’s Chicago otfices. The first year re-
sponse far exceeded the expectations of the
most optimistic down beat personnel.

The db editorial staff faced a long string of
difficult decisions in screening the entries.
The very best entries approached a profes-
sional level of expertise, making the task of
selecting the tinalists painful at best.

The finalist judges were not to be envied
either. David Baker, director of jazz studies at
Indiana University, had the excruciating job
of determining the composing and arranging
winners, Bunky Green, alto saxophonist and
jazz educator at Chicago State University,
made the final decisions in all performance
categories, assisted by James A. Williams,
former faculty member at Berklee College of
Music and currently pianist with Art Blakey’s
Jazz Messengers. Recording engineer Gary

Loizzo, of Chicago's Pumpkin Studios, per-
formed a painstaking evaluation of the
engincering categories. All judges were mem-
bers of the National Academy of Recording
Arts & Sciences (NARAS) and evaluated the
student entries in the same manner as they
would vote for the Grammy winners. All en-
tries were judged “blind™; candidates were
known to the judges only by number and cate-
gory.

Prizes for the winners included “decbee”
trophies and pins, the “Gold Microphone
Award” (from Shure Bros.. Evanston, I11.);
and $1,000 scholarships to Berklee College of
Music for high school division winners in solo
performance, composition, and arranging
categories. The awards were presented by
music dealers from the winner’s home areas
on down beat’s behalf.

The 1979 down beat Student Recording
Awards have been expanded to include jazz
vocal choirs and additional prizes for “honor-
able mentions™ recommended by the judges.
The number of finalist judges has been in-
creased to include George Simon, author,
critic, and special consultant to the NARAS
for the Grammy awards and the Recording
Hall of Fame: plus several recording pertorm-
ers and producers to be announced.

Complete rules and conditions are printed
on the following page. Use the coupon to send
for your Official Application or pick one up at
your local music store.

A recording may be entered in one or more
categories: any number of recordings may be
entered by any U.S. or Canadian high school
and college. All entries must be received by
February 16, 1979 at down beat, 222 West
Adams St., Chicago, 11l. 60606. Winners will
be announced in the May 3, 1979 issue, on

sale April 19. Award presentations will be
made at the winners’ schools before the end of
the spring term by local music dealers repre-
senting down beat.

The 1978 deebee winners were:

Best Jazz Performance by a Big Band—Hall
H.S., West Hartford, Ct: Ohio State U., Co-
lumbus.

Best Jazz Performance by a Group—St. Joe’s
Jazz Lab, St. Joseph’s Collegiate Institute,
Buftalo, NY: Macar Bros. Music Co., U. of
South Florida, Tampa.

Best Jazz Instrumental Solo Performance—
Chris Forbes. piano, Northtield Sr. H.S.,
Northfield, Mn: Tod Dickow, tenor sax, Col-
lege of San Mateo, Ca.

Best Original Composition—Furure Spirit by
Dave Sharp, Lincoln H.S., Ne.. Funky Ducky
by Ned Ginsburg, Eastman School of Music,
Rochester, NY.

Best Jazz Instrumental Arrangement—Survival
of the Hippest arranged by Mike Paulsen, Min-
netonka H.S., Mn.: Walk Soft arranged by
John Basile, New England Conservatory of
Music, Boston, Ma.

Best Engineered Live Recording—(insuffi-
cient h.s. entries): Passage, engineer: Calvin D.
Rose, Northern IIl. U., DeKalb.

Best Engineered Studio Recording—(insuffi-
cient h.s. entries): Greg Kos Sextet, engineers:
Terry Douds-Jeftrey Kaercher-Don Strayer-
Bob Valentine, Ohio State U., Columbus,
Best Album Jacket Design—Penn Yan
Academy Jazz Ensemble, designed by Joe
Houston, Penn Yan Academy, Penn Yan, NY:
Spectrum, designed by S. L. Dooky, Texas
A&M U., College Station, Tx.

Best Album Notes—(insufficient entries). db
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|1979 down bear Student Recording Awardsl

The down beat Student Recording Awards honor the accomplish-
ments of U.S. and Canadian high school and college students in the re-
cording arts & sciences.

deebee Award Categories

The 1979 deebee Student Recording Awards are oftered in two divi-
sons—High School and College—in cach of the following categories.
|. BEST JAZZ PERFORMANCE BY A BIG BAND (eleven or
more instrumentalists performing at least three selections or a
total of 20 minutes on one recording)*

2. BEST JAZZ PERFORMANCE BY A GROUP (ten or less in-
strumentalists performing at least three selections or a total of 20
minutes on one recording)*

3. BEST JAZZ INSTRUMENTAL SOLO PERFORMANCE (on
one selection)*

4. BEST VOCAL SOLO OR GROUP PERFORMANCE (any nunt-
ber of singers performing one contemporary music sclection)”

5. BEST ORIGINAL COMPOSITION (contemporary music, any
instrumentation)®

6. BEST JAZZ INSTRUMENTAL OR VOCAL ARRANGE.-
MENT (any instrumentation or voicing)*

7. BEST ENGINEERED LIVE RECORDING (any music style or
instrumentation recorded owrside ot a studio)

8. BEST ENGINEERED STUDIO RECORDING (any music style
or instrumentation recorded in a studio)

9. BEST ALBUM JACKET DESIGN (any music style)

10. BEST ALBUM NOTES (any music style)

f *Jazz” and “contemporary music™ encompass, for the purposes of
these awards, the various forms of recorded jazz and blues as reviewed
in down beat magazine.

Awards & Prizes

1. deebee Awards, suitably engraved, are made to:

a. Each student winner—individual and ensemble members—in
each of the ten Award Categories in hoth the High School and
College divisions.

b. Each faculty or student director of cach winning ensemble in
both the High School and College divisions.

¢. The fuculty advisor to each individual winner in both the High
School and College divisions.

d. The music department of each school attended by the winners
of each of the ten Award Categories in both the High School
and College categories.

. Suitable “Honorable Mentions” may be awarded at the discre-

tion of the judges.

. Duplicate awards and prizes will be awarded in case of a tie.

. Additional awards. prizes, and scholarships are awarded to win-

ners and “honorable mentions™ on the recommendation of the
judges.

Eligibility

Student recordings eligible for deebee awards:

1. Student recordings made after Jan. 1, 1978.

2. Recordings made by any student enrolled in a U.S. or Canadian
high school (grades 7-12) when the recording was made. Either
the school principal or faculty advisor is required to confirm that
the student(s) performed as stipulated.

3. Recordings made by any student enrolled in a U.S. or Canadian
2-4 year college for at least six credit hours, or the equivalent,
when the recording was made. The music department chairman
is required to confirm that the student(s) performed as stipulated.

4. Any recordings performed by students, whether they are or are
not members of the AF of M as long as the recording is “for edu-
cational purposes only™ as defined by common industry usage.

5. Student recordings engineered or designed by outside profes-
sional companics are eligible in all categories except engineering
and design.

6. Tracks on which guest artists perform are not eligible.

Rules & Conditions

1. One copy of each disc or tape recording must be submitted for
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cach category in which the recording is entered. (If, for example,

the recording is entered in three categories, then three copies of

the recording must be submitted with the official application.)

. Aregistration fee of $3.00 for each category in which the record-

ing is entered must accompany the official application. (Three

categories = $9.00, etc.)

3. Recordings may be cither disc or tape: mono or stereo.

a. Disc recordings must be 33" rpm and not exceed 12",

b. Tape recordings may be recorded on either cassette or open
reel. Cassettes must be either 30°/45°/60°, professional quality.
Open reels must be recorded at 7'/ ips on professional quality
7" reels with color leader indicating candidate tracks. Record
on one side of tape only.

4. The following information about cach candidate recording must
be submitted with the official application.

a. Personnel—each student’s name / current age / school grade
level / instruments played on recording or voicing identifica-
tion / faculty advisor.

b. Music selections listed in order or recording—title / com-
poser-lyricist / arranger / publisher /soloists / playing time.

¢. Description of equipment used for recording. (Applicable only
for student engineering category.)

5. A full concert score must accompany candidate recordings sub-
mitted in the arranger category. A tead sheet with copyright no-
tice affixed must accompany candidate recordings submitted in
the composer category. (No composition can be accepted with-
out proof of copyright.)

6. Recordings. scores: lead sheets, etc. can be returned only if re-
turn label and postage are provided. down beat is not liable for
items lost in transit

Judging

1. All decisions and final judging are made solely on the basis of
ability demonstrated on the candidate recordings. Recordings
are judged “blind™ that is, candidate recordings are known to
the judges only by number.

2. Judging criteria are similar to those used by down beat in its rec-
ord reviews: musicianship. creativity, improvisation, technique,
sound quality and balance, excitement, programming, ctc.— all
adjusted to high school and college levels.

3. If.in the opinion of the judges. there is no entry in a category that
meets down beat standards, then that category shall be declared
*“no contest™ with no awards made and registration fees returned.

4. The judges. whose decisions will be final, include the editors of
down beat and professionals in the recording arts & sciences.

How to Enter

1. Pick up Official Application form at your local music store or
use the coupon below.

2. Return Ofticial Application with candidate recording(s) and reg-
istration fee to deebee Awards c/o down beat, 222 West Adams
St., Chicago. 1L 60606, to arrive no later than February 16,
1979.

3. Winners will be announced in May 3. 1979 issue of down beat,
on sale April 19.

[ ]

-------------------------.

deebee Awards c/o down beat Date

222 W. Adams St.; Chicago, IL 60606

Please send me, by return mail, an official application for the 1979
down beat Student Recording Awards.

Yourname R

Your mailing address —

City__

State Zip

Name ot School
City.

State

Zip.

December 7 O 17
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NICK BRIGNOLA

BARITONE MADNESS—Bee Hive 7000: Donna
Lee; Billie's Bounce; Marmeduke; Body And Soul;
Alone Together.

Personnel: Brignola, Pepper Adams, baritone saxo-
phones: Ted Curson. trumpet, flugelhorn; Derek
Smith, piano: Dave Holland, bass: Roy Haynes,
drums.

* Xk *

DIZZY REECE

MANHATTAN PROJECT—Bee Hive 7001: Con
Man; Manhatian Walk; Yule On The Hudson; Woody
‘N You; One For Trane.

Personnel: Reece, trumpet. Clifford Jordan,
Charles Davis, tenor saxophones. Albert Dailey,
piano; Art Davis, bass; Roy Haynes, drums.

IR R R R

Named for a defunct jazz club in Chicago’s
Hyde Park area, Bee Hive Records is a new
label devoted to, in owner-producer Jim Neu-
mann’s words, “modern jazz in the tradition
ofbebop with special regard to innovation.”
With these two fine albums, its premiere
release, the venture is oft to a promising start.
Personnel and programing are intelligent,
recorded sound first rate, playing times
generous, and the album graphics and annota-
tions of a high quality.

While evidencing considerable imagination
in planning and attentive care in production,
Baritone Madness is tundamentally a blowing
date but one, it should be emphasized, that has
produced striking results. Three of its five cuts
offer the spark-producing pairing of veteran
Pepper Adams and the younger Nick Brig-
nola, their two baritone saxophones joined on
Billie’s Bounce and Marmeduke (sic) by Ted
Curson, playing trumpet on the former and
flugelhorn on the latter. Body And Soul is
Brignola’s teature, while the rhythm section
has Alone Together to itself.

The two baritonists are the most con-
sistently absorbing soloists, Adams perform-
ing throughout with relaxed, easy, almost non-
chalant mastery, which contrasts nicely with
Brignola’s much more muscularly aggressive
approach. Taken at breakneck tempo, Donna
Lee, Charlie Parker’s variation on Indiana, is
easily the set’s standout cut, with agile, con-
fident work from Adams whose solo rarely
ventures too far from the Indiana boundaries
while at the same time evidencing considera-
ble inventiveness. Brignola’s solo is a difterent
matter, however, full of fiery vigor and
unrelenting, tumultuous imagination. It is
only towards the end of his five blistering,
idea-filled choruses that he even begins to run
out of steam and pulls closer to the Indiana
line. Sandwiched between these two, Smith's
much brieter piano foray sufters a bit from the
tempo, too quick to allow the proper articula-
tion ot a number of the ideas he sets in mo-
tion. Brignola also shines on Body And Soul,
his lengthy solo providing plenty of inventive

savvy and emotional heat and indicating, as
18 1 down beat

well, that Coleman Hawkins is one of the ma-
jor sources of his musical approach.

Billie’s Bounce and Marmeduke, two addi-
tional Parker compositions, are somewhat less
effective than Donna Lee. While the two saxo-
phonists maintain high levels of creative ex-
pression on these two performances, trum-
peter Curson unfortunately performs at less
than optimum form, faltering slightly both in
flow of ideas and occasionally in execution as
well. Then too, Billie's Bounce is a bit less co-
hesive than the others in the set. The trio per-
tormance, Alone Together, gives pianist Smith
his own share of the solo spotlight to which he
responds with a nicely turned improvisation
over the admirable support of Holland and
Haynes. Both of the latter turn in sensitive,
spirited work throughout the set and con-
tribute significantly to the success of these
performances.

Finally, the producers’ idea of providing lis-
tening variety through several instrumental
groupings—two sextet performances, one
quintet, one quartet and one trio—was admi-
rable but might have been even more effective
had the LP been programed a bit differently.
Still, Baritone Madness is a hugely satisfying
set of performances that spotlights two of the
foremost baritonists around these days.

If this set largely follows a straightahead
bebop line, Dizzy Reece’s Manhattan Project
more fully embodies the label’s aims in re-
spect to innovation. The sextet the Jamaican-
born trumpeter has assembled for his first al-
bum in too long a time pursues an approach
that might be described as the Clifford
Brown-Max Roach Quintet filtered through
middle-period John Coltrane. Reece and the
rhythm section follow a fairly hard-core be-
bop approach, while the two saxophonists
carry the standards of a more outside mode of
playing, at least in respect to sound, pitch and
like matters. Fundamentally, however, they're
beboppers too.

The sextet’s music sounds fresh and
vigorous, among the strongest, most striking
I've heard all year. Reece’s three original
compositions—Con Man, the Monkish
Manhattan Walk and Yule On The Hudson, an
I Got Rhythm variant of some ingenuity, all
comprising the album’s first side—are indeed
original, interesting, surprise-filled lines that
hold their own against the venerable Dizzy
Gillespie anthem Woody 'N You and the more
recent One For Trane, a 24-bar minor blues
that recalls Blue Train and Cousin Mary.
Reece has dressed all the pieces in crisp,
imaginative orchestrations that make maxi-
mum coloristic use of the three horns and
possess plenty of variety as well. Then too,
thanks to the marvelous, kicking, ever-respon-
sive Haynes and the equally powerful Art
Davis, who propel this group so forcefully, the
music never lets up.

While both of the saxophonists acquit

themselves handsomely—particularly Charles
Davis, the baritone saxophonist who here
makes his debut on tenor—Reece is, hands-
down, the star of this set. In addition to his
impressively adept writing and arranging, he
plays with fire, wit, unerring taste, perfect
control and a wonderfully warm, rounded
sound that is unlike that of any other trum-
peter around these days. Not only is he a
wizard from a technical standpoint (which
fact is most dramatically illustrated on his
quicksilver One For Trane solo) but he is a
masterful improviser whose lines are con-
structed with a seamless, flowing logic of
thought that is perfectly complemented by the
burnished, sculptured beauty of his tone.
Hearing and marveling at the brilliance,
assurance and consistency of his work
throughout this stunning set of performances,
one inevitably concludes that Reece, in addi-
tion to being one of the top players of his in-
strument today, is a thoroughly, spellbinding-
ly original voice whose riveting, mature music
is indebted to no one. Manhattan Project sig-
nals the arrival of a major jazz talent.
—welding

—

KEITH JARRETT

MY SONG—ECM 1-1115: Quesiar; My Song;
Tabarka; Country; Mandala; The Journey Home.

Personnel: Jarrett, piano, percussion; Jan Gar-
barek, tenor and soprano saxophones: Palle Dan-
ielsson, bass: Jon Christensen, drums.

* x x V2

My Song shows Jarrett maximizing his
European-Romantic insights at the expense of
his incredibly powerful rhythmic and blues
roots. This album lacks the gut intensity of
Jarrett’s previous collaboration with Gar-
barek, Danielsson, and Christensen (Belong-
ing), the Redman, Haden, and Motian group
(Survivors Suite) or dynamic early recordings
like his one Columbia release Expectations.
Jarrett’s focus here seems to be on creating
lithe little melodic miniatures and interludes.
The playing is refined and idealized, the re-
cording (as is expected on ECM) is flawless,
but at times the concept seems a shade too
languid.

Side one is melodic and sweet, if rather
plaintive on the whole. Questar opens with
long melodic lines icily intoned by Gar-
barek’s Nordic saxophone. Jarrett seems more
concerned with the sound quality of his instru-
ment than in galvanizing intensity. His solo
uses jagged single lines over the gently rising
commentary of Danielsson and Christensen
(who displays a loving feel for cymbal color
throughout the entire album). My Song is prac-
tically a minuet, featuring a deeply intoned
solo spot tor Jarrett in the middle of the piece.
Tabarka is a minor mood with some dubious
percussion effects added on in spots. Jarrett’s
solo is richly chorded.

My favorite selection is Country, a beautiful
pastoral that opens side two with a gently
rocking, gospelish theme redolent of some
Dollar Brand compositions. The tune is
buoyant, and has a nice light dancing hook
which should spell airplay. Mandala attempts
free-form dialog, but this does not seem to be
the strong point of this cast of characters.
Everyone is appropriately agitated but lyri-
cism and tonal purity is their forte (particularly
Gabarek: although he did turn in some
rhythmically powerful work on Kenny
Wheeler's ECM 1p Deer Wan, he seems a
melodic player at heant). The Journey Home is
a suite ranging from a slow, brush-colored
opening to a funky latin section, images of
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" INNER CITY
GUITARS

Five brilliant guitarists—five
unique approaches to music.
All available on Inner City
and Classic Jazz.

David Pritchard  “Light-Year”
(IC 1047) |

A superb debut LP.
Dynamic and vital .. .a fu-
sion of contemporary
sounds with a strong per-
sonal feel by this L.A.
guitarist, who's worked
with Gary Burton and
Don Ellis.

“Alicia"
(1C 1050)

Another major talent
from S.F.—sparking the
Bay Area with his fire.
. . . a captivating
guitarist with a penchant
forlong lyrical linesanda
rich, warm tone.”
—Eugene Register

Gregory James

John Scofield  “Live”
(1C 3022)
Billy Cobham and

George Duke have both
used him in their band.
Now, with help from
Richie Beirach and
George Mraz, Scofield
builds a masterpiece.

Ryo Kawasaki Eight Mile Road"”

(1C 6006)

From Gil Evans, Joe Lee
Wilson, and Elvin Jones
to YOU! Japan's hottest
guitarist on his first solo
outing. Energetic, pro-
vocative, original. Fusing
the best of jazz and rock.

Tiny Grimes

“*Some Groovy Fours”
(CJ 114) e

Grimes' work with Art
Tatum and Charlie Parker
made history. A seminal
source for all guitarists,
constantly renewing
himself. Hear Grimes . . .
he’s basic!
"His phrasing, single-
note excursions and
chordal dialogues create
a feeling which is very
special.”

—Andrew Sussman

All albums $7.98 suggested list price.

INNER CITY

... where jazz is happening'

mosques and evening prayer, and finally a
slow r&b beat with pulsing bass work and elo-
quent spiraling lines by Jarrett, Still, the Euro-
pean flavor predominates—not that there’s
anything wrong with that, in balance and to a
degree. —stern

his own. —simon

Inner City Records
43 West 61st Street
N.Y. N.Y. 10023

O
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CLARENCE GATEMOUTH
 BROWN N

BLACKJACK—Music is Medicine MIM-9002:
Pressure Cooker; Tippin® In; Here Am I: Gate's Tune;
When My Blue Moon Turns To Gold Again; Street Cor-
ner; Chickenshift; Tuke Me Back To Tulsa; Dark End
Of The Hallway; Up Jump The Devil; Blackjack;
Honey Boy.

Personnel: Brown, guitar, fiddle, viola, electric
mandolin, harmonica, vocals: Leon Medica, bass gui-
tar; Jeff Pollard, guitar: Rod Roddy, piano: Bobby
Campo, trumpet, flugelhorn, flute: David Peters,
drums: Don Buzard, pedal steel guitar, electric
dobro.

* ok ko

It’s hard to believe that Clarence “Gate-
mouth™ Brown hasn't recorded on an Ameri-
can label since the heyday of r&b in the early
’50s. And for those who remember hits of the
great Texas blues guitarist like Boogie Ram-
bler, it may be even harder to believe that
Blackjack is an album by the same man.

Gate is considered a regional phenomena
these days, plying the nightclubs, road houses,
and festivals of East Texas and Louisiana, but
most of the members of his current young
audience aren’t even aware that the 54-year-
old musician knows how to play the blues.
He’'s become a most curious American musi-
cal anomaly—a black man playing blue grass
music, bedecked in a 10-gallon hat no less.

Brought into prominence as an emergency
fill-in for the legendary T-Bone Walker on the
Houston nightclub circuit of the late '40s,
Gate's career flourished between 1947 and
1956 on the Peacock label. Falling on leaner
times, the versatile and resourceful Gate-
mouth forged a whole new career and new
image for himself as a country fiddler. During
forays to Europe, he’s continued to concen-
trate on his blues and jazz talent for both gui-
tar and violin, recording several fine albums
in France on the Black & Blue label. But his
first American effort since the '50s for the
most part emphasizes his more recently ac-
quired country-and-western proclivities.

A true master of the country fiddle, Gate
sets the bow hairs flying on a lightning swift
version of Take Me Back To Tulsa and the
more traditional blue grass Up Junps The
Devil. The album’s few country chestnuts,
When My Blue Moon Turns To Gold Again and
Durk End Of The Hallway, might be consid-
ered sentimental clinkers in someone else’s
hands, but as part of Gate’s eclectic repertory,
their understated humor is infectious. There's
nothing camp or put-on about Gate's turn to
country music. Whether embroidering a sim-
ple country strut like Pressure Cooker with his
plucky guitar work or putting the rural edge to
the more straightforward urban blues of Here
Am I and Street Corner, Gate's enthusiasm for
the wide array of both his musical instruments
and styles is evident.

The trademark “Gate's Tune™ with its in-
sinuating melody and rapid-fire tempo
changes finds Gate fiddling away at the top of
his form, and there’s no reason whatsoever to
have to choose between Gate the urban blues
man and Gate the country swing artist. An un-
classifiable musician of equal parts humor,
imagination and inventiveness, Clarence
Gatemouth Brown turns everything he touch-

es into a blend of pure energy unmistakably

OLIVER LAKE

HOLDING TOGETHER—Black Saint BSR
0009: Trailway Shake/Sad Lo-uis; Hasan; Usta B:
Holding Together; Machine Wing; Ballad.

