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Tools of the trade.
The King 2000. And you. Professionals building beautiful 

music together. Five models in the 2000 Series allow for a 
range of playing styles. The Model 2000T has a bright sound and quick ac

tion trigger excellent for jazz and stage bands. A larger bore differentiates the 
Model 2001T, for a freer blowing sound. A darker sound marks the Model 2006 
for symphony playing, while the Model 2007 is differentiated by a larger bore size. 
The Model 2008, in “C”, boasts exceptional intonation, also for symphony playing. 
An King trumpets. All stunning examples of horns born to come alive in your hands.

Play your best with a King.
King Musical Instruments. Inc., 33999 Curtis Blvd., Eastlake. Ohio 44094
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!Synate your guitar Resynate your sax Resynate your Rhodes Resynate your flute

your»ynate your
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Your music is special and 
you want to play it like no one 

else. You’ve searched for a special 
sound but all those effects pedals get in the

’ When you’re through, the Resynator packs 
up to become one compact, lightweight 
briefcase. The Resynator™ is musical ex- 

j citement. So Resynate your act with the 
Resynator™ from Musico.
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way of your playing. You want an instrument 
that responds to your hands and the expression 

you’ve worked so hard to perfect. An instrument that 
lets you create sounds that defy traditional definitions. An 

instrument that lets you select a sound and shape that sound any 
way your mood dictates. That instrument is the Resynator™.

The Resynator11* is the one and only instrument controlled synthesizer - with 
microcomputers to analyze what note you’re playing and how you’re playing it. 

The Resynator™ constructs a sound and shape totally dependent on these analyzed 
parameters. With it, you can create any effect.

Pi
CD

O
O CD

W -

It can sound like acoustical instruments.
It can sound like a synthesizer.
It can produce new sounds.
Expand the range of these sounds with your foot, 
using the Resynator’s remarkable Lite-Touch Foot
pads11* and Van-Pads™. All this sound creating 
potential is under the direct control of your two 
hands and one foot.
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Maynards 
Little

Big Hom 
with the 
soft-jazz 

bore.
“I designed this trumpet to offer the 
player an instrument that’s exactly the 
same as my MF Horn except for the 
bore. The MF’s is large — .468. This 
one’s just a tad smaller — .465. 1 like 
this for the softer jazz things because it 
isn’t quite as demanding as far as air 
power goes.
“Also, not everyone uses my size 
mouthpiece. A player might prefer a 
huge one. With this trumpet, we’re giv
ing him a bore that’ll offset his 
mouthpiece better. Plus all the features 
that’ve made the MF so popular.

“Fast valves. I want to press a valve 
and see it come up fast. I’ve used hun
dreds of trumpets, and these are the 
valves that work the best.
“Toughness. I’m very rough on an in
strument. So it has to be designed and 
constructed so it’ll withstand me. And 
the airlines.
“A live bell. Holton and I experimented 
with smaller bells, bigger bells, less 
flare, more flare. And we hit on the one 
that has a live sound. It rings!”
Maynard Ferguson’s Little Big Horn. 
The Holton MF4. It’s included in a 
full-color 32-page catalogue of 
Holton brass and woodwinds. For a 
copy, just send two dollars to 
Leblanc, 7019 Thirtieth Avenue, 
Kenosha, Wisconsin 53141.
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There are many 
ways to put together a 
sound system. You 
can spend a lot of 
money on mixers, 
equalizers, power 
amps, and acces
sories. Or, you can 
buy one of the new 
XR Series compacts 
from Peavey. The 
working musician who 
makes his money 
playing clubs, 
lounges, and small 
auditoriums will be 
hard pressed to find a 
more functional 
system.

The XR compacts 
have been designed 
for maximum versatil
ity in a highly 
portable package 
offering features and 
specifications former
ly available only with 
separate components. 
Take for example our 
built-in graphic 
equalizer that allows 
you to tailor the tonal 
response of the 
system to any playing 
environment while 
maintaining effective 
control of annoying 
feedback. Or, the 
independent monitor 
send controls on each 
channel that can be 
mixed and adjusted 
separately for each 
performer. Convenient 

patching facilities are 
provided for direct 
hookup with external 
power amps, effects 
devices, and monitor 
systems.

Two high imped
ance inputs are 
featured on each off 
the XR’s channels. 
This means you can 
run as many as twelve 
microphones into the 
six channel XR-600. 
Using Peavey PBH 
microphones and 
cables that same 
setup is automatically 
converted to a low 
impedance balanced 
line, totally eliminat
ing any hum or 
interference,...a 
feature usually found 
in much more 
expensive mixers.

wide response with tight cardioid 
patterns for clean, realistic vocal 

reproduction. Each mike comes 
equipped with a rugged case, 

deluxe holder, and a twenty foot 
cable.

The XR compacts 
are compatible with 
any four ohm speaker 
setup but, if you’re 
after maximum per
formance in a 
portable package, our 
International Series 
enclosures are with
out equal. These 
extended range, high 
efficiency enclosures 
out perform many of 
the “professional" 
permanent installation 
systems that are 
much larger and more 
expensive.

Before you invest 
a lot of money in a 
sound system, stop by 
your Peavey Dealer 
and see what a great 
sound system a lot 
less money will buy.

The 115 
International is an ideal 
enclosure choice when 

vocal clarity and 
definition are primary 

requirements. The 
system features a 

Peavey 22A Driver 
coupled to a CH Series 

high frequency horn 
along with a fifteen inch 

Black Widow precision 
transducer in a direct 

radiating enclosure. This 
combination insures 

extremely wide 
frequency response 

and dispersion 
characteristics.

adjustment uti
lizes a high- 
strength aircraft 
“locking pin" 
and does NOT 
depend on a 
"thumb screw" 
which can easily 
slip and cause 
the stand to 
collapse.

The Peavey S-1 
heavy-duty 

speaker stand 
represents a 

vast improve
ment over 

previous speak
er stands. The 

S-1's height

Peavey PBH high impedance 
microphones are specially 

designed with a converting *
transformer built into the cable 
plug at the Input of the amplifier.

This advanced design retains all 
the interference cancelling 

advantages of the low
Impedance, balanced Une setups 

of larger, more expensive 
systems.

Peavey microphones feature

THE XR SERIES COMPACTS
XR-600
Six channels
Auxiliary input channel 
Nine-band graphic equalizer 
Complete patch panel 
210 watts RMS power amp 

with DDT* comperssion

XR-500
Five channels
Auxiliary Input channel 
Complete patch panel 
Seven-band graphic equalizer 
130 watts RMS power amp 

with DDT® compression

© 1979 PEAVEY ELECTRONICS
711 A Street/Meridian, MS.

XR-400
Four channels
Auxiliary input channel 
Complete patch panel 
Five-band graphic equalizer 
100 watts RMS power amp



education in jazz
Pat La Barbera

Berklee really got 
me into music: writ
ing, playing, and just 
concentrating on mu
sic. The first six 
months I had more 
harmony than most 

cats get in four years.
Berklee was the best choice I could have 

made. I studied all the reeds with Joe 
Viola, arranging with John LaPorta, im
provisation with Charlie Mariano, and 
had the opportunity to play in and write 
for Herb Pomeroy’s recording band. 1 was 
learning all the time.

After my second year, my brothers, 
John and Joe, came to Berklee to see what 
I’d been raving about.

I still feel verv close to the school and 
visit whenever Im near Boston.

John La Barbera
My experience in a 

state college was simi
lar to Pat’s. There was 
little that was practi
cal, and compared to 
Berklee, everything 
seemed rudimentary.

My first impression of Berklee has 
remained: complete dedication to tradi
tional values and exposure to all the 
contemporary idioms. My teachers 
opened me up to what arranging was all 
about. My trumpet teacher made me 
learn traditional trumpet repertory, and, 
for example, what precision means in 
playing a Broadway snow.

I feel that Berklee gave me a musical 
background broad and deep enough to 
operate as a complete professional.

Joe La Barbera
Berklee encour

aged me to learn 
more about my in
strument and more 
about music.

My teachers at
Berklee equipped me 

with what it takes to play drums on a 
professional level—in any situation.

I’m most impressed by Berklee’s facility 
for every kind of player, whether it’s big 
band, small 
always remember 
and learn with:

p, or arranging. I’ll 
the guys I got to play 
Rick Laird, Miroslav

Vitous, Alan Broadbent, Lin Biviano, 
John Abercrombie, and others.

I still go back to Berklee whenever 1 
can. It’s where I started.

for catalog and information write to: 
BERKLEE COLLEGE OF MUSIC 

Dept. D
1140 Boylston Street, Boston, MA 02215

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

CORRESPONDENCE COURSE includes

• Modern Harmony
• Improvisation
• Arranging
• Jazz Composition, etc.

For information write to:

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

the first chorus
BY CHARLES SUBER

Wth all the fuss about fusion going on 

and on, it’s a welcome relief to hear a calm, 
reasoned voice. Listen to this:

“It’s that substantial production element 
that fusion is all about, not the virtuoso 
element that all the writers (and many jazz 
musicians) seem conditioned to look for. If 
that point could be made, then a lot of the 
jazz community’s factionalism and in-fighting 
might be eliminated.”—Steve Backer, pro
ducer and executive of Arista/Novus records.

Backer has a lot more to say, in this issue, 
about today’s recording world in particular 
and the business of music in general. All of it 
right on the money and worthy of study by 
anyone concerned with contemporary music. 
Backer also picks up on the now famous 
interview with the Brecker Brothers (6/17/79 
db) and their complaints about record com
panies and critics and other things. 1 le agrees 
with our commentary that busy studio musi
cians find it difficult to develop their own 
sound or recording career. Backer: ”... if 
you want a successful recording career, you 
have to devote the vast majority of your lime 
to it. Thal involves not just writing, arrang
ing, producing or playing on your next 
album, but also securing proper manage
ment, agencies, touring, interviews, promo
tion. You have to be willing to sacrifice until 
you either become successful, or wake up to 
the fact that you’re not going to make it.”

For contrast, don’t overlook the Earl Klugh 
article in this issue. He carries on something 
fierce about being called a jazz player ami 
how unfair critics and this magazine are to 
him and other great musicians. Klugh is too 
good a musician to really believe all (hat.

Speaking of fusion and foolishness about 
music labels, remember the University of 
Wisconsin-Madison student symphony play
ers who refused to allow Don Sebeskvs 
brilliant jazz/symphonic reconstruction of 
Stravinsky’s Rite ()j Spring to be performed? 
(See news story, Feb. ’80 db and Record 
Reviews, this issue.) Obviously, the students 
didn’t know any better but why didn't they? 
The school of music faculty should review its 
attitude about “serious” music.

Reminder. The U.S. Congress has not yet 
voted on remedial legislation which would 
permit federal funds to be spent lor school 
band instruments. (See First Chorus, May 17, 
1979, and Feb. '80 issues of down beat.) If 
you have not yet done so, write today, now, to 
your Congressman (c/o I louse of Representa
tives, Washington, DC 20515) and ask him/ 
her to cosponsor or vote yes for either H.R. 
5569 or H.R. 5772. Both bills call for Title 
IV-B of Public Law 95-561 to include band 
instruments as educational instructional equip
ment. Make it loud and deal that one needs 
an instrument to learn and play instrumental 
music.

Next issue features a doubleheader with 
Ce< il Taylor and Max Roadi and their recent 
duo concert in New York plus a good look at 
Cecil lay lor, the teacher, doing it for students 
at Creative Music Studio. There will be, of 
course, other pieces of note in the April db, 
out March 20.

Baldwin

Dave 
Brubeck’s 

Accompanist

250% more volume 
Bright rich sound 
Ease of blowing 
Responsive 
harmonics J 
Faster technique I 
Less reed 
problems wmj 
With cap& lig.^Hi

Bobby 

DUKOFF 
Mouthpieces

“SUPER POWER CHAMBER” 
Contemporary Sound 
Soprano-Alto-Tenor

ALSO
ORIGINAL LARGE CHAMBER

Darker rich sound (tenor only)

NOW No. 1 CHOICE OF PROS
See your local dealer or write:

Dukoff Mouthpieces 
P.O. Box 561002 

Kendall, FL 33156
World wide inquiries invited
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Now Buddy Rich has matching drum heads. 
Ludwig created them, Groovers™. The only 
drum heads designed specifically for jazz. 
Groovers have lots of response and lots of 
resonance. They give you a sensitive tonal 
sound at all dynamic levels, even 
when you’re playing softly 
with brushes.

'At last 
matching heacis’.’ 

-Buddy Rich

Groovers won’t pull out. A patented mechan
ical interlock system, called Headlock™, 
permanently locks each head in place. Plus, 
temperature changes and other weather con
ditions won’t weaken or change the pitch of 

the head. For jazz, play Groovers.
Buddy Rich does. Find your head at 

your Ludwig Dealer. lUDUjin



Where the action is.

We’ve just dealt you a better playing hand. Because Conn’s new 83H 
double in-line rotor bass trombone is not only the best sounding trombone, 
it’s also the best playing.

The 83H does the work of four trombones. The key is the in-line 
system. In fact, it’s four keys because the rotors can perform together or 
independent of each other. So you can perform in Bb, G, F, or Eb. And if that 
isn t enough action for you, add Gband D just by adding the optional slide. 
But the fun is just beginning. It’s a lot easier to play difficult passages 
because the 83H is easier to get around on.

And it sounds too good to be true. The precise .562" bore and 9‘/2" red 
brass bell project a rich, golden tone that rings like crystal. And there’s 
enough thunder to lead 76 trombones.

Get in on the action. Try Conn’s new 83H double in-line rotor



CHORDS AND 
DISCORDS

8:30 elaborations
At least db’s one-star review of Mr. Gone 

elaborated on the disappointment with that 
album. In the review of 8:30 (Dec. ’79), 
however. Douglas Clark gets away with 
quacking on and on about the live tunes that 
everyone already knows are great, and then 
passes off the new studio material in two 
lousy sentences as “filler.”

Mr. Clark describes Brown Street as a 
“carnival tune that starts sleepily and gets 
happy.” Is this critical analysis intended for 
professional musicians, or a gross generaliza
tion intended for small children.' Mr. Clark 
could have at least been specific enough to 
point out that Zawinul plays all of the bass 
lines in the studio. But I guess bass lines are 
irrelevant compared to carnivals.

For a magazine whose readers just voted 
WR as number one band, a two-sentence 
“analysis” of their very latest music is a little
cheap.
Ted Northridge New Brunswick, N.J.

Seeing Redd over 
Mitchell madness

What is all this madness about non-singer 
Joni Mitchell? Who needs her wailing (which 
sounds like it’s emanating from a maternity 
ward) to validate the artistry of the giant that 
Charles Mingus was? To h----- with this 
nonsense. There are some of us who know 
the truth, and are not afraid to speak it.

Inglewood, Cal.Vi Redd

’70s jazz summation
I’d just like to thank Dan Morgenstern for 

his thoughtful, well-tempered and perceptive 
review of jazz in the '70s. He covered it 
beautifully in an all-too-brief article. Some
one else could have said it longer, but no one 
could have said it better.
Georgia Griggs Santa Monica, Cal.

Wilbur Ware tribute
I read with great interest your article on 

the late Wilbur Ware (Dec. ’79), whom I met 
when he was in very sad physical condition al 
Charles Mingus’ first “rebel" Newport Jazz 
Festival in Newport in the early ’60s.

On the evening of the first late-night, all
nightjam session at Cliff Walk Manor, which 
was crowded beyond belief, Mingus, seeing 
Ware walk into the room, handed his bass 
over to him, and Ware played as only he 
could. Years later I found a Music Minus One 
record on which he played bass, and enjoyed 
hearing his wonderful walking lines.

Thank you for showing the editorial sense 
to pay honor to a very fine musician whose 
addiction won out over his talent.

Piedmont, Cal.Patricia C. Frost

Stick with Vic
There’s a stick by ———— “——

Vic for every drummer.•
Vic’s custom sticks are 
hand-crafted from the finest 
rock maple and are individually 
pitch paired for the discriminating 
artist. Vic's sticks for drums, vibes, timps, 
plus Leigh Stevens Concert Marimba 
mallets are available at selected drum shops. 
Write for free catalog. VIC FIRTH® INC., 
BOX 10, DB, DOVER, MA 02030, USA.

r RTH

11581 Federal Drive. El Monte. California 90731 (213) 443-7803 
DIVISIONI)F F4DSI

DURAUNE meansaurabieHue pertormance heads, designed to last We built in features that 

until now fop drummers demanded but could not hnd Going beyond skin or plastic, we have 

taken a unique new material, and woven it into the strongest, most stable drum head ever made. 

Stretching denting and weather problems no longer exist with DURAUNE heads The revolufionety 

textured surface combines excellent stick and brush response with o no tip durability, assured to 

finish any performance
The DURAUNE Concert Heod gives solid live sound, without distrocfing excess overtone

Our studio Head is designed lor true studio sound This means no lope no wallets
We've eliminated the problems so that DURAUNE may be THE ONLY HEADS YOU’LL EVER NEED 

TRUE PERFORMANCE HEADS

cA ckadltlo^

Wm. Sjagiwa, do. lor
12 PIEDMONT STREET. BOSTON. MASS. 02116 

617-482-7457
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THE LATEST BIG BAND CHARTS FROM

Thad Jones

never before released - 
recorded on The Jazz Orchestra 
album (full scores available 
for study purposes):

MEAN WHAT YOU SAY (new version) 
difficult medium swing

ONCE AROUND - medium difficult 
fast swing

THREE AND ONE - med. difficult 
bright swing

a new idea -

THE THAD JONES LEAD 
SAX BOOK - $4.95
THE THAD JONES LEAD 
TRUMPET BOOK - $4.95

each contains the actual parts 
from 8 of Thad’s most popular 
big band charts from the Live 
At The Village Vanguard and 
Consummation albums ----  great
exercises for phrasing and 
stylistic playing!!

Rovner ligature
In your 11/79 issue the Pro Session on 

woodwinds by Ray Pizzi spoke of a ligature 
developed by Phil Rovner. How can us reed 
folks out here in the bush get ahold of one of 
these?

Those of us who economically, geograph
ically or otherwise cannot be near an instruc
tor who can steer us on the right develop
mental track can use this information. 
Whenever you print the equipment used by 
the pros, I read it with great interest.
Chris Hall Lincoln, Neb.

For Mr. Hall and other readers who inquired, 
the address is Rovner Products, P.O. Box 15006, 
Room A, Pikesville, Md., 21208. Send Si 1.95 
and your mouthpiece type, material, and brand, 
and indicate “light” (according to Rovner, "for a 
lively, brilliant, projecting and big sound”) or dark 
("for a mellow, full, rich and warm sound").
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Yes, send my free copy of 
your complete Jazz Catalog!

name__________________________

street ________________________

city ___________________________

state z i p

Kendor Music
Delevan, New York 14042 

-----------------------------------------------------J

Brookmeyer prayer 
answered

Thanks for the many good interviews in 
your magazine. How long do we have to wait 
for an interview with Bob Brookmeyer? I 
think he is one of the most original and 
inventive musicians around, not only as a 
valve trombonist, but also as a writer. He’s 
recorded a few diamonds on piano as well. 
He is now playing inside and outside like no 
musician I have ever heard.

I am a Swedish jazz trombonist working in 
Germany, and everywhere 1 meet other 
musicians, the question is, “Have you heard 
anything new about Brookmeyer?” 
Swami Harisharam Stuttgart. West Germany

We’ll have a feature story on Brookmeyer soon. 
Ed.

They found it!
Bob Dylan has never been afraid to say 

what he thinks and probably never will. I was 
disturbed to read Charles Carman’s review of 
Slow Train Coming (Dec. ’79); the writer is 
either ignorant about Christianity or perhaps 
he is afraid of what would be said of him if he 
applauded Mr. Dylan.

Slow Train Coming is the word of God the 
way Bob Dylan sees it, put inside a musical 
framework that young and old, Christian and 
non-Christian can relate to. Dylan should be 
applauded for trying to tell a very important 
message in an enjoyable and contemporary 
way.
Chris Werner Versailles, Indiana

To reduce a man who has had such a 
profound effect on so many young Amer
icans by tossing around phrases such as 
“silly” and “tired take-offs on the Golden 
Rule” is without excuse and poor journalism 
indeed. Bob Dylan’s message now has a 
sufficient basis—Scripture. With this base, it 
is no longer Dylan’s intent to present art for 
art’s sake but to once again tell it like it is.

Whether you acknowledge it, the love from 
which Dylan speaks will overcome this world. 
Stan Kenton never thought stereo would 
catch on, either.
Paul Littrell Atlanta, Georgia

Second Coming
For the past year, I have avoided db out of 

protest against its generally meaningless and 
stereotyped interviews. I have broken my 
promise to never read the magazine again, 
and have returned as an avid reader, pri
marily to keep abreast of current develop
ments.

By the way, to suggest by the title of the 
article on George Adams (Nov. ’79) that he is 
artistically or technically different from five 
or six years ago is ridiculous. George Adams 
has not just arrived; he has just been ignored 
for the past ten years.
J. Stonewall Dorsey Toronto, Ontario

Candescent Connie Crothers
Connie Crothers is, to me, the greatest 

piano player on the jazz scene today. Her 
genius is astounding—not only does she play 
the instrument better than anyone I’ve ever 
heard, but her originality creates textures, 
colors and sounds that are totally new. She is 
a great innovator of our time and the prime 
mover in a new jazz scene which, in my 
opinion, is about to explode and revolution
ize music all over the world. Connie is also a 
beautiful, deep singer and a profound poet. 
She is an inspiration to all who hear her.

I have attended all of Connie’s concerts 
since she emerged on the scene in 1973, 
when she was presented by Lennie Tristano. 
Absurdly, record companies have not clam
ored to record her; she has only one record, 
Perception, on Inner City. That was recorded 
in 1973.

[A five-star review of Ms. Crothers' Decem
ber 9, 1979 Carnegie Recital Hall concert has 
been omitted for space reasons. J

Hearing Connie Crothers in person is an 
experience no one should miss. She deserves 
to be recognized for her astounding contri
butions now.
Liz Gorrill Queens, N.Y.

Hall of Fame material
I generally love your magazine and read 

every issue cover to cover, but I must 
respectfully disagree with John McDonoughs 
assessment of Cootie Williams’ later years 
(Waxing On, Dec. ’79). McDonough wrote, 
“In his later years his appeal came to rest on 
dense textures and emotional hyperbole 
rather than swing.”

To my ears, Cootie was swinging hard on 
many Duke Ellington albums from the late 
'60s and early '70s. Just listen to his spectacu
lar solo on Portrait Of Louis Armstrong on New 
Orleans Suite. On these album’s, Cootie's 
plunger work is a special delight—the work 
of a unique and major stylist, who supplies an 
emotional content sorely lacking on many of 
today’s swing albums. Within the confines of 
swing, Cootie Williams developed a highly 
unique vocabulary and a totally personal 
sound and style, which 1 feel he kept up 
undiminished until illness intervened.

My two passions are jazz and baseball. I 
have always thought of Cootie Williams—with 
his overall excellence and spectacular play
ing—as the Roberto Clemente of the 
trumpet.
William Davis Ann Arbor. Mich.



You have enough to work on in building 
your act without having to work out to 
build your strength. Bulky, heavy PA cabi
nets can cause you a lot of grief. Like 
backache, arm strain, and crunched fin
gers. They can get you into heavy truck
ing costs, heavy roadie costs, and heavy 
airline costs. They take up too much stage 
space and distract the audience from 
your performance. Who needs it?
The Bose® Model 802 loudspeaker incor
porates advanced technology instead of 
rudimentary woodcutting and gluing. 
A mica-reinforced, structural foam case 
made of only three pieces keeps the 
weight down to 37 pounds each. And 
gives you so much ruggedness you can 
trust it to the airlines as well as to your 
roadies or yourself. The 802 speakers can 
be carried two at a time and set up quickly 
on stands where they won’t take over the 
stage or block the audience’s view.
But most important of all, the Bose 802 
system will help you build your act by not 
getting in the way of your sound. Its sound 

is smooth, full and transparent, letting the 
real you come through. Visit a Bose Pro 
Products Dealer soon and listen to the 
Bose 802 system. Then pick up a pair or 
two and start building your act.

| “I
[ Bose Corporation, Dept. DB
I The Mountain
I Framingham, MA 01701

I Please send me a copy of the Bose
I Professional Products Catalog and a 
| complete dealer list.

j Name:----------------------------------------

I Street:-----------------------------------------

I City:_

j State:---------------- Zip:-------------------  j

I Tel. ( )--------------------------------- I
I ©Copyright 1979 Bose Corporation

I________________________________ I

Bose for Pros

Build your act, not your muscles.
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POTPOURRI
New grant application guide- Clubs come, NY: At least three 

lines from the National Endow- new venues appeared in the Ap- 
ments for the Arts' jazz program pie since our December '79 
for fiscal year 1981 are now availa- report: Soundscape, a midtown 
ble from NEA, Music Program/ loft, has featured John Tchicai, 
Jazz, Washington, D.C. 20506, or Sun Ra, Archie Shepp, solo per
call 202-634-6390. Among the formances, lectures and more 
changes from last year’s NEA 
grant guidelines: the maximum 
available to any single artist (ap
plying in two categories) is 
$20,000; 1980's single composer/ 
performer category has been 
divided into two categories, one 
each for performance and com
position.

•
“Mann Alone and Moore" was 

the January West Coast tour flutist 
Herbie played solo, while Oregon 
bassist Glen opened the shows. 
Oregon itself is waxing collabora
tions with the St. Paul Chamber 
Orchestra in the studio, following 
the groups' live performances to
gether last fall.

•
Author’s queries: writer Burt 

Korall (2 Park Lane, Mt. Vernon, 
NY 10552) has embarked on a 
"love project,” an historical book 
about jazz drummers, tracing all 
styles (including influences of 
Latin, r&b and rock) from the late 
19th century to the present. He 
seeks info on how early drummers 
played, their equipment and anec
dotal material; he's especially in
terested in little known tubmen like 
the late Tommy Miles, a Gene 
Krupa favorite, as well as acknowl
edged greats like Baby Dodds and 
Zutty Singleton.

Meanwhile, Thomas Rusch 
(301 Cedar Avenue, Minneapolis, 
MN) and British writer Roger Hun
ter are compiling a Hampton 
Hawes discography and hoping to 
hear from anyone working on a 
similar project.

•
Joni Mitchell is using her 

Mingus album tour as the basis 
but not subject for her first 
movie—which she directed, aim
ing at a TV sale. And most of the 
tunes from her collaboration with 
the late, great bassist show up on 
Elektra/Asylum's release of the 
Mingus Dynasty band album 
Chair In The Sky, featuring John 
Handy, Joe Farrell, Jimmy Owens, 
Jimmy Knepper, Don Pullen, 
Charlie Haden and Dannie Rich
mond.

•
Jack Kleinsinger’s Highlights 

In Jazz mainstream jam sessions 
at New York University celebrated 
its seventh anniversary in Febru
ary by co-billing Jaki Byard's 
Apollo Stompers with Zoot 
Sims-Bucky Pizzarelli duets.

standard fare: Jazzmaniac Mark 
Morganstern has brought music to 
23rd St.’s Shandon Tavern, lo
cated several floors below his 
busy music space—now called 
Jazzmania Up ‘N’ Down the 
operation lets two groups gig at 
once (Lee Konitz' nonet was be
low recently); and Grand Finale, 
an uptown room, has switched 
from cabaret acts to middle of the 
road jazz draws like Buddy Rich 
and Nancy Wilson.

Clubs come and go, LA: Per- 
renial db poll winning organist 
Jimmy Smith closed his Jimmy 
Smith Supper Club on New Year's 
Eve, ’79-'8O, exactly four years 
after its opening, in response to 
the sale of its building. Disbanding 
his trio (Ray Crawford, guitar; 
Kenny Dixon, drums), Smith has 
gone on the road to demonstrate 
the Wersi organ. Now the good 
news: early December saw the 
debut of LA's first Japanese 
owned and operated jazz club, the 
250 capacity Maiden Voyage, 
launched by Hajime Shinuzaki 
and Robin Otani with the Dudley 
Brooks quintet, followed by pian
ist Bruce Cameron’s group and 
the Akiyoshi-Tabackin big band. 
The room, located in the Wilshire 
district near MacArthur Park, 
plans activity seven nights a week.

The Soundroom, which 
opened in 1976 in Studio City and 
closed January 31, was a small 
room with license to sell only beer 
and wine, but it was a seven night 
a week staple featuring mostly 
local musicians, including Milcho 
Leviev, Ray Pizzi, Moacir Santos, 
Alan Broadbent and Bud Shank, 
among others. Its owner/operator 
David Abhari has opened a small 
restaurant. Meanwhile Carmelo’s, 
in Sherman Oaks, is strong, doing 
great business with visitors like Al 
Cohn and Zoot Sims, Richie Cole, 
Shelly Manne, Pete Christlieb’s 
band and occasional sitters in; Bill 
Henderson and Jon Hendricks 
sang duo there, and some players 
are making the watering hole run 
by musician Chuck Piscatello their 
frequent hangout.

Former db East Coast Editor 
Arnold Jay Smith is currently 
writing a monthly jazz column 
called Da Capo for Words & 
Music, the B'nai Brith Music and 
Performing Arts Lodge paper.

Canadian Plays On 
Jazzmens' Lives 
Cast Musicians

TORONTO—Two jazz legends. 
Buddy Bolden and Charlie Parker, 
have had their lives and deaths 
dramatized for the stage in plays 
produced early in 1980 by Cana
dian companies.

Michael Ondaatje’s Coming 
Through Slaughter, an adaptation 
by the author of his earlier bio
graphical novel of the same title, 
opened at Toronto’s Theatre 
Passe Muraille on January. Ardon 
Bess has been cast as cornetist 
Bolden, and Sandi Ross as his 
wife Nora. Music is supplied by 
soprano saxophonist Jim Gallo
way and members of his Metro 
Stompers, including Ken Dean 
who takes Bolden's cornet parts.

Birdflight, by Peter Stevens of 
Windsor, Ontario, opened Febru
ary 1 at the Vancouver East 
Cultural Centre. The Sepia Play
ers, directed by Ernie King, pre
sent alto saxophonist Parker's life, 
family, friends and music.

Meanwhile, Indigo, the blues 
revue conceived by singer Salome 
Bey, returned in January to Basin 
Street in Toronto for an eight week 
stand prior to preparations for a 
Broadway opening, —mark miller

Blind Player 
Sues TV Group 
For Job Rights
LOS ANGELES—Dwayne 

Smith, a blind pianist and com
poser, filed suit against Group W 
Productions, Inc. Westinghouse 
Broadcasting, claiming that his 
civil rights were violated when he 
was refused employment because 
of his blindness.

In January 1978 Smith com
posed, arranged and performed 
the theme for Group W's television 
pilot for the Everyday series. 
When the pilot was sold for syn
dication and appeared on CBS, 
Smith expected to be hired for the 
series. He was not. His keyboard 
replacement was sighted. Smith 
filed suit on December 14, 1979.

Smith, 35, is active as a solo 
recording artist (Get Directly 
Down on Casitas Records) and as 
a soundtrack studio musician 
(Welcome To L.A., Uncle Joe 
Shannon). He has recorded with 
numerous pop artists, including 
Bill Wyman of the Rolling Stones, 
Wilson Pickett, Ike and Tina 
Turner, D. J. Rogers and others. 
He also appeared as an actor in 
The Bionic Woman, Welcome To 
L.A. and NBC’s James At 15.

______________ FINAL BAR______________
Richard Rodgers, a dean of American theater music, died in New 

York City December 30 at the age of 77. Rodgers' career spans 60 
years, from his first song Any Old Place With You published in 1919 to 
the score of I Remember Mama which played Broadway in 1979. In all, 
his published output consists of more than 300 songs, almost all of 
which were written for the theater with one of two lyricists, Lorenz Hart 
(who died in 1943) or Oscar Hammerstein II (who died in 1960), with 
whom Rodgers collaborated on three of the most popular musicals 
ever written, South Pacific, Oklahoma and The Sound Of Music.

Many of Rodgers' melodies have become jazz standards, most 
notably John Coltrane's version of My Favorite Things, Miles Davis' 
renderings of My Funny Valentine and Surrey With The Fringe On Top 
and Billie Holiday's recording of Have You Met Miss Jones, and 
including Blue Moon, Manhattan, The Lady Is A Tramp, Thou Swell, 
You Are Too Beautiful, My Romance, Mountain Greenery, Isn't It 
Romantic, Where Or When, This Can't Be Love and Blue Room.

In his book American Popular Song Alec Wilder wrote, "Over the 
years Rodgers' songs have revealed a higher degree of consistent 
excellence, inventiveness and sophistication than those of any other 
writer I have studied.”

At the time of Rodgers' death a revival of Oklahoma had just opened 
on Broadway to favorable notices. Its marquee along with those of 
every other show on Broadway was dimmed on New Year’s night in 
memory of the composer, who is survived by his wife and daughters.

Pianist Ernie Washington, 53, died in a Chula Vista, California, 
hospital Christmas Eve, after undergoing treatment for cancer in 
Mexico. Born and raised in Philadelphia, Washington moved to New 
York City in the late '40s, playing with such bop-era greats as Dizzy 
Gillespie, Charlie Parker and Kenny Clarke. In 1955 Washington 
moved to Honolulu, where he soon became a key element in that city’s 
small but vital jazz scene. Washington typifies that breed of musician 
who practice the art of jazz off the beaten track—talented, individualis
tic, willing to give much with little in return. Hawaiian altoist Gabe 
Baltazar, an early associate, said 'Td compare him with Art Tatum, 
Oscar Peterson or Fats Waller. He had a fast left hand and a faster 
right—Bud Powellish." Washington returned to the East Coast in 1979 
to play several concerts, including appearances at the Baltimore and 
Newport Jazz Festivals. Surviving are his wife and son.
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Jazzteens' Careers In Philly 
Thrive From Striving

peared at the Atlantic City Jazz 
Festival and impressed Columbia 
Records executives at the Radio 
Free Jazz Convention in Wash
ington, D.C. without losing disci
pline, nerve or humility.

"We’ve played some real 
dumps," volunteers Napoleon. 
"As far as the drinking and smok
ing in clubs, well, we just concen
trate on playing and leave the rest. 
We do socialize with the au
dience, because that's part of 
playing in clubs.” They've been on 
the circuit three years.

“In the beginning we were a 
novelty,” continues the bassist, 
"but when people pay $30 a head, 
they don't want to just see some
thing cute. We have progressed 
beyond that.”

Most impressive has been their 
ability to play with established 
musicians on even terms. When 
Joe Williams' piano player did not 
show for a recent Philadelphia gig, 
James Lloyd filled in with no 
rehearsal. The group feels great 
confidence in their abilities; rather 
than being overawed by encoun
ters with giants such as Jackson, 
Curson or Grover Washington Jr., 
they are simply inspired to play 
better.

“It’s not the easiest thing in the 
world but it's not as complicated as 
some people make out," adds 
Napoleon. "The hardest thing is 
knowing the feeling they want. 
We’re capable of doing all the 
things they want us to do."

As the band members look 
ahead to attending the same mu-

PHILADELPHIA—With ballots 
from readers of Fred Miles' local 
Abundant Sounds Jazz Weekly all 
counted, the most popular jazz 
group in town seems to be Pieces 
Of A Dream, a trio of musicians all 
under 18 years of age, who con
stitute the youngest professional 
jazz band in the country. Their 
impressive credits—appearances 
with Count Basie and Al Grey, gigs 
backing Milt Jackson, Helen 
Humes, Ted Curson and others— 
indicate that at a young age they 
have grown from novelty status to 
professional stature, gaining the 
respect of established musicians.

"They're a hard act to follow," 
Count Basie remarked after a joint 
appearance. "I've never heard 
such music from musicians so 
young."

According to their mentor, 
Gerald Price, a respected Phila
delphia pianist just back from 
touring with Bags, “Milt said he'd 
rather play with them than some 
older musicians because their 
playing is so progressive.”

He was speaking at the home of 
the group's manager, Danny Har
mon Jr., who, as the drummer’s 
father, represents the family com
mitment that has guided Pieces Of 
A Dream—bassist Cedric Na
poleon, 17, pianist James Lloyd, 
15, and drummer Curtis Harmon, 
17—through the vicissitudes of 
nightclub performing while they 
attend high school. As a result, 
Pieces Of A Dream has become 
the house band for City Lights, a 
Philadelphia television show, ap

NEWS

sic school, one wonders if early 
success will spoil them. Daniel 
Curtis Harmon Sr., Curtis' grand
father and a Temple University 
music professor, thinks not.

“Danny Jr. has done a great job 
with them. They've never stopped 
growing, as so many musicians 
do—this seems more phenome
nal than their talent. If their heads 
get big, we just play them some
thing they can’t play. That brings 
them down to earth quick!"

Gerald Price feels the Pieces 

must play more with other musi
cians to complement their formal 
studies. With nightclub gigging of 
all types, classical training, and 
major record company interest, 
Pieces Of A Dream will reach 
adulthood with an ideal prepara
tion for life as contemporary musi
cians.

"We've really strived," says 
Napoleon. “It didn’t just come. But 
we've been fortunate. Everything 
seems to be falling into place.”

—randall grass

Author-Photographers Take Their Jazz Books On The Road

Louis Satchmo Armstrong, shot by William Gottlieb, graces the cover of Joachim-Ernst Berendt’s 

Photo History.

CHICAGO—On the crest of ported with national tours to pro
book publishers' interest in jazz mote their products. Two of 
themes, it’s encouraging that these—William P. Gottlieb and 
swinging "authors” are being sup- Joachim-Ernst Berendt—visited

us during their local stops.
Gottlieb, who worked full time in 

db’s New York City office during 
1946-'47, offers The Golden Age 
Of Jazz, "On-location portraits, in 
words and pictures, of more than 
200 outstanding musicians from 
the late '30s through the ’40s."

When music writer Gottlieb was 
with the Washington Post in '36, 
the newspaper was loath to assign 
photographers to illuminate his 
text, so he added photography to 
his repertoire. The book is mostly 
devoted to well-displayed photos; 
Gottlieb supplies all the text here, 
but only writes when the spirit 
moves. Golden Age is published 
by Simon & Schuster; 158 pages; 
$7.95 in soft cover, $17.50 hard.

Bill Gottlieb is one of many who 
contributes photos to Joe Be- 
rendt’s Jazz: A Photo History, a 
91/2"x11", 355 page opus which 
serves up 370 photos from 64 
different sources, including Italian 

Giuseppe G. Pino and db contrib
utor Veryl Oakland. The book is 
liberally laced with quotations from 
musicians and Berendt’s own in
formed—and often opinionated— 
critical observations.

Jazz: A Photo History has been 
spotted in bookstores here on 
high-volume tables reserved for 
pre-determined best sellers. Pub
lished by Schirmer Books, a divi
sion of Macmillan; $29.95 in hard 
cover.

Berendt told db that he’s been 
able to find and pay all the contrib
uting photographers except 
William Claxton, a leading snap
per of the West Coast scene in the 
'50s, whose work is prominently 
featured in Berendt’s book. Any
one knowing the whereabouts of 
William Claxton (or his estate) is 
asked to write Berendt at Auf de 
Alm 11, 757 Baden-Baden 22, 
West Germany.

Both books will be reviewed in 
an upcoming issue.
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Big Apple Benefits
NEW YORK—While tenor saxo

phonist Clifford Jordan was 
recovering from his total hip 
removal and getting use to its 
plastic replacement in a New York 
hospital, jazz musicians 
spearheaded by bassist Reggie 
Workman held a fund-raising ben
efit for him at Leviticus, a midtown 
disco. When bassist Wilbur Ware 
died, some of the same players 
(Hank Mobley, Gary Bartz, Hamiet 
Bluiett, Tom Browne, Ray Barretto, 
Chico Freeman, Ricky Ford, 
Jimmy and Percy Heath) rallied at 
the Tin Palace to gather monies 
for Ware's family. And the largest, 
most recent such benefit, for ailing 
bassist Sam Jones, ‘pictured,’ 
took place at the large uptown 
theater Symphony Space.

“We’ve got to take care of 
ourselves," Workman told the per
forming assemblage at Leviticus,

where for $7.50 a head jazz fans 
packed the house for an all night 
bash with free buffet. Hoping to 
make the benefit sessions 
monthly and buoyed by the enthu
siasm of both players and lis
teners, Workman feels musicians 
are moving towards helping each 
other. In addition, he's set up an 
address for contributions by check 
to the benefitees: P.O. Box 637, 
Times Square Station, New York, 
NY 10036.

The Orchestra’s Language Of Jazz
LOS ANGELES—The Universal 

Language was The Orchestra’s 
second concert presentation, with 
the 86-member ensemble per
forming four works heavily influ
enced by jazz and Latin music. 
Three of the four offerings pre
miered at the well-attended Music 
Center concert had been commis
sioned by the group's parent orga
nization, the non-profit Foundation 
for New American Music.

Most impressive of the three 
was Chris Swanson's four move
ment Badger Music For Phil 
Woods, the dedicatee's fiery, in
ventive alto saxophone work 
bringing him a richly deserved 
standing ovation. Only slightly less 
compelling was the opening piece, 
Les Hooper's Fantasy For So
prano Sax And Orchestra, featur
ing the underappreciated veteran 
saxophonist Jerome Richardson, 

who negotiated the blues- 
drenched work with fluency and 
feeling. Third new work was Suite 
For Flora, three Brazilian songs 
arranged by Jon Harmon and 
performed, in Portuguese, by vo
calist Flora Purim, with husband 
Airto Moreira as percussion soloist.

Sole sport in the program was 
Lalo Schifrin's Gillespiana, com
posed in 1961 in tribute to his 
American mentor, bebop giant 
Dizzy Gillespie, which deployed 
only the brass and rhythm sec
tions of the ensemble. While not a 
new piece, it was nonetheless 
welcome, for the attractive, well 
conceived five movement work 
has seldom been performed. The 
composer was on hand to conduct 
and perform at the piano, while 
honoree Gillespie's part was han
dled expertly by studio veteran 
Conte Candoli.—pete welding

Promoter Wein Listens For Consensus
CHICAGO—George Wein is the 

promoter of big musical gather
ings, including the annual 
Newport (In New York, now spon
sored by Kool), Los Angeles Play
boy, Munich, London, Nice and 
Kool jazz festivals, and the New 
Orleans Jazz and Heritage fest. 
Stopping on the way to discuss 
with McDonald’s the burger 
chain’s national promotion of high 
school big bands, Wein, at middle 
age a youthfully enthusiastic 
gourmet and hard-to-stop talker, 
spoke of precepts and plans.

"My idea, from the beginning, 
has been to have a consensus 
jazz festival; not that I should 
decide what is jazz, but that what 
is considered jazz I should pres
ent. The one thing I might know 
about is chemistry, what makes for 
a sell-out house and good quality 
music. I’ve learned from the 
folkies, from the rock and roll 
kids—I learned about sound, 
about multiple stages (from Pete 
Seeger, who wanted to have 21 
workshops all over our field on 
one afternoon), about not wiring 
down reserved seats—the rock 
kids didn't care, they'd sit on the 
grass to hear the music. I respect 
the people who know the music, 
that's why when we do country 
things I work with Jim Halsey, the 
biggest in that business.

"And I have a tremendous re
spect for the greatness of jazz; 
that’s something I'll never mess 
with. I don't care what you say 
about, for instance, Count Basie, if 
you don't like his current band or 
you do; as long as Count Basie is 
around, I'll present his band. He's 
got that beat, and all he has to do 
is start it up to make me feel great 
. . . and when Basie's gone, that 
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beat goes, too. Now I’ve got to 
admit, there are few who know 
about both the music and the 
business like I do.

“Take Norman Granz—he’s a 
team player; he gets his team of 
artists, his Pablo people, and he 
likes to have it under his control, to 
record it, to run the same pro
grams all around. I do it myself, 
I'm not a team player. Norman’s a 
manager; I create events.”

Wein has, however, been rele
gating some responsibility for his 
events to "associate producers.” 
"The first fests we did," he recalls, 
“I was onstage every minute, 
changing the bands’ instruments, 
watching the time—that’s how I 
became known as ‘the Hook'— 
getting acts on and off. But I never 
cared what they called me. The 
point is, by moving things along, 
we reached beyond the usual jazz 
audience; that sense of pacing 
attracted different people.

"Then it was just me and Charlie 
Bourgeois, who counted all the 
tickets. Now we're getting older, 
and I don't want to run around so 
much, I'd rather set it up and bring 
in somebody like Quint Davis 
(who sets up New Orleans), who 
really loves the music and under
stands the business end, too. I 
helped show him how to do it, and 
turned it over to him.” At last year's 
Newport, Wein had New Au
diences produce the Pat Metheny- 
Jaco Pastorius billing, Rigmore 
Newman presenting Cecil Taylor 
and Sun Ra at Symphony Space, 
Betty Carter introducing her 
Friends (George Adams and 
Charles Sullivan, and Dorothy 
Donegan) at Carnegie Hall, and 
Richard Sudhalter feting Hoagy 
Carmichael—to varying degrees 

of artistic and commercial suc
cess.

Wein himself selected talent for 
the White House’s jazz party of 
July 4, 1978 ("I had Cecil and 
Ornette on because they are the 
most vital musicians in jazz") and 
Playboy's first L.A. fest (“I've al
ways known I could do a festival in 
L.A., it was just a question of 
everything being right"). His 
French event at Nice "is a .tradi
tional, mainstream—that is, 
bebop—three stage jazz festival, 
nothing but jazz and the blues. 
Some people complain there is 
too much blues, but I think it's a 
good balance. And maybe this 
year I'll add a new music group; 
maybe by now my audience there 
is ready for it."

The European audience, Wein 
theorizes, enjoys "the new music 
that doesn’t swing because it 
doesn’t swing, and because it’s 
coming from European ideas. Of 
the newer groups, the Art Ensem
ble of Chicago seems to be about 
the only one that's made any 
headway in the U.S.”

And that other "new music"? 
“Fusion doesn’t have much to do 
with mainstream jazz. But there is 
an audience out there for that 
music, and we'd like to have that 
audience in attendance at 
Newport, so we prepare shows for 
them." He concedes that neither 
Avery Fisher nor Carnegie Hall is 
much good for electric bands, 
“though it helps if they'll just listen 
to a few of our suggestions. Like, 
you don’t need seven mikes on 
the drums in a hall where if you 
touch a cymbal it's SPLOOosh. It 
happens when the band's sound 
man wants to get the sound just 
like the record. You can’t do that
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live, that’s all."
Regarding jazz’ purity, Wein de

fends the Kool jazz fests being 
packed with soul acts. “The Kool 
shows are extremely important; 
calling them jazz fests brings out 
the adult audience that might be 
put off if they were called soul 
shows. The Kool fests are the 
biggest black entertainment 
events in America—other than 
them, big concert attractions just 
play one nighters. The Kool fests 
are celebrations that entire fam
ilies attend.

"Of course, I don't approve of 
free jazz fests, they’ll put me out of 
business,” Wein mock grumbles, 
"but they're great for jazz, and I’ll 
give some money to the Atlanta 
fest people this year—I have one 
of my biggest Kool shows there, 
and I'd like to do something to 
support the community. Of course, 
we put on a free fest ourselves— 
on 52nd Street the last day of 
Newport every year. Three band
stands, the street blocked off, 
teeming with people. They say it’s 
great. By that time, I’m pretty worn 
out with Newport,” he shrugs, 
"and I've yet to be there."



NEW RELEASES
Winter warms, we hope, with 

these discs’ release:
Saxist David Murray’s second 

volume, Live, Arthur Blythe’s 
Metamorphosis and Chico Free
man’s Spirit Sensitive, all featur
ing stellar progressive music 
casts, come from India Naviga
tion. Talk about progressive: Or
nette Coleman’s duet with 
Charlie Haden, Soapsuds, Soap
suds, comes from Artists House, 
along with Tales of Captain Black, 
in which guitarist James Blood 
(Ulmer) leads a trio, and on some 
tracks, a quartet with Ornette. 
Also from AH: the David Liebman 
Quintet’s Pendulum, trumpeter 
Waymon Reed’s 46th And 8th, 
and solo pianist Andrew Hill’s 
From California With Love.

Great Encounters is Dexter 
Gordon’s latest on Columbia, with 
guest artists Johnny Griffin, 
Woody Shaw, Curtis Fuller, and 
on two cuts the late Eddie Jeffer
son. Also from Black Rock, 
Arthur Blythe looks snappy on In 
The Tradition; and the rhythm pair 
John Lee and Gerry Brown have 
a Chaser. The Best Of Billy Paul 
is a two-fer from Philadelphia 
International.

Muse offers Art Blakey and the 
Jazz Messengers' Reflections In 
Blue, Articulation by guitarist 
Rodney Jones, George Adams 
quintets' Paradise Space Shuttle,

Rein de Graff’s quintet (with Tom 
Harrell, Ronnie Cuber, Sam 
Jones and Louis Hayes) playing 
New York Jazz; also John Lee 
Hooker’s Siftin' Here Thinkin', 
and Cryin' In the Morning, an 
anthology of post-war blues, two 
reissues.

Inner City issues Children Of 
The Night, by pianist Bob 
Degen’s quartet, Joe Derise 
singing at his piano I'll Remem
ber Suzanne, and Cecil McBee’s 
band with Chico Freeman, Music 
From The Source. Flying Fish has 
David Amram joined by Pepper 
Adams, Jerry Dodgion, Can
dido and Ramblin’ Jack Elliot, 
among others, on No More Walls; 
the late Joe Venuti In Chicago, 
1978; guitarist Roy Bookbinder 
Goin' Back To Tampa, vocalist 
Paula Lockheart’s It Ain't The 
End Of The World, blues and 
boogie pianist Erwin Helfer and 
friends On The Sunny Side Of The 
Street and guitarist Geoff 
Muldaur’s Blues Boy; Leo 
Smith's Spirit Catcher and tenor- 
ist Von Freeman’s Serenade And 
Blues are on the associated 
Nessa label.

Delmark Records debuts three 
artists on new LPs: trumpeter 
Frank Walton on Reality, blues 
guitarist/vocalist Jimmy John
son’s band on Johnson’s 
Whacks, and traditional trombon- 

ist Jim Beebe's Chicago Jazz on 
Saturday Night Function; they’ve 
rereleased an Eddie “Clean
head” Vinson session, Kidney 
Stew Is Fine (with Jay McShann 
and T-Bone Walker).

