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Five nights a week, Ed 6-ply wood shell drums. Here, the
Shaughnessy is the star drummer  forces of nature combine with

on The Tonight Show. He’s also Ludwig’s famed craftsmanship.
the strength behind the Ed And the result is awesome.
Shaughnessy Energy Force Big Experience the inimitable
Band, a 17-man tour-de-force sound of Ludwig’s 6-ply wood
ensemble. A teacher and shell drums yourself and
writer, Ed knows that learn what great drum-
great drumming has to ‘ mers like Ed Shaughnessy
come from deep inside. know: If you haven’t got

Which is why, like other it on the inside, you
renowned drummers, Ed haven’t got it. fesresrscy
chooses Ludwig’s unique 1 )

The Star Maker
Ludwig’s 6-ply Shell

Its gotta come from the inside.

adic History




Now heavy sounds travel light.

The Casiotone MT-70

Until now, you've only heard
sounds like these coming from pro-
fessional keyboards. Keyboards that
fill huge halls with great sound and
screaming audiences.

With the MT-70, Casio's ad-

vanced digital technology puts profes-

sional quality sound at your fingertips.

And if your fingers are begin-
ners, they can play a tune by following
the blinking lights of the Melody
Guide. And should they occasionally
be all thumbs, when you miss a note,
itwon't make a sound.

But perhaps the MT-70's most

AN

notable achievement is that it can read
bar coded music like a cash register
reads a can of tuna, memorize itand
play it back—automatically or through
the Melocy Guide. (Casio's grcwing
library of bar-codec music numbers
300 compositions from rock to Bach.)

If you wantto compose scme-

thing yourself, no problem. The MT-70's

546-step memcry is big enougn to
hold a sonata. And you can even
accompany yourselt

Best of al, this tiny, technical
tour de force carries a price tag that's
aseasy totakeasthe
6%Ib. MT-70 itself.

CASIO
Where miracles never cease

Casio, Inc. Electronic Musical Instrument Division: 15 Gardner Road, Faitield, N.J. 07006 New Jersey (201) 575-7400, _os Angeles (213) 803-3411
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DAVID SANBORN:

THE VOICE OF EMOTION

The soulful sound of Sanborn’s horn is in the air, on the
airwaves, in the music's lifeblood. And the sound of San-
born’s voice says some surprising things about musical
influences, creativity, and the joy of sax, as Robin Tolleson
relates.

VERNON REID:

ELECTRIC INTEGRITY

One modern guitarist who refuses to be a Hendrix clone,
and a member of the Decoding Society and Defunkt, Reid
tells Howard Mandel that popularity and creativity do mix.

GEORGE WINSTON:

MOOD MAKER, CLOSET ROCKER
Though his current audience success is based on a series
of atmospheric piano albums, Winston wants to wail like
Waller (Fats, that is). Bill Milkowski gives us the lowdown.
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On The Beat, by Art Lange.
Chords & Discords
News

Record Reviews: Bill Evans; Al DiMeola; Henry
Threadgill; Bobby Hutcherson; Art Hodes; Bill Dixon; Eddie
“Cleanhead" Vinson; Peter Warren; Larry Vuckovich; Old
Wine, New Bottles (Paul Whiteman, Duke Ellington, Andy
Kirk, Chick Webb/Ella Fitzgerald, Edgar Sampson, Luckey
Millinder, Lionel Hampton); Amadé Ardoin; Leo Soileau;
Michael Doucet; Don Cherry; Leo Smith; Larry Gelb/Kim
Parker; Kim Parker; Roy Eldridge; United Jazz + Rock
Ensemble; David “Fathead” Newman; Ron Carter/Cedar
Walton; Harold Danko/Rufus Reid; Waxing On (Tenor
Tunes: Gene Ammons, Gato Barbieri, Junior Cook, Allen
Eager, Jimmy Forrest, Johnny Griffin, Willis Jackson, Pat
LaBarbera, Harold Land, Flip Phillips, Archie Shepp, Ben-
nie Wallace).

Blindfold Test: Oliver Lake, by Fred Bouchard.
Profile: Odean Pope, by Russell Woessner; Jerome
Harris, by Fred Bouchard.

Caught: Liberation Music Orchestra, by Lee Jeske;
Jaki Byard/Howard Riley/Alex Schlippenbach/Irene
Schweizer, by Brian Priestley; David Friesen Trio, by Fred
Bouchard; Lou Donaldson And Guests, by Frederick |
Douglass.

Pro Sessions:

“How To Vary Two-Octave Major Scale Patterns On Bass,”
by Dr. William L. Fowler.

“David Sanborn’s Solo On Buddy's Advice—An Alto Saxo-
phone Transcription,” by Harry Miedema.

Pro Shop

City Jazzlines

Book Reviews: The Otis Ferguson Reader, by John
McDonough; Black Beauty, White Heat, by Art Lange.

David Sanborn

Vernon Reid

Cover photo of David Sanborn by Darryl Pitt; erratum—iast month’s cover photo of Frank Zappa was also by Darryl Pitt
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Mel Torme
The best of Broadway as sung by the inimitable Torme!

Oscar Peterson
Porter favorites as only the dazzling O.P could
interpret them

Mulligan/

Webster

Two giants of the Wes
saxophone in a ® Montgomery
rare and classic IMPORTS Mr. Boss Guitar
collaboration T, inarich

orchestral
Jam Session #3

setting
Getz, Rich, Basie, Carter, Edison, DeFranco et al in jazz’
time-honored setting

Jones Brothers
Hank, Thad and Elvin, the first family of jazz, together on
the same album!

POLYGRAM L4

< Mylsy/ IMPORTS

NEW FOR
FEBRUARY 1983

John Scofield

More brilliant guitar wizardry from one of the most
highly praised jazz quitarists — features; Steve Swallow,
Adam Nussbaum.

Jon Hendricks
The great jazz singer in a standout performance of his
best known songs

Bennie Wallace
The powerful
original tenor
player joins forces
with Dave Holland |
and Elvin Jones ‘

Jane ira Bloom
Fantastic new
soprano
saxophone voice —
joined by Charlie
Haden and

Ed Blackwell

Jerry Gonzales
Hot Latin-Jazz Fusion recorded live at the Berlin
Jazz Festival

Slickaphonics
Jazz funk for the dance floor — futuristic sounds
for today!

© 1983 Polygram Classics, Inc. ' 0964



educationin jazz
by Gary Burton

Gary Burtonss latest album is
Picture This (ECM)

Before you select a music school,
understand what makes a well-schooled
musician.

To start with, there is a certain
amount of fundamental knowledge one

has to have. You
need to under-
stand how har-
mony works and
how rhythm
¥ works, for in-
¥ stance. In most
\ music schools,
S such basics are
 rmy taught in theo-
l\\ retical ways
with little direct application to the kinds
of music most professionals play.

Improvisation, for instance, is a basic
musical skill, and its study should be
encouraged instead of ignored or only
occasionally referred to as in many
schools.

Berklee is unlike any other school.
Berklee continues to offer training of the
most direct and useful nature, with
emphasis on music that is happening
today . . . and, it's aimed at producing
musicians of individual musical person-
alities.

Berklee was my school, where I found
out what I wanted to know and what I
needed to know. I was encouraged to be
my own musician and given the skills
and confidence to approach my career.

I teach at Berklee where I can work
alongside people with whom I am com-
fortable and creative in a professional
sense. And, I enjoy the students be-
cause they are a source of new perspec-
tives. Berklee’s my school. Maybe it
should be your school.

Bentrn

for catalog and information write to:
BERKLEE COLLEGE OF MUSIC
Dept. D
1140 Boyiston Street, Boston, MA 02215

.‘ P

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

® Modern Harmony

® Improvisation

® Arranging

e Jazz Composition, etc.

For information write to:

BERKLEE PRESS PUBLICATIONS, Dept. D
P.0. Box 489, Boston, MA 02199

BY ART LANGE

JAZZ APPEARS PERIODICALLY AT THE
White House like a Presidential in-law, treated
with deference if not devotion, wined and
dined with great show but no real concern or
commitment. There have been exceptions of
course—Jimmy Carter's bash on the lawn,
Duke Ellington's 70th birthday celebration
during the Nixon regime—but in the main, no
one really seems to know why it's there and
what it's supposed to do.

The most recent occasion followed suit.
Offered as part of the ongoing Outstanding
Young American Artists series sponsored by
the White House and taped for public televi-
sion (and already aired on some stations),
this event suffered an identity crisis. Much
excellent music was heard (though as is the
case with most concerts taped for tv, much of
the best music ended up on the cutting-room
floor), and the musicians—Dizzy Gillespie,
Stan Getz and his quartet (Jim McNeely,
Marc Johnson, Adam Nussbaum), Chick
Corea, Miroslav Vitous, and Roy Haynes—
could not be faulted. Among the highlights
were a reuniting of Getz and former-sideman
Corea on the latter’s Litha, supposedly an
example of "cool” playing but hot as Hades
on the uptempo sections; a medley by the
Corea/Vitous/Haynes trio comprised of
a spontaneous improvisation/Autumn
Leaves/Rhythm-a-ning which was thun-
derous/puckish/crisp; and two numbers by
Getz and group revealing real ensemble
interaction and the tenorman at yet another
peak period of playing—his interpretation of
Billy Strayhorn's Blood Count has become a
haunting dirge for jazz casualties and survi-
vors alike.

No, as always, the problem was not the
music, but the trappings surrounding it. No
one seemed to know just how these particu-
lar musicians were chosen to represent the
music, and, as Gary Giddins has reported in
the Village Voice, even Mrs. Reagan didn't
know who wrote her simplistic, cliched open-
ing speech. And who was host? Not Martin
Williams, esteemed critic and head of the
jazz department of the Smithsonian Institu-
tion. Not Dan Morgenstern, esteemed critic

and head of the Jazz Institute at Rutgers
University. Not even Dizzy. No, it was Itzhak
Perlman, esteemed classical violinist and
(lately) talk show personality. His opening
statement, "l love jazz,” may have been
heartfelt, but sounded condescending. His
remarks implied that jazz was “legitimized”
by its Ravel and Stravinsky adaptations, as if
anyone thought the music still needed such
highbrow acceptance. And if nothing else,
his barely ornamented chorus on the Sum-
mertime jam finale showed him for what he
was—a great violinist desperately out-of-
place. Stan Getz’' gentle tenor mooing follow-
ing Perlman’s vibrato-laden “solo” punctured
all possible pretensions.

But Periman was not the only less-than-
ideal choice. Remember, this event was
meant to showcase Outstanding Young
American Artists, and while Diz, Getz, Roy,
Chick, et al. certainly fit three-fourths of this
designation, none qualify exactly as
“young.” So Dizzy brought along Jon Faddis,
his part-time protege and perennial prodigy,
to trade licks with. And Getz introduced
Diane Schuur, a vocalist/pianist who is ob-
viously talented, but whose material and
vocal style is more reminiscent of Phoebe
Snow or Carole King than any jazz vocalist
you might care to name.

It's a shame that enough foresight was not
put into this event so that some of the truly
representative, outstanding young American
jazz talents could have been showcased in
this noteworthy, prestigious evening. There
are thousands of musicians who deserve
such recognition, who are keeping the music
fresh and vital, expanding its horizons and
reinvigorating its tradition. Where were they?

Next month will find us covering just such
musicians, including features on Grover
Washington Jr., whose saxophone playing
has combined commerciality and creativity;
James Newton, the flutist following in the
barrier-breaking footsteps of Eric Dolphy;
Marcus Miller, bassist extraordinaire in the
studio and on the road with Miles Davis,
David Sanborn, and countless others; a
Profile of the energetic trombonist Craig Har-
ris; Miles Davis and Spyro Gyra Caught in
performance; and more. db

A Tradition

e

>
R

M. S. Hayues Co, Tur.

12 PIEDMONT STREET, BOSTON, MASS. 02116

617-482-7457
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Introducing Synsonics® Drums. An amazing new electronic drum set with abuilt-in g
computer. So you can play drums, even if drums aren’t your instrument.

The set includes a:snare drum, two cymbal sounds, bass drum sound and two tom
toms. One tunable for space drum sounds. \

You play Synsonics Drums by simply touching the buttons that control the computer’s
pre-programmed drum rolls. Or by hitting the pads with your own drumsticks or fingers.

This makes Synsonics Drums great to practice and learn on. \

And even better to compose with. The computer has three sets of programmable mem-
ories, so you can layer patterns indefinitely in the record mode. Then play them back alone
or blended in sequence.

Synsonics Drums are really useful, though, when you need an accompaniment for
entertaining or jamming. They can be played through any stereo or headphones.

Synsonics Drums are loaded with other impressive features like tempo control, pitch
control and stereo outputs. All in a small portable unit costing less than you'd pay for a
Synare®electronic drum alone.

See Synsonics Drums at your dealer soon. Your jam sessions maynever sound the same.

Batteries and drumsticks not included v SY]VSOMCSW DRWS

ot B .

THE ILATEST
ELECTRONIC JAMMIN




Crook’s in heaven

Just a note of thanks to Jim Roberts for doing
such an excellent job of reviewing my album
Hello Heaven (db, Nov. '82). His comments
and opinions about the music parallel my
own in the critical sense. | was very pleased
to be mentioned in the same company with
Slide Hampton and Ray Anderson, and rat-
ing me as having the “tools to be a major new
voice on the trombone” was a little over-
whelming to me, however, very appreciated. |
felt encouraged and informed by the critique
and hope that whenever | record again, the
reviewer will be as inspiring and professional
as this one.
Thanks again.

Hal Crook San Diego

Gowen/Health

Upon reading the record reviews in the Nov.
‘82 db, | was saddened to learn of the death
of Alan Gowen, whose work with National
Health | admired and enjoyed. Earlier this fall
| dusted off my Health LPs and was wonder-
ing what the people involved in them were up
to these days. Thanks to John Diliberto's fine
review, | am now up to date; my hat is off to Mr.
Gowen and his music.

Richard Paschal Glendale, CA

The world’s most po

* Rico—an economical conventionally designed
reed patterned after the finest hand made reeds

Changing patterns

Most db articles on improvisation deal with
improvising on the “changes,” showing the
young improviser how to play "patterns.”
How boring, one-sided, and misleading.
True, most jazz improvisation deals with im-
provising on chord changes; but what about
melodic development of the tune being
played? This one-sidedness, dealing with
"patterns,” tends to make every solo of a
player sound alike.

For example, almost every Thelonious
Monk tune is composed with interesting an-
gular lines. A player improvising on only the
changes, and not giving reference to me-
lodic development, is not a creative im-
proviser. Listen to any Monk solo—there is
always melodic reference.

Compare the articles in the Nov. '82 db
written by Hal Galper and Bill Russo (Pro
Sessions). Galper shows scale patterns on
changes; Russo briefly illustrates “iso-
melody” and “isorhythm.” This concept of
"isomelody" and "isorhythm" is one aspect of
melodic development.

How about giving readers interested in
improvisation more articles on creative im-
provisation, not just “pattern” playing?

Bob Aquino Long Island University
Assoc. Professor of Music Brooklyn

New nofes or not?

| couldn't believe Wynton Marsalis in the Dec.
‘82db . .. haven't we heard from enough self-
proclaimed "ayatollahs"? First he indicates a
distaste for the overuse of the term "jazz"—a
point well taken—using the phrase "collec-
tive improvisation” instead. Then he turns
around and says that what Miles is playing
now is not jazz! | think a major characteristic
of the music that we know as jazz, besides
collective improvisation, is a pursuance of
true emotion and feeling in that music,
whether or not that music is commercially
successful. | defy anyone to point out any-
time in Miles Davis' career that he has not
embodied those two qualities to the fullest.
One can only wonder, if Marsalis had been a
jazz musician in the '40s or '50s, and wit-
nessed the emergence of the then-controver-
sial styles of Bird or Monk, if he would have
denounced their innovative music as well.

Frank Smith Chicago

Blve over Jay

I'm writing in regards to your Jay Hoggard
feature (db, Dec. '82), which | found tragic.

It seems to me Mr. Hoggard missed the
mark when he said there’ll be no compromise
because he's putting his heart into [his mu-

¢
e

* Rico Royal—uses a more expensive cane and
has some extra bark removed above the vamp cut

for added response.

2 1982 Rico Products, North Hollywood. CA 91668




sic). Like all art forms it is the intent behind
the work that makes it real. (He can play his
ass off and not communicate anything tous.)
Indeed, mainstreaming can be commer-
cializing, the artist should give us something
that record companies can't put a price on.

That's what | want to buy (not fusion, funk,
mainstream, etc.).
Rick Bishop

Clash lashed

It is interesting to note the numerous times
articles appear as "The Clash: Revolutionary
Rock™ in down beat (Dec. '82). It is likewise
interesting the many times you find letters, as
this one, in Chords & Discords. The persons |
know who subscribe to db, including myself,
wonder why such articles appear in “The
Contemporary Music Magazine." My defini-
tion of "contemporary" does leave out your
rock and soul. Articles as “The Clash . . ." are
a waste of space. Isn't down beat mainly
jazz-oriented?

Robert Mulholland

Waterville, ME

Charleston, SC

| just received my issue of down beat (Dec.
'82). The first article | read was on the Clash,
(author Michael Goidberg), and | must say |
was offended by this remark: “. . . the
uptempo elevator music one mostly hears by

bands like Journey on the radio today.” Why
is this up beat "elevator music” on the radio?
The answer is simple. It's popular. Not only
am | a fan of groups like Journey, the Eagles,
Queen, and Hall & Oates, but so are millions
of other Americans and people worldwide.
Compared to these groups, the Clash has
only a fraction. Mark my words, the Clash will
not enjoy the worldwide success of bands
such as the Beatles, the Rolling Stones, or
Queen. The Beatles were immensely popular
in the mid-'60s and still are popular today.
Let's see if a release from the Clash is still
playing in 17 years.

Karl Grotenhuis Stanton, 1A

| just finished reading your article about the
Clash (db, Dec. '82), considered by some as
the “greatest rock & roll band in the world."”
Well, I'm not one of the many who's going to
forgive poor musicianship for the sake of art.
They do have guitars in their hands, don't
they? Then why don't they play them? As for
the art, consider this quote from one of the
Clash’s hits: "Darling you gotta let me know/
Should | stay or should | go? . . ."

Pure genius, wouldn't you say? Or how
about this line quoted in down beat: “Murder
is a crime/Unless it was done by a policeman
or aristocrat.” I'm embarrassed to even write

S..

these profound thoughts down. If these are
the earth-shattering political statements from
the “World's Greatest Rock & Roll Band,” then
rock is in much worse shape than even |
suspected. Give me Talking Heads, Police,
or XTC any day over this bunch of idiots.

Ethan Wiley Forest Knolls, CA

| have enjoyed reading down beat over the
years and have never had any trouble ac-
cepting your occasional forays into the field
of rock music, as some of your readers have.
However, | was extremely disappointed to
find Michael Goldberg’s article on the Clash
in your Dec. '82 issue. Though some of the
Clash’s songs are fairly good, their pseudo-
political stance and tough guy posturing is
trite and pretentious. The Clash wish desper-
ately to be taken seriously, yet they continue
to espouse a politically naive world view
through their self-important songs. Charac-
teristic of so many other English rock groups
the Clash are more concerned with creating
an image' than with making good music
Someone needs to tell Mr. Goldberg that it
takes more than slurred Cockney vocals
loud guitars, greased-back hair, and trendy
army surplus clothes to create a significant
rock group.

Steve Russell University, MS

* Plasticover—one of Rico’s finest reeds is treated
with a special coating for longer life, greater
projection and a brighter sound. Because they
absorb so little moisture they can be played
longer. Excellent for stage or marching bands.




Buddy DeFranco, Eddie Daniels,
Gary Foster,and Ron Odrich.

Making and breaking tradition.

Staying on top means staying ahead, not just
keeping up. The musicians pictured know this. That's
one reason they've picked up on the new line of
Yamaha clarinets.

These top players recognize the edge Yamaha
clarinets have to offer. And they're taking advantage
of it. You might want to do the same.

For more information, write: Yamaha Musical
Products, A Division of Yamaha International Corp.,
Box 7271, Grand Rapids, MI 49510.

€ YAMAHA
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Previn
returns
fo jazz

PITTSBURGH—ANdre Previn,
musical director of the Pitts-
burgh Symphony and a jazz pi-
anist of some note in the '50s,
recently performed jazz in public
for the first time in more than two
decades. "There's been quite a
lot made of the fact that | haven't
played any jazz in 25 years,” he
said. “Nevertheless, it's true.”

He went on to say that his self-
imposed exile from jazz was
“certainly not for the reason of
any misplaced disdain because
| love it a lot.” He simply found
that concurrent careers as a
symphonic conductor and a jazz
pianist were incompatible.
“Something had to be left ex-
pendable. | just couldn't keep up
with it.”

The concert, a benefit for the
Rehabilitation Institute of Pitts-
burgh, was originally to have fea-
tured Previn and violin virtuoso
Itzhak Perlman. However, a fam-

ily iliness forced Perlman to re-
turn home abruptly.

“| felt that to replace Perlman
we would have to do something
entirely different,” said Previn. |
would rather hang by my thumbs
at this point, but | think it's the
right thing for this audience and
it will be fun.”