Personnel: Lake, alto and soprano sax, flute, per-
cussion: Michael Gregory Jackson, acoustic and elec-
tric guitar, electric mandolin, bamboo flute, percus-
sion, vocal: Fred Hopkins, bass: Paul Maddox
drums, percussion.

* * * *

LIFE DANCE OF [S—Arista Novus AN 3003:
Rite-ing; Comous; Shu-ful; Tfon; Change One; Of Is.

Personnel: Lake, alto and soprano sax, flute,
vocals: Michael Gregory Jackson, acoustic and elec-
tric guitars, harmonica, bamboo flutes, synthesizer,
chimes, voice: Anthony Davis, piano: Leonard Jones,
bass: Buster Williams, bass (track 2 only): Pheeroan
ak Laff (Paul Maddox), drums, percussion.

* ok ok ok

Oliver Lake’s subtle and spare composi-
tions—though cheerful and upbeat—are every
bit as “serious” as music out of academe, but
they have more life juice and street grit. Lake
has journeyed afar since backing Solomon
Burke and blowing Wilson Pickett tunes
around hometown St. Louis with pal Julius
Hemphill, and his happy eclecticism lets you
know he’s been many places and kept his ears
open along the way.

Like Walt Whitman, Lake encompasses
multitudes but stays true to himself. On one
side of Heavy Spirits, his 1975 Arista debut,
were lively sketches with string quartet,
Ornettish romanticism in a solo, and a drum-
and-bugle corps bash, This goes for his out-
ings with others, as well; he’s a lusty com-
panero on Billy Hart’s Enchance (Horizon
A&M) and tenderly simpactico on Michael
Gregory Jackson’s Clarity (on Bija).

Holding Together (recorded in 1976) gives
us intimate miniatures on Trailway Shake,
post-bop unison lines on Hasan that walk into
asultry Latin vamp, echoplex flute on the title
tune’s intro, and a tiny, farewell Ballad. On
Life Dance (from 1978) Lake opens his bag
wider yet. There is recitation on /s, and back-
beat bop on Shu-ful (shuffle with a shoe-full?).
Lake says he first got ears for alto hearing
Paul Desmond, surely a less obvious influence
than Jackie McLean, but there are two min-
utes of ineffable, floating alto over the reggae
whoop-up of Change One.

Both these dates, light with the subtly ener-
gizing influence of Jackson, show Lake’s rich,
pure tone, his raw, blues-rooted vernacular,
and his Southern bent to cry and shout. Lake
likes to blow on tunes that don’t stretch out
too long, generally three to a side, perhaps so
he can explore more moods, include more
variety. Compositionally, Lakes stands about
halfway between Braxton’s dry structuralism
and the Art Ensemble of Chicago’s succulent
expansiveness.

Though sharp tempo shifts and peppery uni-
sons crop up, the main thrust is good old,
brisk and fruitful improvisatory interaction.
Jackson is a supple, intriguing guitarist, mak-
ing unusual choices that always seem just
right. He and Lake achieve some wonderful
moments, and he’s a bright composer, having
written Tfon with its provocative duos and
bouncy 7/4 coda. Pianist Davis sounds a little
dry and tight, but he keeps in the background.
Maddox is a challenging drummer who knows
when to lay out: his understated solo on Wing
is gripping. The Saint date strikes me as more
febrile and less self-conscious than the Arista
release, thus the extra half-star.

Black Saint, a small Italian label producing
excellent sound quality and boasting a roster




When two Superstars get together,
watch out! Roy Clark and his Gretsch
are now pickin’ up a storm all over
the countryside. Catch Roy at his
next appearance and you'll see how
Superpicker makes his own Creat
Gretsch Sound.
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of fine creative souls in its catalogue (among
them Lester Bowie, Don Pullen, Frank Lowe,
George Lewis, Julius Hemphill, and Muhal
Richard Abrams) is available from Rounder
Records, 28 Otis St., Cambridge, Mass.
02141. —fred bouchard

I hope these Mingus scores will eventually
be felt and heard by film audiences. Until that
time, the music more than stands on its own.

—berg

SONNY FORTUNE

CHARLES MINGUS

CUMBIA & JAZZ FUSION—Atlantic SD 8801:
Cumbia & Jazz Fusion; Music For "' Todo Modo.”

Personnel: Mingus, bass, vocals, percussion; Dan-
nie Richmond, drums, vocals; Jack Walrath, trum-
pet, percussion: Ricky Ford, Paul Jeffrey, Mauricio
Smitﬁ,e Gary Anderson, Gene Scholtes, woodwinds
(track 1): Bob Neloms, keyboards (track 1); Jimmy
Knepper, trombone (track 1). Candido, Daniel Gon-
zales, Ray Mantilla, Alfredo Ramirez, Bradley Cun-
ningham, Ford, percussion (track 1): George Adams,
Quarto Maltoni, Anastasio del Bono, Roberto La-
neri, Pasquale Sabetelli, woodwinds (track 2); Dino
Piana, trombone (track 2); Danny Mixon, keyboards
(track 2).

* * * K *

Mingus, the man of many musical hats, this
time hits home as film composer. The two
scores, both commissioned by producer
Daniele Senatore, have unfortunately not yet
been used. Nonetheless, the music rever-
berates with provocatively shifting moods, at-
mospheres and dramatic tensions, and with
the inimitable Mingus touch.

The first side, Cumbia & Jazz Fusion, takes
its title from the South American country (Co-
lumbia) and from the melding of Columbian
Indian rhythms and jazz. Opening with bird
calls and other jungle sounds, percussive
percolations set up Mingus’ bass ostinato and
antiphonal call-response dialogues among
various combinations of reeds and brass.

A swinging big band episode with robust,
Spanish tinged sonorities prepares the way for
muscular outings by Walrath, Ford and
Jeffrey. A segue to ballad tempo cues Neloms'
heroically romantic rumblings. A brisker
pulse initiates spirited exchanges between the
soloists.

The full ensemble returns but soon gives
ground to Mingus’ stinging yet engaging re-
working of Mana's Little Baby. Instead of
“bread,” Mingus tells us that “"mama’s little
baby” wants the finer things in lite like caviar,
truffles, gold and freedom. Mingus' upbeat ap-
proach and Smith’s perky fluting give the de-
clamation a zingy vitality.

With the tempo locked into a medium lope
delineated by the entire band, Mingus takes
his turn out front with powerful, authoritative
strides. The final salvos are tired by Knepper
and Mixon,

In spite of its length, Cumbia never falters.
Mingus’ kaleidoscopic streams of melodic,
harmonic and rhythmic colors keep drawing
us deeper into his enigmatic inner world.

The second side is devoted to Music For
“Todo Modo.” Though not used for the tilm's
European version, Mingus’ score will be a part
of the American release.

The first section starts with a mournful
trumpet line counterpointed by trombone,
The leisurely yet harmonically rich unfolding
of the other brass and reeds represents some
of Mingus’ most effective writing. After
Adams’ impressive voice-like tenoring, Mixon
echoes the somber theme with throaty pipe or-
gan incantations.

The next segment is a kicking 12 bar blues
with plenty of solo space for Maltoni, Piana,
Adams, Walrath, and Mixon on piano. A re-
working of the opening material by the winds
and another swinging inside/outside ensemble
set up a low key yet intense epilogue by
Adams’ alto flute and Mingus' arco bass.
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INFINITY IS—Atlantic SD 19187: Turning It
Over; A Ballud For The Times; This Side Of Infinity:
Zerheliun: The Blues Are Green: Samba Touch: Make

pPersunncl: Fortune, soprano sax, alto sax, flute:
Tom Browne, trumpet: Ray Gomez, guitars: Larry
Willis, acoustic and electric pianos; Allan Zavod, or-
gan and synthesizers: Anthony Jackson, bass; Mark
Egan, bass (track 2). Steve Jordan, drums; Sammy
Figueroa, congas: Rafael Cruz, percussion.

* x V2

Having recently witnessed Sonny Fortune
in pertormance 1 can testify that he remains
an uncompromising exponent of raw, undi-
luted hard-bop delivered with driving, post-
Coltrane intensity. I can also testify that for
all his artistry he drew a meager crowd barely
adequate to cover expenses. It is therefore un-
derstandable, if regrettable, that he has cho-
sen to record in an idiom which industry ex-
ecutives now refer to as disco jazz.

Sonny’s incisive, slightly nasal tone and his
superb, craftsmanly technique cannot easily
be camouflaged but his creative talents are
thoroughly muzzled in a constraining harness
of mediocre material and stale formula back-
grounds. None of Fortune's usual cohorts are
featured here, the most notable absence being
that of rising trumpet star Charles Sullivan.
Instead Sonny must march to the funky beat of
an overly familiar studio crew led by key-
boardist Larry Willis, late of Blood, Sweat,
and Tears, who has written or collaborated on
all but two of the compositions.

From the opening bar of Turning It Over,
the drawn, insistently keening soprano is un-
mistakably Sonny's. The breezy, McCoy-ish
tune is easily the strongest piece on the album,
and lackluster at that. Sonny waxes Tranish
with trills and glisses, but the very authority of
his attack is his undoing: he is simply insufti-
ciently lightweight to flutt his way into the
ranks of popdom. Willis’s rhapsodic arpeg-
gios introduce the all too appropriately titled
A Ballad For The Time, a lugubrious soporific
that begs for the tulsome sonorities of the
tenor. This Side Of Infinity is a pertunctory
exercise in blues modality—so detached is
Sonny’s intonation that he has either discov-
ered "cool funk™ or else he just doesn't care,

It’s all downhill on side two as Perhelion, a
pallid pastel for flute gives way to the funereal
tuzak ot The Blues Are Green. Tom Browne's
warm trumpet tones impart what little life
there is to Sumba Touch, a limpid and not par-
ticularly Brazilian-flavored MOR tune, while
Sonny slaloms through some intrepid soprano
harmonics to round out the otherwise routine
Make Up, an uptempo tunker.

Amply demonstrating that he can crank out
polished sterilities with the best of them, Son-
ny simply sleepwalks through the coloriess
charts. Deprived of any opportunity to stretch
out and play, his heart is clearly not in his
work, and who can blame him? —birnbaum

musical world was dominated by serialism
and neo-classicism, Cage was writing percus-
sion music and experimenting with non-West-
ern concepts of time duration. Cage’s pre-
pared piano works and his interest in Oriental
music have had an effect on everyone from
Lou Harrison and Alan Hovhaness to George
Crumb and La Monte Young.

Dating from the ’40s, the prepared piano
pieces on this double album present a marked
contrast to the “chance” music that Cage
began composing in the mid '50s. Whereas his
“chance” works leave a great deal to the per-
tormers’ discretion, Sonatas And Interludes
and A4 Book Of Music have written-out scores.
And, unlike Cage’s later compositions, which
tend to be impersonal, some of the prepared
piano sonatas are actually melodic.

The pianos used in these performances were
“prepared” by inserting nuts, bolts, screws
and other objects between their strings. When
struck, the muted strings produce an unusual
range of tonal colors. Often recalling Indo-
nesian gamelan orchestras, these timbres cre-
ate a distinctly Oriental ambience.

Although 4 Book Of Music (1944) predates
Sonatas And Interludes by only two years, the
compositions are constructed on entirely dif-
ferent principles. A Book Of Music is divided
into only two parts, which take half an hour to
play in this performance; the other work, in
contrast, consists of 16 sonatas and four inter-
ludes, most of them less than three minutes
long. And, while rhythmic structure takes
precedence over every other element in A
Book Of Music, Sonatas And Interludes con-
centrates on combinations of timbres and the
interplay of percussive motifs. Several of these
short pieces are impressionistic gems, as sub-
tle as a Debussy prelude.

Maro Ajemian, who accompanies Joshua
Pierce in this premiere recording of 4 Book Of
Music, gave the work’s second performance
with William Masselos in 1946. She also pre-
miered the first four of Cage's Sonatas in the
same year and debuted the complete work in
1949. (Her recording of Sonatas And Inter-
ludes is available on CRI1 199). Pierce, though
not as well-known as Ajemian, evidences a
thorough grasp of Cage’s idiom. All in all, this
is a first-rate production and a boon to anyone
interested in contemporary music. —terry

ADAM MAKOWICZ

JOHN CAGE

SONATAS AND INTERLUDES FOR PRE-
PARED PIANO: A BOOK OF MUSIC FOR TWO
PREPARED PIANOS—Tomato TOM-2-1001.

. Personnel: Joshua Pierce, Maro Ajemian, prepared
pianos.

* Kk h K
Contemporary composers owe a tremend-
ous debt to John Cage. At a time when the

ADAM MAKOWICZ—Columbia JC 35320: Jig
Saw Puzzle; I Got It Bad; Tribute To Erroll Garner; All
The Things You Are; Once Yes Once No; Blues For
John; Over The Rainbow; Winter Flowers; Tea For
Two; Chopin's Willows; Cherokee.

Personnel: Makowicz, piano.

2 T

John Hammond, discoverer of Billie, Basie,
Dylan and Springsteen, played me a record in
May of 1975 by Adam Makowicz, a Polish pi-
anist he had heard in his travels. Obviously
the producer was quite high on his protege.
Hammond has never been very good at keep-
ing his excitement a secret anyway. "What do
you think?” he asked. As a writer on music |
would have liked to say something incisive
and important. But alas, "He sounds like Art
Tatum,” was the best I could manage on such
short notice.

He does indeed sound like Tatum in this,
his first American album. It is a solo perform-
ance, turthermore, which invariably tends to
bring out the Tatum in any pianist, consider-
ing all the space that has to be filled. Man-
kowicz is a remarkably good pianist, however.
His playing gets complicated and thick at




“| designed the new MF4 because | wanted to offer
the player an alternative to my big MF Horn. A
trumpet that's identical except for the bore. The MF’s
is large — .468. The new MF4's is medium-large —
.465. Both have enough bigness to produce a realily
mellow sound.

“Some people might've tried to design a trumpet
that’'s easier in the ultissimo register by making it
very small. But I've always found that ihe horn that
works really great for me in the upper register is the
same one that has a big, fat sound in the middle
register because it has a /arge bore. Both of these
horns are just marvelous in the middle register! | like
to have them both on the stand so | can switch from

Introducing Maynard Ferguson’s
little big horn.

A
L | >
w,
one to the other.

“| like the MF4 particularly for playing some of
the softer jazz things and the quicker-moving pieces,
because it isn't quite as demanding as far as air
power and velocity go.

“Also, | realize that not everyone uses my size
mouthpiece. A player might prefer a huge mouth-
piece that takes more air. Then he might rather have
an instrument with a bore that's not as large as the
MF’s. The theory of ‘large mouthpiece/smalil-bore
horn.’ Now, with the MF4, we're giving him that op-
tion. A medium-large bore that might match his
mouthpiece better. Plus all the features that've made
the MF so popular’:

come up fast.
Evenwhenit's
not show-
room clean.

I mean, | wonder how many players
clean their horns out after every
performance, as the little pamphlet
says. I've used hundreds of trumpets
in my day, and these are the valves
that work the best.”

Toughness. "“I'm very rough on an
instrument. So it has to be designed
and constructed so it’ll withstand
me. And the airlines.

o {

For a test,

once, the
President of
Leblanc tossed ™
my horn into its
case, took it to the
edge of a stairwell, and threw it
over! Just threw it down the stairs!
| almost freaked! We examined

the horn, then, and it was still

perfect. Perfect!”

f f
Fast valves. Brass or silver. '“The instrument hit on one that has a live sound.
‘[ want to conies in either brass or silver- It rings!”’
press a valve plated brass. If | were playing in the The new MF4. A smaller-bore
and see it trumpet section a lot more, like in

4

large-bore Bb trumpet designed

the back row, I'd go for the silver, by Maynard Ferguson, constructed

which seems to sound brighter. But

up front, my identity sound tends to _ by Holton.

be bright, and I'd rather hear it dark- > ~ For more
ened or mellowed. So | go for the information,
brass. It's all very personal, anyhow, just call this
and we give the player a choice.” toll-free

A live bell. “Holton and | put time PR )

and energy into the size and shape ] o write to Leblanc, 7019 Thirtieth

of :he bell. We experimented Avenue, Kenosha, Wis. 53141.
with smaller bells, bigger bells, ' ' ’

less flare, more flare. And we
N
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Noted percussionist Sherman Ferguson is
currently playing with the Kenny Burrell Trio.
He has also worked with the Pointer Sisters,
Grover Washington, Jr; Pat Harterio, Gabor
Szabo and was co-leader of Catalyst. He has
appeared on numerous recordings, including
the soon-to-be-released "Hand-Crafted” by the
Kenny Burrell Trio.

OGERS"

THE SOUND THE PROS DEPEND ON.
Rogers Drums, CBS Musical Instruments, PO. Box 4137, 1300 E. Valencia Drive, Fullerton, California 32631

SHERMAN FERGUSON
TALKS ABOUT
MUSICAL SENSITIVITY
AND ROGERS.

“When you play with a trio or
small group, it's especially
important to develop your
musical sensitivity...because
everything you play accounts for
a major part of the total sound.

To develop this sensitivity,
you first have to listen to the
other musicians and push your
own egdo aside. You want to be
sure your own playing really
enhances theirs. This doesn't
mean you can't be creative. In
fact, your creative opportunities
are unlimited because
everything you play will really be
noticeable in the overall musical
feeling the group is trying to
convey,. o

You also want to be sure
your equipment is working to
your fullest advantage. That's
one of the reasons | use Rogers.
The MemriLoc hardware gives
me the exact same set-up every
time | play. Everything locks into
place—quickly and accurately. |
can devote my full attention to
interpreting the music, instead
of having to worry about a drum
or cymbal shifting out of
position.

Another thing that’s
critical when you are playing
with a small group is your
dynamic level. At no time do you
want to be overpowering. If you
can't hear the other two
instruments, you are probably
playing too loud. When | play




with the Kenny Burrell Trio, | “TO DEVELOP MUSICAL
constantly adjust my own SENSITIVITY, YOU HAVE TO
dynamic level to fit what the LISTEN TO OTHERS AND
other guys are doing. And since ' »
S eyt o Nt PUSH YOUR OWN EGO ASIDE:
chamber music to the blues, | -SHERMAN FERGUSON
really have to be sensitive to a lot
of different situations.
For instance, if regular
sticks are too loud, ['ll switch to
timbale sticks. If | want a soft
sound I'll use brushes. And
when our bass player, Larry
Gales, gets into something
really delicate, I'll play with just
my fingers. At times we play so
quietly you can actually hear
people in the audience stirring
the ice in their drinks!
You should also be aware
of the ' way your dynamic range
affects the atmosphere of the
place where you are playing. You
don’t want to ruin the intimacy
of a small club by playing too
loud. If a room is “live”, | always
play alittle softer. If it’s “dead’, I'll
play abit harder. Sometimes the
acoustics in a club will change
as it fills up with people and you
have to compensate to stay in
balance with the rest of the
group. | know a lot of groups use
mikes and depend on their
sound men to keep things even,
but we like to change the
dynamic range by our playing. It
keeps our sensitivity level higher
and it sounds much more
natural because we have full
control over what the audience
hears.
Something else about
playing clubs. You don't want to
waste a lot of time tuning and
re-tuming your equipment.
That's another good thing about
Rogers. They make their drums
so they are not only easy to
tune—but they stay that way.
Also, their quality construction
really stands up to the
punishment of the road. The
way lisee it, it's much easier to
concentrate on sensitivity and
the musical feeling you are
trying to build when you have
confidence in your equipment.
That's why | depend on Rogers.”
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times—unnecessarily, it could be argued—but
he is a player of extraordinary power and
much clarity as well, and that carries the day
tor him often enough.

Like Tatum, he is an embellisher of melody.
That accounts for sweeping arpeggios he
cracks like a whip at the feet of his tunes. His
hands often move at separate tempos, practi-
cally side-swiping each other as they sprint
across the keys in opposite direction. So he
spends the first couple of choruses on All The
Things, before breaking into a dancing stride
section that brings the album to life tor the
first time. The melody is always securely in
hand, even if it is sometimes obscured under
layers of chords. Like a magician, he may
palm it occasionally, but it always pops out
quickly somewhere else.

Jig Saw is a simple bass loop wrapped in pir-
ouetting right handed swirls. Bad is cast in
gooey chords that practically stick to his fin-
gers. Garner is so deftly satirical you can al-
most see the waves of the Pacific flopping
onto the beach at Carmel. Blues For John is
not a blues at all, but a 32 bar tune complete
with release. It starts off like Rachmaninoff
but climaxes in a free for all between Johnson,
Hines, Waller and Tatum. Mankowicz is the
winner. Tea For Two rolls out like an ar-
mored tank division. It is fascinating to hear
him load a simple melodic chassis like Tea
For Two with so much ornamental iron and
still not lose the thread of integrity. When he
guns the engine, the vehicle can still peel away
like a hot rod.

Cherokee is a superbly assembled reading.
Each chorus is guided by a sense of the whole.
The performance has a beginning, a middle
and an end. When the story is finished, there is
no gratuitous lingering.

I think Mankowicz's true test will come
when he becomes part of a rhythm section in a
good ensemble. It will require a leaner ap-
proach, and he will be less able to hide behind
his own smoke screens. All signs here indicate
he should be superb. He has the power and
perhaps the swing of Dave McKenna, and he
is off to a fine start Stateside. —mcdonough

quality that is both too distinct to be overly
pastoral and 100 neutrally recorded to bring it
within the lofty spheres in which the ECM
guitarists are sent to excell. Also pretty,
though far less interesting, are the acoustic
solo bows to Joe Pass (Sentimental Mood) and
Laurindo Almeida (Sarabande), but Suite In D
and Sombrero are mere Return To Forever
pastiches, complete with staccato rhythms,
Spanish motits and soaring wordless vocals.
Kawasaki is too sensitive and accomplished
to be completely boring, but even with the ses-
sion band relegated to the background and
Kawasaki as practically the only soloist
(Larry Willis does shine for a few moments)
Ring Toss remains a vague release, too polite
to leave a lasting impression. —gabel

ELLA FITZGERALD

RYO KAWASAKI

RING TOSS—Chiaroscuro CR 181: Tane's Dream
Part I; Suite In D; Sombrero; In A Sentimental Mood:
Frostbite; Tane's Dream Part 11 & 11; Sarabande;
Bones.

Personnel: Kawasaki, electric, steel string,
acoustic, classical and koto guitars; Sam Morrison,
soprano sax, flute, alto flute: Steve Gorn, bamboo
flute: Alex Blake acembic electric bass: Larry Wil-
lis, electric keyboards Buddy Williams, drums:
Badal Roy, tabla: Abdullah Muhammad Abdullah,
congas, percussion: Armen Halburian, sound effects,
percussions; Rhada Shottam, vocals: Otto A. Gomez,
Billy Noftsinger, trumpets: Charles Stephens, trom-
bone: Wilfredo Velez, alto sax: Martha Siegal, cello:
Berenard Kaska, concert master for string section.