The Bob Magnusson quintet 
featuring Joe Farrell has a Reve
lation on Discovery Records, while 
Jack Wilson’s trios play Margo's 
Theme and other songs and 
David Allyn sings I Only Have 
Eyes For You under Discovery's 
auspices. Carol Sloane sings 
Cottontail over a quartet and Jim
mie Rowles in trio displays Paws 
That Refresh, both on Choice 
Records. The Fabulous Bill Hol
man leads a big band, and Jay 
McShann, alone, does the Kan
sas City Hustle, on Sackville. The 
Steve Spiegl big band waxes Hot 
(on Orange, CA's Sorcerer Re
cords).

Pacific Arts, another West Coast 
company, releases Charles 
Lloyd’s Big Sur Tapestry, 
keyboardist Susan Muscarella’s 
Rainflowers, and Mike Cohen’s 
Moments. Namymanu on Atlantic 
Records has alto saxist Zbigniew 
Namyslowski teaming with pian
ist Guido Manusardi, and was 
recorded live in Poland. The band 
Flairck, which premieres here 
with Variations On A Lady, is a 
Dutch acoustic fusion instrumen
tal group, and the TOP horn 
section appears on Alicia Bridges' 
Play It As It Lays; both are on Poly- 
dor. Guitarist Alex de Grassi’s 
Slow Circle is on Windham Hill 
Records, of Stanford, CA.

Vocalist Martha Ost divides her 
Something New, Something Blue 
LP (Kendroit Productions, Bloom
ington, IN) into contemporary and 
nostalgia sides. Bernie Krause, 
one of the original synthesizer 
experimenters, has Citadel on 
Takoma (distributed by Chrysalis). 
B.B. King’s Take It Home comes 
from MCA. Tenorist Dickey Myers 
bows before a Joe Albany piano 
trio on Dickey's Mood (from 
Quadrangle Music by way of 
NMDS/JCOA). King endorsee 
Carmen Leggio and trumpeter/ 
flutist Flossy Tall have issued 
Gem and Another Gem on Leggio 
Records (Tarrytown, NY); volume 
two features Gene Krupa.

Solo jazz pianist and singer Liz 
Gorrill attests I Feel Like I'm 
Home, a two-fer on Jazz Records, 
a Hollis, NY firm, part of the 
Lennie Tristano Foundation.

JAPO Records, imported 
through ECM and available from 
Warner Bros., have put out the 
Globe Unity Orchestra, Kent Car
ter’s trio TOK playing Paradox, a 
quartet of Barry Guy, Howard 
Riley, John Stevens and Trevor 
Watts on Endgame, the Contact 
Trio’s New Marks, multi-instru
mentalist Stephen Micus’ 77// The 
End Of Time, and the quartet 
Rena Rama’s Landscapes.

The Singers Unlimited, with 
saxist Tom Scott taking reed 
solos, perform on Friends, with 
four-part harmony arrangements 
by Gene Puerling, released from 
the German MPS original in the 
States by PA/USA.

AN INSPIRED TRIBUTE 
TO THE MUSIC AND SPIRIT OF 
CHARLIE MINGUS, 
FROM THE PLAYERS WHO 
KNEW HIM BEST.

CHAIR IN THE SKY.
THE FIRST ALBUM FROM 
MINGUS DYNASTY, 
FEATURING JOE FARRELL, 
CHARLIE HADEN, JOHN HANDY, 
JIMMY KNEPPER, JIMMY OWENS, 
DON PULLEN, AND DANNIE RICHMOND.

CHAIR IN THE SKY 
MINGUS DYNASTY

PRODUCED BY ILHAN MIMAROGLU 
EXECUTIVE PRODUCER: NESUHI ERTEGUN

ON ELEKTRA RECORDS AND TAPES
©1980 Elektra/Asylum Records O A Warner Communications Co
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'▼ocal groups have long been an anomaly 

in jazz, and particularly in the db Readers’ 
Poll. Established in 1944, db’s Vocal Group 
category was won for the first six years by the 
Pied Pipers, then for three years by the Mills 
Brothers, for five of the next six years by the 
Four Freshmen (the I li-Los took over in 1957 
only), and from 1958-63 by Lambert, 
Hendricks & Ross. After three victories for 
the Double Six of Paris, the category was 
renamed Rock-Pop-Blues group, enabling 
the Beatles to win twice. Blood. Sweat & 
Tears three times and the Mahavishnu Or
chestra twice. Following a reversion to the 
Vocal Group name, the Pointer Sisters won in 
1974-76; Earth. Wind & l ire in 1977. Steely 
Dan in 1978-79.

For the past several years Manhattan 
Transfer has hovered among the top few, 
reaching second place in 1975. Last Decem
ber it transferred down to fourth, but with 
the release of its most recent album. Exten
sions, the chances seem good for its being 
taken seriously as a combo with considerable 
artistic aspirations, rather than the cute 
novelty act it has often appeared to be.

Of course, the tradition of four-part vocal 
harmony predates jazz, reaching back to the 
era of' the barbershop quartet. This sound 
was reflected in the early work of the Mills 
Brothers, of whom there were four when 
they came to prominence around 1930. 
Today, these groups are regarded mainly as 
nostalgic relics; even such later combos as the 
Pied Pipers, the Modernaires and the Merry 
16 □ down beat

Sings
II10 Songs 

Of
Birdland

by LEONARD FEATHER

Macs have become similarly dated.
The most musically oriented choral group 

to have come to prominence in recent years is 
the unique Singers Unlimited, three male 
voices and a woman, best known through a 
series of brilliantly voiced and recorded 
sessions for MPS. But the new, sophisticated 
image of Manhattan Transfer seems likely to 
make an even greater commercial and musi
cal impact, since MT is a permanently 
organized unit with a strongly established 
popular image.

The Transfer members have always em
ployed jazz overtones, using Zoot Sims and 
other jazz musicians on their records; 
however, the Extensions album (Atlantic SD 
19258) came as a revelation, mainly on the 
strength of Janis Siegels remarkable arrange
ment of Birdland with lyrics by Jon 
Hendricks, and the groups renovation of the 
late Eddie Jeffersons Body And Soul lyriciza- 
tion.

A vital figure in the success of the recent 
Manhattan Transfer project was Jay 
Graydon. In addition to producing the 
album, he wrote some of the arrangements, 
played guitar and/or synthesizer on some 
tracks, and threw in some additional vocal 
work on his own Twilight Tone.

Graydon, 30, is the son of pop singer Joe 
Graydon. Born in Burbank, he worked as a 
guitarist in several rock bands and was with 
the Don Ellis orchestt a off and on for some 
five years.

In 1973 he made his way into the Hol
lywood recording scene and for several years 
was one of the busiest of local studio musi
cians, in the $200,000 a year bracket. He was 
also heavily into electronics. Graydon then 
decided to go into business for himself; he 
now has his own studio al home, with 24 
track facilities, and it was here that all the 
overdubbing and mixing was done for the 
MT album.

Coincidentally, Graydon wrote a hit single, 
After The Love Is Gone, for db’s 1977 vocal 
group winner, Earth, Wind & Fire. At 
presstime he was completing his own LP, with 
a group he calls Airplay, for release on RCA.

Back from a long tour in Europe, where 
they are even more in vogue than at home, 
the Transfer recently visited the West Coast 
for a series of concerts. MT members are 
Janis Siegel, 26, Alan Paul, 30. Tim Hauser, 
the founder, 37, and Cheryl Bentyne, 24, 
who replaced Laurel Masse last May.

The following conversation took place



shortly after the release of Extensions and 
before the quartet took off for London to 
sing Body And Soul on a television special.

Feather: Where are yon all from?
Siegel: I’m from Buffalo, N.Y.
Paul: I was born and raised in Newark, but 

later moved to New York.
Bentyne: I’m from Seattle, Washington.
Hauser: I was born in Troy, N.Y., raised in 

New Jersey, but I grew up in Ocean Town
ship, N.J., and moved to New York at 22.

Feather: How did the group happen to be 
organized?

Hauser: We list our official getting-to
gether date as Oct. 1. 1972, but we had met 
the previous March. At that time I had 
another group called Manhattan Transfer on 
Capitol Records. I gave up that group 
because 1 wanted to do essentially what we 
are doing now.

Feather: How would you characterize the 
main difference?

Hauser: The other group was into that 
Stax-Volt type of r&b stuff, and certain 
country things. I felt there were so many 
people around doing that, I couldn’t see us 
doing it any better. I wasn’t stimulated by it, 
and I was more into drawing upon swing 
music, orchestrated sounds.

Between groups, I was broke; I went into 
construction work for a couple of months, 
and I drove a cab around New York at night. 
One evening I picked up Laurel Masse as a 
fare. She was working as a cocktail waitress at 
a place on 63rd and First, where Heywood 
Henry was playing.

She asked me what I did besides drive a 
cab. 1 said I was a musician. She said, “I 
thought so," and when I told her the details 
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she said she had our album, had seen us at 
the Fillmore, and was a singer herself. Well, I 
was looking for some female singers at the 
time; I was making some demos, trying to get 
back in the business.

A couple of weeks later I picked up a conga 
drummer who’d just played a gig. Fie invited 
me to a party. He was working for this great 
country and blues singer out of Nashville, 
Diane Davidson. At the party Janis had a trio 
of girls called Laurel Canyon, backup singers. 
I told Janis what I did, and Janis said . . .

Siegel: I told him I had been following the 
group, hearing them on WNEW-FM, because 
harmony has always been my main love, and 
to hear four-part harmony really knocks me 
for a loop. I was very interested, and Java Jive 
and You're A Viper were getting a lot ol airplay 
at the time. So this was the beginning of our 
relationship.

Hauser: We all hung out during the 
summer of ’72 and made a demo together. 
We decided to put Manhattan Transfer back 
together, but we needed a fourth member. 
Well, Laurel’s husband was in the pit in 
Grease, playing drums, and Alan was in that 
show, so that was how we found him. Alan 
joined, and we resolved to rehearse every day 
for six months.

After five months and two weeks of re
hearsal, some friends invited us to a talent 
night at Dr. Generosity’s. We did it, and blew 
the audience away. Did the same thing two 
weeks later and the place was twice as full. 
Pretty soon we were doing a lot of gigs 
around town, and the following year we 
started working the cabaret scene regularly: 
Trude Heller’s, Max’s Kansas City.

By the end of '74 we were really well

MANHATTAN TRANSFER 
DISCOGRAPHY
THE MANHATTAN TRANSFER—Atlantic SD 18133
COMING OUT—Atlantic SD 18183
PASTICHE—Atlantic SD 19163
MANHATTAN TRANSFER LIVE—Atlantic K 50540
EXTENSIONS—Atlantic SD 19258

known, playing Reno Sweeney's with fash
ionable people lining up around the block to 
see us. We got a write-up in Newsweek, and 
Ahmet Ertegun, who had come to see us in 
Philadelphia, signed us to .Atlantic. We cut 
the first takes on my birthday, Dec. 12, and 
finished the album in February of ’75. But 
our manager decided we needed to be on the 
West Coast when the LP came out. He said, 
“If you don’t happen in L.A., forget it.” So we 
did two weeks at the Roxy with a big splash, 
and things began happening fast.

After Los Angeles we did a small tour. In 
Chicago, Hugh Hef ner sponsored us. We got 
the Mary Tyler Moore special with Ben 
Vereen; then, through Monte Kay, we got our 
own summer TV series with CBS.

In retrospect, 1 feel that those TV shows 
and playing Las Vegas kind of spoiled our 
underground image and gave a slick com
mercial feel to the act, which hurt us in the 
States. But luckily, things had begun taking 
off in Europe, Tuxedo Junction was a small hit, 
so we played London and toured the conti
nent. In 1977 Chanson d’Amour was number 
one for several weeks in France and England. 
We played MIDEM, the music business 
convention in Cannes. Since then we’ve been 
back to Europe several times for tours and 
TV specials.

Feather: Have you been to Japan yet?
Siegel: We expect to do our first tour in 

April; meanwhile, we’ve done a commercial 
in Japanese for a big department store, and 
our records are there.

Feather: Janis, what were you doing before 
MT?

Siegel: I’ve been singing professionally 
since I was 12. I had an all female trio and we 
all played acoustic guitars, mainly doing folk 
music, but with a lot of harmony, and I was 
writing original material. We went to 
Nashville and made an album with Diane 
Davidson.

When I heard Coltrane’s A Love Supreme, 
that really turned me around. I was 14. But 1 
never sang jazz before joining MT Tim gave 
me a real education in pre-World War II jazz, 
and also in '50s rock and roll. I also started 
listening to Chris Connor, Anita O’Day, 
Johnny Hartman, Ella, Aretha Franklin, and 
Vi Redd—I've memorized everything off of 
Vi’s album.

Bentyne: 1 grew up with swing music. My 
father played clarinet and was known as the 
Benny Goodman of the Northwest. From the 
age of 16 until I was 20 1 sang with his band. 
From 21 to 24 I worked with a group out of 
Seattle, the New Deal Rhythm Band. Then I 
moved to Los Angeles, waitressed for a while, 
sang showcases, and finally auditioned for 
MT.

Paul: 1 started singing at seven. My first 
influences were vaudevillian: Al Jolson, Ed
die Cantor. I did Oliver on Broadway when 1 
was a kid.

1 got into nightclub singing, majored in 
music education at a college in New Jersey, 
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then went into Grease until I met Laurel and 
Janis and Tim. I had sung in the college choir 
and after the boredom of a year in Grease this 
was a real challenge for me. I found that 
Tim’s ideas coincided with mine.

Feather: The ideas at present seem to be 
strongly jazz-oriented, and very full sound
ing. How much overdubbing did you do in 
Extensions'?

Hauser: On Birdland we did a lot—in fact 
on some parts we quadrupled the voices, to 
give it that strength.

Feather: Janis, you must have gone to a 
tremendous amount of effort listening to the 
original record. It sounds so much like the 
original; did you talk to Joe Zawinul and 
Wayne Shorter before you wrote it?

Siegel: No, I was just really into their 
record. Usually I do like to talk to the 
composers. When we did Four Brothers I 
talked to Jimmy Giuffre and he suggested 
certain voicings.

Feather: On Body And Soul, who did the 
lyrics?

Siegel: The first chorus is by Eddie Jeffer
son, but the second half, which is about Eddie 
Jefferson, was written by Phil Mattson, who 
did the vocal arrangement. I met him at the 
Reno Vocal Jazz Festival: he was there with 
Richie Gole and Eddie. Phil is a professor at 
Foothill College in Los Altos, CA, where he 
has a jazz choir of young kids, and they were 
doing a project wit h Eddie Jefferson. So that 
track was a tribute to Coleman Hawkins and 
Eddie.

Feather: Have any of you heard the 
original Coleman Hawkins record?

All: Oh, yes.
Hauser: When 1 first discussed it with 

Eddie, he said, “Don't listen to my record; 
listen to Hawkins’ original." 1 made a cassette 
of the Hawkins record, which I'd had in my 
collection for quite a while, and sent it to 
Phil; so our record is based note for note on 
Coleman Hawkins.

Feather: It must be difficult to reproduce 
in person some of the ef fects on the album.

Hauser: Surprisingly, it works out. In fact, 
we open our show with Birdland. The only 
one that was really hard to do was Coo Coo U, 
because it involves a lot of electronics.

Bentyne: I went to college with Jay Beck- 
enstein, and he taught me a lot about music. 
All of a sudden 1 hear that lie has this group 
Spyro Gyra. I listened to the album and 
thought Shaker Song was just the end; we did 
that and have no problems with it.

Siegel: Then there’s Wacky Dust. We got 
that off a very old Ella Fitzgerald record; she 
recorded it around 1938.

Hauser: Twilight Tone was a concept I 
always had. I was a big media freak, always 
into Twilight Zone. Bernard Herrmanns writ
ing for that show was atonal, and over the 
years I never could understand why nobody 
did anything with it. So my producer Jay 
Graydon and I decided to write this song 
Twilight Tone and combine it with Twilight 
Zone.

You know who else was very important to 
us? Baby Laurence, the great dancer. In fact, 
he staged our first show, and during the last 
year of Baby’s life we worked with him twice a 
week.

Feather: Are you all good readers?
Siegel: We’ve gotten much better just 

being in the group, because a lot of the 
arrangements are written. In four-part har
mony, it has to be precise.
18 □ down beat

Feather: How did the collaboration with 
Jon Hendricks come about?

Hauser: We originally commissioned Ed
die Jefferson to do (he Birdland lyrics, but he 
kept putting it off. Later. Joe Zawinul com
missioned Jon to do them.

Paul: The Swingle Singers mentioned the 
possibility of doing Birdland in an album. I 
don’t think they ever did, but the interest 
sparked Jon, and he came over to Janis’ house 
with his lyrics and helped us rehearse them. 
He sang into a tape machine so we could get 
certain ideas more clearly.

Siegel: There were some things I just 
couldn’t figure out, and Jon kept saying, 
“Just listen, you’ll get it.”

Hauser: Jon Hendricks is amazing! He 
wrote words to every inflection on the record. 
We couldn’t figure it out at first, then we 
realized that at one point, for example, he 
had three different sets of lyrics going. He

Like many pop and jazz groups, Man
hattan Transfer is heard in two settings: 
an orchestral context of varving size on its 
albums, and a smaller, set group for its 
personal appearances.

Organized last summer by its Israeli 
musical director Jaroslav Jakubovic. Man
hattan Transfer's in-person combo in
cludes two other Israeli musicians. Yaron 
Gershovsky on keyboards and synthesizer, 
and Aaron Kaminsky on drums.

Completing the group are Don Roberts 
on baritone and tenor saxophones and 
Wayne Johnson on guitar, both of whom 
have been with MT lor more than two 
years, and bassist Alex Blake, formerly 
with Dizzy Gillespie and Billy Cobham.

Before joining MT, Jakubovic was Bette 
Midler’s musical director. He plays tenor 
sax, Lyricon and synthesizers, and has two 
albums of his own on Columbia.

Extensions employs the talents of such 
studio and session regulars as drummers 
Jeff Porcaro, Ralph Humphrey and Alex 
Acuna, synthesisLs Michael Boddicker, 
Greg Mathieson and lan Underwood, 
bassists Chuck Domanico. Andv Muson, 
Abraham Laboriel and David Hungate, 
guitarist Dean Parks, percussionist 
Paulinho Da Costa, alto saxist Richie Cole, 
and pianists Michael Omartian. Jai Wind
ing and Bill Mays.

vocalized everything—the bass, the piano, 
even Joe Zawinul’s synthesizer solo at the 
end—while Janis is singing over it.

Feather: Are you going to try to stay more 
in the jazz area as a result of the success of 
this album?

Hauser: Oh, yes. In fact, we’re about to 
commission Phil Mattson to do a four-part 
arrangement on Moody's Mood For Love, which 
we plan on using in the next album.

I hat tune has a very special significance 
for me. When 1 was in high school, 1 used to 
listen to Symphony Sid’s radio program. 
He’d always start out his show with King 
Pleasure's Jumpin’ With Symphony Sid. but he’d 
also play Eddie Jeffersons version of Moody's 
Mood For Love. I was about 17 when I first 
heard that, and it just killed me.

I found the album that Jefferson had done 
with James Moody on Chess, and when I 

moved to Neyv York a lot of people around 
my age bracket who were into jazz talked a lot 
about King Pleasure. Well. 1 only knew two of 
Eddies recordings, Billies Bounce and Moody’s 
Mood, and I would tell people, “This is where 
it all comes from—Eddie Jefferson is the man 
who really started that!” It's such a shame 
that over all these years he never got the 
recognition or the credit for being the first to 
write lyrics to jazz solos.

Paul: The week before Eddie was killed, we 
were working on a project together. 'I im was 
producing a record for Richie Cole, and it 
turned out to be the last thing that Eddie did.

Feather: What else do you have planned 
for the next album?

Hauser: We’re going to do Horace Silver's 
Doodlin’. Gene Puerling, who arranged For
eign Affair for the last album, has written a 
great four-part arrangement of A Nightingale 
Sang In Berkeley Square for us a cappella.

Another idea we’re working with is the 
concept of alternate dance music, an alterna
tive to disco. Our musical director, Jaroslav 
Jakubovic, has some Ellington tunes like 
Rockin’ In Rhythm, and some old bebop 
compositions, for which he feels the rhythm 
can be altered in such a way that these tunes 
can be danceable by today’s standards.

The thing that's nice for us is that by doing 
material of this kind, and doing it well, we 
earn the respect of musicians we admire, and 
that gives us an opportunity to work with 
these people. Working with men like Zoot 
Sims, Baby Laurence, Eddie Jefferson—this 
has been a real thrill for us.

We’re trying to break away from the idea of 
worked-out solos; we want to get into more 
improvisation.

Feather: How about original material?
Siegel: Well, I used to write a lot and 1 will 

again. We want to branch out into any area 
we can handle. It’s not only a matter of 
musicality, it’s also how open you are, and 
how confident. You have to go through a 
whole emotional process.

Shortly after the interview, I caught MT’s 
performance in concert at UCLA’s Royce 
Hall. Playing to a capacity house, they went 
through some of their familiar routines. 
Tuxedo Junction is still there, along with the 
outrageous comedy routines of Hauser and 
Paul, and the wild costumes. Manhattan 
Transfer, for all its changes and musical 
upgrading, remains first and foremost a 
polished group of entertainers, yet the un
derlying sincerity in their recent musical 
accomplishments comes through clearly in 
the course of the show.

It seems only yesterday that the Pointer 
Sisters flashed onto the scene, comet-like, 
with their occasional bebop numbers (includ
ing, perhaps not coincidentally, a Jon 
Hendricks piece, Cloudburst'), and their garish 
1940s clothes. There were four of them at the 
time, and for a while it looked as though they 
might achieve something of true musical 
value. But the four became three and the 
jazz-oriented, period-outfitted act gave way 
to the rockish Pointer trio of today.

It can only be hoped that the present 
direction of Manhattan Transfer will not turn 
out to be a similar flash in the pan. With their 
impeccable musicianship, sedulously crafted 
arrangements and obvious earnestness, Tim 
and Alan and Cheryl and Janis seem to have 
picked up where Bonnie, June. Ruth and 
Anita left off. db



The best time to buy a legend is before 
co=^o it becomes one. 0=^

in**’

Quality. Prestige, Innovation. Yesterday. Today, Tomorrow

For more information on these 
and other Gibson Guitars, send 
$1.50 for postage and handling 
to Advertising Dept.

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

nstead of buying a new guitar, invest in a new 
Gibson. Because today's Gibsons have a habit of 
becoming tomorrow's legends.

just go back a few years to Gibson's 
original Flying V. It isn’t even as old as rock & roll. A

Yet. the Flying V’s value has risen 600%. Today, some A
’58 Les Pauls go for $2,000. Before solid bodies were / 
the thing to buy. Les Pauls went for $300. Gibson has 1 
made a lot of legends in its lifetime. The L-5 is one of I 
the grandaddies of them all. Back when arched tops and 1

f holes were only for violins, it went for $150. Today, some 
are $3,000. And collectors everywhere wish they were one 

of the 36 people who had bought one of the original 
Explorers in 1960. It’s just common sense to buy a new 

\ Gibson. Like an RD. A Ripper. S-l. Mark Series. L-5S. 
% Marauder. And many other future collectors items. 
*1 A few years from now. someone might make you a

1 tempting offer for your Gibson. But even though the 
J offer may sound nice, you'll probably feel it doesn’t 

sound as nice as your guitar.



EARL 
KLUGH

LUCKING OUT 
IN THE MATERIAL 

WORLD
by STEVE BLOOM

D
AR

R
YL

 PI
TT

/E
N

C
O

R
E

f J- he term “Second Generation Fusion," recently coined by this 
publication as a handle for certain younger, so-called “jazz” 
musicians, is nebulous at best. Some included under this heading 
might take offense at the absence of the word “jazz.” Others think 
that the less often their music is deemed “jazz” the better.

Guitarist Earl Klugh, a Top Ten "jazz" charter in all the major trade 
magazines for the past three years, surprisingly favors the latter 
grouping. At 25, Klugh is already considered by many observers a 
jazz master of finger style guitar, but at the first mention of jazz— 
when inquiring about his jazz influences—he becomes moderately 
incensed.

“The first thing I want to say is that I’m not into a jazz thing at all. 
Don’t give me that label. I don’t play jazz. I never have, I never will. I 
don’t like . . .’’ he says, emphasizing clearly, "jazz." A light tension 
hovering in the New York Media Sounds studio where our discussion 
is taking place breaks with laughter. “No, seriously . . . really," he tries 
to continue, but to no avail until the chuckling subsides. “Let me say 
this honestly and truthfully—I love and appreciate all kinds of music, 
but I know what I play.

“It just seems like I have a very hard time whenever 1 have an 
interview letting anybody else know what I play. They always want to 
say, ‘I Ie's a jazz musician, but he's playing fluffulous, pop .. . bullshit.' 
20 □ down beat

You may think the music I’m playing is that, but that’s what / like. 
That’s what I do.”

After five top selling instrumental albums, Klugh wants to set the 
record straight. “They call it fusion and jazz and all this.” he starts. “I 
just view it as pop music, the same as James Taylor or Barbra 
Streisand or anything like that. 1 don't consider myself any heavier 
an artist than that. I don’t care to be. I mean, those are pretty heavy 
artists, but in terms of having a jazz attitude, you figure if you’re not 
Coltrane, you're not playing. It really doesn't interest me to play all 
that stuff. It really doesn’t.”

This clarification seems odd considering the weight of Klugh’s 
actual jazz experience. At 16, when overheard practicing in a music 
store in his hometown Detroit by Yusef Lateef, he was promptly 
asked to accompany the much older Lateef on a record date (Suite 
16) in New York. By then, he had also become a regular at Detroit’s 
historic jazz hang-out, Bakers Keyboard Lounge. Was Klugh’s a case 
of unharnessed ambition. I wonder?

“No, not really. I just did what 1 did ... I was never ... I mean, 
people just came and got me," he responds shyly. “I think what 
happened to me was that by that time—around 15 or 16—1 had 
gotten my act together a lot more than most people because that’s all 
I did. For 1969, I guess it was sort of unique."



With George Benson

Unique, indeed, for Klugh. unlike many other musicians, did not 
benefit from a musical upbringing, except, he says, “for the fact that 
my mother loves music and encouraged me in that direction." Here 
again, he bolsters his anti-jazz theme while distinguishing between 
the variety of musical courses he claims to have been most swayed by.

“What you have to understand," he resumes the argument, “is that 
my first influences were lop 40 radio, first and foremost, because 
that's what you heard. Phis, Motown I heard all the time because I 
was from Detroit. But as far as my awareness of jazz . . His voice 
trails off as he gathers his thoughts.

"Okay, my first influences when I started playing guitar was folk 
music—Peter, Paul and Mary, Dylan and that kind of thing. After 
about three years, when that had reached its peak as far as my 
playing was concerned, there was nowhere else for me to go. Then I 
heard Chet Atkins. He was the first guitarist 1 ever heard who played 
the melody and chords finger-style simultaneously and that had a 
real big impression on me. This was from when 1 was about 13 to 15 
years old. At that point. I went out and bought all of his records and 
started emulating him."

As a child of the '60s. wasn't Klugh into rock and roll, too?
"By that time, what was being played in rock was so completely 

foreign to what I was playing that there was no use to me for 
someone like Hendrix." he admits. "By listening to Atkins and guitar 
of that nature, I already had gone in a whole different direction. My 
whole attitude about music had become very narrow. I was after one 
thing and only interested in getting that together.”

While staunchly maintaining his finger-style stance. Klugh was not 
so stubborn about plugging in—electronically—which he did follow
ing the discovery of George Van Eps. "Then—natural progression— 
I heard about Wes Montgomery and a little later, George Benson." 
he recalls.

A year after the Lateef session, the 17 year old Klugh met Benson 
through mutual friends. T he then unheralded giant of jazz guitar 
immediately liked what he heard. I heir first collaboration on 
Benson’s White Rabbit LP ensued and was followed by a club hopping 
jaunt across America the next year. While Klugh is always quick to 
show admiration for his mentor, his reminiscence is even further 
tainted by anti-jazz feelings:

“I played with George Benson because 1 was fascinated with that 
kind of music, but I was fascinated with a lot of things. 11 1 lived in 
Nashville, 1 probably would have toured with country and western 
bands instead. Due to my instrument and geographic location, my 
outlet for touring was basically with jazz groups, but that’s not all I 
wanted to do. Touring with Benson was something 1 very much 
wanted to do, though 1 do consider it just another experience.

“There is one thing I did learn from watching jazz musicians, 
however,” he adds. “I saw the amount of suffering that goes into that

EARL KLUGH'S EQUIPMENT
Earl Klugh plays a Velasquez guitar 

with a Barcus-Berry pickup.

SELECTED KLUGH 
DISCOGRAPHY

with George Benson
WHITE RABBIT—CTI 6015 

with Bob James
ONE ON ONE—Columbia FC 36241 

as leader
EARL KLUGH—Blue Note LA596-G
FINGER PAINTINGS—Blue Note LA737-H
LIVING INSIDE YOUR LOVE—Blue Note LA667-G 
MAGIC IN YOUR EYES—United Artists LA877-H 
HEARTSTRING—United Artists LA942-H

kind of thing. 1 decided that that wasn’t going to be my life, I wasn't 
going to suffer. Look at Benson—he played his ass off for years and 
nobody listened. So I became very intent on not coming to New York 
to starve and play. If that was going to be it. 1 would've gone back to 
school or something.”

But. being a member of the "Second Generation Elision." Klugh 
would have no such worries. He would never have to seek out the 
fabled but cruel New York City jazz life, take a flea-bag hotel room 
and sit in around town all night. Instead, he stayed home and 
concentrated on writing "real simple melodies," especially like those 
of Sergio Mendes which, he says, had deeply affected him. With the 
addition of a soft, sellable Brazilian touch to his already-recognized 
jazz virtuosity, Klugh had suddenly become a safe commodity. By 
1976 George Butler, then Blue Note VP. contracted the young 
guitarist, farming out the production work to Dave Grusin and Larry 
Rosen for the first of their many fusion-jazz assignments. Klugh did 
ultimately arrive in New York, but, unlike the heroes of another 
ravaged era, went straight to the studio.

Earl Klugh, his first solo effort, was rapidly succeeded by the hit 
record Livin' Inside Your Love (which has been repopularized recently 
by Benson). The title track was everything Klugh readily concedes he 
was after—pop simplicity, memorability and romantic beauty—and 
lit a f use across the then burgeoning commercial jazz radio network 
nationwide. Two years later. Chuck Mangiones Feels So Good was to 
shake the Top 40 world as the first pop/jazz instrumental to explode 
since the hallowed days of Herb Alpert and Al Hin in the ’60s. Earl 
Klugh, you might say, was there.

“Its hard to break instrumental songs on Top 40." he says, "but I 
think a lot more could happen if the record companies are really 
educated to point where it could happen. In most instances, they just 
plain don't think that it can. They think if you play more than three 
or four notes, you'll confuse Joe Blow ihe Average Guy.”

The results from last summer's Heartstring album (his fifth) are in. 
and Klugh has once again missed the Top 40 boat. Commercially, 
however, that is the only sour note Heartstring has sounded; 
otherwise, it has plowed—witli true crossover intensity—into the 
adult contemporary market and even scaled as high as the 40s on 
several major lop 100 album charts. How does Klugh explain his 
continued good fortune?

"1 think, basically, I’m just . . .” He slops, then pronounces slowly, 
“Really mellowing out."

Actually, he claims to have "worked very hard getting Heartstring 
together” because of his disappointment with the previous LP. Magic 
In Your Eyes, Klugh’s first recording away from Grusin and Rosen, 
produced by Booker T. Jones. Too much touring, he attests, was the 
reason.

“The most creative lime musically for me is recording in the 
studio. When you’re out on the road with the band you’re doing old 
music, so you don't really gel the chance to grow. You can grow witli 
the music, but only to a certain extent. To me, it's like a dead issue— 
I'd rather get on to new music. I just think I spent a lot of time 
touring the year before last, which is something 1 really don't intend 
to do anymore because it gets in the way of the creative process.

For the remarkably successful Klugh. studio time is becoming 
more and more of the essence. In addition to his commitment to 
United Artists (one band album per year) and his selective datework 
with a close circle of musician friends, lie has been quietly drawing 
up blueprints for a solo debut. Drawn more by Keitli Jarrett (who he 
calls "tremendous”) than Pat Methenys work in that field, such a 
move for the multi-faceted Klugh seems natural. T he real question at 
this point is whether UA is prepared to back him in this expectably 
more artistic endeavor.

Klugh is not overly optimistic. “I think I have a good record 
company that’s trying their best to sell my music as it is. They really 
haven't ever bothered me, except for when I started the solo record. 
Then, people suddenly were saying, ‘We don't understand what it is.
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THERE’S A NAME FOR THAT 
SPECIAL SOUND YOU LIKE.

John Lee and Gerry Brown, “Chaser”— 
Stalwarts of the ’70s progressive scene 
(they've played it all with Michael Urbaniak, 
Larry Coryell, Return to Forever and others), 
bass player John and drummer Gerry show 
that the possibilities are endless 
when you're being 
chased by your 
talent.

Dexter Gordon, “Great 
Encounters”*—Long tall 
Dexter leads a troupe of no- 
nonsense performers. With 
Johnny Griffirf, Curtis Fuller, 
Eddie Gladden, Woody 
Shaw, George Cables and 
Rufus Reid, plus the last 
recorded vocalese of the 
late Eddie Jefferson.

commonoinG

Arthur Blythe, “In the 
Tradition”—He’s beer 
called “the greatest altc 
player since Eric Dolphy:' 
Now this supreme mod 
ernist carries the flame 
lit by his predecessors 
with a program of stan
dards and original tunes. 
The album shows he’s 
not only respectful of 
tradition—he's writing it.



iddie Daniels, “Morning 
di under”—You’ve already 
otcd him among the top 
larinet players in down beat’s 
979 Poll. Now hear him 
ope and lift and pipe away 
m his solo debut that’s as 
hick with drama as day- 
)reak is.

Wilbert Longmire,“With All 
My Love”*—With Wilbert's 
soft and bluesy electric 
guitar and silver-shining 
vocals, his message of love 
is one that truly delivers. 
Featuring the finest studio 
supporters, including Gary 
King, Steve Khan and Bob 
James.

Cedar Walton4,‘Soundscapes” 
—With his electric and 
acoustic keyboards, Cedar 
builds some beautiful visions. 
He’s helped along by such 
stars as Freddie Hubbard, 
Al Foster and special guest 
Leon Thomas.

PRO raime
Miles Davis, “Circle in the 
Round"—A two-album set 
of previously unreleased 
tracks from one of the un
disputed leaders. Recorded 
between 1955 and 1970, 
it’s a must for collectors. 
An eye-opener for anyone.

MILES DAVIS 
CIRCLE IN THE ROUND

Making music for individuals 
like you, on Columbia and 
Tappan Zee Records. 
Buy it once. Enjoy it a lifetime. 
Recorded music is your best 
entertainment value.
*Also available on tape 
"Columbia',' are trademarks of CBS Inc. 

"Tappan Zee',' are trademarks of Tappan Zee Records. Inc.

Tappan Zee Records is distributed by Columbia Records 
’Johnny Griffin appears courtesy ot Galaxy Records 
© 1980 CBS Inc * ®

ONE WORD DESCRIBES THEM ALL: 
INDIVIDUALS.



At New York City's Crawdaddy Restaurant: 
Jackie Williams, drums, Dickenson, 

Chuck Folds, piano.

In a Handbook Of Jazz. published in 1958. Barrv Ulanov called 

trombonist \ ic Dickenson “A barrelhouse musician of great good 
humor on and off his horn, who has played with manv bands and 
never seemed out of place, no matter how different the styles of the 
surrounding musicians from his own dixieland qualities."

In Hie Encyclopedia Of Jazz hi The Sixties Leonard Feather wrote, 
"Dickenson, wrongly identified with dixieland, is one of the most 
fluent and versatile trombonists to have emerged during the swing 
era.”

“I don’t know how that happened," says the lean, rubber-faced 
trombonist, "they always took me in them dixieland groups. And I 
have to work somewhere, you know, and that’s the only time they’d 
offer me any work. They think die trombone is brraaah-brri-brrceer, 
but a trombone can play a lot of things."

During the 70s, Vic Dickenson has spent most of his time as the 
house trombonist at Eddie Condons, a club on New Yorks West 54th 
Street that caters to businessmen who never tire of hearing Muskrat 
Ramble, I hat's A-Plenty or South Rampart St. Parade. Night after night 
Dickenson goes through the paces, employing his wittv, slurring tone 
to the warhorses of a musical style that he didn’t come to until he was 
a 20 year veteran of the music business. But on rare occasions, like 
the 1976 Newport Jazz Festival. Vic has found himself part of a 
heavyweight swing jam session featuring Count Basie, Illinois 
Jacquet, Zoot Sims, Clark Terry, Harry “Sweets" Edison, Kenny 
Burrell, Milt Hinton and Roy Haynes, and has displayed his 
growling, chuckling trombone style (hat was nurtured in territory 
bands and swing bands during the ’20s and ’30s.
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UK 
DKKEnSOn

SWING MASTER 
ESCAPES

CONDON GANG

by LEE JESKE
Vic Dickenson was born in Xenia. Ohio in 1906, the son of a 

cement plasterer. “My father played a little on the violin, just, I would 
say. little ditties. I never heard him play nothing real serious, you 
know, I only heard him play little ditties—Scotch ditties, Irish ditties, 
things like that.

I here was a trombone at my house. My brother had been playing 
on it. In those days they didn't have very many jazz bands, so he was 
playing in a street band. He was supposed to be playing the 
trombone, but he went to rehearsals and didn't make much out of it 
so he put it down. So it was in the house for a long while and I used to 
pick it up and play on it—I’d hear a record and I'd play something 
that I thought I'd heard. The trombone would just be saving daraak- 
darraak and I said. 'Heck, I can do that.’ I thought the trombone 
should be able to play more than that.

\\ hen I was in school a group of us kids used to get together and 
call ourselves having a band. We didn't play nowhere, we just 
rehearsed. One of the first bands I played with was a little hometown 
band. I played with them by luck. One of the guys either got sick or 
had to go out of town or something and I asked my mother if I could 
go and play with them that night. She didn’t like me going out at 
night, but she let me play with them. So I went with them and played 
that night and they liked the way I played.”

Still, ii Papa Dickenson had his way. his son would have followed 
him into the plastering business. But a broken rung on a ladder and 
a nearly broken back meant the plastering business would be one 
strapping young contractor less, and the music business could 
welcome another trombonist.



In the early '20s, most of the music that was required from small 
bands was either for dancing or for the movie houses. “We had a job 
where we used to play matinees Saturdays and matinees Sundays, in 
between while they were changing the reels. Playing the trombone 
was all I could do—I couldn’t do anything else, I couldn’t do no other 
kind of work.”

There was only one hindrance to Vic Dickenson’s blossoming 
career as a musician—he couldn’t read music. “I used to fake- 
reading. You know, like the do-re-mi-fa-so-la-ti-do set—if I could 
find out where do was, 1 could read it like that. No A-B-C-D-E-F-G, 
nothing like that; that didn’t work.”

So when Vic Dickenson left Xenia to travel all the way to Madison, 
Wisconsin for a gig, he soon was sent back because he didn t know 
how to read. He learned how very quickly afterwards. At this time he 
was also developing his gentle, singing style.

"1 used to listen to horns besides trombones—I used to want to play 
like clarinets and trumpets. Louis Armstrong was a big influence on 
me. So was Coleman Hawkins. So was Buster Bailey. Claude Jones 
was a trombone player 1 used to like very much. He was with 
McKinney’s Cotton Pickers and he used to play fast. Jimmy Harrison 
was another.” .

Vic spent a couple of years knocking around with various bands in 
and around Columbus, Ohio before ending up with the band ol

DICKENSON’S EQUIPMENT
Vic Dickenson plays a Vincent Bach Stradivarius trombone.

Speed Webb, an aggregation that claimed, “We don’t make records, 
we break 'em." The pianist in the band was young Teddy Wilson and 
one of the trumpeters was a powerful blower named Roy Eldridge.

“We traveled a lot. We’d have a couple of little things that lasted two 
or three weeks. We'd travel by automobile. You know, in them days 
you had running boards. You’d put the suitcases on the running 
board and we’d tie the bass drum on the back tire.”

After several years of traveling with Webb, Dickenson found 
himself as one of Zack Whyte’s Chocolate Beau Brummels. “Zack 
Whyte did a five band tour. We came to New York and did a tour with 
Chick Webb, Blanche Calloway, Benny Moten and Andy Kirk. We’d 
each take turns playing. They’d call it like a battle of music, you know. 
Each band would play a set, I guess it consisted of about two 
numbers. We’d play two sets, the next band would play and you’d 
rotate. It was supposed to be competitive, but all the guys knew each 
other and liked each other. No animosity, no rivalries, no bad 
vibrations: everybody was real cool.

"We went all the way to Cincinnati and I became friendly with the 
guys in Benny Moten’s band. They had two factions in that band at 
that time—one wanted to go by themselves and one wanted to stay 
with Benny Moten. The ones who were going by themselves sent for 
me. 1 went to Kansas City and joined Thamon Hayes. I hat was the 
band that eventually became Harlan Leonard’s Kansas City Rockets."

The other faction from the Moten band later became the Count 
Basie Orchestra.

Vic Dickenson was becoming quite an accomplished journeyman 
swing trombonist. Moving from one place to another didn t bother 
him and he was not fazed at the thought of learning new band books. 
After his stint with Hayes in Kansas City, Vic went with a band that 
made its home in the Northeast—the underrated Blanche Calloway’s 
Joy Boys, led by Cab’s singing sister.

“Blanche had a beautiful band, a great band. I think she deserves to 
have better recognition than she got. but she was a woman. Woman 
bandleaders in those days . . . they still don't get the things that they 
should have. Really, I think that by her being a woman, it's the only 
thing that held her back, because she had a good band. man.

“There were a lot of great musicians in her band, but a lot of 
musicians that no one ever heard of. I could tell you a name, but 
nobody knew about them. There have been some great musicians in 
big bands who never got heard of—because they nevei got a chance, 
to play solo and things that they should have gotten. In those big 
bands, in the repertoire you've got charts and solos in certain parts 
for certain guys. 1 was never a good lead trombone player, as far as 
playing legitimate lead. I could play a melody, but I nevei had the 
range that you should have because I taught myself how to lip a horn.

“After Blanche I played with Claude Hopkins and Benny Carter, 
before going with Count Basie."

In the “swingingest band in the land Vic Dickenson waited to get 
the recognition that he deserved. He replaced Benny Motion in the 
trombone section that included Dicky Wells and Dan Minor. Dicky 
had the solos, because he had been there all the time and the charts 
called for him on solos. And people requested numbers. 1 didn't have 
no solos and I had to play parts. It is a little aggravating sometimes 
when you don't get a chance lo play. Bui it was all right. I wanted to 
play some, too, but everybody can’t he the big chief. You ve got to 
have one chief and more Indians.

“It was great, really—I had a ball. I hat was a band that was like 
brothers, everybody was just great in the band. It was like a party 
every night.” .

But the partv ended very quickly. I got fired fiom Baste because 
got juiced, I got too juiced. I just overindulged myself a couple of 
times at the wrong limes. It’s alright. I don t have any animosity 
toward Basie. I knew it was my fault.”

As Vic Dickenson talks his eyes seem lo drill back towards those- 
days of one-nighters. He is dressed in a three piece grey suit that 
engulfs his scrawny frame. I Ie is drinking double shots of Cutty Sark, 
smoking Kool regular cigarettes and waiting for Chuck Folds, the 
pianist, to summon him back io the bandstand. I he gig is an unusual 
one— Vic is the leader and the total support is from Folds and Jackie 
Williams’ drums. The room. (Tawdaddy, is an authentic repioduc- 
tion of a New Orleans restaurant. High-back chairs and white wicker 
furniture sit under a system ol overhead Ians that belie the 20 
weather outdoors. I he menu features jambalaya, crawfish pie and
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Survival Of
J- his should start out with a resounding 

boom, an ominous crash, or at the very least 
an informative, pertinent, unbearably witty 
parable. Fireworks and bells would be nice, 
and maybe a 100 gun salute. For after 27 
years as a professional musician, this is 
George Colemans first interview for down 
beat—as far as 1 can tell his first for any 
major publication. In light of his distin
guished background. I was a little apprehen
sive before our first meeting. He would have 
every reason to be indignant, but he wasn’t, 
and my fear was stifled in the first few 
minutes we shared in his small apartment on 
Manhattan’s Lower East Side.

George Coleman has undeniably been 
short shrilled in ihe world of publicity and 
recognition, despite a talent which is rich, 
often overwhelming, in scope. There’s a 
smoothness to his playing which is quite 
unique, a fluidity coupled with a brilliant 
sense of form and construction and melodic 
invention and climax. He is a powerful, 
energetic improviser with an enviable tech
nique who is also capable of warm. Ivrical 
passages, of bridling his aggression and 
gently caressing a ballad. His name iias been 
respected among musicians and knowledge- 
26 □ down beat

able jazz fans for years, but somehow he's 
managed to remain shrouded in obscurity. 
Yet he isn’t bitter—orat least he doesn’t show 
it. Instead, he retains presence and com
posure which augment a justifiable sense of 
pride.

’Tin an optimist.” he notes. “I always like 
to think that everything is getting better, as 
far as jazz is concerned. Of course, I know 
that the disco craze is coming along and a lot 
of jazz musicians have jumped on the band
wagon to make some money. Some of 'em 
seem to like it; certain people feel like that’s 
the kind of stuff they want to play—the rock 
oriented stuff that they like to call jazz. As far 
as I'm concerned that concept is questionable 
in my mind; but they do what they want lo 
do, 1 can’t speak for any of ’em. I just know 
what I wanta do—1 wanta play some music. 
And I’ve been out here all this time strugglin’ 
and I—first ol all, nobody’s given me any 
offers to do any of that kind of music, so I 
wouldn’t say what I wouldn't do. Because if 
somebody really came to me and said, ‘Look, 
I’d like you to do this and this and this, but 
you don't have to do this—you can do this in 
your own way,' then it might be a different 
story. I might not be opposed to using 

electronics. But I would try to use them with 
taste, you know, and I would try to get some 
music out of them, not just a lot of noise and 
effects. Thai would be uppermost and fore
most in my mind, if I were gonna do some of 
that, //somebody asked me to do it, which j 
nobody has. Right now I'd just like to pursue 1 
tryin’ to play good music—what 1 consider 
good music, the kind of music that I like to 
play. And 1 think dial people like good music, 
too."

Coleman is a large man—athletic, with an 
almost hulking stature which would be diffi
cult not lo notice even in the midst of a 
crowded subway. 1 Ie did play a lol of foolball 
at one time in his life and claims that were it 
not for music he might have become a I 
professional. It’s not hard to imagine him 
racing towards the goal line, knocking bodies 
out of his way with a flick of the wrist. That is, 
until he speaks—lor there’s nothing menac
ing about his nature. He talks slowly and 
thoughtfully, candidly answering questions 
with humor and perception. I Ie talks, in fact, 
much as he plays his music: flowing and 
melodic, sparse yet direct and right to the 
point. His stories are sprinkled with wit and 
flavored with the drawl of his native Ten-



SELECTED GEORGE COLEMAN 
DISCOGRAPHY
MEDITATION—Timeless Muse Tl 312 (with Tete 

Montoliu)
REVIVAL—Catalyst KUX-73-CT (with the octet)
RONNIE SCOTTS PRESENTS GEORGE COLE

MAN LIVE—PYE Records N121
with Cedar Walton

EASTERN REBELLION—Timeless Muse Tl 306
with Miles Davis

FOUR AND MORE—Columbia PC 9253
MY FUNNY VALENTINE—Columbia PC 9106
IN EUROPE—Columbia PC 8983
SEVEN STEPS TO HEAVEN—Columbia PC 8851

with Herbie Hancock
MAIDEN VOYAGE—Blue Note 84195

with Elvin Jones
COALITION—Blue Note 84361
THE PRIME ELEMENT—Blue Note LA 506-H2
LIVE AT THE VILLAGE VANGUARD—Enja 2036

with Booker Little
VICTORY AND SORROW—Bethlehem 6034
BOOKER LITTLE 4—United Artists LAX 3123 

(Japanese Import) 
with Horace Silver

THAT HEALIN' FEELIN —Blue Note 84352
with Harold Mabern

WORKIN' AND WAILIN'—Prestige 7687
with Max Roach

DEEDS. NOT WORDS—Riverside SMJ-6194 M
MAX ROACH + 4—Trip 5522
MAX ROACH ON THE CHICAGO SCENE—Trip 

5594
THE MANY SIDES OF MAX—Trip 5599

with Jimmy Smith
THE SERMON—Blue Note 84011

At Mikell's 
with Sal Nistico

The Grittiest
nessee. Atul, as he might construct a solo, he 
chooses words surely and with conviction and 
an uncompromising spirit of defiance.

Coleman’s first album as a leader (Medita
tion. Timeless-Muse 312) was released several 
months ago. It’s a beautifully crafted duet 
with the Catalonian pianist Tete Montoliu. 
recorded in Holland. Other albums are on 
the way (including a quartet session for 
Timeless) but most of the projects have been 
aborted for one reason or another. Under- 
recording of Coleman has persisted despite 
the fact that he has recorded amply and 
prolificallv as a sideman and several of these 
Li’s are regarded as classics (Maiden Voyage 
with Herbie Hancock and My Funny Valentine 
with Miles Davis, to name just two).

He is a proud man who considers his 
convictions essential to survival and would 
rather play music he finds fulfilling than 
cater to fads and commercial fancies. He is a 
man of integrity, and his background speaks 
for itself.

Born on March 8. 1935 in Memphis. 
George vividly recalls his first experiences 
with music. “I started back in 1950—thats 
when 1 really began to get involved with 
playin' the saxophone. And that was the only 

instrument that I started on. I never started 
on clarinet or flute or any of that stuff—just 
saxophone. And how 1 came to get the 
saxophone was—my mother used to buy me 
all these little toy instruments. You know, the 
ocarina, the xylophone, the harmonica—all 
these things had a major scale . . . and from 
there I went to the saxophone. 1 think that 
helped me tremendously. You couldn’t get 
accidentals, you couldn’t get semi-tones out 
of the ocarina, but the major scale is enough. 
And 1 think that gave me some kind of 
foundation as far as the saxophone is con
cerned.