He persuaded veterans Shelly
Manne (drums) and Monty Bud-
wig (bass), both old friends, to fly
in from California as replace-
ments.

The concert was on a Satur-
day morning, and they arrived in
town the previous evening. The
trio's “rehearsal” consisted of jot-
ting the names of a few numbers
on the back of a symphony ticket
over dinner.

The hour-long set, which be-
gan shortly before noon, was ex-
tremely well received by the
diverse Heinz Hall crowd of more
than 2,000, most of whom had
paidto see Perlman. Previn's jazz
chops were still intact, and he
seemed to be genuinely enjoy-
ing himself.

Something else he may not
have done in years is an encore,

. Y

GAND STAND PLAY: Adrian Belew, Island recording artist and one-
fourth of King Crimson, recently debuted as a clinician at Gand Music
& Sound in Northfield, IL, treating 12-score, slack-jawed, Windy City
plectrists to his Cordon Belew animal noises—from belching bull-
frogs to warbling whales. Above, he puts his Roland GR 300 guitar
synthesizer/JC 120 amp combo through its paces. Store owner Gary
Gand used his connection as a sound engineer on the recent
Crimson tour to score the Belew coup. Synth expert Lee Sebel
opened the evening with an awesome demonstration of the state-of-
the-art Roland arsenal. The clinic capped the four-day, second
annual "Gand Opening Celebration,” which featured, on preceding
nights, a TASCAM studio demo with Bernie Fryman, a KORG-athon
with Ken Zemanek, and a Shure mic workshop with Travis Ludwig.

which is not generally suiled to a
classical format. But thete were
no such constraints here as they
returned to a standing ovation
with a crowd-pleasing rendering
of Satin Doll.

Afterward, a young man was
heard joking, “Maybe we should
stop by the Crescendo [a local
jazz spot] and see if Previn
shows up to jam.”

—harry patterson O

POTPOURRI

Zapped again: seemingly
snake-bit db photog Darryl Pitt
was nipped by us again; as we
blundered into '83, we mis-
credited his beautiful Feb. cover
shot of Frank Zappa; so sorry DP
= = = speaking of the main
mother: FZ's Barking Pumpkin
Records has teamed with Stan-
ford Blum Enterprises to market
licenses on products spun off
from his hit Valley Girl, set to be
seen are Valley Girl dolls,
clothes, cosmetics, jewelry,
posters, ceramics, and greeting
cards; in negotiations are comic
strips, comic books, an ani-
mated tv series, and a video
game—gag me with an Atari
= = = Air-leak: the rumor mill has
Steve McCall outa Air after a
decade of stable personnel in
the trio « « » breakin' away to a
homecoming was Ripon (WI)
College alum Al Jarreau who
copped a Distinguished Alumni
citation at his class' recent 20th-
year reunion « « = in another
homecoming reunion of sorts,
Chitown native Ramsey Lewis
gathered the original /n Crowd
trio (apart since '66) of bassist
Eldee Young and drummer Red

Holt for a five-nighter at
George's; Hang On Sloopy
word is they'll do it more this year
= = » CUrtain-raising: Poland’s first
Jazz Museum officially opened
in Lodz with a "60 Years Of Polish
Jazz" exhibition coupled with a
“Chicago Blues Festival” star-
ring J. B. Hutto & the New Hawks;
International Jazz Fed. prez
George Alexander and Voice Of
America’s Willis Conover were
among the honored guests » = »
Duke unearthed: United Artist
Music has “rediscovered” two
songs with Duke Ellington mel-
odies and Don George lyrics;
never fear Ducophiles, they've
been demoed for exploitation
= » » horn-y? then check out the
11th annual New York Brass
Conference 3/18-20 in NYC's
Roosevelt Hotel; it includes sa-
lutes to Mannie Klein and Jimmy
Maxwell; details from NYBC, 315
W. 53rd, NYC 10019; (212)
581-1480 « « » Crowning glory:
Crown International offers the
PZM Challenge Il, their second
contest for pro and amateur re-
cordists with PZM mics as
prizes; any original stereo re-
cording using two or more PZMs
as the principle pickups is eligi-
ble; entry deadline is 5/1 and
entry forms/info comes from your

local Crown dealer or Crown In-
ternational, PZM Challenge I,
1718 W. Mishawaka Rd., Elkhart,
IN 46517 « « » in the recor« world:
The Wl-based band Matrix (who
previously recorded for RCA,
Warner Bros., and Pablo) have
dipped their toes in the self-pro-
ducing waters by releasing a 45
rpm disc (Slam Dunk/€oming
Home) in advance of their forth-
coming LP on the Mixart label
= = = ON the air' Natioral Public
Radio's Jazz Alive! goes truly
live by moving into a live studio
assembly—a production tech-
nigque that increases flexibility
and ensures timely presenta-
tions of regiona. events and new
talents blendea in with perform-
ances by big-name jazzers » « »
also NPR has recently trpled its
jazz offerings to member sta-
tions with a totally new six-night-
a-week disc service that spans
the history of recorded j42Z » » »
o'er the briny blue: Lee Jeske,
db's Big App.er, is currently
broadcasting via mail-a-tape on
ltaly's RAl radio program Pro-
tagonisti Del Jazz. heard Fri.
nights in the land of Giorgio
Gaslini and Enrico Rava s «
meanwhile up nor'western way,
CJAZ (now 96.9 FM), western
Canada’s only 24-hour azz sta-

tion, has relocated its transmitter
and moved to a new wavelength
in a bid to reach wider audiences
in Vancouver while keeping the
strong following they've built up
in the Seattle area « » & friendly
competition department: Jazz
Line is a slick little b&w publica-
tion billed as “the jazz source
19 bucks gets you a year's worth
of issues to decide for yourself;
Box 258, Roslyn, NY 11576 « « &
new music your bag? Then you'll
want to check out the Neo-Music
Newsletter; editor Chris Merrick
keeps an eye and ear on the
whole nation; check it out from
KOPN-FM, 915 E. Broadway, Co-
lumbia, MO 65201 . « « Westward
ho: Robert Kehle has been keep-
ing tabs on the music scene
(mostly jazz, mostly college con-
certs) for the last five years and
publishing a semi-annual Re-
gional Jazz Calendar that goes
to all colleges in KS, MO, and OK
and all Jayhawk high schools
(plus most of the MO/OK ones
too); pro groups are also wel-
come to submit info; get in touch
with Bob at the Department of
Music, Pittsburg St. U., Pitts-
burg, KS 66762 » » « Jeff & Jim,
the Bros. Molter, offer The Music
Lesson, a tongue-in-cheek car-
CONTINUED ON PAGE 14
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Jazxz live
from the
Painted
Bride

PHILADELPHIA—Despite its
move to a new home, the Painted
Bride Art Center, Philly's major
community arts performance
space, is still faced with many of
the same old problems. As is the
case with many other non-profit
cultural organizations, locating
funding and attracting a sizable
audience have not been easy for
the Bride, which recently cele-
brated its 14th birthday. But,
through a combination of good
grantsmanship and cooperation
with other non-profit institutions,
the Bride's staff is developing
solutions to these challenges,
especially with regard to their
jazz series.

As a center for both visual and
performance arts, the Painted
Bride has always been a unique
place to attend jazz concerts. As
their program director Keith
Mason points out, the intimate
gallery atmosphere helps the
Center function as an alternative
to both the bar-room jazz circuit
and the high-priced concert
halls. But these days of reduced
funding for the arts have neces-

ST. PAUL—Forthefirsttimeinits
17-year history, the Music Per-
sonnel Conference (now incor-
porated and renamed the Assn.
of Music Personnel in Public Ra-
dio) gave jazz its due emphasis,
and even the skeptics had to
admit the conference was better
for it. Despite initial concern that
domination by classical music
representatives from public ra-
dio stations would result in little
substantive jazz discussion, this
was the most heavily attended of
all previous conferences.

“This was the best conference
we've ever had,” said Mordecai
Lipshutz, president of the
AMPPR. “The attendance was
larger than ever before, and it

sitated innovative ways of finding
both more money and more peo-
ple.

One solution that is being tried
is purchasing a permanent loca-
tion. By buying and renovating a
former factory at 230 Vine Street,
the Bride hopes to reduce its
rental costs and provide enough
space for offices and expansion.

Another approach is exempli-
fied in the jazz concert series.
Last year, with money from the
Merit Gasoline Foundation and
the Pennsylvania Council on the
Arts, Mason arranged for a se-
ries of 10 Saturday night jazz
concerts to be broadcast live
from the Bride on WUHY (91 FM),
the local National Public Radio
affiliate. Aired were perform-
ances by Rufus Harley, Al
Stauffer, Bootsie Barnes/Middy
Middleton, and others.

The Pennsylvania Council on
the Arts continues to fund a sec-
ond series which began last
November. Additional support is
provided by The Gap, a clothing
chain with 26 stores in the area.
The Rufus Harley Quartet returns
on 3/12, followed by Ray Bryant
on 3/26. The concerts begin at
the Bride at 9 p.m., with WUHY
broadcasting the 10-to-midnight
conclusion. (Call 215/925-9914
for more information.)

The chief benefit of the radio

certainly must have been due in
large part to attendees from jazz
stations who felt it was valuable
to come and did so.”

The 1982 conference drew
many prominent non-radio rep-
resentatives from around the
country as well. Trumpet star
Wynton Marsalis; Dr. George
Butler, V.P, Artist and Relations
for CBS Records; Ricky Schultz,
jazz marketing consultant; Gus
Stataris, owner of Progressive
Records; Joe Fields, president of
Muse Records; Dr. Reginald
Buckner, treasurer of the Na-
tional Assn. of Jazz Educators;
Debbie Dumas, national promo-
tion director, Contemporary Re-
cords; and others came to par-
ticipate in panel discussions and/
or to address the convention.

Dr. Ben Sidran, the new host of
National Public Radio's Jazz
Alive!, performed with his trio
and received a citation from
AMPPR for his contribution to
jazz, as did Dr. Butler. Jazz Alive!
executive producer Tim Owens
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THE LITTLE BIG BAND was the monrker for this specially assembled

SARA BRAYMAN

jazz band, shown here in the gallery at the Painted Bride, that featured
the full-blown sax line of John Davis on bari, Middy Middleton on
tenor, and Russell Stewart on alto, drummer Jim Turner is also

pictured.

broadcasts, in Mason's words, is
“letting people know that good
jazz is being presented in an
accessible location in center city
Philadelphia, so that more peo-
ple wiil come out and see the live
programs. it will generate more
irterest in what we're doing attre
Bride in general, jazz and other-
wise.”

“It's one of these totally symti-
otic relationships,” notes Fred
Landerl, the producer of the se-
ries at the radio station. “Tre

appeared as a panelist on tre
supject of producing live music
events. A look at the attendance
figures for the jazz panel dis-
cuJssions indicated there was
keen interest in the make-up of a
gcod jazz program, relatiors
with record companies, how to
improve service and reporting,
producing live music perform-
ances for radio, and syndicating
jazz programs.

Although some stations did
not send delegates due to finan-
cial constraints or the aforemen-
tioned skepticism, stations from
virtually every corner of the coun-
try were in attendance. Impor-
tant NPR jazz outlets like WBEZ/
Chicago: KLCC/Eugene, OR,;
WBGO/Newark, NJ; WBFO/BA-
falo, NY; KCRW/Santa Monica,
CA; KMCR/Phoenix, and WEMU/
Ipsilanti, Ml were represented.

One of the many positive side
etfects of the '82 conference was
a new sense of cooperation and
understanding between jazz
and classical station personnel.

Bride has a lot to gain by the
exposure that we give them, be-
cause we can reach thousands
of people that they can't get into
their nall. And we get the oppor-
tunity to put on the air the people
who are creating music in this
city, many of whom are worth
hearing, but who don have a
name that, at least at this point,
attracts lots of people to them. In
other words, we each get to do
what we do best.”

—russell woessner O

The addresses by Wynton Mar-
salis and Dr. George Butler
helped cons derably by provok-
ing a good deal of thoughtful
cdiscussion. For evidence of the
new spirit of cooperaton you
need look no further than the
1983 convention scheduled for
October in Chicago that wil be
co-hosted by WBEZ and WFMT.
"It is the first time,” points out
Lipshutz, “that the corference
will have been co-hosted by a
non-commercial jazz station
[WBEZ] and a commercial clas-
sical station [WFMT].”

As Lipshutz (who hails from
WXXI-FM in Rochester, which is
99 percent classical program-
ming) said following the conven-
tion, “This concentration on jazz
by the AMPPR is long overdue,
and | foresee an increased em-
phasis on America’s native mu-
sic.” Lipshutz, who was re-
eected to a secord one-year
term, added, “As long as I'm in
the organization, jazz will have
my support.” —john h. hunt O
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SATURDAY SWING SESSION: Nessa recording artists, the NRG
Ensemble (from: left: Hal Russell, drumslvibes/reeds/cornet; Chuck
Burdelik, reeds; Steve Hunt, vibes/drums, Curt Biey bass; Brian
Sandstrom, bass/trumpet) delights droppers-in with their brand of
avant garde jazz during Swingville Records' monthly Windy City
shows; call (312) 472-5200 for details on the next freebee.

ALBANY, NY

Great Guitars brings Charlie
Byrd, Herb Ellis, ard Barney
Kessel to Troy Music Hall 2/19;
(518) 273-0038 « » » Schenecta-
dy's Proctor's Theatre has
booked a big band cavalcade
3/6 featuring the Russ Morgan
Orchestra, Frankie Carle, Ro-
berta Sherwood, and the DeCas-
tro Sisters; (518) 3466204 4 « «
the Riverboat Jazz Band is pro-
viding the dixieland fare at The
Fountain 3/11-12; (518)
482-9898 « » «

CHICAGO

Rick’s brings in Jay McShann
‘and Ralph Sutton, “The Last Of
The Great Whorehouse Piano
Players,” with guest Milt Hinton
2/15-26; (312) 943-9200 4 « « the
Holiday Star Theatre (Mer-
rillville, IN) has B. B. King/Bobby
“Blue” Bland ir 2/25; (219) 769-
0999 .44

CINCINNATI

The Maynarc Ferguson Big
Band blows at Bogart’s 2/26
« » « the Cincinnat: Conservatory
of Music Jazz Concert Band
performs 3/6 a Patricia Corbett
Theatre « » «

KANSAS CITY

Jazzwomen '83, the sixth an-
nual Women's Jazz Festival,
takes place 3/23-27 with 18 sep-
arate events, 14 of which are free;
a wide range of styles and
sounds are scheduled, from
Maiden Voyage Big Band, Anita

O'Day, Sheila Jordan and Harvie
Swartz, Amy Duncan’s All-Stars
with Emily Remler, and Alive, to a
two-piano corcert featuring
Marian McPartlend and Tommy
Flanagan; for infoftix, serd SASE
to Box 22321, KC, MO 64113 4 « «
the second anruzl Blues Fes-
tival was an overwhelming suc-
cess despite the last-minute re-
vocation of the fiquor license at
the Uptown Theater wtere the
10-hour extravaganza took
place; most of the thousand-plus
in attendance didn't seem to
mind sipping from their own
stash as they I'stened to John
Lee Hooker, Luther Allison, Law-
rence Wright and the Starligh-
ters, Rich Hill and the Riffs featur-
ing 1da McBeth. and more than
60 other rhythm & blues mu-
sicianS s s »

LONDON

The Camden Jazz Festival,
canceled last fall for the first time
in eight years, takes place again
3/14-19 with Lester Bowte's From
The Root To The Source, the
Freddie Hubbard Quintet (w/ Joe
Henderson), Ronald Shannon
Jackson, and others still being
negotiated « « »

LOS ANGELES

Santa Monica's Stepping Stone
Youth Crisis Center begins
benefitting from jazz with a con-
cert series at Lincoln Jr. High; set
to raise funds are Ernie Watts
and Nick Lane's big band (2/19);
Bobby Shew/Chuck Findley 5
and Capp/Pierce Juggernaut
(3/19); Dick Cary's Dixielanders
with Wild Bill Davison and Bill
Berry's L.A. Big Band (4/16);
Tommy Newsom and Maiden
Voyage (5/21); Joyce Collins and
Don Menza's Big Band (5/21)

« « » Orange Coast College is
the site for a continuing series of
jazz concerts featuring name
artists as well as the OCC Big
Band; upcoming dates include
Count Basie (2/20), Sarah

' Vaughan (3/24), Manhattan

Transfer (3/25), Lionel Hampton
(3/26), Oscar Peterson (3/27),
and Mel Tormé (4/24); (714)
556-5819 « » » "An Evening Of
People Being With People” was
how the Holiday Project billed
its dinner/show/boat cruise
bash; Carmen McRae, Bobby
Troup, and David Pomeranz en-
tertained; proceeds from the
one-grand-a-couple extrava-
ganza helped brighten the
Christmas season for the less
fortunate in hospitals, rest
homes, orphanages « « «

NEW ORLEANS

The Fairmont's Blue Room hosts
Cleo Laine and John Dankworth
2/23-3/8, and Bobby Short
3/9-22; (504) 529-7111 « « «
Weather Report powers the
Riverboat President up and
down the Ole Muddy 3/6; (504)
586-8777 for embarc. info « « »
Jonathan Rome's Xenia Founda-
tion brings the Gary Burton
Quartet to Tulane U.'s Kendall
Cram Room 3/10; (504) 861-
1789; « « « Woody Herman’s (the
club) closed for good here in late
'82; manager John Wilmot saw
trends on the rise (in press cover-
age, tour groups, etc.), but the
backers were dry; the club has
reopened on a smaller scale,
while Woody is off leading
smaller groups in NY and else-
where, hoping to reconstitute the
Herd later « « «

NEW YORK

Quiz: What is 50 years old, has a
three-ton curtain, the largest the-
ater organ in the world, and the
Rockettes? Radlo City Music
Hall; and what is 48 years old,
has a cast of 90, is four hours
long, and is rarely performed?
Porgy And Bess; well, the
former is going to play host to a
new production of the latter start-
ing 3/19; tickets for the spectacle
range from $15 to $30; (212)
757-3100 » « » @ group from NY
Local 802 of the musician's un-
ion have decided they are Mu-
siclans For Disarmament And
Peace; Mel Lewis, Bob Brook-
meyer, Sheila Jordan, Sal Nis-
tico, and others joined in the
organization's premiere fund-

raiser; for details of future activi-
ties write to them at 338 W. 84th
St., NYC 10024 . « » “Jazz—yes,
apartheid—no,” chanted dem-
onstrators in front of the Village
Vanguard during Chick Corea’s
recent stint there; seems he per-
formed in South Africa during
'82, and that raised the ire of said
demonstrators « « » Roseland,
the ageless Manhattan ballroom,
usually is the scene of much fox-
trotting and cha-chaing, but on
3/4 it's going to shake to the
rhythms of King Sunny Ade and
his African Beats JuJu Music;
watch out! « « « the Village West
warms up winter nights with
Buddy DeFranco/George Duvi-
vier/Tal Farlow 2/15-20; Richard
Sudhalter 2/22-27; Susannah
McCorkle 3/1-6; Red Mitchell
3/8-13; and Jackie & Roy
3/15-27; (212) 691-2791 « « »

OTTAWA

It's still SRO most nights at the
Cock and Lion Lounge of the
Chateau Laurier here in the Ca-
nadian Capital where top flight
Americans perform with Cana-
dian accompanists; catch Doc
Cheatham 2/14-19; Lew Ta-
backin 2/28-3/5; and Slide
Hampton 3/7-12 « « « Dizzy Gil-
lespile makes a rare visit here
when he plays the National Arts
Centre 3/1; a dry month there
until the Preservation Hall Jazz
Band hits 3/31 « «

SEATTLE

The Emerald City's first jazz rec-
ord shop, Bud's Jazz Records,
is helmed by former Jazz Insti-
tute of Chicago prez Bud Young;
you can find 'em in Pioneer
Square; (206) 628-0445 . « « this
Bud's for you: he's also installed
the Emerald’s first Jazz Hot-
line—(206) 624-5277 (JASS)
» » « Ernestine’s has Barbara
Donald 3/2; Houston Pearson
and Etta James 3/3-6; Alive
3/8-12; John Rena 3/16-20; Les
McCann 3/21-27; and Nat
Adderley 3/30-4/3; (206)
624-2387 s » »

VANCOUVER

The Landmark Jazzbar in the
Sheraton-Landmark ushers in
spring with a lion (Freddie Hub-
bard 3/9-12) and a lamb (Jimmy
Giuffre 3/23-26); (604) 689-9312
« » « the Plazzaz Showroom in
the International Plazza offers
Valentines from Joe Williams
2/14-26; (604) 984-0611 « « »

i
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Franklin Mint
mines jazz

PHILADELPHIA—As the Time-
Life Records Giants Of Jazz se-
ries winds down at around 30
volumes, the Franklin Mint is
gearing up for a series of its own,
The Greatest Jazz Recordings
Of All Time, which is projected to
run to 25 volumes at four LPs
each.