* &

While Ryo Kawasaki is to be commended
on the release of his second album as a leader
for steering clear of the fusion and funk main-
stream that beckons most fledgling guitarists
these days, Ring Toss is nevertheless a typical
venture which spans—thinly—a plethora of
influences, barely concealing them, in the
hope that a flurry of stylizations is a sign of
musical prowess and not of a lack of personal-
ity.

The three-part song Tane’s Dream is the
closest Kawasaki comes to raising an in-
dividual voice. A fleeting suite-like composi-
tion, Tane's Dream has an Eastern flavor, evi-
dent in its delicacy and in Kawasaki's pastel
shadings. Here he plays with a natural, airy

LADY TIME—Pablo 2310 825: I'm Walkin'; All
Or Nothing At All; 1 Never Had A Chance; 1 Cried For
You; What Will I Tell My Heart; Since 1 Fell For You;
And the Angels Sing; I'm Confessin’; Mack the Knife;
That's My Desire: I'm In The Mood For Love.

Personnel: Fitzgerald, vocals: Jackie Davis, organ:
Louis Bellson, drums.

* k k k
Lady Time is a perfect title for Ella Fitzger-

ald’s latest. Her sense ot meter and its endless

moditications are truly a royal treat.

Repertorially, golden oldies prevail but
Ella manages to revitalize each with charac-
teristic cleverness: And The Angels Sing has a
minor key intro while “boo hoo™ is her scat
sound on [ Cried For You.

Speaking of scatting, this LP contains few
traces of Ella’s monosyllabic trademark. At
first 1 felt cheated, but hearing her ideation
applied almost exclusively to the lyrics time
and again became a refreshing listening expe-
rience, with one notable exception. Whar Will
I Tell My Heart is a turkey even Ella can't
carve into something palatable. Thankfully,
she gets in and out quickly (total time 1:57).

The backing instrumentation here is unusu-
al, a mere duo providing the rhythmic play-
ground through which Ella so delightfully
romps. While I admit to a preference for pi-
ano accompaniment, Davis backs with the
best of them. He has, by the way, done time
with other heavyweights in days past—Dinah
Washington and Nat Cole to name just two.

The Lady turns I'm Walkin’, Fats Domino's
*50’s rock 'n” roller, into a blowin’ bop piece,
wherein Davis’ straight four left hand (and
foot) add a nice driving touch. Bellson swings
from beginning to end, one of the few big
band drummers who makes the combo transi-
tion with sensitivity and taste.

We're once more subjected to Mack The
Knife but this cut is more limber, less frenetic
than previous renderings. Check out All Or
Nothing At All if you think Ella’s high register
can't rise to the occasion when necessary.

Lady Time projects the mellow mood of a
Sunday afternoon jam, and the result is a shar-
ing in the joy as well as the triumph of each
improvised nuance. —carol comer

| RICHARD BEIRACH

HUBRIS—ECM-1-1104: Sunday Song; Leaving;
Koan; Osiris; Future Memory; Hubris; Rectilinear; The
Pearl; Invisible Corridor/Sunday Song—Monday.

Personnel: Beirach, piano.

* x 2

The jazz world today seems to have one
clear division—between those who feel that
ECM Records’ output is the greatest thing to
happen to music since Debussy began writing
without a fixed tonality and those who feel




that ECM is spilling out sophisticated Muzak,

wallpaper music for hollow frames. I am com-
| ing to side with the latter, with this release
giving me the latest nudge in that direction.

Beirach has obviously been influenced by
two other pianists of the ECM school—his
Berklee classmate Keith Jarrett and Chick
Corea. (His ECM bio sheet, as well as naming
a mixed bag of jazz influences, also lists, in
what reads like a parody, classical influences
from every period and school except the
baroque.) But despite his technical abilities—
which contribute smooth articulation, a warm
tone and rich harmonies—Beirach lacks the
rhythmic pulse and melodic flow of his jazz
piano influences. His left hand softly sounds
out full chords or rolling arpeggios while his
right hand spills out spatterings of lone notes
in a recurring pattern. With rare exception—
such as The Pearl—there is no melodic flow.
Rather, repeated figures in the left hand are
used to hold things together.

This can work, as it does on the opening
Sunday Song. Beirach repeats three chords in
his left hand, forming an underlying, relaxed,
swelling melody that strengthens the right
hand's quick runs and use of grace notes. He
even shifts to some arpeggios in his left hand
and with a heavier right plays light rhythm be-
fore returning to the opening patterns. This
creates a soothing, hypnotic effect.

But generally the repetitive figures, which
are almost always cut short and then picked
up again as if Beirach must start over after
each bar line, create only boredom.

The one consistently bright thing about
Hubris is the gorgeous piano sound engineer
Martin Wieland gets, although sometimes I
think the sound is too brittle in the upper
range. But that may be due more to the char-
acter of the piano and Beirach’s attack than
the engineering.

Listen to the rumbling strings—rubbed or
slapped by hand—with the slight metallic
edge to the vibrations on the opening of /nvi-
sible Corridor. From this sound emerges pure
ringing piano tones which lead to a return of
the album’s opening melodic fragment. Wie-
land captures this with all its full resonance.

But here as elsewhere, brilliant engineering
is no substitute for brilliant musicianship.
And although Beirach has his brilliant mo-
ments, they are not enough to form brilliant
music.

This type of music is often described as im-
pressionistic, referring to Debussy. The only
thing impressionistic about Hubris is that after
Beirach’s playing ends one is left with an im-
pression but nothing of substance. —de muth

AHMAD JAMAL
MAKES “"ONE’’ TO TALK ABOUT.

One great piano man.

Entering his third decade of hit - making.

One great piano album.

Featuring the Jamalization of Steely Dan's "Biack Cow’’
And Billy Jcel’s "Just The Way You Are”

Two big reasons why the talk’s just starting on this “"One”

clerazon (<A THE NEW "ONE” FROM AHMAD JAMAL.
G Con. o ON 20TH CENTURY - FOX RECORDS & TAPES.

PRODUCTION & SOUNDO BY BONES HOWE A B.H. PRODUCTION

 GARY BURTON

TIMES SQUARE—ECM 1-1111: Semblence; Cor-
al; Cureful; Peau Douce; Midnight; Radio; True Or
Fulse; Como En Vietnam.

Personnel: Burton, vibes; Steve Swallow, bass gui-
tar; Roy Haynes, drums: Tiger Okoshi, trumpet.

* k Kk x

With this album, Gary Burton has moved
closer to mainstream jazz than ever before.
There are several factors at work here, but the
main one is trumpet player Tiger Okoshi, a
colleague of Gary's at Berklee. Okoshi has a
clear, broad tone and an ability to shade it. He
prefers the middle and lower registers but can
pop out the high notes when he wants them.
His style is mainstream all the way.

Ever since Gary Burton formed his first
quartet in 1967, he has favored guitar as the
supporting melodic instrument. Over the years
the sound of vibes and electric guitar has be-

John “Willie”” Wilcox
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come a Burton trademark. The sound on this
album is different. The bright, brassy tones are
startling at first, especially because everything
else sounds so familiar: Swallow's smooth and
melodic bass lines, Haynes’ excellent boppish
drumming, and Burton’s vibes, as sweet and
swinging as ever. (Steve Swallow and Roy
Haynes are long-time Burton associates, both
of whom played in Gary's first quartet, along
with Larry Coryell.)

Okoshi’s lyrical style blends in well, so the
novelty wears off quickly. Still, the sound is
different. It is more open and more sharply
defined, because the trumpet does not entwine
with the vibes as guitar does. Trumpet and
vibes are distinct voices. The sound itself is
more mainstream.

Another factor is the approach. For all the
talk of his being a jazz-rock pioneer, Burton
has never really crossed over. But this album
is even straighter than usual. Look at the ma-
terial: three straightahead cuts, two ballads, a
jazz waltz, a Latin tune and one odd duck
(True Or Fulse, a short, very tasteful drum
solo). These compositions are harmonic, not
modal or free, and the soloists stick to the
changes. How straight can you get?

That is not meant as a slur. The playing
throughout is first-rate, and everyone seems
comfortable with the style. It is, in fact, a very
comfortable, enjoyable album. There is
nothing really new here, nothing earthshak-
ing, but there is a helluva lot of good jazz.

One question: why does an album entitled
Times Square have a cover photo of $7th St.?

—clark

J. J. JOHNSON/
NAT ADDERLEY

THE YOKOHAMA CONCERT—Pablo Live
2620 109: Horace; Cyclops; Why Nou: Splashes; It
Happens; Work Song; Walkin'; Jevin; Lament; Hum-
min’; Melodee.

Personnel: Johnson, trombone: Adderley. trumpet:
Billy Childs, keyboards: Tony Dumas, bass: Kevin
Johnson, drums.

* h kK

For one who still places high in the polls,
J.J. Johnson is heard from but rarely. This
live two-record set, recorded April, 1977 in
Japan, is a new testament to the deceptive
smoothness of J.J.'s ‘bone. In his own re-
served fashion, this man is still full of small
surprises on his out-of-vogue instrument.

Horace sets the Yokohama stage for hot and
cool flashes of post-bop brilliance. It begins
with a groovy, Silverish ensemble head, fol-
lows with Johnson’s comfortable solo. and
then features Nat, who starts vaguely, heats
up, and almost boils over. This blowing pat-
tern, with ample room given to each of the
three young accompanists, dominates much of
the action (Walkin', It Happens, and others)
but generally avoids the mundane effect of
solo after solo.

These improvisors can carry their weight, to
be sure, but their inclusion of a balladic
breather, two boisterous drum displays, and
even some introductory electronics makes for
a well-paced varietal sampler. This is solid
mainstream creativity without cliches.

Nat plays the role of aggressive foil on the
finger-snapping numbers, some of which
(Walkin’, Work Song) have the funky familiar-
ity of bygone Cannonbali/Miles profferings.
partially because of Nat’s tone on the horn.
On Why Not, Adderley follows J. J.s starter
solo and the two-horned, boppish head reprise
with a sizzling trumpet run that threatens to
go completely topside. His extroversion

throughout this set is a good contrast to the
more conservative Johnson,

The backing trio is similarly enthusiastic.
Kevin Johnson gets hot on Jevin, custom built
for his drum spot, but I also like the way he
kicks along Splashes with big sprays of cymbal
work before taking a more frantic solo plunge,
Dumas is the pacemaker on Walkin', strolling
step for step with the trombonist while the
others sit out. Billy Childs fulfills his support
role, comping colorfully on electric piano and
turning a dashing solo on Why Nor, though his
playing tends toward the standardized. Syn-
thesizer drones and computer sounds on Why
Not, It Happens, and Hummin' are helpful
mood setters . .. and mood breakers.

J.J.’s performance may be rooted in the bop
tradition, but his imagination can be strongly
contemporary. Almost every solo becomes
subtly three-dimensional as Johnson inter-
prets the tunes with quiet excitement. Playing
well within the soulfully rhythmic context of
Cyclops, for instance, J. J. imperceptibly slips
into something just a little racier, showing
new edges of the already fast beat. He later
ranges from bad-talking 'bone honking on
Hummin'to the beautifully soft Lament, full of
ingeniously gentle, note-bending balladry.

There is no question that the trombonist
could have taken bolder chances with many of
the passages here, but the really great ones
have a habit of making the difticult look easy.
J.J. mixes taste with hipness, plays about as
proficiently as ever, and “comes back” with
an album somewhat akin to Dexter Gordon’s
Homecoming. —henschen

/  Billy Cobham doesn’t
/" have four hands,
‘ he just sounds
like it.

Billy's two hands hold
the all new pro-mark
drumsticks. They help
him sound better. And
peo-mark can help you
sound better, foo.
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| EDDIE MARSHALL

DANCE OF THE SUN—Timeless SIP 109: The
High Priestess of Gone; The Stroll; Salt Peanuts; Dan-
nielle; Bt | Refuse To Come Down: Andree,

Personnel: Marshall, drums and percussion: Manny
Boyd, tenor and soprano saxophones; Bobby Hutch-
erson, vibraharp: George Cables, piano; James Leary,
contrabass.

* x x W

In the ten-plus years since he moved to San
Francisco from his native Massachusetts,
drummer Eddie Marshall has established him-
self as a consistently swinging and versatile
artist. By the time he came to the Bay Area in
1967. Marshall had already played with
Houston Person, Toshiko Akiyoshi and Sam
Rivers, and upon arrival he helped form The
Fourth Way—one of the first groups playing
what became indelibly labelled “jazz-rock fu-
sion.” At Keystone Korner, San Francisco’s
pre-eminent jazz club, Marshall, along with
bass cohort James Leary, has backed top-
flight artists from Dexter Gordon to Anthony
Braxton. And since the early '70s Eddie has
performed and recorded extensively with the
Bobby Hutcherson quintet. In short, Marshall
covers all the bases—and he covers them well.

On this, his first solo album, Marshall leads
Hutcherson’s current group, offering four of
his own tunes, one by Hutch, and a smoking
reading of Salt Peanuts. As might be expected,
the ensemble sound is closely akin to that
heard on recent Hutcherson efforts—light,
airy, coolly swinging, with extended solos
from all involved. Everyone plays quite ad-
mirably—Hutcherson sounds more self-as-
sured than he has for years, particularly on
Peanuts and Marshall’s Dannielle, with Eddie
the impeccable whirlwind throughout—and
everything sparkles with an uncluttered, if
rather predictable, motion.

Perhaps it is this predictability that makes
Dance less than ultimately satisfying. The




light sambas like Andree and High Priestess,
and Hutch’s ballad The Stroll, are well-ar-
ranged, pleasant enough affairs but composi-
tionally are self limiting in scope. The Dol-
phy-like Refuse To Come Down offers the most
in the way of twists and turns, with a joyously
convoluted rhythm section and fiery ball-
passing between Boyd (on tenor) and Hutch-
erson. The band’s working of Salt Peanuts ab-
solutely burns, and even Boyd—from whom a
substantial solo voice is sorely missed on most
of the record—edges outside to pepper the
rarified bop.

There is much to praise on Dance of the
Sun—Hutcherson’s supple, chiming runs, Ca-
bles’ lush but never syrupy work, the melodic,
ever-compelling drumming of the date’s lead-
er—but the band needs to experiment a bit
more compositionally to really fuel their play-
ing talents. Otherwise the music becomes an
inwardty-turning spiral instead of the infinite
expansions ot which Marshall and company
are capable. —zipkin

MARY LOU WILLIAMS/
CECIL TAYLOR

EMBRACED—Pablo 2620-108: The Lord Is
Heuvy (A Spiritual); Fandangle (Ragtime); The Blues
Never Left Me; K.C. {2th Street (Kansas City Swing);
Goad Ole Boogie; Busic Chords (Bop Chunges On The
Blues); Ayizan; Chorus Sud; Back To The Blues; | Can’t
Get Started.

Personnel: Williams, Taylor, pianos: Bob Cran-
shaw, bass: Mickey Roker, drums.

* x Y2

This record documents of one of last year’s
“big events,” the meeting of pianists Mary
Lou Williams and Cecil Taylor, at Carnegie
Hall on April 17, 1977, a get-together
mounted with much pomp and circumstance.

Unfortunately, this long and tedious two-
record set clearly points out that the idea,
while perhaps a noble one, was ill-conceived.
Regardless of the mutual affections between
the two principals, Williams and Taylor are
stylistically incompatible.

Most of the music consists of superimposi-
tions of William’s traditional blues-based

approach and Taylor’s volcanic eruptions of

multi-noted ftlurries. While the premise of
overlayed styles has been expertly, and musi-
cally, handled by masters such as Charles
Ives, here the mix adds up to a largely in-
choate babble.

There are some interesting moments where
the juxtapositions genuinely sparkle and pro-
voke. But such ettorts as K.C. [2th Sireet
(Kansas City Swing) drone on without relief
due to essentially static compressions of Wil-
liams’ basic bluesiness and Taylor’s torrential
downpours. Any resemblances between this
and the swing of a Basie or McShann are pure-
ly coincidental.

Another weight on the project is William’s
arrogance, both stated and implied. In her
notes, she claims that all of jazz is divided
into four parts: *'Spirituals,” “Ragtime,”
"Kansas City Swing,” and “Bop or Modern
Jazz (the Dizzy Gillespie Era).” She then
states that “there has been nothing new in Jazz
since the Bop Era” and that in the *50s *“‘a per-
verted force” came to music. For good measure,
she proclaims jazz “America’s only art form.”

Such narrow, misguided and incompre-
hensible pronouncements can perhaps best be
dealt with in socio-psychoanalytic terms. Suf-
fice it to say, they do little to benefit their au-
thor. More sad, they reveal a similar sense of
confusion also contained in the music.

—berg

Playing with Weather Report
is a challenge.

Playing with Slingerland

is amust.

According to the down beat and Playboy polls,
Weather Report is the best jazz group in the
world. According to Peter Erskine, Slingerland is
the best drum in the world.

Weather Report’s music moves with clockwork
precision. And Peter Erskine’s timing keeps that
sound moving because Slingerland is so quick,
consistent and responsive to his touch.

Of eourse, sound is what it's all about. And Peter
simply sounds better when he plays Slingerland.
You don’t have to follow any polls to appreciate
that fact—just play Slingerland. You'll like what
you hear. So will your audience. And that's how
polls are won.

tingertand

6633 N. Milwaukee Avenue, Niles, lllinois 60648
December



fact:

you can choose your
microphone to enhance
your individuality;

Shure makes microphones for every imaginable use.
Like musical instruments, each different type of Shure microphone has a
distinctive “sound,” or physical characteristic that optimizes it for

particular applications, voices, or effects.

Take, for example, the Shure SM58 and SM59 microphones:

SM59

Mellow, smooth,
silent...

The SM59 is a relatively new,
dynamic cardioid microphone. Yet
itis already widely accepted as a
standard for distinguished studio

productions. In fact, you'll often
seeitonTV. . .especially on mus-
ical shows where perfection of
sound quality is a major considera-
tion. This revolutionary cardioid
microphone has an exceptionally
flat frequency response and neu-
tral sound that reproduces exactly what it
hears. It's designed to give good bass
response when miking at a distance. Re-
markably rugged — it's built to shrug off
rough handling. And, itis superb inreject-
ing mechanical stand noise such as floor
and desk vibrations because of a unique,
patented built-in shock mount. It also fea-
tures a special hum-bucking coil for
superior noise reduction!

Some like it essentially flat...
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FAEOQUENCY IN HERTZ

professional microphones...by
Ll SHURE

‘ers Inc., 222 Hartrey Ave., Evanston, IL 60204, In Canada: A. C. Simmonds & Son Limited
turers of high fidelity components, microphones, sound systems and related circuitry

SM58

Crisp, bright
‘‘abuse proof”

Probably the most widely used
on-stage, hand-held cardioid
dynamic microphone. The
SM58 dynamic microphone is
preferred for its punch in ive
vocal applications . . . espe-
cially where close-up miking is
important. It is THE world-
standard professional stage mi-
crophone with the distinctive Shure
upper mid-range presence peak for
an intelligible, lively sound. World-
renowned for its ability to withstand
the kind of abuse that would destroy
many other microphones. Designed
to minimize the boominess you'd ex-
pect from close miking. Rugged, effi-
cient spherical windscreen eliminates
pops. Lightweight (15 ounces!)
hand-sized. The first choice among
rock, pop, R & B, country, gospel,
and jazz vocalists.

...some like a “presence” peak.
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BLINDFOLD

played in a variety of musical settings.

Stanley Turrentine is well on his way to becoming a household word. {f airplay and record
sales are any indication, Turrentine’s audience is growing daily. And thanks to a new six fig-
ure deal with Electra’s JazzFusion label, the sky's the timit.

Born in Pittsburgh, the 44-year-old tenorman spent his early years on the road, playing the
blues. After paying the chitlin’ circuit dues, Turrentine joined Max Roach in 1959 forming a
band which also included his brother Tommy on trumpet. Listeners were impressed by Turren-
tine's distinct sound, a funky blend of Ben Webster, Coleman Hawkins and Sonny Rollins.

in the early '60s, Turrentine joined forces—musically and matrimonially—with organist
Shirley Scott. At the same time, he began recording his own albums and appearing as a side-
man on many of the classic Blue Note sessions. Scott and Turrentine split up in'71. Although
his name was well known in the jazz community, it was the chart buster Sugar that exposed
Turrentine to a much larger audience. Since, with CTi Records and Fantasy, Turrentine has

This blindfold test was administered in Turrentine’s den at his comfortable New Jersey
home. Surreunded by giant blowups of Bird and Trane, and a record collection that would
make any jazz fan proud, Turrentine was anxious to check out what we had in store for him.

He was given no information about the records played.

1. BEN WEBSTER. Body and Soul (from The
Tenor Saxophone, Arista). Webster, tenor
saxophone; Cscar Petiiford, bass; Johnny
Guarnieri, piano; recorded 1944.

Sounds to me like Don Byas, was it? Well, it's
got to be Herschel Evans. Wait a minute. Not Cole-
man Hawkins. | know the song, Body And Soul. It's
not Herschel Evans?

Primack: Would you believe Ben Webster?

Turrentine: Wel, I'll give that five stars. | guess |
might be a little prejudiced because | used to lis-
ten to Ben Webster when | was coming up and |
consider him one of the greatest tenor saxophone
players I've ever heard. He influenced me a lot.
Lockjaw Davis too. In fact, Lockjaw sounds just
iike him.

| feel terribie, man. 1 should have known him. | met
Ben, a couple dof times. Once in Los Angeles, he
came up on the bandstand and sat in. He was just a
phenomenai guy and his playing was just superb.
He's one of my big inffuences and I'm ashamed |
didn't know who it was when | first heard that cut.

2. WILLIS “GATORTAIL" JACKSON{.
Niamani (from In The Alley, Muse). Jackson,
tenor saxophone; Jimmy Ponder, guitar;
Sonny Phillips, organ, composer.

Well, | know that's Willis Jackson. And Jimmy
Ponder onr guitar. | don't know who the other cats
are. | like Willis’ tone. He's got a nice sound.

I'd give that a three. 1t didn't seem like it got any-
where.

| played with organs for eleven years. | worked
with Shiriey Scott and with Jimmy Smith. That or-
gan sound doesn't seem to be happening very
much these days. Maybe since there's not that
many saloons or bars to be working in, you don't
hear too many groups nowadays with organs.
Everybady's going to the synthesizers and the
electric piano. It's a shame in a way. | had a 1ot of
enjoyable times with organs. | learned a lot of
course because | was fortunate enough to be able

to play with two of the greatest jazz organists in
the worid. It brings back some fond memories.

3. JOHN GILMORE. Take The A Train (from
Sun Ra Live At Montreux, Inner City). Gil-
more, tenor saxophone; Sun Ra, piano; Clif-
ford Jarvis, drums.

No doubt about it. That's Max. And | think Billy
Harper on tenor. | didn't get a chance to hear any-
body else, they were playing kind of fast, as Max
usually does. | have to give it three stars. | know
it's Max. It's got to be.