“My brother was the first to really buy the 
instrument. He bought the saxophone and I 
would just pick it up and practice on it. He 
and 1 both would study it. We really didn't 
know what the hell we were doin'. We didn’t 
have a teacher. We didn't even have a 
fingering chart. So we would be playin—1 
remember this quite well—we would be 
playin' the C major scale on the saxophone 
and instead of playin' the C we would play the 
C sharp. And he said ‘Well, somethin’ must 
be wrong with this horn, cause that’s not the 
right note’ . . . We didn't realize that we were 
fingerin' the horn wrong. You know, you 

gotta flip over your finger to make that G 
instead of just goin’ all the way up. But likely 
that was the influence of the ocarina. So we 
finally found out where C was on the horn— 
the octave C.

“1 learned very fast. I remember picking 
up the horn somewhere around 49 or '50 
and by '52 I was playin' gigs. As a matter of 
fact, in '52 I went on the road with a blues 
band—B. B. King. And so in two years time 1 
was playin’. I mean, I wasn’t fully equipped, 
but 1 could play enough to make the gig. I 
knew melodies and a little somethin' about 
changes, and I had good ears.”

Aside from lullabies and such occasionally 
sung by his mother, Coleman’s influences 
were at first the popular music of the time, 
rhythm and blues artists such as Louis Jordan 
and Earl Bostic. But it wasn’t long before he 
began to listen to jazz. "And that was when 
bebop was really beginning to be popular, 
you know, with the berets and dark glasses 
and the different jargon."

Sonny Stitt and Lester Young and Dizzy 
Gillespie were all on the scene. And. of 
course, Charlie Parker. “He was really my 
idol. I never did meet him. 1 never saw him in 
person. That was something that I would’ve
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really wanted to do, I would’ve liked to have 
walked up to hint and shook his hand.”

But George goes on to state, “I can’t think 
ol anybody that 1 haven’t been influenced by. 
All the good players—1 like them each, 
individually. I don't like to say, ‘Well this guy's 
the greatest, he’s greater than this guy.’ I 
never say that. I always feel that everybody 
had something to say, and it was always 
personal. Nobody can play the stuff that 
Lockjaw Davis has played: nobody can play 
the stuff that Trane has played. They can 
imitate . . . but I don’t even think there’s 
anybody around that can imitate Lockjaw 
Davis, his style is so personal. If a guy’s a good 
player he has something to say, and 1 think no 
less ol any musician who plays well.”

Memphis in the '50s was flooded with 
musicians who played exceptionally, and manv 
went to the same high school that Coleman 
did. Prominent were Booker Little, Frank 
Strozier, Harold Mabern. Hank Crawford, 
Phineas Newborn, Charles Lloyd and Louis 
Smith, and George was a mentor to several of 
these artists—he's several years older than 
most of them. Company like this was inspir
ing for the young jazz musician, and manv 
relationships were formed then that lasted: 
Strozier and Mabern are both members of 
Coleman’s current octet.

Important learning experiences took place 
at Mitchell’s Hotel, where Coleman played in 
the house band led by saxophonist/arranger 
Bill Harvey, a tenor player in the Ben 
Webster tradition. Here George got his fits! 
real jamming experience, and met B. B. 
King, who used to frequent the lounge and 
occasionally si( in until finally his records 
began to catch on and lie hired a young, sax 
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playing George Coleman to go with him on 
the road.

Coleman recorded his first single with 
King’s band (Woke Up This Morning), switched 
from alto to tenor and eventually, in 1956, 
moved to Chicago where he met saxists 
Johnny Griffin, Gene Ammons and a host of 
other master jazzmen, including Max Roach, 
whose band lie joined in 1958. This was an 
important training ground, and the experi
ence was invaluable.

‘ That's one of the disadvantages now with 
young musicians," he states quite frankly. 
“They have no place to go and jam and sit in 
. . . they don’t have the benefit of that basic 
background. They can’t listen to an old Bird, 
man. When they start listenin’ they start right 
today, with maybe Gato Barbieri, somebody 
like that. And even if they listen to Trane, 
they hit Frane at the late stages instead of 
some of the older stuff.

‘ The first night I came in town there was a 
jam session at a place called the Flame—at 
39th and Oakwood, I think. The jam session 
started at about five or six in the morning 
and continued on until about two in the 
afternoon. That’s the way it was in Chicago 
during that time."

One of the bands he played with was 
Walter Perkins’ MJ f + 3, which reunited him

GEORGE COLEMAN’S EQUIPMENT
George Coleman uses a #3IZ> Rico 

Royal reed with his Selmer Mark VI tenor 
saxophone, and three different 
mouthpieces—a Dukoff #8. a Laughton 
10^, and an Otto Link #7. 

with Strozier and Mabern. “Muhal Richard 
Abrams was in the band, too. He was like the 
musical director, doing the writing." But his 
most important association at this time was 
with Roach.

"Before I left Memphis I had done some 
experimental writing—never for any big 
bands or anything but maybe small groups 
like four, five horns. But I began to write a 
little bit more when I joined Max’s band. Put 
a few things in the book, recorded a few ... It 
was me, Kenny Dorham, Nelson Boyd and 
Max. Then later on, Kenny left and Booker 
Little came into the band, and Booker was a 
great writer also.”

Coleman’s first jazz recording, City Lights 
(Blue Note BST 81575), currently out of 
print, was taped just before this with trum
peter Lee Morgan. It was one of several 
blowing sessions, (like The Sermon and House 
Party) recorded at the same time with Jimmy 
Smith and Kenny Burrell.

After a year with Roach’s band, Coleman 
left in ’59 and settled in New York—he has 
been there ever since.

“When I left Max things got kind of 
funny," he remembers. “I started playin’ all 
kinds of strange gigs—I just dropped pretty 
much into obscurity. I played a lot of blues 
gigs and club dates and that type of thing for 
about two or three years, and then finally 1 
went with Slide Hampton in the early ’60s 
and then I began to get back into jazz. But 
those other years ... I was kinda catchin’ it a 
little bit, I wasn’t doin’ too well."

He made his first trip to Europe with Slide 
Hampton, but he was never tempted to move 
there like many of his contemporaries. “I like 
bein’ over there but I’m always glad to get 
back to New York.” And shortly after 
Hampton’s band broke up he received a call 
from Miles Davis.

George had sat in with Davis’ group at the 
Café Bohemia once in 1959 or '60. playing 
Coltrane's horn and impressing Miles greatly. 
So in 1963, he finally got the call; and at first 
the band was a sextet which included Cole
man’s old friends Frank Strozier and Harold 
Mabern. “I think what he really wanted was a 
quintet, though,’ George remembers, 
“’cause he used to always complain about the 
lengthy solos. And what he would do, he’d 
say (in a whisper), ‘Hey, Frank, go tell George 
he’s playin’ too long’; and then he'd come to 
me and say the same thing—'Tell Frank he’s 
playin' too long’. ... So finally the sextet 
broke up and when we got back to New York 
he hired Tony Williams, Herbie Hancock, 
and Ron Carter was already there. And 
Jimmy Cobb left, so that was the famous 
quintet. I was only in that band about a year, 
you know. People can’t believe it, but as soon 
as the band got together—well. Seven Steps 
was when we had the sextet, but he wanted 
only me to be the horn. I Ie didn't want Frank 
for some reason—I don’t know why. Miles 
wanted Victor Feldman rather than Harold, 
and of course he kept Frank Buller—he was 
on that, too. We recorded part of that album 
in California and the rest was recorded in 
New York with Tony Williams. You know, So 
Near So Far. A funny thing: we did some 
other versions of that So Near So Far in 4/4 
time, but they never used it. That was in 
California. Then, when we came to New York 
he decided to put the 6/8 feel under there and 
that’s what we used.”

Seven Steps To Heaven was the first LP 
Coleman recorded with Miles; next came two co
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/MICHAEL 
GREGORY 
JkCKSON

six o’clock in the evening, six musicians 
have been busily taping their parts on one 
number for several hours. Alter the guitar 
part’s done, keyboards, vocal, saxophone and 
trumpet are added until the music becomes a 
tight blend of melodic and rhythmic contra
puntal activity. Directing the proceedings is 
Michael Gregory Jackson, a 26 year old com- 
poser/guitarist/mult ¡-instrumentalist. The
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/l/ANT HEADS 
FOR THE CENTER

by CLIFFORD JAY SAFANE

result is Heart à? Center, a relatively pop- 
oriented attempt to expand ihe parameters 
of improvised music.

Jackson is soft spoken and brims with 
confidence about his art and its direction.

He has led many of his own groups and 
worked with some of the leading individuals 
in the jazz vanguard—including David Mur
ray, Leo Smith. Anthony Braxton and Julius 
Hemphill—but is probably best known for 
his provocative forays with saxophonist 
Oliver Lake. In all playing situations, the 
guitarist creates a refreshing vocal-like style 
on both acoustic and electric instruments, 
radiating warmth no matter how abstract the 
music. Communicating the music’s structure 
and emotional setting is of primary impor
tance to him.

Jackson remembers a time, however, when
March □ 29



he considered technique to be an end in itself. 
“When I was younger, 1 heard John 
McLaughlin, and was amazed at how fast he 
played," the guitarist recalls. “Then, the 
whole speed thing completely overwhelmed 
me and I concentrated on playing fast. This 
was good for me in that 1 was pushed to 
improve my linger and picking techniques, 
which I hadn’t developed up until then. Even 
now, I’m pretty much of a three fingered 
guitarist except when I play chords.

“Now that I’ve had time to get my own 
conception together, I’m not interested in 
playing fast just for the sake of showing off 
my technique. In fact, I don’t even think in 
terms of fast or slow. Rather, I concentrate on 
melody and rhythm, especially the way 
Jimmy Smith gets things going with the 
counterpoint between the organ keyboard 
and bass pedals. I like the idea of dialogue, 
and I try to get that feeling in my guitar work 
as well as in my compositions.

“I’ve also been heavily influenced by blues 
guitarist Son House. On the title tune of my 
album Clarity, my comping is based on his 
rhythmic style while the melody is built on a 
Japanese scale.”

The blending of various elements into his 
own conception is one of the strongest 
features of Jacksons music. Much of this 
flexibility is due to the guitarist’s musical 
maturation while simultaneously involved in 
several types of music.

"At the same time that 1 was playing blues, 
I was hitting on cymbals and fooling around 
with synthesizers. I also went through peri
ods writing row music, pieces with five radios, 
scissors, compositions for toy pianos, and 
music where the concept was more important 
than the sounds themselves.

“I did all kinds of ensemble concerts, 
ranging from rock trios to large groups; I did 
solo concerts in which I played synthesizer, 
organ, drums and guitar—and even sang a 
few folk songs.”

Jackson points to Duke Ellington, Mahalia 
Jackson, Anton von Webern, Ludwig van 
Beethoven, Jimmy Smith, Son House, Jimi 
Hendrix, Oliver Lake and Leo Smith as 
musical influences. He realizes that much 
great music can’t be easily pigeonholed.

“If one is aware of the business aspects of 
music, he or she will realize that the terms 
jazz, rock-jazz,’ ’new wave,’ etc., are purely 
marketing categories. To be sure, there are 
differences, but these aren’t absolute separa
tions. Pretty much any kind of music from 
anywhere in the world will have some ele
ment of another type of sound. Thal’s why, 
for example, you can’t separate Ellington 
from Stravinsky. Besides both men being 
masterf ul composers, you can hear European 
techniques in Duke’s music and African 
rhythms in Igor's.”

Music has always been an integral part of 
Jacksons daily activities—as a listener, stu
dent, composer, performer and teacher. 
Since 1976, he has been on the faculty of the 
Creative Music Studio in Woodstock, New 
York, and he recently joined the New En
gland Conservatory staff.

Born and raised in Hamden, Connecticut, 
Jackson comes from a musical family. Jack- 
sons father played the ukulele, mandolin, 
guitar and harmonica, and Michael’s three 
brothers (one of whom was a member of the 
second edition of the Five Satins—"not the 
one that recorded In The Still Of The Night") 
sang and played a variety of instruments. 
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"One of these days, I’m going to have to do a 
Jackson Four, and get all my brothers on one 
of my records," the instrumentalist says with 
a smile.

JACKSON’S GUITARS
Electric: Gibson SG.
Acoustic: custom made by Michael 

Jacobson Hardy (on Heart is Center); 
previously used a vintage Martin.

SELECTED JACKSON 
DISCOGRAPHY

as a leader:
Clarity (2) (from WILDFLOWERS—THE NEW YORK 

LOFT SESSIONS, VOLUME 3)—Douglas NBLP 
7047

CLARITY—Bija Records MJ-1000
KARMONIC SUITE—Improvising Artists IAI 

37.38.57
GIFTS—Arista Novus AN 3012
HEART & CENTER—Arista Novus AN 3015

with Anthony Braxton:
730-S Kelvin (from WILDFLOWERS—THE NEW

YORK LOFT SESSIONS, VOLUME 2)—Douglas 
NBLP 7046
with Oliver Lake:

HOLDING TOGETHER—Black Saint BSR 0009
Zaki (from WILDFLOWERS—THE NEW YORK

LOFT SESSIONS, VOLUME 4)—Douglas NBLP 
7048

LIFE DANCE OF IS—Arista Novus AN 3003
SHINE—Arista Novus AN 3010

Jackson first took up the drums, but 
switched over to the guitar at age seven. After 
studying formally for five years, he taught 
himself more about the instrument and also 
became proficient on synthesizer, harmonica, 
flute and many percussion instruments. He 
learned composition via Walter Piston’s book 
on harmony.

In high school in the late ’60s and early 
’70s, Jackson led his own rock bands, featur
ing his own music. “The only tune we ever 
played by anyone else was the Johnny Winter 
version of Jumpin’ Jack Flash," Jackson 
proudly states. “The rest of the time, we 
played my music. We sounded different than 
the other groups around because my com
positions included many time changes. Il 
wasn’t until bands like Yes came about a few 
years later that this technique became more 
common."

After graduation from high school, Jack- 
son alternated between Hamden and Boston, 
working various day jobs and perfecting his 
music. During a teaching stint in New Haven 
in 1973, the guitarist met and began a 
professional association with trumpeter Leo 
Smith which profoundly altered his artistic 
direction and philosophy.

“At that particular time, I was feeling quite 
alienated from both the black and white 
music scenes because my art was very dif
ferent from what was happening around me. 
Meeting and playing with Leo made me 
realize that everyone has his or her own 
thing. I found out that it was all right for me 
to hear what I was hearing, and so I began 
feeling strong enough to do what I was doing 
with some degree of confidence.”

1 hrough Smith, Jackson was introduced to 
many ol the exploratory musicians from the 
Midwest, including Oliver Lake. The guitar
ist and saxophonist found themselves musi
cally compatible, and began calling on one 
another for various concerts and recording 
sessions, including Clarity and Karmonic Suite 
under Jackson’s leadership, and Lake’s re
cordings Holding Together, Wildflowers (Volume 
4), Life Dance Of Is and Shine. Their 
efforts—which still continue to this day—are 
characterized by a superior empathy high
lighted by swirling contrapuntal textures and 
an imaginative array of colors.

Looking back on his experiences with 
Smith and Lake, Jackson warmly credits his 
colleagues with expanding his musical hori
zons: "Both men have an awareness about 
music from all over the world that really co
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ARISTA'S STEVE BACKER 
MANEUVERS IN THE FRONT LINE

by FRED BOUCHARD

Anthony Braxton tackles Golson, Trane and 
Hamp times. Air goes back for Scott Joplin 
and Jelly Roll. John Scofield gets as soft- 
edged as Pat Metheny. John Klemmer blows 
his buns off. Michael Gregory Jackson gets 
deep into electricity and vocals and cuts down 
on improvisation. GRP’s pop-jazz shines in 
seamless grooves in which the leader no 
longer leads, but is a soloist of sorts, par
ticipating in a mellow production experience. 
Heavy changes for jazz.

Steve Backer is the brains behind some of 
these changes and surprises in coniemporat v 
music from Arista Records over the last five 
years, and for the four before at ABC/ 
Impulse. Backer is tall, with a refined pres
ence. He speaks rather softly, says no more 
than is necessary, wails lo be prodded on 
some issues, and has a prepared rap on 
others.

Lean and graceful but unsmiling and thin
lipped, Backer seems to be a naturally 
conservative type, probably a strict scru- 
tinizer of budgets—a good trait for the exec 
of an avant garde jazz line plunging 
headlong into the teeth of a major recession. 
However hard-hit the record industry may 
be, Backer intends to carry on, by whatever 
means necessary, fighting boardroom battles, 
biting the bullet, herding his artists through 
the mire and backdoors of megabuckdom for 
their thin piece of the pie. Backer is a true 
survivor, a guy witli tenacity and conviction, 

one of those few faces that stay on through 
turnovers, cutbacks and the endless political 
vicissitudes of the record industry.

He is an austere diplomat, no salesman. He 
offers no anecdotes about recording sessions, 
has little apparent sense of the camaraderie, 
name-dropping and back-slapping that goes 
on among many musicians. He does not 
delve into personalities for Inn and profit, or 
play People with musicians’ privacy. He lets 
their records do the talking, and makes Inti a 
few observations along the way—usually 
extramusical ones—about a record’s ac
cessibility or a musician’s artistic progress.

Backer lives near Chester, New Hamp
shire, in a rambling while farmhouse, with a 
large doll house picket fence across the f ront 
and a handf ul of wooded acres behind. From 
his office looking out on stands of oak, he 
listens to the latest tapes from New York and 
prepares battle plans.

Plunging directly, I asked Backer for his 
reaction to the Brecker Brothers’ public 
bitching in db (6/21/79) about their Arista 
contract, compromised artistic freedom and 
their conflicting roles as studio backup play
ers and recording artists.

Backer had answers. “How can they claim 
their contract was no good? It was negotiated 
repeatedly by their lop music lawyer for 
months prior to their signing. What’s more, 
any limitations put upon them contractually 

were not enforced in fact. For example, they 
doubled album budgets and nobody 
squawked.

“As for their unlimited freedom, they 
make it sound like a crime. They said that 
suggestions by the record company confused 
them. Interested company people always 
make suggestions to major artists. They don’t 
twist their arms, but they do want to help. 
‘Why not try this?’ Then the artists have the 
option of accepting or rejecting it. They 
make that sound in the interview like that’s 
the cause of their lack of success. In fact, their 
artistic successes and failures were totally of 
their own making.

“Can you imagine Chick Corea or Joe 
Zawinul taking the advice of certain business 
executives .on creative issues? Absurd. Mike 
and Randy produced three of their four 
Arista albums, and the fourth was produced 
by a guy Mike brought in named Jack 
Richardson. They’ve always had total free
dom on that level.

“As for the dilemma of being a studio whiz 
and a full-fledged recording artist. I’ve seen 
this come up with Harvey Mason and Mike 
Mainieri as well: great players confronted 
with the problem of flow to allocate their 
time. I’ve come to the conclusion that if you 
want a successful recording career, you have 
to devote the vast majority of your time to it. 
That involves not just writing, arranging, 
producing or playing on your next album, 
but also securing proper management, agen
cies, touring, interviews, promotion. You 
have to be willing lo sacrifice until you either 
become successful, or wake up to the fact that 
you're not going to make il.

“Mike and Randy are two of the very finest 
players around on their instruments. To me, 
Mike is the best young white tenor player in 
America. But the fact that they are great 
musicians does not necessarily mean that 
they perceive things clearly outside music. 
Their problem, as I see it. is a basic 
uncertainly in their outlook lo music. They 
have made hesitant attempts at both vir
tuosity and commerciality. The result is that 
they have ultimately been rejected by both 
the purists (press) and popularists (radio). By 
going between chairs, they reap the worst of 
both worlds. Career planning has to go on in 
any field of endeavor; by hedging and 
dichotomizing their ef forts, they suffered in 
the process.

"The great musicians who survive on a 
timeless level are those who can transcend 
the day-to-day decisions and keep the long 
overview of their career. Braxton, lor exam
ple, knows exactly what he wants to do and 
where he's going. He's very much aware of 
the dynamics of the shift between having 160 
musicians play your score with no improvisa
tion at all, then turning around and record
ing—completely alone—jazz standards to
tally improvised.

“Anthony’s a very intelligent, witty person. 
1 hough lie’s immersed in his music, he’s very 

aware of the forces that go on in the business 
and is cognizant of the choices open to him. 
He knows that if he plays the type of music he
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does, he can’t expect to reap enormous 
financial rewards. Actually, he’s working quite 
a bit now. Some of the choices he’s made have 
garnered positive critical attention, valuable 
on his level. He’s a very wise person but also 
has a sense of humor; both come through in 
his music.”

While he was on the Breckers’ case, Backer 
got warm on the topic of jazz critics. “Critics 
who review f usion music as one would review 
a high art form—such as German Heder or 
American bebop—fail to recognize the dif
ferent standards for making the music in the 
first place. Much of it is pop art, albeit jazz- 
textured. Purists who knock pop-jazz cut off 
their own noses to spite their faces, in a sense, 
because many of my colleagues and I would 
not have had the door kicked open to us to be 
able to record a lot of pure jazz were it not for 
the industry’s excitement over commercial 
jazz.”

As a critic, I often have a hard time 
adjusting my viewpoint when confronted

Anthony Braxton and Backer.

with the problem of what a given piece of new 
music is all about. Part of it is a cussed 
resistance to change. If I hear a fusion band I 
like (Jeff Lorber's) or one I don't (Auracle), 1 
can’t really determine why. Pan of it is 
musical personality, which overrides the me
dium. Yet part of it, too, has to do with having 
been reared on older forms of jazz, and not 
keeping abreast of the artistic choices opened 
by advances in recording technology and new 
instruments—a point, by the way, made early 
on by the Breckers in the same article that 
Backer was rebutting.

Backer agreed. “If writers could approach 
this new music from the point of view of 
being able to appreciate the dynamics and 
craftsmanship of an amazing production 
team like Dave Grusin and Larry Rosen, 
they’d be right on the heartbeat for the ’80s. 
It's that substantial production element that 
fusion is all about, not the virtuoso element 
that all the writers seem conditioned to look 
for. If that point could be made, then a lot of 
the jazz community’s factionalism and in
fighting might be eliminated.

“Similarly, musicians have to know a lot 
more than their axes. They, too, have to know 
about recording and its new techniques. 
They have to know what the industry’s all 
about. I here are a couple of books they 
should read, like Sidney Shemel’s and Bill 
Krasilofsky’s This Business Of Music and Lee 
Berk’s Legal Protection For The Creative Musi
cian. I hese are books that it behooves any 
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young musician to read. Absolutely! Guys 
that I really feel know the business well? 
Chick Corea, Donald Byrd, Ben Sidran, Mike 
Mainieri, among others.”

\\ hen asked what Arista has been doing 
for the Novus line, Backers prime baby, 
Backer stands pat on old recitations. 
“I hey’ve allowed me the amazing liberty for 
five years now of employing the philosophy 
of documenting, on a major label level, artists 
whom 1 consider to be masters, who are 
stretching the boundaries of the art form 
itself. This is very unique for a major label, 
particularly since it is done not necessarily 
from a profit motive. Their indulging me in 
this way is something I'll always be grateful 
for.

“Since a good part of the spectrum of jazz 
at Arista is commercially oriented, to have 
been able to get out of a lot of adventurous 
music in this country that is sheerly state-of- 
the-art documentation has been incredibly 
rewarding for me.”

Surely there have been problems with 
putting out such a line, and Backer expati
ated with studied control on one of the 
eternal bugbears of the small esoteric line— 
distribution. “It is somewhat easier to get 
your own employees in a wholly-owned 
branch-type distribution system to work 
‘marginal product’ than to get the old guard 
independents motivated to do so. WEA, 
Columbia and Polygram have branch opera
tions; I got a great deal more sales with 
difficult music [Sam Rivers, Jarrett, Gato, 
Dewey Redman, Alice Coltrane, Marion 
Brown, Archie Shepp] at ABC with their 
branch operation. There have been rumors 
of Arista going that way for five years now, 
but I don't see it happening immediately.

"With distribution, you’re dealing with an 
incredible array of middlemen and person
alities in wholesale and retail operations, rack 
jobbers, one-stops . . . If a musician fully- 
realized all of the variables and types of 
people necessary to bring his art before the 
consumer, he might wig out and never again 
try to make music for profit.”

Backer maintains the basic relationship he 
established with Clive Davis and Arista five 
yearsago. He’s still an independent producer 
of quasi-employee status and under exclusive 
contract. He still oversees, advises and con
sults on nearly all of their jazz operations. He 
still structures his own budget, and has stuck 
to the original release schedule of four to six 
albums every six months. For the Savoy line,

purchased outright from the estate of Her
man Lubinsky for $2 million in 1976, he sits 
down with producer Bob Porter and works 
out the best way of handling re-releases. 
(Savoy is apparently now reaching deeper 
into the barrel and bringing up old treasures 
less frequently; the end of the bounty is at 
hand.)

“Bob Porter understands the techniques 
involved in reissuing—transfers, remaster
ing, depopping, declicking—and he also 
recognizes the realities of today’s economics 
and keeps his personal costs moderate." 
Savoys still cost a lot less to put out because of 
minimal studio costs; Backer claims it has 
been a very profitable venture. The Charlie 
Parker two disc set Masters has broken 
records for reissues with over 50,000 copies 
sold (as of November 1979).

"With recording artists, at each option 
period we sit down and review what the 
advances will be, what sales figures have 
been, and production costs—then we deter
mine whether it’s worth going forward [an 
euphemism for renewing options]. Coryell, 
the Urbaniaks, Ben Sidran, Mike Mainieri, 
Oliver Lake have all ‘gone forward’ for 
second and third albums and then been 
dropped.

“In concrete terms, Ran Blake’s Rapport, 
let’s say, cost a moderate 58-12,000. Our 
profit is approximately 51 per album; it 
might sell 5-10,000. But we manage to keep 
advances and costs marginal. Practical man
agement has us go to eight and 16 track 
studios at half the cost with no sacrifice in 
quality. The right producer can save you 
money; Michael Cuscuna is extremely effi
cient in this regard. Artists should know 
exactly what they want to do when they get 
there: Blake and Braxton do.

"It’s a matter of opposing forces—docu
mentation versus recording for profit, moral 
versus financial imperative. This current 
crunch forces us all to be more financial and 
less moral. It’s not a matter of dropping 
esoteric artists and hanging on to the com
mercial ones. Air must be considered 
amazingly worthwhile for documenting; I’d 
try to go with (hem even if we were losing 
money.

“The music has to make sense to you. I 
hate being in that judgmental seat, but I trust 
myself before I’d trust a lot of others in the 
industry."

Backer admits that his favorite musicians 
and successes are not necessarily the most 
commercial or profitable. “I am currently 
knocked out by Michael Gregory Jackson’s 
work. In addition to being a magnificent vir
tuoso guitarist, I think that the man will be a 
true star one day. Really. He has all the ele
ments, just needs a few pieces of the puzzle to 
fall into place to make it happen.

“I was really proud to have put out 
Braxton’s three record set, For Four Orchestras 
of 40 players each. My reasons were, admit
tedly, extramusical: to my knowledge this was 
the first time that this amount of energy, time 
and money has gone into performing and 
recording the strictly notated work of a black 
composer, especially one who is primarily 
known as an improvising artist. g

“It was gratifying to have three albums win g, 
the down beat International Critics Poll: the a 
Parker Savoy box, Braxton’s Creative Music § 
Orchestra, 1976 and Cecil Taylor's Silent ® 
Tongues. I also rate highly the Brecker* 
Brothers’ first album and Angie Bofill’s pre- 8
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***** EXCELLENT ! **** VERY GOOD ! **★ GOOD ! ** FAIR / * POOR

CHICK COREA_____________ | CHARLES MINGUS
DEI.PHI 1 SOLO PIANO IMPROVISA

TIONS—Polvdor PD-1-620«: Delphi I; Delphi ¡1; 
Delphi Hl; Delphi IV; Delphi V; Delphi 17; Delphi VII: 
Delphi VIII; Childrens Song #20; Stride Time I; Stride 
/ime II (Soft Stride); Stride lime III (Soft Stride); Stride 
Time IV (Stride Bop); Stride Time VI (Stride Out): Stride 
lime VII (Rhapsody For Mr. T).

Personnel: Corea, piano.
*****

According to Coreas album jacket notes, 
the “message” or “meaning” contained 
herein is incomplete unless placed in the 
context ol the second and third volumes of 
this series of improvisations, all of which were 
recorded in the chapel at Delphi, a part of L. 
Ron Hubbards school in Sheridan, Oregon.

Messages, complete or otherwise, have 
fascinated Corea. His ECM Piano Improvisa
tions, Vol. I contained a sequence of eight brief 
"pictures,” and he has spoken repeatedly of 
creating musical portraits which mirror real 
or imagined scenes of emotions. Now. almost 
a decade after Piano Improvisations, Corea 
again revives these improvisational frame
works. The “Delphi” titles here are eight 
vignettes reflecting Coreas feelings towards 
Delphi and depicting life at that school. 
T hese pictures at an exhibition are marked 
not only by subtly diffused recurring melodic 
and harmonic material but also by calmly 
introspective, lyrical lines. Coreas phrases 
breathe, his touch sings, and his anthem-like 
themes flower. While his Piano Improvisations 
Vol. II paid homage to the then avant garde, 
the Delphi portraits seemingly grow out of 
their own idiom, composing themselves, 
guided by Coreas vivid programmatic imag
ination.

Accompanying these pastels are seven 
pieces inspired by Art Tatum. Although 
jumping from the pastoral environs of a 
progressive Oregon school to the satinized, 
urbanely witty world of Art latum is a broad 
imaginative leap. Corea makes the switch 
without missing a dazzling run or tripping 
over those sly, gliding tenths and punchy 
chordal passages. But more than outlining 
the superficialities of Tatum's idiom, Corea 
has developed the unerring ability to play into 
Tatum’s style. It’s Tatum revisited, yes, but 
without the cliched runs and mechanized 
bass register tricks—a coy, expansive portrait 
of the great pianist. As in the Delphi pieces, 
themes as such are unstated. Instead, Corea 
captures the flowing undercurrent of Tatum 
at his best, his trenchant commas and semi
colons, the marvelous logic of his cadences, 
the continuous interplay between irregularly 
spaced stride patterns and recoiling treble 
splashes.

"Messages?” "Meanings?” Complete or 
otherwise, there’s a lot to savor here, not just 
Corea's stylistic continuity and inventive pow
ers, but his caring musicianship. —balleras 
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NOSTALGIA IN TIMES SQUARE—Columbia 
JG 35717: Pedal Point Blues; GG Train; Girl OJ My 
Dreams; Strollin': Jelly Roll; Boogie Stop Shuffle; Open 
Letter To Duke: New Now Know How; Birdcalls; Slop; 
Things Ain't What They Used To Be: Pussy Cat Dues; 
Song With Orange; Gunslinging Bird.

Personnel: (in various groupings)—Mingus, bass, 
piano, vocals: John Handy, Booker Ervin, Shah 
Hadi, Benny Golson. Jerome Richardson, saxo
phones: Jimmy Knepper, Willie Dennis, trombones; 
Richard Williams, Don Ellis, trumpets; Horace 
Parian, Nico Bunick, Roland Hanna, piano; Teddy 
Charles, vibes; Maurice Brown. Seymour Barab, 
cello; Dannie Richmond, drums; Honey Gordon, 
vocal.

★ ★ ★ ★ ★
PASSIONS OE A MAN—Atlantic SD 3-600: 

Pithecanthropus Erectus; Profile Of Jackie; Reincarnation 
OJ A Lovebird: Haitian Fight Song; Wednesday Night 
Prayer Meeting; Cryin' Blues; Devil Woman: Wham Bum 
Thank You Ma'am; Passions OJ A Man; Tonight At 
Noon; Passions Of A Woman Loved: Duke Ellingtons 
Sound Of Love; Better Get Hit In Your Soul; Sue's 
Changes: Canon; Free Cell Block F, 'Tis Nazi USA; 
Goodbye Porkpie Hat; Mingus On Mingus.

Personnel: (in various groupings)—Mingus, bass, 
piano, vocals: Jackie McLean. |. R. Monterose. Shah 
Hadi, John Handy. Booker Ervin. Pepper Adams, 
Rahsaan Roland Kirk. George Adams, George 
Coleman, Ricky Ford, saxophones: Jimmy Knep
per. Willie Dennis, trombones; Ronald Hampton. 
Jack Walrath, trumpets; Mal Waldron. Wade Legge. 
Horace Parian. Don Pullen. Bob Neloms, piano; 
Philip Catherine. Larry Coryell, guitars; Doug 
Watkins, George Mraz, bass: Dannie Richmoncl. 
Willie Jones, drums.

*****
MINGUS AT ANTIBES—Atlantic SD 2-3001: 

Wednesday Night Prayer Meeting; Prayer For Passive 
Resistance; What Love!; I'll Remember April; Folk Forms 
I; Better Get Hit In Your Soul.

Personnel: Mingus, bass, piano, vocals; Ted 
Curson, trumpet; Eric Dolphy, Booker Ervin, 
saxophones: Bud Powell, piano (cut 4 only); Dannie 
Richmond, drums.

*****
When Charles Mingus passed away on 

January 5, 1979, he left behind over thirty 
years of recorded musical documentation— 
from his earliest days as sideman in Lionel 
I lampton’s band, through working groups or 
ad hoc sessions with Red Norvo, Charlie 
Parker, Dizzy, Bud, Roach and Ellington, to 
the halcyon and turbulent days of his own 
ensembles, the Jazz Workshop, orchestral 
dates, and finally until illness struck him ami 
he could no longer play his beloved bass and 
could only dictate the sounds he heard to 
those who would articulate them into sounds 
for us to share. From that thirty-odd year- 
recording career albums continue to come 
and go in and out of print: official studio 
dates, live concert recordings, bootleg jam 
sessions. But no matter how many have been 
released in the past, or will continue to be 
issued in the future, one thing is certain: each 
and every one is a necessary chapter in the 
ultimate compilation and comprehension of 
the elusive and invigorating art of Charles 
Mingus. What makes this fact all the more 
unique is that the unquenchable Mingus 
vitality, creativity, and ruthless honesty is 
evident in every one—at least every one that I 

have heard—and each is an engaging, elec
trifying, emotionally uplifting experience.

It was inevitable that the various record 
companies would begin repackaging their 
Mingus material almost immediately when 
they heard the word of his death; in the case 
of Atlantic Records this led to some soul- 
searching, as the) perhaps hold more of his 
music in their catalog than anyone else does. 
Some critics have claimed that the best wav 
Atlantic—or any other company—could 
honor Charles' memory would be to keep all 
ol his records available and in-print, and I 
agree. However. I see (he need for such an 
anthology as Passions OJ A Alan. There are a 
great many listeners—novice and veteran 
alike—who would like an introduction to or 
expanded view of the variegated Mingus 
canon, and few people can afford to buy 
twenty or thirty records at one time, however 
worthwhile they ma) be. This collection 
answers this need superbly. True, the 
hardcore, dedicated collector will be frus
trated at (he repackaging of many titles he 
probably already has. but (hen Passions Of A 
Man is not intended for him. There are no 
previously unissued tracks or outtakes to 
whet his appetite; this is merely as much of 
the basic Mingus as could be packed into 
three records.

And what records they are! Documenting 
twenty years of music, the earliest composi
tions such as Pithecanthropus Erectus, Haitian 
Fight Sot/gand Wednesday Night Prayer Meeting 
are among the acknowledged classics of the 
jazz discography, while the latest ones—Better 
Git Hit In Your Soul and Goodbye Porkpie Hat— 
are reworkings of earlier classics in 
refreshingly new instrumentations. In be
tween arc works which remind us that 
Mingus was more than a virtuoso bass player 
(though even this fact is often overshadowed 
by the wealth of talent his bands enjoyed): he 
was a composer of the first rank who 
continually attempted to expand the struc
tural ami. more importantly, emotional 
boundaries of the music’s usual improvisa
tional terrain. Unlike the highly successful 
Ellington approach, he never tailored his 
compositions specifically toward the talents of 
his colleagues, but, conversely, confronted 
them witii material and situations which 
would constantly challenge them to find new, 
previously unexplored avenues of expres
sion. And behind each of these works—from 
(he unabashed lyricism of Duke Ellingtons 
Sound Of Love to the gutbucket blues of Devil 
Woman—lies the often volatile physical imme
diacy and desire for emotional expression 
that made Mingus the man he was.

Mingus At Antibes, Atlantic’s second memo
rial offering, balances the familiarity of the 
music on Passions Of /I Man magnificently. 
1 his never before heard two record set of 
performances was recorded live at the Anti
bes Jazz Festival on Jul) 13. 1960. just a scant 
three months before the classic Candid 
session Charles Mingus Presents Charles Mingus, 
which utilized the same personnel (minus 
Ervin and Powell, of course). Two works from 
that date. What Love and Folk Forms 1, appear 
in still-formulating arrangements here, 
though trumpeter Curson’s long, tumbling, 
rhapsodicaliy reflective solo in the former is 
easily one of the concerts high points. And 
while any chance to heat Mingus and Dolphy 
in collaboration is one to be cherished, the 
presence of Booker Ervin's booting Texas 
tenor attack seems to inspire Dolphy even



“The year’s best jazz records. 55
. Robert Palmer, Polling Stone

Old and
New Dreams
Don Cherry, 
Dewey Redman, 
Charlie Haden, 
Ed Blackwell

Old and New Dreams (ECM-1-1154)

‘‘Old And New Dreams is former 
Ornette Coleman sidemen Don 
Cherry, Dewey Redman, Charlie 
Haden and Ed Blackwell. With 
this LP they established a strong 
identity of their own. Their version 
of Coleman’s ‘Lonely Woman’ is 
the LP’s masterpiece." (Palmer)

Also voted:
New York Times: Top Ten Albums (Robert Palmer)
Village Voice: Top 100 Albums of the 70s (Gary Giddins)
Musician: Underrated Jazz Artist—Charlie Haden (3rdplace. Musicians’ Poll) 
San Francisco Chronicle: Top Ten Jazz Albums of 1979 (Conrad Silvert)

Also available on ECM records: 
Magico... Charlie Haden/Jan Garbarek/ 
Egberto Gismonti (ECM-1 -1151)

Watch for Old and New Dreams on tour in March 1980.

Art Ensemble 
of Chicago
Lester Bowie, 
Roscoe Mitchell, 
Joseph Jarman, 
Malachi Favors, 
Famoudou Don Moye

Nice Guys (ECM-1-1126)

“A Miles Davis tribute, a hint of 
reggae, percussion labyrinths, 
formidable saxophone solos and 
incredibly sensitive group dynamics 
are some of the ingredients that 
make Nice Guys essential.” (Palmer)

Also voted:
Rolling Stone: Best Jazz Artists, 1979
New York Times: Top Ten Albums (Robert Palmer)
Village Voice: Top Ten Albums of the 70s (Gary Giddins)
High Fidelity: Best Serious Contemporary Jazz (2nd place) 
Boston Phoenix: Top Ten Albums of 1979 (Bob Blumenthal) 
Musician: Underrated Jazz Artist (2nd place, Musicians' Poll) 
Jazz Artist Influencing the 80s (1st place, tie-Musicians' Poll)

Art Ensemble of Chicago will appear: 
February 18 Union, New Jersey 
February 22 Troy, New York 
February 24 Philadelphia

(International House)

Coming in April:
Art Ensemble of Chicago...Full Force

EON On ECM Records and Tapes 
Manufactured and distributed by 
Warner Bros Records Inc.



more—as in Wednesday Night Prayer Meeting, 
where Ervin’s aggressive cosmopolitan 
preaching kicks Dolphy into overdrive for a 
bubbling, boiling testimonial. Or consider I’ll 
Remember April, where the pair trade fours 
energetically, and Dolphy's typically unique, 
jaggedly chromatic intervals infect Ervin, 
who reacts with some abstractly angular 
phrasing of his own, fed by the exquisitely 
limed, confident comping from Bud Powell’s 
piano. The overall excellence of this set 
suggests that Atlantic is sitting on a great deal 
of unissued Mingus material—a mouth-wa
tering prospect.

Nostalgia In Times Square, Columbia’s 
repackaging of their “immortal 1959 ses
sions,” meanwhile, poses a number of pleas
ant problems for the Mingus lover. Basically 
what this issue reveals to us is that however 
well we thought we knew the Mingus Ah Um 
and Mingus Dynasty albums (most recently 
collected under one roof as Better Git It In 
Your Soul, Columbia G 30628) we actually 
knew them not at all. It seems that, in order 
to squeeze as many titles from four par
ticularly fruitful studio sessions in May and 
November 1959 as possible onto two records, 
Columbia took to the knife and not only 
edited out whole solos, but also opened 
severe cuts in various retained solos and, 
amazingly, ensemble passages. Though the 
music sounds seamless on the original re
cords, an A-to-B comparison with the 
unedited material on Nostalgia In Times Square 
shows that a great deal of structural damage 
was done to Mingus’ initial conceptions 
(though album annotator Sy Johnson inti
mates that Mingus knew about the editing 
and, tacitly or vocally, approved).

Nearly two minutes were cut off of each of 
the shorter works, totalling nearly one-third 
ol the compositions’ entire length! Birdcalls 
was cut in half (six minutes to three), Pussy Cat 
Dues was cut by a third (nine minutes down to 
six), and Things Ain't nearly half (three out of 
seven minutes disappearing). Though the 
restored solos are certainly of interest, it is 
the ensemble sections which benefit most 
from the unediting. Jelly Roll, for example, 
loses much of its glibness when one is 
confronted with the balance and expansive
ness of the unexpurgated version. In each of 
the compositions phrases flow with a greater 
coherency and design, and serve to introduce 
the solos with a greater urgency, powerfully 
illustrating that at this time in his career 
Mingus was more concerned with cohesive 
melodic flow and colorful, precisely blended 
orchestrations than he was during his cathar
tic Atlantic sessions of the previous few years. 
Though the vocal/horn outbursts and gos- 
pellish glossolalia. which grew out of Mingus’ 
experiences with the Sanctified Church in 
addition to Ellington’s “jungle music,” are 
still in evidence, they have been softened and 
tempered—allowing volcanic exuberance in 
the bopishness of Gunslinging Bird or the jam 
session string-of-solos of' Things Ain’t, but also 
adding the expanded timbral palette, pre
viously unexperienced, of Open Letter To Duke 
and New Now Know How.

However, with this two-record release Co
lumbia has still not given us the complete 1959 
sessions. Though they have included four 
previously unreleased numbers, they’ve inex
plicably dropped Fables Of Faubus, Better Get 
Hit In Your Soul, Sell-Portrait hi Three Colors, 
Goodbye Porkpie Hat, Diane, Farm Wells Mill 
Valley and Put Me In That Dungeon, appar- 
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ently believing that a three-record set would 
sell less copies. Unless they plan on issuing a 
third record of the unedited masters of these 
cuts (which should have been included in this 
set) one is forced to buy the older collection 
and the new one anyway if one wants all of 
the music.

Of the new songs, Pedal Point Blues is the 
most immediately intriguing, with a poly
phonic opening followed by strong stridish 
Parian piano and an especially robust Ervin 
outing. GG Train makes typical Mingus use of 
a rhapsodic slow section between two hard 
driving themes, while Girl Of My Dreams is 
noteworthy for its complex meter juxtaposi
tions, such as the bassist’s feverish 6/4 dou
bletiming behind the 4/4 soloists. Strollin’ 
features lyrics by vocalist Honey Gordon’s 
father Nat, and a conventional, uninspired 
arrangement.

It’s wonderful that Columbia finally got 
around to issuing these four titles along with 
ihe unedited versions of the others—but how 
much more valuable this set would have been 
if they hadn’t withheld the remaining seven 
cuts! Sy Johnson's informative liner notes tell 
us exactly what was put back in and where, 
along with revealing some intriguing, little- 
known facts about the session—for example, 
that New Now Know How was originally called 
Africa (this was 1959, remember, well ahead 
of the “back to the roots” movement)—and 
reminding us of the relationship between 
Slop and Better Get Hit (both written for 
Mingus’ accompaniment for a Langston 
Hughes poetry/jazz recording, last available 
on Verve Special Products VSPS 36). But for 
all its faults, this recording, along with the 
two Atlantic's, is required listening for anyone 
interested in the evolution and evocation of 
jazz. Just don’t let your curiosity stop there.

I here’s a lot ol Mingus still around, with 
hopefully more on the way, and it «//deserves 
to be heard. —lange

BILLIE HOLIDAY
GIANTS OF JAZZ—Time-Life STL JOS: Your 

Mother's Son-In-Law; I Wished On The Moon; What A 
Little Moonlight Can Do; Miss Brown To You; If You 
Were Mine; 'These 'n' Thal 'n' Those; It's Reaching For The 
Moon; These Foolish Things; No Regrets; Summertime; 
Billie's Blues; A Fine Romance; Ihe lV«v You Look 
Tonight; I've Got My Love To Keep Me Hann; This Year's 
Kisses; Why Wa$ / Born?; I Must Have That Man; They 
Can't Take That Away From Me; Sun Showers; I’ll Get 
By; Mean To Me; Foolin’ Myself; Easy Living; Me, My
self And I; Trav’lin All Alone; He’s Funny That Hhy; 
Nice Work If You Can Get It; When zl Woman Loves A 
Man; Any Old Time; The Vny Thought Of You; I Can't 
(jet Started; Strange Fruit: Yesterdays: Fine And Mellow; 
Them There Eyes; The Man I Love; God Bless The Child; 
Trav’lin' Light; Lover Man; Big Stuff. (All selections in 
chronological order and recorded between 1933 
and 1946.)

Personnel: Holiday, vocals; accompaniments by 
Benny Goodman and his orchestra (cut 1). Artie 
Shaw and his orchestra (29), Paul Whiteman and his 
orchestra (38), loots Camarata and his orchestra 
(39), and the respective combos of Teddy Wilson 
and Holiday (the remaining titles).

★ ★ ★ ★ ★

For reasons not always cheerfully accepted 
by jazz purists, the Billie Holiday set on 
rime-Life will probably enjoy wider currency 
and greater sales than any other in this 
admirably conceived series. But despite the 
general publics long demonstrated indif
ference lo instrumental jazz, there can still be 
no overlooking the consistently high quality 
of musicianship abounding in this collection. 
Undoubtedly, the majority of people who will 
be hearing this music for the first time 
discovered Billie only recently—and, most 
likely, through Lady Sings The Blues, that 

tasteless, charitably forgotten biopic of a few 
years back. But no matter. Once having heard 
the real Billie, supported as she always was in 
real lite—by real jazz musicians—there can 
be no further illusion. All previous notions of 
the singer and her milieu, especially those 
fostered by Hollywood fantasy, will give way 
to an impatient demand for the truth, a truth 
that is inviolably etched into her every 
recording, from the first to the last. It is not 
possible to even approach an understanding 
of this complex and changing artist unless 
one is first familiar with the entirety of het- 
musical achievements. This set is only a 
prelude.

Fhe first selection in the album, quite 
logically, also reflects Billie’s first experience 
in a recording studio. She was 18, nervous, 
and not yet solidified in her style, but she was 
still able to make her mark, albeit with the 
help of some never duly credited solo work 
by Benny Goodman and Jack T eagarden. Re
corded jess than two years later, the next 
three titles not only commemorate the begin
ning of her fruitful partnership with Teddy 
Wilson, but also reveal, for the first lime, a 
wholly new and assured woman and artist. 
Accompanying her is an outstanding group 
including Goodman. Roy Eldridge and Ben 
Webster, a stellar lineup that would not be 
improved upon until her meeting with Lester 
Young a year and a half later. In between, 
though, we are treated to several classic solos 
by Johnny Hodges, Bunny Berigan and Ir
ving Fazola, as well as a welcomed reap
pearance by Webster. (Note that on The Way 
You Look Tonight Vido Musso errs in his 
statement ol the straight melody, his incor
rect scale line in the third bar occurring not 
once but twice, and probably because of an 
improper transposition of this then new and 
unfamiliar tune. Musso has not been known 
to have ever made that same mistake again 
... at least not on this number.)

When Billie started recording under het- 
own name, one year after her first date under 
Wilson’s leadership, a significant structural 
change was implemented that, as much as 
anything else, signaled her arrival as a star. 
Prior to the session that produced No Regrets, 
Summertime and Billie's Blues, Holiday always 
sang the second chorus, much in the manner, 
if not the style, of band singers everywhere. 
But leading her own session it was only just 
and proper that she should have first and last 
say on each side. Such major soloists as 
constituted her usual support on these dates 
were far from neglected, though, for their 
talents were gainfully employed in a variety 
of ways, i.e., Fazola’s introductory break and 
half-chorus on A Fine Romance.

Lester Young makes his first appearance 
on This Year’s Kisses, heralding the beginning 
of a musical relationship that to this day 
remains unmatched in the annals of jazz. 
Like Holiday, he was at his prime in these 
years, as anyone familiar with his then 
current work with Count Basie will readily 
agree. But the uncanny similarities in phras
ing between the two, as well as their in
stinctively shared respect for "prettiness,” still 
loom—more than 40 years later—as a once- 
in-a-lifetime esthetic coincidence. There are 
many instances of this high-level exchange lo 
be found in the 15 tracks boasting Young’s 
presence, but they are not always obvious. 
Careful and repeated listening is strongly 
urged for everyone, but especially for those 
interested in knowing how to play a melody—



any melody. Study Young on every side, of 
course, but, in particular, learn his way with / 
Must Have That Man, Mean To Me, Foolin' 
Myself and The Man 1 Love. Additionally, The 
Very Thought Of You is highlighted by his 
rarely heard but gorgeous clarinet, while / 
Can't Get Started is notable for far more than 
his one-note-too-many overspill into Billies 
pickup—the preceding 16 bars easily excuse 
this single fall from perfection.