The first volume, out late last
year, provides an excellent cross
section of Louis Armstrong and
the best twofer condensation of
Roy Eldridge available any-
where. LPs include six selec-
tions per side.
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Roy Eldridge

Each volume in the series is
to be programmed by critic/
scholar Dan Morgenstern and
the Institute of Jazz Studies at
Rutgers U. (NJ), and will not be
limited to the catalog of one or
two specific record labels. Nor
will it be limited to one or two
artists.

“"Each album will have a
theme,” says Stanley Walker, se-
ries producer. “Depending on
who's in it, it breaks down many

different ways. The second vol-
ume will be on vocalists, for in-
stance, and has a different artist
on just about every track.”

Future volumes will combine
Waller / Tatum / Hines / Wilson,
Hawkins/Young/Carter/Hodges,
Goodman/Hampton, and Mor-
ton/Oliver/Bechet. There willbe a
great composers set joining Don
Redman, Billy Strayhorn, John
Lewis, and Herbie Hancock,
plus a volume exclusively Elling-
ton.

Unlike the Time-Life series, the
Franklin Mint will also embrace
the bop and post-bop periods
with volumes on Cool/Third
Stream jazz, Great Innovators
(Davis, Mingus, Monk), and an-
other on Parker and Gillespie.
Other contemporary figures will
be included within appropriate
themes.

A booklet accompanies each
volume providing a brief bio-
graphical or historical sketch,
and music notes, although nei-
ther is as detailed or extensive as
the books prepared for the Time-
Life series. Volumes are to be
issued bi-monthly at the stiff
price of $43 plus postage
charges. Subscribers will be
billed half that amount each
month, and any volume is return-
able. Walker justifies the cost on
the basis of quality. “The records
are quite thick—160 grams,"” he
says, “and are made from an
anti-static compound.”

Franklin Mint expects to be
issuing this series over a period
of the next four years. For infor-
mation, write Franklin Mint Rec-
ord Society, Franklin Center,
Pennsylvania 19063.

—john mcdonough O
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toon/story on the birth of the first
jazz-rock band; strictly for the
younger cats; $2.50 from Jeff at
451 QOakdale #1, Chicago, IL
60657 « » » in a more serious
vein: the non-profit Philadelphia
Volunteer Lawyers for the Arts
now pukblishes Law And The En-
tertainment Business: An in-
troductory Guide; the fourth
guidebook in the PVLA series
offers sound advice about the
legal side of the biz tomusicians,
songwriters, and music stu-
dents; five bucks from PVLA, 260
S. Broad St., Philacelphia, PA
19102; (215) 545-3385 » » « data
bopping: International Com-
puter Casting in Tinseltown has
introduced the first computer-
ized data base information serv-
ice of talent availability to the
entertainment industry, whereby
musiciar s, dancers, actors, etc.
will be aole to make their availa-
bility known to the industry at the
touch of a button, warna getinor
hookup? Tom A. Papke has the
info at (213) 465-6770 or

© U.S. POSTAL SERVICE

DENOMINATION TBA: The U.S
Postal Service just unveiled the
design of the Scott Joplin com-
memorative stamp (left), honor-
ing the ragtime piano giant as
part of the Black Heritage USA
Series that will be issued in 1983.

874-2394 . + . a second An-
thony Braxton discography has
come from Europe (see Pot-
pourri, db, Jan. '82, p. 14)—this
time by Hans Wachtmeister; its
112 pp. includes a list of "Con-
certs & Tours,” a bibliography,
and index; available for $8.95
from OLB JAZZ, Box 2663, Provi-
dence, RI 02907 a . » the Cana-
dian Jazz Discography
1916-1980, an exhaustive refer-
ence work by Montreal's Jack
Litchfield, is new from the Univer-
sity of Toronto Press at $75 u  »
Harmony Books (NYC) now of-
fers Elvis: The Illlustrated Rec-
ord, by Roy Carr and Mick Far-
ren, a fushly illustrated discogra-
phy of the King of rock & roll that
contains a mountain of swivel-
hipping trivia. (Did you know that
Elvis was nixed by Arthur God-
frey from his Talent Show in '55?
And ditto by Ed Sullivan from The
Toast Of The Town, who later
changed his mind to the tune of
54 million viewers.) » « « else-
where on the book beat: the Lud-
wig Music Publishing Co. (557
E. 140th St., Cleveland, OH
44110) is now the publisher of
books formerly handled by Lud-
wig Industries (Ludwig Drum
Co.); write for their latest catalog
« « =« Margum Music Inc. (167
Dudley Rd., Newton Centre, MA
02159) offers scores by a num-
ber of 20th century composers,
including jazz writers George
Lewis, Jimmy Giuffre, Gunther
Schuller, Ran Blake, and the
complete instrumental works of
Alec Wilder a » «

FINAL BAR
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Bobby Plater, lead alto saxo-
phonist with Count Basie's or-
chestra since 1964, died of a
heart attack Nov. 21 at the age of
68. Plater, a New Jersey native,
played with Tiny Bradshaw's Sa-
voy Dictators, Cootie Williams
big band, and spent 18 years
with Lionel Hampton's orchestra
before joining Basie.

Otis (Candy) Finch, drummer
with Shirley Scott, Dizzy
Gillespie, Stanley Turrentine,
Jimmy Smith, and others, died of
congestive heart failure July 13 in
Seattle at age 49. Finch honed
his chops in Detroit before be-
coming a Hollywood studio reg-

ular. For the past five years he
played the Seattle area with his
own band, the Seattle Three, and
often backed out-of-towners like
Ernestine Anderson, Sorny Stitt,
and Richie Cole.
. » » . ]
Tommy McGovern, veteran pi-
anist in the Minneapolis/St. Paul
area, died Oct. 15. He was 66.
McGovern led his own big band
in the '40s, and recoded with
Doc Evans and Harry Blons
among cthers.
a a a » »

Radka Toneff, Norwegian vocal-
ist died Oct. 20 at age 30. She
had recently recorded her third
LP, backed by American pianist
Steve Dobrogosz, and appeared

on European tv with Oscar Peter-
son.

» » a . .
Melvin Webb, drummer for Mar-
vin Gaye, Nina Simone, Esther
Phillips, Les McCann, and oth-
ers, died Nov. 12 in Los Angeles
at the age of 34.

» » » » a
(Lazy) Bill Lucas, blues pianist
and singer, died Dec. 12 in Min-
neapolis. He was 64. After work-
ing in the 1940s with Sonny Boy
Williamson and Little Waiter
Jacobs, during the '50s and '60s
he led various groups in the Chi-
cago area, and in '64 moved to
the Twin Cities with ex-Muddy
Waters harmonica player Mojo
Buford.
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e goes for the heart—thats for sure. Close your eyes and imagine a
tear dripping fromthe bell of the horn. Or envision the keys blasting off
the alto, straining under the torrential sourd. Judging from his
acceleration in today's musical marketplace, David Sanborn seems
to be hitting his mark. A Sanborn contribution to an album may only be
three minutes long, but always conjures up a range of feelings, and
always leaves a mark

You've heard the sound. Maybe with James Taylor or David Bowie
on your car radio. Maybe watching Saturday Night Live, where he
belted the shows theme out for months, got into more than a few
inspired jams, and was featured playing his own material. Or maybe
you've been listening to Gil Evans, Stevie Wonder, or Steely Dan
Maybe the guitar freaks have heard him on record with Tommy Bolin
and John MclLaughlin [tis definitely a measure of the man to see who
calls him up.

Sanborn balances a studio career and performing. His seventh
solo album, As We Speak, hit and held at No. 1 on jazz charts, and
Sanborn toured last summer, opening shows for Al Jarreau. Sanborn's
band featured bassist Marcus Miller, guitarist Hiram Bullock, drum-
mer Buddy Williams, and Sugar Bear (from the Sam & Dave group) on
keyboards. Tre chart-topping album Casino Lights features Sanborn
and a host of other Warner Brothers "jazz-stars’ at the Montreux,
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Switzerland fest. | caught Sanborn in his New York apartment,
working on his latest project—a film soundtrack. He is scoring Stelle
Sulla Citta (Stars Above The City), being directed by Massimo
Trabaldo Togna. The saxman also learned some Italian so he could
make an appearance in the film. "Strangely enough,” he laughs, “in
the part of a saxophone player.” You gotta start somewhere.
Robin Tolleson: Might | have seen you at the Filimore Au-
ditorium in San Francisco in the '60s with the Paul Butterfield Blues
Band?

David Sanborn: Oh yes, the old Fillmore, and Winterland, and
the Carousel. One gig we played, Cream was the opening act, and it
was hilarious. Nobody had heard them, so people went, “What is
this?"

RT: How did you get hooked up with Butterfield?

DS: | grew up in St. Louis, later went to school at Northwestern and at
the University of lowa, and then went to San Franciscoin 1967. | knew

“I feel really

close to r&b,

because that’s
what gets me off

playimg—rito
hawve people
dance. . ..”

Phillip Wilson, who was the drummer for Butterfield then, and | ran into
him on the street. He said, "Listen, I'm playing with this band, like a
blues band with horns, and you've got to hear it.” So | went down and
checked it out, and played with them. The rest is history.

RT: Now you're a Grammy winner, for Voyeur.

DS: Well, it was a minor category, “R&B Instrumental.”

RT: That might seem minor to some people . . .

DS: It's nothing to sneeze at.

RT: Your albums have been charting very well.

DS: Yeah, the one that's out now was No. 1 on the jazz charts, which
is interesting. | think the categories in music are less restrictive; they're
less clearly defined than they were before, primarily because people
are listening to more different kinds of music—not only the listeners,
but the musicians as well. And so you get a lot of cross-influences. In
Talking Heads you hear some African music, elements of a lot of other
stylistic things that come creeping in, and | think that not only tends to
open up the music that's being played, but also the people who are
listening to that will be more prone to listen to other kinds of music. If
someone who just listens to the Rolling Stones all of a sudden hears a
Sonny Rollins solo on a Rolling Stones record, maybe that will pique
their interest in who Sonny Rollins is, and maybe lead themto listen to
some of his records, or moreover be kind of in-tune to his sound—kind
of broken in—and consequently be more open to listen to him.
RT: It might surprise some people who think of you as a jazz player
to see your albums on the rhythm & blues charts as well. But a lot of
your background is in r&b, isn't it?

DS: Well, my early playing experience was in r&b. | played with r&b
bandsinSt. Louis .. .. Albert King, and Little Milton, and I think in terms
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DAVID SANBORN’S EQUIPMENT

“I'have a go:d-plated Yamaha alto saxophone, which is a great instrument,
and also a silver-plated Selmer, which | play occasionally, depending on
what the situation requires. | tend to play the Yamaha more, just because the
instrument speaks really well, it's in tune, and it’s really sturdy.

"I play Lavoz medium-hard reeds. and | use a Dukoff #8 D8 mouthpiece.
I think the LaVoz reeds are real important. Lately I've been using reeds that
are made by my old saxophone teacher, Fred Hemke—Hemke reeds. They
are really good, high quality reeds, distributed by the LaVoz company. | find
that LaVoz and Hemke reeds are really the only ones that give me the right
timbre and color, and depth to the sound.”

as a leader
TAKING OFF—Warner Bros. BS 2673
SANBORN—Warner Bros BS 2957
PROMISE ME THE MOON—Warner Bros.
BS 3051
HEART TO HEART—Warrer Bros. BSK
3189
HIDEAWAY—Warner Bros. BSK 3379
VOYEUR—Warner Bros. BSK 3546
AS WE SPEAK—Warner Bros. 9 23650-1
with Paul Butterfleld
IN MY OWN DREAM—Elektra EKS74025
KEEP ON MOVING —Elektra EKS74053
with Stevie Wonder
TALKING BOOK—Motown 77-319R1
with James Taylor
GORILLA—Warner Bros. BS2866
with the Brecker Brothers
THE BRECKER BROTHERS—Arista AL
4037
BACK TO BACK—Arista AL 4061

DAVID SANBORN
SELECTED DISCOGRAPHY

with David Bowle

YOUNG AMERICANS —RCA AQLI-0998
with Gil Evans

SVENGALI—Atlantic 90048-1

with Phoebe Snow
SECOND CHILDHOOD—Columbia X698

with Tommy Bolin
TEASER—Nemperor NE 436

with Jaco Pastorius
JACO PASTORIUS—Epic PE 33949

with John McLaughlin
ELECTRIC GUITARIST—Columbia JC
35326
with Rickie Les Jones
PIRATES—Warner Bros. BSK 3432
with Steely Dan

GAUCHO—MCA 6102

with various artists
CASINO LIGHTS—Warner Bros

9 237181

of my musical background, that’s what idiomatic formitis . .. r&b. |
tended tolistentojazzlater on, | think as any saxophone player would
do. | think the pull toward wanting to stretch the limits of your playing
autcmatically leads you into jazz arid other kinds of more challenging
forms of improvisation; r&b tends to be more an emotional kind of
music, perhaps less sophisticated in certain respects, although not
any less valid, just that the harmonic and rhythmic sophistication is
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less than jazz allows.

RT: The emotion is what sticks out in your solos.

DS: | take that as a compliment. | think of myself as an emotional
player too. Especially in a lot of the contexts that I've been in. You
know, the pop context. |'ve primarily been called in as a soloist, and |
think as soloist you respond to whatever your musical surroundings
are. I'm a fairly emotional player, so one thing leads to another.

RT: If you could sing solos, do you think you'd sing the same thing
that you would play on sax?

DS: | was thinking about that very thing the other night, because |
was playing something on piano, some chord changes, and | was
kind of singing a melody to myself, and | stopped and thought,
“Would | play that melody?" And that led me to another conclusion,
about one of the problems that I've been having about writing
recently. Because ['ve been writing on piano, what I've been writing is
not always conducive to being played melodically on the saxophone.
| don't know. | don't think | would play the same notes, but | think it
would probably have the same musical and emotional content. But in
terms of the notes, | find that in the process of improvising, you end up
in places that you didn't expect, and it's what you make out of where
you end up. It's kind of like an escape artist. You say, “Whooo, how am |
gonna get out of this situation? Ooop, yeah, okay I'll make that A, slap
the five, go around the corner, and meet you at the tonic." | think
there's a lot of that that goes on in improvisation. Ideally, in the process
of growing as a musician, | would like to be able to have what | sing
and what | think and what | play be the same thing. And | think
probably the gap between those things is less than it was, but
certainly it's still there.

RT: Do you have certain ways to approach solos, such as on a ballad
like Rain On Christmas, or a funkier tune like Hideaway?

DS: Rain On Christmas allowed me to play more bebop-oriented
lines, within that kind of latin rhythmic feel. The funkier stuff is
rhythmically less flexible, and a little more idiomatic, probably. There
are things that you can't do, that are out of context in the funk thing. |
think there is a kind of language, or vocabulary in funk, just as there is
with bebop or any other style or idiom. | think the ones in funk tend to
be a little more strict, but that may be in my mind. That may be just
because | feel that limitation. | feel really close to r&b, because that's
what gets me off playing—to have people dance to it, whether they
actually move to it or not, just to involve people in it. | think it's a
rhythmic fact, a certain kind of rhythmic regularity. But it's not dumb
just because it's regular, which is what a lot of jazz musicians
incredibly thought. Just because something has a consistent rhyth-
mic motif, that it's simple, or crude. But in actual fact, it's momentum. |
mean, African music, which is the source of what we're talking about,
is relentlessness, but it doesn't have the structural confines that
Western music or popular music has. So just eliminate the structures,
make the structures flexible too. Then that doesn't become like a
pounding, it's a continuous flow, so you don't even care where “one”
is. It's irrelevant.

RT: You use dynamics a lot when you're soloing.

DS: Yeah, well | think a lot of people remember me as playing a lot
louder and harder-edged than | really play. | don't play that loud,
necessarily. | try to use dynamics because that is another element of
music and improvising, and melodic creativity. And I'm very con-
scious of dynamics because | think you shape a line using dynam-
ics—in terms of attack and crescendo, decrescendo, and phrasing,
legato, and staccato. | got a lot of my phrasing mannerisms, | think,
from Stevie Wonder. When | was working with Stevie from '70to '72, |
picked up a lot of his little turns, and mordents, and appoggiaturas,
and all that—things that he did on harmonica. And | think probably
Stevie more than anybody else influenced some of the little grace
notes—the mannerisms of my playing that | hear a lot of other people
imitating when they're trying to sound like me. Those little “da-de-aa-
da,” those turns and stuff—I really got from Stevie. It's kind of funny
when | hear it filtered—like Stevie through me, to somebody else. |
didn't make it up, nor did Stevie perhaps, but Stevie kind of codified it,
and then | just kind of lifted a lot of it from him, because it's very
effective.

RT: You've worked with several vocalists—James Taylor, Paul
Simon, Rickie Lee Jones, to name a few. Do you learn from all of them?
DS: Stevie—that is an influence that | can see a direct connection. |

can say specifically "yes" that | picked up certain little mannerisms of
his. It's less clear in some of the other people I've worked with. I've
been very lucky in my career to have worked with a lot of singer/
songwriters, and | think probably more than anything else that's
helped my songwriting and general sense of song structure and
composition. It's allowed me to hear those people perform their own
material night after night, and see how they interpret it from day to day.
Just to get that particular insight into their songwriting, the craft that
they use in writing. | think it's kind of by osmosis. | just absorb the
essence of whatever it is they are, or at least my impression of what
their music is. But | do tend to pick up kind of abstract things from
people I've worked with. | think ! tend to favor James Taylor's kind of
song structure, because it's one that's real compatible with mine.
Usually when | start out a song, it tends to be loosely structured like a
lot of James' songs. Then I'll take it in another direction. But | think
about James a lot when I'mwriting. He was a big influence on me. And
Paul Simon also. Paul is a very methodical, meticulous writer, and his
chord movements are very correct and interesting.

RT: | wanted to ask you if you feel much imitated.

DS: | dofeelimitated, and I'm flattered that people would imitate me.
Honestly, outside of some of the more obvious mannerisms of my
playing, | don't understand why anybody would want to imitate me. In
certain ways I'm not a very innovative player. Maybe my sound and the
way | phrase is different or unique—individual—but it's kind of funny
in a way. I'm flattered, but it makes me laugh when | hear somebody
doing something that's obviously me.

RT: | hope you're not losing too many sessions because of all the . . .
DS: | wonder about that (a big laugh). Maybe | am, maybe | am. Well,
1 don't lose much sleep over it.

RT: You've done quite a bit of playing with the Brecker Brothers.
DS: | always enjoy playing with them. It's really fun to play in
ensembles and stuff, because we respond to each other well. Just the
kind of dexterity that they have, especially Michael Brecker, who's one
of the most amazing saxophone players | know, on every level,
musical or technical. Technically he's just overwhelming, and it was
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great for me to be around him. In a certain way he had things that |
didn't have, and | had things that he didn't have, because the way we
came up was different. He came from a musical family, obviously, and
| think he was more schooled, in a sense—at home learning from the
piano as a basic frame of reference—whereas | didn't really learn to
read until | was in college. | read a little in high school, but not much to
speak of. And most of my early playing experience was with r&b
bands. I'm not sure what Michael’s early experience was, but | think
he played more jazz. He's certainly a more accomplished jazz player
than | am, or probably ever will be. But we have a mutual respect for

got a lot of
Y phrasing
mannerismes, |
ink, from
Stevie Wonder.”

each other, and the fact that we were different in a lot of ways is why we
were so compatible. | think our approach in terms of the emotional
aspect of our playing is very similar.

RT: You've been touring with your own band recently. Do you enjoy
the energy of performing live?

DS: I do very much. | think it's very necessary. | didn't go on the road
for a couple years, and | really started to feel kind of out of it, and
isolated. | missed the direct, immediate return of energy that you get
playing in front of 2 .ive audience. And | think | tended to get a little too
careful in my playing. Being in the studio, having the opportunity to go
back and correct yourself leads you to do that perhaps more than you
should—and for continuity’s sake in terms of just continuing ideas,
and some kinds of stamina factors on a purely physical level. | just
think it's a real necessary part of my life that | overlooked for a while. |
try to balance my life between doing live performing and studio
playing. | try not to get too overloaded on either one of those things. |
really enjoyed working last summer. | had a great band with me.
RT: Can you describe the music that you are writing for the movie
Stelle Sulla Citta?

DS: It's kind of romantic, wistful, a little Brazilian in flavor, maybe.
Some of itis a lot like one of my albums, Heart To Heart. There's atune
on there called Lotus Blossom that was the cornerstone in terms of
emotional feel, what the music is like. That's the tone of the music.
RT: Were you writing the score while you were acting in the film?
DS: Yes | was, actually. | wrote some of it before | went over there, and
also wrote some of it while | was there, and am continuing to write it
now. I'm going to get a rough cut of the film probably in two weeks, and
atthattime I'll finish the soundtrack and record it here. I'm using Steve
Gadd, Mike Mainieri, Warren Bernhardt, and Steve Khan. Not a bad
band.

RT: So you are writing little 15-second interludes and snippets for
the film score?

DS: Yes. Well, that's the part I'm not sure of yet, because | don't have
arough cut of the film, but | will have to write little cues. I'm just not sure
what's going to be involved there, what | have to do. But | will have to
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dothat, and I've never done that before. I've got a couple friends who
have written for film, and they're going to help me out when | get in
trouble, which | hope is not too often.