Primack: John Gilmore was the tenor and
Clifford Jarvis on drums.

Turrentine: No kidding. Well then I'm going to
take that three back. He sounds so much like Max,
like a carbon copy. Like he picked up each record
Max every played and learned every solo that Max
played. He sounds so much like Max,

John Gilmore sounds good. He always did. I'll
give it three stars just on the strength of him.

4. JOE FARRELL. Samba Song (from Chick
Corea, Friends, Polydor). Farrell, tenor
saxophone; Steve Gadd, drums; Eddie Go-
mez, bass; Chick Corea, piano and com-
poser.

Sounds like Joe Farrell on tenor. And that guy
from My Spanish Heart, what's his name? Chick
Corea on piano. It sounded good. |'ve always been
an admirer of Chick Corea's and of Joe Farrell, too.
The bass player sounded like Scott Lafaro. All the
solos were great, the drummer, the whole band.

That's a2 well played tune man. You've got the
right cats playing it! 1 liked the melody. It was a
well constructed song played very, very well. I'll
give it four stars.

5. SONNY ROLLINS. Autumn Nocturne
(from Don't Stop The Carnival, Milestone).
Rollins, tenor sax; Tony Williams, drums;

Photos by HERB NOLAN

Jerry Harris, bass; Mark Soskind, piano.

That was Newk, Sonny Rollins. He's been my
man for a long time. The highest. | have all the re-
spect in the world for that man. I've been listening
to him since | was playing the saxophone. Sonny
Rollins, I'll give that five.

That solo. Just beautiful, man. What eise can |
say other than it's great. | can't analyze it. 'm not a
critic. | couldn’t be a critic. Anything Sonny Rollins
plays sounds good to me. Really.

6. ARCHIE SHEPP. Solitude (from Steam,
Inner City). Shepp, tenor sax, piano; Camer-
on Brown, bass; Beaver Harris, drums.

That was Archie Shepp. I'll give it two stars. Two
because | don't particularly like it. 1 got to be hon-
est. It just doesn't do anything to me. He's playing,
| guess it's Solitude. That's the name of the song,
right? I've heard the song played before.

That's not the kind of thing | like to hear. Maybe it
wasn't his day. You can’t play everyday. But 1 don't
particularly like it. That's all.

7. SAM RIVERS. Scud (from Sizzle, ABC/Im-
pulse). Rivers, tenor saxophone, composer;
Dave Holland, bass; Ted Dunbar, guitar;
Warren Smith, Barry Altschul, drums.

Take it off please.

Primack: Why?

Turrentine: It sounds abrasive. It got to me.

| don't know who that is and | don’t know what it
was, either. | just don't know. That's nothing!

Zero. | don't know what that was. | can't seem to
get anything out of that. | don't know what was
happening. | didn't feel anything. It sounded like
everybody just got in the studio and said, play
something, no, just play anything. | mean, what's
the purpose of his record? What are they doing?
There's no form. | can't hear any form. No melody.
The tones are terrible. It doesn't sound good to
me. It's really not my cup of tea. Maybe if | listened
to it a little longer but I've found | can't take that
kind of thing for too long. | just can't listen to it.

8. EDDIE "“LOCKJAW"” DAVIS. The Good
Life (from Straight Ahead, Pablo). Davis, ten-
or saxophone; Tommy Flanagan, piano; Ke-
ter Betts, bass; Bobby Durham, drums.

That's Lockjaw. He's a stylist, t0oo. He's been
around here a long time playing and playing good
a long time!

Was that Tommy Flanagan? It sounded like Tom-
my Flanagan on piano. 'd give that four stars.
Jaw's been another strong influence on me. | used
to listen to him a lot. Still do when | get a chance.

What else can | say? Like | said, | could never be
a critic.
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DAVID CHESKY
BY BRET PRIMACK

People are ftalking about David Chesky. People
like Whitney Balliett in the New Yorker: "He has
put together a 16-piece band made up of young
musicians who play his compositions and arrange-
ments with precision and shout. He uses rock
rhythms, good voicings, humor, a lot of space and
plenty of solos . . .” John S. Wilson in the New York
Times: "The calibre of the band’s musicianship
was vividly demonstrated Monday evening when
the musicians read at sight, a new arrangement. 'a
funky cool laid back thing but it's got to swing,’
Chesky instructed his men. It was a catchy brass
soft shoe dance with odd and fascinating quirks
played with easy assurance, with a feeling for nu-
ance that gave no hint this was the first run-
through.” Not bad considering that David Chesky
is 21 years old. And that he has no agent, manager,
record company or rich relatives.

The David Chesky Big Band Story began in Mi-
ami Beach. His mother forced him to take piano
lessons at the age of five. He hated it, until junior
high, when he started playing in a Miami Beach
junior high school jazz band, and working with rock
groups. Early in the eighth grade, Chesky attended
his first big band concert—he saw Buddy Rich's
band and it changed his life.

"I was in a rock band and when | heard that big
band sound, it was the most impressive thing I'd
ever heard. It knocked me out. The brass, the
whole energy thing, |just couldn't believe it. Espe-
cially hearing pros play, because up to them, I'd
just heard amateur bands, but with Buddy's band,
everything was so tight. Those trumpeters. Wow!
It was such a physicai thing. | couldn't believe how
outrageous it sounded.” And so a dream was born.

32 O down beat

In high school, Chesky led a trio, playing the
Emerson, Lake and Palmer synthesizer trip. But
somewhere in the back of his mind, the dream
flourished. He attended music classes at the Uni-
versity of Miami, studying jazz arranging with Bob-
by Meyers.

After turning 17, Chesky moved to New York to
continue his studies. He spent a year at Juilliard,
studying classical composition. After dropping
out, he spent another year just hanging out. "
learned just by the facilities, listening to the other
kids, practicing all day. | was going from ten in the
morning to ten at night. | also learned a lot in the li-
brary, not really from the classes but just by being
in that atmosphere. That was for the classical
thing. It helped open my ears."” Studies in jazz har-
mony with Sanford Gold were next. Then a stint at
City College, with teachers Ed Summerlin and
John Lewis. "The more you listen to guys like that
and see what they're doing, you look at their music
and your ears develop. That's the whole thing
about being a musician, your ears. They have to
develop so you can think and hear on a higher
level.”

But at the age of 19 Chesky found himself at a
fork in the road. What was his place in the music
business? After tremendous inner turmoil about
whether or not to go in the rock direction, he real-
ized he had to put together a big band. And so, he
finally wrote his first big band charts. The initial
group he assembled to read the charts was
stocked with college friends. They barely made it
through the rehearsal though, because the charts
were copied incorrectly. In fact, David Chesky's
first big band sounded terrible. But he was not dis-
couraged. He wanted a big band and he wanted it
bad. He improved the charts. And the players.
Within several months, he had the best young stu-
dio players in New York. And after several re-
hearsals of that band, Chesky made a tape.

Then the hustling started. Chesky hit the streets.
He didn't know anybody in the business. He had no
leads. No connections. He started by going to rec-
ord companies. The majority of record company
people who heard the tape liked it. ' They told me
it sounded great but that it wasn't going to sell.
Record companies aren’t interested in being
philanthropists. They're only interested in making
money. They don't care what they put on a record,
as long as it sells. Music is secondary. Selling
records comes first."”

But Chesky kept on plugging. A friend suggest-
ed he try John Hammond. Rather than trying to
make an appointment (with the possibility of being
brushed off), Chesky burst into Hammond's office
unannounced. Hammond promised to listen to the
tape. Late that night, he called Chesky from his
home in Connecticut. He promised to help.

At the same time, Chesky started hustling to get
the band a regular gig. He took his tape to club
owners. No response. Then he enlisted the sup-
port of Rev. John Gensel, pastor of the jazz com-
munity. Gensel urged Chesky to see Rigmore
Newman, formerly of Jazzinteractions, who at the
time, was managing a club called Storyville. She
liked the tape and agreed to try out the band on
Monday nights. They stayed seven months.

Every Monday night for seven months, the band
played for the door, sometimes making as little as
three dollars each for the night's work. But the
members of the David Chesky Band aren’t playing
his charts for the money. Most are highly success-
ful studio players. Take trumpeter Danny Cahn:
"The charts are really challenging. Each time the
band plays, we've got to be on our toes just to
keep up with what we did the last time we played.
Trumpeter John Gatchell: "You've got to give
100% of yourself all the time. David writes beyond
the capabilities of most players ..." Trumpeter

Bob Millikan: “The music gives you a reason to
pick up your horn and play, not simply pick it up
with the feeling you're going through the motions
of just another gig. It's really high calibre stuff.”

Veteran saxman Arnie Lawrence, who leads his
own group, Treasure Isiand, joined the band mid-
way through the Storyville gig. Lawrence, a highly
respected clinician, feels that Chesky's music will
have great appeal to the whole crop of new instru-
mentalists coming up, taking them to a new level of
musical consciousness because of the sophistica-
tion of Chesky's harmonies. "And the rhythm sec-
tion does it! When | stand up to take a solo, | know
they're going to kick me in the right direction.”

As word spread around town that a new 16-
piece band playing high energy jazz-rock was
breaking it up at Storyville, the audience grew.
Among those spotted on a typical night: George
Shearing, Kurt Vonnegut, Soupy Sales and Art
Farmer. And Chesky kept hustling. In an effort to
build his audience, he printed up and distributed
half-price admission tickets for area schools and
colleges.

Is it tough keeping the band together? "It takes
a lot of work. Instead of making two calls, you've
got to make 16. And everything has to be written
out and arranged. It's a very drilled, skilled way of
playing. You can't fake it. You could do a head ar-
rangement for a quartet in ten minutes. A big band
arrangement? Could be days. And then there's
copying. Let me tell you, abig band is a much more
disciplined thing, and requires lots of work. But in
the end, the sound is unbelievable. It pays off in a
big way."

The band’'s personnel has remained constant.
John Gatchell, Danny Cahn, Bob Millikan and John
Echkert play trumpet. Keith O'Quinn, Clint Shar-
men and Phil Bulla are the trombones. Arnie Law-
rence, Mauricio Smith and Ken Hitchcock com-
prise the sax section. On drums, Brian Brake. The
bassist is James "Fish” Benjamin. Steve Kroon
handles percussion. Guitarist Bill Washer rounds
out the rhythm section.

On July 2, thanks to impresario George Wein,
who somehow managed to put on a jazz show at
the White House, Chesky became the youngest
bandleader ever to work Newport. At the Saratoga
extravaganza, Chesky shared the bill with Herbie
Hancock, Chick Corea and George Benson. But
even though a crowd of 20,000 brought him back
for an encore, the following week Chesky was
back on the street trying to put together a record
deal. "Listen man, we're a good poppin’ band with
a lot to say. | think we're going to get heard.” dgb

CAUGHT!

~ LAMONTE YOUNG

HEINER FRIEDRICH, INC.
NEW YORK CITY

Personnel: La Monte Young, piano

La Monte Young’s first series of New York
concerts since 1975 showed the iconoclastic
composer/performer at the height of his pow-
ers. Playing his masterpiece, The Well-Tuned
Piano, Young revealed a world of possibilities
that are not even hinted at in classical key-
board literature. Furthermore, he conclusive-
ly proved that Western and non-Western mu-
sic can be bridged with ease by one who is at
home in both traditions

Seated before a Bosendorfer Imperial at one
end of the Heiner Friedrich art gallery, Young
resembled John Brown with his long, full
beard. For four solid hours, he played practi-
cally non-stop, exerting a magic spell over his
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listeners, who were either sprawled out or sit-
ting cross-legged on a gigantic Oriental carpet
that extended the length of the rectangular
gallery.

Although Young is often grouped with Steve
Reich and Philip Glass, his music is actually
very different from theirs. While all three
composers write in non-linear, anti-climactic
styles that are often described as “trance mu-
sic,” Young has been more directly inspired
by Indian music than have either of his col-
leagues. Also, whereas Reich and Glass write
out most of their compositions, improvisation
is an essential element of Young's work.

The Well-Tuned Piano is an apt title for a
piece that turns Bach's Well-Tempered Clavi-
chord on its head. Bach summarized the sys-
tem of tuning which had come into a wide-
spread use by the 18th Century in a series of
preludes and fugues in each of the major and
minor keys. In The Well-Tuned Piano, on the
other hand, the instrument is tuned so that the
relationships between any two frequencies
may be represented by some rational fraction.
The resulting intervals between tones are sim-
ilar to the microtonal intervals that occur in
Indian music.

Using this curiously altered piano in con-
cert. Young gradually developed a rich matrix
of sound in the manner of the alup. the long
introduction that typically prefaces an Indian
raga. Pulsing rhythmically around a central
tone, this matrix was replete with inner voices
and overtones.

The harmonics arising from the rational in-
tervals of Young's instrument were perhaps
the most fascinating aspect of his music.
Amplitied by a microphone suspended over
the strings, they at times resembled a host of
other instruments, including woodwinds, a
french horn and an organ. With as many as
taree distinct harmonics being produced at
any one time, it sounded as though Young was
playing a synthesizer and not merely an
acoustic piano.

Although a couple of the matrix sections
lasted for half an hour apiece, there was plen-
ty of contrast in The Well-Tuned Piano. A re-
occurring melodic strand that piquantly wan-
dered from “tuned” to “out-of-tune™ notes, for
instance, was used as a formal structural ele-
ment. At one point, Young played a sprightly
tune that seemed like a space age hoedown,
while a broken chord sequence in another
passage formed a kind of neo-Baroque har-
monic progression.

These allusions to the classical tradition un-
derscored the fact that Young is one of the
first composers to successtully combine West-
ern and non-Western elements in his music.
Even more important, however, was his abil-
ity to maintain a magnetic hold over his audi-
ence. For a solo pianist to be able to project
such power is no small feat in this age of tech-
nology. —kenneth terry

NEW YORK JAZZ
QUARTET

BLUES ALLEY
WASHINGTON, D.C.

Personnel: Roland Hanna, piano; Frank Wess, ten-
or and soprano saxophone; George Mraz, bass;
George Brown, drums.

1 caught the quartet on the fifth night of a
one-week engagement. By then, the group had
time to make adjustments—George Brown

had replaced Grady Tate in the drum chair.
After opening night, Tate had been called
back to New York. Despite his departure, the
quartet retained its tight feel, and one set was
enough to convince that their music-making
does not fit into any brand-name niches of
critical commentary.

My neighbor along the bar pronounced:
“This is chamber jazz.” He was understand-
ably responding to the mood of calm that set-
tled over the room after the quartet’s impres-
sionistic rendering of Wess’ Plucitude. The
wonderfully pure intonation of Wess' flute
work and Hanna's gossamer touch—whether
supporting or soloing—were primarily re-
sponsible. Also, Mraz displayed both com-
manding technique and a sensitive ear. His de-
velopment of figures under Wess' swirling line
provided depth to the piece. A simpler accom-
paniment might have resulted in a sense of
mere prettiness, but NYJQ created a settling
calm. It was all the more remarkable consid-
ering that this is the one selection on which
Brown’s limitations were apparent. The piece
called for the kind of percussive coloring and
shading that are just not part of Brown’s essen-
tially swing vocabulary.

Next, Hanna played Erroll Garner's Au-
tumn Leaves. Hanna's treatment had the var-
ied and romantically orchestral feel of Gar-
ner, without the latter’s tendency toward ex-
travagant lushness, possibly because Hanna
played it a little faster than Garner would
have. In all, it was a tour de force for Hanna’s
right hand. Wess' solo demonstrated that he is
not averse to the expressive potential of in-
flection, at least when playing tenor.

A Mraz composition, Blues For Saraka, fol-
lowed. The piano intro, developing into the
melody statement by piano, flute and arco
bass, conveyed a pastoral texture. Brown
joined as Hanna took the first solo, a sancti-
fied affair in sharp contrast to the initial feel-
ing. Hanna reverted to a much lighter touch
when comping under Mraz's extremely active,
triplet-riddled solo. Wess took his solo on
tenor, adding another sharp contrast to the
opening texture.

The set conciuded with another Wess origi-
nal, Surge. The rhythm section vamp was
syncopated in such a way that the middle
seemed to drop out of each measure. It was an
odd launching pad for Wess™ flute. Hanna
took a much firmer approach as Mraz's strong
walking propelled the piece into a swinging
four. Hanna exhibited a tendency towards
eclecticism, dividing his solo between fleet,
boppish runs and a fuller, two-handed ap-
proach. After Brown's tasty and uncluttered
solo, it was back to the top, repeating the
vamp figure. Wess took the last solo on sor-
prano. He displayed the same exquisite con-
trol on that difficult instrument as he did on
flute. Wess seemed to be even more comfort-
able and rhythmically imaginative on sor-
prano than on his other instruments. Wess has
to be among the most polished multi-instru-
mentalists playing today.

It was a quick set by today’s standards. But
it was plenty substantial musically. Hanna
keeps each performance tresh by mixing one
or two familiar melodies with three or four
originals. A second set offered a number of
Hanna's compositions including Big Bud Hen-
ry. a soulful blues portrait of basebalil slugger
Hank Aaron. Hanna's wide-ranging resources,
Wess' versatility and Mraz’s overall musician-
ship keep the NYJQ's music above labels.

—w. d. brower
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For All Jazz Musicians

JAZZ IMPROVISATION

by David Baker

“In the growing body of jazz literature the present volume
stands out as one of the most useful and most sorely

needed.”
—GUNTHER SCHULLER

Ten printings prove that musicians everywhere have made
David Baker's Jazz iImprovisation their working bible. The
book progresses from fundamentals to advanced tech-
niques, with pages of practice materials in each chapter,
plus provocative study questions, and selected recordings.
It's the next best thing to studying with one of America's
most gifted performers, composers, arrangers and
teachers.

8Y%2 x 11, spiral bound to open flat,

184 pages MW 1 $15

ADVANCED IMPROVISATION
by David Baker

"This is going to be my guwde and workshop for years to
come."

\s AMES MOODY
Not just a workbook bul “@ 'n which over 400 music
plates and text are JPated with actual performances of
20 David Baker? sitions by Peter Bankoff, piano; John
Clayton, bass; ahd David Derge, drums

256 pages, 8%2 x 11, spiral bound
90 minute cassette recording
MW g $25

TECHNIQUES OF IMPROVISATION

by David Baker

“These books have helped me lind and explore new direc-
tions in my playing.’ —JAMES MOODY
Four volumes by David Baker covering every aspect of
improvisation. A method for developing technique, based
on George Russell's Lydian Chromatic Concept, followed
by thorough studies of progressions, turnbacks, and cycles,
make this a comprehensive course in the most difficult and
most essential aspect of jazz.

Vol. 1, A Method for Developing Improvisational
Technique

96 pps., 8% x 11, spiral bound

MW 3 $9

Vol. Il, The 11 V7 Progressions
76 pps., 8%2 x 11, spiral bound
MW 4 $9

Vol. lll, Turnbacks
86 pps., 82 x 11, spiral bound
MW 5 $9

Vol. IV, Cycles
250 pps., 8% x 11, spiral bound
MW 6 $15

Save 15% by ordering all four volumes
MW 3-6 $35.70

For Arrangers and Composers

ARRANGING & COMPOSING (for the small en-
semble)

“a great trip through the working foundations of modern

music”

—QUINCY JONES
David Baker's jazz compositions are in just about every-
body's combo and big band books. This professional man-
ual lets you share the secrets of his success. Baker explains
his practical working techniques for piano trio, jazz quartet,
four and five voice writing, chord substitutions, voicings.
bass patterns, and much more.

Now in its sixth printing, 184 pages, 8% x 11, spiral
bound to open flat.
MW2 $15

For Alto Saxophonists

JAZZ STYLES & ANALYSIS: ALTO SAX
by Harry Miedema, edited by David Baker

The next best thing to actually playing with the great jazz
soloists.

More than a hundred alto saxophonists are represented In
these 121 transcribed solos. All are annotated both to
simplity performance problems and to deveiop understand-
ing of subtle distinctions in style. Cannonbell Adderley
called it an invaluable learning experience.

Third printing
104 pages, 8'%2 x 11, spiral bound to open flat
MW10 $12.50

For Trombonists

JAZZ STYLES ANALYSIS: TROMBONE
by David Baker

“A must for all jazz trombonists"”
—PHIL WILSON

David Baker, who first became tamous as a trombonist, 1s
one of the world's leading authorities on the use of the
instrument in jazz. He thoroughly annotates 247 transcnbed
solos by 191 trombonists. More than a hibrary of great per-
formances, this s a cnt cal guide for performers to the state
of the art.

Third printing
114 pages, 8%2 x 11, spiral bound to open flat
MW8 $15

For Guitarists

GUITAR PATTERNS FOR IMPROVISATION
by William Fowler

Dr. William Fowler, Professor of Music at the University of
Colorado, Jazz Consultant to Westminster College, down
beat Education Editor. packs into 28 pages the means of
developing a thorough working knowledge of the guitar
fingerboard, the use of modern chord progressions, and
virtually unlmited melodic maternals.

Now in its third printing
28 pages, 8%2 x 11
MW7 $4

For Violin, Viola, Cello,
Bass Players

A COMPLETE IMPROVISATION METHOD

FOR STRINGED INSTRUMENTS

by David Baker

A complete guide to improvisation by a great jazz cellist
David Baker developed and refined the materials in this
method by working for two years with students and their
teachers, under a National Endowment Grant to the Summer
Jazz Clinics. The result is a thorough and efficient course
covering every aspect of improvisation from a concise dis-
cussion of its nature, terminology, and basic contemporary
approaches to a collection of annotated solos that sum-
marize and clarity the principles covered throughout the
book. Reference charts illustrate scales, cycles, multiple
stops, progressions and their patterns, etc. Every major
point in the book is accompanied by exercises that help you
get the principles well in mind — and hand. In addition to
these subjects covered in both volumes, there are special
sections for each instrument on transpositions, fingering,
and special techniques.

Vol. 1, Viglin & Viola

(Violin fingerings suggested by Eric Bindman and
Greg Fried: viola fingerings by Barry Shapiro.)
160 pages, 8Y2 x 11, spiral bound.

MW 11 $12.50

Vol. 2, Cello & Bass Viol

(Bass fingerings suggested by Paul Berner, multi-
ple stop fingerings by Baker and Mike Vandemark.)
152 pages, 8Y2 x 11, spiral bound.

MW 12 $12.50

Order both volumes and save.
MW 11-12 $22
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Lee Ritenour picks withthebestof em:

When a musician’s musician like Lee Ritenour selects
D’Angelico Guitar Strings, there’s got to be a good
reason. In Lee's case, there are four: D'Angelico
Classical, 12-String Acoustic, 6-String Acoustic

and “Soul Rock” Electric. He just won't settle for
anything less than D’Angelico Guitar Strings. That
goes for when he’s pickin’ professionally or just for
the fun of it. If you were “Guitar Player
Magazine’s” 1978 selection as the
“best studio guitarist” in the world,
you wouldn't either.

Gui

ar Strings.