Throughout the sides with Young, as well 
as elsewhere, one can derive an almost equal 
pleasure from the inspired work of Buck 
Clayton, while there are moments of incon
testable superiority also to be found in the 
periodic comments of Goodman, Hodges, 
Harry Carney, Buster Bailey, Artie Shaw, 
Charlie Shavers, Benny Morton, Ed Hall 
and, of course, Teddy Wilson. But a word of 
caution anent some of the rhythm sections: 
the all-too-obvious chunkiness that dates a 
few of the earlier four-man teams is not to be 
observed on the many titles with Freddie 
Green. Who then is the culprit? A sensitized 
perception of rhythmic grace, plus a little 
discographical comparison, will supply the 
answer. —sohmer

FRED ASTAIRE/ 
JATP ALL-STARS

THE ASTAIRE STORE—DRC Archive 
DARC-3-1102: Isn't This A Lovely Day; Putting On The 
Ritz; I Used To Be Color Blind; The Continental; Let's 
Call The Whole Thing Off; Change Partners, Dancing In 
The Dark; The Carioca; Nice Work If You Can Get It; 
New Sun In The Sky; I Won't Dance; Fast Dances; Top 
Hat; They Can't Take That Away From Me; You're Easy 
To Dance With; Needle In The Haystack; So Near And Yet 
So Far; A Foggy Day; Lady Be Good; I'm Building Up 
For An Awful Letdown; Not My Girl; ’S Wonderful; 
Lovely To Look At; They All Laughed; Cheek To Cheek; 
Steppin' Out With My Baby; The Vim You Look Tonight; 
I’ve Got My Eyes On You; No Strings; 1 Concentrate On 
You; I’m Putting All My Eggs In One Basket: Fine 
Romance; Night And Day; Fascinating Rhythm; I Love 
Louisa; Slow Dances; Medium Dances; Jam Session For zl 
Dancer; Astaire Blues (1); Astaire Blues (2).

Personnel: Astaire, vocals, tap dances; Charlie 
Shavers, trumpet; Flip Phillips, tenor sax; Oscar 
Peterson, piano, celeste; Barney Kessel, guitar; Ray 
Brown, bass; Alvin Stoller, drums.

★ ★ ★ ★ ★

This is a wonderfully intimate, friendly, 
and unpretentious retrospective of a spec
tacular career. It is surely the definitive 
album of its kind, and I have no hesitation in 
bestowing a full complement of stars on it. 
But with this warning: it is not an album for 
everybody. When Norman Granz originally 
recorded it all in 16 sessions during Decem
ber 1952, it was his intent to simply make up 
a few copies for friends. Like many of Granz’ 
most epic projects, it was undertaken mainly 
for his own amusement and very definitely to 
his own uncluttered specifications of integ
rity. As his enthusiasm grew, he decided to 
issue it as a four LP limited edition, priced at 
$50 a set. About 1,800 copies were pressed, 
and Astaire autographed about 1,000. Very 
definitely first class, and absolutely unprece
dented in the history of record marketing. 
For those who wished to listen in steerage, 
Granz also made the sessions available on 
four separate LPs at $5.95 each (at a time 
when virtually all 12-inch LPs sold for $3.95).

There is no gimmick here. Astaire simply 
sings a selection of tunes he’s been associated 
with over the years, setting aside plenty of 
lime to let Peterson and company make their 
statements, and stepping in occasionally for 
some vigorous lapping. Most people regard 
Astaire as a dancer only, yet he has thrived 
practically since the beginning of his career 

in the most rarefied heights of the American 
popular song. No one comes to mind who 
lias introduced more lasting melodies into 
our musical heritage. His stable of tune- 
smiths has included Berlin, Gershwin, Kern, 
Porter and Youmans.

So what’s his secret? Astaire's vocal style is 
light and relaxed, not unlike his dancing. He 
never pushes a lyric. In fact, he rarely even 
toys with it in the way Sinatra or Torme will 
bend words and twist notes into coil springs 
of emotional tension. Astaire prefers to let 
lyrics speak for themselves with stylish 
simplicity. He never really became a popular 
popular singer; other singers always sold his 
songs on records. But, curiously enough, he 
became a singer’s singer of the first order. 
Tony Bennett and Mel Torme both have 
named him their favorite.

Most all the important songs are here, Only 
Let’s Face The Music, Pick Yourself Up, and Just 
Like Taking Candy From A Baby are conspic
uous by their absence. It will come as no 
surprise to find that many of the lyrics (ten by 
my count) are about dancing. And how 
interesting it is to find a trendy ’70s expres
sion like “where it’s at” sitting comfortably in 
the middle of the verse of Let’s Call The Whole 
Thing Off, vintage 1937.

In reissuing these sessions, DRG has also 
included the instrumental jam numbers by 
ihe JATP ensemble, and even added one nol 
included in any of the original issues (Astaire 
Blues). Shavers, Phillips and Peterson are 
typically fluent and swinging in their rolls, as 
both soloists and accompanists. It’s all been 
beautifully packaged. The original four rec
ords have been remastered and repro
grammed down to a more efficient three LP 
set, and a splendid booklet is also included 
full of photos and text by Granz and Astaire. 
David Stone Martin’s marvelous sketches give 

LEW TABACKIN / WARNE MARSHz 
IC 6048 Tenor Gladness
TENOR GLADNESS is the result of 
Toshiko Akiyoshi's desire to experi
ment with a pair of tenor players 
developed from different stylistic 
roots. Her choices: Warne Marsh and 
Lew Tabackin. The result: A joyful 
excursion of magical moments from 
two gifted improvisers!

gladness

us some of the most attractive 
around.

We understand that Book of 
Club Records has also issued 

album art

the Month 
this same

material in a competitive package at a lower 
price. But as the BMC issue is unseen by this 
reviewer, no opinion can be offered on its 
quality. —mcdonough

BUNKY GREEN
PLACES WE'VE NEVER BEEN—Vanguard 

VSD 79425: East id West; April Green; Command 
Module; Only In Seasons!Places We’ve Never Been; 
Tension id Release; Little Girl, I’ll Miss You.

Personnel: Green, alto sax, piano; Randy 
Brecker, trumpet and flugelhorn; Albert Dailey, 
piano; Ronald Kubelik, piano (cut 5); Eddie 
Gomez, bass; Freddie Waits, drums.

WALTER NORRIS
IC 3028 Synchronicity
“Norris' use of color and dynamics is 
fascinating . . . He is a revelation.”

— John S. Wilson 
"... a marvelous pianist . . . adventure
some and oblique . . . who uses his 
considerable technique beautifully."

— Whitney Balliett

There is a place in Manhattan—not far 
from where this album was recorded, within 
earshot when traffic wanes—called the 
Jazzmania Society. It’s a living room of jazz 
atop four flights of tenement-like stairs. The 
audience is relaxed and attentive; the music 
is brave and subtle and most always conscious 
of the fact that it must somehow swing.

That same ambience—the sound of 23rd 
Street?—permeates Places We’ve Never Been.

The album represents a departure for the 
Green known as a ferocious blower. Instead, 
he cools jazz in the manner of Miles Davis. 
He strips away many of the changes, turns 
down the volume, leaves plenty ol air be
tween notes and solos, but keeps the rhythm 
section working overtime. This album is 
made for listening to at dusk, lying on a 
couch, not quite asleep.

Synchronicity Morris

Write for your WOMEN IN JAZZ 12" Ip. It's free !!

INNER CITY
423 WEST 55th ST.. NEW YORK. N.Y. 10019

JERRY RUSH
IC 1076 Rush Hour
This Ip marks the debut for talented 
trumpeter Jerry Rush. The songs on 
RUSH HOUR linger in your head 
long after the last groove has played. 
Feat. Henderson, Heard, and Higgins!
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Places holds together as a cohesive, but not 
a monotonous, whole. Some element of 
mystery or reflection colors each selection, 
starting with East & West. Bassist Eddie 
Gomez’s doublestops, Freddie Waits' pulsing 
drums and Green’s dabbling, flowing alto 
breathe like one living thing. Elsewhere, 
Green’s soft dissonance and Gomez’s bent 
single notes reaffirm the mystique. Only in 
the unfinished snippets that begin Only In 
Seasons does the theme intrude as a device.

The burden of soloing falls to Green and 
Randy Brecker, here taking another vacation 
from fusion. They are not one of the more 
compatible sax-and-trumpet couples, rarely 
sharing even a few measures. But they stand 
up well separately. At times, Green recalls the 
precision and quiet playfulness of Paul Des
mond. He remains capable, though, of sum
moning hoarse, reedy screams on Command 
Module and East & West. Brecker also proves 
capable of a broad stylistic spectrum. He 
sounds fluid and understated on April Green, 
then crackles like a born-again bopper on 
Module.

Dailey and Gomez get their share of 
venturesome solos, too, leaving Waits as the 
rhythmic epoxy of the quintet. Without 
overwhelming the front men, he drives and 
thrashes them with rapid rounds of his tom
toms and cymbals. In the end, his steadfast 
swing assures that Places We’ve Never Been is 
much more than “chamber jazz”—a term as 
condescending in its own way as “lounge 
music. ” —freedman

DWIGHT ANDREWS________
MMOTIA—THE LITTLE PEOPLE—Otic 

1007: Um Girrasol; Nao el; Moers 1978; Dance das 
Kashala e Sarhanna; Mmotia—The Little People; Vamos 
Para casa.

Personnel: Andrews, soprano and alto saxes, bass 
and contrabass clarinets, alto flute, Indian wood 
flutes, percussion; Nana Vasconcelos, percussion, 
Flexi-tone, Corpo, voice, bottles, beads. Atumpan; 
Nat Adderley Jr., piano.

* ★ * ★ W
Reedist/composer Dwight Andrews, who is 

probably best known for his recording and 
concertizing with trumpeter Leo Smith, is an 
engaging musician, one quite capable of lay
ing the structural groundrules and ritualistic 
musical settings for the new generation.

His music is subtle, clear and yet amazingly 
unrestraining. He attempts, with the fine aid 
of pianist Nat Adderley Jr. and percussionist 
Nana Vasconcelos, to construct a visionary 
“tolerant” music that reaches out and cap
tures the life enhancing forces in us all.

This recording is consumed with an Afro- 
Cuban, Carribean flavor, coupled with An
drews’ fierce dedication to the mandates and 
prerequisites necessary to establish an au
thentic and important contribution within 
the World Music context. On the opening Um 
Girrasol, for example, Andrews states the 
passionate theme on soprano while Vascon
celos provides the rhythmic carpet for this 
intensely engrossing, melodically infested 
piece to take flight. After the brief theme is 
stated with ample percussive shading, pianist 
Adderley invents a sensitive, impressionistic 
interlude that becomes the heart of this 
moving music; he exhibits a fine ear for laid- 
back drama and primordial feeling. When 
the pianist finishes his solo, Andrews returns 
on soprano to float off into life’s wonderland, 
Vasconcelos following him all the way. The 
theme appears again, and one feels blessed.

Nao e? is a soft, pensive piece for Andrews’ 
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solo alto flute. Dedicated to the recently born 
child of reedist/composer Oliver Lake, Jahi 
Sundance Lake, this crystal clear tonal excur
sion makes creative use of Coltrane’s A Love 
Supreme at its mid-way point. This is a 
reflective piece that provokes righteous medi
tation.

Moers 1978, dedicated to Tyondai Braxton 
(daughter of Nikki and Anthony), contains 
much of those things we’ve come to appreci
ate in the music of her father. Andrews' 
rhythmic feel here is very much like Brax
ton's, and settles well within that frame of 
reference. Andrews displays on alto saxo
phone a no-nonsense approach to the music 
at hand—every note has a definite meaning. 
I he theme is stated in unison with Adderley's 
single note line and has elements of a 
wayward swing. There’s a beautiful diminish
ing of tension and tempo halfway into the 
composition that sets up the structural direc
tives of what is to come in the concluding, 
three-way interplay. An immensely reward
ing music, extremely conscious of conven
tional movement, is represented here.

Dance das Kashala e Sarhanna opens side two 
with Andrews conquering the ambiguities of 
the bass clarinet. This tune is quite elastic. A 
pleasant thematic intro (bass clarinet and 
keyboards) leads into a brief percussion 
interlude; this develops into a second section 
of thematic variations with Andrews giving a 
complete bass clarinet statement and Ad
derley making a short Latin-tinged piano 
foray that leads to a recap of the last, 
elongated portion of the romantic, clearly 
discernable main motif. Then, unpredictably, 
Andrews switches to wood flutes for some 
exchanges with Vasconcelos and the melo
dramatic close.

The remaining two tunes are for percus
sion and contrabass clarinet, respectively. 
Mmotia, the title track, has Vasconcelos and 
Andrews teaming to produce an extremely 
rich, almost metallic, percussive soundscape. 
The activity is highly compressed, yet sus
pended; an ethereal mysticism is clearly 
conveyed—perhaps the strange paradox of 
precision.

Finally, on Vamos Para casa, the reedist 
elicits an amazingly sensuous, round tone 
from that cumbersome bear, the contrabass 
clarinet. His flexibility and agility on this 
maverick horn shows prolonged study and a 
careful look at the instrument's problems. In 
fact, this entire recording is indicative of 
long, hard woodshedding and planning— 
which has resulted in, I dare say, a classic 
recording for these times. —nggi™

RON CARTER_____________
PARADE—.Milestone M-9088: Parade; A Theme In 

314; Sometimes 1 Feel Like A Motherless Child; Tinder
box; Gypsy; G.J.T.

Personnel: Carter, bass, piccolo bass; Joe Hender
son, tenor sax: Chick Corea, piano: Tony Williams, 
drums; Jon Faddis, trumpet, flugelliorn; Joe 
Shepley, trumpet, flugelliorn; John Frosk, trumpet, 
flugelliorn; Urbie Green, trombone: Tom Malone, 
bass trombone; Jerry Dodgion, flute, clarinet, alto 
sax; Frank Wess, flute, clarinet, tenor sax.

★ ★ ★ ★ Vz
Parade is the album Ron Carter has been 

making, or meaning to make, for years. Not 
content with reigning as the preeminent jazz 
bassist of his day, Carter has tested his writing 
and arranging on his solo albums. The 
results, as in 1978’s A Song For You, which 
included a cello quartet, have been admirable 
for the chances taken, but unexceptional.

Parade emerges from that crucible of effort 
almost unmarred.

And chances for error abound. On all but 
one selection, Carter works with a ten man 
group, almost a big band. T he seven member 
horn section includes the steady likes of Jon 
Faddis, Urbie Green and Frank Wess; but 
joining Carter in the rhythm section are 
Chick Corea and Tony Williams, whose 
outputs have been uneven, if protean. But 
with conductor Wade Marcus handling the 
horns and Carter leading the core quartet 
(rhythm and Joe Henderson on tenor), the 
ensemble sounds as smooth as the equally 
large contingent of Dexter Gordons Sophisti
cated Giant.

Carter rewards his companions with some 
fine compositions. Previously, his best work 
has been his sparest, performed in duet with 
Jim Hall and trio led by Red Garland. On 
Parade, he scores exits and entrances like a 
traffic cop. There is lots of activity, but not 
undue busy-ness. The offerings range from 
the suave, stylish A Theme In 3/4 to the bop 
Tinderbox to the elemental. New Orleans 
echoes of G.J.T.

Each piece cleaves into smaller, exciting 
elements. On Parade, Carter solos against the 
horns, twice chorusing past their punctua
tion. Tinderbox features two duels: Williams 
matching hi-hat charges against Corea's 
scalar twists, and Carter pinioning Hender
son’s scrambling, scrappling solo.

Carter’s soloing has always been worthy of 
acclaim. Parade is no exception. He matches 
awesome mechanical skills with emotion— 
often sad or resolute from a man said to be 
wry and satiric in person. I Ie closes Motherless 
Child, for instance, with a f urious “drumroll” 
and a single, eerie, hollow bell of a sound.

Most of all. Carter controls—his mates as 
much as himself. He opens Gypsy in a double
time fury, alone. Gradually, Henderson and 
Williams join the building tempo. Corea's 
chords slash the rhythm. Eight minutes later, 
at song's end, one realizes Carter hasn't eased 
his pace yet, but has drawn everyone else into 
it.

The same could be said of his Parade, in 
which the drum major’s baton is his bass.

—freedman

DON SEBESKY____________
THREE WORKS FOR JAZZ SOLOISTS & 

SYMPHONY ORCHESTRA—Gryphon G-2-79I: 
Bird And Bela In Bb; The Rite Of Spring; Sebastians 
Theme.

Personnel: Alex Foster, saxophone: Jon Faddis, 
trumpet, flugclhorn: Gordon Beck, piaiio; Richard 
Davis, bass; Jimmy Madison, drums; Joe Beck, 
guitar; Bob Srookmeyer. trombone; Don Sebeskv. 
piano; Royal Philharmonic Orchestra. Harry 
Rabinowitz, conductor.

★ ★ ★ ★

Although classical purists may turn up 
their noses at Sebesky’s use of material by 
Bartok, Stravinsky and Bach, music lovers 
will rejoice in (his album. There is much to 
marvel at in Sebesky’s judicious mixture of 
jazz and classical, written and improvisational 
styles: and some of the improvising, espe
cially in Bird And Bela In Bb, is truly inspired.

Sebesky certainly owes a debt to the “third 
stream” idiom invented by Gunther Schuller 
and John Lewis in the '50s. But. at his best (in 
Bird And Bela), Sebeskv surpasses those 
earlier efforts at classical-jazz fusion. For, 
instead of watering down both types of music 
to make them fit together. Sebesky has 
provided a framework in which talented



musicians can tap the resonances of classical 1 
music while playing lusty, uninhibited jazz.

Bird And Bela refers extensively to Bartoks 
Concerto For Orchestra. I he first few bars are " 
nearly identical to the opening of the con
certo, while the last movement of Sebesky’s 
work for jazz quintet and orchestra borrows 
string figures and rhythms from the finale of ■ 
the Bartok piece. In addition, there are 
passages that recall Bartok’s Music For Percus
sion, Strings And Celeste, Stravinsky’s Petrouch- 
ka, and oilier major 20th century works'.

The title’s reference to Charlie Parker is 
also meaningful in the context of the piece. 
While the hard-edged, dissonant texture of 
the outer movements shares the uncom
promising quality of post-Miles modern jazz, 
the intricate lines played al dizzying speed by 
Alex Foster and Jon Faddis in the first 
movement are memorials to the bebop style 
that Bird elevated to high art.

Foster, a young, Julliard-trained musician 
who has played with Jack Dejohnette, among 
others, really steps out on this album. He 
shows a wide range of expression, loose and 
sassy in the opening movement, classy and 
elegant in the second. He also proves himself 
the equal of Jon Faddis, a real virtuoso who 
learned his chops from Dizzy Gillespie. Their 
teamwork is especially remarkable in the fast 
unison passage just prior to the fugue in the 
finale. Gordon Beck, Richard Davis and 
Jimmy Madison also contribute vital ingre
dients to this fine quintet.

But ihe glue that really holds it all together 
is Sebesky’s masterly arrangement. Foster’s 
plaintive, yearning variation on a Bartok 
theme in the opening section, for example, 
springs from the shadow of brooding violins 
ami cellos like a hothouse flower of the 
streets. And, in the last movement, Sebesky 
adroitly slips back and forth between his two 
musical worlds: following an avant garde
style duet for drums and xylophone, a big 
band brass section powered by Bartokian 
rhythms segues into Faddis’ and Foster's 
bebop solos and a reminiscence of Bartoks 
main theme in the strings. I cannot think of 
any piece of comparable complexity—either 
jazz or classical—in which the written and 
improvised parts mesh so well.

Rite Of Spring, a shorter work, is somewhat 
less successful than Bird And Bela. The 
problem is that, by sticking closer to his 
model, Sebesky ends up wandering further 
away from it and from his goal. The most 
ludicrous example of this occurs during some 
variations on the theme from Stravinsky’s 
slow movement. During a lovely, fluid solo, 
Gordon Beck takes the theme in a direction 
that begins lo sound uncomfortably like White 
Christinas. In his ensuing solo, Faddis 
enlarges upon Beck’s idea, carrying it still 
further into the pop realm. Then, when the 
orchestra barges back in with the bridge to 
the finale of Rite Of Spring, the juxtaposition 
is downright laughable.

Despite its faults, Rite Of Spring is at least an 
honest attempt at classical-jazz fusion. Sebas
tian’s Theme, on the other hand, is sentimental 
garbage. The schmaltzy piano intro followed 
by strings is pure Muzak, and Joe Beck’s 
guitar solo is both unimaginative and poorly 
performed. Il is rather sobering to realize 
that someone as talented as Sebesky can sink 
to the level of Sebastian’s Theme. But it is 
encouraging to think that he might write 
something else to equal or surpass Bird And 
Bela In Bb. —terry

LESTER BOWIE/
PHILLIP WILSON__________

DUET—1AI 37.38.54: Duet: IBM: Finale. 
Personnel: Bowie, trumpet: Wilson, percussion.

★ ★ ★ ★

PHILLIP WILSON/OLU DARA
IESOTERIC—Hat Hut Q: Lester B (I. II. Ill): 

Double ('.lick: ¡'he Chad; Caul Call! (The Eso. The March 
And Ragtime, Elephant Bosso); Ohi (I. ll): Lost And 
Brash.

Personnel: Wilson, percussion; Olu Dara, 
trumpet, serpent horn.

★ *
The common factors here are trumpet/ 

drum duos and drummer Phillip Wilson, but 

In as little as one evening ♦♦♦ 
PLAY FASTER, CLEANER 
AND EASIER WITH THE 

MIN'D PICK.

John Dougherty — Recognized as 
The World's Fastest Guitarist

Use the incredible stone pick. You’ll notice the 
difference immediately. It’s larger and heavier than 

the common pick. And for a good reason — This 
larger pick gives you greater control. It feels 

different but in one evening’s play you’ll be 
amazed at how it can actually improve your 

sound and technique. You’ll play better 
... fuller, richer chords... brighter cleaner 
lines ... more power... greater versatility 

... increased speed.

The MIN'D PICK won't wear out — ever.

Available now at leading music stores. 
Just ask for the MIN’D PICK.

Created and distributed by Dougherty-Miller, Inc., 
1219 Glenside Ave., Wilmington, Delaware 19803

THE RHYTHM SECTION LAB
GUITAR • BASS • KEYBOARDS • DRUMS

ITS ALL HERE: We arc New York’s only school that offers you the oppor
tunitv to study with some of the city’s finest performers and session men.

'Hie lab provides much more than just a scries of individual lessons. Wc 
give you in-depth training in small group workshops, or privately if you 
prefer. Students can attend free master classes, join performing ensembles, 
audit other classes and have access to practice and rehearsal studios. Vic 
offer instruction on all levels and in all styles. Funk, Rock, Jazz and Lilin. 
WE GIVE YOU MORE: PERFORMING ENSEMBLES arc an integral part 
of the lab's curriculum giving you. the player, an opportunity to perform 
with others. You arc coached and learn to play in realistic performance 
situations, covering chart reading, jingles, recording sessions, and more.

Our goal is to give you as much instruction and playing experience as 
possible.
Call or Write for information on our upcoming semester:

The Rhythm Section Lab 
div. Drummers Collective Inc.
130 West 12 Street
Suite 948
NY. NY’ 10036
(212)840-0433

the differences between Lester Bowie and 
Olu Dara go beyond stylistic ones to include 
production practices and the tastes for avant- 
garde in America and Europe. France and 
Italy have been especially enamored of prac
titioners of Great Black. Music in the raw 
since the revolutionary '60s, enough so that 
tiny labels were quite happy to indulge black 
American artists with free rein on casual 
improvisational sessions. A prominent exam
ple was BYG, a French label that released the 
better part of a hundred sides all recorded, it 
seems, in the latter half of 1969, on its Actuel 
line of new music, by artists passing through 
such as Archie Shepp, Grachan Moncur Ill, 
the AEG—Don Cherry and Ed Blackwell laid 
down some extraordinary trumpet/drum
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JÄGERS
Rogers Drums. 1300 East Valencia Avenue

XP-8 Powershells. Eight plys of hard rock maple. Cross laminated construction.
Staggered seams. Matched uniform inside and outside finish layers. 
Precise bearing edge.

. Fullerton. California 92631.



I
ntroducing new Rogers “Total-Power” drums... spotlighting our new XP-8 
Powersheills. These new shells are created from eight individual layers of prime 
maple, fabricated to rigid tolerances and individually hand inspected.
They give you a more powerful, natural wood sound with increased projection! 

Rogers delivers “Total-Power” in other ways, too. Patented MemriLoc® hardware 
provides a solid foundation for your drums that “digs in” and will never slip...or need 
readjustment while you play. New Rogers Powerheads deliver a crisp, clear sound 
that cuts through both in the studio and the concert hall.

Only Rogers gives you this kind of “Total-Power” performance. So now the great 
sound of Rogers sounds even better!



A SESSION!
Get Dozens

Of Sessions With 
The Pros

I fere’s your opportunity to meet with the 
top pros every month. A full year of 
down beat gives you dozens and do
zens of sessions with the top profession
als for only 27c a session.

Only down beat keeps you current and 
well-informed about every aspect of con
temporary music.

Every monthly issue is fact-filled with 
Pro Sessions with the world’s top profes
sionals . . . interviews with the world's 
outstanding musicians who share their 
knowledge and experience with 
you . . . the most useful information 
about contemporary music available 
anywhere.
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sides (Mu, 1 & II), much more African in 
spirit, during BYG’s incredibly busy month of 
August, 1969.

My own view is that these fortuitous 
journeyings provided the European intel
ligentsia—hooked on African art and culture 
since it was brought back “alive” at the turn of 
the century—a direct chance to explore and 
patronize Afro-American art at a time when 
it was far from understood or appreciated, 
indeed in exile, from home. If the dates often 
seem aimless and floaty, chalk it up to 
inexperienced production, short studio time 
and budgets, and the sociopolitical Zeitgeist 
that found the artists carefully examining 
their roots and even visiting Mother Africa. 
T hough the European avant garde recording 
scene has evolved, presenting much more 
sophisticated and variegated efforts over the 
decade (viz., Italian labels Horo and Black 
Saint) Esoteric, a Hat Hut release, appears to 
be a deliberate throwback.

Phillip Wilson and Olu Dara got together 
in a Paris studio with Swiss producers and 
enthusiasts Pia and Werner X. Uehlinger, 
and they turned on the tapes. What got 
pressed was intimate, conversational, but 
rarely inspired noodling. Lester B.—dedi
cated to the other trumpeter, I guess, whose 
session with Wilson was recorded two months 
after these tracks and four before the rest of 
the album—consists of / (eight minutes 
mostly of solto voce meows, yodels and gurgles 
over soft-mallet tom-tom patterns) and ////// 
(five and a half of very relaxed and loose 
drum solo, heavy on reverberating bass drum 
and untightened toms). Wilson works gin
gerly with a small kit and Olu Dara sounds 
flaccid, vocal, and bent-toned as if he’s 
blowing an old dented horn with a half-inch 
bore. There are some bright moments on 
side two with muted Eldridgey horn over 
cymbals (Ragtime), the droll serpent (Bossa), 
and a weird, compressed Taps (Olu ll). But 
there’s no overview, only loose-limbed, 
scratchy sketches, off the cuff and off the 
wall, quiet in-jokes that don’t go anywhere 
and aren’t meant to. For Europeans, this is 
American art music, ’60s vintage: raw, 
refreshing and decidely esoteric. Hat Huts 
are available from Box 127, West Park, NY 
12493.

Paul Bley devotes himself to experimenta
tion with unusual combos on his I Al label, 
but nothing goes down off-handed or self- 
indulgent. Consequently the air is charged 
with electricity and purpose when Wilson 
and Bowie go at it. (There is no whimsy and 
mystery in the muted cover photos, either.) 
Bowie, one of the most dramatic and dy
namic soloists on his instrument since Henry 
"Red” Allen, makes a strong pair with his old 
high school pal and AACM associate. Both 
know how to structure the half hour’s im
provisation exquisitely and. though there is 
line give and take, the trumpet—as when 
leading troops into battle—takes charge. 
Bowie signals most of the turns of direction, 
Wilson nudging and galloping and pawing 
like a champion stallion. Bowie not only runs 
the gamut of sounds to be had from the 
trumpet, from exquisitely clarion calls to 
Dizzyish kazoo notes so squeezed it sounds 
like he’s coining and going on the Doppler 
effect, but he also creates little wells of lyrical 
referents—a bright staccato high-life, Three 
Blind Mice variants, a four-bar descending 
blues figure built from Wilson's snare brush
ing pianissimo into a call-and-response argu
ment, two of Bowie’s “voices” screaming 

epithets over Wilson’s cymbal and tom 
bashes—that glue all the pieces together. 
Wilson’s role here is more ol collaborator 
than independent contractor; together with 
Bowie they construct a set that has sweep, 
majesty, and excitement aplenty. —bouchard

WORLD SAXOPHONE 
QUARTET

STEERIN' WITH THE WORLD SAXOPHONE 
QU AR I E I —Black Saint 0027: Stepbin’; Ra-Ta-Ta; 
Dream Scheme; P.O. In Cairo; Hearts; R&B.

Personnel: Julius Hemphill, allo, soprano saxes; 
Oliver Lake, allo, soprano saxes, llutc; David 
Murray, tenor sax, bass clarinet; Hamiet Bluiett, 
baritone sax, flute.

* ★ ★ V2

OLIVER LAKE-
JULIUS HEMPHILL_________

BUSIER BEE—Sackville 3018: Buster Bee; Valor; 
Fertility; ‘S’; A Stand; Flesh Turns Chi.

Personnel: Lake, alto, soprano saxes, flute; 
Hemphill, alto, soprano saxes.

* * ★ ★ V2
Steppin' is the long-awaited first LP by the 

sort of group that succeeds so well in theory 
but only sometimes in practice: four of the 
very best modernists, with shared principles 
of harmony and free melodic motion. The 
players’ differences are distinctive, too, for 
previous LPs by each show dissimilar atti
tudes to line, space and expression. The 
group’s extroversion is clear from the very 
beginning—indeed, despite the attention to 
the compositions, the playing often threatens 
chaos, and Lake’s Ra is a model juxtaposition 
of high spirits: the stately baritone sax theme 
with sax choir chords followed by a squabble 
of collective improvisation. And Murray’s P.O. 
is a warehouse of funky themes, with hot 
playing by the high saxes in the collective 
improvisations—you’ll note that ensemble 
blowing is the WSQ’s primary mode of 
improvised discourse in this set.

They play elaborate scores, and the four 
Hemphill pieces each achieve distinction— 
Steppin' through no more than a bass clarinet 
vamp. Hearts is a near-ballad, no improvising, 
an archetypical Hemphill melody. The blues 
R&B begins with the kind of hip line that 
would put any post-Parker sax section on 
their toes—then progresses to subtle, tricky 
phrasing. A fine exchange of fours precedes 
and lends urgency to the collective im
provisation. Dream is certainly the best of 
these realizations. Improvised snips of sound 
and melodic snatches evoke the imperfect 
glimpses and changing images of the dream
ing state, with clever themes to clarify the 
dream’s movement. The characteristic 
Hemphill care for detail in melody and 
orchestration, and of course the responses of 
four outstanding saxophonists (the flutes and 
bass clarinets are largely peripheral), make 
the album valuable.

Ideally, the WSQ can be the concert vehicle 
for the marvelous kinds of works that ap
peared on Hemphill’s 1977 multiple-tracked 
solo albums. Blue Boyé (Mbari MPC 1000X) 
was self-produced and poorly distributed, 
but its excellence and comprehensive self
portrait make it a crucial event in today’s jazz. 
In concerts and on record, both in chamber 
jazz and straight ahead blowing, I lemphill’s 
success has been consistent over the years, 
whereas Lake’s musical journey has been 
fraught with perils. 1 bus it’s a special plea
sure to report that their duel record is so



outstanding, a collaboration of thought and 
sensibility whose success almost rivals Blue 
Boyé.

Lake’s style draws upon the entire jazz 
tradition but is based on wholly free instincts 
for linear movement and spontaneous 
drama. From the beginning, the expressive 
power of his saxophones—multiphonics, 
overtones, unusual and exactly articulated 
dynamics—has lent authority to his work in 
many varied contexts. At heart, his angular 
style is a distance removed from the pure 
melodism of Hemphill, whose lines give voice 
to Parker’s blues and whose lyricism is in
clined to high detail, however straight
forward his surface. But as with Ellington’s 
Mr. Gentle And Mr. Cool, the collaboration is a 
surprising unity of improvised design, a 
stimulating document of unusual warmth 
and sensitivity.

As with recent Roscoe Mitchell and Cecil 
Taylor albums, these duets are not for casual 
listening: they demand the listener’s whole 
attention. By far the most of the album is two 
alto saxes improvising; despite sometime 
adventures incorporating “outside” sounds, 
there’s no harshness of sound or emotion. 
Bright, vivid lyrical melody leads to a sense of 
sunny day music, unforced, moving freely in 
time and space. I love the bop lilt of the Buster 
theme, after which the two saxes alternate 
lead and commentary, spontaneously ex
change roles, interrupt each other with 
flights of fancy. There is more hot sax 
blowing in the blues A Stand; in the twining of 
lines, the shared inspiration inspires the 
listener in turn. Without crudity, Lake be
comes two cartoon characters in a passage in 
‘S’; Flesh is an exchange of several superb 
solos; Valor features Lake’s mobility over the 
deliberately more static Hemphill lines. And 
there’s the beauty of the two-sax sound in 
Fertility, both in theme and evolving im
provisation—all of these performances are 
bathed in a benign glow.

The differences between the players are 
not modified, but the act of creating together 
brings forth grace, respect, easy humor. 
Again and again each man's sensitivity to the 
other is tangible: here are two outstanding 
jazzmen renewing the discoveries of their 
many years’ association. Melody flows in a 
continuous stream from beginning to end of 
this album; more, the joy of Lake’s and 
Hemphill’s duo art communicates directly to 
the listener. Buster Bee is one of the highlights 
of a rich year for jazz recordings. —litweiler

JOHNNY GRIFFIN__________
THE JAMFS ARE COMING!—Timeless Muse 

T1 311: The Jamfs Are Coming; Wee Dot; Wee; All The 
Things You Are.

Personnel: Griffin, tenor sax; Art Taylor, drums; 
Rein De Graaf, piano; Henk Haverhoek, bass; Koos 
Serierse, bass.

★ ★ ★ ★

BUSH DANCE—Galaxy GXY 5126: A Night In 
Tunisia: Bush Dance; TheJamfs Are Coming; Since I Fell 
For You; Knucklebean.

Personnel: Griffin, tenor sax, voice: Cedar 
Walton, piano; George Freeman, guitar; Sam Jones, 
bass; Albert Heath, drums; Kenneth Nash, percus
sion, congas.

★ ★ ★

“Little” Johnny Griffin is one of the 
Chicago stable of big sounding tenorists— 
including Gene Ammons and Von Free
man—trained by the legendary reed mentor 
Walter Dyett; by the time Grif was picked up 
by Lionel Hampton in 1945, he and his high 
school classmates had considerable experi

ence with the arrangements played by Basie, 
Duke, Hamp and the rest. It was music 
professor Dyett who assigned the diminutive 
Griffin to alto sax—because the tenor was 
“too big” for him—and to this day the swift 
and high quality of the smaller horn shows 
through Grifs tenor.

After 15 years in exile, Griffin’s return to 
the U.S. is accompanied by discs in the can 
like The Jamfs Are Coming and newer studio 
dates like Bush Dance. Do these albums reflect 
what’s to come? The contrast is considerable.

Jamfs was recorded in two sets (1975 and 
1977) at a club near Griffin’s Netherlands 
home; the atmosphere is clearly an Art 
Taylor-Griffin jam. Bush Dance is a studio 
recording with more premeditation. On the 
live album the quartet plays host for more
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than 17 minutes of Griffin and Taylor 
horsing around on a satirical mid-tempo 
blues; on the flip side Grif and Taylor push 
each other on All The Things into excellent 
high energy solos. Particularly when Grif 
breaks away into one of those expansive solos, 
he is devastating; he fires through his mus
ings on Jerome Kern’s chords, letting the 
melody lurk just beyond for over 20 minutes. 
On the Galaxy release Griffin heads -a 
sextet—and in addition to sounding some
what hastily put together, the recording 
includes studio concessions. The Jamfs here is 
seven minutes and stands in sharp contrast to 
the longer, relaxed segments that show the 
range of Griffin's strengths and sensibilities. 
Here, when Griffin loses his roomy spaces, 
he’s greatly restrained. The lead Tunisia is
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interesting, its intro framed by a pleasant 
enough African motif and the head itself 
extended in a swaggering blues approach. 
Bush Dance follows the same North African 
leel, but shares the common malady: (he cuts 
are reserved, withheld—slick without being 
tight.

Spacious solo segments are Grifs life 
energy, so it would have been appropriate 
had Bush Dance been a quartet. Excellent 
musicians in their own rights, George Free
man on guitar and Ken Nash on percussion 
are not well integrated into the arrange
ments. Footie Heaths drum work is an 
expensive and tragic duplication of effort, 
considering Nash’s congas, and Cedar 
Walton, the veteran of many a knock-down
drag-out session, is neglected here: (hough 
he catches fire occasionally, the space allowed 
him is much loo small.

Of Grifs '70s recordings, Live In Tokyo 
(Inner City) is the major spoiler for both 
Jamfs and Bush Dance; Live shows Griffin at 
what he does best. The energetic doubletim
ing and extensive explorations of Jamfs pro
vides a view of Griffin at home, live with a 
casual freedom. Bush Dance may help 
Griffin’s commercial career, but it could be 
considered good Grif only if we’d not known 
him playing the wide open spaces, his 
balladic sense and mercurial swiftness as his 
guides. If this pair of albums pits the past 
against the future, we must advise Grifs 
producers to give him some space; though 20 
minute tunes may not be the most commer
cially salable items, still the musician is best 
left to his strengths. —staples

marian McPartland
PORTRAIT OF MARIAN McPARTLAND— 

Concord CJ-101: Tell Me A Bedtime Story; It Never 
Entered My Mind; No Trumps; Wind Flower; 1 Won't 
Dance; Spring Can Really Hang You Up The Most; 
Matrix; Time And Time Again.

Personnel: McPartland, piano; Jerry Dodgion, 
alto saxophone; Jake Hanna, drums; Brian Torff, 
bass.

★ ★ ★ ★

Marian McPartland has put together a 
personally revealing and thoroughly enjoya
ble set of tunes for this self-portrait. I ler taste 
for old standards of the Rogers and Hart 
variety is updated by contemporary tunes by 
composers such as Chick Corea and Herbie 
Hancock, and her group swings through 
them all. These musicians understand un
diluted jazz (especially bop) and they play 
with facility and wit.

It has been said that Marian McPartland is 
an anonymous player; that her playing is not 
personally distinctive. On this recording, 
though, she is inventive, chiseling lines and 
balancing voicings perfectly. McPartland’s 
playing is more than a pastiche of styles; she 
lias learned her lessons, but she’s no textbook 
pianist.

She was classically trained at Londons 
Guildhall School of Music. Besides paying 
lier dues in New York clubs, McPartland has 
taught and composed music and started her 
own record company (Halcyon). Her series 
with guest pianists on National Public Radio 
is the latest demonstration of her talents.

I his recording reveals her assimilation of 
past styles and her moderate approach to 
picking up new ones. Old standards Never 
Entered, Won’t Dance and Spring Can Really 
Hang You Up receive traditional, bop-inHu- 
enced treatments. McPartland’s playing is 
relaxed, proving she has thoroughly ab- 
44 □ down beat 

sorbed various interpretations of these tunes 
over the years.

lull chords and a harmonically complex 
texture characterize Won’t Dance; the solo 
work here is among the album's most am
bitious attempts to expand traditional har
monic boundaries. McPartland is al ease with 
the newer tunes, too, and her ideas sound 
fresh, if not always strikingly original. 
Dodgion, Hanna ami Brian Tori i each does 
his part to swing, despite a reserved quality 
from the drummer and bassist.

In the intro to Herbie Hancock’s Bedtime 
Story, I hmna and Torff set a mysterious stage 
for tlie first solo in which Dodgion snakes his 
way around, weaving a nostalgic theme.

1 he reedman slips into something more 
comfortable for .Vo Trumps (his own tune) and 
fbrff gives agile support to Dodgion's vam- 
pish lines. McPartland’s uncluttered one- 
voice lines are interspersed with boppish 
chordal jabs, leaving comfortable breathing 
room.

T he temperature cools in Matrix (by Chick 
Corea) as I lamia drives the tempo without 
gelling all steamed up. Dodgions chordal 
approach lo improvisation on lines more 
abstract than those elsewhere on the record 
holds up well structurally and melodically.

Titling a recording Portrait is, in some ways, 
inviting criticism. It sets up wonderful oppor
tunities for those who like to typecast per
formers. By using a crossection of tunes, 
McPartland may have lessened this tempta
tion for would-be-classifiers. Her own com
position, /ime And Time Again mixes idioms to 
display her varied personality: reflective, 
swinging and self-assured. —guregian

ELMO HOPE
LAST SESSIONS—Inner City IC 1018: Roll On; 

Bird’s View; Pam; If I Could I Would; Grammy; 
Toothsome Threesome; V7 Ann; Punch That.

Personnel: Hope, Piano; John Orr, bass; Clifford 
Jarvis or Philly Joe Jones (cut 3), drums.

★ ★ ★ ★
HOPF. FROM RIKERS ISLAND—Chiaroscuro 

CR 2009: One For Joe; Ecstasy; Three Silver Quarters; A 
Night In Tunisia; Trippin'; It Shouldn't Happen To A 
Dream; Kevin; Monique; Groovin' High.

Personnel: Hope, piano; Freddie Douglas, alto 
sax; John Gilmore, tenor sax; Lawrence Jackson, 
trumpet; Ronnie Boykins, bass; Philly Joe Jones, 
drums; Earl Coleman (cut 6), Marcelle Daniels (9), 
vocals.

★ * ★ ★

Periodically we need to remind ourselves 
that history is not the impartial chronicler we 
often assume it to be. It is the story of man, 
told by man. Il is subject to its authors’ pride, 
prejudice and ignorance.

History therefore must constantly be 
revised and rewritten as new information and 
perspectives come to light. Pianist Elmo 
Hope (1923-67), through his recordings and 
reputation, illustrates the need for taking a 
second look at basic assumptions about the 
recent past in jazz.

Though an intimate of Bud Powell and 
Thelonious Monk, Hope was left behind as 
the parade passed by. The explanation lot- 
Hope’s fate involves several factors: a drug 
problem which led to revocation of his NYC 
cabaret license and, therefore, to the sever
ance of important venues to showcase his 
talents; his paradoxically good/bad luck to 
record with such rising stars as Lou Donald
son, Sonny Rollins, Clifford Brown, Jackie 
McLean, John Coltrane and Hank Mobley 
who all grabbed the lion’s share of the public’s 
and critics’ attention at Hope’s expense, and

Hope’s unique pianistic approach.
I he last factor, though the least discussed, 

is, I believe, ihe key lo explaining Hope’s 
ostensible lack of success. As demonstrated in 
the albums covered here and in Elmo Hope: 
Last Sessions Vol. 2 (Inner City) and Elmo 
Hope: The All-Star Sessions (Milestone) Hope’s 
style is unique to the point of being an 
acquired taste.

Jazz, to a large extent, is a medium whose 
esthetic is bound up with aggressive assertive
ness, massive outpourings of raw energy and 
displays ol technical athleticism. These 
qualities were significant aspects of the bop/ 
post-bop/soul period when Hope was active.

Hope's style, however, ran counter lo such 
turbulent trends. While others pounded with 
jackhammer intensity, Hope essayed with a 
light, downy touch. While others slammed 
into the piano’s low and middle registers, 
Hope skipped gracefully up high. While 
others articulated with razoredged impa
tience, Hope declaimed in relaxed conversa
tional asides.

Hope’s fine-line melodic arcs were 
sketched over rich harmonic backgrounds 
with Monk-like dissonances and evocative 
substitutions. He was a master of the subtle 
gesture, an Alexander Calder of jazz whose 
delicately balanced sonic mobiles seemed to 
float in space.

Today, with the parameters of jazz consid
erably stretched since his final years, the 
climate is right for a careful reassessment of 
Hope’s sublime pianistics. That process, 
thanks to these reissues from 1963 (Rikers 
Island) and 1966 (Last Sessions) plus the ones 
mentioned above, can now begin.

I suspect that in future histories of the 
period’s music, Hope will be treated as a 
significant figure. In the meantime, his work 
deserves to be heard. Its impact, when 
received with ears sympathetically attuned to 
its special emotionalism and intellectuality, is 
immediate and satisfying. —berg

EDDIE HARRIS____________
PLAYIN' WITH MYSELF—RCA AFL1-3402: 

Playin With Myself; Freedom Jazz Dance; Vextious 
Progressions; There Is No Time; Trane's In; Plain Old 
Rhythm; What; Intransit; I Heard That.

Personnel: Harris, acoustic saxophone, electric 
saxophone (cut 2), reed trumpet (9), Yamaha 
electric grand piano (1), Steinway or Yamaha grand 
piano.

★ ★ ★ ★

Back when Airport was hot box-office 
property and American political conscious
ness was nearing its peak, saxist Eddie 
Harris, unlike his beleagured jazz peers, was 
riding another wave of popularity—for Swiss 
Movement (Atlantic), the Montreux set with 
Les McCann. However, his horn magic, 
which had first caught on witli Exodus (on Vee 
Jay) and continued throughout the ’60s with 
Freedom Jazz Dance, Listen Here and Live Right 
'Now eventually dissipated in the '70s when he 
paraded abysmally faddish r&b-pop (or some 
silly hybrid) recordings before us like 
debased contestants on The S1.98 Beauty 
Show. I his Me decade music was no longer 
innovative, no longer important, and his 
outstandingly bad singing and tepid playing 
pointed to an artist confused by the times, 
someone frantically using gimmicks to latch 
onto a hit formula.

Playin' With Myself, a most welcome jazz 
respite from the aforementioned dreck, 
proves that Harris is still an immensely gifted 
musician, no matter that his new disc is
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clearly more atavistic than forward-looking. 
Now he not only reaches into his old funk 
bag but draws heavily from John Coltranes 
musical alchemy as well: here he harks back 
to 1960-’65 era Trane for his respectful 
acknowledgement of the past master. Impor
tantly, these Harris originals are personal 
interpretations of Coltranes musical-spiritual 
messages, obeisances to a tradition, and they 
never drift into mimicry.

Playin’ With Myself is the forum for tenor 
saxophone and overdubbed keyboards and 
Vextious Progressions finds Harris literally 
prodding himself on as relentless piano 
exclamations coax the sax out on a melodic 
limb before somehow working back to terra 
firma. The momentum on Trane's In, by 
virtue ol the pianos steady pulse, builds as he 
takes off on upper-register legato Hights: the 
song structure threatens to topple but does 
not, as the ivories jostle the horn to a stand
off. I he ballad Intransit and the lengthy 
(10:20) What also showcase Harris’ winning 
combination of melodic liberties and rhyth
mic playfulness.

i he less cerebral numbers are equally 
gratifying. The title cut captures the exuber
ance of his early Atlantic successes and 
steams along like the fire beneath him has 
been lit anew. Similarly, Freedom Jazz Dance, 
complete with of electric sax, is imbued with 
the same impetuosity that made the original 
so much fun.

Eddie Harris’ improvising skills are again 
at the forefront, thanks in part to his liberal 
use of modes, and Playin' With Myself makes 
for an enjoyable homecoming. But what’s on 
the agenda, Eddie? More commercial dross, 
or something else as valuable as this exem
plary pure-jazz offering? —hadley

COLEMAN HAWKINS_______
MEETS THE BIG SAX SECTION—Savoy SJL 

1123: Ooga Dooga; I've Grown Accustomed To Your 
Face; Thanks For The Misery; An Evening At Papa Joe's; 
Nothing Like A Dame; Thanks For The Misery.

Personnel: Marshall Royal, Frank Wess, Frank 
Foster, Charlie Fowlkes, Coleman Hawkins, saxes; 
Nat Pierce, piano; Freddie Green, guitar; Eddie 
Jones, bass; Bobby Donaldson, drums.

★ ★ ★ ★

Here is one of the forgotten gems of jazz, 
no doubt because it was almost completely 
ignored even when it came out in 1958 on 
World Wide Records, a division of Savoy that 
produced early stereo discs. In it Coleman 
Hawkins is placed in the loving embrace of 
what was then the reed section of the Count 
Basie band. In a period when recorded jazz 
was mostly short order blowing sessions, this 
date stood out as a delightful middle ground 
between the lock step discipline of the full 
scale orchestra and the casual inconsequen- 
tiality that often was obvious on so many 
instant LPs on Prestige, Blue Note and Verve.

The saxes certainly don't get in Hawk’s way. 
Instead, they manage to provide a prodding, 
pulsating boot behind him on such an 
unusual piece as Nothing Like A Dame from 
South Pacific, which is played here in an 
astoundingly lilting concept. Hawk addresses 
himself rather tentatively to the number at 
first but soon finds a groove as the reeds sing 
behind him. He swallows another show tune, 
Grown Accustomed, with even greater ease. 
Hawk never became trapped in a melody 
because it was the harmony that he played to, 
not the tune. Misery is a slow blues which 
Hawk has to himself, after trading bars with 
the section. A second similar take not on the 
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original LP is also included, differing only in 
detail; Hawk is in fine form all the way. Ooga 
Dooga is a jaunty original blues with rocking 
playing by sidemen Royal, Foster and Wess. 
Nat Pierce and Fred Green keep a smooth 
Basie feel in the rhythm section throughout. 
It’s a solid, swinging LP. Not inspired, but still 
first class. —medonough

BLUE MONTREUX I and II
BLUE MONTREUX—Arista AB 4224: Blur 

Montreux; Rocks; I'm Sorry; Magic Carpet; Buds; 
Floating; The Virgin And The Gypsy.

Personnel; Michael Brecker, saxophone; Randy 
Brecker, trumpet; Warren Bernhardt, piano. 
Fender Rhodes, synthesizer; Mike Mainieri, vibes, 
percussion, synthivibe, Oberheim synthesizer; 
Steve Khan, guitar; Larry Coryell, guitar (cut 2); 
Tony Levin, bass, stick bass; Steve Jordan, drums.

* * * 1/2

BLUE MONTREUX II—Arista AB 4245: A 
Funky Waltz; Candles; Uptown Ed; Love Play; Cloud 
Motion.

Personnel: Michael Brecker, tenor and soprano 
saxophones; Randy Brecker, trumpet; Warren 
Bernhardt, piano, Mini-Moog, synthesizers; Mike 
Mainieri, vibes, percussion, synthivibe; Steve Khan, 
electric guitar; Larry Coryell, electric guitar (cut 1); 
Tony Levin, electric bass, stick bass; Eddie Gomez, 
acoustic bass (3); Steve Jordan, drums.