RT: On your Hideaway album, you wrote or co-wrote all the tunes
except one. I've been disappointed that there weren't more of your
tunes on your last two albums.

DS: I'mreally glad to hear you say that, actually, because I've kind of
shyed away from . . . | went through a crisis of not really feeling that my
tunes were very interesting or valid. And I've recently re-evaluated that
stance, and realized that the most effective music | make is my own—
interpreting my own material. And that my point of view that it was
maybe a little weak, or this or that, is really irrelevant. What really
matters is the emotional communication. And that is best communi-
cated through a context that | establish myself. So this next album, I'm
going to write or co-write all the songs. | feel a real need to return to
that kind of approach that | had on Hideaway.

RT: You have built up a fine supporting cast of players for your
albums over the years. Are you going to continue with the same sort of
sound on your next album?

DS: | think so. I'm going to try to distill it. Maybe make it a little more
direct. I've tended to write a lot of latin-oriented tunes. | think | have a
tendency to gravitate towards that kind of music, | don't know why. But
I'm going to try to stretch my limits a little bit. Broaden my horizons as it
were, and try to write some different kinds of tunes. I've got about 15 or
20 tunes now that I'm kind of combing through, and seeing what [ can
get out of them, seeing where they'll lead me.

RT: Bassist Marcus Miller has had a big hand compositionalty on
your last couple albums.

DS: He's the greatest. He and | are going to be working really closely
on this next album. It's going to be Marcus and |, and Michael Colina
and Ray Bardani, | think, almost exclusively, with maybe a couple
other musicians occasionally. But we're going to try to keep it real
simple and direct.

RT: Do you plan on using any electronic effects on your saxophone?
DS: | think I'll probably get into using more electronics on this next
album. | don't know exactly how. I'll probably try to mix the natural
sound of the instrument with other outboard equipment, coloring
either the background horns or to change the context. And maybe
just use the electronics as an expressive tool. | like the acoustic sound
of the reed vibrating. The fact that the pickup for electronic devices is
hooked onto the neck or the mouthpiece means it just picks up the
sounds that are coming out of the neck or mouthpiece. It totally
misses everything that's coming out all over the horn. The sound
comes out everywhere; it just emanates. | think that was one thing 1
never really got used to about electronics—there was an absence of
the natural sound. It wasn't so much that | disliked the sound that was
obtained by using electronics, it's just that | missed the real reedy, rich
sound of the instrument itself. It also made me feel like the instrument
was less flexible. | also use some devices after the fact. I'll play, and
then sit at the board and add a wah-wah effect with my hand while
hearing myself back.

RT: | think some people were surprised that you toured as part of the
Eagles a couple years ago.

DS: | enjoyed that. It's nice for me to play in a musical context that
hasn't up to that point incorporated the saxophone. This is a guitar
band, right? Country-rock American. Even though the musicianship
can incorporate the sax, it just somehow hasn't been incorporated in
that context. To be able to do that is great. Broaden horizons.

RT: Has your career gone the way you designed or imagined it?
DS: | certainly didn't have any idea that my career would take the
formthat it's taken. | don't know exactly what that is, how to describe it.
| feel like I'm surviving, not only in the business, but in the general
scheme of things. And I'm pretty pleased with the way things have
been going recently. It's always nice to get response in the form of
awards, like the Grammy, and also just selling records. To know that
people are responding to what you're doing. But | don't feel like | really
chose to be a musician. | feel like it just happened, and that it almost
chose me. It was part destiny, part free choice. Music became what |
had to do. It was never something | thought about, nor did | have any
goals or aspirations in that area. It was just my means of expression,
my way of expressing how | felt about the world. It just became my
voice. db
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“What Count Basie was playing in his heyday—wasn't that
commercial music? It was dance music,” asserts Vernon Reid, the
24-year-old guitarist who knows that cutting a groove isn't mindless-
ness. “Give me a break . . . Ellington, Cab Calloway—it was all dance
music. And nobody claimed they were selling out.”

The smart, smiling, but still somewhat
cautious Reid, relatively new to interviews but
used to a bit of attention after three years of
travel with Ronald Shannon Jackson and the
Decoding Society, is defending his music
against a charge that hasn't been leveled
against it yet. Reid considers himself an
eclectic, drawing inspiration from many gen-
res, willing to work with many types of bands,
eager to explore the potentials of several

different elect-ic stringed instruments, al-
ways bringing concentration as well as fresh
spirit to his work. But he's aware of players
and listeners who will scoff that his electric:
guitar playing isn't cool, but something im-
pure—a tainted fusion of elements contrived
for marketplace appeal, some betrayal of the
avant garde, the jazz tradition, and the hip
elite. Remember all the fuss about the first
attempts to amplify improvisation?

“Good music
IS about
integrity.”

Well, by now it should be obvious that
youth won't necessarily choose a saxophone
in emulation of Bird or Trane, or a trumpet in
admiration of Dizzy and Miles. In fact, as the
'80s continue, electricity, especially the elec-
tric guitar and especially one supported by
powerful rhythms, has become central to
some of our most artful and committed cre-
ations. The contemporary masters——includ-
ing Miles and Dizzy, Sonny Rollins and Or-
nette—often rely on guitarists who know how
‘0 use their electricity; the guitarists keep
searching out and modifying their instru-
ments; the image of the guitar hero looms
superimposed over dreams of past profits in
the minds of marketeers and promoters.
Guitarists raised on rock and psychedeia
and free jazz and soul are returning a popular
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sound to our attention, and not just recycling
riffs—their music is exciting because it's truly
their own, and its complexities are new.
Maybe there’s been little hue and cry be-
cause in our current economic state, it's no

.
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VERNON REID’S
EQUIPMENT

Vernon Reid has enough gear to stock a store
As a conscientious professional, he wants to be
ready for anything, and as a member of a
sonically experimental ensemble, he likes to
choose the proper voicings to express Ronald
Shannon Jackson's compositions to their max.
Then, too, his buying habits are a good invest-
ment; when other musicians become self-indul-
gent about drugs, clean-living Reid puts his
bucks into hardware.

“| practice only on acoustic guitar; my Wash-
bum electro-acoustic is real nice for recording,
too. It's funny, but | never practice on it ampli-
fied. On-stage | use a Les Paul Gold Top with
Seymour Duncan pickups and a Stratocaster
that was put together for me—I just put a
Duncan single-coil pickup on the bridge posi-
tion, and | have two humbuckers in it, and it has
atremolo arm | really love. Then | have a Roland
guitar synthesizer GR 300, with the 202 guitar,
but it has an ESP neck of padua and ebony—I
don'tlike maple necks. | have a six-stririg banjo,
an Italian Echo, which was inexpensive, but it's
good. Ronald suggested it to me, and at first |
balked—I'm a guitar player—but then | said,
‘Hey, look—it's just something at my disposal.’ |
don't really approach it like a claw-hammer, |
approach it like a Chinese lute. I've thought
about getting a tenor banjo, and aiso about
getting a fretless guitar and a guitar with scal-
loped frets, so you can bend the strings by
pushing down, into the neck, but I've got to find
a luthier who's willing to try it and make it work.

“Anyway, | also have a Vesta guitar, which is a
cross between a Les Paul and a Gibson 335—
its really warm sounding, and it has a lot of
presence. | have a Fender steel, like a lap stee!
with legs

"Amplifiers-—| use a Yamaha G-100 amp for
the guitar synthesizer. I've been alternating
between a Roland pre-amp and power amp
and a Barcus Berry with two 10-inch speakers
for the guitars; they're both good, but | want to
check out Peavey's amps, because | hear
they're quite reliable.

"As for strings, basically | use an 11 to 52
gauge set, with an unwound, plain 18 or 19
G-string, either D'Addario’s, Dean Markley, or
Stay-In-Tune strings."

And devices: Reid's include an Ibanez com-
pressor and auto-filter, an Electro-Harmonix
flanger, a DOD analog delay, and a Pro-Co RAT
distortion box

VERNON REID
SELECTED
DISCOGRAPHY

with the Decoding Soclety
MAN DANCE —Antilles/Island 1008
NASTY—Moers Music 01086
EYE ON YOU—About Time 1003
with Defunkt
THERMONUCLEAR SWEAT—Hannibal 1311

LAUREN DEUTSCH
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sin to make some money. Maybe the electric
guitar has finally become accepted as a
practical and flexible instrument, capable of
volumes that demand attention but also able
to convey the gentle and unique human
touch. The electric guitar can be a dan-
gerous tool in the hands of a soloist—too
frequently abused—but it's quite useful, too,
in an accompanying role; that dual nature
has been enjoyed by every exponent of the
axe since Charlie Christian plugged into
America’s jazz culture. Maybe it's just that the
guitar has symbolized up-with-it energy in
music for more than 30 years now—and now,
more than ever, music lovers need its zest.

Back to Vernon Reid; let's regard him as a
real musician (not just some hot punk with a
wonder wand), decoding contrapuntal har-
molodics or plunging into Defunkt (Reid’s
been with Joe Bowie's threatening dance
band on and off since its beginning), or
experimenting with music-gamesmaker
John Zorn or autoharpist Laraaji, or recalling
close roots with his high school and college
party-in-the-basement pals. Vernon's fingers
are wickedly fast, but so's his brain. Which-
ever of many guitar sounds he selects, he
can link furious phrases to the point of a
piece: he can twist melodic notions so they
co-join despite their contrasts; he can cut
through steamy funk with masterful cool, or
linger in some haunting aural space just this
side of not being noticed. He'll step forth,
certain he'll excite the audience; he'll lay
back, to feed another soloist comped chords
with smooth style. Quite the young guitarist—
such skill might make one less mature rather
cocky.

“From the beginning: the Vernon Reid
story,” he starts with an ironical sigh. "I was
born in England. My parents are from the
West Indies. When people think of the West
Indies they think of Jamaica or Trinidad, but
my parents are from one of the smaller,
leeward islands, Montserrat, which was dom-
inated by the British. I've heard records of
choral singing, hymns, and folk tunes from
there which are beautiful, very clear. But I've
never really been there.

“We moved to Brooklyn when | was two,
and | was raised here, going to public school,
then Catholic schools, until | bailed out after
junior high. | went to Brooklyn Tech as an art
student, studying illustration, industrial art,
Cubism, different stuff; there was always a
mixture of music and cultures around me. |
was a serious AM radio listener back then;
my favorite song was Dionne Warwick's Do
You Know The Way To San Jose?—'All the
stars/that never were/parking cars/and
pumping gas'—those were heavy lyrics, you
know? And the Temptations, Aretha Franklin,
Ray Charles. . . . My folks were into Johnny
Mathis, as well as West Indian singers like
Mighty Sparrow and Lord Melody. | was
looking in a record cabinet at their place
recently, and found a single by Xavier Cugat,
Flying Down To Rio, as well as some of James
Brown's best records, with the Fabulous
Flames.

“| started playing guitar during my soph-
omore year in high school. There was a

barber shop on the corner, where the barber
was really into blues, and he used to show me
things on his guitar. Then my uncle, he was
playing in calypso bands, he'd show me
chords and things. | had wanted to play flute,
but a cousin gave me an old Gibson acoustic
guitar that he didn't play anymore; it had
these really thick strings and really high
action, and it was painful for me to learn onit.
| actually stopped playing for a while, then a
few months later | said to myself, 'I'm going to
sit down and try to learn how to do this stuff.’

“So ljust kept atit. When | finally figured out
about changing the strings, | realized the
guitar's intonation was a mess, and when |
took it into a guitar store, the repairman
laughed at me. But there was a music school
in my neighborhood, and | got my first in-
struction there from a guy who looked like
Woody Allen and was really into the Bea-
tles—he was a Beatles fanatic. | had to beg
him to show me stuff by Kool And The Gang,
the Ohio Players, bands like that.

“The common theme | was hearing from all
these people,” Vernon thinks of his barber,
his uncle, his cousin, his Beatles teacher,
“was: If you stick with music, it will take you
places. | thought, 'Okay.""

* * *

Reid's first gig was with his high school jazz
workshop. “We played Afro Blue, some
Earth, Wind & Fire charts . . . | was so nervous,
my mind was a total jumble. | had to turn to
my friends to ask what tune we were doing,
and when | turned back, the curtain was
open, and there was my entire junior class, a
thousand of my peers! But | did it, | did it.”
The next place music took him was to dance
parties in Brooklyn and Queens, where he
played with pickup cover bands. Reid went
on to form combos that aspired to work
originals into sets of Top 40 hits. "Ha-ha,”
Reid laughs dryly, "the originals never hap-
pened.”

But he did try writing pop hooks, and has
kept tight with Raymond Jones, his musical
influence from those days who's played key-
boards with Chic, toured with Talking Heads,
worked with Nona Hendryx' Propaganda,
and maintained his own projects, playing
Manhattan clubs like S.N.A.F.U., with Vernon
on guitar. And unlike his fabled predeces-
sors, the guys who were underage but would
sneak into bars to hear black music, Vernon,
self-described as “a college-bound, middle-
class black kid,” merely turned to the radio
for his advancing education.

“In '73, '74, New York City FM radio was
out. | was hearing Pharoah Sanders and
various people; | didn't understand a lot of it,
but | was getting into it. And | was caught
between two worlds—| was listening to San-
tana; Caravanseriwas, to me, his best album,
one of my favorites. | was listening to John
Mclaughlin in the context of Miles Davis, all
his playing on Live/Evil—that was great. |
really liked the first Return To Forever album
with a guitarist—Bill Connors; | had friends
who were into rock & roll, who played me a
record called Roadwork by Johnny Winter
with Rick Derringer—a /ot of playing.



“Then the Band Of Gypsies album, ihat’s
timeless. But | don't want to talk about
Hendrix too much, 'cause that's like. . . ."
Inescapable If there's a ghost hovering
above young black guitarists—or any mu-
sicians trying to create widely heard, com-
plex, consuming music out of wild, lyrical
sound —ifs Jimi's. Conservative ears can't
hear him but as noise—still the ghost stirs
many a musician towards glory, scaring them
with suggestions they're mere imitators.

"A really good player 1s like a magnet,”
Reid considers. “Benson Pat Martino, Wes.
Montgomery, Johnny Winter, McLaughlin—
it's so easy to get caught up in what they're
doing. They sound so good, man, | want to
play like that! 't's a danger, especially for a
young guitar player—ard | was very aware of
the danger at that time. | think one of the
heaviest weights for youngy black guitar play-
ers who choose the idiom of, say, rock, is
living up to that Hendrix image. It's hard, too,
because when pecple hear things and they
don't really listen, they associate you with
what they want to associate you with. !t's an
easy cop-out for a reviewer to say, ‘Oh, yes,
the pyrotechnics of Hendrix," even wher you
don't sound arything like him.

“Some people mean it as a compliment,”
he goes on, “but others just mean to dismiss

you. After one date | played with the Decod-
ing Society, a guy walked up to me and
sneered. ‘Didja ever hear of Jimi Hendrix?"’
Reid grimaces sweetly. | felt like smashing
him."

Vernon has gone to some lengths to avoid
keing thought of as a Hendrix clone. “For a
long time | wouldn't play the Stratocaster. |
wouldn't even wear a headband on-stage,”
he admits. “Now, I'm not worrying about
that." Still, the critics bring up the Dead
Man—haven't they heard any screaming
feedback from anyone alive in the '70s? Reid
sounds less like Hendrix than like someone
who's heard him, and loved him, and under-
stood what he did.

“You ta k about the bridge between free
jazz and rock; listen carefully to Machine
Gun,” he advises. “Listen to the end, where
Jimi has the feedback, and he's playing a
really frag'le line on top of it, and he's control-
ling the tremolo arm. The song is about Viet-
nam, and you can actually hear, like
voices—to me, it's like a choir—of the men
women, and children who were suffering, be-
ing slaughtered, during that war, even while
he was playing that concert.

"Above a certain volume, the electric
cuitar takes on totally different characteris-
tics. The guitar is malleable; when it's hot

ANDY FREEBERG

when it's really high, it becomes even more
sensitive. That's what people either fail to
grasp or don't want to grasp, but Hendrix did
it—Machine Gun is orchestral—and guitar-
ists like Pete Cosey [with Miles in the
mid-'70s] had that understanding, too."

Knowing that malleability—and how it
changes from guitar to guitar—is Reid's meat
(otherwise, he's a vegetarian), though he's
seldom cast as the mighty macho guitar-
slinger. Prominent in the frontline of the
Decoding Society, mobile within the bounds
defined by his stands of guitars and his
legged steel guitar, Reid nonetheless func-
tions as part of an ensemble. It would be
pretty hard to steal thunder from Ronald
Shannon Jackson, but the Decoding Society
doesn't arrange itself around soloists. Every-
one gets a chance to blow, and Vernon plays
spectacularly all over the band’s three
albums—Man Dance, Nasty, and Eye On
You—opening Man Dance's title track with a
trebly, twanging descent while the twin
basses of Melvin Gibbs and “Reverend”
Bruce Johnson lift a fanfare of horns over
Jackson's brisk canter. That detailed, many
leveled composite obscures any individual'’s
contributions, though if you listen attentively,
you'll hear Reid coloring the whole with
thought and passion, knowledgeably select-
ing the right tone from an array of instru-
ments.

Reid is a founding member of the Decod-
ing Society—a down beat review confused
his solos with Bern Nix', writing of its debut
LP—having come to Jackson’s attention via
Melvin Gibbs' word of mouth, after a time on
the no wave front.

“I'd been with Defunkt for a while,” ex-
plains Reid——he's all over its second album,
Thermonuclear Sweat, sharing guitar space
with Kelvyn Belt (also Arthur Blythe's guitar-
ist), having replacec Martin Ober (who re-
corded with the late guitarist Alfonia Tims
and his Flying Tigers for ROIR cassettes
another story entirely). "Matter of fact, | was
on one of the first Defunkt gigs, because |
was working with James White.” The pale
poseur "had a great band," Reid says. “John
Purcell was playing baritone sax, Joe Bowie
on trombone, Ted Daniel on trumpet, and
sometimes Henry Threadgill or Luther
Thomas on saxes.

“White called them his Flaming Demonics
One night, in the middle of a set, he ran off,
and Bowie started calling ‘Defunkt! Defunkt!’
and began to play Thermonuclear Sweat.
From then on Defunkt had gigs of its own.

The iconoclasm of no wave wasn't Reid's
only preparation for serious playing; he'd
taken lessons from guitarist Ted Dunbar
through Jazz Interactions ("l got a sense from
him of how much was involved in jazz—here’s
a man who understands what this music is all
about.") and guitarists Bruce Johnson and
Rodney Jones, who taught him "certain con-
cepts concerning timing and rhythm, the
idea of internal time, especially in contexts
that are so-called ‘free'—so you always know
where you want to go. That was further
emphasized when | started working with

CONTINUED ON PAGE 51

MARCH 1983 DOWN BEAT 21



(reonge

ose! Hocker

‘..whenl heal‘
Fats [Waller] do
(ot A Brand
New Suit. . .1
remember saying,
“This is how I
wanted to play

19

Moo Neker

B I L L
ML K O0OWS K |

-—

all my life.

22 DOWN BEAT MARCH 1983



here's something about George Winston's

serenely lyrical solo piano music that
affects people in profound ways. His
mesmerizing mood music is lush with imag-
ery, evoking the deepest emotions in lis-
teners and spurring on sentimental reverie.

Winston fans—and there is a steadily
growing cult of them—often find themselves
projecting into his trance-like tapestries of
sound, recalling faces and places and feel-
ings from their past. As Charles M. Young
said in his Rolling Stone review of Winston's
Autumnn: “The first time | heard this record, |
found myself thinking wistfully of old
girlfriends.” down beat reviewer Lee Under-
wood touched upon the therapeutic quality
of Winston's atmospheric piano pieces in a
review of the same album: "By attuning his
emotions to the serenity, order, and power of
nature rather than to the violently frenetic
tones of our contemporary cityscape, Win-
ston provides us with a perfect aural and
psychological antidote to the urban mad-
ness.”

His cascading impressionism is ideally
suited for meditation or late-night reflection. It
soothes the senses like an aural Jacuzzi.
He's the Holistic Piano Man, a Pied Piper for
the New Age.

But this is just one side of the gentle,
bearded, organically fed pianist who has
been compared to Keith Jarrett and whose
label—the tiny, San Francisco Bay Area-
based Windham Hill Records—has been
called “the American ECM." Few Winston
fans realize that the man's musical scope
goes well beyond his recorded output for
Windham Hill. For beneath that ethereal,
introspective image lurks the soul of a stride-
playing boogie woogie man just itching to
break loose.

Winston does reveal himself in perform-
ances, however, usually running the gamut of
his eclectic musical tastes. It's a delightful
surprise, if not an extreme bit of culture
shock, for Winston's fans, who come to bask
in the hypnotic flow of atmospheric pieces
like Colors, Moon, or Rain/Dance and at
some point in the evening get hit with Fats
Waller's Cat And Mouse or Vince Guaraldi's
Linus And Lucy.