The Ultimate in Strings and Picks, none finer. .. perfect for pickin.,
D'Merle Guitars, Inc.. PO, Box 153, Huntington Station, New York 11746,
D’Merle successor to D’Angelico, New York.

CAP

[+]

y Composing & Arrang

You write and arrange new charts every week. then
hear them played by an ensemble conducted by you

g Program

You attend classes in such subjects as film scoring,
orchestration and counterpoint

You participate in 20 guest seminars with instructors
like Henry Mancini. Nelson Riddle, Lalo Schifrin and
Tom Scott.

You see these same men in action as you attend their
sound track sessions, pre-records and rehearsais.

courses,

a year of

PIP

Protessional Instrumental Program

You play an average of 10 hours each week, using
actual studio charts

You get extensive instruction in eartraining,
sightreading and improvisation

You play and tearn in 20 special sessions with guests
tike Bitl Watrous, Pete Christhieb, Roger Ketlaway and
Ray Brown

You observe these professionals in recording studios
and rehearsal halls on field trips

These are just highlights of the two programs. There's much, much more.
Enroliment is open now for a limited number of places in CAP and PIP for 1979.
Write for full details and free 54-page catalog of classes, books and home-study

Is your music worth

You've put a lot of years into your music,
professional, then the Dick Grove Music Workshops invites you to spend one more
year .. with us. We offer two programs—one for composers/arrangers called CAP,
the other for instrumentalists called PIP—that teach what you need to succeed in
the music industry. Both are full-time, forty-week, career-oriented courses that
combine specially designed classes, guest clinics, field trips and plenty of
supervised lab work. The Music Workshops is world renowned as the finest
vocational school for contemporary musicians, and CAP and PIP are the best two
programs we offer. Write us and see what you'll be doing next year.

If you've set your sights on a career as a

your life ?

Please specify your instrument and whether you're interested in CAP or PIP.
Dick Grove Music Workshops/12754 Ventura Blvd., Suite D-3 /Studio City, CA 91604
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MANCIN' continued from page 15
thing, where there's ukelele rather than the
banjo. For a Charleston number I used tuba,
because it was still quite prevalent in big band
rhythm sections around 1930. As we got into
the "30s, I added mutes for the brass behind
some of the scenes. [ used the acoustic guitar
as the rhythm instrument in several things
which brought those sections into the '30s.
The drum style was another very important
thing. Also, some of the black bands of that
period, like the pre-Goodman Fletcher Hen-
derson outfit, used very tight harmony, every-
body playing within an octave. So that all
adds up to a specific period.

The main theme of the picture that I settled
on was one that had a sad side to reflect the
sad part of Fields. In fact, the whole picture
starts out with the theme played with just a
clarinet. It's like a subtone clarinet, all by it-
self with only a guitar. Then we take the peri-
od back to the "20s. But then I get back into
that clarinet sound because 1 thought that
here’s a case where orchestration kind of sets
the tone, sets the mood.

Willy Schwartz plays the clarinet part. He's
a marvelous player who was the lead player
with Glenn Miller for a long time. When he
played the theme he was able to give it a very
lonely kind of feeling. In this case, it was ei-
ther the clarinet playing subtone, or the trom-
bone. When it was trombone, Dick Nash,
who's worked with me a long time, used a cup
mute which was a sound that gave me the peri-
od and the emotion, the feeling.

Berg: There's something about the clarinet
in the chalumeau register that evokes melan-
choly and sadness. I always think of Benny
Goodman’s version of Goodbye.

Mancini: Yeah, that's it exactly. That's ex-
actly what [ settled on. I got locked in on the
instrument’s character. The instrument set the
feeling for the entire score. For Fields, it was
clarinet. It also happened with The Pink Pun-

ther and the tenor sax, and with The Days of

Wine And Roses and the french horn, It’s hap-
pened in several cases. I just hear something
and | feel it’s right. And in many cases, it has
been right,

Berg: Looking at the current scene, is there
any trend in terms of how much music is used?
In the *30s and "40s the music was often wall-
to-wall. In the last ten or 15 years, it scems
there is much less.

Mancini: There's no doubt about it. Music
is sparingly used now, | think those fully-
scored films of the "30s were a carry-over
from the operatic days where music used to
underscore everything. Even though there was
a lot of music, and a lot of good music, some
of it was just wasted behind scenes that really
shouldn’t have had it.

Today, I think there’s much too much music
in most television shows, most dramatic
shows. I don’t know the reason for that except
we're into an entirely different thing where
people are sitting at home. Maybe a lot of the
directors and producers feel that they better
have everything going for the audience at
home, As a result there’s a lot of music done,

Many of the television guys are also the film
guys. 1 mean everybody is doing television
now. There's no division there, I'm amazed
that they can do what they do with the time al-
lotted to them. The short time that many of
the boys have to do the job is ridiculous.

Berg: With your busy schedule, do you still
have time to play much flute”?

continued on page 44
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BAD COMPANY HALL & OATES PETER FRAMPTON FUTURE GOLD

What Marshall’s done for Rock;, they're doing for Country & Jazz.
The new Marshall 4140 “Crossover” Amp.

Marshall amps have appeared on more gold and platinum albums by rock superstars than we have room
to mention. But, if you're into Country or Jazz, what do Marshall's Rock successes have to do with you?
We think this much Rock Gold has got to make you listen to a brand new Marshall amp — one that
1s specifically designed to play Country and Jazz. It's the new Marshall 4140 100Watt 2X12 Reverb Twin.
We call it “The Crossover Amp” because the reliability and craftsmanship are as solid as the
Rock Marshall is famous for. But the sound of the 4140 is brand new for Marshall. Clarity and tone
that can only be described as beautiful. Coming from a new Marshall pure tube head, with twin channel
and a full, deep reverb.
Now maybe you'e thinking even a great Rock amp can't play 7 But the Marshall 4140 1s a
great Country/Jazz amp ...and who says a great Country/Jazz amp can't play Rock? The new 4140
Overdnve Circuit, Master Volume Control, and 100 Watt tube amplifier let you instantly obtain the legendary
“Marshall Overdnive” sound.
We don't expect you to take cven Marshiall s word. So visit your local Marshall dealer and plug
into the new 4140. We think you'll “crossover” to Marshall. And the next time you're writing, rehearsing,

recording, or appearing— reach for gold!
Unicord Division of Gulf & Western Manufacturing Company
75 Frost Street, Westbury, NY. 1590




Phil
Woods

New charts from one of
today’'s brightest jazz

stars, as re-
corded on a
soon-to-be-
released album.
Written for
standard big
band instru-
mentation
with optional
strings and wood-
winds. Ask to
see them at your
local sheet music
dealer or write us
for a free brochure.

Kendor Music, Inc.

Main & Grove Sts.
Delevan, NY 14042

HOW TO

MAKE REHEARSAL TIME COUNT

BY DR. WILLIAM L. FOWLER

Form-a-chord:

For those who feel the
guitar was God'’s last gift to
mankind, and who don't

know their chords.

Send $3.00 to:
Espial Publications
8832 Prospect Avenue
Santee, California 92071

sth annual MID-WINTER
COMBO/IMPROVISATION CLINIC

January 1-6, 1979 at
Cedar Valley Coliege, Dallas, Texas
Faculty includes: Jamey Asbersold (Director), David
Baker, Jerry Coker, Dan Haerle, Slide Hampton, David
Liebman, John McNell, Jack Petersen, Rutus Reid, Ed
Soph, and other player-teachers. For complete information
and application, write today!

SUMMER JAZZ CLINICS 11
P.O. BOX 221, SOUTH BEND, IN 46624 [ ]
Please send me free brochure with full details on 1979 |
I Summer Jazz Clinics l
Name === — l
f Street R [ ]
§l city State Zip 1
I instrument Age I
I---------------‘
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Concerts may be tops for listening, but re-
hearsals top them for learning. Upon that
premise, Jerry Ranger and Aaron Howard
built their double-thrust production, the Sep-
tember 23-24, Seattle-Tacoma Concert-Clinic
Showcase.

To maximize concert-listener excitement,
they commissioned a major Ladd Mclntosh
work, banded a solid chunk of Seattle talent
for Ladd to lead, signed Clark Terry into the
soloist slot, then further spiced that cake-mix
with singer Jane Lambert, who can switch
from sultry to scat at the flick of a stick.

As Jerry had anticipated and as the concert
audience standing-acclaim proved, this right
combination of never-played-together-before
musical forces fused into a resounding pro-
gram triumph, what with ex-Kenton trumpeter
Frank Minear firsting the brass at double-C
range and bass’bonist Joann Christen bolster-
ing its bottom, the DeeDee Evans string quar-
tet contributing Mozartean delicacy, the
whole band roaring behind Clark’s soaring
solos and vocal merry-making, Jane melting
the multitude through her Angel Eyes, then
trading vocal fours in true scat-kitten style
against true scat-cat Terry to satisfy the audi-
ence’s encore-clamor. Yet lighting their Sun-
day concert fire had taken MclIntosh and
Company only bare minimum Saturday re-
hearsal time.

At that open rehearsal/clinic, the band
faced the formidable in polishing to perform-
ance sheen six unfamiliar MclIntosh arrange-
ments plus six unfamiliar MclIntosh originals.
Ladd faced utilizing his allotted few hours to
acclimate his unfamiliar performers in both
his conducting and compositional styles, to
meet Clark Terry’s exacting standards on nine
featured-solo pieces, meanwhile explaining
his own how’s and why’s to the sizeable clinic
audience. And to further pressurize the situa-
tion, the parts for Ladd’s commissioned work,
the typically-titled and typically complex 4
Quadrant of Frogs . .. And One Great Hysteri-
cal “Ribet," arrived fresh from the copyist
without the score—Ladd must conduct it from
memory! Circumstances could hardly have
been more appropriate to serve the clinic pur-
pose of demonstrating rehearsal efficiency.
Nor could there have been a better opportu-
nity for this writer to discern and divulge the
Mclntosh methods. . . .

Ladd establishes eye contact with his play-
ers: "This makes performers feel I'm aware of
them as individuals, as well as letting them
read my mood. Sometimes a conductor can
tell more through a single eye-contact than
through any number of words. Besides, how
much talking can a conductor do during a
concert?”

Ladd avoids wasting words at rehearsal:
"Orchestra members come to play. Most of
the rehearsal therefore should be spent play-
ing. Long speeches, long musical demonstra-
tions, and long personal philosophizing are
all a waste of time. But where belabored

points lose their effectiveness, succinct ex-
planations, graphic musical illustrations, and
snatches of musical philosophy often clear up
misunderstandings.”

Ladd avoids unnecessary interruptions: A
recent psychological study in Denmark
showed that frequent stops lower a player’s
level of proficiency. So when the band is run-
ning through new material, I let wrong notes
g0 by—the performers usually correct those
errors next time around. But I consider wrong
rhythms so crucial that I have to stop and im-
mediately correct them, most often by vocal
imitations of the instruments playing those
rhythms. Stopping to correct inaccurate
rhythms lets every section player know that
the conductor is listening intently, that no one
can hide sloppy phrasing behind the section
leader. Then sectional phrasing begins to
come out cleaner, and the whole band sound
improves.

“After the initial run-through, 1 go after
wrong notes. They may be copyist mistakes or
they may be player misreadings, but their
cleanup still comes in a strong second in my
rehearsal procedure. When the rhythms are
accurate and the notes are right, I isolate some
spot in the chart which expresses its style and
impact—usually it’s in a shout chorus—gradu-
ally working toward clear articulation and
natural phrasing, first without the rhythm sec-
tion, then with it. And when that passage
sounds clear and crisp, I make the assumption
that similar passages will sound the same way.
If they don', it’s time to insist on more player
concentration.”

Ladd pays meticulous attention to the
rhythm section: "Nobody in the rhythm sec-
tion really has charge of it, like a concert-
master sets the bowing for the strings or a first
trumpeter leads the phrasing for the brass.
Most often each rhythm section instrument is
playing its own semi-independent part, but
still must jell with the others into a cohesive
unit. The conductor should help them stay in
balance with one another. I look for and cor-
rect such rhythm section problems as anyone
rushing or dragging. anyone continuing to
play during an indicated rest: anyone upset-
ting the dynamic balance: drummers playing
too loud or too timidly, or failing to set up
brass and tutti figures; bassists turning amps
too high or distorting written rhythmic fig-
ures: guitarists intruding into keyboard
comps, setting the tone control wrong for the
style (thin twanging never fits the Basie beat)
or keeping the volume down on a solo or up
on straight rhythm: and percussionists failing
to set up or to even bring the required instru-
ments, missing isolated color touches, or in-
cessantly playing congas or other Latin instru-
ments. My basic concern, though, is that
rhythm section players always listen to each
other, so they will never ignore what others
are doing.”

Ladd takes advantage of particular abilities
his performers have: "I knew when I was writ-




ing the commissioned piece that Clark would
be soloist. That gave me a chance to fully em-
ploy his infallible sense of inventing the ideal
line to intensify any mood. So I made his solo
part almost entirely out of chord symbols.
There are written lines here and there, but
mostly Clark creates his own part.”

After the Showcase concert, Ladd had a few
more advisories to express:

*“Al rehearsals, be gracious but not over-

triendly. And be outrageously descriptive—
they’ll remember your point.

"Always strive for performance perfection,
but never voice your disappointment if it can-
not be reached.

"Bands are ideal instruments through whose
control conductors express themselves. But
that control is not automatic—conductors
must earn it. And it can be earned only in an
atmosphere of mutual respect.”

MINGUS

continued from page 13

Jaki Byard and Jackie McLean. And John
Handy. And some of the younger cats.”

Trumpeler Ted Curson was at home in
Newark between gigs. He remembered the
night he joined Mingus.

“One night, at midnight, his manager called
me up and said okay, you start right now.
Bring your horn. As I was walking in, I met
Eric Dolphy who also had his horn. When Min-
gus saw us, the other guys on the bandstand were
fired. That’s how we started. In the middle of
the night at The Showplace. We didn’t know
any of his charts but we got into it.”

That band, the version of the Jazz Work-
shop that included Curson, Dolphy, Rich-
mond and Mingus, was among the best. Their
nine-month engagement at The Showplace, a
now defunct East Village club, was the talk of
the town. "Just about everybody in the busi-
ness came to see the band. It was the place to
come to hear the music. The band was really
happening. The only thing that gave us any
competition at all was when Ornette came to
town. He was five blocks away from us at the
old Five Spot. People were constantly running
back and forth, checking us out.”

For Curson, The Jazz Workshop was
"“definitely a university thing. Usually, when
you think of a guy going with a band, that’s it.
With Mingus, it was more like a school in the
real sense of being a school. Mingus was the
boss. He gave the orders. He was the musical
director and he had ideas on everything.
There were still parts and places where you
could get your own thing in there. My biggest
contributions would be the backgrounds be-
cause I did a lot of the background music, the
riff type things.

"If you came up with an idea and you did it,
you would look up at him 10 get his approval.
If he said okay—he didn"t say it though, it was
just the way he looked at you—then you would
leave that in; but if you looked up at him and
saw that wasn’t agreeable, then you didn't play
that anymore. It was like that, but it worked.

"It seems like everything I'm doing now is
right out of his bag, even the way I run the
band. It's not a matter of copying, but it seems
like the things he was talking about were good
ideas. Of course when I was in his band I re-
jected mostly everything that he did. But after
having my own thing, I notice myself doing
business the way he does and it’s not a bad
way to do it. But of course, when I was in his
band I didn't think that was cool. That just
goes to show that maybe when somebody has
a good idea, you don't realize it until ten or 15
years later.”

Allo saxophonist John Handy remembers
the night Mingus hired him. "I joined Charlie

after he heard me play at the old Five Spot. I
really needed a gig at the time. It was the only
time in my life that I'd really been broke. So 1
went out with nice clothes on and decided to
go gig hunting. I went to the Five Spot where
Thad Jones and Frank Foster were the guests
that night. They were late, so I got a chance to
play with the house rhythm section: Phineas
Newborn, Jr. on piano, Roy Haynes on drums,
and George Joyner, who's now Jamil Nasser,
on bass. Idrees Sulieman also sat in that night.
Thad and Frank were with Basie then, and a
record date made it impossible for them to be
on time. But when they walked in, I stepped
down.

"Charlie came in shortly after and when
they started to play, Charlie yelled from the
tloor, "Hey man, why don’t you let this cat
play?’ It was kind of loud. I looked around and
realized 1 was the cat he was talking about.
Some of the audience had been there and they
knew I played. I knew I played. But the guys
on the stand were embarrassed. They said
something like, well, he can play if he wants
to. Mingus insisted that I play again. Charlie
really put me on the spot. I felt embarrassed
going up there since it was really their show.
But I knew Frank Foster very well. He goaded
me to come up and play again. So I did and
everything I played, Mingus thought was just
great. There were a fantastic amount of people
in the club that night, including Sonny
Rollins. When I played a solo, Mingus would
yell, 'Bird is back, Bird is back.” That was em-
barrassing. At one point, while everybody was
quiet, Mingus was sitting in front of the band-
stand and he asked me, "Hey baby, you work-
in”" 'No.” "You workin’ here?’ 'No.” 'In town?"
'No." *Well, you open with me here next week.’
That’s how it started. .

"l began making rehearsals at his house.
The band was Horace Parlan on piano,
Booker Ervin on tenor, Dannie of course, and
I played alto and tenor. Because Booker
played tenor, I ended up playing a lot of alto
which was interesting, because previous to
that, I played tenor for three years exclusively,
although I really considered myselt an alto
player.

"We opened at the Five Spot the next week,
opposite Sonny Rollins. I was scared to death,
because Sonny was one of my idols and 1
didn't think I could play anything that didn’t
sound like an attempt to play something 1
heard him play on record. As it turned out, we
had a good engagement. A great engagement.
It lasted four weeks. Sonny quit the gig atter
the tirst week because Mingus was so rude to
him.”

I asked Handy what he gained from playing
with Mingus.

"Mingus gave me confidence. He made me
feel my ideas were worth projecting. I felt a
great rapport with this man. We played well

continued on page 40
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Jazz in the Sixties

The Expansion of Musical
Resources & Techniques

Michael J. Budds

A valuable compendium of facts and an
evaluation of stylistic experimentation
during a decade of music-making. No
other single volume addresses itself to
this aspect of the jazz of the sixties or
approaches the subject in this way.

“Jazz in the Sixties" is excellent in both
content and style and makes a useful

and readable contribution to the litera-
ture.”"—Frank Tirro, Duke University
October. 141 pp. Cloth, $8.95.

Paper, $4.95.
University of lowa Press
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JAZZ PLAYERS—ALL INSTRUMENTS
EMILE DeCOSMO HAS CREATED THESE BOOKS
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THE EVOLVING BASSIST by Rufus Reid. The
finest book to date, with 146 pages for the
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transcribed solos and a selected discography.
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EVOLVING UPWARD—BASS BOOK Il by Rutus Reid This
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Fake Books & Music
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Jazz-Pop-Improvising-Combos, etc
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tion piece on jobs. Terrific for Jazz-

Dixie-Ballads. Very big discount.
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MINGUS

together from the beginning. You have to be
big before you join the Jazz Workshop. You
might not necessarily be big in experience, but
in order to be able to do something worth-
while, you have to be very talented to play
with Mingus. Very versatile and be able to run
the whole gamut, technlcally and emotionally
with him. Mingus is not little stuff. He’s big
stuff musically. He is definitely, in the true
sense, a giant and maybe even a genius. He has
all the qualities.”

N c;-minued from page 39

When alto saxophonist Jackie McLean
joined Mingus in 1957, Mingus was incorpo-
rating free elements into his music. “Many of
his concepts were very new at that time. He
was very much for playing more on the free
side, which I had no concept of at all. I think
that a lot of free music was also played with
the traditional chord progressions. There
were sections that were free. That was my first
real taste of free improvisation. At first |
thought he was fooling around—until 1 saw
how serious he was. Then it became very
serious to me. I always had a free concept of
writing the lines for the front line but when it
got time to get to the solo sections, I never
thought of it being free. I always thought of
some kind of structure. When I got with Min-
gus and he talked about playing free in terms
of improvisation, it was brand new to me.”

And the audience reaction, Professor Mc-
Lean? (Jackie now heads up the Afro-Ameri-
can Music Department at the University of
Hartford’s Hartt College.)

“They accepted and enjoyed it because
Mingus has a very powerful presence on the
bandstand. His whole approach to audiences
is not quite as commercial as other band
leaders. He’ll stop a tune in the middle and
then start over again. All that kind of stuff,
which most bandleaders would never do. But
I've never seen him play for an audience that
wasn’t knocked out by his music.”

For McLean, playing with Mingus was “a
very exciting time, musically. After I left the
Mingus band, I really began to be Jackie Mc-
Lean. I had a more open mind to improvisa-
tion and a more individual sound. Prior to that
time, I was still very much into Bird. My expe-
rience with Mingus really helped me grow.”

Pianist Jaki Byard was 42 when he joined
Mingus. “It’s important to remember that be-
fore this band, he dealt with younger musi-
cians. When he had us, we were the older
musicians who were in his category, more or
less. We had played. Eric Dolphy had been
with Chico Hamilton; Johnny Coles had
recorded with Gil Evans and then with Ray
Charles: Clitt Jordan had been with a couple
of cats, so that was a pretty professional front
line, as opposed to some of the front lines he
had before then, with younger musicians.

“When I joined Mingus, I had already been
established as a musician. I knew how to play.
There was no education as far as that goes. But
socially and being a part of the group, that
was the experience.”

I asked Byard how he coped with the tem-
pestuous Mingus personality during his five
years with the Jazz Workshop.

“Just by being tolerant. I was practically the
same age he was so it was just a matter of

tolerance and understanding, just being hum-
ble. Just being cool.

“Once you get to know him, he’s really a
gentle man. A cool person. He'’s a very soft
man. It’s unbelievable once you get to know
him as a friend, he has a smile for you and all
that.”

In a dinky Tenth Avenue bar, across the
street from Manhattan Plaza, Dannie Rich-
mond was drinking scotch and soda with beer
chasers. I asked him how it felt to play with
Mingus and company, all these years.

“I'm very proud that over the years, | was
the one holding it together. If I never play
again, I'll know I did that and that I did it
well, to the best of my ability.

“You know Mingus was always using differ-
ent sounds, different instruments, in what [ see
as his quest to discover something new and
fresh and different all the time.

“All of the bands have been out of sight.
The first quartet really knocked me out. So
did the piano-less quartet with Eric and Ted at
The Showplace where we had a period of nine
months to put all of it together: the proof is on
the Candid recordings. Of course I loved the
Town Hall band with Eric, Cliff Jordan, John-
ny Coles, Jaki Byard and myself.

“Then there was one big band that was as-
sembled but wasn’t together very long because
it wasn’t able to keep working. This band had
the musicians I just mentioned along with
Yusef Lateef, Richard Williams, Booker Er-
vin, Joe Farrell, Ernie Royal and Snookie
Young. Then the band got small again and the
tront line was Booker and Eric and Yusef.
Then there was the Flamingo band that
worked at the Vanguard a lot. That was a
period with some really good musicians, like
Jimmy Knepper and Shafi Hadi and Clarence
Shaw. That was the band that recorded Ti-

Juana Moods.