★ ★ ★ ★

Four Arista artists banded together for 
1978’s Montreux Jazz Festival—the Brecker 
Brothers and another familiar duo, Warren 
Bernhardt and Mike Mainieri. These all-star 
label outings have traditionally turned out 
either garish publicity stunts where every
body comes to blow his own horn, or homo
genized p.r. come-ons where the charts are so 
innocuous as to invite jazz disdain. With the 
profuse crossover credentials linked to the 
participants here, we might fear the latter.

Surprisingly, the Blue Montreux bunch is 
tight, together and sometimes tremendous. 
Certainly this is often music with a broad
based appeal, partially aimed at the big-name 
readers and jazz-rock initiates. But the 
Breckers put in a wide open appearance, the 
rhythm section is well oiled, and guest artists 
like Larry Coryell, Steve Khan and Eddie 
Gomez make valued contributions without 
distracting from the music.

1 he original Blue Montreux album, availa
ble for more than a year now, gets into a 
fusion thing right away. Blue Montreux and 
Rocks pack plenty of wallop, the former 
featuring nice horn treatment of the head 
and a fine trumpet solo, the latter boasting 
sax and Coryell guitar heroics that draw 
excited cheers from the crowd. Steve Khan’s 
Magic Carpet Hies even higher on side two, 
soaring on electric energy and an ominous 
rock pace. I hese cuts are partially balanced 
by I'm Sorry, a slow sold torcher for vibes and 
tenor, somewhat typical in content but pas
sionately done, and the drizzly finale. Buds 
and Floating have their moments but are 
generally less interesting. Although the 
album sounds a bit commercial at first 
listening, it reveals deeper merit with time.

The second Montreux collection is no 
mere assemblage of outtakes and is in some 
ways a stronger performance than the first. 
Mike Brecker’s speedy bop joy ride with 
Eddie Gomez on Uptown Ed will put to rest 
any doubts about Brecker’s ability to play 
straight jazz. Mike's soprano work on Candles 
is pretty fine, too; it’s a fine tune that 
displays the group’s cohesiveness. Coryell and 
Randy Brecker reunite for Alphonse Mou- 
zon’s sizzling Funky Waltz, which they played 
on their first disc as the Eleventh House, and 
the crowd responds wildly. The album strug

gles to maintain this momentum on side two, 
but finishes pretty strong with trumpet and 
bluesy heads on Cloud Motion.

Both albums are commercial enough to 
entertain the masses and educate them a bit, 
too. But Blue Montreux II goes that half-step 
further to create an artistic atmosphere 
where individual talents combine to take 

1 good music just a little bit higher, —henschen

GARY PEACOCK
DECEMBER POEMS—ECM-1 -1 1 19: Snow 

Dance; Winterlude; A Northern Tale; DecemberIGreen- 
wings; Flower Crystals; Celebrations.

Personnel: Peacock, bass; Jan Garbarek, saxo
phones (cuts 2, 4).

★ ★ * ★
The reemergence of the unique voicings 

and intricate logic of bassist Gary Peacock has 
been one of the undeniable pleasures of the 
last few years. Peacock has served as the 
foundation stone for such diverse musical 
sensibilities as Albert Ayler and Paul Bley, 
and here he displays a full measure not only 
of his instrumental virtuosity but his com
positional prowess as well.

December Poems was recorded at the same 
Oslo studio as Dave Holland’s ECM solo bass 
album Emerald Tears, thus obtaining the same 
rich, velvety, full bodied reproduction of 
tone. Moreover, both bassists share a 
penchant for rhapsodic continuity and 
elaborate thematic investigations, though 
where Holland is prone to pull out all the 
stops and exhibit his frighteningly formida
ble technique, Peacock tends to retreat into 
his compositional framework, exploring its 
curves and emotional feel. As a result, 
Peacock the composer makes effective use of 
such devices as refrains, ostinatos and occa
sional overdubbing in order to dramatically 
juxtapose thematic events, colors and tex
tures. And just when the tonal sameness of 
the bass (even in such colorful hands as 
Peacock’s) begins to wear on the listener, he 
adds the striking, steely glint of Jan Gar- 
barek’s horns to enlighten the proceedings.

Among the highlights of this album are the 
double-tracked basses intoning a Spanish 
chordal motif on Snow Dance (with bows to 
Charlie Haden’s utilization of this same sort 
of material?), and the sparse yet electric 
tension generated between soprano saxo
phone and bass on Winterlude. Here Gar- 
barek’s pinched, nasal inflections float icily, 
alluringly above the skeletal harmonic frame
work as set down by Peacock, and the saxo
phonist’s salty bending and wailing of pitches 
contrasts nicely with the bassist’s lucid insou
ciance. The latter’s subsequent solo is full of a 
stuttering, abbreviated articulation which 
suggests myriad counter-melodies without 
actually stating them.

Garbarek’s tenor is heard to somewhat 
lesser advantage on Greenwings, but is fol
lowed by a Peacock passage which begins with 
short, simple motifs then ornaments them 
progressively until they blossom into a gar
land of marvels. Flower Crystals backs the 
bass' baliadic airs with an unannounced 
piano whose tone is somewhat modified to 
produce a nearly harpsichordish sound, 
spare and ethereal. And finally, Celebrations, 
the longest cut, clocking in at over nine 
minutes, is Peacock, alone, but using a 
referential ostinato as a cornerstone on which 
he builds level upon level of variational 
arabesque. Celebrations is a jewel of a per
formance, and December Poems is a gem of an 
album. —lanve



CURTIS FULLER
EIRE AND FILIGREE—Beehive 7007: Minor’s 

Holiday; Ballade for Gabe Wells; Hello, Young Lovers; 
The Egyptian Two; Yesterdays; Blue Monk.

Personnel: Fuller, trombone; Sal Nistico, tenor 
sax; Walter Bishop Jr., piano: Sam Jones, bass; 
Freddie Waits, drums.

* * ★ V2
Beehive Records releases some of the best 

“leaderless” albums this side of Muse—and 
the 1950s. Even the liner notes to Fire And 
Filigree dub Curtis Fuller the “nominal 
leader" of a quintet including former part
ners Freddie Waits and Walter Bishop Jr.

At their best, the Beehive albums offer 
frequently inventive soloing and muscular, 
melodic unison passages. Fire And Filigree, 
however, falls a niche below the best.

There isn’t consistent sharpness from this 
group with the ingredients for perfection: a 
crack rhythm section, a tenor man sounding 
better titan ever and a subtle and swinging 
trombonist. Though the compositions touch 
modal, bop and ballad bases, no single tune 
seems to grip the band members at once. 
And neither Fuller nor Nistico, though they 
solo intricately, can match the spark of their 
rhythm section, which is unfortunate be
cause, considered apart, their solos are more 
than credible.

Fuller’s solos start with short spurts of 
melody and give way to runs characterized by 
articulation that never seems overly defined. 
Nistico. freer than in his former big band 
milieu, responds with slurred, reedy scalar 
breaks and even a few Eastern intonations on 
Egyptian Two.

With their soft colorations. Fuller and 
Nistico work best on Blue Monk. The classic 
gives Fuller’s bluesy leanings a vehicle while 
its angular changes challenge his smooth 
touch. Nistico’s repeating, rising figures re
call an equally exacting, but lustier, Paul 
Desmond.

More often, though, Waits, Bishop and 
bassist Sam Jones are the transcendent play
ers. Waits, pugnacious and precise, paces the 
entire album with his hi-hat and rapid-fires 
solos as intelligent as they are brief. Bishop 
builds from stark couplets through synco
pated chords, and always has a worthy answer 
lo the soloing horn.

Waits and Bishop surely endear themselves 
to front men for unerring support and rare 
trespassing. But without different charts or 
selections to forge a unit from the compo
nents of Fuller’s quintet, Fire And Filigree 
needed them—or someone—to forget equal 
rights and take command. —freedman

URSZULA DUDZIAK________
FUTURE TALK—Inner City 1066: Kasias 

Dance; Moontag; Future Talk: Shenkansen; Chorale For 
One: Klick: Roxanna; Quiet Afternoon; By Myself: The 
Cats; Double Bounce.

Personnel: Dudziak, vocals, percussion; Michal 
Urbaniak, electric violin. Lyricon (cuts 4, 6. 10): 
Zbigniew Nanivslowski. alto sax. cello; John Aber
crombie, acoustic guitar: Calvin Blown, electric 
guitar: Kenne Kirkland, keyboards: Marcus Miller, 
bass; Buddy Williams, drums.

★ * * Vi
A few years back Urszula Dudziak told 

Leonard Feather that boredom was anath
ema to music, “the worst thing that can 
happen.” Future Talk, her second feature 
recording and the first for award-winning 
Inner City, is never tedious, but neither is it 
especially exciting.

Of the album’s ten tracks (excluding Klick, 

the 48 second voice-cum-Lyricon throwaway), 
four are solo spots for Dudziak’s inimitable 
vocals, which still oscillate between Yma 
Sumac soprano cries and throaty Billy 
Eckstine bass lamentations. It’s all rather 
remarkable, this artistic scat for the '80s 
(’90s?), but the wild improvisations tend to 
irritate after several listenings, like repeated 
plays of, er, those humpback whale “songs". 
Chorale For One, amazingly free of any 
overdubbing as are all vocals, solo parts and 
duets on (he record, is the exception: starling 
with a lazy child’s taunt the piece moves on to 
an eerie vocal drone—mood music to accom
pany one's reading of Poe by flashlight in a 
darkened cemetery—before rude interrup
tions by Dudziak as galactic typewriter. Here 
technique accents emotional depth, some
thing the others lack.

The songs with the group are also a mixed 
blessing. Kasias Dance has a riveting motif, yet 
there is little development within the Ur- 
baniak composition and this electric simu
lation of Slavic foot stamping and fancy 
dancing goes nowhere. Moontag, a pretty 
number, has Dudziak using the sort of 
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honeyed vocal sweeping found on Flora 
Purim’s middle-of-the-road essays. There's 
more of a bite to Shenkansen as she duels 
drummer Williams and (hey both emerge 
triumphant.

z\n old Muhammad Ali line serves as a 
suitable description of Dudziak’s extraordi
nary voice when the material matches her 
talents and she does more than drift along 
with the band: “(she) floats like a butterfly 
and stings like a bee." .Accordingly, Ur- 
baniak’s Roxanna cuts most f usion el loris to 
ribbons: her grand syllabizing on this ani
mated 2/4 outing defines excitement as her 
violinist husband. Miller and Namyslovski 
add finely honed solos. The Cats isn't the tour 
de force Roxanna is. but this blending of folk, 
jazz, and rock produces a lively horizontal 
movement that is stunning in its own right.

Future Talk is a modest success, and its best 
moments are supreme, as fine as the best 
spots on the Urbaniak fusion releases and 
her work with Adam Makowicz. Better an 
imperfect set from a consummate artist than 
a perfect date from a fusion megabucks 
seeker. —had ley
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OSCAR PETERSON________
ORIGINAL SCORE FROM “THE SILENT 

PARTNER”—Pablo Today 2312-103: Theme For 
Celine; The Happy Hour; Party Time U.S.A.; First 
Reprise On Theme For Celine; Elliott (The Silent 
Partner); Theme For Susannah; Blues For Chris (The 
Fox); Second Reprise On Theme For Celine.

Personnel: Peierson, piano; Clark Terry, 
trumpet; Benny Carter, alto sax; Zoot Sims, tenor 
sax; Milt Jackson, vibes; John Heard, bass; Grady 
Tate, drums.

★ ★ ★ Vz
Most jazz collectors would probably pass 

this one by in the bins, for unless careful 
attention is directed to the small print on the 
back of the jacket, the record would look just 
like any other movie score album. For
tunately, though, for lovers of quality main
stream jazz, it is not that at all. What it is, 
quite simply, is one more of Pablos estimable 
meetings ol like-minded swingers, the main 
difference here being that the material is all 
Peterson’s, and from what I’ve been told, the 
same as that on the soundtrack of the film.

There is a total lack of pretension in the 
music, with the results being easily compara
ble to any of many other latter day Granz 
sessions. All ol the players are in typically 
good form, but it is Zoot who speaks the most 
to me, and especially so on Second Reprise, 
where his flawless tonal control elicits hidden 
depths from the already lovely Peterson 
theme. Two of the numbers, The Happy Hour 
and Elliott, are Latinized ballads, but these 
unnecessary concessions are largely offset by 
a preponderance of joyful sounds elsewhere. 
And among the most festive of these sounds 
is the old-timey, good timey Theme For Susan
nah, a swinger most notable for Terry’s apt 
impersonation of Cootie Williams. While 
Party Time U.S.A, is a multi-metrical heated 
blues, the deceptively titled Blues For Chris is a 
brightly tempoed theme fleetingly reminis
cent of the ancient pop, Mary Lou. —sohmer

DUKE ELLINGTON_________
I P IN DUKE'S WORKSHOP—Pablo 2310-815: 

Blem; Goof; Dick; Love Is Just Around The Corner; 
Bateau; Wanderlust; Neo-Creole; Black Butterfly; Men- 
aoza.

Personnel; Cootie Williams, Willie Cook, Money 
Johnson, Eddie Preston, Cat Anderson, Mercer 
Ellington, Fred Stone, Al Rubin, John Coles, 
trumpets; Benny Green, Benny Powell, Tyree 
Glenn, Buster Cooper, Lawrence Blown, Chuck 
Connors, Booty Wood, Julian Priester, Malcom 
laylor, Vince Prcdente, trombones; Russell Pro- 
™Pe> Johnny Hodges, Norris Turney. Harold 
Minerve, Paul Gonsalves, Harold Ashby. Harry 
Carney saxes; Ellington, piano; Paul Kondziela, 
Victor Gaskin. Joe Benjamin, bass: Rufus Iones 
drums; Wild Bill Davis, organ.

★ ★ ★
UNKNOWN SESSION—Columbia 353-12: Ev

erything But You; Black Beauty; Att too Soon; Something 
To Live For; Mood Indigo; Creole Blues; Don't You Know 
I Care; A Flown Is A Lovesome Thing; Mighty Like The 
Blues; Tonight t Shall Shep; Dual Highway; Blues.

Personnel: Ray Nance, trumpet: Lawrence 
Biown. trombone: Johnny Hodges. Harry Carney, 
reeds; Aaron Bell, bass; Ellington, piano; Sain 
Woodyard, drums.

★ * * *

Duke’s Workshop may not be the pick of the 
litter, but these odds and ends from the last 
five years of Duke Ellington’s career are 
welcome nonetheless. Even in decline, Elling
ton could still summon up from his depleted 
ranks one of the most identifiable ensemble 
sounds ever struck by an orchestra. Blem is a 
simple middle tempo chart built around 
trombones and reeds principally, that allows 
plenty of room for solos. Tinney evokes 
Johnny Hodges beautifully, and Gonsalves’ 
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slurping phrases are delicious. Goof which 
Stanley Dance passes over in his notes, 
sounds like less than the full band (ignore the 
personnel listings; they are largely confused) 
most of the time. In any case, Ellington 
himself is the soloist, playing in his best hunt 
and peck style. Corner, a non-Ellington tune 
and chart, lopes along rather stiffly until 
Cootie Williams blasts through with a solo of 
long, dense, impassioned notes. Bateau con
tains many suggestions of Mt. Harissa from 
the Far East Suite, mainly due to Jones’ 
crashing drum work.

Wanderlust, from Duke’s 1938 small group 
repertoire, is a standout with Cootie back 
again and Harold Ashby’s tapered tenor as 
foil. Black Butterfly works very well as a vehicle 
for Turney’s intimate alto and clarinet. Men
doza is another Latin-tinged piece which 
Rufus Jones once again dominates a bit too 
much. Wild Bill Davis’ organ is another 
unwelcome intruder. All in all, a nice album, 
but not a package for the uninitiated Elling
ton listener to cut his or her teeth on. Lots of 
potatoes, but not much meat.

Far superior is the Unknown Session from 
Columbia—a lovely lean reworking of some 
not overly familiar Ellington tunes from 
various periods. The one warhorse is Mood 
Indigo, which is adequately Huffed up by the 
peach fuzz softness of Lawrence Brown, who 
had just returned to the band. This perhaps 
explains his high profile on side one, where 
he is also on display in a superb excerpt from 
Creole Rhapsody which carries a feeling similar 
to two other Ellington classics—Come Sunday 
and Lotus Blossom.

I he more likely reason for Brown's vis
ibility is the fact that this is not a full band 
session but an executive committee meeting 
ol the elite, all of whom are happily in the 
spotlight. Hodges and Carney make up an 
amazingly lull bodied reed section on Every
thing and give Nance and Brown warm 
support on a gorgeous Black Beauty. Carneys 
solo spots (particularly on Flower) are best 
when they let loose with the big thick shag 
sound and don’t try to whisper. Hodges drif ts 
through a couple of beautiful ballads like a 
bubble of bewitching gas before climaxing 
the session with an extraordinary Dual High
way, perhaps his best blues playing in collab
oration with Duke since Wean' Blues on the 
Verve Black To Back LP. This is, in short, first 
rate small group Ellington from a time when 
he still had it all securely together.

—medonough

DEWEY REDMAN__________
MUSIt.S—Galaxy GXY 5118: Need To Be; (The) 

Virgin Strike (March): Alone Again (Naturally); 
Unknown Tongue; One Beautiful Day; Daystar Night- 
light.

Personnel: Redman, tenor saxophone, musette, 
harp, vocal; Fred Simmons, piano, cowbell; Mark 
Hehas, bass; Eddie Moore, drums, saw, percussion, 
vocal.

★ ★ ★ ★

It’s not surprising that after stints with such 
diverse musical sensibilities as Ornette Cole
man and Keith Jarrett, not to mention 
extensive experience with California's and 
New York’s best among both the front and 
rear guard, Dewey Redman has forged an 
esthetic which comfortably encompasses all 
the stances between funk and frenzy. Red
man’s music is never “free”—a great deal of 
thought, arranging, and rehearsal goes in 
belote the sounds come out—though he 
leaves much space for spontaneity and in

spired interaction with his cohorts.
On two vastly underrated albums for 

Impulse (The Ear Of The Behearer and Coin
cide) Redman presented an astonishing vari
ety of instrumental colors, textures and 
moods, utilizing various combinations of 
cello, alto saxophone, clarinet, zither, violin, 
trumpet and musette. Though on Musics he 
has sacrificed much of this expansive palette 
(only his musette appears of the instruments 
named above), he has gained a measure of 
warmth and lyrical understatement, espe
cially evident on his sentimental but uncloy
ing version of Alone Again (Naturally). The 
balance of the album’s first side remains in a 
mainstream mood, featuring Redman’s 
Rollins-tinged tenor dancing over Need To 
Be's bossa nova changes, and the quirky 
Virgin Strike (March), which begins with an 
out-of-step parade rhythm and slides into a 
boppish bridge and subsequent solo of Giant 
Steps vintage.

Side two finds the quartet striking a more 
adventurous vein. One Beautiful Day is totally 
dependent on the juxtaposition of novel 
timbres (some zither-like harp work from 
Redman, Helias’ arco bass drone, and Moore 
on bowed saw) and creates some fascinating, 
floating, dream-like sonorities. Similarly, 
Unknown Tongue provides provocative and 
refreshing musical images, as Redmans mu
sette (mournful and mefismatic at first, then 
salty and serpentine) summons up pictures of 
the mosques of Morocco and the Nile region 
while percussionist Moore’s addition of a 
wooden Al rican xylophone suggests 
landscapes further south on the African 
continent. Moreover, their vocal call-and- 
response dialogue in an unknown tongue 
carries scat singing to a new, exotic, expres
sive plane. Daystar Nightlight, meanwhile, is a 
more conventional soothing statement of 
balladic proportions which accelerates in 
intensity in its center section, with pianist 
Simmons articulating Tyneresque waterfall 
arpeggios behind Redman’s Traneish reverie.

Though not the most visceraliy exciting of 
Redman’s recordings, Musics is a solid, satisfy
ing tour through Dewey Redmans musical 
landscape—aided masterfully by Simmons’ 
tasteful piano arabesques, bassist Helias’ 
heroic solidity and tone, and Moore’s 
unobtrusive, propulsive drumming—and 
well worth the trip. —lange

J. J. CALE_________________
—Shelter SR-3163: Thirteen Days; Boilin’ Pot; I’ll 

Make Love To You Anytime; Don’t Cry Sister; Too Much 
For Me; Sensitive Kind; Friday; Lou-Easy-Ann; Let’s Go 
To Tahiti; Katy Kool Lady; Fate Of A Fool; Mona.

Personnel: Cale, guitar, bass, vocals; Christine 
Lakeland, vocals, piano, organ, guitar, percussion; 
Billy Cox, Carl Radie, Nick Rather, bass; Karl 
Himmel, Ken Buttrey, Buddy Harmon, drums; 
Jimmy Karstcin, drums, congas; David Briggs, 
Larry Bell, piano; Bill Boatman, guitar; Farrell 
Morris, vibes; Bill Kenner, mandolin; Shelly Kur
land, Carl Gorodetzy, Roy Christensen, Marv Chan
try, strings (arranged by Cam Mullins); George 
I idwell, Don Sheffield. Dennis Goode. Terry Wil
liams, horns.

★ ★ ★ 1/è
J. J. Cale may not be familiar to many down 

beat readers; in the rock world he’s at best a 
cult figure, covered occasionally by Eric 
Clapton, and influencing bands such as Dire 
Straits. But Cale’s music deserves more atten
tion, for he’s perfected a laid back style which 
uniquely blends elements of jazz, blues and 
country-western.

As a guitarist Cale has a lazy, single string



concept with a harmonic blend of pedal steel 
and Albert King. He bends and slurs the 
notes with a soft, melodic touch and mellow 
tone, phrasing in a subtly rhythmic fashion 
that highlights stark, suspenseful intervals of 
silence. Though not as diverse as players like 
Ry Cooder or Amos Garrett, Cale is compa
rable to them as a tasteful synthesizer of 
funky American ideas.

For the most part J. J. records his own 
songs. Like the blues of Jimmy Reed they’re 
deceptively simple, in terms of tune and 
structure. But Cale’s soft-to-whispered vocals, 
uncluttered arrangements, and penchant for 
minor changes combine to create an almost 
hypnotic effect. Mix the hip understatement 
of Mose Allison with the mystery and poig- 
nance of Hank Williams, and you have some 
idea of his approach.

3 continues Cale’s basic formula, succeed
ing for the most part. 13 Days has a rolling 
tempo and wry lyrics about life on the road. 
Christine Lakeland’s multi-tracked vocal 
choir is an especially apt touch. Sensitive Kind 
features a beautiful, bluesy arrangement of 
horns and strings that’s lush yet low key. 
Friday holds the same single chord for live 
entrancing minutes, while Katy Kool Lady is a 
sparkling country reggae romp. J. J. sounds 
sinister on Fate Of A Fool and plays the blues 
on Lou-Easy-Ann. These last two, along with 
the jazzy Too Much For Me, are this albums 
best showcases for his spare, fluid guitar 
work. Check out Magnolia on the 1971 LP 
Naturally (Shelter) for the ultimate Cale solo.

A few dull cuts keep 5 from rating with 
J. J.’s best sets. At times his lyrics are so 
simplistic, as on I'll Make Love To You Anytime, 
that he seems to be putting every one on. But 
the balance of the album is a real pleasure, 
and it’s time this artist got wider recognition. 
If you’re not hung up on dazzling sophistica
tion, Cale may sound very good. —sandmel

NICK BRIGNOLA
NEW YORK BOUND—Interplay IP-7719: Tears 

Inside; Sophisticated Lady; In Your Own Sweet Way; 
Jitterbug Waltz; After You've Gone.

Personnel: Brignola, alto, soprano, baritone 
saxes, clarinet, flute; Walter Bishop Jr., piano; Sam 
Jones, bass; Roy Haynes, drums.

★ * * 1/2

One of the chief justifications for multi
doubling among saxophonists is the obvious 
advantage such versatility would normally 
represent in the commercial world. Certainly, 
no one would reasonably expect it of a 
jazzman, whose sole esthetic concern, pre
sumably, is the expression of his feelings and/ 
or musical ideas. For that purpose, a single 
instrument of the player’s choice has always 
proven most acceptable. The greatest im
provisers in jazz were men whose primary 
vision was so all-consuming, and the develop
ment of it so demanding, that there was 
simply no time or reason for them to master 
other means of expression. The perfection of 
their chosen voice was in itself a lifetime’s 
work.

Nick Brignola’s presently demonstrated 
ease with five of his fourteen displayed 
instruments does not controvert that truism. 
A quickly rising baritonist whose tonal ap
proach places him in the Carney/Chaloff/ 
Adams camp, Brignola also exhibits an admi
rable fluency on his other featured horns— 
alto, soprano, clarinet and flute. But. in the 
main, his conception of improvisation re
mains essentially the same. He is a driving 
player deeply rooted in the Parker tradition, 

and this intensity characterizes his work 
regardless of the instrument in his hands at 
any given moment.

Whether purposeful or not, his enthusias
tic delivery on alto is reminiscent of Sonny 
Griss and implies a synthesis of bedrock 
Parker and a JATP Willie Smith. This horn is 
featured on Tears Inside, a funky, medium 
blues, and After You've Gone, the flagwaving 
finale. Halfway through the latter, Brignola 
switches to clarinet for a series of technically 
commendable ride-out choruses, but fails at 
any point to reveal the individual behind the 
fingers. Though virtually flawless in their 
execution, his interminable runs ultimately 
speak of little more than years of conscien
tious practice. By contrast, he gets a warmer 
sound on flute (heard on In Your Own Sweet 
Way), but perhaps because of the similarity in 
fingering, his patterns resemble those he 
plays on sax. His well-intoned soprano is 
showcased on the contemporized Jitterbug 
Waltz, but rave notices must be reserved for 
his exemplary work on Sophisticated Lady. 
Dedicated to Harry Carney, this challenging 
frame sets off some of the most sincere bari
tone playing in recent memory, and. far more 
than his dutiful accomplishments elsewhere, 
suggests that here, on the instrument with 
which he is most closely identified, can be 
found the true Nick Brignola, jazzman.

—sohmer

DOLLAR BRAND___________
ODE TO DUKE ELLINGTON—Inner City 

6049: Impressions On A Caravan; Solitude; Ode lo 
Duke; In A Sentimental Mood; What Really Happened In 
The Cornfield Is That The Birds Made Music All The Day 
And So I Let A Song Go Out Of My Heart; Two 
Spirituals (From Africa: Saduva; From America: Come 
Sunday); Rose Got It Bad In Harlem (A Single Petal Of A 
Rose; I Got It Bad; Drop Me Off In Harlem).

Personnel: Brand, piano, voice, tympani (cut 3).
★ ★ * ’/2

BLACK LIGHTNING—Chiaroscuro CR 2005: 
Black Lightning; Little Boy; Black id Brown Cherries; 
Blue Monk.

Personnel: Brand, acoustic piano (cuts I, 2, 4), 
electric piano (3); Basil Manenberg, tenor sax, 
(lute; Kippie Moketsi, ako sax (1, 2, 4); Duku 
Makasi, tenor sax (1.2.4); Sipho Gumede. bass (1.2. 
4); Basil Moses, bass (3); Gilbert Mathews, drums 
(1, 2, 4); Monty Weber, drums (3).

★ ★

It’s not surprising that South African 
pianist/composer Dollar Brand (who is now 
also using the name Abdullah Ibrahim) 
should record a tribute to Ellington; for 
apart from the interest and expansive scope 
of Ellington’s music, it was Ellington who first 
brought Brand to the attention of American 
audiences.

Ode To Duke Ellington, Brand’s version of 
l he Ellington songbook, was recorded in 
Germany six years ago; now distributed by 
Inner City, its strength lies not only in its 
inclusion and interpolations of bits of ne
glected Ellingtonia (At Dukes Place, Wig Wise, 
Drop Me Off In Harlem) but also in Brand’s 
freely associative linking of his own comple
mentary compositions with Ellington’s works. 
Saduva, the African hymn, merges with Come 
Sunday, and What Really Happened, a mosaic of 
Brand/Ellington themes, phrases and musi
cal mannerisms, likewise swells into moving 
structural intricacy.

While Brand’s facility as a rearranger/ 
recomposer lacks neither taste nor imagina
tion, his playing is at best musty, at worst 
uninspired. His tempos often plod, and for 
every sassy Ellingtonian quote there’re half a 
dozen right-under-the-fingers Fatumesque
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arpeggios. Although on pieces like the pen
sive, introspective Solitide Brand’s technical 
limitations nearly become virtues, he remains 
most effective as a keyboard architect and 
conceptualist, not a full-bodied keyboardist. 
Worse, more than once Brand lapses into 
banality. In ,4 Sentimental Mood gets decorated 
with the most obvious tinkly embellishments, 
and the arcane Single Petal is treated as a 
Victorian etude in treble embroidery.

Deficiencies notwithstanding, there’s music 
to listen to here: the infectiously bouncy Drop 
Me Off, the brittle, Eastern-tinged Caravan, 
and a rollicking C Jam Blues—such felicitious 
choices and Brand’s fine structural sense 
almost make up for his sometimes pedestrian 
pianistic conception.

I he second of these releases, Black Light
ning, is not, alas, similarity redeemable. The 
best that can be said about a cut like the 14 
minute title track is that the saxes are 
occasionally interestingly voiced, faintly, just 
faintly, reminiscent of Brand’s electrifyingly 
chaotic African Space Program. But the tune’s 
trite piano/bass pseudorock vamp and its 
extended blues lick soloing make one doubt 
whether lightning has struck once, let alone 
twice.

Black And Brown Cherries, a quartet piece, 
pulls out the crudest of the studio stops: thick 
reverb of the sax, electric piano, lead lines 
panned left to right, and a chugging jazz
rock underpinning—everything but viable 
content. Little Boy, built on a kind of Hang On 
Sloopy bass line, moves into Brands character
istically infectious, ingenuous stance, and 
altoist Moketshi gets off some liquid, dy
namic statements.

I he clue to these musicians’ true pre
dispositions conies on their solid reading of 
Blue Monk. Like fish tossed back into the 
water, the horn soloists revel in the luxury of 
Monks straight ahead walking blues as 
Brand feeds them pointed fragments of 
Monk’s archaic melody. But does one cut, 
packed with conviction, make an album? 
No—if anything it points backwards to 
Brand’s earlier, more compelling efforts; and 
those seeking Brand at his best might well 
search out some earlier releases: African Space 
Program, Ancient Africa and African Sketchbook, 
to name only a few of Brand’s best works.

—balleras

BOB SZAJNER____________
I RIAD—RMS 10088: Meeting Competition; Come 

Back Little Thyroid Gland; September Sunday: Black 
Monk: The Parson; At My Leisure; Five Flats Up; Side 
Street: No Bridge In Sight; Strange Change; \576; 
That's Pretty; Sandbags On Rye; Flying Horace; What's 
The Matter; Ralphs Grove; Murphy's Law; Reminiscence; 
Blues hi E Sharp: Extra Light: The Goose; I 36.5; Mere 
Formality: 17 Mile Drive; Roger And Out; Anticipation/ 
Apprehension; Royal Outhouse Blues.

Personnel: Szajner. piano; Ray McKinncv. bass: 
Roy Brooks, drums.

★ ★ *
A three record artist produced set might 

sugKest the avant garde, but pianist/com- 
poser Szajners Triad is all swinging main
stream bop.

With excellent support from McKinney 
and Brooks (and what else could one expect 
from these two, even if they weren’t familiar 
with the tunes before the recording session?) 
Szajner reveals himself as a fluent, swinging 
pianist with fine technique, though his attack 
is almost always quick and sharp, with little or 
no use of the expression pedal.

But, with his self-indulgence, Szajner 
50 □ down beat

partly defeats his purpose in making his 
album. For although this set does get his 
music out there for people to hear—and it is 
worth hearing—as composer and improvisor 
his work is not distinctive and varied enough 
to sustain interest for two hours. Each of the 
three records does have its own title—Jazz 
Opus 20140, Sound Ideas and Afterthoughts— 
perhaps indicating each disc will be available 
separately, yet none has an identity of its own.

So while in small doses the music is fine, a 
two hour onslaught is tiring.

There’s a strong, bluesy Bud Powell influ
ence in Szajners light, racing single note lines 
and the way he abruptly starts and ends solos. 
There’s also an occasional nod to that funky 
Powell disciple Horace Silver in ballads such 
as Side Street and medium tempo tunes like 
The Parson and Blues In E Sharp. (And there's a 
bit of mellow Misterioso in Black Monk.)

But Szajners melodic themes are brief and, 
lacking distinction, they grate rather than 
delight with their repetition. Further, Szaj- 
ner’s approach to each piece is boringly 
similar. In terms of mood and feel, most 
tunes are slightly bluesish and played at 
medium tempo. Even Reminiscence which 
begins as a warm, mellow ballad shifts into a 
medium tempo light blues. The lilting Extra 
Light and the slow dreamy Side Street are just 
about the only exceptions.

In addition to this similarity of mood and 
tempo of most of the 27 pieces, melodically 
and harmonically there’s a sameness, and his 
solos all follow similar structural paths. The 
bass and drums (except for brief bass solos 
and drum breaks when Brooks trades fours 
with Szajner) provide support in an old 
fashioned bop trio way.

All this, again, is not to say that Szajner is 
bad. He’s good in a pleasant way and I am 
sure he would be enjoyable to hear on the 
bottom half of a double bill, as a club’s off- 
night pianist, or at an after-hours spot.

One record is nice, then. But the addi
tional four sides do not provide anything new 
or different. Rather they underline Szajners 
shortcomings. At presstime, Jazz Opus 20/40 
was issued on Seeds And Stems Records, 
Mirus Music, Cleveland. Ohio. —de muth

HAMIET BLUIETT
S.O.S.—India Navigation IN 1039: Sobre Una 

Nube/Na Likolo/On a Cloud.
Personnel: Bluiett, baritone saxophone; Don 

Pullen, piano; Fred Hopkins, bass; Famoudou Don 
Moye, sun percussion.

★ ★ ★

Recorded live in New York City in 1977 but 
only just released, this dale captures an 
uncut. 38 minute set by the Hamiet Bluiett 
Quartet. I he fact that it was recorded live 
allows each of the participants to stretch out, 
and adds a sense of immediacy and spon
taneity—though, perhaps unavoidably, (here 
are moments of tedium and overly enthusias
tic excess which could have been edited out.

Pullens piano opens the performance a 
cappella, alternating stride, atonal clusters, 
lush harmonies and a lazy rhapsodic tempo 
very much as Ellington might set the mood 
for a Ducal medley. Bluiett joins him at ballad 
tempo, and only with the entrance of 
Hopkins and Moye does the felicitous Latin 
vamp around which the music is built appear. 
Each musician extemporizes, either on the 
changes, as do Bluiett and Pullen, or sus
pending the chordal progression to present 
material of a contrasting nature. The per- I 

formance ends after an irritating episode of 
ensemble cacophony and a brief reprise of 
the theme.

Surprisingly enough, Bluiett is the weakest 
solo voice on this occasion. His outing is 
technically impressive, as he essays the entire 
length and breadth of his horn, but the 
extended upper register forays sound awk
ward and uncharacteristic of the baritone. 
Pullen’s chameleonic keyboard is a constant 
delight, whether caressing the melodic line 
or castigating it with slashing glissandi and 
dissonant chord clusters. Hopkins shows how 
he has become one of the most flexible and 
expressive of bassists with his timbrally inven
tive solo, and Moye’s is merely magical, built 
from delicate slivers of cymbal and chime to 
thunderous, dancing rolls reminiscent of the 
great Ed Blackwell. It’s just too bad that the 
totality of this performance isn’t greater than 
the sum of it’s parts. —lange

STAN GETZ_______________
CHILDREN OF THE WORLD—Columbia IC 

35992: Don't Cry For Me Argentina; Children Of The 
World; Livin It Ub; Street Tattoo; Hopskotch; Rainy 
Afternoons; Iom. Ale And The Spring; Summer Poem; 
Ihe Dreamer; Around The Day In Eighty Worlds.

Personnel: Geiz, lenor sax; Mike Lang, Clark 
Spangler, Sonny Burke, synthesizers; Mike Mel
voin, Rhodes piano; Dennis Budimir, Tim May, Paul 
Jackson, guitars; Abe Laboriel. Stanley Clarke, bass; 
v ictor Jones, drums; Paulinho da Costa, Larrv 
Bunker, Joe Porcaro, Steve Forman, Bob Zeinmitu, 
percussion; Lalo Schifrin, piano, arranger; Kitn 
Richmond, arranger on Argentina.

* * V2
S 1 AN GE I Z AND FRIENDS—Prestige P 

24088; Michelle (3 takes); T&S (2); Terry Tune (2); 
Cuddles; Speedway; Battleground (2); Four And One 
Moore; Five Brothers; Skull Buster; Ante Room: Pennies 
From Heaven; Poop Deck: Marcia; Pinch Bottle; Earless 
Engineering; Be Still TV; Short P. Not LP; I've Got You 
I rider My Skin (2); What's New; You Stepped Out Of A 
Dream; My Old Flame; The Lady In Red: Signal; Lee: 
Round Midnight; Motion.

Personnel: Geiz. Al Cohn, Allen Eager. Brew 
Moore, Zoot Sims, saxes; Shortv Rogers, trumpet; 
Earl Swope, Kai Winding, tonibone; Terrs Gibbs 
vibes; George Wallington, Walter Bishop. Al Haig, 
lony Aless, Hall Overton, piano; Curlev Russell, 
Gene Ramey, Tommy Potter, Percv Heath, Red 
Mitchell, bass; Jimim Ranes, guitar; Shadow Wil
son, Charlie Pens, Stan Levey, Ros Hasties, Don 
Liniond, Frank Isola, drums; Blossom Dearie, 
vocals (cuts 21. 22).

★ ★ ★

Stan Getz drifts like a star in the wind in 
Children Of The World, a pleasant, pretty but 
otherwise rather insubstantial series of musi
cal beds for a soloist’s musings. All but one of 
the compositions are by Lalo Schifrin, and 
none are likely to be any threat to Gershwin 
or Sondheim. But Getz handles them all with 
kindness and compassion, which gives the 
album its superficially attractive sheen.

T he arrangements (except one) are also bv 
Schifrin. The ersatz strings provide a funky 
Mantovani underpinning for Getz, who 
seems about as at home in a pop-fusion 
context like this as in a real jazz group. But 
dials alright. I he album is more or less what 
it sets out to be. Schifrin and Getz can be 
forgiven for the modest amount of electronic 
gimmickry and the rippling cadenzas of the 
Echoplex, which come boomet anging back to 
us like a page out of Bitches Brew. The real 
complaint, even within the album's own 
modest groundrules, is the lazy, slapdash 
quality of the writing, in which five of the 
numbers don t even get legitimate endings 
written for them. Its as if Schifrin heaps 
layers of percussion upon rich shimmering 
chords, builds it up to a point, becomes I



suddenly bored with it all, and walks away. 
Fade outs are cop outs. Make no mistake 
about it.

The most intimate selection on the album 
is also the best, Rainy Afternoons. This is a 
glimpse of the eternal Getz, the cool sensual
ist. The most engaging track of the batch is 
almost certainly Argentina, the one non
Schifrin composition on the program and 
one in which Getz gets off some sweeping 
playing. Kim Richmonds arrangement builds 
to a line emotional high, but doesn't resolve. 
It simply evaporates. Still it's the most com
mercially viable cut of the LP.

Commercialism was much less ol a concern 
to Getz during the period covered in the 
Prestige two record set—1949 to 1953. The 
white beboppers were at their height, and 
Getz was preeminent within their ranks. Yet 
this does not prevent Terry Gibbs from 
dominating most of side one with his lung
ing, trip-hammer runs. Earl Swope and 
Shorty Rogers are fuzzy and uninspired in 
supporting roles. Getz’s translucency is rather 
like a melding of Lester Young and Lee 
Konitz. His sound has a see-through quality 
to it, but there is power and momentum to 
his rhythmic sense, more so than one finds in 
the other horns.

The five tenor line-up on the first half of 
side two is bright and airy in its simplicity. 
Eager, Cohn, Sims, Getz and Moore all read 
with conviction from the gospel according to 
Lester. Gerry Mulligan’s writing swings from 
bar one on Five Brothers, and Al Colin’s chart 
on Battleground bears the stamp of the Second 
Herd. The remaining cuts are mostly quin
tets. Getz is drab and pasty on a Latin 

flavored session that fills out the side, not
withstanding the presence of Al Haig and 
Jim Raney. Mar-cia, from a 1949 session, 
rambles in vain searching for an emotional 
climax without much success.

The pace improves somewhat on the 
remaining cuts, which are mostly various 
small groups in which Getz is the only 
featured horn (save for lour numbers he 
shares with Kai Winding). Guitarist Raney 
and vocalist Blossom Dearie offer a pair of 
bop vocals that are as dated in their way as 
the vo-do-de-o-do sound of the '20s. The 
collection really hits its stride with the quartet 
and quintet tracks of side four, although 
Getz’ best work of the period is on an earlier 
Prestige set (24019) and Roulette (RE 119). 
This is a more valuable set for collectors than 
listeners. It gathers together a number of 
unissued and long dormant takes, and gener
ally completes the Prestige Getz. But musi
cally and artistically, it’s a very irregular 
package. —medonough

GEORGE THOROGOOD 
and the DESTROYERS

BETTER TH AN TH E REST—MCA 3091: In The 
Night Time; I'm Ready; Goodbye Baby: Howlin' For My 
Dartin’; My Weakness; Nadine; My Way; You’re Gonna 
Miss Me: Worried About My Baby; Hui Ide Up Baby.

Personnel: Thorogood, lead and slide guitar, lead 
vocals; Michael Levine, bass; Jeff Simon, drums, 
background vocals.

★ ★

This is a 1974 woodshed session, released 
over Thorogood’s objections. 1 he legal situa
tion is still unresolved, and it’s obvious why 

George didn’t want these tapes issued— 
beyond mediocre two-track sound quality the 
music is halfbaked, showing him at a middle 
stage of development. Today Thorogood is 
hardly a virtuoso, and certainly not an 
innovator, but energy, showmanship, and 
sincerity explain his well deserved success. 
Five years ago, George was immersed in 
Chuck Berry, Hound Dog Taylor and Johnny 
Cash, practicing the licks and moves which 
now make up his electrifying stage act. When 
Better Than The Rest was recorded, he still had 
a long way to go.

Even as a greenhorn, though, Thorogood 
played with passion. Throughout the album 
he attacks solos aggressively, but then stays 
with the same few figures after exhausting a 
scant supply of chops. The slow blues and 
slide work are also full of feeling, but soon 
lapse into repetition. Shakiest of all is his 
singing, which comes up short on control and 
confidence; George has since turned his 
raspy voice into a cocky asset. With these 
limits in mind the best cuts are I’m Ready, 
Goodbye Baby, My Way and You’re Gonna Miss 
Me. If the Destroyers didn’t really destroy 
back in ’74, at least they were learning how to 
cook. A key factor then as now is drummer 
Jeff Simon.

Everyone starts somewhere, and this demo 
session is nothing for the band to regret. It’s 
instructive to observe a star at a formative 
period, but just mildly so in Thorogood’s 
case, since his style and approach are largely 
unchanged. Thorogood’s fans won’t miss 
much by passing this one up, and out of 
respect lor George that’s exactly what they 
should do. —sandmel
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"I direct my music to the community of people—a community which so often is 
uninterested in artists who reach out for new forms." Fitting that exploratory category 
himself, pianist/composer Ran Blake balances commitments to communicate (in his 
live and recorded performances) and to educate, through his role as chairman of the 
Third Stream department at the New England Conservatory of Music.

Born and raised in New England, he attended the Lenox School of Jazz and Bard 
College (where he was the only student to ever obtain a music degree with a jazz 
major), meanwhile studying privately with Oscar Peterson, Mary Lou Williams and Mal 
Waldron. In 1963 he teamed with singer Jeanne Lee for a successful European tour 
and an RCA recording (long out of print). Since then he has recorded only sporadically; 
his European Lps are on Owl and Horo; his most recent American releases include 
Breakthru (IAl), Take I and Take II (Golden Crest) and Rapport (Arista). His musical 
esthetic is wide ranging and difficult to pigeonhole—as might be expected, considering 
his acknowledged influences: "Charles Ives, Anton Webern, the Pentecostal Church, 
Thelonious Sphere Monk, Edgar Allan Poe, the Street, the Dream World, racism, and 
especially the exhaustion of long suppressed anger."

This is Blake's first Blindfold Test. He was given no information on records played.

1. SUN RA. Sometimes I Feel Like A Mother
less Child (from Solo Piano Volume 1, IAI). 
Sun Ra, piano.

I liked the pulse, the left hand, and also the breaks 
in rhythm—the rubato always freshened the rhythm 
when it came back, instead of the tyranny, the 
monotony of the rhythm. There was the feeling this 
person listened to Dollar Brand—I heard some Africa 
in there. I want to compliment the pianist on the lack 
of right hand flash.

It’s hard to get a sense of identity. Someone who'd 
have that sense of the entire history of the music 
would be Jaki Byard, and might do this. As the piece 
went on I heard a Cecil Taylor influence—I wish 
maybe more of that had been at the beginning. It was 
a little long—a good title for this might be Motherless 
Child Theme And Variations—! missed the arc, the 
curve, and where the climax was. Yet it was good the 
artist continued, since each variation offered a 
fascinating array of colors. I haven't the faintest idea 
who it is, but I'm very, very impressed.

2. MARY LOU WILLIAMS. Concerto Alone At 
Montreux (from Solo Recital, Pablo). Williams, piano.

Well, it's neither Monk nor Teddy Wilson. And an 
interesting last chord—a minor second with a major 
third on top. I was just about to very patly say this 
person has less of a knowledge of the history of jazz, 
which may or may not be true, but then I heard that 
very authentic blues sound like Mary Lou Williams 
has. The piece held so many fine things, but it 
suffered from a lack of composition, a melodic unity, 
though this person has a marvelous command. I say 
this sympathetically, because some people would 
say that I lack unity, or I don't want to keep a rhythm 
going for three 32 bar choruses.

This pianist has a lot of harmonic resources, and 
that blues lick came from authentic sources. It's a 
person who plays more piano than Sun Ra—maybe 
Herbie Hancock after he's left the Columbia studios 
at 2 a.m.? But I keep coming back to Mary Lou, 
though I think she'd frame things with a stronger 
beginning and end. I don't really know.

TEST
RAN BLAKE

BY ART LANGE

3. CHARLES MINGUS. Body And Soul (from 
Mingus Plays Piano, Impulse). Mingus, piano.

It really keeps screaming through me "Counterfeit, 
counterfeit!" It’s someone who’s heard the outer 
fringe of Art Tatum—am I going to play Dr. Freud? 
You see, here I don't hear the blues ... I'm very 
disturbed by this. Technically, since there's nothing 
new or fresh, why isn't it rhythmically tight? And that 
last chord of the bridge, which was nice, but 
Obviously rehearsed, since he played it each time—it 
was a very sensitive chord the first time.

The person can get around the piano. I envy 
speed when it's Bud Powell's; those patterns are so 
beautifully woven that you can't see the seams. But I 
don’t think I love Tatum, so I don't love the source of 
this. Now, if you tell me it’s Art, I'd be committing 
sacrilege, but I feel it's not and its somebody wearing 
somebody else’s raincoat.

AL: It's Charles Mingus.
RB: But where’s the burning intensity, the Gospel 

Church . . .? I’m stunned. I don’t remember him 
having that facility, for a bass player. But he’s certainly 
one of the least counterfeit musicians; he and Monk 
and Roach . . . there are ten or 12 people that make 
the history.

4. CECIL TAYLOR. Love For Sale (from In 
Transition, Blue Note). Taylor, piano; Chris 
White, bass; Rudy Collins, drums; Cole Porter, 
composer.

My full attention was on the piano—did the bass 
player stick to the changes? I don't think so. Anyway, 
I wish that Cecil Taylor had ... I don't know how he 
learned the melody, did he get the sheet music or...? 
And he could write me an angry letter saying, "Yes, 
Ran, its a melody I've been playing for 20 years and I 
love Cole Porter," but I didn’t believe it. It's marvelous 
to hear brevity in a performance of Cecil's—and that 
jabbing, how wonderful it was, those left hand 
dissonances, so real. Very refreshing. And that 
anger. I want to applaud, toward the beginning, that 
first statement of the melody, those moments of 
space—and I'd like to hear more space. There were 
pleateaus of climaxes; I’m glad the anger comes in.

Still, I feel he could have done more melodically 
with Porters theme; of course, he's not Bill Evans and 
doesn't think in terms of 16th note melodies. He was 
a relatively young man then, and maybe he thought 
in that first chorus he was doing something new and 
being accessible. I think he’s very rhythmically 
courageous, though one or two things in the right 
hand fell a little flat—sort of a tritone or the interval of 
a fourth. But the feeling in that left hand, and to do 
that against a relatively turgid rhythm section. He's 
grown so much rhythmically, and what the critics 
have called European, I hear as Pan-African. I don’t 
think he was successful in exploring Cole Porter, but 
it's certainly Cecil, and remarkable.
5. MORTON FELDMAN. Intersection 3 For 
Piano (from The Early Years, Odyssey). David 
Tudor, piano; Feldman, composer.

I'm not going to hear any Ben Webster today? 
Well, if that's not Cecil, he's certainly easier to imitate 
than Monk. But the brevity . . . you know, I might say 
"Where's the curve?" But I tell my students; in a 
minute-and-a-half, ignore all rules. I'm thinking of 
Don Pullen, but I didn't hear the African intensity of 
Cecil. It could be Michael Smith, but . . . there was 
some sort of intensity, but. . . Could I hear it again?

[After second hearing) At first I tried to think who it 
was, but the second time I realized it’s not somebody 
who records for Blue Note or ECM but it's a 
composed work. This person has stayed at one end 
of the needle—there's no blues in it. It was gorgeous, 
and I didn't think it was melodically gorgeous the first 
time, but the touches, those quiet notes, the 
sculpting. It sounds calculated. The harmonics and 
the density made me think of Cecil, not the rhythm. 
I'm sort of intrigued.
6. STEVE NELSON-RANEY. Cell (from Some 
Piano Music, Cody). Nelson-Raney, piano.