And he doesn't stop there. At a George
Winston performance you're also likely to see
him whip out a boxful of harmonicas and
launch into some real nasty get-down blues
honking . . . hardly what you'd expect from
Mr. Serenity himself. And on occasion Win-
ston has treated crowds to some pretty mean
slide guitar playing, complete with Jimmie
Rodgers yodeling. Or he may favor fans with
a jumping rendition of Amos Milburn's
Chicken Shack Boogie. Clearly, there is more
to George Winston than what meets the ear
via Windham Hill.

When Winston arrived in New York recently
for a performance at the Bottom Line, a
showcase club in Greenwich Village, he
spent an entire afternoon rummaging
through some of the city's more eclectic
record shops for rare r&b records. He came
back to the club shortly before concert time
with two boxes of albums to inspire him.

As he explained backstage, just before
going on, “Right now I'm studying a lot of old
pre-rock and early rock records from 1947 to
1957. | want to do a solo piano album of '50s
dance blues, so I've been studying some of
the old pianistic classics by people like Jerry
Lee Lewis, Amos Milburn, and Floyd Cramer.
What | do is listen to a lot of this stuff until |
hear a song that has the feel | like. Then I'll
take it and dabble on the piano for a while
until | find something that fits, and maybe
give it some title like What You Got Is What /
Like. So, it's still impressionistic like Autumn
is .. . it's just about a sock-hop instead of a
forest."”

So as not to confuse or disappoint those
fans who thrive on his more meditative mate-
rial, Winston is also planning another sea-
sonal album for late Spring Into Summer.
This will complete the cycle of albums which
he has called “soundtracks of life.” In ex-
plaining the idea behind these seasonal
theme albums, he said, “With the Autumn,
Winter Into Spring, and December records, |
tried to communicate season changes and
the thoughts of what people are doing in
those changes." After this project comes the
'50s dance album, followed by a record
about space ("stuff influenced by synthe-
sizer players') and then a double live album
from his very eclectic performances.

Although Winston continues to soak up a
number of musical influences, he says there

GEORGE WINSTON
SELECTED
DISCOGRAPHY

as a leader
AUTUMN—Windham Hill C-1012
WINTER INTO SPRING—Windham Hill C-1019
DECEMBER-—Windham Hill C-1026
BALLADS AND BLUES 1972—Lost Lake Arts LLA-81

with Willlam Ackerman
PASSAGE—Windham Hill C-1014
with Michael Hedges

BREAKFAST IN THE FIELD—Windham Hill C-1017

GEORGE WINSTON’S
EQUIPMENT

George Winston plays (and endorses) Stein-
way pianos. in concert he often plays a Hohner
Special 20 harmonica, occasionally dabbling
in slide guitar on his Mosrite dobro

TOM COPI

are only two piano players whom he actually
steals licks from. “Professor Longhair [Roy
Byrd] and Fats Waller—those are the only
records I'll slow down to a lower speed and
really study.”

he 34-year-old pianist was born in Hart,

Michigan and raised in Montana where he
began piano lessons at the age of eight but
soon gave up in order to concentrate on
playing baseball with the rest of the kids in his
neighborhood. On the move with his family in
the early '60s, he grew up with the Top 40
rock & roll of first Jackson, Mississippi, and
then Miami AM radio stations, latching onto
pianistic influences along the way. In 1960, at
the ripe old age of 11, something caught his
ear to rekindle his interest in the piano. "It was
a tune called Asia Minor by a group called
Kokomo. It was a big hit that year and was
actually the first piano tune that really turned
me on. It was a great, classic piano concerto
done to a rock beat by a pianist named
Jimmy Wisner. Then, that same year, came
Floyd Cramer's tune On The Rebound, fol-
lowed a few months later by his hit The Last
Date. By now | was hooked, not so much on
the piano as much as the melody.”

The turning point came a year later when
he heard Nut Rocker by a group called Bee
Bumble & The Stingers. “That killed me,” he
recalled. "It was a rock version of The
Nutcracker Suite, and | remember sayingtoa
friend after hearing that song, ‘God, I'd give
anything to play like that.’ | still can't play that
song.”

Winston continued to absorb influences-
Vince Guaraldi's music for Charlie Brown tv
shows in 1965, Artie Butler's work on the 1969
Joe Cocker hit Feelin' Alright, Nicky Hopkins'
melodic playing on the Jeff Beck LP Beck-
Ola, and later on a Steve Miller album.
Caught up in the rock frenzy, he joined a
band at the age of 18, playing organ parts to
covers of Light My Fire by the Doors, Whiter
Shade Of Pale by Procol Harum, and any-
thing by the Young Rascals.

That rock-influenced phase lasted for a
few years until he heard Fats Waller for the
first time in 1971 and very suddenly im-
mersed himself in stride piano playing. “l was
playing electric piano at the time, doing
covers of Spirit's Fresh Garbage and stuff like
that when | heard Fats do Got A Brand New
Suit off one of the old RCA Vintage albums. |
remember saying, 'This is how | wanted to
play all my life." | had seen a couple of stride
players like Big Tiny Little and Joanne Castle,
who used to be on the Lawrence Welk show,
but | wasn't really interested in stride until |
heard Fats. So when | heard Got A Brand
New Suit, | literally left the electric stuff
behind and began practicing tunes like
Handful Of Keys or Cat And Mouse."

But Winston quit playing altogether in
1977, somewhat discouraged by the music
business and also frustrated by not being
able to play like Fats Waller. "For a while it just
broke my heart,” he said. “I knew | could
never play like Fats, with that power and

CONTINUED ON PAGE 51
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ORIGINAL RECORDINGS

Forty classic records by Jazz Giants, first
released on Prestige, New Jazz, Riverside,
and Jazzland, are available once again in

their original form. Many of these titles have
been out of print for as long as 30 years.

ORIGINAL COVERS & LINERS

Original cover art work, catalog numbers,
labels (in most cases), and liners have been
faithfully reproduced. Corrections and alter-

ations have been held to a bare minimum—

e.g., the addition of the OJC record number.

“INFO” BANDS

Each album is individually wrapped in a
paper “information” band containing im-
portant details relating to the record, written
either by Ira Gitler (Prestige) or Orrin
Keepnews (Riverside), who produced or
supervised many of the original sessions.

MILT JACKSON
QUARTET
QJC 001 (Prestige 7003)

SONNY STITI/BUD
POWELL/L). JOHNSON
OIC 009 (Presage 7024)

CLIFFORD BROWN MEMORIAL

CLIFFORD BROWN
Memorial
0QJC 017 (Prestge 7055)

BILL EVANS
New Jazz Conceptions
0JC 025 (Riverside 223)

WYNTON KELLY TRIO
& SEXTET

Kelly Blue

0JC 033 {Rverside 1142)

MONK

THE MODERN 1AZZ
QUARTET

Concorde

0JC 002 (Prestge 7005

GERRY MULLIGAN
Mulligan Plays Mulligan
0JC 003 (Prestige 7006)

MILES DAVIS
The Musings of Miles
OJC 004 (Preshge 7007)

MILES DAVIS with
SONNY ROLLINS

Dig
OJC 005 (Presige 7012

THELONIOUS MONK
TRIO
QJC 010 {Presnqe 7027)

SONNY ROLLINS
With the Modern Jazz
Quartet

QJC-011 (Prestige 7029)

MILES DAVIS

MILES DAVIS/MILT
JACKSON
Quintet/Sextet
QJC-012 (Prestg. 7034

GENE AMMONS

GENE AMMONS ALL
STARS

The Happy Bilues
0JC-013 (Preshye 7039)

MILES DAVIS

The New Miles Davis
Quintet

0OJC 008 (Prestige 7014)

SONNY ROLLINS
Worktime
0JC 007 (Prestge 7020}

l AMMONg

GENE AMMCMS ALL
STAR SESSIONS
0JC 014 (Prestige 7050}

BILLY TAYLOR TRIO
With Candido
0JC 015 (Prestige 7051

STAN GETZ, ZOOT SIMS THELONIOUS MONK
k

The Brothers
QJC 008 (Prestige 7022)

Mon|
0JC 016 (Prestge 7053

ART FARMER/DONALD
BYRD

Two Trumpets

OJC 018 (Prestige 7062)

KENNY BURRELL
0JC 019 (Prestige 7088)

OLTRANE/FresTION 7108

JOHN COLTRANE
Coltrane
QJC 020 (Prestige 7105)

TRANE

JOHMN COLTRANE
Soultrane
QJC 021 (Prestge 7142)

ERIC DOLPHY
Outward Bound
QJC 022 (New Jazz 8236)

ERIC DOLPHY
Out There
OJC 023 (New Jazz 8252)

HAIONiBUS MONK

THELONIOUS MONK
Plays Duke Ellington
0JC 024 (Rwerside 201

I AR Y

THELONIOUS MONK
Briiliant Corners
0JC 026 (Riverside 226)

P

COLEMAN HAWKINS
The Hawk Flies High
QJC 027 (Riverside 233}

KENNY DORHAM
Jazz Contrasts
0OJC 028 (Riversde 239)

SONNY ROLLINS
The Sound of Scnny
0QJC 029 (Rversud 241)

VARIOUS ARTISTS
Blues for Tomorrow
OJC 030 (Riverside 243)

PEPPER ADAMS
1024

e |
™ <N

e

PEPPER ADAMS
QUINTET

10 to 4 at the S-Spot
OJC 031 (Riverside 265)

CANNONBALL ADDER-
LEY with MILT JACKSON
Things Are Getting Better
OJC 032 (Rwerside 1128)

THI WES MONTOOMENT TRIO
N P tram

WES MONTGOMERY
TRIO
QIC 934 (Riverside 1156}

CANNONBALL ADDER-
LEY QUINTET

In San Francisco

OJC 035 (Rwverside 1157)

-
WES MONTGOMERY

The Incredible Jazz Guitar
QJC 036 (Riverside 9320)

] s A
BILL EVANS TRIO

Expilorations
0JC 037 (Rverside 9351)

CARAVAN
ART BLAKEY

JAZZ MESSENGERS

a2 P

ART BLAKEY & the
JAZZ MESSENGERS
Caravan

0OJC 038 (Riverside 9438)

THELONIOUS MORK
wilh JOAN COLTRANE

THELONIOUS MONK
with JOMN COLTRANE
0JC-039 (Jazzland 946)

GEORGE SHEARING &
the MONTGOMERY BROS.
QIC-040 (Jazzland 955)
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BILL EVANS

CALUIFORNIA HERE | COME—Verve VE
2-2545: CauirorniA HEre | Come; PoLka Dors
AnND Moonseams; Turn Our THE STARS; STELLA
By STARLIGHT; YOU'RE GONNA HEAR FROM ME;
IN A SENTIMENTAL MoOD; G WALTZ; GREEN
DotpHin STreer; Gone WitH THE WiND; IF You
Coutp See Me Now; Atrie; VERY EARLY;
‘Rounp MIDNIGHT; Emity; WRAP YOUR
TrouBLES IN DREAMS.

Personnel: Evans, piano; Eddie Gomez, bass;
Philly Joe Jones, drums.
* A h k%

THE INTERPLAY SESSIONS—Milestone
M-47066: You AnD THe NigHT AND THE
Music; WHEN You WisH Upon A Star; 1Lt
Never SmiLe AGAIN; INTERPLAY; You Go To My
Heap; Wrap Your TrRousLeS IN DREams; LOOSE
Bioose; Time REMEMBERED; FUNKALLERO; My
Beuts; THere You Came; FupGesickie Buir FOrR
Four; FUN RIDE.

Personnel: Evans, piano; Freddie Hubbard,

trumpet (cuts 1-6); Zoot Sims, tenor saxophone

(7-13); Jim Hall, guitar; Percy Heath (1-6), Ron

Carter (7-13), bass; Philly Joe Jones, drums.
* kKN

We have become reconciled to the inevitable
exquisite sadness, like a gray November
afternoon, in Bill Evans' playing. But, as liner
note writers Orrin and Peter Keepnews (fa-
ther—producer and annotator of the 1962
Interplay Sessions, with its first six cuts being
originally released in 1963 and the last seven
appearing here for the first time—and son-
annotator of California, which was taped at
the Village Vanguard in 1967 and is newly
issued) observe, Evans could swing, al-
though he often chose to downplay that
aspect of his temperament. These double-
album sets present Evans the swinger.

They are quite different. In Evans’ sparse,
1962 style, single lines shine, buoyed by a
delicate, almost John Lewis-like sense of
rhythm, and fleshed sparingly by mesmeriz-
ing chords. In 1967, all the elements of his
later trio persona were in place—the per-
sonal chordal exposition of melody with inner
lines becoming lead lines and disappearing
into further harmonizations, the dance of
block chords clipping with the beat, the
fluid out-of-tempo introductions, the conver-
sational accompaniment of bass and
drums. . ..

The sides with Hubbard have a contempo-
rary (for 1962) feeling—a springy beat, an
emotional glow, crisp ensemble punctuation,
pop tunes and Evans’ minor blues, the bop
vocabulary—but the sides with Sims (and,
more importantly, the pianist's cerebral origi-
nals) seem a throwback to the 1950s. Hub-
bard plays a nuzzling muted solo on In-
terplay, and elsewhere his tone has a bright
spittle edge. He is very good on this album.

Hall stitches melodic fragments together
sketchily, sometimes connecting and some-
times not, but his warm tone is consistently a

plus. He and Sims make airy work of Evans’
written lines, and this texture carries over to
the saxophonist’'s improvisations. Evans
tunes gave the musicians a difficult time,
according to Orrin Keepnews' notes, but no
tentativeness eviscerates the playing of the
pianist, Carter, or Jones. The drummer in fact
works equally well with Heath (dig their unity
on Wrap Your Troubles), Carter (note the neat
tempo changes on My Bells), and Gomrez
and with Evans, whom he clearly inspires on
the trio sides.

Evans expressed doubts about the
strength of the 1967 recording, but | think he
sought innovation, different tunes, and an-
other format besides the trio: something
other than nights in a club he frequented
several times a year. But of course this is
precisely the Bill Evans that evolved-—the
consummate trio performer who continually
found depth and beauty in a repertoire of
standards and jazz originals, and in the
instrumentation of piano, bass, and drums.

These performances are alacrious, per-
haps too much in the same medium tempo,
but technically polished, warm, and full of the
rich chordal perspective that no other pianist
has yet equaled. Sometimes Evans eschews
the written melody aitogether, transforming a
You're Gonna Hear From Me or a California
Here | Come into an engaging jazz vehicle
Bassist Gomez breaks up the counterpoint
behind Evans and solos dazzlingly. Jones is
a model of prodding swing.

Five stars for the cuts with Hubbard, four
for the ones with Sims, yielding four-and-a-
half. Five all the way for California.

—owen cordle

AL DiMEOLA

TOUR DE FORCE "LIVE"—Columbia FC

38373: ELecant Gypsy Suite; NENA;
ADVANTAGE; EGYPTian DaNzZA; Race WitH Devit
ON SeanisH HiGHwAY; CRUISIN'
Personnel: DiMeola, guitar; Jan Hammer, key-
boards; Anthpny Jackson, bass; Steve Gadd,
drums; Victor Godsey, Philippe Saisse (cuts 1,
5), keyboards; Sammy Figueroa (1-3), Mingo
Lewis, percussion.

* * k %

Tour De Force “Live” is a follow-up to Electric
Rendezvous, Al DiMeola’s early 1982 release
on which he dispensed with his regular band
and formed a group consisting of Hammer,
Gadd. Jackson, and Lewis. The resurrection
of the idea of the super group that Electric
Rendezvous represented worked so well tnat
the band wert out on the road for a one-time
tour, whose final night-—and cimax—in Phil-
adelphia was recorded live and edited, now,
into Tour De Force, Di Meola’s sixth album as
a leacer.

The album title might strike some DiMeola
skeptics as strangely uncanny—like an
open admission of the guitarist anc his
friends as simply musele-strutting virtuosi
but actually the title is particularly apt as a
pun on these players well-<nown instru-
mental commrand and their strength as crea-
tive musiciars on this night when all their
high-geared talents meshed and inspiration
flowed freely.

Elegant Gypsy Suite, perhaps DiMeola’s
most iconoclastic composition and certainly
his best known, is tne riveting opener. The
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" THE ALBERT AYLER OFFER

SWING LOW SWEET SPIRITUAL Osmosis 4001
with Call Cobbs, Henry Grimes $7.00
and Sunny Murray.

LORRACH/PARRIS 1966 hatMUSICS 3500
with Don Ayler, Michael Sampson, $10.00
William Folwell and Beaver Harris. 2 discs
THE HILLVERSUM SESSION  Osmosis 6001
with Don Cherry, Gary Peacock $7.00
and Sunny Murray

ORDER THESE RECORDS TODAY
AND WE WILL PAY FOR SHIPPING.
These and 1000’s of other special records
available In The New Music Distribution
Service Catalog. Its free. Send for yours now.

New Music Distribution Service
Jazz Composer's Orchestra Association, Inc
500 Broadway. N Y. N Y 10012 Tel 212-925-2121

Visa and Mastercard welcome
Offer good only in the U S A

Bleecker Street Jazz
offers these seven selections from Grama-
vision, Gramavision is a young and growing
label offering exciting performances, high-
quality pressings and beautiful packaging.

(1) Harvie Swartz — “Underneath It All” . . . .$5.99
Fire and ice settings from one of America's premier
young bass players.

(2) Anthony Davis/James Newton/Abdul Wadud —
“I've Known Rivers™ ... ............ $5.99
Piano. flute and cello — Music deep with the mystery
(3) Oliver Lake —"Jump Up™ ............ $5.99
West Indian Rhythms meet New York Jarz. Upful and bright.
(4) Tony Dagradi — “Lunar Eclipse” ... .. .. $5.99
Former reed man for the Carla Bley Band pults out
all stops in his second record for Gramavision.

(5) Anthony Davis— “Episteme™ .. ....... $5.99
A bold and ambitious work from a ten piece ensemble.
(6) Cosmetic — "Get Ready” (bw Put It On) . . $2.99
Jamaaladeen Tacuma — Dance mix on the final frontier,

(7) Oliver Lake (Jump Up ) —~"Don't Go Crazy’
{bwSunPeople) .................. $2.99
Two tunes from the Jump Up LP— Special re-mix — HOT!
Postage $2.75 for the first five items—25¢ for each addi:
tional item. (N.Y.S. add sales tax). Canada: $4.00 for the first
three items —40¢ for each additional item. Remittance in
U.S. funds only. Send coupon to Bleecker Street Jazz. ¢/0
Golden Disc Records, 239 Bleecker Street, New York, N.Y. 10014
(212) 255-7899. Send check or money order. Phone orders
accepted on MasterCard and Visa. Please call 4-8 (E.S.T.) —
Monday through Thursday. Foreign orders inquire about
postal rates. Special order available only through mail-order.
Offer ends May 1, 1983

Address_

City/State/Zip_

SELECTIONS 1-5 are LPs —6-7 are 12 inch 45s
(L] 2) (3) a) (5) (6} (7}
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crackling rhythm virtually pops off the record,
and DiMeola and Hammer's interplay is a
cross-weave of beautiful soundscapes and
elegant thematic developments. it is one of
the rare live jazz-rock performances that
ignites the live audience yet stays fulfilling
during repeated listening because of me-
lodic fluency and finely carved peaks and
valleys.

Equally hard to resist is Nena, the closest
thing to a ballad on the album. DiMeola
displays another facet of his guitar by avoid-
ing his customary distorted edge in favor of
an extremely clear and lush romantic sound.
While Advantage and Egyptian Danza are
marked by fusion cliches of rapid exchanges
and dizzying unison runs, Race With Devil is
another highlight with crowd-pleasing but
also totally awesome guitar soloing. Here, as
elsewhere, Santana lurks in the wings.

Finally, Cruisin’ offers a further example of
extremely infectious double-play between
guitar and keyboards, and of the ability of the
entire group to structure even the slightest of
themes into a dynamic and exciting piece of
music. —lars gabel

HENRY THREADGILL

WHEN WAS THAT? —About Time 1004: Meun;
10 To 1; Just B; WHEN WAas THAT?; SoFT
Suicipe AT THE BATHS.

Personnel: Threadgill, flute, bass flute,

clarinet, alto, tenor saxophone; Craig Harris,

trombane; Olu Dara, cornet; Fred Hopkins,
bass; Brian Smith, piccolo bass; Pheeroan Ak

Laff, John Betsch, drums.

* * k k1
Anyone familiar with Threadgill's contribu-
tions to Air is aware of his prowess as an
instrumentalist and musical director. How-
ever, it wasn't until his impressive first solo
album, X-75 Volume 1, that Threadgill's ca-
pacity for ensemble composition was really
revealed. The compelling sonorities of Cele-
bration, a beautiful tapestry for four basses,
four flutes, and one wvoice, indicated that

Threadgill was an orchestral maverick to

keep an eye on. On his new outing, he

deepens the breadth of his unconventional
vision, alternately channeling and unleash-
ing the six other individualists on hand.

On paper, the ensemble of two bassists
and two drummers might appear bottom-
heavy. Be assured that Ak Laff and Betsch
manage an uncanny hand-in-glove sensitiv-
ity so that no one's tail is stepped on.
Likewise, Smith's piccolo bass is often pulled
out of the backfield up to the frontline, leaving
Hopkins as anchorman.