“Later, there was an all-brass band with just
one reed, McPherson. Lonnie Hillyer was in
that band, Hobert Dotson, Howard Johnson,
Julius Watkins, Quentin Jackson, Jimmy
Owens, Doug Watkins was on bass and Min-
gus played piano. Then there were big bands
put together just for recording. Complete all-
star bands that Charles was able to put to-
gether with people like James Moody. Once,
we recorded with six bass players at one
recording session. The world’s best, with me,
one drummer holding it all together. We had
Ron Carter, Richard Davis, Milt Hinton,
Mingus of course, I forget the rest.”

Speaking of holding it together, what about
Mingus’ musical modus operandi?

“It was all eye contact. It wasn't anything
that he said, like, right here we’re going to do
this, or now we’re going to change the tempo.
Of course when we played a gig, all of this was
known from the rehearsals. All through the
years, Charles insisted on rehearsing. Long re-
hearsals and if possible, every day. I know
now that that’s how you build a band. That’s
how you have a rapport musically between the
sidemen and leader. Also, by rehearsing like
this, it frees you from the music itself so you
can think in terms of the inflections he wants
in the music.

“Charles always tried to have the rehearsals
set the same way we would be on the band-
stand so that I could see his eyes and he couid
see mine. With just a look or a glance, we
knew if we were going to play two bars apiece
against each other, or play free or play six of



half time and at the same time, we had it so
that anyone listening would say, wow, how did
they do that?

“Charles was very strict in terms of having
his music played correctly. The voicing in the
chords for the piano had to be played the way
he wrote it and when some pianists did not in-
clude the right harmonies for this particular
chord, he would stop the band. This is when 1
found out what the Jazz Workshop was all
about.

A workshop is a means for musicians to
come together and work on tunes, so we just
carried it on over to the professional side of
music, right on the bandstand at gigs. Mingus
would explain it to the audience. ‘Everything
is cool; this is the way we do it in the Jazz
Workshop. We're just stoppin’ the band, we're
going to start over again, it’s just that I want to
tell the piano player the right harmonies for
this chord sequence. Then we're going to play
the piece in its entirety.'”

“Dannie, did this type of regimen con-
tribute to the growth of the musicians in-
volved?”

*Of course. The cat who comes to my mind
immediately is Charles McPherson. When he
joined the band, he was still studying with Bar-
ry Harris. I noticed that as the time went on,
his whole thing musically really started to de-
velop. In the beginning, he was playing and
getting down with the thing that Bird was
doing. But being in the Workshop meant he
was dealing with a totally different concept.
In the end, he was able to play both facets of
the music very, very well. Then I saw him
emerge as a leader. The same with John Han-
dy.

*Even though John Handy was a thoroughly
schooled musician, it was his experience in
the Workshop that enabled his thing to blos-
som. Jimmy Owens is another. Ted Curson
too. With Ted, especially, because when we
were in residence at The Showplace, over a
long period of time, nightly you could hear
the development happening.”

*“What about Dolphy?”

“Eric Dolphy. A lot of people don’t know
that Eric never took off his neck strap. During
the breaks, he would go in the back and still
be playing, rehearsing, always searching. He
practiced out of a harp book. Practicing out of
a book like that would give him the facility to
be able to play the notes he played and to be
able to jump around and play these different
intervals that he played, backwards, forwards
and inside out. During this period at The
Showplace, I was almost running to work ev-
ery night because I knew what was in store.
Oh man, it was something else.

**A lot of musicians have been in and out of
the Jazz Workshop and now a lot of them are
leaders. Not only that, but they're getting to
the point where they're winning polls and
everything. That’s a gas to see.”

One technique Mingus used to develop
Workshop members was to stop the band and
let them solo, unaccompanied. “He had a
theory that if you couldn’t play alone first,
that you couldn’t play with anyone else. I can
remember so many different cats in that situa-
tion. We're playing and all of a sudden, bap,
nothing. They want to look back, but being
professional, they know they can’t do that,
They got to keep playing. And then there
would be vocal encouragement from Charles.
*Go ahead. Let me see what you can do. Git it,
You got it. Say what you mean. Say what you
want to say. Do it. Go ahead!

*I remember one Sunday afternoon matinee

of the Jazz Workshop in San Francisco. Ro-
land Kirk was in the band at that time and
Mingus said, now we're going to have an unac-
companied solo by our saxophonist, Roland
Kirk. Roland got in front of the microphone
with his three horns and I'm telling you Bret,
I've never heard anything like it, ever! It was a
Sunday and he was playing some sort of hymn
on his three saxes. I sat and listened and no-
ticed I heard a fourth voice. When [ really
checked it out, Roland was humming the fourth
part of this piece he was playing. There was a
window in the back of the club and just at this
time, the sun was shining right around his
head, like a halo. I'll never forget it.

*“In terms of changes in the music over the
years: in the beginning, it stayed quite
melodic. Kind of bebop, although I don't
think Mingus would call it that. Then his
pieces started getting longer and more com-
plex. The music has definitely become more
intense.

“Mingus’ music is very hard. | remember re-
hearsals where he would teach it to the band
by playing the line on the piano and the horns
would get it from there. It wasn't written out. |

was amazed that he was able to keep all of this
in his head. Mind you, I had to do the very
same thing. | had to learn the melody just like
everybody else. Mingus also had 1o know ev-
ery chord change, the melody and then all the
notes he was going to play to enhance all of
this on the bass.

“Several musicians came in and brought
music paper and their pencils with them.
Mingus would say, *No, no, no! Don’t write it
down. When you write it down, you play the
notes like you're reading them, that's not what
I want.’ In some places, he would want it slop-
pY. as sloppy and slurred as you could play it,
and many musicians were opposed to that. He
would say, ‘When you're playing the melody,
I’'m responsible for that. When you solo, that’s
your responsibility.’

“There were certain cats who could not do
it that way. But over the years, I saw the music
get harder and harder to the point where it
would have to be written out, and sometimes it
stretched out to 30 pages, all taped together.
And even then, it would still come together
only after discussions on the bandstand.

“Speaking of discussions, I've had many

=< GE TZEN
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continued on page 4.

DRUM INSTRUCTION

I'm Stanley Spector,
and 1 can improve
2 your drumming

within six weeks.
The musicians you
play with will notice
the difference. My
students are among
the most successful
drummers in Ameri-
ca. My revolutionary
method is taught
in Manhattan or
through a tape re-
corded home study course. For information and
proof of success (including a 20-minute record-
ing), send $2 to the:

STANLEY SPECTOR SCHOOL OF DRUMMING

200 West 58th Street, Dept. 432
New York, NY 10019 Phone: (212) 246-5661

bill crowden says,

Chicago

the pro’s drum shop is

DRUMS LTD.”

downtown Chicago
8th Floor
218 S. Wabash Ave.
(312) 427-8480
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Books by Adolph Sandole

“best seller!

JAZZ PIANO LEFT HAND 40pp § 395
The Art Of Songwriting 32 pp 3.95
Jazz Tunes 32 pp 3.95
Arranging & Harmony for Stage Band 32 pp 4.95
Music Primer (for beginner) 48 pp 2.95
Jazz Improvisation |, beginner 222 pp  14.95

progressions, tumbacks, dorian mode, blues, chord
nversions, chord scales, application to tunes.

Jazz Improvisation !, Journeyman 232 pp  14.95
augmented 4th related dominants, appoggiatura
chords, chord substitution, phrygian, lydian, mixo-
lydian, aeolian, and locrian modes.

Piano Solos, for advanced players
Reflections For Piano, 40 pp,

with 12" LP record 6.95

Poems of Granada, 40 pp,

with 12 LP record 6.95
Veni, Vidi, Non-Vici 80 pp 95

A personal philosophy, an indictment of our civiliza-

tion.

Free copy of Veni Vidi with order of $20 or more of

all other items.

COMPOSITIONS FOR 17 piece STAGE BAND
8 brass 5 reeds 4 rhythm
SALAAM 700 , 192 easy 10.00
SHADES OF BLUE 600 , 184 easy 10.00
INEFFABLE 6:00 ; 192 easy 10.00
FIGURINE 6:00 ; 132 medium 15.00
ATIMETOBEBLUE 800 . 63 difficult 15.00
GOT THE BLUES 12:00 . 168 easy 15.00

Allow 20 days for delivery in U.S. Overseas,
add 7% for mailing (by boat). Payment in ad-
vance, check or money order. Stores, 3 or
more copies of each piece, 40% discount
ADOLPH SANDOLE
1619 Broadway Room 605
New York, NY 10019

MINGUS

continued from page 41

3 Great New Play-A-Long
Book & LP Record Sets

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

O VOL. 11—“HERBIE HAN- =
COCK” Eight of Herbie's great

est songs. Beg./Int. level. Maid Reovtote Bannantt
en Voyage. Cantaloupe Island Tighs Clovsie Jost/Rock Originate
Watermeion Man. Doliphin o

Dance. Jessica. Eye of the Hurr e i = b s
cane. Toys and And What If | o

Don’t. Rhythm section is Ron
Carter, bass: Kenny Barron, pi-
ano and Biily Hart. drums

O VOL. 12—"DUKE ELLING-
TON" Nine all time favorites
Intermediate level. Satin Dol
Perdido. Sohtude. Prelude to A
Kiss. Sophisticated Lady. Mood
Indigo. | Let A Song Go Out of
My Heart. In A Sentimental
Mood and A Train Rhythm
section is Ron Carter, bass
Kenny Barron, piano and Ben
Riley, drums. Variety of tem-
pos from ballad to swing. All
time classic!!

O VOL. 13—"CANNONBALL AD-
DERLEY” 8 of Cannonball's
greatest hits! Songs made fa
mous by Cannonball's Quintet
Intermediate level. Work Song
Del Sasser. Sack of Woe. This
Here. Umt 7. Jeannine, Scotch &
Water & Saudade Rhythm sec
tion is Sam Jones, bass: Louis
Hayes, drums and Ronnie
Mathews on piano. Tremen
dous feel to this Blues ori
ented set!

Send check or M.O. Free postage in the USA for 4 or
more items; add 75¢ postage for 1 to 3 items. Canada
add $2.25 per LP/BK set; 75¢ for books. Foreign add
$2.50 for one book & LP set: 60¢ each additional set
No C.0.D. USA funds only.

JAMEY AEBERSOLD
1211-D AEBERSOLD DR.
NEW ALBANY, IN 47150
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long conversations with Charles over the
years. Once we were talking and the subject
got to Charlie Parker. Mingus startled me
when he said that if there hadn’t been a
Charlie Parker, then he would have been the
man. | said, what? He said, oh yeah. If Bird
hadn’t come along and swept every horn play-
er in the world off his feet, Charles Mingus
thought he would have been accorded the
same things Charlie Parker received. I think
Mingus’ style of playing and his approach and
everything would have been the new music at
that particular time. As a result, this is one of
the things that’s caused Charles Mingus to be
very, very bitter. He’s never really received
the acclaim, the rewards from music I think
he should have gotten.

“You know, Charles was the first to drop
the bar lines to do what he called extended
form, where you take the pedal point and
make it the predominant note in the piece. It
depended on one’s musicianship to be able to
develop the pedal point into something. Now
I hear the pedal point happening again in
music and Charles Mingus hasn't gotten any
credit. In addition, there are a lot of free play-
ers who've gotten worldwide acclaim for in-
novating something Mingus did in the '50s, us-
ing their instrument as a vehicle of protest
where there are no wrong notes, no time, no
key signature. Now it’s called something else.
All of this goes back to Charles Mingus.”

Before the last round of drinks, I asked

the best hotels, limos at the airport. When the
band was off, you still got paid.

“We were playing at the Academy of Music
on 14th Street one night, and I hadn’t seen the
paper but Tommy Air, the pianist, had, and he
told us that Mingus was playing at the Van-
guard. We decided to go by there when we fin-
ished. When we walked in the Vanguard, I
turned around to go in the back and met
Mingus in the kitchen doorway. He said, ‘I
had a dream last night that my drummer was
coming back and here he is!’ I rejoined him
right after that.”

“What about the transition from playing
Mingus’ music to playing rock?”

“The change was actually quite easy for me.
The only drag was despite all the things you
could be doing as a drummer in those groups,
the backbeat always had to be there.
Naturally, if you've got to keep the backbeat
going, that means you've got to leave out some
of the other things you would like to see
played during certain points in the music.
When I rejoined Mingus I really had to polish,
brush up on certain things because when I got
back with the Jazz Workshop, at the first
rehearsal, I found out that they were on fire.”

Now, Dannie Richmond has taken over the
reins of Mingus’ last band. At their first en-
gagement at the Vanguard, Eddie Gomez
played bass and the billing read “*The Dannie
Richmond Quintet plays the Music of Charles
Mingus.” Although legal difficulties have
arisen, Dannie Richmond feels Mingus will
always be part of his music.

“I found all of the elements | would like to express in
Mingus’ music. Mingus’ music and concepts are good
things to revert to. Music like this endures.”

Dannie to tell me about his “rock” days.

*"Mingus had gone into semi-retirement and
I knew that I had to do something. With some
triends of mine, some very good musicians, we
formed a cooperative band, LTD. We tormed
the group with the idea that we weren't going
to play behind any singers. The band itself
would sing. We went on the road with Johnny
Taylor and when we were in Atlantic City,
playing one of the top black clubs, | happened
to call my wite. She told me that Charles had
called and to call him. I did and he told me
that he was torming a band again and he was
ready to go. He had his tour lined up and he
would like to have me aboard. I told the cats
sorry, but I got to go. I left LTD and rejoined
Mingus.

“That tour ended at Ronnie Scott’s in Lon-
don, where we were playing opposite the
Mark/Almond Band. We were there for three
weeks and as I listened, I heard they had a
unique kind of thing, but 1 didn't go along
with no drums. On Friday of the second week,
atter listening to them nightly, 1 knew all of
their tunes. What they were doing was hap-
pening, but it just didn’t come oft of the stage.
I just walked up and sat down and started
playing. After we finished, we got a standing
ovation. Afterwards, John Mayall told me he
was going to do a tour of Canada with the
band in a couple of weeks and that it would be
a gas if I would guest with them and do just
what 1 did at Ronnie Scott’s. They would be
out onstage playing and I would just walk out
and start playing with them. I did the tour and
it was a tremendous success. So much so that
we did another, tor three months. That three
months turned out to be five years.

“The money was good. It was all first class,

“I don’t think you can be a part of a group
for 20 years and not be influenced by things
that you've played over that period of time. |
tound all of the elements I would like to ex-
press in Mingus’ music. As a result of that ex-
pression, I'll still be playing his music. At the
same time, there will be an expression of my
own, Like I said, after this long, you can’t stop
playing the music overnight.

“When | was playing rock and roll, if there
was an occasion where I had four or eight bars
to play, it would always revolve back to things
I did with Mingus. With my own group now, |
still find that I go back to some of those
things. They will always be a part of me.

“Mingus’ music and concepts are good
things to revert to. Music like this endures. I
think his music will always be played. I think
that in years to come, it will still sound just as
fresh as it did when we first played it. In fact,
when we opened at the Vanguard for the first
engagement, the thing I noticed more than
anything else was the fact that even though we
hadn’t played together as a group and played
any of Mingus’ music in more than a year, it
stitl sounded just as fresh and intense as it did
when he was in the band and we were playing
it with him.

“One final word. I think it’s unfortunate
that after all these years, when, finally,
Charles Mingus was one step away from
achieving what he wanted musically, one step
away tfrom complete fame and stardom, one
step away from the big bread bracket, world
renown—to be so close and then to become ill
is really a drag. We all hope the diagnosis of
some of the best medical minds in the country
will be wrong and one day, again, he’ll be
back on the bandstand.” db
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NEW ITEMS

ZJ LISTENING TO JAZZ by Jerry Coker. New paperback $3.45

@]

THE ARTISTRY OF JOE HENDERSON. 7 original songs and
transcribed solos from 2 classic Blue Note aibums. Ex-
cellent book in Bb key $4.95
CANNONBALL ADDERLEY'S COMPLEYE JAZZ FAKE BOOK.
152 songs made famous by Cannonball's group, in con-
cert key $6.95
PATTERNS for IMPROVISATION by Oliver Nelson. Treble
clef book of 81 different patterns & songs .. .. .$8.0

ENCYCLOPEDIA of IMPROVISATIONAL RHYTHMS & PAT-
TERNS. Treble clef. Good sight reading book $15.00
DAVID BAKER COMBO SERIES scored for trpt., alto, ten.
bone, rhy. Write for list $7.00 ea. arr.

{ ) JAZZ IMPROVISING for the ROCK /BLUES GUITARIST by Paul
S.

Lucas. Melodic jazz soloing book

) MONK MONTGOMERY ELECTRIC BASS METHOO edited by

Davnd Baker. Wealth of material for constructing bass
lines ....... ... .$16.00
FlVE TROMBONE ARRANGEMENTS w/ rhythm sections. 9
New original charts from Nashvilie by Barry McDonald et
al. Write for catalog and prices

] LOOKOUT FARM - A case study of improvisation for small

jazz groups. By Dave Liebman & group. Two sound sheets
and transcribed solos. Excellent book! . $9.95

[J WEATHER REPORT book. Contains BIRDLAND. HARLE

QUIN HAVONA. THE JUGGLER. PALLADIUM A REMARK
YOU MADE. RUMBA MAMA & TEEN TOWN Concert key
and tenor/soprano part ... $6.95
THE BRECKER BROS. 18 tunes in sketch score form

concert key. Includes Some Skunk Funk & Sneakin Up Be
hind You $6.95

a

] CHUCK MANGIONE 2 tunes in sketch score form and 6 pi-

ano score—concert key. Bellavia, Chase the Clouds
Away, Soft, etc. $5

(] TEXTBOOK of DRUM SET EXERCISES. 25 charts of dlff.er

ent phases of jazz drumming. Complete notation $3.95
I A MUSIC NOTATION PRIMER—MUSIC CALLIGRAPHY by
Gien Rosecrans. Shows how to copy music $4.00

~J WES MONTGOMERY JAZZ GUITAR SOLOS off record. 22
5.95

transcribed solos

] TECHNIQUES & THEORY for POP KEYBOARD PLAYERS by

Preston Keys Thorough book for intermediate to ad-
vanced players .......... .$5.95
DAVID BAKER ADVANCED EAR TRAINING BOOK with
CASSETTE . $12.00

J TAKE THE LEAD by Stan Seckler. A basic manual for Lead
$5.00

a

Altoist in jazz band
THESAURUS of SCALES & MELODIC PATTERNS by
N. Slonimsky. Large hardbound book. 243 pages. Treble

& bass clef exercises .$25.00
1 INTERPRETING POPULAR MUSIC at the KEYBOARO by Jeri
Southern. Excellent book, spiral bound $9.95

CHARLIE CHRISTIAN GUITAR SOLOS. 12 solos taken off
record ... .$3.50
NEW CONCEPTS IN LINEAR IMPROVISATION by Ray Ritker.
Textbook method of studying scales & chords. Treble
clef . .$7.95
| WORKBOQK for NEW CONCEPTS IN LINEAR IMPROVISA-
TION w cassette practice tape. Workbook has chord pro
gressions in concert key for the practice tape $9.95
ED THIGPEN—RHYTHM ANALYSIS & BASIC COORDINA-
TION for DRUMS. Good primer book $4.95
AUTOBIOGRAPHY of a YOGI by Paramahansa Yoganada.