This wasn't written out, and it strikes me as being 
played by a person who sometimes plays more far-in. 
The hands adapt very well to speed and then 
silence, though the scalar passages weren't all that 
difficult. There are little rhythmic, melodic and 
harmonic references . . . the name that comes to 
mind is Muhal, but I don't really think so.
7. MUHAL RICHARD ABRAMS. 1 and 4 plus 
2 and 7 (from Things To Come From Those 
Now Gone, Delmark). Abrams, keyboards; 
Steve McCall, drums.

Do you remember Hitchcock's Psycho, where we 
got caught up with Janet Leigh and then suddenly 
the whole movie's point of view shifted? Well, I was 
all set for something by Paul Bley—the only other 
pianist the beginning reminded me of was Keith 
Jarrett, not really pentatonic, but actually I like a lot of 
those skips—and then I wasn't really prepared for 
that second half. Was that instrument an organ, or 
what? Actually, I began to get restless during the first 
half. It wasn't a rhaosodic history of jazz, he stuck to 
one area, but then that gong, and I thought "What a 
lovely silence!" But the second half was far more 
attractive, and made me think of a black film noir.

I feel it's somebody of the younger generation. 
Could it be Chick? I have a feeling I'm going to be 
surprised at who it was, because I really enjoyed the 
second half. The mystery, the dissonance. When I 
couldn’t hear individual notes at times it was 
cluttered, but how much less so than so many 
keyboard artists of the genre. I still have that 
detached feeling—I didn't cry like I do with Monk or 
Mingus the bassist composer. Yet it was very good. I 
feel out of my element in terms of electronic 
technique.
8. KEITH JARRETT. Overture/Communion 
(from Ruta And Daitya, ECM). Jarrett, electric 
piano, Jack DeJohnette, drums.

Beautiful, sensitive percussionist. I liked that last 
note and a half, I was getting with it. That keyboard is 
a grotesque sounding instrument though. I don't 
keep up with Herbie, though I like Headhunters 
better than his duets with Chick. It's more real Herbie. 
So I can say very little about fusion—I don't get raw, 
primitive James Brown, Memphis, Al Green and that 
marvelous drummer with Otis, Al Jackson, out of it. 
Here I got bored in the middle and suddenly began to 
get in the groove. I wanted to like it for what it was, 
rather well done, but it's a genre that doesn't speak to 
me in a profound way.
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JAMES NEWTON
BY CLIFFORD JAY SAFANE

-^^Uthough the flute has been played by 

many superior musicians such as Buddy 
Collette, Frank Wess, James Moody, Yusef 
Lateef, Rahsaan Roland Kirk and Eric 
Dolphy, the instrument has usually been 
relegated to a second or third horn doubling 
status. Things may change through the 
determined efforts of artists like James 
Newton, a gifted 26 year old Californian.

Newton is at home discussing whatever is 
on his mind as he is on the bandstand. A man 
of compelling warmth and dignity, he speaks 
reverently about music, musicians that he 
admires, and his major sources of inspira
tion.

"Frank Wess and Eric Dolphy were ex
tremely important in my development as a 
flutist as well as in jazz in general. Wess 
developed a beautiful, lyrical approach that 
made a lasting impression on me.

“As lor Dolphy, I was struck by his sound 
right away, but as my musical knowledge 
developed. I came to admire the wholeness of 
his conception. He functioned on very high 
technical, compositional, and theoretical 
levels. I here were also strong emotional and 
spiritual qualities in his music that touched 
me an awful lot, especially in You Don't Know 
What Love Is [from Last Date, Trip TLP-5506] 
and Ode lb Charite Parker [from Iron Man, 
Douglas Records, ADLP 6002],

“Love really pointed the door to the future 
on the flute. It laid down a number of 
variables and areas lor me to explore, just 
like Coleman Hawkins' Body And Soul did for 
saxophone players."

Newtons music career did not begin with 
the Hute. In high school he took up the 
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electric bass, playing in various rock and 
rhythm and blues bands. Later, he became 
proficient on the alto saxophone and bass 
clarinet.

Just before he entered his senior year 
Newton heard a flutist playing some inciden
tal music for Arthur Miller’s play Death Of A 
Salesman. “ I he acting and the music meshed 
so well and touched me so much that I 
immediately wanted to learn the instru
ment,” Newton recalls. Although he con
tinued playing the saxophone and bass 
clarinet to make his college pocket money, 
the flute increasingly dominated his atten
tions.

“The more serious I got with the flute, the 
more 1 realized (hat it would lake me more 
time to get to an adequate level. I was getting 
better on the sax, but I wasn’t really enjoying 
myself. It just wasn't my voice.

“Finally, two and a half years ago, I put the 
saxes in the closet and gave the bass clarinet 
away io a friend, and said ‘that's it.’ And to 
this day, I don’t miss them at all."

Like many ol his contemporaries, Newton 
is intimately acquainted with different types 
of music from around the world. From his 
early association with rock—Jimi Hendrix 
was the flutist's original musical source of 
inspiration—he gradually assimilated jazz, 
European classical music, shakuhachi, and 
several kinds of folk music. Toru, (from 
Newtons solo album From Inside, BvHaast 
019), for example, draws from these sources 
while still projecting Newton’s own aesthetic 
conception. And the Japanese koto is fea
tured on Binu (Circle RK 21877/11) by the 
Newton Trio and Quartet.

“I remember listening to my grandmother 
and aunt singing Baptist hymns and leaching 
me spirituals. I hese experiences had a very 
strong effect on my development because 
they taught me at an early age the spiritual 
power that music has.

As I matured, I came to recognize certain 
spiritual things in life—like music, and how

people—especially blacks—survive pressure. 
Religion was one of the strongest forces io 
cope with the pressure of prejudice.

“When I was in the tenth grade, I went 
down South. I couldn't believe the situation 
even though 1 had previously heard about 
how things were. I became so enraged. I had 
never thought of myself as being militant 
before that point, but the things I saw gave 
me so much pain without an outlet that I had 
to sit back, try to put myself in these people's 
situation, and see how they dealt with it. I 
found out that many coped with the pain 
through religion. Then I realized the spir
itual power of gospel music for these people. 
Singing in church got them into another 
realm altogether.

“By listening carefully, I eventually saw this 
quality in other musics as well as in specific- 
performers and composers. People like John 
Coltrane, Eric Dolphy, Olivier Messaien and 
Mahalia Jackson were able to get into that 
realm, which is what music is all about to me.”

Color is another focal point of Newtons 
music. The instrumentation of a composition 
(the duet and quartet versions of Monk’s 

o Notice on Solomon’s Sons, Circle Records 
i RK-16177/5, and Paseo Del Mar, India Navi- 
g gation, IN 1037, respectively, make for a 
< stimulating comparison) as well as how 
£ Newton attacks, shades, and projects notes 
o and phrases lends his work a compelling 

urgency. In addition, the flutist's large, force
ful sound adds to his music’s effectiveness. In 
his duets with David Murray, documented on 
Solomons Sons, Newton adjusts to the dif
ference in volume between his partner’s sax
ophone and his own flute until both instru
ments function as equals. Newton also duets 
with Sam Rivers on Flutes! (Circle RK 
7677/7.)

One of Newton’s most important tech
niques is his simultaneous use of voice and 
flute. While the instrumentalist readily points 
out that former Duke Ellington band mem
bers Bubber Miley, Tricky Sam Nanton, and 
Cootie Williams, as well as Rahsaan Roland 
Kirk and several contemporary European 
classical musicians have previously employed 
vocal growls, humming, and multiphonics, 
Newton is able to produce these sounds more 
clearly by using special fingerings. “I’ve 
developed it to the point where I can sing a 
melody, hold it, and then improvise on it 
while I’m singing the melody.

“I think very much in a contrapuntal sense, 
using both voice and flute. I have a piece 
called Choir that deals in four voices of 
holding a tone, singing a tone, and the 
different tones between the two. This is 
such a new field that classical flute players in 
Europe are always coming to hear me play, 
and then asking how I get these sounds.”

Currently, Newton has a productive asso
ciation with pianist Anthony Davis, both in 
playing duets (Crystal Texts, Moers Music 
01048) and co-leading a quartet (Hidden 
Voices, India Navigation IN 1041). The 
groups range and flexibility give credence io 
the instrumentalist’s belief that this is the best 
band that he’s been associated with. There 
are chord changes and 4/4 swing elements, 
which Newton still considers an important 
part of his creative life, and also more 
abstract and freer elements.

Both Newton and Davis complement one 
another’s artistry. Although each has his own 
aesthetic viewpoint, they share and draw 
from similar points of reference, most nota-



bly Duke Ellington (who Newton calls "a 
master of colors that are as overwhelming as 
the earth itself’), Thelonious Monk (“one of 
the most important people for developing 
what is known today as avam garde”), and 
Charles Mingus ("one of my first and fore
most influences”). Like these three musicians, 
the flutist and pianist are not afraid to draw 
on their heritage in a fresh manner.

Because of his musical commitments, 
Newton now resides both in New York, his 
major music center, and Los Angeles, where 
his wife and son live. Such a split existence 
invariably makes heavy demands on his 
personal life. Yet, the flutist finds that this 
arrangement is the best way for him to 
develop his art.

“I had a lot of problems getting adjusted to 
living in New York because I’m used to the 
slower-paced life style on the West Coast 
where I was born and spent most of my life. 
There, I was more or less making my living 

from plaving classical music, but it wasn’t 
what I really wanted to do with most of my 
artistic energies.

“I find New York very exciting because you 
have to put your art on the line in order to 
survive. I’m also stimulated by seeing what’s 
new in the other art forms. I find that 
painting, for example, influences my concep
tion of form and how to shape phrases and 
lines.”

Looking to the future, Newton plans to 
mainly concentrate on his partnership with 
Davis. However, he also anticipates several 
independent projects, including recording 
the Debussy Sonata For Flute, Viola, and Harp 
with a group that he’s been rehearsing with in 
Los Angeles for the past year, and working 
with guitarist Les Coulter who appeared on 
the flutist’s first album Flute Music (Flute 
Music Productions 001). In addition, Newton 
hopes to write a flute concerto with strings, 
which will most likely be premiered by a 

London-based orchestra, as well as continue 
to increase his art’s and instrument’s expres
sivity and communicative powers.

“I think that my music is very accessible, 
because 1 am a strong believer in emotion. No 
matter how different the musical language 
may be for someone who isn't familiar with it, 
the emotions projected are universal.

“In Europe, I’ve run into very litle diffi
culty compared to what I’ve encountered in 
the U.S. It’s hard for certain people to hear 
the flute as a jazz instrument. This is kind of 
sad because all instruments should be a part 
of today's music. If anything, this period is 
about getting into new instruments and 
exploring orchestral and compositional con
cepts.

"The Hute is such a beautiful instrument. I 
feel about it just like one feels about falling in 
love with a woman. You have an insatiable 
appetite for her and can’t get her out of your 
mind.” 4b

WOLFGANG DAUNER
BY JOACHIM-ERNST 

BERENDT

“TJL find it inconceivable that some people 
want to use music only for money-making 
purposes and contribute nothing to its devel
opment,” says German keyboardist/com- 
poser/arranger Wolfgang Dauner about the 
large international record companies.

Dauner, born in Stuttgart, Germany in 
1935, received the 1979 Record Award of the 
German Phono Academy (comparable to the 
American Grammy). He is the leader of the 
United Jazz & Rock Ensemble, which fea
tures American alto saxophonist Charlie 
Mariano; drummer Jon Hiseman, trumpet 
player Ian Carr and saxophonist Barbara 
Thompson from England; Dutch flugelhorn 
player Ack Van Rooyen; and Germany’s 
Albert Mangelsdorff on trombone, Volker 
Kriegel on guitar and Eberhard Weber on 
bass. The two records released by this band 
(on Mood Records) have sold 80,000 copies 
so far, marking it as the most successful jazz 
group on the European scene since Django 
Reinhardt.

Wolfgang Dauner has made approximately 
30 LPs. The first ones appeared in the early 
’60s on the Saba label (forerunner of today’s 
MPS label), and on CBS (European Colum
bia). The style was reminiscent of Bill Evans. 
At that time, down beat said, “Dauner’s 
technical virtuosity is enough to scare any
body."

“Sonny Rollins, John Coltrane, McCoy 
Tyner were very important for me,” Dauner 
says. “I also was interested in Lennie Tris- 
tano. I’ve heard a lot of Anton Webern, 
Schonberg, Bartok. ... I loved Dick 
Twardzik, Chet Baker’s piano player in the 
second half of the ’50s. I can't understand 
why the jazz world has forgotten him. I le did 
things then which other pianists can do only 
now. But the problem is: you come to love 
these great musicians so much that you are in 
danger of losing your own identity. You have 
to learn from them, but you also must be able 
to forget them again. This is the problem, 
especially in Europe.

During the second half of the '60s Dauner 

went through an experimental phase. He 
said, “Noise, for me, is the better part of 
music,” and he destroyed a violin and burned 
a piano on stage. He enswathed the heads of 
an entire choir—one of Germany’s most 
renowned—in nylon stockings so that they 
couldn’t sing, but only emit noises.

During this phase Dauner created Free 
Action for a jazz septet which featured Jean- 
Luc Ponty (on MPS), Psabnus Spei for choir 
and jazz group for the 1968 Berlin Jazz Days 
(also on MPS), and Dauner-eschingen for choir 
and instruments for the 1970 Donaue
schingen Music Festival.

“I love this type of music,” says Dauner. 
“I'm interested in dif ferent types of media— 
jazz, concert music, electronics, theater, op
era. I want to mix the media. But you can t 
keep writing this music forever. There are 
only a couple of festivals in Europe commis
sioning real avant garde music for large 
orchestras. I’ve had commissions from all of 
them—including the Berlin jazz festival, I he 
Donaueschinger Musiktage, the Jazz Work
shop of Hamburg Radio, and from the New 
Jazz Meeting Baden-Baden. The people who 
run these events cannot commission the same 
musicians again and again. They always have 
to discover new people. That's part of their 
job.

“So, where else can you go after you have 
received all the commissions which are availa
ble? And besides, the experiments which 
were necessary at that time are incorporated 
in today’s music. The musical material is 
more accessible. The need to find new 
sounds or structures no longer exists. Today 
what matters to me is the playing and 
composing utilizing all the experience which 
I—and others—have gathered.”

Since 1969, Wolfgang Dauner has led the 
Radio Jazz Group Stuttgart of the South 
German Radio Network. He loves to play solo 
concerts on acoustic piano and polyphonic 
Oberheim synthesizer. His solo record. 
Changes (Mood), is a big success in Germany. 
Dauner often plays with German trombonist 
Albert Mangelsdorff in duo, trio and quartet 
formations. He is the piano player on Albert’s 
latest record. A Jazz Tune 1 Hope (MPS 15.528) 
which features Elvin Jones and Eddie Gomez.

“Elvin was my drummer since I first 
learned about jazz in the late ’50s,’ Dauner 
gushes. “That’s why it was so beautiful for me 
to record with him.” The feeling is mutual. "I 

love to play with Wolfgang,” Jones avers. “He 
is my favorite piano player in Europe.”

Dauner writes music for films and televi
sion. In demand for children's plays, his 
writing for children evolved around his own 
two children. A German magazine called him 
“the Mozart of contemporary children's mu
sic.”

Dauner knows much about the music 
business. One of his compositions lor large 
orchestra, choir, solo voice (sung by Rimona 
Francis) and solo violin (played by Zbigniew 
Seifert) is called The Primal Scream, it is a 
vehement protest against record companies 
and producers, really a “primal scream" of 
musicians all over Europe: “Das Gefährliche
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ist die Monopolstellung, die die Plattenfir- 
men einnehmen. Sie können bestimmte 
Arten von Musik einfach unterdrücken, sie 
können sie einfach unter den Tisch fal
lenlassen.” (“The danger lies in the monopo
listic attitude of the record companies. They 
can easily suppress certain types of music, 
they can easily let them drop under the 
table.”) But in the finale of the large composi
tion, the choir of the musicians insists: “Wir 
haben den längeren Hebel. Wir machen die 
Musik.” (“We have the longer lever. We make 
the music.”)

For his United Jazz & Rock Ensemble, 
Wolfgang Dauner negotiated a unique con
tract: 20% royalties—with each of the nine 
musicians sharing equally, perhaps the high

est royalty ever for a jazz record. Up to now, 
the musicians have received—without any 
deductions—80,000 German marks (about 
$45,000) in royalties!

Dauner says the established record firms 
“are caustic to the means of their own 
existence. When millions are made from 
music, it must be realized that the music that 
earned this money was a minority music only 
a few years ago, and at that time only 
understood by very few people. The minority 
musics of today must be promoted in order to 
make money with them tomorrow. Its about 
time the record companies finally realized 
this.

“I have never been able to understand why 
record companies are not interested in the 

further development of music. To me this is 
simply illogical. It is as if gardeners, who wish 
to sell flowers or trees, are not interested in 
the growing of their flowers and trees. In the 
long run those firms are digging their own 
graves. This is one of the reasons for the 
catastrophic sales losses being experienced 
presently by the American record industry.

“If these firms hadn't spent the better part 
of the last ten years producing the same rock 
and funky music always from the same for
mulas, but had also thought of occasionally 
promoting and developing something new. 
then they wouldn’t be standing there so 
pitifully today lamenting their million dollar 
losses.”

Translated by Reni id Joe Weisel db

CAUGHT!
STEVIE WONDER

AUDITORIUM THEATRE 
CHICAGO

Personnel: Wonder, keyboards, vocals, harmonica; 
Wonder Love (unidentified two guitars, electric bass, 
keyboards, drums, percussion, two trumpets, two 
saxes, four female background vocalists); the Na
tional Afro-American Philharmonic Orchestra, James 
Frazier Jr., conductor.

Stevie Wonder’s new opus, Journey Through 
The Secret Life Of Plants, proved to be much 
more than a bountifully produced two record 
soundtrack wailing for its movie. The sold- 
out premiere ol Wonder’s ambitious cantata 
was a two and a half hour stage show, com
prising a short film of epic scope, a large 
young orchestra, a light pop-rock band, an 
exhaustive set of greatest hits—in all. an 
amazingly generous and controlled extrava
ganza locusing squarely on the performance 
of its star, the abundantly talented Steveland 
Morris, visionary songwriter and naturally 
soulful charismatic.

In concept, this Journey might seem ihe 
ultimate overblown concert program of the 
’70s; there was self-indulgence in the name of 
ecology, sentiment lavished on a most imper

sonal subject, and musical eclecticism that 
seemed to thin out the authenticity of any of 
the genres it tried. But Wonder made it work 
live better than on record. To start, serpen
tine lines flowed from the orchestra—as Gil 
Evans might voice electronics with french 
horns, woodwinds and strings—while on 
screen lava burst from the earth, clouds 
massed in the sky, the eye scanned desert 
vistas and was immersed to study ocean flora.

Wonder, led from the wings playing har
monica to his symphonic overture, was seated 
amidst two complements of Rhodes electric 
pianos, Hohner Clavinets, unspecified syn
thesizers and a grand piano. His lyrics re
flected upon “that same old story again,” the 
one about needing to replenish and maintain 
the world’s natural resources, and he sang 
with the unmitigated immediacy of a messen
ger who devoutly believes.

Though his chromatic harp breaks seemed 
studiously repeated rather than improvised, 
Wonder’s keyboard playing revealed itself 
remarkably personal, quirky in its rhythms, 
attentive in its detail. His voice was, of course, 
his own, instantly recognizable (except for 
the brief passages it withstood electronic 
modification for arcane effect) and still nota
bly indebted lo Ray Charles. The ingenuous 
character of his pantheistic concerts was 

tempered by the longing that infuses his 
melodies; Wonder luxuriated in his balladic 
mastery, sometimes alone at his grand, but 
his audience responded more overtly to the 
uptempo edge and thump of Race Babbling 
and A Seed’s A Star And Tree Medley than to the 
ripe sensuality of Send One Your Love, Outside 
My Window, Black Orchid or Come Back Ai A 
Flower.

For its sheer technical challenge, the show 
was touched by slight audio problems. A mix 
which emphasized bass and piano over the 
orchestra was most obviously inappropriate 
on the somber processional Ecclesiastes. Medi- ; 
tation on this number brought to mind disap
pointment over Stevie’s conclusions, which 
reduce to “Tend your gardens.” Recession- 
era audiences discovering gritty disco funk or ! 
reviving spare rock ‘n’ roll seem much less i 
earnest than Wonder, whether they look for ! 
diversion or direction from an entertainer.

And so the concert’s second part was j 
bound to please more Wonder fans. Having , 
changed from his loose, spangled red peas- ; 
ant clothes to a flashing blue tux jacket, the I 
man returned as Little Stevie, blowing Finger- ! 
tips and calling to the crowd in his younger ' 
voice, launching For Once In My Life, My i 
Cherie, Amour, Signed, Sealed And Delivered, | 
crooning more maturely If You Really Loved i 
Me, Superwoman, You And I, All hi Love Is Fair, i 
Don't You Wony 'Bout A Thing, Higher Ground, 
Golden Lady, rising to dance through Boogie 
On Reggae Woman, getting the horns hoi on 
Sir Duke, plunging into Isn't She Lovely, You Are 
The Sunshine Of My Life, Superstition, then > 
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Visions, which became the theme The Secret 
Life Of Plants while the orchestra, having sat 
quietly, unlit, since intermission, revived. On 
the screen, empty since Same Old Story, ap
peared the sun, arising and filtered through 
a forest of evergreens; canyons were swept, 
then in closeup, time-lapse photography, 
flowers spoored, prismatic geometries were 
transformed and cellular activity surged.

To render vivid the universality of life, 
Stevie Wonder mounted a spectacle in which 
humans matter slightly, but in his unforgetta
ble repertoire of older works people live and 
love, win or lose. Despite the grandeur of 
nature, most audiences care about their own 
troubles and triumphs more than those of 
the green world. —/toward rnandel

DAVE HOLLAND
RESIDENTIAL COLLEGE AUDITORIUM 

UNIVERSITY OF MICHIGAN

Personnel: Holland, acoustic bass.
The '70s may well prove, in retrospect, to 

have been the decade of the solo performer. 
All kinds of musicians have appeared onstage 
alone in recent years, including those whose 
instruments are rarely heard unaccom
panied. The solo challenge lies in sustaining 
interest, maintaining the creative flow, ex
ploring the variety of moods, textures, and 
approaches that a satisfying concert must 
present, all in a situation in which every
thing—inspiration, direction, the music it
self—must come from one player.

This was one of the best concerts I've ever 
heard. The role of the acoustic bass in 
modern jazz might already seem near the 
boundaries of what’s possible. But for Hol
land, evidently, there are no such limits. 
Virtuosity is not that uncommon anymore, 
but Hollands technique is subordinate to his 
strong musical intelligence, so it's not surpris
ing that this was Holland's first organized solo 
concert.

The intimate R.C. Auditorium provided a 
perfect setting for the recital. On a stage 
empty except for his bass, amplifier and a 
chair, Holland did two non-stop 45 minute 
sets, alternately playing pizzicato and arco. 
The first set opened with a Latin-tinged 
ostinato from which grew a pitch-centered 
but freely modulating solo (the sort of 
improvisational base Holland often provides 
in accompanying Sam Rivers). A rapid walk 
peppered with explosions of eighth and 16th 
notes gave way to a rock-flavored line in 
fourths. A segue brought on Miles Davis’ 
Solar, which indicated how fluently Holland 
can handle traditional changes. We heard his 
own Emerald Tears, along with some free, 
textural exploration, before a walking pat
tern built on fifths closed the set.

Holland opened the second set with Blue 
Monk, a very laid back theme statement 
followed by several choruses of boppish 
blues. The set closed with a moody version of 
Hollands Conference Of The Hirds', the sus
tained applause brought Holland back for an 
encore.

We only learned later that the rich ribbon 
of sound between these points (and the 
encore) was totally improvised; except for the 
four titles listed, the concert had been 
created on the spot. Yet there was a feeling of 
smoothness. Holland never floundered be
tween ideas, nor overworked those he used.

It was jazz solo art at its best, improvisation 
and composition merging.

Hopefully we won’t have to wait too long 
for Holland's next solo concert. More people 
deserve to hear him on a good night, alone.

—david wild

JOANNE BRACKEEN
JAZZ SHOWCASE 

CHICAGO

Personnel: Joanne Brackeen, piano; Clint Houston, 
bass; Wilbur Campbell, drums.

A strikingly tall young woman in jeans and 
tunic stood steeping tea in a styrofoam cup, 
chatting quietly with three guys on barstools 
about the weather and the tea she was 
drinking and the new purse she’d bought.

Fifteen minutes later I was a little surprised 
when she ambled stageward, and even more 
surprised when she surged at the keyboard 
of the Mason & Hamlin baby grand with the 
fervor of an eagle seizing its prey. Clearly, she 
had not come to chat.

Brackeen opened with International Festival, 
one of three new compositions she played 
during a five piece set. Recognizable were 
Hody And Soul-—which Brackeen played solo, 
stirringly—and Haiti-B, from her most recent 
album, Tring-a-ling. Aside from the solo 
number, the set featured aggressive, thought
ful interplay among the trio members— 
especially between Brackeen and Houston.

Backed by Campbell’s crisp rim shots and a 
driving hi-hat and cymbal, the opening bars 
of International Festival established for the 
evening a pattern of lyrical interchange 
between Brackeen and Houston. Brackeen 
followed with a seven minute solo replete 
with merging melodies and lightning-fast 
single-note nourishes. Throughout the set, 
her playing was inventive, spontaneous and 
un-selfconscious.

Lost Or Found was highlighted by a com
manding Houston solo. His old Chusak 
upright soared feelingly in the upper regis
ters as Brackeen fed supple chords. Con
sistently, his playing underpinned Brackeen's 
solos with precision; his own solos—there 
were four during the evening—were infused 
with energy and imagination.

Brackeen and Houston have gigged to
gether extensively in many settings during 
the past decade, in the States and in Europe, 
and during a common stint with Stan Getz. 
Wilbur Campbell, meanwhile, has become a 
fixture at the Showcase, capably backing 
whoever comes along. (Campbell was fea
tured in db’s 10/79 issue.) His work on this 
evening offered further testament to his 
versatility and craftsmanship. Too often, 
pickup drummers play distractingly splashy 
cymbals, and with too-tentative left hands. 
Campbell played with authority. His solos on 
the first and last pieces were compact and 
nicely-paced.

My favorite pieces were Golden Garden and 
Haiti-B. The former, a ballad, opened and 
closed with rich, rhapsodic Brackeen 
phrases, and offered a blithe solo by 
Houston. To close the set, Haiti-B fittingly 
ran the gamut of Brackeen’s pulsing rhythms 
and lyrcial twists, and even a dash of cowbell- 
accented honky-tonk. Houston took yet an
other sizzling solo, and Campbell offered 
some Latin, hands-to-snare drumming.
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There were more seats empty than oc
cupied this Sunday evening, the last of five. 
1'he sparse crowd, though, was consistently 
approving. It was my first visit to the jazz 
Showcase, and I noted for future reference 
that there were no bad seats in the house. It is 
constructed to please eye and ear alike.

When Brackeen’s set had ended, it oc
curred to me I was going to have some 

problem evoking on paper what 1 had heard. 
T he music didn’t easily fit into a category; it 
wasn’t strictly bebop, or blues, or classical, 
though the influences of all those—par
ticularly bop—were clear. Its character was 
romantic but not sentimental. Brackeen’s 
solos tensed, crescendoed and released—like 
a finely-tuned Porsche red-lining through its 
gears across a twisting mountain road.

Brackeen and Houston hope to continue 
their fruitful association, though on this 
evening they had no specific dates. 
Brackeen’s three new compositions will ap
pear on a forthcoming album, Prism, a duo 
date with bassist Eddie Gomez. I’ll be antic
ipating the album—as well as Brackeen’s 
return to the Windy City—with enthusiasm.

—fred seitz

MERLE HAGGARD 
AND THE STRANGERS

DANE COUNTY COLISEUM 
MADISON. WISCONSIN

Personnel: Haggard, vocals, electric guitar, fiddle; 
Roy Nichols, Red Lane, electric guitars; Ronnie 
Reno, acoustic guitar, harmonica, and backup vocal; 
Gordon Terry, fiddle; Norman Hamlet, pedal steel 
guitar; Mark Yeary, piano; Don Markham, sax and 
trumpet; Billy Joe Claton, bass guitar; Biff Adam, Bob 
Gallardo, drums; Bonnie Owens, backup vocal.

Merle Haggard’s show at the Coliseum 
strongly reinforced his stature as one of 
country music’s greatest singers and one of its 
most formidable bandleaders. Fronting a 
country big band which included four 
guitars, two drums, pedal steel, piano, fiddle, 
saxes and trumpet, Hag was able to faithfully 
render the Bob Wills-style western swing that 
he so deeply reveres, yet still harness the 
group’s power to bring out the individual 
subtlety inherent in each Haggard song.

Workin’ Man Blues, vintage 1969 Haggard, 
started things off at a brisk pace. But instead 
of cutting it off sharply and distinctly separat
ing it from the second tune, Hag gently 
dissolved the brittle arrangement into a 
smooth Always Late, lovingly sung in homage 
to its author. Lefty Frizzell, the late honky 
tonk classicist who was as much an influence 
on Haggard as Wills.

This pattern of alternating swingin’ up- 
beaters with mellower mood pieces con
tinued throughout the rest of the one hour, 
music-packed set. The autobiographical 
Mama Tried, marvelously swung along by Roy 
Nichols’ lead guitar riff, gave way to the 
sweetly intimate It's All In The Movies. The 
tender ballad Today 1 Started Loving You Again 
in turn led directly into the peppy classic 
Ramblin' Fever.

Wherever Haggard went, the Strangers 
followed closely with sparkling instrumental 
work and varying arrangements that gave 
each song its own character. Nichols and 
Haggard would exchange supple leads or 
twin together effortlessly, sometimes tripling 
with rhythm guitarist Red Lane. Drummer 
Biff Adam’s basic foundations were orna
mented by Bob Gallardo’s crackling Rototom- 
ming. Acoustic guitarist Ronnie Reno’s (Reno 
is the scion of bluegrass banjoist Don Reno) 
plaintive harmonica wails were answered bv 
Gordon Terry’s fiddle licks. Don Markham 
added sax or trumpet according to swing.

Straight-to-the-point solos were handed off 
liberally but always within the song's context. 
Obviously, though, the most appropriate 
context for this big band was country swing.

Haggard learned all about country swing 
and just about every other type of country 
music in hometown Bakersfield, Southern 
California’s major agricultural and industrial 
trading center and consequent cultural 
vortex. T here the young Haggard came into 
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contact with and studiously absorbed the 
country, jazz, gospel and blues music forms 
surrounding him. Country swing is an um
brella that covers all these styles; oddly it was 
utilized most impressively during the tradi
tional folk standard Get Along Home, Cindy.

The tune began with Hag unstrapping his 
guitar and picking up his fiddle, which he 
had learned to play in the six months prior to 
his assembling many of Bob Wills' Texas 
Playboys for a recorded tribute to his and 
their mentor. After a jumpin’ duet with 
Ferry, Mark Yeary took a boogie piano break 
before passing the lead to sizzling pedal steel 
guitarist Norman Hamlet. Hag followed by 
singing a verse, then Nichols took a lead turn 
before twinning with Hamlet. Back to Merle 
singing, then Markham jumping in on sax, 
Terry taking over and making way for Hag’s 
final chorus, with Nichols and Hamlet twin
ning it out at the end.

Haggard continued in the same vein with a 
deft fiddle solo which was surpassd bv Terry's 
bluegrass solo before dropping down a notch 
for twin fiddling with Hag, which led into 
Terry's hot Orange Blossom Special. Then 

Haggard introducd his “partner in crime for 
15 years," ex-wife and superb backup singer 
Bonnie Owens, who merrily yodeled her way 
through Cowboy’s Sweetheart.

After slowing it down one last time for If 
We Make It Through December—one of his most 
memorable ballads—Hag capped the hour 
by kicking it back up for his two most famous 
songs, Okie From Muskogee and Fightin’ Side Of 
Me.

It’s a pity that Haggard will always be best 
remembered for Okie, the 1970 period piece 
that originated as a joke on his bus and 
became an unintended patriotic anthem. 
Hag saves it for last, knowing f ull well that he 
can’t leave without doing it. Here it was a 
spirited rendition, jazzed up to make it less of 
the task that it so obviously is.

Fightin’ Side, on the other hand, was timely 
once again. Before leaving the stage Haggard 
dedicated the song to “all our Iranian 
friends.” T here was no malice in his voice, 
just the same simple, straightforward, honest 
tone, and "honest,” more than any other 
word, describes both the performance and 
the man. —james bessman



books
THE LATIN TINGE

THE LATIN TINGE: The Impact Of 
Latin American Music on the United 
States, by John Storm Roberts. (Oxford 
University Press, 1979, 190 pp., SI2.95)

T jaiin influences on the musical styles ol 
the United States is a worthy topic for a book. 
From the days of Vernon and Irene Castle 
tangoing across America to the current Latin 
disco craze, the music that has come north to 
America has had a profound effect. Unfor
tunately, although the basis of a book is there. 
The Latin Tinge is no more than an outline for 
that book.

Small in size and scope, The Latin Tinge is 
written like a well researched college term 
paper. Roberts has decided to spend his time 
in the library rather than interviewing first 
hand sources and, although the book is 
replete with song titles and quotes from 
various articles and books, it is lacking in 
accounts from many of the innovators them
selves. Several quotes are taken out of Desi 
Arnaz’s A Book, but there is a paucity of 
quotes from the likes of Tito Puente, Mongo 
Santamaria, Machito, et al. Roberts did his 
homework, but not his leg work.

The book does carefully chronicle Latin 
music’s emergence in this country. After two 
introductory chapters the book is conve
niently broken down into decades. Such 
figures as Xavier Cugat, Perez Prado and 
Carmen Miranda are discussed at length and 
long lists of song titles are offered. Roberts 
was correct in lingering over the popularizers 
of such forms as the Rumba and Mambo, 
but he also dwells on insignificant song titles 
that have some mention of a Latin locale.

The work alternates between an objective, 
straight-forward account and a subjective 
piece of criticism. Roberts approves a num
ber of American composers using Latin styles 
(though of George Gershwins Cuban Overture 
he writes, “The Cubanisms are no more than 
a banal garnish to a work both bland and 
pompous”).

Roberts also takes time to tell us that the 
success of the popular song Peanut Vendor led 
to the Melody Lane Fountain of the Belasco 
Theatre, Los Angeles selling a "Peanut 
Vendor Sundae” which was “ironically” made 
with pecans. Il is an interesting tidbit, as are 
some of the song titles such as You Don't Play 
A Drum, You Beat It, Ed Sullivan Samba and I 
Came, 1 Saw, I Conga'd, but it takes up space 
that could have easily been better used.

Roberts has avoided making any judg
ments as to the sociological reasons for any of 
the music. His interest was only to give the 
facts and this he has done. I he book is not 
lacking in names or musical descriptions— 
there is even a handy 14 page glossary ol 
terms which is invaluable to new fans ol Latin 
music who want to know the difference be
tween a guaracha and a habanera, or any 
other forms of music, rhythms or instru
ments.

Latin music would have been better served 
by a completely objective listing of the events, 
rather than as a vehicle for Roberts' own 
feelings (which he frequently stresses with 
exclamation points).

Pickiness department: a certain sloppiness 
runs through the book. A quote on page 98 
begins “Sammy Kiamie believes . . but 
there is no other mention of Mr. Kiamie. 
Who is he? Near the end of the book appears 
the rather curious statement, “Others, 
among them singers Sammy Davis, Jr., and 
pianist Chick Corea, were so thoroughly 
absorbed in ‘American’ music that their Latin 
origins (musical or personal) were more or 
less forgotten.” Sammy Davis, Jr.? He, too, is 
listed nowhere else, index included.

Three times the title of the song Cuando
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Vuelva A Tu Lado comes up and all three times 
Roberts explains that it is known as What A 
Difference A Day Makes. I he third time he 
makes the point he says, “almost nobody is 
aware of its Latin origin.” By this reference, 
its origin is clear. When referring to specific 
records, Roberts is haphazard when it comes 
to giving such information as the label on 
which the record was released.

All in all, John Storm Roberts’ The Latin 
Tinge is a dull, dry account. It is the first book 
of its kind and, hopefully, will inspire some
one to print the English language volume on 
Latin music that is still needed. In the 
meantime this book will stand as a useful 
basis for further work in the field, but 
Roberts could have given us a little more 
carnd with our salsa. —jeske

State Zip

March □ 59



DICKENSON continued from page 25

file gumbo (for those ol you who have ever tried to hud a crawfish in 
New York City, you’ll appreciate the rarity of such dishes in the land 
of pastrami sandwiches and knishes).

Over the past lew years, Crawdaddy has brought in a selection of 
swing era greats—Doc Cheatham, Buddy Tate and Sammv Price 
among them. I he reason the room isn’t filled with authentic New 
Orleans-styie sextets is that its budget only affords three pieces. 
Sometimes it's the drummer who gets sacrificed and sometimes, as in 
this case, it’s the bassist.

"The only thing I regret not having is a bass," says Dickenson, who 
does not regret that he is in charge and can play Muskrat Ramble onh 
when he wants to, and does not regret the hours of the club—six in 
the evening until 1 1 with Saturdays and Sundays off. “I like to have a 
bass with me. it gives you some bottom to work with. Jackie would like 
it and so would the pianist."

Still, the chance to hear Dickenson unencumbered by other horns 
is a rare delight. I Ie sits himself on a high stool, crosses his legs and 
launches into a muted Squeeze Me. Williams plays the entire set on 
brushes, so there’s no reason lor the trombonist to use a mike. His 
sound rises slowly and easily into the air—floating over the heads of 
the eaters, some of whom are obviously concentrating more on their 
plates than on the bandstand.

Squeeze Me is spun around so at times it becomes Lady Be Good. 
Dickenson fools with the melody as if it was a pussycat whose bellv he 
was scratching to put it to sleep. Ihe Nearness Of You follows and it 
includes a playful growl that almost sucks the bisque from a bowl on 
the front table. Chuck Folds is an able pianist in a Fats Waller vein, 
which is most evident on Wallers Fit As A Fiddle, which Vic calls at a 
skiprope tempo. There Will Never Be Another You sounds as if it was 
taken to a Berlitz school and translated into the language of the 
trombone—one can hear the lyrics being played. George Gershwin’s 
Maybe doses the first set—Vic likes to pull tunes out of the closet that 
don’t get the play they might. The audience looks up from their 
gumbo and applauds the sad faced trombonist.

It was after leaving the Basie band that Dickenson began being 
hired by dixieland groups. Perhaps it started when he took a job with 
Sidney Bechet. But during the '40s, Dickenson began to firm up his 
reputation as a small-group swing player. Jobs with Lips Page. 
Frankie Newton and Lester Young kept Vic’s chops in shape. T hen 
there was a long stint with pianist Eddie Heywood that began al the 
Cafe Society in New York and ended up when Vic became ill in Los 
Angeles. He freelanced around California before heading back east, 
this time to Boston.

Ihe number of dixieland groups that Vic Dickenson played with in 
the '50s is astounding. He worked with Eddie Condon, Ed Hall. 
Marian and Jimmy McPartland and in a band with Bobby Hackett 
which founded Vic’s dearest friendship.

"Bobby Hackett was one of the finest guys I’ve ever known—I’ve 
ever known. It’s just too bad that he’s gone. I miss him very much." 
One ol the drummers that Vic frequently works with now is Bobby’s 
son Ernie.

L p through the '70s, Vic stayed quietly in the dixieland scene. He

SELECTED DICKENSON DISCOGRAPHY
as a leader:

THE ESSENTIAL VIC DICKENSON—Vanguard VSD 99/100 
with Count Basie:

THE BEST OF—MCA 4050 E
with World's Greatest Jazz Band:

LIVE AT THE ROOSEVELT GRILL—Atlantic SD 1570
with Lester Young:

THE ALADDIN SESSIONS—Blue Note BN LA
456-42
with Carrie Smith:

DO YOUR DUTY—Classic Jazz CJ 139
with Alberta Hunter:

REMEMBER MY NAME—Columbia JS 35553
with Billie Holiday:

STRANGE FRUIT—Atlantic SD 1614
with Buck Clayton:

JAM SESSION VOL. II—Chiaroscuro CR 143
JAM SESSION VOL. Ill—Chiaroscuro CR 152
JAM SESSION VOL. IV—Chiaroscuro CR 163

with Ruby Bratt:
EASY NOW—RCA LPM 1966
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was with Wild Bill Davison, Ihe World’s Greatest Jazzband and Red 
Allen at the Metropole, a gig which prepared him lor the frequently 
loud customers al such restaurants-cum-jazz clubs as Crawdaddy.

"H you could work the Metropole you could work anywhere. You 
could work at a construction site with steam hammers and things 
going. But if people come in to spend their money, who am 1 to tell 
them how to act?”

During the '70s Vic Dickenson began to be recognized as one of 
the masters of the swing trombone. Thanks to numerous ap
pearances at the Newport Jazz Festival, where Vic was teamed with 
swing players of his calibre, and to several rave notices following 
appearances at various European festivals, Vic is now being hired 
outside of the dixieland idiom. His growling solo on Lazybones was the 
high point of a lengthy Hoagy Carmichael salute at last year’s 
Newport fete, and his vocal duet on / Want A Little Girl with Doc 
Cheatham stole the singing honors right out from under Mel Torme 
and Jackie and Roy (Kral) at a salute to American song program later 
in the week.

“They appreciate music much better in Europe than the people do 
here,” says Dickenson as his break between sets draws to a close. 
“T hey appreciate our music, just like the people over here appreciate 
English singers—the guys that come over here, the quartets and 
things. 1 hey go wild about the American music."

Folds and Williams take their places and Dickenson slowly lumbers 
to the bandstand, sprays his slide and begins a lilting, laughing Wrap 
Your Troubles In Dreams. The set includes a Jobim samba, a sweet vocal 
on If I Could Be With You, a foot-tapping Wolverine Blues, a rocking 
Shimmy Like My Sister Kate and an attention grabbing Jingle Bells with a 
snarling, growling bark on the part which would be "laughing all the 
way.”

At the end of the evening, Vic Dickenson sits quietly packing up 
his horn, which he’ll take in his car and drive up lo his home in the 
Bronx. He happily shakes hands with the few remaining customers, 
some of whom leave their pecan pie for a minute to wish the 
tiombonist well. Ding, ding,’ he tells them when they compliment 
some part of his set.

Ding, ding.-.' Well, I don't know what it means, but it’s just like a Vic 
Dickenson solo—it makes you smile and, damn it, you don't know 
quite why. But there’s something about it that makes you smile, or even 
chuckle, and something about it that just makes sense. db
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COLEMAN continued from page 28

classic waxings from the same concert at 
Lincoln Center—Four And More and My Funny 
Valentine; and then in 1963 they recorded In 
Europe at the Antibes jazz Festival in Juan- 
Les-Pins. Quite a lot of superior saxophoning 
music—enough, you might think, to interest 
a record producer somewhere in this grow
ing talent?

Unfortunately, this was not to be and while 
all the other members of the Quintet went on 
to fame and fortune, George left the Davis 
band after a year lo freelance. Coleman's 
replacement on tenor was Wayne Shorter.

“Miles was ill during that time—a lot of 
times he wouldn’t make the gigs and it was 
frustrating. I would be standin' out f ront and 
a lot of people thought / was Miles Davis, if 
you can believe that. And 1 used to stand out 
in front and make a gig some nights after the 
first set, ’cause he would split . . . ’cause he 
was hurtin’, you know. His hip was botherin 
him—and so there was a lot of pressure on 
me, and sometimes the money would be late 
and I’d get it in a check and have to try to get 
it cashed, so 1 really got tired ol it: so I just 
decided to leave.”

Then came stints with Lionel Hampton, 
Charles McPherson. Lee Morgan, Elvin 
Jones, Cedar Walton and countless others. 
Coleman performed at most of the major jazz 
festivals, taught several students, concen
trated on composition, and formed an ac
claimed octet which featured saxophonists 
Frank Strozier, Mario Rivera and Harold 
Vick, later Junior Cook, Danny Moore 
(trumpet), Mabern (piano) Lisle Atkinson 
(bass) and Keno Duke (drums). The band 
relentlessly explored musical textures, with 
very distinctive results; and that each ol the 
artists is a powerful soloist lent great variety 
to its work. The band can still be heard on 
occasion in the New York area, and cut an 
album available in Japan (Revival—Catalyst 
KUX-73-CT).

Of his past, Coleman notes with character
istic aplomb. “It's been like a school. All these 
different concepts in all these different bands 
tliat I've played in—it's been like an educa
tion. You can't play the same way in all 
situations; you have to know how to play in 
whatever band you're in. In Max's band, 
everything was fast, harmonically complex— 
which was great for me, I love the challenge 
of the changes. But there was no piano, see. 
so you had to be counting all the time and 
you had to have your harmonics together 
’cause you still had to play the changes. That’s 
the perfect situation for someone to play in 
today who likes lo play free—but we weren i 
playin’ free. We had freedom, but still had the 
harmonic discipline. And Slide Hamptons 
octet was the same wax—no piano, but we did 
have some harmony from the horns.

"Of course with Miles I got everything— 
uptempos, harmonic situations, takin' 
chances. I began to lake more chances, play 
things that I didn't know how I was going to 
come out of, whereas before I was always a 
careful player—always strictly tryin' to plav 
the changes no mailer what. Maybe not 
succeeding all the time, but always trying. 
With Miles I began lo really get this ad ven
turous spirit: 1 began to try to stretch out a 
little bit. play some different stuff. He left it 
more spontaneous—in a creative sense.

"Right now. I'd like to pursue this quartet 

thing more than anything. It would give me a 
chance to stretch out and play a lot. And I 
remember Trane playin' with a quartet all 
those years, and 1 think a quartet is really the 
thing for an aggressive player, and I feel 1 am 
somewhat aggressive. A player who really 
needs to play a lot. And I think a quartet 
situation is perhaps the best thing for me—at 
least I'd like to pursue it a little bit further, 
’cause I’ve never really been in a quartet 
situation on my own, with my own band, for 
any length of time. But also I'd like to 
become involved with the octet. Ed like to do 
some writing for that. And of course here in 
the city there will be some quintet gigs.”

Several years ago Coleman received a grant 
from the National Endowment for the Arts 
which culminated in a suite for his octet— 
Revival Of The Fittest—and now he would like 
to get involved with another project. 
"Perhaps do a book, because I’ve noticed that 
a lot of young musicians get some ol these 
books out on the market today and it really 
tells them nothing about what they really 
need io know. There’s a lot of good figures in 
the books that some of the good writers have 
written, like Oliver Nelson; but for the 
beginners, they don’t know what to do with 
tliat sluff. Il would lake an advanced player 
to be able to utilize it. I'd like to simplify it a 
little bit and write a book explaining where to 
pul these phrases—how they interlock and 
how they relate to the changes, because that's 
never in the books.”

1 remark that George has developed a 
reputation for calling tunes in keys other 
than the one in which they were written— 
strange keys, I say.

“Well, you see, no key is strange,” he 
explains. “And that's what 1 always try to tell 
my students. If you want to become profi
cient and a good instrumentalist and a good 
improviser you should be equipped to play in 
any key. That’s a good technique builder— 
trains vour mind—and if you think in tonality 
you don’t think in keys, you just think of the 
sound, you know—where you want your 
hands to go. But you still have to have the 
knowledge to know what the changes are in 
the key of B natural or E sharp . .. you should 
be able to plav in all the keys. That’s what I 
think; but the guys think you’re crazy if you 
call Cherokee in A or E or D. 1 hey say, AV hat 
you tryin’ to prove? What you tryin’ to do.' 
You tryin’ to mess somebody up or some
thin’?’ No, it's just something that I like to do, 
'cause I think it helps you—I'm convinced it 
helps you. It's a different sound in that key. 
its a different kind of a pitch. It's a challenge. 
You are able lo create more, you're gonna 
play differently in these keys 'cause you're 
not used to playin' so you come up with some 
different things. I do it for that reason."

Well, one could never accuse George 
Coleman of backing away from a challenge— 
or of lacking the spirit necessary to meet one. 
"There's one thing you can say.” he mentions 
in passing. “I haven't been overexposed—in a 
leader capacity, anyway—but I’ve worked 
with so many people . . . As a matter ol lact. 
I’ve probabh gotten more exposure bein' a 
sideman than a lot of guvs would who've got 
all kinds of records out on the street as a 
leader." With three LPs cut and another 
recently recorded at Ronnie Scott's in Lon
don. George Coleman will soon be more 
accessible to his public—if not exactlv flood
ing the market. And as he says himsell. there 
is indeed a Revival Of The Fittest. 4b

Baldwin

Tii m

Michael 
Tilson Thomas’ 
Accompanist



JACKSON continued tram page 30

opened me up. and made me start listening 
to pretty much everything. In particular, they 
turned me on to the new music and its 
practitioners whom I had never heard be
fore.

“Leo and Oliver also have a real inner 
strength that affected me on a spiritual level. 
Both are extremely directed people. They 
really know what they’re doing, where they’re 
going, and what they want to do. 1 was so 
impressed by their attitude that 1 was able to 
get more in touch with myself."

Jackson's own strong convictions have 
allowed him to pursue a new artistic direction 
over the past year. His two albums on Arista, 
Gifts and Heart iff Center, signal a departure 
from his previous work: both are more 
commercially oriented and include a more 
traditional instrumentation of guitar, horns, 
and rhythm section instead of the guitar and 
horn(s) context he employed for several 
years.

"Gifts came about because 1 had written 
some music for guitar, tenor saxophone, 
trumpet, electric bass and drums. At first, I 
wasn’t completely certain who would be 
playing except for drummer Pheeroan ak 
Laff who has been with me for a couple of 
years. Eventually, the group evolved into 
myself. Pheeroan, Marty Erlich (sax), Jerome 
Harris (bass), and Baikida Carroll (brass).

“The group first got together at a concert 
at the Creative Music Studio where I was 
teaching. We worked so well together and 
enjoyed each others company so much that I 
decided to keep the ensemble together."

Jackson used the band—adding keyboard
ist Barry Harwood—on Heart & Center. The 
albums extended use of short tunes, vocals, 
and r&b/rock rhythms has raised the eye
brows of purists—and those who remember 
the guitarist’s previous efforts. Yet, Jackson 
maintains that the record is true to his artistic 
integrity.

"Heart & Center documents a direction 
that’s right for me." he declares. “Of course, 
the music has different rhythmic elements 
than I've recorded before, but it does the 
same things harmonically that I’ve always 
done. Furthermore, the album has a sound 
that more people will listen to. which is an 
exciting prospect.