Threadgill likes to float around in a kind of
harmonic backwash and sometimes the
pieces don't really “go” anywhere special.
The voicings are so rich, though, that this
doesn't present a problem. The funereal
ballad Melin uses an arco bass and bass
flute backdrop to ground the plaintive trom-
bone and cornet, which take turns crying on
each other’s shoulders.

10 To 1 is particularly delightful when lis-

tened to through headphones. Smith and
Hopkins play a game of musical ping pong
across the channels. Plucked and bent notes
are thrown back and forth in a call-and-
response interaction under Threadgill's flute
lines. This piece is the weakest in terms of
composition, but it provides an open format
for the soloist's tonal accountings. Thread-
giill's flute is bright, Dara's cornet is playful
and sly, Smith's arco work is furrowed, and
Harris' trombone swaggers and prances with
multiphonic accents.

The title track is the only real flagwaver, and
it bristles with excitement. Like Mingus,
Threadgill knows how to make a mid-size
ensemble swing withthe intensity of a roaring
big band. Betsch and Ak Laff play a labyrin-
thine introduction that builds tension with
each measure. When the front line finally
jumps in, the effect is like that of a bursting
dam. Threadgill's alto leads off in a double-
time solo that mixes Morse code staccato
with impassioned declamation. The ensem-
ble re-enters for a brief refrain at the end of
each chorus to punch it up and remind the
soloists to keep it pithy. Dara is exhilarating in
ahigh-note trapeze act. When he runs up the
ensemble’s back with a rapidfire run, it's
nothing less than thrilling. Isn't it about time
we get a solo record from him?

Soft Suicide is a reharmonization of White
Christmas into a doloroso lament. While the
horns play it loose and juicy, the drummers
are real busybodies weaving double- and
quadruple-time networks underneath.
Threadgill's taut clarinet and Harris' wide
open sobs create an arresting texture amid
the polyphony.

There are parallels to Threadgill's writing to
be heard in David Murray's octet and Muhal
Richard Abrams' current ensemble work.
Threadgill is on his own, however, in his
textures, voicings, and instrumental group-
ings. He's making important music that de-
serves our attention. —kirk silsbee

BOBBY HUTCHERSON

SOLO/QUARTET—Contemporary 14009:

GorcHA; For You, Mom AnD Dap; THE Ice
Cream Man; La AtHamsra; Oo Devit MooN;
My FoousH HEART; MESSINA.
Personnel: Hutcherson, vibraphone,
marimba, bass marimba, chimes, xylophone,
bells, boo-bam; McCoy Tyner, piano; Herbie
Lewis, bass; Billy Higgins, drums; John Koenig,
bells.

* k k k K

This album is undoubtedly a dream realized
for Hutcherson. It seems that almost every
truly creative musician has a desire to pres-
ent his work in a solo context. There have not
been too many such experiments with mallet
instruments, and it takes a Bobby Hutcher-
son to pull it off successfully. The three tracks
on side one feature him alone on his entire
arsenal, with the aid of overdubbing.

It is a difficult task to maintain harmonic
and melodic interest when there is only one
kind of sonority to deal with. However, in each
of the three works, there is a surprising variety



Mosaic Records presents a new kind of anthology
series. Volumes that define the musicians who
helped change the shape of jazz.

Not random, scatter-shot outtakes or cursory
sketches of an entire career.

But instead, representative works from an artist's
most innovative years.

Newly discovered performances combined with
rare and classic material make these sets so
complete that existing collections are rendered
obsolete. Qur records come from the original
master tapes, or, for music recorded in the
pre-tape era, from new disc transfers which are
superior to any existing versions.

We offer optimum quality with each boxed set:
premium pressings in rice paper sleeves, plus a
booklet of essays, photographs and discographical
data. Mosaic is making these legendary per-
formances available in clearly stated /imited
quantities. Once they're sold, we will never make
them available again. Rediscover jazz giants at the
peak of their powers on these historic recordings.

THE COMPLETE PACIFIC JAZZ AND CAPITOL
RECORDINGS OF THE ORIGINAL GERRY MULLIGAN
QUARTET AND TENTETTE WITH CHET BAKER

For the first time, the complete Pacific Jazz recordings of
the original groundbreaking Gerry Mulligan Quartet with
Chet Baker and guest appearances by Lee Konitz plus the
Capitol tentette session. The major output of Mulligan
during 1952 and 1953, his most innovative and influential
period. This five-disc set contains 62 performances;

15 which are previously unissued, 2 which until now
have been available only in edited form and 5 available
only on ten-inch LP or multi-artist anthologies.

This edition is limited to 7500 copies worldwide.

s S~

To really get into the vaults of the jazz masters,
you need the right combination.

THE COMPLETE BLUE NOTE RECORDINGS OF
THELONIOUS MONK

Monk’s first six seminal sessions as a leader and a 1957
date with Sonny Rollins. Sidemen include Art Blakey,
Max Roach, Milt Jackson, Kenny Dorham, Lucky
Thompson and Lou Donaldson. This four-disc set
presents the master take of “I Should Care,” previously
available only on 78 and 14 previously unissued
performances, 11 of which are significantly different
alternate takes of classic Monk recordings. Of major
importance is the discovery of his only version of

‘I'll Follow You” and two takes of the never-before-heard
Monk composition “Sixteen.” This edition is limited to
7500 copies worldwide.

THE COMPLETE BLUE NOTE RECORDINGS OF
ALBERT AMMONS AND MEADE LUX LEWIS

A three-disc collection of 5 Ammons solos, 23 Lewis
solos and 1 piano duet. These definitive boogie woogie
masterpieces include 3 performances which have never
been issuea in any form, 13 titles previously available
only on 78 and 10 titles available only on ten-inch LP.
Also included is Lewis’ 1935 version of “Honky Tonk
Train Blues” from British EMI. This edition is limited to
5000 copies worldwide.

Please send me the following records:
MR4-101 THELONIOUS MONK ............... @ 34.00

California residents add 6%2% salestax ........
*Postage & handling perset ......... .2.50

Send check or money order to:
MOSAIC RECORDS
1341 Ocean Avenue, Suite 135
Santa Monica, Ca. 90401
*$5.00 (U.S.) for overseas shipments
Please allow about ten to twelve weeks for delivery

Ship to:
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of moods, enough to warrant full attention.
The opening cut has shades of an ancient
Moroccan desert caravan totally out of
character with the modernity of the title,
Gotcha. Generally, Hutcherson sets up a pat-
tern on one or another of the instruments,
then proceeds to embellish and explore dif-
ferent tonalities with the others, often using
the chimes and bells as backdrop to the
foreground figures on marimba or xylophone.
In the liner notes, producer John Koenig
informs that, “ ... [Hutcherson] would play
each of the several mallet instruments in
ensemble with each other through the me-
dium of 24-track tape . . . his aim was to
create a homogeneous whole, both sonically
and interpretatively.”

Side two teams Hutcherson with three
equally talented musicians, each of whom he
worked with in the early 1960s. This repre-
sents a potent reunion, and it is a tribute to
Hutcherson's stature that pianist McCoy
Tyner appears as a sideman for the first time
in almost 10 years. The four of them sound as
though they had been doing this together all
theirlives, and one wonders if this may not be
the forerunner of many such appearances.

Two of the compositions on the quartet
side are Hutcherson originals; the other two
are beautiful old standards. Hutcherson and
company invest these tunes with a quality of
newness and spontaneity that is the special
trademark of the true jazzman. Hutcherson's
penchant for romantic lyricism is well show-
cased in My Foolish Heart; his playfulness
comes out in his own La Alhambra; and
Messinais the perfect vehicle for exploration.
The vibist's rapport with Tyner needs special
mention: at times, during some unison lines
or chords, it is almost impossible to tell the
two instruments apart, so closely do they
resemble each other, and so in tune are the
two players. Hutcherson continues to pro-
duce only superlative albums, and his
choice of associates always does him credit.

—frankie nemko-graham

ART HODES

JUST THE TWO OF US—Muse MR 5279:
Witow Weee For Me; Winin'; | Woutpo Do
Most ANYTHING FOR You; Low Down N’
Bewow; Bye & Bve; Down Home Brues;
RanDOLPH STReeT Brues; Here Comes Cow
Cow; Miss Onis REGRETS; Mitt Jumes.
Personnel: Hodes, piano; Milt Hinton, bass.

* k k kK

SELECTIONS FROM THE GUTTER—Storyville
SLP 4057: Setecrion From THE GuTTER; MAKE
Me A Patter On THe Floor; Bues Keee
CALUNG; WASHBOARD BLues; ORGAN GRINDER
Brues; Jackass BLues; FRankie AND JOHNNY;
Sr. Llouss Brues.

Personnel: Hodes, piano; Jens Selund, bass
(cuts 1-3, 5, 6).
* k k k1

God bless you, Art Hodes, for here you are in
your 78th year still spelling out the righteous
word in all its glory. Not only did you learn your
stuff first hand from the masters—Louis and
Earl, Dodds and Noone, Bix and Bessie—but
you kept on adding to it over the years, con-
stantly refining it according to your own per-
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sonal specifications until you finally reached
what is now the apex of your lifelong career.
Art, out of your entire discographical bequest
to jazz, Just The Two Of Us will come to
represent your finest, most shining hour.

| especially enjoyed Jelly's Winin' Boy
Blues (which the liner curiously and
querulously insisted on calling Winin’), your
James P/Fats version of Claude Hopkins' /
Would Do, the Hines touches and stride on
Bye & Bye, the long overdue revival of Ethel
Waters' 1921 masterpiece Down Home Blues,
your own cherished Randolph Street, the
tribute to boogie woogie pioneer Cow Cow
Davenport, the carelessly loving Miss Otis
and, of course, Milt's aimost brutal slapping
of his new baby on the final track.

But there's even more. Now, thanks to a
new leasing arrangement between Danish
Storyville and American distribution inter-
ests, your 1970 Copenhagen date will, for the
first time, be made generally available to
stateside collectors. Undoubtedly you re-
member the occasion. You arrived in that
charming city for a gig with Papa Bue's Viking
Jazz Band at a bohemian, Village-y sort of
place called the Vingarden and, to your
surprise, found yourself, a person of modest-
ly monolingual persuasions, not only unmet
at the gate but not even expected until the
morrow. However, frustrations and educative
tribulations once put aside, you finally rallied
to the point of cutting this date. Bue's bassist,
Jens Selund, accompanied you on five of the
eight tracks, and probably at your own re-
quest, but so self-effacing was his barely
audible contribution that | think you could
have done just as well—maybe even bet-
ter—without him. Certainly, he's no Milt Hin-
ton, butthen again, whois besides the Judge
himself?

Aptly titled, the album is gully low from start
to finish. Indeed, not since the days of Jimmy
Yancey have | heard so much depth of feeling
or proprietory command of the idiom than
you can still invest in the blues. One way or
another, every performance in this package
must be considered definitive. Above all,
though, even beyond your personally hall-
marked enrichments of the 12-bar idiom is
that special understanding you always bring
to Hoagy's otherwise neglected classic,
Washboard Blues. Indisputably an irre-
placeable chunk of Americana, this unique
composition never fails to elicit a sensitive
response from your fingers. Keep it in the
book. It works. —jack sohmer

BILL DIXON

NOVEMBER 1981—Soul Note SN 1037/38:
Novemser 1981; PenTHESILEA; THE SECOND
SON; THE SIRENS; ANOTHER QuUIET FEEUNG;
WeBERN; WINDSWEPT WINTERSET; VELVET;
LLaaTTHINNOO SUITE.

Personnel: Dixon, trumpet; Alan Silva, Mario
Pavone, bass; Laurence Cook, drums.
* k kK

Ironically, discussions about Bill Dixon dwell
upon his activities as a theorist, organizer,

and educator to the exclusion of the specific
musical contributions he has made on the
trumpet. Oversimplified, Dixon's affinity for
non-tempered tuning, fused with innovative
usage of “flubbed” and half-valved notes,
exaggerated vibrato, and non-pressured
blowing, is a methodological approach as
self-contained as Albert Ayler's or Cecil Tay-
lor's. Novemnber 1981, a two-disc package
documenting a Zurich concert and a Milan
studio session, gives a better head-on per-
spective of Dixon the trumpeter than the
flurry of albums released in the last 18
months, as the pared-down, two-bass quar-
tet affords him maximum solo space and
does not require his direction from the piano.

November 1981 also presents a good case
for Dixon as a progenitor of such diverse
trumpet stylists as Leo Smith and Lester
Bowie, to name just two. Webern is a com-
pacted (less than a minute long), thickly
textured solo exploration of a B7 aug. 11th
chord that reflects both Smith's structural
concerns and his inclusive creative music
rhetoric. Similarly, using many of the timbral
devices he pioneered but have since be-
come identified with Bowie, Dixon sustains a
charged atmosphere throughout the multi-
faceted, 15-minute-plus Llaattinnoo Suite.

Though the program offers ample portions
of the jarring visceral music that was per-
ceived by many as the calling card of the
avant garde in the early '60s, November 1981
also includes compositions and passages of
pointed lyricism and meditative calm. On
Another Quiet Feeling, Dixon blows in a
breathy, vibratoless manner that forms a
warm chiaroscuro with bowed basses and
silvery cymbals. The same approach inten-
sifies on Penthesilea to create a subtle dra-
matic tension. Dixon's use of clipped
phrases at a soft volume is especially effec-
tive on Velvet, as they seemingly evaporate
like wisps of smoke.

Novemnber 1981 is a substantial addition to
the too-scant discography of this dynamic
figure. —bill shoemaker

EDDIE “CLEANHEAD"
VINSON & ROOMFUL
OF BLUES

EDDIE “CLEANHEAD” VINSON & ROOMFUL

OF BLUES—Muse MR 5282: House Or Jov;
Frieno Or MiNge; MoviN' WiTH LesTer; NO
Bones; THAT's THE GrROOVY THING; PAST Sixty
Brues; STReeT LIGHTS; FARMER s DAUGHTER
Brues.
Personnel: Vinson, alto saxophone, vocals
(cuts 2, 6, 8); Greg Piccolo, tenor saxophone;
Rich Lataille, alto saxophone; Doug James,
baritone saxophone; Bob Enos, trumpet; Porky
Cohen, trombone; Al Copley, piano; Ronnie Earl
Horvath, guitar; Jimmy Wimpfheimer, bass;
John Rossi, drums.

* Kk *

Here's an album that isn't perfect, and that's
just the way they wanted it! Uninhibited,
blowing jazz and blues are on the docket,
and there's only one way to capture the true
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spirit of such music—as spontaneously as
possible. [ ) jie [ P A

House Of Joy sets that stage immediately,
a full-blown big band classic from the '40s N1 S ) MNATY
Cootie Williams orchestra that young Eddie
Vinson was a major part of. Next up is a pted fro 0 DB SHD AD DNG
Vinson blues vocal, Friend Of Mine, and there PEOPLE PRESS. PE
you have it. From this point on it is obvious
that whatever these guys cook up together is
going to turn out at least partially raw. That's
how they like it.

The veteran Vinson and the upstart Room-
ful of bluesologists have been aware of each
other as performers for several years now,
and you can bet that the younger guys have
made a study of his act for even longer. This
session followed a series of live dates to-
gether in New England, during which such
wide-open ditties as House Of Joy and That's
The Groovy Thing were worked up, in every
sense of the words.

But this studio date brought forth some : vt : G
fresh charts for the boys to dig their axes into: . 1 ¢ . c i
Movin' With Lester (with Cleanhead'’s addi- g 3i Surnm of inspired ool Coviue
tional tribute to Charlie Parker), No Bones : - e : - ‘ "

(meaning Texas guitar legend T-Bone
Walker), and Street Lights (the Lockjaw Davis
penning, not the recent crossover hit). Actu-
ally, much of this material was undertaken on
the wing and downed in @ maximum of two
takes, thereby preserving the spirit of wild
times and sizzling sax. Vinson is in pretty
good form, but the Roomfuls seem downright
excited.

Roomful Of Blues has that reputation of
only beingin it for the "funny”; they're a party-
prone unit that loves to play hard and have
fun doing it. While the ever-so-slightly more
conservative Mr. Vinson's demeanor may
have been tempered by time, even age can't I
hold him back from joining in the raucous
revelry with priceless vocals on Past Sixty

KEVIN EUBANKS * GUITARIST B3 b,

Blues and Farmer's Daughter Blues. Sings oustic guits res Roy Hayn ] k of his genius with Jo
Vinson on the former: "Just cuz I'm past 60 dousr ' ' o A e The Lark
don't mean I'm a dirty old man/l don't chase : s S P it

-after women; they come see me every
chance they can.”

Authentic blues in the '80s may not be the John klemmer - finesse
next big thing, but this kind of record has a
looseness and feel that anyone can under-
stand. In that sense, Eddie “Cleanhead”
Vinson & Roomful Of Blues gets down and
rattles our nerve endings in a most refreshing
way. —robert henschen

PETER WARREN

SOLIDARITY—Japo 60034: RirF-RarF; =
SoupArITy; MuLe. Joue; Lisa’s Tit; | REMEMBER
Stu.

Personnel: Warren, bass, cello; John Purcell, ompositions by s
alto, tenor, soprano saxophone; John Scofield, T r:'n*r—“' eyl by rmn et o v oA Ao »
guitar; Jack DeJohnette, drums; Ray Anderson, R ok harde S F * beitliont youny planist Mish
trombane (cuts 1, 2). uporb

* * *

Side one of Peter Warren's first album as a PRESENTING OUR‘DECADEN NEW RELEASE
leader in a decade has what Garcia Lorca FOR ANTARY DRT 1S - r Brn

called duende—passion, darkness, soul. . =

That's mainly due to Ray Anderson, whose Pt EEE

rubbery, greased trombone soars wildly over 0

ording o
ne wizard K|
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the first two tunes, Riff-Raff and Solidarity.
When Anderson deserts on side two, and
Warren turns to love (Mile. Jolie, Lisa's Tilt),
passion melts to mere sentiment.

Group sympathy and invention peak on
the title track. Warren, who wrote all the tunes,
states the simple, |-IV-V-] folk melody in a
blunt, acoustic bass tone similar to Charlie
Haden's, then the quintet lights into a nine-
minute Third World movie score. Anderson
wails and struts like a matador, entwining
Purcell's tenor saxophone, then everyone
crowds into the square at Tegucicalpa: many

have died, but the revolution has triumphed;
the lovers are reunited.

Riff-Raff, a catchy, Ornette-ish melody first
recorded by Warren and DeJohnette on the
drummer's Special Edition album Tin Pan
Alley, is looser here, less deliberate. An
extra, ascending free-for-all second climax,
as well as an insouciant second riff improve
the tune. Scofield’s pearly electric guitar
adds urgency and spatial surprise. But on
the love songs, his guitar descends into a
slippery fog, Purcell's metallic soprano saxo-
phone sounds Hollywood romantic (Mile.

| \()
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| FOUR GREAT REASONS TO OWN
{ HERBIE HANCOCK'S “QUARTET.’
Four of the greatest names in
| jazz on four great new sides. A
« specially-priced two-record set.

| Recorded in high quality digital
| sound. On Columbia Records

by David Rubinson and Friends Inc and Herbie Hancock

Produced
Appears courtesy of Milestone Records
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Jolie), and DeJohnette begins to overplay
(Lisa). Warren overdubs some busy piano
(by Dedohnette) on Jolie, with the same
messy result as his own dubbed cello solo on
Lisa. The way Purcell saunters in on that tune
on alto, though, is wonderful, growling the
latest gossip from the corner tavern. A brief,
dolorous elegy—three tracks of cello and
bass, bowed molto espressivo—for Warren's
friend, drummer Stu Martin, cleanly closes
the album —paul debarros

LARRY VUCKOVICH

CITY SOUNDS, VILLAGE VOICES—Palo Alto
Jozz PA 8012: Dr. Hers's Heras; BEsame
MACHO; SOULTRANE; BouncinGg WitH Bub;
Viuace VoIces; SERENADE IN BLug; Kiss AND
RUN; You 've CHANGED.

Personnel: Vuckovich, piano; Tom Harrell,
trumpet, flugelhorn; Jerome Richardson, tenor,
soprano soxophone, flute; Charles McPherson,
alto soxophone; Ray Drummond, bass; Eddie
Marshall, drums; Eric Golub, violin (cut 5).

* k k &k K

Larry Vuckovich is the name. Hide-and-Seek
is his game. He plays it on the cover of City
Sounds, Village Voices, peering suspiciously
from behind a grand piano. He plays it on the
record 100, as he takes on his six sidemen in
a mean game of peekaboo.

Vuckovich is not your typical 1980s pianist.
His solos are not exercises in egotism. He
does not dominate or overwhelm. He blends
He accommodates. When he ad-libs, he has
his say and disappears. The others carry on.
Then he reappears, when least expected, to
give his fellow musicians a lift.