Paperback of life as it really 1s $1.95
IMPROVISING JAZZ by Jerry Coker {paperback). Excelient
introduc tion to jazz theory $2.95

THE JAZZ IDIOM by Jerry Coker (paperback). A must for
teachers! This book can give you a boost once you've be
gun to improvise $2.45
PATTERNS for JAZZ by Jerry Coker et al Excellent book
for daily practice Treble clef. Teaches you to play in all
keys and really helps develop your ears! $14.00
C! SCALES for JAZZ IMPROVISATION by Dan Haerte Dan
takes 2] scales and shows how to use them and trans
poses them in all twelve keys in treble & bass clef $6.95
JAZZ TRUMPET TECHNIQUES by John McNeil. Special
book designed to help solve certain problem areas of jazz
trumpet playing A much needed book $2.95
[J PENTATONIC SCALES for JAZZ IMPROVISATION by Ray
Ricker Study ot Pentatonic scales in modern jazz com
plete with many exercises and hcks Six portions of
transcribed solos by C Corea. H. Hancock. J Farrell, J
Henderson, K Jarrett and W. Shorter $7.95
TECHNIQUE DEVELOPMENT in FOURTHS by Ray Ricker
An advanced book of the treatment of fourths in modern
jazz. Loads of exercises and patterns with chord symbols
for direct application in playing situations $6.95
LYDIAN CHROMATIC CONCEPT by George Russell
An advanced book dealing with the application of scales
& melodic concepts used by the jazz masters. $26.50
CHARLIE PARKER ORIGINALS in CONCERT KEY. A book of
30 songs written by the great Charlie Parker Concert key
only $2.95
[0 HUGE JUMBO JAZZ FAKE BOOK by Bill Lee 1,002 jazz
songs 1n concert key with chord symbols and words. 70
songs by H Silver, 20 by S. Roltins, 20 by M Dawis, 32 by
Duke and many. many more $19.95
T BIRD LIVES by Ross Russell Hardbound reading book of
the hte of Charlie Parker Outstanding book with an
inside view of Bird's hfe $10.95
CHASIN' THE TRANE by J. C. Thomas. Hardbound book of
the music and mystique of the late John Coltrane $7.95
[J THE ART OF MUSIC COPYING by Clinton Roemer The mu
sic copyist Bible for composer. arranger, student,
teacher Large paperback
STANDARDIZED CHORD SYMBOL NOTATION by C. Roemer
& Carl Brandt A uniform system for the music profes-
s1on. Paperback $3.95
7 THE PROFESSIONAL ARRANGER & COMPOSER by Russ
Garcia One of the countries standard text for big band
writing $9.95

a

]
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JAZZ AIDS

THE JAZZ CLINICIANS QUARTET “PLAY for YOU" featuring
Jamey Aebersold, alto and tenor: Dan Haerle, piano; Ru
fus Reid. bass and Charlie Craig. drums. An album show
casing these outstanding musicians/iclinicians. Chord
progressions and two solos provided $5.95
DIFFERENT DRUMMERS by B:lly Mintz A unique, in depth
study into the styles of the great drummers of our time.
And an important instruction record $4.95

PIANO BOOKS

Six books of piano solos and songs by four ail time jazz p1
ano greats Most all solos and songs are written for two
hands with chord symbols just as the masters play them
CHICK COREA: 16 tunes including Spain, 500 Miles High,
ta Fiesta and You're Everything $6.95
BILL EVANS #) 6 transcribed songs—Interplay, Time Re-
membered Very Early, etc $2.95
BILL EVANS #2 5 transcribed solos and 1 song—Funny
Man. Orbit, etc $3.95
3 BILL EVANS #3 5 transcribed solos and 15 songs off rec
ords—Peri's Scope, Elsa. Peace Piece. etc $3.95
HERBIE HANCOCK: Over 45 of his greatest hits such as
Cantaloupe Island, Maiden Voyage. Toys. One Finger
Snap. Watermelon Man, Chameleon, etc $7.50
HORACE SILVER: 53 transcribed songs exactly as re-
orded by Horace Sister Sadie, Nica's Dream, Nut-
ville, Silver's Serenade Strollin’ Tokyo Blues. etc $6.95
. THE ERROLL GARNER SONGBOOK 21 songs based on re
corded versions Just like Erroll plays—two hands $6.95

JAZZ ROCK VOICINGS for the CONTEMPORARY KEYBOARD
PLAYER by Dan Haerle. A must for any keyboard player
who needs new voizings' An important, intermediate
method includes voizings, principles of chord function
substitutions. melody harmonization by one of our lead
INg jJazz educators $4.95
A STUDY IN FOURTHS by Walter Bishop. Jr New book
dealing with the interval of the perfect fourth tn jazz In

ludes 5 originals for two hands Taken oft record $4.50

JAZZ SOLODS-TRANSCRIPTIONS

] 28 MOOERN JAZZ TRUMPET SOLOS transcribed by Ken
Slone and edited by Jamey Aebersold Brand New!' An
outstanding collection of modern jazz trumpet solos by
15 jazz greats Solos are in Bb key with chord symbols
above each measure. Solos by Miles Davis, Clifford
Brown, Dizzy Gillespie. Freddie Hubbard, Fats Navarro,
K. Dorham, B. Little, C. Baker, Lee Morgan. A. Farmer. R
Brecker. B Mitchell, C Terry, T Harrell & W Shaw $4.95
CHARLIE PARKER SOLOS for Bb and C keys. Di‘ferent <olos
than the above Nine solos transcribed off records with
piano accompammant $3.95
DIZZY GILLESPIE SOLOS for Bb and C keys. 14 transcribed
solos off records by Dizzy with piano accomp $4.95
LOUIS ARMSTRONG SOLOS in Bb key only. 20 beautiful
solos by Louie exactly as on records $3.95
JAZZ STYLES & ANALYSIS for TROMBONE by David Baker
History of the trombone via trans solos 157 solos in
bass cleff otf records by known trombonists $15.00
JAZZ STYLES & ANALYSIS for ALTO SAX by Harry Miedma
and David Baker 125 transcribed and annotated solos
by 103 famous aito saxophonists $12.50
JAZZ RHYTHM & the IMPROVISED LINE by John Mehegan.
Transcribed solos from atl jazz periods in concert key. 29
solos $6.95

8 BOOKS

THE EVOLVING BASSIST by Rufus Reid. An indispensable
aid to developing a total musical concept for jazz and
symphonic bass players Spiral bound and full of tips to
better bass playing $12.50
EVOLVING UPWARD--Bass Book Il by Rufus Reid

BRAND NEW!' Srows how to approach and execute in-
thumb position for acoustic bass. Descriptive photos
and concise exercises teach the entire fingerboard as
well as the high register $7.50
NO NONSENSE ELECTRIC BASS by Joe Cacibauda. This
book i1s a beginning method book for the students who
may not always have a teacher to consult Covers tuning,
picking, music notations. counting rhythms, etc  $4.95
WALKING ON CHORDS FOR STRING BASS by Richard
Davis. 20 bass {ines with chord symbols just as Richard
would walk them $5.00

DAVIO BAKER BOOKS

JAZZ IMPROVISATION by David Baker. A practical theory
book aimed at performance. Comprehensive method of
study for jazz players. Spiral bound $15.00

ARRANGING & COMPOSING for the SMALL ENSEMBLE by
David Baker Shows how to arrange & compose for Jazz,
rhythm & blues & rock for the combo $

] JAZZ IMPROVISATION for STRINGS VOL. 1 by D. Baker
Comprehensive method of jazz study for Violin & Viala.

Sprral bound $12.50
[J JAZZ 'MPROVISATION far STRINGS VOL. 2 by D Baker
Same as above. For Cello & Bass $12.50

EAR TRAINING for JAZZ MUSICIANS book with 2 cassettes
by D Baker Designed to aid the jazz player in improv
ing his hearing. his recall and his ability to respond
rapidly to musical stimulus. A must tor everyone' Spiral
bound $20.00

CONTEMPORARY TECHNIQUES for TROMBONE by D
Baker. An excellent method of study for any trombonist
Sometimes called the Arban book for bone $25.00

by Jamey Aebersold and Others

JAMEY AEBERSOLD 1211-D AEBERSOLD DR., NEW ALBANY, IN 47150

! COMBO ARRANGEMENTS by JAMEY AEBERSOLD. Scored

for trpt., alto, tenor (bone opt.} and rhythm section.
Horizontal- - Modal Blues Blue Note  Med tempo jazz
Bossa Nova De Jazz Beatitude  Latin Rock
Sunrise -Easy Jazz Rock Hot Shot  Easy Rock

Each arrangement $4.00

[ SUPER SAX ARRANGEMENTS off record. 7 charts of ad-
vanced difficulty. Original Charlie Parker solos trans-
cribed;scored for 5 saxes, trpt. (bone opt.)/rhy.

Be-Bop Lover Man Groovin' High

Cool Blues Salt Peanuts Blue 'N' Boogie

A Night in Tunisia Each arrangement $10.00
HORACE SILVER combo arrangements otf record Dood
lin Creepin’ In, The Preacher & Room 608 Scored for
Trpt . Tenor and 3 rhythm All four for only $5.00

A NEW APPROACH to JAZZ IMPROVISATION

by Jamey Aebersold

$8.95 per volume (includes LP & Booklet)

A series of books & LP stereorecords which aliow you to
learn to improvise at your own pace Can also be used for
classroom teaching Each volume contams a stereo record
and accompanying booklet Booklet includes parts FOR
ALL INSTRUMENTS: trebel & bass clef. Bb & Eb parts in
each book Special stereo separation for rhythm section
players Left channel has Bass & Drums, right channel has
Piano & Drums The back-up rhythm section on records 15
outstanding' Makes you want to play The most widely
used improvisation method on the market.

VOLUME 1 "A NEW APPROACH" Beg Int level Contains
Dorian minor tracks, Blues in F & Bb 21 measure song Ca
dences. Cycle of Dom 7th s & one 11 V7 track Scales are
written in measures and ¢ hord tones are notated Chapters

Mel dy Blues wcale Time Modes Esercises Chords

. VOLUME 2 "NOTHIN' BUT BLUES" -Beg. Int level 11 dif
ferent Blues in var:ous keys and tempos This volume s tru
ly fun to play with Rhythm section on LP grooves' Scales
and chord tones are written

. VOLUME 3 “THE 11 V7/I PROGRESSION" int level Prob
ably the most important musical sequende in modern jazz
A must for all jazz players' Supplement includes 11 pages
f 1t V7 | exorcises to be applied with LP 8 tracks to impro
vise with and practice in ail keys

VOLUME 4 “MOVIN' ON" -int Adv level A Challenging

llection of Aerbersold & Dan Haerle tunes Book contains
melodies and needed scales chords for all instruments
Only tor the brave!'

_ VOLUME 5 “TIME TO PLAY MUSIC" Int level Similar to
Vol 4 except the songs are much easier Modal Voyage
Killer Pete. Groovitis_etc Next logical Vol after Vol 1or 3

Lots of varety

[l VOLUME 6 “ALL BIRD"— Adv level 10 songs written by
Charlie Parker Ron Carter, bass; Kenny Barron, piano, Ben
Riley on drums Record has excellent Bebop feel! Best way
to learn these famous tunes. Now's the Time Yardbird
Suite. Donna Lee. Confrmation Billie's Bounce. Dewey
Square. My Litlle Suede Shoes. Thriving from a Riff. Omy-
thofogy & Scrappfe from the Apple

_— VOLUME 7 "MILES DAVIS"—Eight classics written by
Miles Davis. {nt/Adv level. Unique way to learn 8 of the
most popular songs of the Fifties Four, Tune Up, Vierd
Blues, The Theme, Solar, Dig, Milestones (oid Milestones),
Serpent’s Tooth

.. VOLUME B8 “SONNY ROLLINS"—Nine classic jazz origi-
nals written by Sonny Rollins. Int/Adv level. Contains 8 of
Rollins’ most famous tunes, in their original keys . .. Doxy,
St. Thomas (latin, then swing), Blue Seven, Valse Hot (one of
the first 34 jazz tunes), Tenor Madness, Solid, Pent Up
House, Arregin, Oleo

] VOLUME 9 “WOODY SHAW'—Eight jazz originals written
by "Woody Shaw. Int/Adv level. Rhythm section is currently
with Woody Shaw and their famiharity with the songs
makes 1t easier for you to play. Includes Little Red’s Fantasy,
Katrina Ballerina, Blues for Wood, Moontrane, In Case You
Haven't Heard, Tomorraw's Destiny, Beyond All Limits (Bos-
sa Nova, stow), Beyond All Limits (Swing, up tempo).

J VOLUME 10 “DAVID BAKER—Eight beautiful originals by
David Baker. Int/Adv level. One of the most prolific compos-
er's in jazz today. Tunes offer a wide variety of styles and
tempos. Includes Aulil, Le Roi, Kentucky Oysters, Passion,
Black Thursday, Bossa Belle, Soleil d’ Altamira, Le Mirowr Nour.

VOLUME 11 "HERBIE HANCOCK"—Eight of Herbie's
greatest songs. Beg./Tnt. level. Maiden Voyage Cantaloupe Is-
land Watermelon Man Dolphin Dance Jessica Eye of the Hur
ricane. Toys. And What If | Don't Rhy. section is Ron Carter,
bass; Kenny Barron, piano; Billy Hart, drums

l 1 VOLUME 12 "DUKE ELLINGTDN"—Nine all time favorites.
evel. Satm Doll. Perdido, Solitude. Prelude to A Kiss. So
phlsnca!ed Lady. Mood Indigo. | Let A Song Go Out of My
Heart In A Sentimental Mood. "A”" Train. Rhy. section is Ron
Carter, bass; Kenny Barron, piano; Ben Riley, drums.

O VOLUME 13 “CANNONBALL ADDERLEY" —Eight song>
made famous by Cannonball: Work Song Del Sasser. Unit 7
Jeannine. This Here, Scotch & Water Saudade. Sack of Woe.
Rhy. section—S. Jones, L. Hayes & R. Mathews

Send check or M.O. Free postage in the USA for 4 or more
items; add 75¢ postage for 1 to 3 items. Canada add $2.25
per LP/BK set; 75¢ for books. Foreign add $2.50 for one
book & LP set; 60¢ each additional set. No C.0.D. USA
funds only.
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Mancini: Well, [ play in concerts once in a
while. Nothing serious.

Berg: But it must be a nice change of pace to
be in a performance situation.

Mancini: Oh yeah. I don’t want to say it
keeps my sanity, but if | were to just do movies
or television or write, it would be difficult.
I've been conditioned over the last ten years
to feel that performing is a very necessary part
of what I do. if only to get me out of town into
a different area. The fact that you leave here
physically and get out is like a vacation,
though I do work. 1 look torward to concerts.
I have never gone on the stage with the idea
“Let’s get this damn thing over,” because you
have to have respect for the pecople who pay
the money.

Also, I try to keep moving ahead, to keép
up-to-date with what I'm doing and add new
things to the library. I try to make it a rule
never to repeat a city unless I have at least 40
to 50% new material. The big pieces are the
hardest, you know. I've done Portrait Of The
Beatles, which was a big 15-minute piece, and
I have a thing called The French Collection
which is made of music by Michel Legrand
and Francis Lai. It’s the big pieces that, I
think, make the impression for most people,
because you really cant do a two-hour pro-
gram of short things that last only a couple of
minutes. You have to have some set pieces
that are very impressive.

Berg: When Perer Gunn tirst became a hit,
were you typecast as a jazz-oriented com-
poser?

Mancini: Well, | was tied in very closely,
especially in the first five years, with Blake
Edwards. Fortunately, we started with Peter
Gunn. That was the big one. Then Mr. Lucky
came on and that was a success. The next
thing we did was High Time, which didn't
make much of an impression on anybody. Ex-
periment In Terror, however, was completely
different from Peter Gunn and Mr. Lucky and
that was a good thing for me to do at that time
because it set up a whole different frame of
retference. Then came Breakfust At Tiffuny's,
which was a romantic comedy, something I
hadn’t done before. Then The Days Of Wine
And Roses which was a very heavy drama. In
the meantime, I'd done Harari for Howard
Hawks. So I didn’t stay in one place long
enough to get typed. As a result, I've had a
pretty good cross-section of projects.

Berg: Let me ask you about electronics. In
pop and jazz, many people have been heavily
involved with electronics of all kinds. What's
the situation out here, and specifically with
you?

Mancini: Well, I've used a great deal of
electronics, even in White Dawn where you'd
never expect it. I used synthesizer where the
witch doctor comes into the village. He's a
very mystic person, you know, and it worked
well there. My son Chris is quite adept at the
Arp and the Moog and all those devices, so
when | need that kind of thing we sit down
and I'say "I need a ‘whoooooop,’™ and he goes
“whoooooop™ for me.

I think electronics are definitely with us.
There was a tendency in the beginning, espe-
cially in television scoring, to go pretty heavy
on it, But [ think it's settling back. It's quite
interesting, you know. Electronics can be very
helpful at times. You just have to know the na-
ture of the sound that you want.

The keyboard instruments also have been
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greatly expanded. That new Yamaha jelectric
grand piano] will scare the hell out of you.
But here again, just because you have it, you
can’t go at a thing with a cannon when a .22 is
all you need. So you have to know how to lead
out, and how to apply. The hardest thing is to
find out what these things can do. So I'm con-
stantly listening and getting demonstrations of
the various instruments to tind out how I can
use them.

For the Mvstery Movie theme, the Columbo
thing that I did. 1 used the Yamaha. You see,
that’'s another case where [ had heard the
sound. I wanted a tune that took advantage of
the fact that it can play a melody portamento.
That theme was built with the idea of using
that instrument to best advantage.

Berg: In addition to specific instruments, do
you have specific musicians in mind for given
parts when you're composing?

Mancini: Oh yes.

Berg: Is the Pink Panther theme an example
of that?

Mancini: Yeah. [ had heard Plas Johnson’s
tenor saxophone playing before 1 wrote the
piece.

Also the french horn of Vincent DeRosa in
The Days Of Wine And Roses. By the way,
there’s a funny story about that, a musicians’
story. As you know, the picture starts with a
french horn solo which repeats in the very last
sequence. Well, one afternoon George Dun-
ing, who happens to be a very fine film com-
poser, and [ were at a meeting. Days Of Wine
And Roses had just played on television the
night before, and George asked, “Hank, I got
about two-thirds of the way through the pic-
ture where Jack Lemmon and Lee Remick
were at the motel and he was trying to get her
to go back home. How does the picture end?”
I told him, “With a french horn on a high C.”

CITY
SCENE

CHICAGO

Rick’s Cafe Americain: Joe Williams (through
11/18); Adam Makowicz, Scott Hamilton-Warren
Vache Quintet (11/21-12/2); Arthur Prysock
(12/5-16); call 943-9200.

Wise Fools Pub: Son Seals (11/15-18); Koko
Taylor (11/29-12/2); Judy Roberts (12/6-9 &
13-16); Fenton Robinson (12/20-23); Roger Pem-
berton Big Band (Mondays); call 929-1510 for
further info.

Quiet Knight: “In Search of Common Ground,”
folk music-theatre fusion, with Terry Garthwaite,
Rosalie Sorrels & Bobbi Louise Hawkins
(11/16-18); Corky Siegel (11/22-26); Muddy
Waters (12/20-24); call 348-7100 for updates.

Park West: Sea Level (11/17); Pointer Sisters
(11/21}; call 929-5959 for details.

Biddy Mulligans: Usually Chicago blues; call
761-6532.

Redford's: Jazz nightly; call 549-1250.

Colette’s: Jazz regularly; call 477-5022.

Kingston Mines: Blues; call 348-4060 for de-
tails.

Jazz Showcase: Woody Shaw Quintet (through
11/12); Sonny Stitt & Red Holloway (11/22-26);
Kenny Burrell Trio (11/29-12/3); call 337-1000
for updated info.

Chicago Blues Line: (312) 743-5505.

Jazz Institute Hotline: (312) 666-1881.

NEW YORK

Gulliver's (West Paterson, N.J.}: Art Farmer
(11/17-18); Dick Wellstood (11/24-25}.

7th Ave. South: coming in November and De-
cember George Young, the 24th St. Band, Rene
MclLean; call (212) 242-4694.

Three Sisters: (West Paterson, N.J.): Frank Stro-
zier-Louis Hayes Quartet w. Harold Mabern, Staf-
ford James (11/17-18); Chuck Wayne-Warren
Chiasson Quartet (11/24-25).

Sweet Basil: Dewey Redman (thru 11/18);
Armen Donelian (11/19-20); Art Farmer
(11/21-26; 11/29-12/3); John Abercrombie
{opens 12/5).

Village Vanguard: S/ide Hampton Quintet (thru
11/19); Adbullah Ibrahim (Dollar Brand)
(11/21-26).

New York University (Loeb Student Center):
Jazz Legends On Film from collection of David
Chertok (11/30).

Brown's (Brooklyn): Live jazz all week; call
(212) 745-8258.

Pepper's: Jackie Paris & Anne-Marie Moss
(11/17-18); guitar duo: Steve Adelson/Cameron
Brown (11/21); Richard Sussman w. Tom Harrell,
Jetf Williams, Mike Richmond (12/1-2}; guitar duo:
Adelson/Jimmy Ponder (12/5).

Bowery 101: Call (212) 966-0773.

The Continental (Fairfield, Conn.): Call (203}
335-9193.

Manny's (Moonachie, N.J.}: Morris Nanton Trio
(Wed.).

The Other End: Call (212) 673-7030 for line up.

The Office (Nyack, N.Y.}: Live jazz, weekends;
call (914) 358-8938.

Creative Music Studio (Woodstock, N.Y.}: Fall
session (thru 12/22); call (914) 338-7640.

Environ: call (212) 964-5190.

Ladies’ Fort: call (212) 475-9357.

The West End: call (212) 666-9160.

Village Corner: Jim Roberts Jazz Septet (Sun.
2-5 pm); Roberts or Lance Hayward other times.

Ethical Humanist Society (Garden City, Long Is-
land): Dick Hyman's Perfect Jazz Repertory Quintet
(12/3).

Knickerbocker Saloon: Billy Taylor (thru
11/25); call (212) 935-1036.

Avery Fisher Hall: Larry Coryell (11/23); Sarah
Vaughan (11/26).

Carnegie Hall: Oregon (11/24); Pete Seeger
(11/25).

Bottom Line: Helen Schneider (11/22-25}); call
(212) 228-6300.

Ali Baba: Hazel Scott (Tues.-Sat.}; Bobby Cole
(Sun., Mon.).

Ali's Alley: Jaki Byard Band (Mon.); call (212)
226-9066.

Angry Squire: Bob Cunningham (Fri., Sat.).

Barbara’s: Call (212) 473-9326.

Beefsteak Charlie's Jazz Emporium: Call (212)
675-4720.

Bradley's: Pianos nightly.

Broady's: Call (212) 850-4400.

Carnegie Tavem: Ellis Larkins.

Cookery: Alberta Hunter (Mon.-Fri.}; Rose Mur-
phy (Sun.).

Cotton Club: Call (212) 663-7980.

Defemio’'s (Yonker's, N.Y.): Call
337-2617.

Eddie Condon’s: Red Balaban & Cats (Mon.-
Sat.); call (212) 265-8277.

Crawdaddy: Call (212) 687-9678.

The Fugue: Call (212) 674-9429.

Fortune Gardens: Call (212) 744-1212,

Gallery: Mario Rivera & the Salsoul Refugees
(Mon.).

Gerald’'s (Cambria Heights, Queens): Jazz
weekends; call (212) 723-8590.

Gregory's: Al Haig, Al Gafa, Morris Edwards

(914)




{Mon.); Chuck Wayne (Tues.); Hod O'Brien, Joe
Puma, Frank Luther, Alicia Sherman (Wed.-Sat.).

Jimmy Ryan’s: Roy Eldridge (Wed.-Sat.).

Jazzmania Society: Speakers series, Arnold Jay
Smith, host: Slide Hampton (11/29); Mike Morgen-
stern & the Jazzmania all stars (11/17-18); call
(212) 475-9578.

Mikell's: Call (212) 864-8832.

One Fifth Ave: Pianos nightly, call
260-3434.

Hopper's: Call (212) 260-0250.

Peter Brown's: Call (212) 866-4710.

Pip's Cafe (Brooklyn): Charles Didier Trio
(Tues. & Thurs.).

Prescott’s: Call (212) 925-3534.

Rainbow Room: Sy Oliver.

Red Blazer Too: Call (212) 876-0440.

Reno Sweeney'’s: Call (212) 691-0900.

Surf Maid: Piano bar; call (212) 473-8845.

Studio We: Call (212) 260-1211.

Sonny's Place (Seaford, Long Island): call (516)
826-0973.

Tin Palace: jazz nightly; call (212) 674-9115.

West Boondock: Pianos nightly.

St. Peter's Church: Jazz Vespers (Sun. 5 pm)

Public Theatre: Call {(212) 675-1750.

Studio We: Call (212) 243-9278.

Sha Sha House: Weekend jazz; call
736-7547

Jazzline: (212) 421-3592.

(212)

(212)

LOS ANGELES

Concerts By The Sea (Redondo Beach): Esther
Phillips (11/14-19); Spyro Gyra (11/21-26); Sea-
wind (11/28-12/3); Carmen McRae (12/5-10);
Les McCann (12/12-24); call 379-4998.

Century City Playhouse (10508 W. Pico Blvd.):
Joan La Barbera (11/19); Lee Kaplan and Margaret
Schuette (11/26); 475-8388 for info.

Lighthouse (Hermosa Beach): Name jazz regu-
larly; call 372-6911.

Pasquale’s (Malibu): Pat Senatore Trio w/guest
artists: Sun. aft. jams, 4 pm; call 456-2007 for de-
tails.

Sound Room: Jazz regulars include Dave Frish-
berg. Milcho Leviev, Joe Diorio, Lew Tabackin,
others; call 761-3555.

Rudy’s Pasta House (E. L.A)): Name jazz regu-
larly; for specifics call 721-1234.

Jimmy Smith’'s Supper Club: Jimmy Smith
(Thurs.-Sun.); for info call 760-1444,

Baked Potato: Don Randi (Wed.-Sat.); Greg
Mathieson & Larry Cariton (Mon.); Bill Mays & Ernie
Watts (Tue.); schedule subject to change; call
980-1615.