“Still, I don’t see my current direction as 
the only way for me to express myself. I’m 
not prepared to get caught into any formulas. 
I just don't write that way. Yet, the new album 
is my music just like my older things are my 
music, too."

lb these ears, Jacksons own assessment of 
his music is accurate. Heart & Center is an 
exceptionally well-crafted and musically in
spired album that stands up to repeated 
scrutiny. The music tightropes between high 
art and commerciality, packing a consider
able amount of material into brief periods of 
time. Catalyst To Perception, the album’s last 
piece, for example, sounds considerably 
longer than it actually is because so much 
happens harmonically and melodically 
within a three minute period.

As lor the future. Jackson is excited about 
touring with his band as well as engaging in 
special projects. In all of diese situations, he 
wants to realize his potential both as a human 
being and a creative artist.

‘Music has always been the dominant 
factor in my life." Jackson concludes. “I’m 
glad that I’m involved in and part of such an 
expressive and rewarding medium." db 
62 □ down beat

EB JAZZ AIDS
□ JAZZ COMPOSITION for BIG BAND by Wm Russo & Reid 

Hyams. Textbook, workbook & cassette of examples $16.95
□ RAY BROWN BASS BOOK ........................................... $9,50
□ CARMINE CARUSO musical calisthenics for brass. Clinical 

approach to a brass instrument.................... $9.95
□ CHARLIE PARKER 2 LP ALBUMS. Contains 30 songs. 22 of 

which are in the OMNIBOOK! Savoy 2201...........$7.95
□ JOHN COLTRANE SOLOS in Bb key. Blue Train, M. Notice, Lazy 

Bird & 5 others..................................................... $4.95
□ JAZZ ETUDES by D. Baker correlated to Vol. 5 & 6 play-a-long 

records. Excellent sightreading. Use with Lp's.
□ Treble, □ Bb. □ Eb, □ Bass...............each $4.95

□ JIMMY HEATH—-31 compositions........................ $4.95
□ ORNETTE COLEMAN 26 tunes.................................... $5.00
□ JAZZ RIFFS for BASS by Rick Laird ...........................$2.95
THE BEBOP ERA by D. Baker □ Treble or fj Bass

□ Vol. 1, $6.95 .□ Vol. 2, $4.95 □ Vol. 3’, $4.95
□ Mr. Gone—Weather Report latest book. Concert key & Bb 

parts ....................................................................$6.95
□ THE RUSS GARCIA PROFESSIONAL ARR'COMPOSER BOOK 2.

Long awaited volume with 33V3 EP record........... $14.95
□ HI-HAT INTEGRATION by Jan Prins. Excellent book for hi-hat 

independence........................................................ $6.95
□ NU-ART technique exercises, treble clef ..................$2.95
□ LISTENING TO JAZZ by Jerry Coker. New paperback .. $3.45
□ CANNONBALL ADDERLEY'S COMPLETE JAZZ FAKE BOOK. 152 

songs made famous by Cannonball. C key ......... $6.95
□ PATTERNS for IMPROVISATION by Oliver Nelson, treble clef 

book of 81 different patterns & songs ................ $8.00
□ ENCYCLOPEDIA of IMPROVISATIONAL RHYTHMS & PATTERNS.

Treble clef □ $15; Bass clef □ $12.50
□ JAZZ IMPROVISING for the ROCK/BLUES GUITARIST by Paul 

Lucas. Melodic jazz soloing book........................$5.95
□ FIVE TROMBONE ARRANGEMENTS w/rhythm sections. 9 New 

original charts from Nashville by Barry McDonald et al.
Write for catalog and prices

□ LOOKOUT FARM—A case study of improvisation for small jazz 
groups. By Dave Liebman & groups Two sound sheets and 
transcribed solos. Excellent book! ...................... $9.95

□ 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. Skunk Funk & Sneakin' Up. and others......$6.95

□ CHUCK MANGIONE 2 tunes in sketch score form and 6 piano 
score—concert key. Bellavia, Chase Clouds ...... $5.95

□ TEXTBOOK of DRUM SET EXERCISES. 25 charts of different 
phases of jazz drumming. Complete notation....$3.95

□ A MUSIC NOTATION PRIMER—MUSIC CALLIGRAPHY by Glen 
Rosecrans. Shows how to copy music ................ $4.00

□ TECHNIQUES & THEORY for POP KEYBOARD PLAYERS by
Preston Keys. Thorough book, Int/Adv.......................$5.95

□ TAKE THE LEAD by Stan Seckler. A basic manual for Lead 
Altoist in jazz band........................ $5 00

□ THESAURUS of SCALES & MELODIC PATTERNS by N.
Slommsky. Large hardbound book, 243 pages. Treble & 
bass clef exercises ..................................... $25 00

□ INTERPRETING POPULAR MUSIC at the KEYBOARD by Jen 
Southern. Excellent book, spiral bound ........ $9.95

□ NEW CONCEPTS IN LINEAR IMPROVISATION by Ray Ritker.
Textbook study of scales/chords. Treble clef........... $7.95

□ WORKBOOK for NEW CONCEPTS IN LINEAR IMPROVISATION w/ 
cassette practice tape. Workbook has chord progressions in 
concert key for the practice tape ............. $9.95

□ ED THIGPEN—RHYTHM ANALYSIS & BASIC COORDINATION for
DRUMS. Good primer book........................................$4.95

□ AUTOBIOGRAPHY of a YOGI by Paramahansa Yoganada. 
Paperback of life as it really is ........................... $1.95

□ IMPROVISING JAZZ by Jerry Coker (paperback). Excellent 
introduction to jazz theory...................................$3.45

□ THE JAZZ IDIOM by Jerry Coker (paperback). A must for 
teachers! This book can give you a boost once you’ve begun 
to improvise .........................................................$2.95

□ 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! Can be used with Vol. 21
................................................................................ $16.00

□ SCALES for JAZZ IMPROVISATION by Dan Haerle. 21 scales in 
all twelve keys in treble & bass clef ...................$6.95

□ JAZZ TRUMPET TECHNIQUES by John McNeil. Special book 
designed to help solve certain problem areas of jazz trumpet 
playing. A much needed book................. $2.95

□ PENTATONIC SCALES for JAZZ IMPROVISATION by Ray Ricker.
Study of Pentatonic scales in modern jazz with many 
exercises and licks. Portions of solos by Corea, Hancock, 
Farrell, Henderson, Jarrett, and 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................ $6 95

□ LYDIAN CHROMATIC CONCEPT by George Russell. An ad
vanced book dealing with the application of scales & 
melodic concepts used by the jazz masters ..... $30.00

□ THE ART OF MUSIC COPYING by Clinton Roemer. The music 
copyist Bible ... for composer, arranger, student, teacher. 
Large paperback ..................................... $12 95

□ STANDARDIZED CHORD SYMBOL NOTATION by C. Roemer & C.
Brandt. Uniform system for musicians ....... $4 25

□ THE PROFESSIONAL ARRANGER & COMPOSER by Russ Garcia 
Standard text for big band writing ............ $9 95

□ THE JAZZ CLINICIANS QUARTET “PLAY for YOU" featuring 
Jamey Aebersold. alto and tenor; Dan Haerle. piano; Rufus 
Reid, bass and Charlie Craig, drums. Chord progressions and 
two solos provided ................................................$5.95

□ COMBO CHARTS by J. Aebersold, David Baker, Horace Silver 
Dan Haerle & SUPERSAX. Write for catalog.

□ JUMBO JAZZ FAKE BOOK........................................... $24.95
□ BRUSH ARTISTRY by Philly Jo Jones ......................... $4.00
□ IT’S TIME FOR THE BIG BÄND DRUMMER by Mel Lewis and

Clem DeRosa ............................ $9 50
□ HOW TO CREATE JAZZ CHORD PROGRESSIONS by Chuck

Marohnic ........................................................... $4.95
□ WOODY SHAW SOLOS from latest records. 16 solos for Bb 

instruments. BRAND NEW! . . «6 95
□ CONTEMPORARY PATTERNS by D. Baker' ’.’. $9-.95

by JAMEY AEBERSOI 
and OTHERS

PIANO BOOKS

□ THE JAZZ STYLES OF CHICK COREA 10 songs for tv 
hands ............................................................... $5.5

JAZZ IMPROV. FOR KEYBOARD PLAYERS by Dan Haerle. Cre.itir 
melodies—use of left hand—soloing and much more. □ Bas 
Concepts $3.95; □ Inter. $2.95; □ Adv. $3.9
□ 3 Vol. complete—Spiral bound .............................. $9.9;
□ CHICK COREA: 16 tunes including Spain, 500 Miles Higl

La Fiesta and You're Everything .............................. $6.9
□ BILL EVANS #1 6 transcribed songs—Interplay, Tim

Remembered, Very Early, etc..................................... $2.9
□ BILL EVANS #2 5 transcribed solos and 1 song—Funny Mar

Orbit, etc....................................................................$3.9
□ BILL EVANS #3 5 transcribed solos and 15 songs 0

records—Peri's Scope, Elsa, Peace Piece, etc......... $3.9
HERBIE HANCOCK—19 jazz tunes written for piano. Include 
several transcribed solos ......................................... $7.9

□ HERBIE HANCOCK: Over 45 of his greatest hits such a 
Cantaloupe Island. Maiden Voyage, Toys. One Finger Snat 
Watermelon Man, Chameleon, etc........................ $7.51

□ HORACE SILVER: 53 transcribed songs exactly as recorded b
Horace . . . S. Sadie, N. Dream, etc.........................$6.9!

1 THE ERROLL GARNER SONGBOOK 21 songs based on reco'dei 
versions. Just like Erroll plays—two hands ... $3 91

□ JAZZ/ROCK VOICINGS for the CONTEMPORARY KEYBCARI 
PLAYER by Dan Haerle. A must for any keyboard player whi 
needs new voicings! ........................................... $**.9!

□ A STUDY IN FOURTHS by Walter Bishop, Jr, ..............$4.5(

JAZZ SOLO8-TRAN8CRIPTIONS

□ DEXTER GORDON sax solos in Bb key. 22 solos with Bb I 
concert chord symbols. Taken off record........... $6.9!

□ C. PARKER—14 solos □ Concert □ Eb .............ea. $5.9! 
□ CHARLIE PARKER OMNIBOOK for Eb instruments. 60 ran 

scribed solos .................. $9 g-
□ CHARLIE PARKER SOLOS FOR Bb and C keys. 9 «olo‘ 

transcribed off records w/piano accompaniment. ... $3.9!
□ PAUL DESMOND—20 solos with chords................ $6.9* 
□ WES MONTGOMERY GUITAR BOOK by Steve Khan. Impro/isa 

tions & interpretations of 17 of Wes' solos .. $5 9!
□ WES MONTGOMERY JAZZ GUITAR SOLOS off record. 22 

transcribed solos............................ $5 9E
□ THE ARTISTRY of JOHN COLTRANE 8 solos. Blue Train, .azi 

Bird. Moment’s Notice, etc.................... $4 g>
□ THE ARTISTRY OF JOE HENDERSON. 7 original songs ant 

transcribed solos from 2 classic Blue Note albums 
Excellent book in Bb key .................................... $4.9E

□ MILES DAVIS—11 solos □ Concert □ Bb .........ea. $5.95 
□ T. MONK—8 tunes & solos (concert key) ..................$5.95
□ DJANGO REINHARDT—16 solos (great book!) ............ $5.9=
□ BUD POWELL—6 transcribed solos ...........................$5.9=
□ C. CHRISTIAN—transcribed solos, concert key .........$5.95
20 of WORLDS GREATEST JAZZ SOLOS: Books for
□ SAX □ TRPT□ BONE □ GUITAR□ PIANO □ FLUTE. Excellent 

for sight reading. Solos fit instru. range .... ea. bk. $-1.95 
! 28 MODERN JAZZ TRUMPET SOLOS transcribed by Ken S one 

and edited by Jamey Aebersold. Solos are in Bb key with 
chord symbols. By 15 Jazz Greats ......................$4.95

] DIZZY GILLESPIE SOLOS for Bb and C keys. 14 transcr bed 
solos off records by Dizzy with piano accomp........$-1.95 
LOUIS ARMSTRONG SOLOS in Bb key only. 20 beautiful solos 
by Louie exactly as on records ..............................$3.95

□ JAZZ STYLES & ANALYSIS for GUITAR transcribed & annotated 
by Jack Petersen. 74 solos from 64 guitarists .... $9.95 

□ JAZZ STYLES & ANALYSIS for TROMBONE by David Biker.
History of the trombone via trans, solos, 157 solos in bass 
cleff off records by known trombonists ................. $1!>.00

(J JAZZ STYLES & ANALYSIS for ALTO SAX by Harry Miedma and
David Baker. 125 transcribed and annotated solos by 103 
famous alto saxophonists........................................$12.50

BASS BOOKS

I RON CARTER BASS LINES off Vol. 6 record of play-a- ong 
series, w/chord symbols. A must for bassists! ... $3.95 

□ MONK MONTGOMERY ELECTRIC BASS METHOD editeo by 
David Baker. Bass line construction..................$16.00

THE EVOLVING BASSIST by Rufus Reid. An indispensable aid 
to developing a total musical concept for jazz and 
symphonic bass players. Spiral bound................... $14.50

□ EVOLVING UPWARD—Bass Book II by Rufus Reid— BR/iND
NEW! Shows how to approach and execute in-thumb 
position for acoustic bass.........................................$7.50

□ NO NONSENSE ELECTRIC BASS by Joe Cacibauda. This took
is a beginning method book..................................... $4.95

□ BIG BAND BASS by John Clayton .............................. $7.95

□ AVID BAKER BOOKS

I JAZZ PEDAGOGY by DAVID BAKER. A comprehensive method 
of JAZZ EDUCATION for teacher & student ........$17.00

□ D. BAKER'S MODERN JAZZ DUETS, Vol. 1, Cookin', Treble □
Bass □; Vol. 2, Smokin', Treble □ Bass □..ea $3.95 

□ DAVE BAKER ADVANCED EAR TRAINING BK w. Cassette $12.00 
□ J. J. JOHNSON MONOGRAPH by David Baker. In-depth stucy of

J. J.’s style. Transcribed solos, too.............................$5.95
JAZZ IMPROVISATION by David Baker. A practical theory took 
aimed at performance. Comprehensive method of stud> for 
jazz players. Spiral bound ........................ $15 00
ARRANGING & COMPOSING for the SMALL ENSEMBLE by David 
Baker. Shows how to arrange & compose for jazz, rhythm & 
blues & rock for the combo............................. $15 00

□ JAZZ IMPROVISATION for STRINGS VOL. 1 by D. Baker.
Comprehensive jazz study for Violin & Viola......$12.50 

□ JAZZ IMPROVISATION for STRINGS VOL. 2 by D. Baker Seme
as above. For Cello & Bass......................................$12.50

I EAR TRAINING for JAZZ MUSICIANS book with 2 cassettes by
D. Baker. Designed to aid the jazz player in improving his 
hearing, his recall and his ability to respond rapidR to 
musical stimulus. A MUST! 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



Have Fun 
Playing JfiZZ

This truly original approach to jazz improvisation can be used by players at all levels of 
ability. Practice, improvise and compose at your own pace with excellent rhythm 
sections. They make you want to play!
HOW TO USE . . . each volume includes a quality stereo record and a coordinated 
booklet with parts FOR ALL INSTRUMENTS... treble and bass clef, Bb and Eb. The 
special stereo separation technique is ideal for use by rhythm players. The left channel 
includes bass and drums, while the right channel contains piano or guitar and drums. 
The volumes do not necessarily get progressively more difficult. Popularly 
termed The Most Widely Used Improvisation Method On The Market! Suggested
order of study, Vol. 1, 21, 3, 5, 2. . . .

Kenny Barron-piano,

VOLUME 13 
“CANNONBALL 
Tremendous feel
set. Songs made famous by Cannonball’s Quintet, including 
Work Song, Del Sasser, Sack of Woe, This Here, others.

ADDERLEY” (Int) - 
to this blues-oriented

Ron Carter-bass, 
Ben Riley-drums.

VOLUME 11
“HERBIE HANCOCK" (Beg/lnt) - Eight
of Herbie’s greatest, including Maiden Voyage, Dolphin Dance, 
Watermelon Man, others. Ron Carter-bass, Kenny Barron-piano, 
Billy Hart-drums.

—VOLUME 12 
“DUKE ELLINGTON" (Int) — All-time classics! Ballads to 
swing, including Satin Doll, "A" Train, Mood Indigo, six others.

VISA
$8.95 per set (LP & Book)

(unless indicated)
master charge VOLUME 14

“BENNY GOLSON" (Int/Adv) — Includes Killer Joe.1 Remember 
Clifford, Stablemates, Along Came Betty and more. Patrice

VOLUME 1
“A NEW APPROACH” (Beginning/lntermediate Level) — 
Chapters on melody, modes, Blues scale, Pentatonic scale use- 
ear training, articulation, blues melodies, chromaticism, etc. 
Requited scales and chord tones written in each measure. 
Blues in F and Bb, Dorian minor tracks, 
cadences, cycle of Dom. 7ths, l!/V7’s, 
24-measure song ... transposed parts, 
too. This and “GETTIN’ IT TOGETHER” 
will get you started on the right track!

Rushen-piano, Roy McCurdy-drums, Bob 
Magnason-drums.

VOLUME 2
“NOTHIN’ BUT BLUES” (Beg/lnt) — Eleven blues in various 
keys and tempos. Scales, chord tones written.

nOGftffTOP

VOLUME 3
“THE II/V7/I PROGRESSION” (Int.) — Probably the most impor
tant musical sequence in modern jazz. A MUST for jazz players!

«
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Dan Haerle originals that challenge. Only for the brave! Dan 
Haerle-piano, Rufus Reid-bass, Charlie Craig-drums.

VOLUME 4
“MOVIN’ ON” (Int/Adv) — Aebersold and

».

VO I
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VOLUME 5

ES 
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“TIME TO PLAY MUSIC” (Int) — Modal Voyage, Killer Pete, etc. 
Next logical step after Volume 1 or 3. Variety! Dan Haerle-piano, 
Rufus Reid-bass, Jonathan Higgins- 
drums.

------ VOLUME 6
.»m«—am u “all BIRD” (Adv) — Ten Charlie Parker 

classics. Excellent Bebop feel. Rhythm 
section includes Ron Carter, Kenny Barron, Ben Riley. Hot!

4XLES BiVZS

Dan Haerle-piano, Rufus 
Jonathan Higgins-drums.
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VOLUME 7
“MILES DAVIS" (Int/Adv) — Eight of Miles’ most popular tunes 
from the Fifties. Includes Four, Tune-Up, The Theme, others.

Reid-bass,

VOLUME 8
'SONNY ROLLINS” (Int/Adv) — Nine 

famous Rollins tunes in their original keys. Airegin. Tenor 
Madness, Doxy and more. Same rhythm section as Vol. 7. , JATTEY MtuRA
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pa . /h dipaymï; dues;;ju

•woodiCIhaW0 J
'WOOO'TÓHAV.T'

VOLUME 9
“WOODY SHAW” (Int/Adv) — Eight originals by Woody. Blues 
For Wood, Moontrane, Beyond All Limits, others. Challenging! 
Ronnie Mathews-piano, Stafford James-bass, Louis Hayes- 
drums.

VOLUME 10
“DAVID BAKER” (Int/Adv) — Eight originals by one of today’s 
most prolific jazz writers. Le Miroir Noir, Kentucky Oysters, 
Passion, more. Same rhythm section as Vols. 7 & 8.

VOLUME 15
“PAYIN’ DUES” (Int/Adv) — Nine familiar
chord progressions every dues-paying jazz great has played ... 
part and parcel of the jazz repertoire. Don't overlook this one! 
Ron Carter-bass, Kenny Barron-piano, Grady Tate-drums.

VOLUME 16 
"TURNAROUNDS, CYCLES AND ll/V7’s" (Int/Adv) — A two- 
record set continuation of Volume 3, but much more in depth. 

Covers all keys, most all playing situa
tions and common harmonic formulae. 
Book includes patterns, licks, exercises. 
A MUST! Price $12.95

TUKNAIUHIMM

VOLUME 17
“HORACE SILVER” (Beg/lnt) — Eight classics, including Song 
For My Father, The Jody Grind, The Preacher, Nutville, Sister 
Sadie, more. Ron Carter-bass, Kenny 
Barron-piano, Al Foster-drums.

VOLUME 18
"HORACE SILVER” (Int/Adv) — More advanced than Volume 
17. Includes Strollin', Quicksilver, Room 608, Mayreh, and 

others. What a challenge! Same rhythm 
section as Vol. 17.

VOLUME 19
“DAVE LIEBMAN” (Int/Adv) - Eight ex- 
citing, fresh and modern songs of the
70s. Brite Piece, Loft Dance, Lookout Farm, Oasis and more.
Rhythm section includes R. Bierach, Al Foster, F. Tusa.

VOLUME 20
“JIMMY RANEY” (Int) — Chord progressions and transcribed 
solos (in Concert, Bb and Eb) to 10 of Jimmy's favorite standard 
tunes in a variety of tempos and feels. Jimmy comps through

out, with bass and drums. Jimmy Raney- 
guitar, Steve Rodby-bass, Mike Hyman- 
drums. Also includes 7-inch EP record of 
Jimmy playing transcribed solos. Great 
Bebop study. Price $9.95.

VOLUME 21 
"GETTIN’ IT TOGETHER’ NEW!!
regardless of ability and for jazz players

For all musicians 
in particular. Use for

daily warm-ups, scale/chord practice, etc. Don't overlook this 
disciplined, comprehensive (but exciting) 

method of practicing or improvising in all major, minor, dom 7th, 
half-dim, dim, sus 4, lydian keys, as well as slow blues in Bb 
and F. Makes you "get your chops together.” 2-LP Set $9.95

JAZZ CLINICIANS PLAY FOR YOU — Beautiful stereo album 
features Jamey Aebersold on tenor/alto sax, Rufus Reid-bass, 
Dan Haerle-piano, Charlie Craig-drums. Chord progressions 
(Concert) for each song and two transcribed solos are included. 
Price, $5.95.

DEALER INQUIRIES WELCOME

TO ORDER: If not available from your local dealer, send check or money order. Free 
postage in the USA for 4 or more items; add 95c postage for 1 to 3 items. Canada add 
$2 25 per LP/Bk set. Foreign add $2.50 for one LP/Bk set; 60c each additional set. 
NO C.O.D. USA FUNDS ONLY. VISTA & MASTER CHARGE welcome. SEND TO:

JAMEY AEBERSOLD 1211-D AEBERSOLD DRIVE 
NEW ALBANY, IN 47150 USA



KLUGH continued from page 21

Because the company has changed hands 
twice since I’ve been there [from Blue Note 
to United Artists, which was subsequently 
purchased by Capitol-EMl |, I’m there longer 
(han anybody else so I don’t really feel I have 
to talk to anybody at the company about it,” 
he confidently declares.

At the core of Klugh’s arrogance is a man 
who, while relatively relaxed with his position 
in a business that has treated him reasonably 
well, realizes its love affair with mediocrity 
and the status quo. On the one hand, he 
consoles himself with the knowledge that he 
is “pretty well established," to the point where 
he can “at least go to bed at night and say, 
‘I’m a recording artist.”' On the other hand,

r-Œ&TNG MUSIC STUDI® 1980—
10 week Spring Session 
March 24-June 1

improvisation
basic practice

performance 
recording

composition 
body awareness

write: Creative Music Studio P.O. box 671 Woodstock,NY 12498 
orcall: (914) 338-7640

...and the highest 
quality leather cases 
for your equipment come from

( Reunion i 
x Blues '

Tor a complete catalog ' —
at dealer list send one dollar to 475 Valencia St., S.E, CA 94103

There's no 
difference 

in the quality...

Klugh assails the industry for being “afraid" 
of people like Stevie Wonder.

"Here’s a man who’ll wake up in the 
morning and decide, ‘I’m gonna play . . . 
this.'”’ Klugh contends. “That’s totally dif
ferent from what the record companies are 
geared for. See, that would be too much 
power for any one individual to have and the 
companies make pretty damn sure that 
they're in control of what people listen to, 
when they listen to it, how they listen to it and 
so on. They don't want individuals, they want 
something they can mass produce."

Other than the solo squabble, Klugh’s real 
question to UA is how far, commercially, 
would they like to see him go. “Do they want 
me to reach a million people, two million 
people, 500,000?” he asks. “I don’t know. All

Summer Sessions 
Summerl

“ WORLD MUSIC ” 
June 16-July20

Summer II
“ CONCEPTS IN 

COMPOSITION ”
July 28-August 24

I know is that I’m happy doing what I’ve 
always wanted to do. How many people can 
say that? It’s like a blessing, right?

“The problem with the music industry,” he 
continues, “is that when you sell 100,000 rec
ords [per album], suddenly they want 
300,000 or 500,000 next time. Hell, what 
about me? I’m grooving light now. Every
thing is alright. I don’t need that crap, but 
they won’t leave you alone.”

While releasing steam, Klugh doesn’t spare 
the numerous critics who have repeatedly 
branded his music as boring, supermarket 
jazz.

About record reviews: “I think everyone is 
entitled to their own opinion, but I will say 
this—I’ve never read a review where anyone 
has said anything negative about my music 
that has made me feel that he was actually 
aware of what I did. Whenever they criticize 
me it’s always coining from a jazz standpoint, 
so right there he’s off base. Whoever criticizes 
my music and anywhere in the article uses 
the word ‘jazz,’ then he doesn’t really know 
what I’m doing and hasn’t really taken the 
time to see that I’m not interested in that.”

About critics: “1 think in so many instances 
critics are frustrated people who haven't 
done what it is in life they want to do. So they 
sit back and take pot shots at people who are, 
at least, out there saying, ’Okay, this is me.’ It’s 
very easy to sit there and say, ‘Well, this 
sucks.’ Just don’t say that something sucks. 
Sure, musicians should have to prove them
selves, but if I were to believe the critics, then 
I guess people like me are questionable 
instrumentalists."

And about down beat: “There's a definite 
relationship in down beat between success 
and putdowns. When you record on a shoe
string budget they’ll give you four stars, but 
when you get bigger and finally start doing 
things how you really want, then it's down to 
two stars. They’re also very inconsistent. For 
instance, I remember the reviewer of Ben
son’s Weekend In L.A. album saying it didn’t 
compare to White Rabbit. I have the review of 
White Rabbit—they gave it two stars. I’ve 
collected other reviews, too. like Coltrane & 
Strings—no stars. The reviewer said the 
album had absolutely no value to him. Or 
Charlie Parker never winning a down beat 
poll.* Where’s the validity in something like 
that?”

Earl Klugh knows he’ll never win any 
critics’ polls and he’ll be the first to tell you 
why. “The real innovators, like James Brown, 
Stevie Wonder and Miles Davis, will win all 
the awards, but they're going to have a hard 
time, too, because innovation is always going 
to be at a point where people aren’t at yet,” he 
explains. “Then there’s somebody like me. 
All I am is me, no kind of source, with no 
great far-reaching ideas. I guess you could 
say I’m real lucky.” db

*Fortunately, down beat critics and read
ers are not as square as some think. 
Charlie Parker won ihe Critics Poll in alto 
in 1953 and '54—the first two years of that 
poll’s existence. Readers picked Parker as 
top alto 1950-54. and named Bird “Favor
ite Soloist" in 1951. Charlie Parker was 
the fourth musician elevated to the db 
Hall of Fame (in 1955). Even in the ’70s 
Parker has received awards: Reissue of 
the Year for First Recordings (1975) and 
The Savoy Sessions (1979).
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BACKER continued from page 32 I

miere, as two of my commercial favorites.
Backer was fairly candid about disappoint

ments at Arista, especially in long retrospect. 
“I signed a number of artists who were first 
rale that I hoped would make first rate 
albums. Our first series of commercial 
albums was a disappointment. Larry Coryell's 
stuff was not where it should have been. 
Larry Young, who was a fine organist, made 
only mediocre albums for us. I had hoped 
John Hendricks’ album Tell Me The Truth was 
going to be superspecial. He had not re
corded much recently, and his time was ripe 
lo score with markets opened up by Barry 
Manilow and Joni Mitchell doing his tunes. 
But 1 found jon very difficult to work with 
and preoccupied with matters other than 
making a topnotch album."

Backer returned to his opening theme, 
with variants: "Artists are too ready to blame 
the record industry as the evil ogre who 
ruined their careers. Il's the obvious entity to 
lash out against as the cause of all one’s 
failures. But the record industry is just 
companies, and companies are just people. 
When you get people who really care in 
positions of power, you can alter the course of 
the whole situation. Sure, ABC and Arista 
are both ‘bottom line’ companies—(hey all 
are—but I still got a lot of good jazz recorded 
at both places. It’s up to individual managers, 
promoters, artists and entrepreneurs to band 
together to put themselves in a similar position 
of strength to alter the course of the music 
industry’s methods of dealing with jazz.”

Since this was a topic Backer had tossed 
around on a panel at the Radio Free Jazz 
convention in Washington in October, he got 
lo making a few comments on the media. I 
asked whether TV was gelling off its duff. “A 
lot of people have been so disappointed with 
TV that they’re finally doing something," 
said Backer. “At the convention it came out 
that several people are working on proposals 
for grants to fund national jazz programs. 
Ben Sidran is getting a proposal into the 
Rockefeller Foundation. He’d be an excellent 
guy to have in front of a camera; he's sharp, 
has the right personality, is very visually 
oriented and could really put it together. 
He and Chuck Mitchell (a former db editor] 
did a tremendous SoundStage show on Dizzy 
Gillespie a few years ago; TV’s potential is 
there.

“As for the other media, radio remains in 
control as the key vehicle of exposure for all 
kinds of music, with the press a far second. 
After all, music is an acoustic experience. I 
see little improvement in the acceptance of 
avant garde acoustic jazz on commercial 
radio; in the current crunch the gap only gets 
wider. In times of trouble, people go for 
safety—the recognizable things, not the ear 
stretchers.”

Backer offered philosophical summing-up 
that strikes a ringing closing note: “1 feel I've 
been able to document where music is going, 
not where it’s been. 1 know it’s controversial, 
but the chance to record a pure, new jazz 
album opens up so infrequently with a major 
company that to me there’s a moral impera
tive lo fill it with woefully underrecorded 
artists who are stretching the music’s bound
aries rather than with someone who has been 
documented extensively and has frankly 
played better early on. If I could do both, I 
would, but given the choice, I prefer tomor
row over yesterday.” 4 b

Peter Erskine 
isn’t just any drummer...

His sound system isn’t just any sound system, either.
Peter Erskine plays his drums in all kinds of 
situations — large concert auditoriums, 
stadiums, small clubs, and recording 
studios — and his drums always sound great. 
His Elek-Trek sound system gives him the 
control to create that fat. full-bodied presence 
that's only his, in all situations. The Elek-Trek 
system is designed exclusively for drums. 
Just look at it. That clean, uncluttered 
look comes complete with sound that ex
ceeds anything possible with garden-variety

microphones and mixing systems. Setup is 
a matter of minutes, no longer hours. Go 
drive your dealer crazy to see the Elek-Trek 
sound system, or write us to get our full 
information kit before someone steals this 
magazine.

2452-G East Fender Avenue 
Fullerton. CA 92631 • (714) 773-0551

You’ll Blow ’em fl 
All AwayUS M ■

Our reed is flat-out superior.
It gives you:
■ Superb evenness of scale
■ Loud or subtone
■ Unbeatable ease & intonation
■ Ideal solo & sectional playing
■ Unsurpassed control & response
Outlasts cane 20 to 1!
Used and endorsed by these artists.
Alphabetically:

SATIS
FACTION 
OR FULL 
REFUND

ON MAIL 
ORDERS

ONLY.

Sonny Stitt 
Frank Strozier 
Chris Vadala

Mike Brecker Lee Konitz
jay Corre Joe Marillo
Artie Drelinger Toots Mondello
Jimmy Forrest Abe Most
Frank Foster Dick Stabile

■ See your dealer. If not available, write direct — free brochure. !.

: BARI ASSOCIATES, INC. :
■ 1000 S. Dixie Highway • Pompano Beach, Florida 33060
■ Check Item: □ Clar. □ Sop Sax □ Alto □ Tenor QBassClar. ;
J Check Strength: □ Soft □ Medium □ Hard ($10.00/reed + .75 post.) ■
■ Name Address---- ---------------------------- "

City _________________  State --------------- Zip -------------- Z
(Please Print) Dealer Inquiries Invited

■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■■••*
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The Percussion 
Teacher’s Bible.

The Percussion Publications™ 
Catalog. The most extensive, most 
up-to-date directory of percussion 
literature in the world. Includes hun
dreds and hundreds of methods and 
studies, solos, and ensembles. Com
piled by percussion educators, it in
cludes a unique grading system for 
methods and performance levels 
providing you with a convenient 
guide to the technical demands of 
each publication.

Added Bonus!
As an added bonus it features a 

special mail order section containing 
hundreds of hard-to-find accessories. 
All at mail order prices.

Send $2.50 today. Identify your 
studio by your letterhead or business 
card and we’ll send you the trade 
edition of Percussion 
Publication:»”'Catalog.
And we’ll even deduct the 
$2.50 from your first 
order of $10.00 or more. UW

Drurps, uolirpited’ioc.
America’s Largest Percussion Store

4928 St. Elmo Avenue
Bethesda. Maryland 20014

Phone:(301)654-2719

HOWTO
AMERICANIZE EUROPEAN 

AUGMENTED-SIXTH CHORDS PART III
BY DR. WILLIAM L. FOWLER

P
A or those who may have missed Paris I and 11 ol ibis ai tic le (db. Jan. and Feb., 1980), here is 
the essential information on the construe lion of augmented-sixth chords:
1 .) I he notes of every augmented-sixth interval lie a hall-step inside some scale-note octave 

and push outward to that octave for their resolution.
2 .) An augmented-sixth interval changes into an Italian-sixth chord bx adding one internal 

note, then further changes into either a German-sixth chord or a French-sixth chord bx 
adding another internal note:

1 lA h AthDbFn EMc. EVfr FitF&er.

ITALIAN-SIXTH EXTENSIONS
Because each of the three notes in the Ilalian-sixth siruciure exerts its own strong urge for 

melodic motion, their combination delivers pure and poxverful harmonic energv. a harmonic 
force which can be weakened only by simultaneously sounding its notes ol resolution:

t Italian ^Iuj rtJokHioh ¿tuab Wtakchci ¿aix*

•VO»®A' “à • ■

Added non-resolution notes contribute color or bite or extra energv. all depending on the 
intervals such notes form against the Iialian-sixth components:

GERMAN-SIXTH EXTENSIONS

Y

Since the German sixth is itself an added-stabilitx xersion ol the Italian sixth, further note- 
additions extend the texture into five-or-more-part harmony. Again, color or bite or extra 
energy result from adding notes other than those of resolution:

-bb go 3WU 
3 b added, wi+hiri

tetra, tMirgy Color

b
------------»-j — »wn U_________________________ ___ ________________________

Z) a.A.«Ltd. below bedded wM’m £ added aboxit
FRENCH-SIXTH EXTENSIONS

Ihe two tritones plus the augmented-sixth interval in the French sixth maximize its 
harmonic energy. Added notes therefore tend to contribuie color or bile rather than extra 
energy:

Fr.fcth
Rk- - - 9----------

3itc. C a 1j r
—0____________

Col or Calor
U3—Sa« Wl *______3 - ---
A t o-HbL w'rihirt b^-J 

CH bdow

—

AV added. below

-To^----------

L id 4 td above
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AUGMENTED-SIXTH CHORD INVERSIONS
Inverting any augmented-sixth chord expands the linear possibilities of both bass line and 

melodic line without affecting the resolution urgencies of its component notes:

MODULATION VIA AUGMENTED-SIXTH CHORDS
Both German-sixth spellings form enharmonic equivalents ol the dominant seventh built on 

the same bottom note:
Aitmo.+t G-^.^ Dominant 7^

ipr/ XK w ii s
” Adirer. A^l^t Ml

When any German sixth resolves as its dominant-seventh equivalent would (V to 1), 
modulation automatically occurs:

Conversely, when any dominant seventh, be it primary or secondary, resolves as its German- 
sixth equivalent would (aug 6 interval to octave), modulation also occurs:

¿X1 Gr^i^) pt A1 A* Crf? E? 3*

The French-sixth spelling forms the enharmonic equivalent of the dominant seventh with 
flatted fifth built on the same bottom note:

When either resolves as the other would, modulation occurs:

F^M1

(TlM 1)
Whenever a chord inversion contains a minor-sixth interval, like E up to C, that interval can 
expand to an augmented sixth, which in turn can cause modulation by resolving to the octave:

ENERGY BURSTS
Where the two notes of an augmented-sixth interval push outward to die octave, the two 

notes of its inversion, the diminished third, push inward to the unison:

dim3 uM¡*. unis.

Replacing a chord-note with its surrounding diminished third ignites a small burst ol energy 
within the chord, a burst of energy which dissipates upon its resolution to the original chord-
note:

FA
ULOUS

SKYN 2
The most natural sound yet

SUMMER JAZZ CLINICS 
22nd Year!

COMBO IMPROVISATION CLINICS
Jamey Aebersold, Director______________
June 15-21 .... U. of Northern Colorado, Greeley
June 22-28 .... San Jose State U., CA
July 13-19 ....... U. of Louisville, KY
Aug. 3-9 ........... III. Wesleyan U., Bloomington
Aug. 17-23 .... U. of Rhode Island. Kingston

ADVANCED IMPROVISATION
June 29-July 5 .. San Jose State U., CA
July 27-Aug. 2 .. III. Wesleyan U., Bloomington

HOW-TO-TEACH-IMPROVISATION CLINICS
Two-day teacher clinics by Jamey Aebersold

June 14-15 .... U. of Northern Colorado, Greeley
June 28-29 .... San Jose State U., CA
Aug. 2-3 ........... III. Wesleyan U., Bloomington
Aug. 16-17 .... U. of Rhode Island, Kingston

BIG JAZZ BAND CLINICS
Ashley Alexander. Director
July 27-Aug. 2 .. III. Wesleyan U. Bloomington 
Aug. 10-16 .... U. of Portland, OR

JAZZ VOCAL CLINICS
Pat Harbinson, Director
June 29-July 4 .. San Jose State U.. CA

J SUMMER JAZZ CLINICS 4 ]
■ P.O. Box 221, South Bend, IN 46624
B Rush me free details on the 1980 
| SUMMER JAZZ CLINICS |

I Name__________________________________ —------- I
I Street---------------------------------------------------------------- " |---------------------------------------------- |

& . City----------------------------------------------------------------------- _
s. I
C . State----------------------------Zip------------------------------------  ■° I ■
S a Instrument------------------------------------------------------ ------ ■
s ■ Age □ I am a teacher "
o — H H M mi H ■■ mi ■■ mi m ■■ ■■ ■■ 
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FOR JAZZ TEXTS 
IT’S STUDIO P/R.

THE RAMON RICKER 
IMPROVISATION SERIES 

Books with recorded rhythm tracks 
featuring: 

RAMON RICKER 
MEL LEWIS 

HAROLD DANKO 
RUFUS REID

Vol. 1 - THE BEGINNING IMPROVISER
Vol. 2 - THE DEVELOPING IMPROVISER
Vol. 3-ALL BLUES
Vol. 4 - II-V-I PROGRESSIONS
Vol. 5 - JEROME KERN'S GREAT

JAZZ SONGS
—also-

BLUES IN ALL KEYS FOR 
ALL INSTRUMENTS

$8.95 each

PATTERNS FOR JAZZ by Jerry Coker, 
Jimmy Casale, Gary Campbell and Jerry 
Greene. World-wide, the most famous 
program for improvisation.

Treble Clef................................$16.00
Bass Clef.....................................$16.00

SCALES FOR JAZZ IMPROVISATION 
by Dan Haerle................................$ 6.95
PENTATONIC SCALES FOR JAZZ 
IMPROVISATION
by Ramon Ricker.......................$ 7.95
TECHNIQUE DEVELOPMENT IN 
FOURTHS FOR JAZZ IMPROVISATION 
by Ramon Ricker.......................$ 6.95
A NEW APPROACH TO EAR TRAINING 
FOR JAZZ MUSICIANS by David Baker 
Textbook and 2 Cassettes . . . $20.00
THE EVOLVING BASSIST
by Rufus Reid...................................$14.50
JAZZ IMPROVISING FOR THE 
ROCK/BLUES GUITmRIST 
by Paul Lucas................................$ 5.95
JAZZ CHORDING FOR THE 
ROCK/BLUES GUITARIST 
by Paul Lucas................................$ 5.95
JAZZ IMPROVISATION FOR 
KEYBOARD PLAYERS by Dan Haerle 
Complete Edition...................... $ 9.95

SEND FOR CATALOG LISTING 
OTHER LEADING JAZZ TEXTS

send check or money order to:

1
^ STUDIO P/R, Inc.

224 Lebanon St.
Lebanon, IN 46052 U.S.A.

Orders sent postage free

GUITAR TRANSCRIPTION

Pat Methenys solo on Bright Size Life, from 
the album of the same name (ECM 1-1073) 
was printed in our October, 1979 issue. An 
alert reader, Michael Petterson, of Evanston, 
IL, found that the transcription contained a 
number of errors, and was kind enough to 
tell us about them. Without further ado, 
here’s the corrected transcription (at the 
medium tempo).

Points of interest:
1. Great sound.
2. Sequence bars 1 and 2.

Pat Metheny 
Bright Size Life 

solo, 
transcribed 

by 
Jack Peterson

3. Likes lydian sound on B-Hat major chord
4. Use of double stops.
5. Use of chord tones more than scales
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I Pat Metheny, Lyle Mays, Mark Egan

JAZZ BOOKS 
for all instruments

A masterpiece, the definitive book!
THE CRAFT OF JAZZ I 368 pages $19.95

120 lessons, 451 examples, all subjects, applied to 
standard tunes.

JAZZ IMPROVISATION II 232 pages 14.95
related dominants, all modes, other advanced subjects 
in 90 lessons.

JAZZ IMPROVISATION I 222 pages 14.95
progressions, blues, dorian mode, etc., hundreds of 
examples.

JAZZ PIANO LEFT HAND best seller! 40 pages 3.95
PIANO SOLOS, each with 12" LP record:

Reflections for Piano 40 pages 7.95'
Poems Of Granada 40 pages 7.95

The Art Of Songwriting 32 pages 3.95
Jazz Tunes (originals) 64 pages 4.95
Music Primer (for beginner) 48 pages 2.95
Veni, Vidi, Non-Vici (prose) 80 pages 1.95
Add 10% for mailing. Allow 30 days for delivery. If 
immediate mailing is desired, send M.O. instead of 
check. Pay in advance to:ADOLPH SANDOLE
1619 Broadway Room 605 New York, NY 10019

The Best In Music Starts 
at the

Wisconsin Conservatory 
of Music

• Bachelor of Music Degrees in: 
Jazz Performance
Jazz Composition/Arranging

• Outstanding Combo at the
1979 Notre Dame Jazz Festival

Gregory D. Fish. Admissions 
15B4 N. Prospect Avenue 

Milwaukee, VVI 53202 
414/276-4350

Non-discriminatory Admissions

HEW!Clarinet and Tenor Mouthpieces
Ernie Northway models Created for professionals Ernest 
Hand-craftsmanship available anywhere Custom faced 
Quality tested Lifetime satisfaction guarantee 18 Tenor 
models; 12 Clarinet Premium grade hard rubber Expert 
advise available Personal attention Special orders wel
comed For FREE information write

NORTHWAY MUSIC ENTERPRISES
Dept DB 1946 East 4675 South Salt Lake City. Utah 84117 
Telephone (801 ) 272-3157 Bank Cards Accepted

I

I 
I 
J

JAZZ PLAYERS—ALL INSTRUMENTS
EMILE DeCOSMO HAS CREATED THESE BOOKS 

GUARANTEED TO MAKE YOU HEAR 
PROGRESSIONS, PLAY BETTER JAZZ LINES 

THROUGH THE POLYTONAL RHYTHM SERIES
□ The Cycle of Fifths .... 
□ The IPVZ Progression .. 
□ The Blues Scale .........  
□ The Lydian Mode .......  
□ The Tritone Cycle.......  
LJ The Dorian Mode .......  
". The Mixolydian Mode . 
□ The Byzantine Scale .. 
□ The Ionian Mode .........  
□ The Diminished Scale . 
□ The Aeolian Mode .... 
□ The Polytonal Guitar ..

$3.00 
$5.00 
$4.00 
$4.00 
$4.00 
$4.00 
$4.00 
$4.00 
$4.00 
$4.00 
$4-00 
$250

IMPROVE
Your Playing 

1200%!!
Send check or money order to:

EDC PUBLISHING DEPT. DB-222
1611 Kennedy Blvd. North Bergen, N.J. 07047 

Foreign Orders ADD S1.00 PER Book FOR Air MAIL

JAZZ GUITARISTS
Keyboards, Vibes- Play Advanced Chord 
Solos - Right Away! Music & Correspond
ing Chord Diagrams S6.00

FOR MORE INFORMATION WRITE TO:
SDM PRODUCTIONS

6916 Hazel Ave. • Orangevale, CA 95662
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SOPRANO SAXES—$219
Bb Straight Imperial Special. Top players like it!

Tiny Jazz Trumpet—$179
Bb 9 inches long! Use your mouthpiece. Big Sound 

FLUGELHORNS—$189 
Free Cases & mp. All new! Money back guarantee 

IMPERIAL, Box 66-DB, N.Y., N.Y. 10022
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corded home study course, 
proof of success (including 
ing), send $2 to the:

DRUM INSTRUCTION
I'm Stanley Spector, 
and I can improve 
your drumming 
within six weeks. 
The musicians you 
play with will notice 
the difference. My 
students are among 
the most successful 
drummers in Ameri
ca. My revolutionary 
method is taught 
in Manhattan or 
through a tape re- 
For information and 
a 20-minute record-

STANLEY SPECTOR SCHOOL OF DRUMMING 
200 V/est 58th Street, Dept. 454

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

SOUND PROCESSING—
by Roy Pritts

A -----------------------x Y. mixing board is that central processing, combining and distribution point that takes the 
electrical signals from your microphones and instruments and prepares them for the tape 
tecoidei or amplifier. Yeah, the one with all the sliders, knobs, switches and meters.

A single module of a mixing board would look like this in a block diagram:

Fwm 
AoOiTTMAL 
Mowces

Roy Pritts is an 
Associate Professor 

in the College of 
Music at the 

University of 
Colorado at Denver 
where he heads the 

Sound 
Reinforcement and 

Recording, and 
Electronic Music 

programs. He has 
been a professional 
Angeles, Washington,
Among his publications are articles for 
down beat, the Audio Engineering Society, 
and the Institute oj Electrical and Electronic 
Engineers.

musician in Los 
D.C. and Miami.

AMERICA’S OLDEST AND LARGEST 
EXCLUSIVE PERCUSSION CENTER

■ Complete itock of famoui name brand perçus- 
lion instruments and accessories

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

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

FINE HANDCRAFTED 
SAXOPHONE CASES

Custom cases for the 
discriminating player.

Delaware Box Werks 
501 Laurel St., Santa Cruz CA 95060 

(408)426-6222

Lead Alto Players
Own the finest Custom Made Mouthpiece! 
Ernie Northway Alto Sax Mpc. now choice of top studio 
and jazz players in L.A., Las Vegas. Lifetime FREE 
Ad/ustments' Marie to order Hand faced Hard rubber. 
Superior chamber. Fast service. Personal consultation.

Money back guarantee. Send for free details 
NORTHWAY MUSIC ENTERPRISES

Dept D. 1946 E 4675 S . Salt Lake City. Utah 84117 
Phone (801) 272 3158 Bank Cards Accepted.

Once you understand what is desired in a 
single mixing module, the rest is just multi
plication of this basic chain to accommodate 
more modules. The large number of controls 
on the total console may look confusing, so 
we need to look at the functions of this basic 
module and see what we have.

The first stage is a microphone preampli
fier. It is used to boost the relatively weak 
electrical signals from a microphone up to a 
standard line level. Signals that come from an 
electronic organ, synthesizer or piano are al
ready at this desired level, so an input is pro
vided which bypasses the preamplifier. Pro
fessional consoles have a control to trim the 
signal to a desirable level for the next stage.

The second stage is for signal processing. 
1 he most widely incorporated processing 
unit is the equalizer. An equalizer is a group 
of filters, and a filter is a selective tone 
control. A simple equalizer may be nothing 
more than treble and bass tone controls, 
while advanced units may have five or more 
bands which may be filtered. A great many 
knobs and switches could be associated with 
an advanced filter network.

Some mixing consoles have an equalizer 
built into every input module of the system. 
I hese are usually recording consoles. Others 
have equalizers only at the output stage, and 
therefore a stereo (two channel) mixer re
quires only two equalizers. These are usually 
reinforcement consoles. This type of E.Q. is 
used to color the finished program signals to 
fit the performance hall and to control 
microphone feedback (or howl).

Additional processing may be required 
outside the mixing console; at this point 

switches and knobs allow you to tap from the 
signals and send them to echo units, cue 
systems, monitor systems or other effects. 

1 hese are just more ways to provide variety 
in processing the sounds. They usually re
turn to the mixing board at a later stage.

In this second stage a mixing console can 
really get busy. Seventeen control knobs, 
switches, or sliders could be used this far in a 
medium-grade system. A 16-in. 16-out con
sole would have about 270 controls up to this 
second stage.

The third stage is really the mixing or 
combining stage, for it has the circuitry to 
combine many signals into one signal with 
highest possible fidelity. The finished signal is 
then distributed to the next desired point: 
either the tape recorder or the power ampli
fier. This output point is called the buss. 
Optical read-out usually happens at this 
point by a meter, light emitting diode ladder, 
or video ribbon. Again, the professional 
mixing console would have meters al all 
modules and al each channel of output. The 
smaller reinforcement mixing consoles 
would have metering only at the outputs. 
With the 16 switches and a meter for each 
module, the count on the controls of the 
professional console is up to 540. Now you 
see why it looks like the cockpit of a 747.

II you put "big bucks" into a mixing 
console, do business with someone who will 
still be in business when you have needs for 
repair, expansion or resale. Used equipment 
is of little value if its manufacturer is no 
longer around.