Even though Vuckovich is the leader of this
recording session, he does not hog the
spotlight. He has arranged things so every-
body has a chance to shine. This results in an
album of impressive cohesion. City Sounds,
Village Voices features five instrumental com-
binations—duo, trio, quartet, quintet, and
sextet. Each is characterized by a strong
group effort. The melody instruments
horns and violin—achieve an ensemble
sound rarely heard in working bands, much
less a group formed for a one-shot record
date. Flutist Jerome Richardson, trumpeter
Tom Harrell, and violinist Eric Golub take the
air of Village Voices at a loose, confident
pace. They navigate the song's treacherous
twists and turns with such aplomb, it seems
as if they have been playing this bit of Balkan-
flavored bebop for years, not hours. Drum-
mer Eddie Marshall and bassist Ray Drum-
mond also deserve high praise for their work
on this number. They refuse to ham up the
meter of this Vuckovich original, based on
folk songs from the pianist's native Yugo-
slavia. Instead, Marshall and Drummond
play it straight by maintaining the beat, add-
ing insights, and inspiring the soloists.

Every solo on City Sounds, Village Voices
resounds with lyricism. Charles McPherson’s
alto saxophone creates alternate melodies
on Besame Macho and Soutrane that are as

CONTINUED ON PAGE 32
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OLD WINE
NEW BOTTLES

FROM THE '20S THROUGH THE MID-'40S
big bands ruled both jazz and poputar mu-
sic. In fact, during part of that time (after
1935), big band jazz was popular music in
America, and virtually every soloist of any
consequence in jazz from Sidney Bechet to
Charlie Parker made their living playing in
bands.

There were white bands and black bands.
The white bands mostly sunk their roots inthe
soil of the theater, Tin Pan Alley, Victor Her-
bert, and dance music of the polite, potted-
palm variety. Some had serious pretentions
as well. The black bands that we remember
today and that recorded extensively grew out
of the blues and stomps that made up the
earliest jazz. The irony was that each wanted
to be like the other. Aimost from the begin-
ning there was an exchange of ideas and
inspiration. The best white bands wanted the
power and drive of the black ones. The black
orchestras aspired to the discipline and legit-
imacy of the white ones.

The results of this irony are illustrated in
many ways in this stack of LPs sitting before
me right now for review. If they prove one
thing, it's that fusion music didn't begin with
Bitches Brew. it began with Paul Whiteman.

The Smithsonian !nstitution, which has re-
leased a number of definitive jazz collations
in its Smithsonian Collection series, now
gives us a reconstruction of Whiteman's fa-
mous Experiment In Modern Music (Smithso-
nian Collection RO28) concert originally per-
formed in Aeolian Hall in 1924. It provides a
good survey of what was Whiteman's Pyg-
malion approach to both jazz and popular
dance music. Every selection played at the
original concert is represented, in a White-
man performance of the period if possible or
areasonable facsimile. Whiteman played but
never recorded Livery Stable Blues, for in-
stance, so the Original Dixieland Jazz Band

“version of 1917 is included in this set. All

selections, whether by Whiteman or a stand-
in, are acoustic recordings from the early
'20s, giving the album a tinny but uncom-
promisingly authentic sound. To understand
the Whiteman-as-fusionist theme, so well
explored in Thornton Hagert's outstanding
program notes, listen to Stairway To Paradise
(1922) and the hot 12-bar choruses played by
trumpeter Henry Busse. Of course, White-
man was a man who wanted to accomplish
everything. While embracing and “civilizing”
jazz from the left, he also wanted to make his
mark in serious music on the right. Thus we
have the original 1924 version of Rhapsody In
Blue, Gershwin's ingenious interweaving of
jazz, popular, and fight classic elements that
still manages to rise above its “serious” fa-
cade and make delightful sense of its inher-
ent dilemmas.

It was once written that Whiteman heard
Duke Ellington at the Cotton Ciub, and left
both amazed and frustrated—amazed at the
concentration of solo strength showcased
within an original orchestral vision, and frus-
trated because he couldn't steal a single bar

of Ellington’s music. MCA's Jazz Heritage
series offers us three LPs worth of the music
that so stymied Whiteman, in an outstanding
survey of the early Ellington years. The Be-
ginning (MCA 1358) covers a period fromiate
1926 to mid-'28, and is dominated by Bubber
Miley, who took the plunger trumpet style of
the New Orleans generation, extended it to
its ultimate extreme, and made it the cor-
nerstone of the Ellington skyscraper. ls early
form heard here is incomplete and immature
but East St. Louis Toodle-00 and Black And
Tan Fantasy survived to become fully realized
ensemble masterpieces in later years. (Actu-
ally Fantasy was born with a remarkable unity
that later years did little to improve upon.) Hot
In Harlem (MCA 1356) continues the tale
through late '29. Miley leaves the band, but
Cootie Williams inherits his mantle. Harry
Carney begins to bloom on baritone sax
(Jungle Jamboree) and Johnny Hodges
seems to be everywhere. (Like the other MCA
Ellingtons, Hot In Harlem is a reissue of the
original Decca reissue, with identical cover
art, identical programming, identical liner
notes, and—curiously—an identical error
Doin’ The Voom Voom is actually Rent Party
Blues and vice versa on both the jacket and
jabel.) The best of the three LPs is Rockin' In
Rhythm (MCA 2077). The lumps in the rhythm
section are still there, but the key soloists are
swinging up a storm on stomp pieces like
Wall Street Wail and Double Check. Carney's
baritone swagger on Double Check and Is
That Religion remains unsurpassed. And the
sax section work on Runnin’ Wild has a bite to
it that jazz wouldn't see again until Benny
Carter came down the pike a few years later.
Among the important Ellington landmarks
caught here are the first Mood Indigo and
Duke's maiden attempt at extended compo-
sition, an honorable if elementary first effort
called Creole Rhapsody. The morose tempo
becomes somewhat oppressive in its deter-
mination, a flaw Ellington corrected in a
subsequent recording for Victor.

A pleasant collection of Andy Kirk num-
bers is rounded up on The Lady Who Swings
The Band (MCA 1343), the lady of the title
being pianist Mary Lou Williams, who pro-
vides the liveliest solo work and a number of
the better arrangements. Kirk's Clouds Of
Joy was a Kansas City band, but a far cry
from the roof-raising riffsters like Bennie
Moten, Count Basie, or Jay McShann. It was,
in fact, among the most circumspect of the
leading black bands who played during the
height of the Swing Era. It favored quiet, mid-
tempo numbers almost exclusively, and
never shouted. Dick Wilson's dry, dispas-
sionate tenor fitted in perfectly. But this re-
issue proves there are rewards in such a shy
approach to swing. Listen, for instance, to
Twinklin' and hear how Mary Lou peppers her
Teddy Wilsonish lines with sly dissonances
Jazz semanticists will note in /'se A Muggin’
an early use of the word "bebop"” as a scat
code for derby mutes. And Walkin’ And
Swingin’ is an unissued alternate, not a
carryover from Andy Kirk (MCA 1308).

Ellington and Kirk drew their material
largely from within their own ranks. It fit their
collective personalities and more impor-
tantly, didn't tie themtoo tightly to the passing
fancies of popular culture. At least thats the

picture we get in these LPs. But neither
Chick Webb nor Ella Fitzgerald were so
lucky on Princess Of The Savoy (MCA 1348).
These are the leftovers, the commercial
droppings of jitterbug music from Tin Pan
Alley that good bands were often prevailed
upon to play for the Swing Era's equivalent of
the teeny-bopper. Aside from Everybody
Step, Sing Me A Swing Song, and If Dreams
Come True, the quality of the material is
frankly dreadful. The one who carries most of
it, of course, is Ella, whose prime years, even
discounting tunes like Chew Your Bub-
blegum, were still years ahead of her.

One of Webb's finest arrangers was Edgar
Sampson, who never managed to record
under his own name until Decca had him
redo some of his Webb and Benny Goodman
charts with a studio band in 1956. Although
the band on Sampson Swings Again (MCA
1354) doesn't sound materially different from
other studio bands, it happens to be playing
superb charts that can't help but swing. Add
to that some energetic solo work by trumpe-
ter Charlie Shavers, wonderful tempos, afine
big band presence in the recording, and
even a few minor variations tucked into such
Grails as Don't Be That Way, and you have an
album of no particular historical import, but
one that certainly sounds marvelous.

Luckey Millinder and Lionel Hampton
were characteristic of another sort of fusion
style among the black orchestras. The jump
bands, whether small or large, swung hard
on the foundation of simple riffs, but in the
process walked a thin line between swing
and its poor relation, rhythm & blues. They
kept Harlem hopping, but the years have
diminished the importance of their work in
some respects. Let It Roll (MCA 1357), for
example, gives us little of the sense of excite-
ment that made the Millinder band worth
hearing at its best. Berserk Boogie is the best
of the album's meager 10 titles, along with
Rock Me with Rosetta Tharpe. Otherwise,
this particular collection offers mediocre ar-
rangements without the compensation of
outstanding solo work. For anyone wanting to
take the full measure of Millinder cutting
loose on his best work, Luckey Millinder:
1943-44 (Kaydee 6) is recommended. These
airshots let us hear Little John Special (with
the original Salt Peanuts riff), Cherokee, and
11 others, plus great solos from Tab Smith
and Joe Guy.

Rarities (MCA 1351) scrapes together in a
manner similar to the Webb and Millinder
collections 10 Lionel Hampton leftovers, but
with one important difference: it turns out
remarkably well. Everything here is previ-
ously unissued, and better still, it's nearly all
instrumental. On the other hand, a look at the
personnel (Joe Wilder, Arnett Cobb, Bobby
Plater, Johnny Griffin) and then a listen to the
music reminds us that Hampton's bands
never seemed to add up equal to the sum of
its parts. Although there are a few first-rate
arrangements here (Gay Notes, Empty
Glass), they don't quite offset the impression
that much of the playing was mere jamming.
As an ensemble the band tended to empty
both barrels in the first 16 bars, leaving itself
no place to build to for a climax. But it
generated action in the process, and thisis a
fine, action-packed LP. —john mcdonough
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skillfully assembled and highly polished as
the originals. On the quartet rendering of
Serenade In Blue, Harrell's flugelhorn and
Vuckovich's piano weave a romantic spell
with the melody and ad-lib line passing freely
back and forth between the flugethorn’s non-
chalant phrases and the piano’s quick, furtive
bursts.

A piano/soprano saxophone duet, You've
Changed, concludes the album. Jerome
Richardson joins Vuckovich for a series of
freewheeling, thematic expositions on the
ballad’s pristine beauty. The duo takes great
pains with the melody and chord progression
to reveal the many facets of this timeless
composition. —cliff radel

AMADE ARDOIN

HIS ORIGINAL RECORDINGS, 1928-38—Old
Timey 124: La Vaise A Asg; Two Step
D’Eunice; Mabame ETienNE; Quor Faire; Two
Ster DE MAaman; TANTE ALINE; La VALSE A
Austin ARDOIN; La VaLse De Mon Vieux
ViLaGe; Le MibLano Two Step; VaLSe
BrUNETTE; Two Step D'Ossun; Vaise De La
Pointe D’Ectuise; Two Step De JENNINGS; LES
BLues De La Prison.

Personnel: Ardoin, vocals, accordion; Dennis
McGee, fiddle.

* K ok Kk

LEO SOILEAU

HIS ORIGINAL 1930’S RECORDINGS—OIld

Timey 125: La Vatse De JoserHINE; DEMAIN
C'est PAs DiMANCHE; PERSONNE M'AIME PAs;
Vaise D'AMOUR; IN YOurR HearT You Love
ANOTHER; Louisiana Biues; Penit Ou Gross;
Ma Jouie Perite Fite; La BONNE VALSE;
Emsrace Moi ENcOre; CHeRe Liza; LA Valse
De Rosa; Arrore Moi—Je Tomse; QUAND JE
Suis BLeu; PromeTs-Mor.
Personnel: Soileau, fiddle, vocals; Moise
Robin, accordion, vocals; Floyd Shreve, Dewey
Landry, guitar; Tony Gonzales, drums; unidenti-
fied, piano.

* K K

MICHAEL DOUCET

DIT 8EAUSOLEIL—Arhoolie 5025: Two-Srer A
Wil Batra; DoNnNEzZ-Mor Pauling; Le Two-
Ster A MiDLAND; LA VaLse DES JONGLEMENTS;
AcaDIAN BLues; Le BaL A CHATAIGNIER; ADIEU
Roza; Si J'Aurais Des AiLes; Awesome Ossun
Two-Ster; MaDAME SOSTAIN; L Arraire De
PerrODIN; Les Perits Yeux Noirs; Le Bozo
Two-Srer
Personnel: Doucet, fiddle, vocals, mandolin;
David Doucet, guitar; John “Billy" Ware, tri-
angle, spoons; Robert Vignaud, bass; Errol
Verret, accordion; Tommy Alesi, drums (cuts
9-13); Tommy Comeaux, mandolin (9-13); An-
nick Colbert, recorder, vocals, (9-13).

* ok K k2

Louisiana’s Cajuns enjoy one of American
folk music's richest traditions—a wild mixture
of 18th century French sources, basic blues,
New Orleans r&b (itself a Caribbean hybrid),
and country & western/rockabilly. Little of
Acadiana’s music is heard nationally, though,

apart from country fiddler Doug Kershaw and
zydeco accordionist Clifton Chenier.
Arhoolie Records continues to counter this
unfortunate obscurity with two new roots
reissues {(on its Old Timey label) and a con-
temporary set by the area’s top revivalists.

Ears of the '80s may have trouble adjusting
to Amadé Ardoin, the founding father of
black Cajun zydeco. Ardoin sang in French,
but his 1920s bayou dialect would baffle
Parisians; his cracked passionate wails
aren't too far removed from tribal field record-
ings. Ardoin's rhythmic accordion work is a
bit more standardized and accessible,
though, sticking mostly to biues-tinged
waltzes and funky two-steps. There's little
actual soloing, and the chord-button
squeeze-box precludes the playing of single
notes. Ardoin provides simple self-accompa-
niment while singing, then riffs furiously
through the next chorus, pounding out dy-
namic triplets but not attempting any har-
monic climax. All 14 songs are patterned on
this sing-and-riff alternation (not unlike Mex-
ican Norténo music), with abrupt, sudden
endings. Ardoin is bolstered on side one by
fiddler Dennis McGee, whose single-string
melody lines define Ardoin's chords and
anchor his raspy vocals. Their rough, robust
harmony pulses with the strong groove of
fong-standing partnership. The album is
highly repetitive in terms of tune, tempo, and
attack, but-like today's disco—this hearty
dance music wasn't made for passive listen-
ing. Outstanding cuts include Two Step
D'Eunice, Madame Etienne, and Two Step
De Maman. Ardoin is long dead, but McGee,
90-plus and vibrant, performs annually at the
Acadian Music Festival in Lafayette, LA.

Leo Soileau virtually duplicates the Ardoin/
McGee sound on his 1929 debut duets with
accordionist Moise Robin. Soileau’s vocals
are nasal and droning (a fairly common
Cajun trait), while his raw, wailing fiddle
makes dramatic use of piercing blue notes.
Demain C'est Pas Dimanche, a primitive
rhumba bounce, finds the two in electrifying
interplay. During the '30s Soileau broadened
his scope fo “Cajunize” mainstream country
& western swing. Petit Ou Gross and Ma
Petite Jolie Fille feature piano, rhythm guitar,
drums, and "Bob Wills"-background
whoops. Soileau’s fiddling becomes some-
what smoother with a full band. It's still un-
tamed and erratic though, and western
swing buffs will appreciate his novel varia-
tions. Tony Gonzales' drumming is unusually
forceful for country-swing music, with a dou-
ble-time bass count and random offbeat
whacks. A similar funky pattern appears on
Bouret Blues, one of Nathan Abshire's popu-
lar '50s sides. Interesting moments aside
there are some very dull tunes here, and non-
Cajun listeners, who won't catch the lyrics,
are apt to prefer the Ardoin set.

Louisiana’s postwar oil boom shattered the
rural isolation of Ardoin and Soileau’s era.
The old folk ways faced complete extinction,
but rapid growth has fortunately stimulated a
backlash resurgence of Cajun culture, with
Michael Doucet’s Dit Beausoleil firmly in the
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musical forefront. Doucet is a fiery, accom-
plished, inventive fiddler who blends the
Cajun styles of McGee, Soileau, and Canray
Fontenot with modern swing and bluegrass.
Side one of Dit Beausoleil emphasizes tradi-
tional Cajun sources. Donnez-Moi Pauline is
a “blues-waltz dirge” with searing fiddle and
raw, anguished singing. Ardoin and McGee's
ubiquitous influence fills the rollicking Two
Step A Midland, while Le Bal A Chataignier
relates a lusty tale of dancing and jealousy.
(Lyrical translations are included.) Doucet
syncopates, bends notes, jumps broad inter-
vals, and takes rhythmic chances, but his
timing is always precise. On side two he
channels his vibrant fervor into more com-
mercial contexts, such as the poignant
ballad Les Petits Yeux Noirs (Little Black
Eyes). Doucet and Annick Colbert’s rich vo-
cal harmony recalls the sweet bluegrass
sound of current country chart-topper Ricky
Skaggs; Colbert's melodious recorder solo
provides the perfect tasteful modern touch.
Le Bozo Two-Step goes for broke in an
eclectic blowout with fiddie, accordion,
bass, guitar, and mandolin solos. These are
highpoints in a powerful set which never
flags; Dit Beausoleil succeeds as a unique,
excellent album, esoteric but irresistible
—ben sandmel

DON CHERRY

DON CHERRY/LATIF KHAN—Europa JP 2009:
UNritLen/InspiraTiON FROM HOME; AIR MAIL;
ONe DANCE; RHYTHM 58%4; SANGAM,
Personnel: Cherry, trumpet, keyboards, gong,
bamboo flute, dousso n’ koni, vocals; Khan,
tabla.

* K k2

EL CORAZON —ECM 1-1230: MUTRON; BEMSHA
SWING; SOUDARITY; ARABIAN NIGHTINGALE;
ROLANDO ALPHONSO; MAKONDI; STREET
DancinG; SHORT STUFrF; Et CORAZON; RHYTHM
For RUNNER; Near-in; Voice OF THE SiLteNcE.
Personnel: Cherry, pocket trumpet, piano, me-
lodica, doussn’ gouni, organ; Ed Blackwell,
drums, wood drum, cowbell.

* K K

LEO SMITH

GO IN NUMBERS—Black Saint BSR 0053: THe

WOorLp Sout; GO IN NUMBERS; ILLUMINATION ;
THe NQuzo SaBa; CHANGES.
Personnel: Smith, trumpet, flugelhorn,
ateneben flute; Dwight Andrews, tenor, so-
prano saxophone, flute; Bobby Naughton,
vibraphone; Wes Brown, bass, odurogyaba
flute.

* * 2
By almost every account of the World Music
concert at the 1982 Kool/New York Jazz
Festival, Don Cherry distinguished himself as
the musician with the firmest—or is it most
elastic?—grasp of transcontinental musical
forms. This special position comes as ever
more musicians in jazz and, for that matter,
rock & roll—witness the festival organized by
Peter Gabriel last summer and the recent
direction of the Police, Brian Eno, Talking

Dewey Redmamn”

LZ:?Dewey Redman is a found-
ingmemberof Oldand New
Dreams; he has been an impor-
tant voice in groups led by
Keith Jarrett and Ornette Cole-
man, and he has been called
upon by musicians like Charlie
Haden and Pat Metheny for
their recording projects. Now,
he has recorded his first
album as a leader for ECM.
Called The Struggle Continues,
it features Ed Blackwell
(drums), Mark Helias (bass)
and Charles Eubanks (piano).
The Struggle Continues

ECM 1-1225

On ECM Records & Tapes Manufachured and distributed by Warner Bros. Records. Inc EC M w
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Heads, and Robert Fripp, among others—
are looking to the East and Mideast. Why is
Cherry more successful than most? Others,
likely, share his sincerity but, somehow,
Cherry has drunk deeper and metabolized
better all he has heard elsewhere. And the
proof is abundant on Don Cherry/Latif Khan
and his duet with Ed Blackwell, £/ Corazon.

The first side of the duet album with Khan
is, by itself, five-star material. Khan's tablas
form the foundation: a percolating, ferment-
ing life force. Above and around them,
Cherry contributes blocky, off-kilter piano,
wonderful, wide, sweet trumpeting, and
wordless vocals reminiscent of Milton Nasci-
mento’s Third World scatting. How wide is
Cherry’s range? Who else would record an
Ornette Coleman tune (Untitled) with tabla
and dedicate it to Maurice White (presum-
ably he of Earth, Wind & Fire, although the
point is not clear)? Sadly, the second side of
the album shifts the emphasis to Khan. As
one not exceedingly knowledgeable about
Indian music, | can take it on faith that Khan is
a master of his instrument. But the interaction
between him and Cherry diminishes with the
drone and cadence of the tabla modulated
far above Cherry’'s serpentine lines on organ.

A more consistently engaging conversa-
tionalist for Cherry is Ed Blackwell, his col-
league in Ornette Coleman’s old guartet, in
Old And New Dreams, and on a pair of duet
discs from the late 1960s, Mu (on the BYG
label). Blackwell is a delightfully eccentric
drummer who leaves plenty of room for air
and for partners, yet clearly enjoys soloing as
much as supporting. He ranges from the
African on Makondi to hints of r&b on Mutron
to a marimba sort of sound on Short Stuff—
and all the references are made with a sense
of fun, not dry anthropology. But the greatest
revelation of £/ Corazon is Cherry the pianist.
As with Blackwell, he cites a range of foot-
notes: European and Spanish on the title
selection, resolve and brooding on Arabian
Nightingale and Solidarity. But he sounds his
best with a joyful, stride reading of
Thelonious Monk's Bemsha Swing. Whatever
ElCorazon's merits and drawbacks (perhaps
it needs more dueting and less trading of
solo statements), it makes the tantalizing
case for an entire album of Cherry on piano.