Cellar Theatre: Les De Merle Transfusion
w/Eddie Harris (Mon.); guest regulars include
Richie Cole, Dave Liebman; call 487-0419.

Blind Pig (Hollywood): Mike Dosco (Mon. &
Tue.); Jet Age Time Lag (Wed.); Helio (Fri.}; for de-
tails call 462-9869.

Donte’s: Name jazz, closed on Sundays; call
769-1566.

Cafe Concert (Tarzana): Jazz; call 996-6620.

Hong Kong Bar (Century City): Regular jazz; call
277-2000.

Onaje’s Tea Room (1414 S. Redondo Blvd.,
near Pico & Redondo): New music regularly; call
937-9625.

BUFFALO

St. George's Table: Mark Murphy (through
11/19); Al Tinney Trio (Thur.-Sun., 11/23-26).

Tralfamadore Cafe: Jazz Wed. through Sun.: £/-
vin Shepherd Quartet and Footioose (11/17 & 18),
call (716) 831-5393. Taxi (Thur.); McCoy Tyner
Sextet (11/24 & 25); Eddie Jefferson and Richie
Cole (12/1 & 2).

Downtown: Jazz Wed., Fri. and Sat.,
856-1000.

Memorial Auditorium: Moody Blues (11/18).

Ontario House: Boa Nova, with drummer Edison
Machado and pianist Alfredo Cardim (Thur.-Sun.).

call (716)

Klienhans Music Hall: Charlie Daniels (11/22).

Creative Music Studio (Woodstock): George
Lewis with CMS Orchestra (12/1);, call (914)
338-7640.

Central Park: James Clark, jazz jam session
(Mon.).

Anchor Bar: Johnny Gibson Trio with trumpeter
George Holdt (Fri.-Sun.).

Quincy's: Dick Griffo Quartet (Tues.).

Library (The Stacks): Taxi (Sun.).

Tara Manor: Jack Bacon and the Morgan Street
Stompers (Fri. and Sat.).

Club Continental: Jaman Quintet (Fri. and Sat.).

Northland Grill: Carol MclLaughlin Quintet with
vocalist Joyce Carrol (Sat.).

Capricorn |ll: Herb Gritfin Quartet (Sun.).

Northwest Community Center: Jazz instruction
by A/ Tinney and Sam Falzone of the Buffalo Jazz
Workshop, Wed. 3-5 pm; Thur. 4-6 pm; Sat. 1-3
pm; call (716) 876-8108.

WBFOQ (88.7 FM): Jazz Mon.-Fri. 2-5 pm, 11
pm-3 am; Sat. 3 am-1:30 pm, midnight-6 am Sun.;

Sun. 11 pm-8 am Mon.; Jazz Alive (NPR) Thur. 9:30
pm; Live broadcasts: Elvin Shepherd Quartet and
Footloose (11/17, 9 pm); Eddie Jefferson and
Richie Cole (12/2, 9 pm).

WEBR (970 AM): Jazz Mon.-Fri. 8:05 pm-1 am;
6:05 pm-1 am; Sat. and Sun.

CLEVELAND

Blue Fox (Lakewood): Tony Carmen Trio (Mon.-
Sat.).

Boarding House: Tom Cox Trio (Fri.); Bill Gid-
ney-Chink Stevenson Duo (Tue., Thur., Sat.).

Bond Court: Joannie Layne (Mon.-Fri., 5-8 pm).

Cleveland Plaza: John Petrone (Mon.-Fri. 5 pm).

Gamekeepers’ Taverne (Chagrin Falls): Bob
Rodriguez-Jim Stunek Duo (Thur.-Sat. 10 pm);
Special Blend Quintet (Sat., 2-5 pm).

Hospitality Inn East: Buddy Griebe! Trio (Tue.-
Sat.).

Raintree (Chagrin Falls): Sam Finger's Dixieland

music shop:

Rates: one insertion $1.50 per word ($21. minimum); three
insertions $1.40 per word; seven insertions $1.35 per
word; 13 insertions $1.30 per word, 22 times $1.20 per
word. Payment must accompany copy except when placed
by accredited advertising agency. Word count: count each
word, symbol or number in body copy and company name;
street address or post office box as one word; city, state, &
zip code as two words. First words set in bold caps at no
extra charge. No illustration or db box number permitted
All copy subject to publisher’s approval. All advertisers
must supply publisher with permanent address and tele-
phone number. Deadline for copy and payment: eight
weeks prior to cover date. down beat/Classified, 222 W.
Adams St., Chicago, IL 60606.

B “BOOKS

CADENCE JAZZ MAGAZINE Sample $1.25, 1 year Sub
$11.00. Route 1, Box 345, Redwood, NY 13679.

A SYSTEM OF TONAL CONVERGENCE FOR IMPRO-
VISORS, COMPOSERS AND ARRANGERS, $25.00. NEW
APPROACHES TO JAZZ GUITAR by Ted Dunbar, $12.50. In-
formation Avaitable: DUNTE PUBLISHING CO.,P.0O.Box 31,
Kendall Park, NJ 08824.

MECHANICS OF MODERN MUSIC (Berben Editions) by
Anthony Zano. Write Theo. Presser, Bryn Mawr, Pa. 18010.

ET CETERA

CHARLIE PARKER T-SHIRTS! Also Eltington, Coltrane,
Holiday, Dolphy, Monk, Miles, “Bebop Lives”, Mingus, Bud
Powell, Dizzy. Original designs, satisfaction guaranteed.
golgol.sXL $7.00. BIRD LIVES, P.O. Box 4583, Boulder, CO

WEAR YOUR TRUMPET, Pendant, Pin, Tie-Tac, in Sterling
Silver or 14K Gold. Send for Brochure. Merit Designs, 551
Genter St., La Jolla, CA 92037.

BLANK CARDBOARD RECORD JACKETS 12 10 7
Plastic lined inside sleeves 12", 10”. Opera boxes, 78
slgeses, etc. Write CABCOD-2, Box 8212, Columbus, OH
43201

JAZZ ALL-STARS CALENDAR for 1979. Photos of DIZ,
DEX, MINGUS, McRAE, etc. Tom Copi Photos, 879 Doug-
lass, San Francisco, CA 94114. Send $5 (no personal
checks) plus 75¢ postage each. Wholesale Inquiries in-
vited.

'LIGH TlNG

LARGEST MUSICIAN'S HANDBOOK Dimmers, Spols
Color Synthesizers, Foot & minimanual controls. Strobo-
scopes, Fog Kaleidoscopes. . .. Send $3.00 shipping: Roc-
tronics, 22-DB Wendell, Cambridge, MA 02138.

~ INSTRUMENTS & ACCESSORIES

UP TO 60% DISCOUNT! Name Brand Instruments. Catalog.
Freeport Music, 114T, Mahan St., W. Babylon NY 11704.

lNSTRUMENTAL METHODS )

JAZZ GUITARIST ENCYCLOPEDIA. Ideas, runs, progres-
glgggz $5.50. 9383 Goldengate Ave., Orangevale, CA

RECORDS & TAPES

FAST RELIABLE JAZZ record service—foreign orders
welcome—send for FREE LP sales list. Jaybee Jazz, Box
24504, Creve Coeur MO 63141

JAZZ DELETIONS Free catalogs. Prompt, efficient serv-
ice guaranteed. JAZZ HOUSE, Box 455, Adelaide P.O.,
Toronto, Canada M5C 2J5.
JAZZ, BIG BANDS DIXIELAND LPS—lowest prices.
Monthly lists, auchonsl LPs wanted. TURNTABLE, Box
1138D, Whittier, CA 90609.

DAYBREAK EXPRESS RECORDS JAZZ Imports from
Europe and Japan. Write for Free Catalog, P.O. Box 582,
Cathedral St. Station, New York, NY 10025, U.S.A.

DIRECT-TO-DISC JAZZ ALBUMS! Comprehensive free
catalog. Cosmic Chords, P.O. Box 4873, Boulder, CO
80302

JAZZ RECORD AUC“ON Vocals, blg bands, combos,
blues, Most mint. Free List. Harry Ruskin, 9232 Slater,
Overland Park, KS 66212, US.A.

HUGE JAZZ rezord—aucllon Hundreds of rare LP's. Fres:
List. Gary Alderman, P.O. Box 9164 Madison, Wi 53715

FREE JAZZ AUCTION LIST 10 12 LP's and 45's. Elr"l-
wood, Record Sales, Box 10232 Elmwood, CT 06110

NEW DIRECT TO DISC slereo albums Earl Hines Plays
Hits He Missed, including Birdland, Blue Monk, The Preach-
er, Misty and five more. $15. For Duke by Bill Berry ang His
Ellington All-Stars features eight Ducal classics. $12
Shipping, $1 U.S., $2 elsewhere. Californians add 6°
Ralph Jungheim Associates Inc., Box 5565H, Santa Mcnica,
CA 90405

WANTED

WANTED: Songwrners and Lyricist Poslbox 11
TAUFKIRCHEN/Vils, Germany

. 8252

WHERE TO STUDY

HOME STUDY courses in modern theory, arranging, and
composition for beginners and advanced. Persanal faculty
attention. Applied Music School, 505 W. Hilisborough,
Tampa, FL 33603

DR MAURY DEUTSCH Nine volume arrangmg educa-
tion—$15.00; private—correspondence lessuns. 150 W
87th St., NYC 10024, (212) SC 4-4722

~ PROFESSIONAL SERVICES

IROFESSIOM. U!lCIANS' EFERRAL

» subsidisry of Boyd Hunt Enterpraes

MUSICIANS!—N€€ED A GIG?
We are now registering
Groups and Individuals

FREE!

PROFESSIONAL MUSICIANS'
REFERRAL maintains the Largest
Nationwide listings of Groups
seeking new members and Musicians
looking for groups.

CALL TOLL-FREE
(800) 328-8660 (or 6192-895-6848)
24 hr. Phone Service Six Days a Week

1,002 JAZZ TUNES

ew Fake Book. Giant collection of best j

ever assembled. Play the finest jazz written

§ played by top stars—All Styles! 680 pages
Spiral bound. 3% pounds of jazz! Use on jo
or reading & improvising study. Try 7 day
Money Back Guarantee. 1,002 JAZZ TUNE
$19.95. Order Now: IMPERIAL CREATIO
== 1 Box 66-DB, New York, N.Y. 10022+

December 7 O




Ten by David Baker . . .
arranging & composing For The Small En-
semble: lm/rab/]azz -rock 184 pps., spiral

$15.00
O luu lmprovlu!lon. A comprehensive
Method of Study for All Players 184 pps., spi-
ral bound .. . ... $15.00

O advanced Impvovlutlon with 90'
cassette. 256 pps., spiral bound . ... $25.00
Techniques of Improvisation:

[ Vol.1, A Method For Developing improvi-
sational Technique (Based On The Lydian
Chromatic Concept by Goorgo Ru-ull) 96
pp., spiral bound $9.00

O vol.n, The vz Prognulon 76 pp., $9.00
O wver I, Turnbacks 84 pps., $9.00
O vel. v, Cycles 260 pp.. $15.00
L ]

) Jazz Styles & Analysis: Trombone 144
pps., spiral bound $15.00

O Jazz Styles & An-lysu Alto Sax by Harry
Miedema, edited by David Baker 104 pps.,
spiral bound . $12.50

Jazz lmpmvlsatlon Method
For String Instruments:
O vol. 1, Violin & Viola 160 pps.. $12.50
O vol. I, Cello & Bass 152 pps., $12.50
Free Catalog — Free Postage

NEW SOUNDS IN MODERN MUSIC
315 W. 53rd St., New York, 10019

O Jazz/Rock Volcings Haerle $4.95
O Technique In 4ths for Jazz Ricker $6.95
O Pentatonic Scales for Jazz Ricker $7.95
Jamey Aebersoid Play-a-Long Books & Records
Series 1 to 10 $8.95 ea. ) #1 New Approach
O #2 Nothin But Blues U #3 11/V7/1 Progression
O #4 Moving On [ #5 Time to Play Music
O #6 Ait Bird O #7 Miles Davis 8 Originals
O #8 Sonny Rolling [ #9 Woody Shaw 8 Jazz
Originals U Dave Baker 8 Originals
O Don Sebesky Contemporary Arranger $30.00
J Miles Davis Complete Interpretations $7.50
7 Chariie Parker Complete $6.95
1 Ency. of Arranging Techniques 8.95
Ency. of Jazz Duets 3 books in 1 $7.50
Modern Arranging Tom Timothy $6.95
Lateef Flute Book of Blues Vo. 182 $3.95
Walter Bishop Jr. Study in 4ths $4.50
nprov. Concepts & Jazz Patterns Deutsch $15.
ymmetric Scales & Tonal Patterns Deutsch $15.
Mlly Manne Drumming Technique $3.50
*. Relnhardt Encyclopedia Pivot System $25
\ of Jazz improvisation Treble or Bass $7.50
h Wald Guide to Creative Jazz $4.95
fcchlo Nu-Art Technical Exercises $2.95
Colin Trumpet Lip Flexibilities Cplt $6.00
Solin Complete Trumpet Method $15.
nt Encyclopedia of Modern Jazz $12.50
t Encyclopedia of Improvisation $12.50
 Ency. of Modern Improvisation $12.50
Ency. of Basic Musicianship 8 books $15.
th Ency. of Arranging 9 books in 1 $15.
*r Modern Trombone Technique Cplt. $25.
imbo Jazz Fake Book $19.95
1y Definite Cycle 12 Tone Row $15.
sedla of Duets in Jazz Phrasing $7.50
t Modern Harmonic Technique Vol 1 $15.
V. O Modern Contrapuntal Tech. $7.
rranging $15 [JModern 12 Tone Tech. $4.
slodic Technique $7.00
w Patterns for Jazz $14.00
Lydian Chromatic Concept $26.50
\ia of Rhythms & Jazz Patterns $15.
3ssional Arranger-Composer $7.95
Scoring For Films $15.00
ngers Workshop $7.50 O Chord
V) Creative Arranging $15.00
1 Tuba Method $15.00
of Chords Complete $12.50
viete Trumpet Method $9.00
o Scales Complete Colin $15.00
raurus of Scales $25.00
\ar & Jazz Harmony $9.95
t Pedal to Triple Hi C $15.00
8 Scores $15.00
Jrovisation Patterns $8.00
Duets 6 books in 1 $7.50
wnced Trumpet Studies $6.00
npet Yoga $15.00
"he Brass Player $7.50
Trombone Method $15.00
wsical Development $12.50

v IN MODERN MUSIC
et—New York, NY 10019

Band (Wed.).
Steamboat Round (Cleve. Hts.): Chuck Braman
Quartet (Wed.).

The Agora New World Of Jazz: Tuesday nights;
call (216) 696-3755.

Fagan's in the Flats: dixieland (Wed ).

Palace Theatre at Playhouse Square: Call
(216) 523-1755.

Peabody's Cafe (Cleve. His.): jazz acts nightly;
call (216) 321-4072.

The Theatrical: jazz acts weekly; call (216)
241-6166.

Togo Suite: local jazz acts (Tue.).

Northeast Ohio Jazz Society: information and
membership line, call (216) 429-1513 11 amto 8
pm daily.

Cleveland Correspondent (new phone and ad-
dress): Chris Colombi Jr., c/o0 WBBG/1260, 3940
Euclid Ave., Cleveland, Ohio 44115, or phone dur-
ing "Exploring Jazz: Chris Colombi at the Helm”
WBBG (1260 AM), Sun. 7 pm-1 am, at (216)
578-1260.

WBBG (1260 AM): Exploring Jazz (Sun. 7 pm-
1 am).

KANSAS CITY

White Hall (Topeka): Jazz Workshop presents
Pete Eye Trio w/Arch Martin (11/19); Topeka Jazz
Workshop Band and All Star Youth Jazz Ensemble
(12/10); all concerts begin at 2 pm.

Opera House (Lawrence): Dry Jack (11/17 & 18;
12-3 am).

Music Hall: Pear/ Bailey, Louis Belison w/Kan-
sas City Phitharmonic (11/25, 8 pm).

Pierson Hall: UMKC Jazz Band (12/2, 8:15 pm).

Le Carousel: Chris Mayer/Peter Robinson 13-
piece Jazz Orchestra (Nov.).

Boardwalk (Seville Square): Mark Hart Trio jazz
jam (Sun. 7-11 pm).

Mark IV: Jimmy McConnell Quintet (Mon.-Sat.,
9-1).

Alameda Piaza Roof: Gary Sivils Experience
w/Lou Longmire (Mon., Tues., Fri.,, Sat.); Steve
Miller Trio w/Julie Turner (Wed. & Thurs.).

Crown Center Hotel (Signboard): John Lyman
Quartet (Fri., Mon., 4:30-7:30 pm).

Eddy's South: Greg Meise Trio (Mon.-Sat., 9-1).
Buttonwood Tree: Roy Searcy (Tue.-Sat.,
7:30-11:30 pm).

Mr. Putsch’s: Pete Eye Trio jazz jam (Sat.,
2:30-5:30 pm).

Club Swahili: Bill Hemmans Quartet (Mon.,
Wed., Fri,, 12-3 pm).

The Inn: Jim Buckley's Big Band (dixieland),
(Tue.-Sat., 9-1).

SAN DIEGO

Catamaran: Gabor Szabo (11/21-26)
488-1081.

Sports Arena: Linda Ronstadt (12/22);
224-4171.

Dick’s At The Beach: Tony Ortega Group (Tue.);
call 755-7672.

Benihana Of Tokyo: Laura Zambo (Tue.-Sat.);
call 298-4666.

John Bull: Autumn (Sun.-Tue.); call 474-2201.
Chuck'’s Steak House (La Jolla): Butch Lacy/
Hollis Gentry Quartet (Fri.-Sun.); Joe Marillo Quin-
tet (Mon.-Thurs.); call 454-5325.
Tavern: Mark Lessman Trio (Fri
454-9587.

Quinn's Pub: Mike Peed Quartet (Sun.); call
448-0848.

Le Chalet: Gary Music Co. (Fri.-Sun.);
Susan Quintet (Mon. & Tue.);
Thurs.); call 222-5300.
Ivanhoe: Dick Braun Big Band (Fri. & Sat.);
Sounds of Friendship (Mon.-Thurs.); call
748-7531.

Barr X Ranch House: Who's Drivin’ (Western
swing); call 724-0510.

KPBS (89.5 FM): Ron Galon's Jazz Spectrum
(Sat. nite).

KSDS (88.3 FM): All-jazz radio.
TBA: Pat Travers/Rush (11/16)

; call

call
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MIAMI

Swiss Chalet: Chubby Jackson's Jazz All Stars
with guest stars Arnett Cobb, Frank Rosolino, Nat
Adderley, Pete Minger, Danny Turner; Phil Woods
Quartet; Frank Foster (Tue.-Sun.); call 576-7070.

Airliner Jazz Room: Billy Marcus Quintet (Tue.-
Sat.); Alice Day with Eddie Stack Trio (Mon.}; call
871-2611.

Bayshore Inn: Joe Roland Duo with guest stars.
{Tue.-Sun.); call 858-1431.

Village Inn: McMuilen's Ragtime Band (Sun. &
Mon.); call 445-8721.

Sheraton River House: Don Goldie and his
Lords of Dixieland (Sun., 12-3 pm); call 871-3700.

Les Jardins: Joe Donato and Good Bread Alley
(Tue.-Sat.); call 871-3430.

Bananas: Mile Gillis & Co. (Tue.-Sat); Jazz-
mania (Sun. & Mon.); call 446-4652.

Parkway Inn: Frank Hubbell and The Stompers
(Sun.); call 887-2621.

Unitarian Church: John Alexander (Mon.); call
667-3697.

Bubba’'s (Ft. Lauderdale): Juanita Dixon (Tue.-
Sun.).

Beowulf (Pompano Beach): Flip Phillics Quartet
(Tue.-Sun.).

Jazz Hot Line: (305) 274-3834.

P.A.C.E. Concert Information Hot Line: (305)
856-1966.

ST. LOUIS

The Checkerdome: Heart (11/22).

Mississippi Nights: National, regional, and iocal
rock, jazz, and blues; call 421-3853 for details.

Fourth and Pine: National, regional, and jocal
rock, jazz, and blues; call 241-2184 for details.

The Upstream: Jazz every weekend; call
421-6002 for details.

Park Place: Jazz on weekends; call 231-4056
for details.

First Street Alley: Jazz on Mondays and Tues-
days; call 621-1222 for details.

The Bernard Pub: Jazz, rock, blues, and folk
music nightly; call 776-5708 for details.

Kennedy's Second Street Company: Occasion-
al jazz on weekends; call 421-3655 for details.

KWMU (90.7 FM): “Jazz Alive™ (Fri. 8 pm); jazz
(Fri. 11 pm-7 am; Sat. 5:05 pm-1 am).

Knox (11.20 AM): Jazz with Charlie Menees
(Sat. 10 pm-3 am).

'LAS VEGAS

Sahara Vegas: Tony Bennett (11/5-15,
12/8-17); Keely Smith/Sam Butera (12/21-1/1),
call 735-2111.

Sahara Tahoe: Lou Rawls (11/17-19); Johnny
Cash (11/23-26); Crystal Gayle (12/1-3); Donna
Summer (12/8-10); Chicago (12/15-17).

Aladdin: Anne Murray (12/5-16); call
o111,

Riviera: Glen Campbell (11/30-12/16);
735-8533.

Harrah's Reno: Willie Nelson (11/23-29); Char-
lie Rich (11/30-12/6); Captain & Tennille
(12/7-13); Merle Haggard (12/14-20); Tony Ben-
nett (12/21-1/3).

Tropicana: Chris Fio Rito (lounge);
736-2022.

Landmark: Edie Aikels (Skytop Lounge); call
734-9110.

Royal Inn: Royal Dixie Jazz Band (nightly).

Chateau Vegas: Peer Marini (nightly).

Sands: Bob Sims Trio/Sonny King Quartet
(lounge); call 735-9111.

Desert Inn: Joe Castro & Raffles (regulars); call
735-1122.

Larry's Fireside Inn: Big band jazz.

Tender Trap: Local jazz nightly, call 732-1111.

KCEP (88.1 FM): Dr. Jazz (6-10 am).

KDWN (720 AM): Jim Flint All-Jazz (8 pm).

Las Vegas Jazz Society: Meetings, concerts,

736-

call

call

jams; call 734-8556.



Glen Campbell

Nancy Wilson
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Marcel Dadi INNTRUMENTS INC.

8LOOMFIELD, CONNECTICUT 06002
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The Selmer (Paris) saxo-
phone has long been con-
sidered one of the finest
musical instruments ever
made. The Mark VII more
than lives up to this reputa-
tion. It delivers exactly the
kind of performance you
should expect from an instru-
ment that carries the Selmer
(Paris) mark. Testitsoon and
hear your talent expressed as
you always knew it could be.

rita il | he Selmer
Sl 8 Company