Don't try for “fuzz" or distortion effects by 
overdriving your equipment. You are setting 
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yourself up for costly repairs and down-time. 
Many units available are designed to do that 
job properly.

Turn the volume control of any module 
down (or off) when plugging and un-plug- 
ging connectors. This will help prevent 
sudden signal surges or signal loops that can 
damage components.

Some reinforcement mixers incorporate 
an equalizer for the output signal and a 
power amplifier all in the same console. This 
does not change the basic modular design 
concept. It is only a convenience factor. 
Having the E.Q. on the output stage only 
means that any coloration done at this point 
will affect all combined input signals. While 
this is ideal for voicing the finished product 
to accomodate the sound of the performance 
area and for controlling feedback, it also 
colors inherent equipment noises as well. Use 
it as a tool.

When an audience appraises your sound, 
they blame the musician for errors in the 
finished product, musical or electronic. They 
may not know why, but if the product is 
displeasing, all they remember is the disap
pointment. The sound engineer is every bit 
as important as the other performers in this 
respect.

Some sound engineers like to sub-mix 
sections of a large ensemble into a single

MICROPHONES FOR VOCALS by Larry Blakely >

Lairy Blakely explained different types of micro
phones and connectors in the Feb., 1980 issue, 
page 70.

icrophones are used for vocals more 
than any other application. Vocal micro
phones are often used at eery close working 
range, requiring what sound mixers call 
“close miking.” Working close can cause low 
frequency “pops” in the sound system, par
ticularly when words starting with “P" or “B" 
cause bursts of air from the vocalists mouth. 
Pops can often be cured by placing a “wind 
screen.” a cover made of sponge rubber, over 
the end of the mike to diffuse those bursts of 
air.

Mikes designed specifically for vocals have 
built-in wind screens, usually made of wire 
mesh. Vocal mikes often have special fre
quency response characteristics which roll off 
frequencies below the voice f requency range. 
Sometimes vocal mikes increase the level of 
midrange frequencies to give the mike more 
presence.

Vocal mikes are often dropped or knocked 
over, so traditionally dynamic microphones, 
known for their ruggedness and dependabil
ity, have been most often used by singers. 
Some condenser mikes—providing higher 
quality sound—are now available in solidly 
built models. Some of these condenser mikes 
also have their low frequency response rolled 
off.

Condenser mikes require a separate power 
source, and models which use their own 
batteries can be a nightmare when batteries 
go dead during a performance. Today, 
though, many condenser mikes use “phan

channel of sound. This is helpful when you 
have a large number of microphones to deal 
with and many of them require identical 
processing and mixing (like a choir or string 
section). It is not unusual to see small four-in, 
one-out mixers used for this purpose. They 
contain stage one and stage three compo
nents (mike pre-amps and a combining 
network), and provide an output to just one 
module of the mixing console. This elimi
nates the need for tying up precious space on 
the master console, and expands the input 
section ol' the board at lower cost.

This discussion of techniques can go on 
and on and on. It becomes the art of music 
engineering. What we are really after is 
artists using equipment that is correct for the 
job. Skill and artistic use of this equipment 
come with lots of experience and sensitivity. 
If we have a good grasp of the modular 
construction of a mixing console, of the 
building blocks employed and of each job, 
then we see the tools (not the toys) of the 
trade. That maze becomes a roadmap.

As one artist to another, remember that the 
sound engineer is no different than any 
other participant in a performance (live or 
taped). He must know the equipment, main
tain it and maintain his proficiency on it. 
Practice, study, listen, broaden yourself. 
Hey—good mixing. db

tom power," which locates a special power 
supply in the microphone mixer. With this 
setup, the microphone voltage supply and 
the microphone signal run through the same 
wires. The results are that the mike won’t go 
dead in mid-performance and the burden of 
handling external power supplies is elimi
nated. Another benefit of the phantom 
power supply is that other types of mikes can 
be used on the mixer along with the con
denser mikes; the other mikes won’t be 
damaged because they won’t be provided 
with any power.

Historically, ribbon microphones have 
been the most fragile microphone type, but 
some have recently been introduced for vo
cals with outstanding results. Some models 
are now rugged enough to withstand road 
treatment, and the very warm sound—which 
made ribbon mikes popular in recording 
studios—is now practical and available for 
travel. Ribbon mikes are more expensive 
than dynamic mikes, but cost about the same 
as the less expensive condenser mikes.

All models and types of mikes sound 
different, just like all voices do, so it’s 
important to experiment with different 
mikes to find one that sounds good for your 
voice. Some of a mike’s characteristics can be 
changed with equalizers and the tone con
trols on the mike mixer. When testing a mike, 
you’ll want lo use your own mixer (or one just 
like yours) and your own equalizer to hear 
what the mike really will sound like.

When you’re selecting a mike, don’t forget 
that you must match equipment: high imped
ance with high impedance, and low imped
ance with low impedance—or you'll need an 
external transformer. And make sure the 
mike connectors match. db

Eastman 
Summer ’80 

Jazz 
Programs 

credit and non credit

PLAYERS:
10-DAY JAZZ PERFORMANCE 
WORKSHOP June 24-July 2
Big band playing • improvisation • small 
band playing • technique
Faculty: Bill Dobbins, keyboard; Steve Brown, 
guitar; Chuck Israels, bass; Keith Copeland, 
drums; Vincent DiMartino, trumpet; Jim Pugh, 
trombone; Ray Ricker, reeds; Ray Wright, big 
band.

SIX-WEEK WORKSHOP
June 23-Aug. 1
Improvisation * jazz theory » guitar

ARRANGERS/COMPOSERS:
BASIC ARRANGING - SIX
WEEKS June 23-Aug. 1

JAZZ COMPOSITION/THEORY 
- SIX WEEKS June 23-Aug. 1

ADVANCED ARRANGING - 
THREE WEEKS July 14 Aug. 1

HIGH SCHOOL STUDENTS:
JAZZ STUDY - SIX WEEKS
June 23-Aug. 1
Instrumental study • performance • 
improvisation

For information and applications, write:
Summer Session, Dept. R 
Eastman School of Music 
26 Gibbs St.
Rochester, N.Y. 14604
The Eastman School of Music 
of the University of Rochester 
provides equal opportunity in

.admissions and student aid.

Gain Improvisation Insights
The Dan Higgins Jazz Series introduces 100s 
of great jazz ideas, improves sight reading and is 
excellent for ear training. A must for all serious 
jazz performers.

“The II-V7-I Progression 
in Solo Form" .................... $10.00

“120 Blues Choruses" Vol I .....................$10.00
“120 Blues Choruses" Vol II.....................$10.00
“Rock Styles"..............................................$10.00
“Jazz Duos" for saxophone .....................$10.00
“Flute Jazz" ................................................$10.00
"The II-V7-I in Solo Form" bass clef .... $10.00

Send check or money order to:
SAX SHOP PUBLICATIONS

330 N. Western Ave.. Hollywood, CA 90004 
213/467-5924

Free postage in the USA for 3 or more items; add S.50 
postage for 1 or 2 items.

Dealer Inquiries Invited
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HOW TO continued from page 67

When properly resolved, such energy bursts upset neither the chords harmonic identity nor 
its harmonic f unction. The following II -V7-I progression, for example, functions as a cadent e 
just as well with added energy bursts as without them, yet gains harmonic variety from them:

Simultaneous energy bursts increase harmonic intensity;

MISCELLANEOUS AUGMENTED-SIXTH USES

EngFJixcZ Dwii n
E3

JAZZ PEDAGOGY: A COMPREHENSIVE 
METHOD OF JAZZ EDUCATION FOR 
TEACHER AND STUDENT by David N. 
Baker. Published September, 1979; 196 + x 
pp., 8/2" x 11", spiral bound. Published by 
down beat Publications, Chicago.. . . $17.00

Table of Contents Include: Jazz and Educa
tion-Myths and Problems; Course guide
lines, syllabi, lesson plans, sample tests; Train
ing the Jazz Band and Jazz Combo—instru
mental configurations and set-ups, instant 
arranging chart, resolutions and ear exer
cises, chords, voicings, Coltrane Changes 
chart; Improvisation—student evaluation sheet, 
suggestions for the private teacher, Selected 
Essential Readings and Films, Doctoral Dis
sertations; and more.

Teachers will find this book an indispens
able addition to their "methods" libraries. 
It is a complete "how-to" text. . .

Robert Klotman, Chairman, Music Education 
Dept., Indiana University 
Past President, MENC

For all students who want a practical, pro
grammed course of jazz instruction and refer
ence book.

(Teachers only: Free desk copy available, 
see coupon below.)

Order from your music store 
or use this coupon.

The French sixth resembles a Major-seventh chord with raised root and third. As a lead-in 
substitute for any Major seventh, the French-sixth energy enhances harmonic flow:

F^ Bb

When an augmented-sixth structure results from chromatic passing-tone activity, the 
continuation of that activity resolves the structure:

- - b^ -
ÊR.Wit Ph’ C. Fr. CM7

Barbershop quartets relish the augmented sixth sound:

down beat
222 West Adams St. Date 
Chicago, IL 60606

Please send me  copies of JAZZ 
PEDAGOGY at $17 each for which I en
closes ________________
Teachers only: Please send me a desk copy on 
"20-day approval." I understand that within 
20 days of receiving my copy, I may either 
return it in good condition for full credit, 
or remit $17, or keep it as a free desk copy 
upon placing an order for at least six copies 
with my dealer or with down beat.

O Teacher O Student

School__________________________________________

NAME

ADDRESS

CITY STATE ZIP
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CITY 
SCENE

NEW YORK
Bottom Line: Name jazz/rock/folk nightly; call 

(212) 228-6300.
Bradley's: Name piano/bass duos nightly; call 

473-9700.
Carlyle Hotel: (Cafe Carlyle): George Shearing 

(Mon.-Sat.); (Bemelmans Bar): Barbara Carroll 
(Mon.-Sat.); call 744-1600.

Carnegie Tavern: Ellis Larkins (Mon.-Sat ); call 
757-9522.

Cookery: Alberta Hunter (Tue.-Sat.); Sammy 
Price (Sun. & Mon.); call 674-4450.

Crawdaddy: Name swing trios (Mon.-Fri.); call 
687-1860.

Eddie Condon's: Dixieland jazz (Mon.-Sat.): 
guest groups (Sun.); call 265-8277.

Fat Tuesday’s: Name jazz nightly; call 533-7902.
Folk City: Tuesday jazz; call 254-8449.
French Quarter: Name swing nightly; call 

581-1000.
Gregory’s: Name jazz nightly; call 371-2220.
Hanratty's: Name pianists; call 749-2245.
Jazz Forum: Orpheus Quintet (2/20); Jimmy 

Cobb Trio (2/22 & 23); Mac Golehon (2/27); Harold 
Vick (2/29 & 3/1); Craig Purpura (3/5); Hed Rodnev 
(3T & 8); Ric Frank (3/12); Mark Morganelli (3 14 & 
15); Frank Gordon (3/19); Walter Bolden (3/21 & 22): 
call 477-2655.

Jazzmania Society: Two floors of weekend jazz: 
call 477-3077.

Jimmy Ryan’s: Roy Eldridge (Tue.-Sat.); Max 
Kaminsky (Sun. & Mon.); call 664-9700.

Knickerbocker Saloon: Fred Hersch (2/19); Don 
Friedman (2/26-3/1); call 228-8590.

Marty’s: Dolly Dawn (2/11-23); June Valli 
(2/25-3/8); Helen Forrest (3/10-22); call 249-4100.

Public Theatre: New music on weekends; call 
598-7100.

Reno Sweeney: Barbara Cook (Thurs.-Sat.); call 
691-0900.

Seventh Ave. South: Name jazz nightly; call 
242-2694.

Soundscape: George Bishop (2/22); Joe 
McPhee (2/23); Commitment (2/29); Dennis Charles co
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Introducing the 
new Rhodes with

It’s a new generation of Rhodes pianos—
I B si i b^B Mark II Stage and Suitcase models—with three

& mwmb Mf standard features keyboard artists want most.
mb M Flat top design, music rack and music

gjj^ B desk. Consider the flat top design. YouM IwJ ! can stack any number of keyboards or
mixers on the new Rhodes Mark IL The

exclusive ribbed format is so strong you need never worry 
about it buckling, bending or cracking. Your present 
Rhodes can have a flat top. Now you can also buy bHj 
the flat top harp cover to replace the one on yourjE^»

• \ X\\
■\WW xxxxxl

Rhodes
Mark

k Do-it-yourself replacement is fast and easy. 
Add the flat top design, music rack 

and music desk to the host of
MgM features which have made Rhodes 

; '■ the standard of the music world. 
[FT You’ll agree: Rhodes stacks up, 

feature by feature, as the 
electric piano you should own.

See all the new Rhodes Mark II 
Stage and Suitcase models 

at your authorized Rhodes 
"b dealer now.

MARK H . ô *, RhQdei

Nothing like a Rhodes.

Rhodes*
Keyboard Instruments U.S.A.0197» CBS Inc.



A
xX feature devoted to new instruments, 
products and innovations of interest to musi
cians, students and listeners:

RBoAhlQB

KEYBOARD

The Prophet-10 (pictured above), from 
Sequential Circuits Inc. (San Jose. CA), is a 
polyphonic programmable synthesizer with 
10 full voices and two manuals, each with five 
voices. Both sets of five voices have their own 
program, allowing two completely different 
sounds to be played simultaneously. Each 
voice has two voltage controlled oscillators, a 
mixer, a four pole low pass filter, two 
envelope generators and independent modu
lation capabilities. A plug-in polyphonic se
quencer with built-in cassette is available as 
an option. The sequencer operates on the 
lower manual and can be retrofitted if not 
purchased with the original unit.

Additional features include: pitch-bend 
and modulation wheels, octave transposition 
switches, assignable voice modes with LED 
indicators, automatic tuning, programmable 
volume control and a master overall volume 
control, a program increment footswitch, 
three-band programmable equalization, two 
assignable and programmable voltage con
trol pedals which can act on each manual 
independently, polyphonic modulation sec
tion, upper and lower manual balance con
trol, an A = 440 reference tone, and stereo 
and mono balanced and unbalanced outputs.

SOUND EQUIPMENT
I he D-222EB two-way cardioid dynamic 

microphone by AKG Acoustics (Mahwah, 
NJ) has been included in the design collec
tion of the Museum of Modern Art in New 
York City. The microphone was designed by 
Alfred Zlevor of AKG Akustiche und Kino- 
Gerate Ges. m.b.H., of Vienna, Austria. 
Categorized as a two-way system, the micro
phone is a combination of two coaxially 
mounted dynamic transducers. One trans
ducer, closest to the front grille, performs 
optimally at high frequencies. The second 
transducer, designed for low frequencies, is 
coupled to the first transducer through a 500 
Hz crossover network. The D-222EB has a 
frequency range of 20 through 16,000 Hz, 
weighs nine ounces, and has a suggested 
retail price of $195.

I he Model I Booster, from Power Pots 
(West Covina. CA), is a linear signal 
boosting pre-amp that fits in place of an 
existing potentiometer in most electric 
guitars. The Model I delivers 20 decibel 
boost with a —68 db noise level. In 
operation the Model I Booster uses less 
than 200 micro-amps of battery power

r PERCUSSION
Bass marimbas, contrabass marimbas and 

even sub-contrabass marimbas are all of
fered by the C.C. Banta Creative Percussion 
Company (232 Wyoming Si., Pasadena. CA). 
These percussion instruments cover the ex
treme ranges of profound pitch, from tenor 
“C" (130.8 cycles per second) down to sub
bass “C" (16.35 cps). Any scale, quantity of 

and is tied to a 'A" shorting jack in order 
to disconnect the power supply when the 
instrument is unplugged. Power Pots says 
the Model I can be installed with house
hold tools and in most cases no modifica
tions to die instrument are necessary. All 
wires are color-coded for easy installation.

notes, or f requency of pitches can be custom 
built by the company.

Every block comes from the same wood 
grain to maintain continuity of timbre 
throughout the range. I he playing surface 
has a durable f inish that lends itself to a wide 
variety of mallet types and sizes. These 
instruments are well braced and mobile.
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BAND INSTRUMENTS

Six new charts for advanced big hands of 
performances by the Toshiko Akiyoshi/Lew 
Tabackin Big Band, taken from albums 
released only in japan, have been published 
in Kendor’s Toshiko Akiyoshi Series lot 
advanced jazz ensemble. A f ree soundsheet 
featuring performances of (he charts by the 
TA-LT Big Band is available by writing to 
Kendor Music, Main and Grove Sts., 
Delevan, NY 14042.

GUITAR FAMILY
The Model 165 all tube guitar amplifier is 

new from Acoustic (Van Nuys, GA). Features 
include a switchable FEI or tube front end, 
60 or 100 watt RMS power output, dual 
master volume controls, five band graphic 
equalizer, and a built-in reverb. The amp 
contains a 12" Electro-Voice EVM 121. 
speaker, encased in a solid oak and walnut 
open back cabinet.

Also new from Ac oustic is the Model 404, a 
front loaded single 15" bass cabinet. It tan be 
used either as a primary cabinet or as an 
extension cabinet with the Acoustic 220/402 
or 220/406 units.

SOUND EQUIPMENT
The C-MOS series of guitar and bass 

amplifiers f rom Sunn (Tualatin, OR) includes 
seven models featuring one 12", two 10” and 
one 15" speaker versions available with and 
without reverb. All Alpha self contained 
amps include a 50 watt RMS power amp and 
the C-MOS controlled distortion drive < ir- 
cuit. Also included are preamp out/power 
amp in patching and a headphone jack for 
studio and rehearsal use.

The Model 8444 Pre-amp is new from 
Zeus Audio Systems (Alhambra, CA). The 
unit features a 21 dB boost and full tone 
circuit. The 8444 is designed for use with all 
electric instruments and can be used with 
good results with acoustic instrument trans
ducers because ol its low signal-to-noise ratio. 
T he unit can also perform well as a line-level 
effects booster, and is packaged in an 
anodized aluminum case.

STEREO
A collection of 16 new direct-to-disc 

records on the RCA-Japan and Toshiba-EMI 
labels are now being distributed in the 
United States by Audio-Technica U.S. Inc. 
(Fairlawn, OH). Selections from the RCA- 
Japan “Direct Master Series” include Vintage 
Tenor, by Lew Tabackin with Toshiyuki 
Miyama and His New Herd; Romance De 
Amor, by classical guitarist Kazuhito 
Yamashita; Percussion hi Colors, by Sumire 
Yoshihara, and Eiji Kitamura’s Swing Sessions. 
Toshiba-EMI releases include Hello, Hank 
Jones, by Clifford Jordan, Hank Jones, Reggie 
Workman and Freddie Waits; Naima, by 
Hannibal Marvin Peterson, Paul Jackson’s 
Black Octopus', Cadillac And Mack, by the 
Detroit Four, with Barry Harris and Charles 
Greenlee, Blockbuster, featuring Jiro Iganaki's 
horns and Chuck Rainey’s rhythm section, 
and Acoustic Guitar, by Stefan Grossman with 
John Renboui n. Direct-to-disc albums use no 
tape; the master is cut from the actual 
performance, providing greater dynamic 
range and frequency response.

STEREO
i- GUITAR FAMILY

T he CX-350 and CX-370 cassette dec ks, 
from TEAC Corporation of America (Mon
tebello, CA), offer metal particle (ape 
capability at a moderate price. T he CX-350 
offers three-position bias and equalization 
settings for metal particle tape, chromium 
tape and standard tape. Using metal tape 
and integral Dolby noise reduction, (lie 
signal-to-noise ratio is 65 dB and the fre
quency response is f rom 30 Hz to 18,000 1 Iz. 
The deck is accurate to within 0.05% wow 
and flutter deviation aud il also offers VU- 
type meters, a record mute type function and 
independent input and output level controls. 
I he CX-350 has a suggested retail pric e of 

$229.
The CX-370 has all the features of the 

CX-350 with the addition of the “Com- 
putomatic” program system, which enables 
the user to program the deck to begin 
playback from any one of 10 predetermined 
positions. 1 his automatic search func tion can 
be activated hum any place on the tape. The 
unit also has a memory function lor return- 
to-zero repeat play. I he CX-370 has a 
suggested retail price of $279.

1 EAC has also introduced a line of high 
quality low capacitance cable. The c abk-s arc- 
made by Belden to TEAG’s specifications. 
I he seven-strand center conductor termi
nates in solder-filled pin barrels. The bare 
copper woven braid shield provides 95% 
coverage, running all the way through the 
handle to the shell lor better RF rejection. 
Damage-proof jac kets and a cadmium-plated 
steel shell were designed for the rigors of 
studio use. 1 he cable- is available in lengths ol 
ten feet, five feet, three feet, 18 inches and 
seven inches.
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The Korg X911 monophonic guitar 
synthesizer (pictured above), from Unicord 
(Westbury, NY), features live mixable 
synthesizer voices with separate envelope 
generator control and variable filter control, 
six mixable instrument voices with a variable- 
parameter on each, direct output, three- 
position octave switch, and footswitc h-oper- 
ated portamento, infinite sustain, variable 
interval and synthesizer cancel functions. It 
also allows direct, fuzz and processed guitar 
sounds to be produc cd lot polyphonic el fee t. 
Suggested list price is $550.

Also from Unicord is the Korg WT-12 
Chromatic Tuner, which features a five 
position range switch for five octaves of 
audible pitc h reference and a seven octave
tuning range, an illuminated tuning meter 
calibrated in Hertz, and cents, a built-in 
microphone and speaker, a switch to change 
from visual to aural tuning, a direct input 
(the musician can tune without using a 
microphone), and a battery check LED in
dicator. The Korg WT-12 comes with 
earphone, AC adaptor, batteries and carrying 
case and has a suggested retail price of $210. 



and ‘Huss' Charles (3/1); Leo Smith (3/7); Byard 
Lancaster (3 14); Rashied Ali and Lee Rozie (3 15); 
Marilyn Crispell Ensemble (3 21); call 581-7032.

Sweet Basil: Beaver Harris (2 19-23); Curtis Clark 
(2/24 & 25); James Moody (2/26-3'1); call 242-1785.

Syncopation: Name jazz nightly: call 228-8032.
Tin Palace: Hot name jazz nightly; call 674-9115.
Village Gate: One Mo' Time, vaudeville review 

starring Jabbo Smith (Tue.-Sun.); call 475-5120.
Village Vanguard: New York Jazz Quartet 

(2 19-24); Monty Alexander (3 9-16); Dave Liebman 
Quintet (3'18-23); Mel Lewis Orchestra (Mon.): call 
255-4037.

West End: Swinging jazz nightly; call 666-8750.
Highlights in Jazz (NYU Loeb Student Center): 

Jazz Greats on Film (3/6); 598-3757.
Rutgers University (New Brunswick, New 

Jersey): Chico Freeman (2/19): James Moody 
(3/11); Machito (2/26): Frank Foster and Tommy 
Turrentine (3/25); all concerts free: call (201) 
932-4150.

CHICAGO
Jazz Showcase: Northeastern III. Univ. Jazz Band 

(2/22-24); John Frigo Quartet (2/29-3/1): Bunky 
Green Quartet (3/7-9); March 12 starts "the Year of 
Charlie Parker”; Art Blakey and the Jazz 
Messengers (3/12-16); James Moody w/Johnny 
Coles, trumpet (3/19-23); Elvin Jones Quintet wt 
Andrew White and Ari Brown, saxes (3'26-30): Dizzy 
Gillespie Quartet (4 2-6); Red Garland, Lou Donald
son. Jamil Nasser. Jimmy Cobb (tent., 4 9-13); Gerry 
Mulligan Big Band (4/16 & 17): Philly Joe Jones 
Quintet (4/18-20); Randy Weston Trio (4/23-27); 
337-1000.

Rick’s Cafe Américain: Helen Forrest (2/19-3/1): 
Tribute to Joe Venuti, with Red Norvo, Dave 
McKenna and others (3/4-15); Anita O'Day 
(3/18-29); Earl “Fatha" Hines (4/1-12); George

Shearing (4/15-5/10); 943-9200.
Wise Fools Pub: Lonnie Brooks (2 27-3 1): Koko 

Taylor (3/5-8, tent.); Albert Collins (3 26-29. tent.); 
Fenton Robinson (4/2-5, tent.); 929-1510.

Bulls: Ghalib Ghallab appears regularly; call 
337-6204.

Orphans: Joe Daley Quorum (Mon.); Ears (Tue.); 
929-2677.

Gaspar's: Jazz Members Big Band (Sun.); 
871-6680.

George’s (Kinzie and Franklin): Name jazz and 
cabaret acts in a downtown supper club: call 
944-9443 for info.

Stages: Folk and occasional name jazz in a 
relaxed setting; 549-0203.

Biddy Mulligan’s: Fine Chicago blues; 761-6532.
Steak ‘n’ Ale (Arlington Heights): Jazz Consor

tium Big Band (Sun).; 255-0380.
Jazz Institute Hotline: (312) 666-1881.

LOS ANGELES
Concerts By The Sea (Redondo): Dexter Gordon 

(2/21-24); Willie Bobo (2/28-3/2); Cal Tjader (3/6-9): 
Joe Williams (3/13-16): Jimmy Smith (3/20-23); 
Mongo Santamaria (3/27-30); 379-4998.

Parisian Room (Washington & La Brea): Yusef 
Lateef (2/19-24); Mongo Santamaria (2/26-3/2); 
Eddie Harris (3'4-9): call 936-8704.

Dorothy Chandler Pavilion: "All That Jazz" 
concert with The Orchestra, including Phil Woods, 
Freddie Hubbard, Quincy Jones, Dave Grusin 
(3/11); call 972-7211.

Lighthouse (Hermosa Beach): Name artists, 
including Kenny Burrell, Freddie Hubbard, Richie 
Cole; 372-6911.

Donte’s (N. Hollywood): Toshiko Akiyoshi, Gabor 
Szabo, Bud Shank, Joe Diorio, others; call 
769-1566.

Century City Playhouse (10508 W. Pico): New 

music every Sunday, including Vinny Golla, Alex 
Cline. Bill Fontana. Nels Cline; for info call 475-8388

Carmelo's (Sherman Oaks): Jazz seven nights a 
week, including Bob Brookmeyer, Dave McKay, Don 
Menza, others; 784-3268.

Pasquale’s (Malibu): Ruth Price, Pat Senatore, 
Roy McCurdy, others; call 456-2007.

NORTHWEST
The Earth (Portland): Paul Delay Blues Band 

(2 20-23); Upepo (2 27-3 1): Roadhouse (3 17 & 
18); (503) 227-4573.

Jazz DeOpus (Portland): Eddie Harris (3 16); 
(503) 222-6077.

Jazz Quarry (Portland): Sky Trio (Wed.-Sat ): 
Sunday jam with Sky Trio; plus guest artists; (503) 
222-7422.

The Gallery (Portland): Shades of Blue (Tue - 
Sat.); (503) 234-9979

Prima Donna (Portland): Mary Lawrence & the 
Ben Dorris Trio: (503) 227-5951.

Whitman College (Walla Walla): Composer's and 
Improviser's Orchestra (4 11).

SEATTLE
Parnell’s: Bob Dorough (2/21-23); Ted Piltzecker 

(2/28-3/1); Jane Lambert (3/6-8): Eddie Harris 
(3/13-15); Philly Joe Jones (3 20-22); Herb Ellis 
(3 27-29); Richie Cole (4 1-6): Art Lande (4 10-13). 
plus a Monday jam and an all-star big band Sundays: 
624-2387.

The Mint: Joe Johansen (Fri. & Sat.); 624-1365.
College Inn Pub: Sanctuary (2/22-23): 634-2307.
Mother Morgan’s (Kent): Ted Piltzecker (33): 

1-584-7824.
Seattle Center House: Pete Leinonen (3/9 & 20)
Seattle Concert Theatre: Composer's and Im

proviser's Orchestra, with Jane Lambert (3 2. tent ).

Rates: Minimum 20 words per ad. One issue. S1.50 per word: 
four consecutive issues, S1.35 per word: seven consecutive 
issues. S1.25 per word: 13 consecutive issues (includes db 
MUSIC HANDBOOK), $1 10 per word. All ads prepaid, no 
agency commission. Copy and full payment for each issue 
must arrive eight weeks prior to db cover date. Single 
prepayment for 4, 7. or 13 consecutive issues earns 5% 
discount. Word count: count as one word, each symbol, 
number group, and street number/name. Count as two words, 
city state zip. First words set in bold caps at no extra charge. 
No illustration or db box number. All copy subject to 
publisher’s approval. Advertisers must supply permanent 
address and telephone number with first order. For further 
information on classified advertising in db MUSIC SHOP— 
and special Music Directory listings—write to down beat 
Classified. 222 West Adams St.. Chicago. IL 60606.

_______________ BOOKS_______________
ADVANCED BASS BOOK Etudes for the Bass Guitar. A 
modern method for the skilled bassist. S5.00. Beyond Help 
Publications, 311 North St., Coffeyville, KS 67337.

THE ll-V CADENCE AS A CREATIVE GUITAR LEARNING 
DEVICE. S10.00. A SYSTEM OF TONAL CONVERGENCE 
FOR IMPROVISORS. COMPOSERS AND ARRANGERS. 
$25.00. NEW APPROACHES TO JAZZ GUITAR. $12.50. 
THE INTERRELATIONSHIP OF CHORDS. SCALES AND 
FINGERBOARD OF THE 12 TONALITIES OF THE GUITAR. 
$10.00. information available. (M.O. Only) DUNTE PUBLISH
ING CO., P.O. Box 31. Kendall Park. NJ 08824.

BOOK FOR BRASS 
by Carmine Caruso 
JUST OFF THE PRESS!

Musical Calisthenics $9.95
Free postage, free catalog.

NEW SOUNDS IN MODERN MUSIC 
315 W. 53rd St.. New York. NY 10019

INSTRUMENTAL METT IOPS
ALTERNATE POSITION SYSTEM for Trombone by Tom 
Malone. S5.00. Synthesis Publications. 100 W. Houston St.. 
New York. NY 10012.

JAZZ GUITAR ENCYCLOPEDIA ideas, runs, progressions. 
$5.49. 9383 Goldengate Ave., Orangevale. CA 95662.

New Fake Books ™«s°
>□ LEGIT PRO FAKE BOOK: New! 1,010 old & new ■ 

best jazz & pops! All styles! 480 pages ... $24.95 1
| □ LEGAL FAKE BOOK: 700 more goodies! S14.95 I 

1,012 JAZZ TUNES FAKE BOOK: Best seller! Top 
stars! All styles! 550 pages! Use on jobs For |

■ reading Improvising ideas! Great! ..............S27.95 ■
Add 75c Postage To Total Order. Money Back Offer

Sa ■ IMPERIAL, Box 66-DB, N.Y., N.Y. 10022 a J

_____________ E T CETERA___________ ,
CHARLIE PARKER T-SHIRTS! Also Ellington. Coltrane. 
Holiday. Dolphy. Monk, Miles. Bebop Lives". Mingus, Bud 
Powell, Dizzy, Dexter Gordon. Original designs, satisfaction 
guaranteed. S-M-L-XL. $7.00. BIRD LIVES, P.O. Box 87. New 
Lisbon. Wl 53950.

GREAT CHARTS! Combo. Big Band. Vocals. Jazz, pop. 
disco, swing. Biggest Selection. Improvisation methods, 
books. International. FREE CATALOG: Meadow Creek 
Music, Dept. D. P.O. Box 18262, Louisville. KY 40218.

JAZZ MUSICIANS invited to jam at L.I.. NY drummers home. 
Call Sidd Simon 212 757-4276.

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

JAZZ, BIG BANDS, DIXIELAND LPS. Monthly lists, auc
tions! LPs wanted. First Edition Records. Box 1138D. Whittier. 
CA 90609. ______________________________

DAYBREAK EXPRESS RECORDS. JAZZ IMPORTS FROM 
EUROPE. Free Catalogue. Write: P.O. Box 250 Van Brunt 
Station, Brooklyn, NY 11215.

RECORDSAVERS, poly-lined inner sleeves ten cents, 
postpaid. MINIMUM 100. DEO. INC.. Box 452-I. Glenview, IL 
60025.
FREE JAZZ AUCTION LIST: 10\ 12", LPs and 45s.
Elmwood Record Sales. Box 10232. Elmwood, CT 06110.

HIGH SCHOOL FOR PERFORMING AND VISUAL ARTS 
JAZZ ENSEMBLE, Bob Morgan. Director: “Impressions 
(1979); Let It Go!' (1978: deebee award). $5.95 each payable 
to HSPVA Instrumental Music Dept.. 3517 Austin St.. 
Houston, TX 77004.

SEND FOR FABULOUS vintage contemporary jazz catalog. 
Great records/books. Musical Concepts, Box 53DB, 
Cedarhurst. NY 11516

ORIGINAL JAZZ 78’s (Victor 38,000 series, etc) in auction. 
ERS, Box 10232, Elmwood. CT 06110_________________  

ORIGINAL JAZZ AUCTIONS- -LPs. 45 s, 78s. Inquire about 
various categories. Lists—two stamps IRCs John Petrell Jr., 
PO Box 30321, Gahanna, OH 43230._________________  

_________ WHERE TO STUDY_________
DR. MAURY DEUTSCH: Nine volume arranging education 
$15.00: private—correspondence lessons. 150 W. 87th St . 
NYC 10024. (212) SC 4-4722.

JAZZ EDUCATION AT REASONABLE COST; complete 2- 
year transferrable curriculum. Contact: Dick Bauman. South
western Community College. Creston. IA 50801 
515 782-7081 Collect.

STUDY IN JAZZ CAPITOL ol world! Complete music 
education: beginner, advanced. Send 50c for catalogs 
Adolph Sandole, 1619 Broadway #605, N.Y., NY 10019.

DAVID N. BAKER presents classes in jazz improvisation 
Immediate registration is available for both class and private 
instruction. Strings welcome For information contact Colin 
Studios, 315 W. 53rd St. N.Y.. NY 10019. 212 581-1480.

PRO EESS 1 O\ A E SERVI C ES

• tubttdiary of Boyd Hunt Enlerprimi

MUSICIANS!—NCCD A G!G?
UUe 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 612-825-6848) and

JOIN TODAY!PMR — a subsidiary of BOYD HUNT ENTERPRISES
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Thirteen by David Baker.. .
ALL SPIRAL BOUND

□ arranging & composing For The Small Ensem
ble: jazz'r&b/jazz-rock 184 pp. . . . . . . . . . . . . . . . . . $15.00
□ jazz improvisation, A comprehensive Method 
of Study for All Players, 184 pp. . . . . . . . . . . . . . . . $15.00
advanced improvisation/revised—3 volumes 
□ Vol. 1, Improvisational Concepts, 96 
pp. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . $11.50
□ Vol. II, Rhythmic & Harmonic Concepts, 
144 pp . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . $13.50
□ Vol. Ill, Compositions For Improvisation
(For C, B Flat, ano Bass Cleff Instruments) 184 pp. 
with 90 minute play-along cassette recording $21.50

Techniques of Improvisation:
□ Vol. I, A Method For Developing Improvisa
tional Technique (Based On The Lydian Chromatic
Concept by George Russell) 96 pp. . . . . . . . . . . . . S9.00 
□ Vol. II, The V7 Progression, 76 pp. . . $9.00 
□ Vol. Ill, Turnbacks, 84 pp....................... $9.00
□ Vol. IV, Cycles, 125 pp............................$9.00

•

□ Jazz Styles & Analysis: Trombone, 144 
pp $15.00
□ Jazz Styles & Analysis: Alto Sax by Harry 
Miedema, edited by David Baker, 104 pp. .. S12.50 
□ Jazz Styles & Analysis: Guitar. Transcribed 
and annotated by Jack Petersen, 80 pp. . . . . . . . $9.95 
□ Jazz Pedagogy. A comprehensive method for 
teaching, 206 pp. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . $17.00

Jazz Improvisation Method
For String Instruments:

□ Vol. I, Violin & Viola, 160 pp. . . . . . . . . . . $12.50 
□ Vol. II, Cello & Bass, 152 pp. . . . . . . . . . $12.50 

Free Catalog—Free Postage
New Sounds In Modern Music

315 W. 53rd St.. New York, NY 10019

Jamey Aebersold book/record play-a-long 
sets S8.95 ea. □ #1 New Approach To Jazz 
Improvisation I i #2 Nothin But Blues

! #3 II V7J Progression □ #4 Movin On
! #5 Time to Play Music □ #6 All Bird
! #7 Miles Davis □ #8 Sonny Rollins

' I #9 Woody Shaw □ #10 David Baker
I #11 Herbie Hancock ’ I #12 Duke Ellington 

□ #13 Cannonball Adderley □ #14 B. Golson
1 #17 Horace Silver #1 □ #18 H. Silver #2 
□ #19 David Liebman □ #20 J. Raney. S9.95 
□ D Baker The Bebop Era 3 Vols for S15

I D Baker Modal & Contemp Patterns $9.95 
□ D Baker Modern Jazz Duets 2 vols S7.50 
LJ D Baker Mod Jazz Duets Bass 2 vols $7.50 
L I D Baker Analysis of C. Parker $5.95 
[ I D Baker Analysis of JJ Johnson $5.95

J Jimmy Heath 31 jazz compositions $4.95 
□ Ornette Coleman 26 compositions $5 
Gordon Delamont Arranging/Composing series

I Modern Arr Technique $16 D Mod Harmonic 
Tech I $16 I I Vol. II $18 □ Mod Melodic Tech $7

I Mod Contrapuntal Technique $6
J Modern Twelve Tone Technique $5
I Deutsch Ency. of Arranging 9 bks for $9.95 

! ) Carmine Caruso Trumpet Method $9.95
Arbans Conserv. Method for Trumpet $8.50

I Ency. of Jazz Duets 3 books in 1 $7.50
] Ency. of Jazz Duets Bass Clef $7.50
Ì Stuart Ency. of Modern Jazz 8 bks $12.50
) Ency. of Improvisation 6 books in 1 $12.50

Ency. of Improvisation Bass Clef $12.50
□ Slonimsky Thesaurus of Scales $25
□ Dr. Colin The Brass Player $7.50
□ Encyclopedia of Basic Piano S4.95
□ Deutsch Trumpet Pedal to Triple Hi C S9.95

1 Jerome Callet Trumpet Yoga S9.95
! Rlclgliano Contemp. Songwriting S12.50
I Contemporary Songwriting workbook $8.50
! Ricigllano Pop & Jazz Harmony $9.95 

Roemer Art of Music Copying $11.95
! Russo Jazz Composition 825 pages $11.95
] Sebesky Contemporary Arranging $30 

Mancini Sounds & Scores $19.95
i I Hagen Scoring for Films $18.75
! I Garcia Professional Arranger I $9.95
! I Garcia Professional Arranger II $14.95
□ C. Parker Omnibook 60 solos $9.95
□ John Coltrane trans, solos $4.95
1 ! G. Russell Lydian Chromatic Concept $30
I I D Baker Contemporary Tech for

Trombone 2 vols 482 pages both for $25
I R. Wald Cplt Guide to Creative Jazz $6.95

: I 28 Modern Jazz Trumpet Solos $4.95
Ricker Linear Improvisation text $7.95
Ricker Linear Improv workbook S9.95

J Ear Training for Jazz D Baker $20 
1 Advanced Ear Training D Baker $12

NEW SOUNDS IN MODERN MUSIC
315 West 53 St.. New York. NY 10019 

with Maria Miller (3'9, tent.), with Gary Peacock 
(4/20).

Cornish Auditorium: Anthony Braxton and Com
poser's and Improviser's Orchestra (3/14-15).

Owl Cafe: Grandma's Cookies (2/29 & 3/1); 
784-3640.

Rio Cafe; Grandma's Cookies (3 20-22 & 27-29)'; 
622-6613.

The following radio stations carry jazz program
ming: KRAB (107.7 FM. 325-5110); KING (98.1 FM, 
223-5061); KZAM (1540 AM & 92.5 FM, 454-1540); 
KXA (770 AM, 682-9033); KUOW (95 FM, 
543-2710).

SAN DIEGO
John Bull’s: Joe Marillo Quintet (Thurs.-Sun.); 

call 474-2201.
Swan Song: Dance of the Universe (Fri.-Sat.); call 

272-7802.
Chuck's Steak House: Bill Coleman Quartet 

(Mon.-Thurs.); Zzaj (Fri.-Sun); call 454-5325.
Black Frog: Ella Ruth Piggee/Sammy Tritt Group 

(Thurs.-Sun.); call 264-5797.
Crossroads; Gary Neives Group (Thurs.-Sun.); 

call 233-7856.
Atlantis: Kirk Bates Group (lounge); call 

224-2434.
Le Chalet: Jazz every night; call 222-5300.
KSDS (88.3 FM): Jazz daily
KPBS (89.5 FM): Jazz (Sat., 6 pm).

CINCINNATI
Arnold's: Good Time Jazz Band (Mon.); Pigmeat 

Jarrett (Wed.); BlueBird Jazz Band (Thurs.); call 
421-6234.

Bentley’s: Crosswind (3/4-15); Mark Murphy 
(3/18-4/5); call 241-6663.

The Blind Lemon; Wayne Yeager and April 
Alousi: call 241-3885.

Brew House: Alex Cirin Trio (Fri. & Sat.); call 
961-9058.

Edward’s: Local jazz (Thurs.-Sun.); Jimmy Mc
Gary Quartet (Fri. & Sat.); call 381-2030.

Emanon Jazz Club: Ed Moss Quartet (Wed.- 
Sat.); Elliott Jablonski & Billy Yarkin (Sun. & Mon.); 
call 281-9522.

Gllly’s: Elvin Jones (3/17); call 1-228-8414.
La Ronde Restaurant: Frank Vincent (Mon.-Sat.); 

call 821-5115.
Rainbow Dinner House: Boots Johnson w/ Don 

Lewis (Fri. & Sat.); call 1-892-9402.
Blue Wisp: National and local jazz; call 871-9941.
Bogart's; National and local jazz; call 281-8400.
K & K Lounge: Local jazz; call 272-0557.
Sublette Winery: Local jazz; call 651-4570.
Classic Jazz Society of Southwestern Ohio:

Monthly jazz concert; write Box 653, Cincinnati, Ohio 
45201.

WGUC (90.9 FM): "Eclectic Stop Sighn" (12am, 
Tue.-Sat.); “Jazz Alive!" (12am, Sun.).

WMUB (88.5 FM): "Jazz Alive!" (8pm, Thurs.); 
jazz (8pm-2am, Mon.-Fri.; 1-5pm, 10pm-2am, Sat.; 
10pm-2am, Sun.).

WNOP (740 AM): Jazz sunrise to sunset.

ATLANTA
E.J.'s: Barney Kessel (2/20-24); Charlie Byrd 

(3/24, one night only, two shows); Herb Ellis 
(4/16-28); call 262-1377.

Walter Mitty's: Charley Williams Quartet (nightly); 
call 876-7115.

Donte's Down the Hatch: Paul Mitchell Trio 
(nightly); call 577-1800.

Two Hundred South: Local house band (trio); jam 
session (Sat.); call 755-3232 for details.

Lark and Dove: Jerry Farber Quartet (nightly, with 
suprise guests); call 256-2922 for details.

Jazz Forum Meetings: Once a month on Wed.; 
call 758-2422 for more information.

WCLK (91.9 FM): Jazz daily from 12pm to 1am.
WREK (91.1 FM): Jazz and blues twenty-four 

hours.
WABE (90.1 FM): “Jazz Alive" (10:30 pm Fridays).
WRFG (89.3 FM): "Jazzette" (10 pm, Tuesday); 

jazz nightly (12pm-6am with Abdul).

LAS VEGAS
Tender Trap: Adelaide Robbins Trio (regulars); 

call 732-1111.
Landmark: Edie Aikels Quartet (Skytop Lounge); 

call 734-9110.
Tropicana: Chris Fio Rito (lounge); call 736-2022.
Desert Inn: Joe Castro (Raffle lounge); call 

735-1122.
Sands: Bob Sims Trio (lounge); call 735-9111.
Royal Inn: Royal Dixie Jazz Band (Wed.-Mon.); 

call 734-0711.
Pogo's: Dixieland (Fri.); call 648-9935.
Union Hall: Big bands (Wed.-Fri., 10 pm); call 

739-9369.
Jazz Society: Call 734-8556.
KORK (92 AM): Monk Montgomery's Show (Sun., 

8-11 p.m.).
KCEP (88.1 FM): Jazz daily.
KDWN (720 AM): Jim Flint Jazz Show (6 p.m.).

MINNEAPOLIS—ST. PAUL
Northrop Auditorium (University of Minnesota): 

Ella Fitzgerald (3/15).
Orchestra Hall (Minneapolis): Bobby Lyle (2/21); 

Ronnie Laws (3/3); Gunther Schuller and the New 
England Conservatory Ragtime Ensemble (3/8 & 9); 
Oscar Peterson with the Minnesota Orchestra (3/22 
& 23); Cleo Laine (3/24).

Ambassador Motor Inn (Minneapolis): Percy 
Hughes Trio (Thurs.-Sat.): call 545-0441 for details.

Artist’s Quarter (Minneapolis): Eddie Berger All
Stars (Sun.); call 824-2130 for details.

Coffeehouse Extempore (Minneapolis): Local 
jazz; call 370-0004 for details.

Cork’s (Minneapolis): Morris Wilson (Tue.); call 
332-6036 for details.

Curtis Hotel (Minneapolis): Local jazz; call 
340-5300 for details.

Fox Trap (Minneapolis): Morris Wilson and jam 
sessions (Sun & Mon.); call 332-2547 for details.

Pearl Diver (Minneapolis); Three on Cue (Fri.- 
Sat.); call 544-7211.

Steak ’n Ale (Minneapolis): Local jazz (Sun. & 
Mon.); call 545-3800.

Taiga (Minneapolis): Pianist Bill Duna (Fri. & Sat.); 
call 331-1138.

Thunderbird Motel (Bloomington): Tom Prin Trio 
(Sun.); call 854-3411.

Walker Church (Minneapolis): Local jazz; call 
721-5011.

Walker Arts Center Auditorium (Minneapolis): 
Leroy Jenkins (2/28); Johnny Griffin (4/19, tent.)

Children's Theatre (Minneapolis): Sonny Rollins 
(3/3); World Saxophone Quartet (3/10); Carla Bley 
Band (3/25, tent.); sponsored by Walker Arts Center.

The Buttery (St. Paul): Local jazz (Thurs.-Sat.); 
call 222-5861.

Emporium of Jazz (Mendota): Traditional and 
dixieland jazz with the Hall Bros. Jazz Band (Fri.- 
Sun.); call 452-1868.

Kozlak's Royal Oaks (St. Paul): Dick Pendleton 
Trio (Sun.); call 484-8484.

Lower Levee Lounge (St. Paul): Red Wolfe and 
the Port of Dixie Jazz Band (Thurs.-Sat.); call 
222-3331.

Radisson St. Paul Hotel: Peter Madsen Trio with 
singer Connie Foote (Tue.-Thurs.); call 292-1900.

KTWN (107.9 FM): Soft jazz (5 am-5:30 pm, Mon.- 
Fri.); "Mellow to Midnight" (6 pm-12 am, Mon,-Sat.); 
"Jazz in the Night" (12-3 am, Mon.-Sat.); "Jazz 
Album Hour" (8-9 pm, Sun.); "Triple Track" (9-10 pm, 
Sun.); "New Jazz Review” (10 pm-12 am, Sun.).

WCAL (89.3 FM): "Jazz Show" (7-8 pm, Mon.- 
Thurs.); "Jazz Opener" (9-10 pm, Fri.); “Shades of 
Black" (10 pm-11 am, Fri.); "Jazz Alive!" (12-2 am, 
Fri.); "Black Voices, Black Sounds" (3-5:30 pm, Sat.).

KSJN (91.1 FM); “Jazz Image" with Leigh Kam- 
man (10:10 pm-6 am, Sat.).

WCCO (830 AM): Joe McFarlin show (12-5 am 
Sat., 12-6 am Sun.).

KBEM 88.5 FM): "Jazz Revisited” (6:30-7 pm, 
Wed.); “Frazola's Jazz Show” (7-7:30 pm, Wed.); 
"Music from the Big Bands" (7:30-8:30 pm, Wed.); 
"Jazz Alive!" (7:30-9:30 pm Thurs.. 5-7 pm Sat ).

KFAI (90.3 FM): Occasional jazz (Mon.-Sun.).
80 □ down beat



The only serious choice
Avedis Zildjian Company
Cymbal Makers Since 1623 

Longwater Drive 
Norwell, Mass. 02061 USA



It sounds even better.

A photograph can show the breathtaking beauty of a Vincent Bach flugelhom.
But only you can judge the sound that’s made Vincent Bach the most respected name in brass for generations.
To hear a quality consistent with its beauty, visit your Bach dealer.
The Vincent Bach flugelhom. The only thing more impressive than the way it looks, is the way it sounds.

Vincent Bach IlirisionpHhc ScbncrGmqxinv. Elkhart. huluTna 46515.
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	education in jazz

	Dave Brubeck’s Accompanist

	'At last matching heacis’.’ -Buddy Rich

	8:30 elaborations

	Seeing Redd over Mitchell madness

	’70s jazz summation

	Wilbur Ware tribute



	Kendor Music
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	A SESSION!

	SUBSCRIBE TODAY
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	WANTED

	COLEMAN HAWKINS	

	BLUE MONTREUX I and II

	GARY PEACOCK

	CURTIS FULLER

	URSZULA DUDZIAK	

	GEORGE THOROGOOD and the DESTROYERS

	RAN BLAKE

	JAMES NEWTON

	WOLFGANG DAUNER


	“T

	STEVIE WONDER

	DAVE HOLLAND

	JOANNE BRACKEEN


	DRUMS LTD

	^O’S

	MERLE HAGGARD AND THE STRANGERS

	THE LATIN TINGE

	by JAMEY AEBERSOI and OTHERS

	$8.95 per set (LP & Book)



	pa . /h dipaymï; dues;;j

	JAMEY AEBERSOLD


	HOWTO

	AMERICANIZE EUROPEAN AUGMENTED-SIXTH CHORDS PART III

	P

	•VO»®

	A'	“à


	FOR JAZZ TEXTS IT’S STUDIO P/R.

	JAZZ GUITARISTS

	DRUM INSTRUCTION

	Lead Alto Players

	F^ Bb



	CITY SCENE

	A

	RBoAhlQB

	ieROlSHOB

	New Fake Books ™«s°

	MUSICIANS!—NCCD A G!G?