It is hard to pinpoint exactly why Go /n
Numbers leaves me a bit cold. Leo Smithisa
gifted trumpeter and conceptualist, and cer-
tainly the soft tone poems that comprise Go
In Numbers are accessible enough. But a
center seems absent, except in the moments
when Smith's mournful trumpet begins to
lead his quartet. This center is not by any
means a melodic or harmonic concept, but
some sort of idea or imperative around which
all else should gyrate. The problem, per-
haps, is in the live recording. While live
records can convey well the fire of driven
performances, they do not do as well when
the performance is as stark and elusive as on
Go In Numbers. The visual complements-—
seeing that musician alone wring out a single
note-—cannot be approximated on vinyl. And
Smith, in this case, suffers.—sam freedman

LARRY GELB/KIM PARKER

THE LANGUAGE OF BLUE—Cadence Jazz

Records CJR 1012: Jazz Ar THe
PHitHARMONIC; WaLTZ FOR PHiL WoODS;
ALTERNATE MASTER; TO Birp WitH LOve; Kim,
When | Close My Eves; THe Lancuace OF
Biue; THe Banp In Heaven; Horalong
Cassioy; My FriEND Picasso; THE RECORD
COLLECTOR.
Personnel: Gelb, piano; Parker, vocals; Gary
Lefebvre, saxophones; Mike Richmond (cuts 2,
4-6), Roy Cumming (1, 7, 8, 10), Paul Rostock
(9), bass; Adam Nussbaum (2, 4-6), Glen Davis
(1, 7, 8, 10), Bob Ventrello (7, 8, 10), drums.

* k Kk *h

KIM PARKER

HAVIN’ MYSELF A TIME—Saul Note SN 1033:
Havin’ Mysetr A Time; Paris Is A LoNELY
Town; A Steerin’ Bee; EveryTHING | LOVE; THE
UNDERDOG; RaiN GO Away; AZURE.
Personnel: Parker, vocals; Kenny Drew, piano;
Mads Vinding, bass; Ed Thigpen, drums.

* k2

There are a lot of good—indeed, excellent—
jazz singers around today, so | cannot say,
“At last, a real jazz singer.” Kim Parker
doesn't necessarily stand out; however, in the
Cadence album the material, the accompa-
niment, and the ambience of the whole pro-
duction definitely sets this one apart from
other recent vocal jazz efforts.

All the music and lyrics are by Larry Gelb,
and in a brief reprinted interview on the
jacket, he informs us that when he moved, in
1979, to Delaware Water Gap, PA, the first
person he met was Kim Parker “ . . . from that
moment on we've had a musical love affair.”
The success of their collaboration is evident
in Kim's total identity with Gelb's somewhat
off-the-wall lyrics. Even when she sings
about My Friend Picasso, it seems that it was
she who was personally acquainted with the
painter.

Although the musicians on this set are not
very well known, the group constitutes a
perfect foil for both the ultra-hip tunes, and
Parker's sure and confident rendition of them.
Lefebvre and Gelb have worked together
before, and the saxophonist contributes
much to the overall picture painted here. Now
and again he can be heard softly harmoniz-
ing or echoing Parker's words, as he does
with his soprano on Picasso; elsewhere his
tenor sax drives home the musical point.

Kim Parker spent the early years of her life
as the adopted daughter of Charlie Parker;
later, after Bird's death, her mother, Chan,
married Phil Woods. This auspicious up-
bringing has obviously left its mark. Probably
exposed to the best jazz around, Kim, while
not necessarily emulating, has timbre and
phrasing sometimes reminiscent of early An-
nie Ross. Later on, in the Soul Note session,
she momentarily shows her allegiance to
another forerunner of jazz vocals, Anita
O'Day.

The Soul Note set is not as exciting. How-



ever, its major credit lies in the impeccable
musicians Parker has chosen for her solo
debut. Kenny Drew is one of the most sensi-
tive and empathetic of pianists extant; Ed
Thigpen ditto with his drums. His brushwork
is subtle yet always appropriate. Mads Vind-
ing turns in some more-than-adequate bass
work. This album is much more straight-
ahead andis, in fact, a“guartet” inasmuch as
each musician (including the vocalist) takes
egual solo space.

My main reservation about this album is
the choice of material. While obscure songs
can be fun to discover, there's not a great deal
of variety here. It comes off as almost a
venture into the pop field rather than an
adventure in jazzdom. Only The Underdog
(written by Al Cohn and Dave Frishberg)
seems completely fitting for Parker's rather
Bohemian, bebop-era voice and delivery.

Nonetheless, both these albums display a
healthy attitude towards the art of jazz sing-
ing. Kim Parker is carrying on a lineage of
great interpreters of both music and words.

—frankie nemko-graham

ROY ELDRIDGE

THE EARLY YEARS—Columbia C2-38033:
Here Comes Cookie; WABASH Stomp (two
takes); FLoripa Stomp; Heckier’s Hor; WHERE
THE Lazy River GOEs By; THAT THING; AFTER
You've GONE; WHAT SHALL | SAY; WHam; A
Bee Gezinot; I'M NoBoDY’s BaBy; GREEN
Eves; Ler Me Orr Uptown; AFTer YOU'vE
GONE; Rockin’ CHAIR; Batt OF FIre; HARLEM
ON PARADE; THE MARINES HYMN; THAT
DRUMMER’S BAND; MASSACHUSETTS MURDER,
He Savs; WarcH Our; Swiss LuLtasy.
Personnel: Eldridge, trumpet; with various
instrumentalists including Scoops Carry, Joe
Eldridge, Dave Young, saxophones; Teddy Cole,
piano; John Collins, guitar; Truck Parham, bass;
Zutty Singleton, drums; Teddy Hill and his
Orchestra; Mildred Bailey and her Orchestra;
Teddy Wilson and his Orchestra; Gene Krupa
and his Orchestra.

* ok ok Kk

ALL THE CATS JOIN IN—MCA 1355: Arter
You've GoNe; | CAN'T Ger StarTeD; LiTTie Jazz
Booaie; AL THE Cars JOIN IN; AIN'T THAT A
SHAmE; Hi Ho TraiLus Boor WHie; TippIN'
Our; Yarp DoG; Les Bounce; Rockin’ CHAIR.
Personnel: Eldridge, Andy Ferretti, Bill
Graham, Jimmy Maxwell, Yank Lawson, Henry
Clay, Elman Wright, Tom Girder, Leroy Hill,
Dave Page, Marion Hazel, Sylvester Lewis,
trumpet; Will Bradley, Ward Silloway, Fred
Ohms, Sandy Watson, George Robinson, John
McConnell, Al Riding, Nat Atkins, trombone;
Ray Eckstrand, Michael Doty, Don Purvance,
Hank Ross, Ed Gregory, Christopher Johnson,
Tom Archia, Al Green, Al Townsend, Ernie
Caceres, Cecil Payne, saxophones; Dave Bow-
man, Buster Harding, piano; Mike Bryan, Lu-
cius Fowler, Napoleon Allen, guitar; Rodney
Richardson, Ted Sturgis, Louis Carrington,
Carol Pruit, bass; Cozy Cole, Melvin Saunders,
Leon Abramson, Earl Phillips, drums.

* K
We jazz writers like to believe our heroes are

Getintothe
action_ .

with GLI

PUMX 7000 Quiet, Professional. Designed to handle all
your mixing needs. Segue between inputs with one
hand control while mixing a third program. Five band
equalizer for achieving sophisticated music balance.
Lets you mix any and all effects devices. Can handle up
to a dozen power amps to provide system expansicn.
Dowhat the prosdo. Get the best selling PMX 7000 by GLI
and get in to the action. Suggested Retal Price $299.00

Specifications
* Phono Input Data:
Signal/noise ratio, better than 70dB below
10mV; Subsonic hiter, 18dB octave below
20Hz, Input impedance, 47X ohm, Maximum
input capability, 220mV at 1KHz
* Auxiliary Input Data:
Signai/noise ratio, 85d8 below 1V; Maximum
input capability, 5V.
* Microphone input Data:
Signal/noise ratio, 75dB below clipping:
Maximum input capability 200mV; (nput—
low impedance, 600 ohms; Tailkover—14dB
program level reduction
* Graphic Equalizer:
Active Bi Fet circuitry: + 12d8 @ 60Hz,
12KHz, + 6dB @ 1KHz.
* Dutput Level Meters:
Dynamic range—20dB to + 3dB, Sensitivity
tor O VU selectable--200mV, 1.25V, 175V,
2.00v
® Program (Line) Qutput Data:
Maximum output capability—10V RMS/10%
ohms:; Slew rate 12V us.
» Signal Processor Loop Output

(Record Qutput):
Typical output {with most program mate-
nal)—300MV
* Headphone Qutput:
500 MW @ 8 ohms,
* Distortion:
IM and THD—Less than 005% (typically
less than .005%)

INTEGRATED SOUND
SYSTEMS, INC.

29-50 Northern Blvd.,

Long Island City, N.Y. 111001
(212) 729 -8400 Telex: 968020
A Subsidiary of The VSC Corp

| ANMDERICATTCHANSICA L ITUSIC

HECORDED (1VE A1 SAN FRAN IS GREAT AMERICAN MESH HALL

I Please send me

copies of Ahnad Jamals
(@ 89,48 each tincludes postage and handling)*

Please charge my MasterCard 7 VISA

Accr. #

Expiration Date

NAME

ADDRES

Ty ~TAT e

*Calbornn resarlenis add 0% cales tas ikl cach

|
|
] SIGNATLRE
|
|

American Classical Music

Check enclosed

SHUBRA PRODUCTIONS 3841 SONMN A HIGHWAY, NAPA, CA 94558 TOT-25T-1072

MARCH 1983 DOWN BEAT 35




CHANGE A
_WINNING

| A BLUEPRINT|
“FOR SUCCESS
-—FEATFURING

 ONCE AGAIN |

' THE VINTAGE |
| PLAYING OF
LEE RITENOUR
AND THE
“SUPERB'

_VOCALS OF |

;ERIC TAGG.
WATCH FOR

RIT/2 NATIONAL |
TO}JR '83.

LEE RITENOUR  Rit/2

\naiuing: “Keep 1 Allve™
Drmamwattin'; “Croes My Hesr™ ‘

,INCLUDES |
cnoss MY HEART.

\

\
|
all SR ©

36 DOWN BEAT MARCH 1983

exceptional people, and one way we sepa-
rate the heroes from the fakers is by honoring
those who never play a solo the same way
twice. We place quite a premium on that.
That's why alternate takes are such prized
finds when they turn up. In addition to being
welcome for their own sake, we like to think
they tell us something about the player. When
solos are different on an alternate, we say
"There! You see. Proof of creativity.” A case in
point is John Chilton’s fine program notes on
Columbia’s Roy Eldridge retrospective span-
ning 1935-49. To wit: "There is scarcely a bar
in the whole piece that is the same as the
original,” he writes of a Rockin’ Chair alter-
nate.” ... Roy’s limitless ingenuity accords a
different set of time values to each phrase.”

As | sat listening to Eldridge and reading
Chilton make the standard argument on alter-
nate takes—an argument | myself have
made many times, by the way—I| suddenly
noticed that Sam Munsiker, the journeyman
reedman and clarinetist in Gene Krupa's
band, seemed to be scoring as many varia-
tions in his solo spots as Roy. It made me
wonder. Maybe we've been kidding our-
selves a bit. Perhaps minor modifications in
an unwritten solo chorus are no more evi-
dence of "limitless” musical genius than vari-
ations in a signature are evidence of extraor-
dinary visual imagination. Musicians,
whether they be in Eldridge’s constellation or
Munsiker's, are human beings, not com-
puters. Where improvisation is concerned, it
seems, forgetfulness is the mother of inven-
tion, not genius.

| don't mean to pull Eldridge down from his
pedestal in the pantheon, mind you; his
ranking is secure. But on this matter of
alternate takes, perhaps they tell us less than
we assume. The 11 alternates in this collec-
tion (only one, Wabash Stomp, is heard
alongside its master take; and a third
Wabash is available on a Franklin Mint set)
are delightful to have. But they shouldn't lead
us to confuse a capacity for spontaneity with
what Chilton calls "limitless ingenuity.” El-
dridge created solos according to certain
basic design principles that didn't change.
They were what Roy's ingenuity was all about,
not the embroidery.

Unfortunately, during his prime years of the
'30s and '40s, Eldridge spread that ingenuity
among several labels, including Decca, Vic-
tor, and various Columbia-affiliated compa-
nies. But the good news is that Columbia has
what are arguably the two greatest perform-
ances of his career—Heckler's Hop and
Rockin' Chair—and both are heard here.
Heckler's Hop in particular condenses every-
thing that made Eidridge so unigue down to
two shattering choruses which will tell you
everything you need to know him—and prob-
ably leave you wanting more.

Given what Columbia had available, there
is little to complain about in this package. An
entire LP (12 cuts, 10 alternates) is devoted to
Eldridge’s work with the Gene Krupa band,
which tends toward a rather stilted staginess.
But Drummer's Band, Green Eyes, and

Rockin' Chair (arranged by Benny Carter, |
learned recently, not Elton Hill) contain su-
perb Roy. After You've Gone, while a dazzler,
is played at a ridiculously fast show-off tempo
that can't possibly swing. Reservations might
also be entertained about some less-than-
first-rate Eldridge with Mildred Bailey and the
absence of his Vocalion sides with Fletcher
Henderson. But then they are available else-
where, and producer Mike Brooks probably
sought a balance of rarity and quality, which
he's generally achieved. This is an excellent
place for the newcomer to start with one of
jazz’ greatest figures.

MCA continues the Eldridge chronicle in a
skimpy single LP offering 10 titles that pick up
the story after the recording ban in 1944,
They are generally very good, although they
add relatively little to the picture of Eldridge
already provided in the Columbia collection.
Because he was in the process of organizing
his own band, part of his recording time was
spent re-doing some of his big numbers with
Krupa under his own name. Thus, we get
another After You've Gone (better than the
Krupa version, not quite up to the 1937 take)
and Rockin’ Chair (as spectacular as ever!).
To these staples he adds another ballad
showcase (/ Can’t Get Started) and a muted
firecracker called Tippin' Out. Although a
certain youthful energy and recklessness
found in his '30s work is replaced by a more
disciplined restraint here, Roy is still in peak
form. Unfortunately MCA did not see fit to
include the pair of Delta Four titles made in
1935. Nevertheless, this is a modest but
highly welcome supplement to the Eldridge
discography. —john mcdonough

UNITED JAZZ +ROCK
ENSEMBLE

LIVE IN BERLIN—Mood 28628:
AUSGESCHLAFEN; RED ROOM; STORYBOARD; Out
Or THe LonG Dark; Freisap Sup; Des’scH Too
MucH; Simpry This; Trans Tanz; ADVENTURES
OrF Warer; SourH INDIAN LINE.

Personnel: Wolfgang Dauner, piano, synthe-
sizer; Charlie Mariano, soprano, alto soxo-
phone; Barbara Thompson, soprano, tenor
saxophone; lan Carr, Ack Van Rooyen, Kenny
Wheeler, trumpet, flugelhorn; Albert Man-
gelsdorff, trombone; Volker Kriegel, guitars;
Eberhard Weber, bass; Jon Hiseman, drums.

* Kk K Kk

This band'’s music isn't nearly as generic as
their name. In fact there's a lot of fire to it. In
addition to quality arranging and an interest-
ing blend of compositions, there is some
stepping out-of-bounds on the four sides.
And sure, if they want to call it the United
Jazz + Rock Ensemble, why not? From the
sound of these live Berlin sets, this group of
Europeans and Americans plays crisp, sym-
pathetic—yeah, united.

Though some of the tunes demand strict
adherence to arrangements, groove songs
like Out Of The Long Dark allow the band to
float freely in the manner of Weather Report.




The ensemble is less musically cute than
Carla Bley's, with more emphasis, perhaps,
on soloing, but there are unexpected twists
too. Guitarist Kriegel's Freibad Sud propels
its melody slow and grand, but finishes in a
rousing and completely uncalled for flourish
of horns. The audience loved it. Barbara
Thompson's Adventures Of Water has the
ambience of Brian Eno’s airport music, with
solos that at times flood the air with sound.
Tempo breaks completely for a lovely piano
solo by Dauner, then builds again as Thomp-
son's soprano wails enticingly. The Man-
gelsdorff tune Des'sch Too Much sounds at
first like West Side Story, with tight kicks
between the rhythm section and brass creat-
ing dissonance and tension. Dauner lopes
and springs over the dark musical
landscape, Mangelsdorff barks out some
peppy trombone chatter, and the group re-

12 KEV 1O
AT CONCeRTs

BY CHUCK MAROHNIC

NEW!

12 Keys To Jazz
Concepts by Chuck
Marohnic (written for
B-flat,
Bass Clef Instruments)

peats the intro licks—only this time they
sound like the Art Ensemble of Chicago. On
South Indian Line, the compressed soprano
sound of Mariano charms snakes over a sitar-
like drone. Weber is given the spotlight for a
bit, and his solo, using bow and fingers, is a
gem. The ensembile horn figures that follow
whisk the tune away in a noisy cacophony.
There isn't a weak link in the band. Drum-
mer Hiseman drives everything well—the
rock tom-tom blasts are as natural as his light
latin grooves, and he spars well with the
horns. Kriegel and Dauner integrate their
electric sounds well, and the three trumpet-
ers are all crackerjacks, as the round and
precise blowing on side three proves. There
aren’'t many bands around of this size that do
it this well, and even with some predictable
moments, this album is overwhelmingly
good. —robin tolleson

from

C, E-flat, and

DAVID “FATHEAD"
NEWMAN

STILL HARD TIMES—Muse MR 5283: SHana;
Busters; OnE FOrR My Basy; TO Love AGAIN;
Sttt HARD Times; PLease SEno ME SOMEONE
To Love.

Personnel: Newman, soprano, alto, tenor sax-
ophone, flute; Hank Crawford, alto saxophone;
Howard Johnson, baritone saxophone; Charlie
Miller, trumpet; Larry Willis, piano; Walter
Booker, bass; Jimmy Cobb, drums; Steve Nel-
son, vibes (cuts 3, 6).

* * Kk %

Reunion sessions seldom measure up to the
dates that first inspire them, especially when,
as in this case, substitute musicians must fill
in for absent members of the initial cast
David "Fathead” Newman won fame with the
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Ray Charles band before launching his own
long-lived recording career, usually typecast
as a jazz-funk saxophonist. Stilf Hard Times,
his second Muse release, was conceived as
a recreation of the Charles ensemble, circa
1960, but of the original personnel, onty Hank
Crawford was available. Nevertheless, the
resulting Newman/Crawford collaboration—
featuring, among others, Howard Johnson,
Walter Booker, and Charlie Miller in place of
Leroy "Hog" Cooper, Edgar Willis, and Mar-
cus Belgrave—not only recaptures the spirit

of past recordings, but actually improves
upon them.

Although the old Charles combo is widely
regarded as a rhythm & blues band that
dabbled in jazz, the reverse is closer to the
truth. Newman in particular, notwithstanding
his early tenure with bluesmen Lowell Fulson
and T-Bone Walker, has consistently adhered
to the hard-bop approach pioneered by
Horace Silver—a blend of bebop, blues, and
gospel influences that was formerly synony-
mous with the term "funk.” Later, as funk

TITLES

ALL OF ME

BILL BAILEY

FLY ME TO THE MOON
HERE'S THAT RAINY DAY
K.C. BLUES

THE MAGIC SHOP

THE PREACHER

SATIN DOLL

SCRAPPLE FROM THE APPLE
SITTIN® HERE

SOME SKUNK FUNK

TAKE THE "A" TRAIN
WE'VE ONLY JUST BEGUN
WHEN |'M SIXTY-FOUR

WHEN THE SAINTS
GO MARCHIN® IN

the ultimate small group experience

COMBO CHARTS

classic tunes for 6-7 players

YARDBIRD SUITE

please send me your
free JAZZ COMBO
brochure

m Kendor Music, Inc.

NN

Main & Grove Sts.
PO Box 278
Delevan, New York 14042

i - e s

38 DOWN BEAT MARCH 1983

® scored for 3 horns
(alto sax or trumpet,
alto or tenor sax,
tenor sax or trombone),
piano, bass, drums, and
optional guitar

® fully-written intro,
first & last choruses

® open space for solos ——
suggested scales for
improvisation provided

® arrangers Phil Woods,
Jeff Holmes, Dick Lieb,
Bob Brookmeyer, Rusty
Dedrick, & Sy Johnson

® available from your
local music supplier,
$10.00-512.00 each

street

state

zip

I
I
i
I
I
city I
I
I
I
I
{

came to be identified with electric instru-
mentation and a disco beat, Newman's
albums were outfitted accordingl