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For years, many of
the world'’s top saxophone
players have regarded the
Selmer (Paris) Mark VI as
the ultimate. And they
were right. Until now.
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the firstc

It's time, once again, to say “Thank you” to
various persons who have, this past year,
demonstrated a “certain added commitment
to contemporary music and education beyond
the motivation of money or job assignment.”

The criteria of choice remains the same:

® Unashamedly subjective and personal.

e No artistic or geographical boundaries.

® One “Thank you” to any individual with-

in a five year period. (In this sixth year
some repeats have been made, which are
indicated by an asterisk.)

There is no material award given to these
good people—just our publicly expressed ap-
preciation.

Please join us in thanking:

James Achersold—author, educator (Indi-
ana U., Southeast), saxophonist—for the qual-
ity of his publications and his innovative di-
rectorship of the Summer Jazz Combo Clinics.

David Baker*—author, cellist, composer,
educator (Indiana U.)—for his sensitive and
moving works and deeds and for setting a pace
that keeps us all steppin’.

Larry Berk*—educator (Berklee College of
Music)—for maintaining a standard of excel-
lence against which contemporary music edu-
cation has to be judged.

Bill Bernardi and Roger Noble—inventors
of the Lyricon—for devoting six long years to
developing a new instrument capable of ex-
ceptional tonal variation without diminishing
the player’s physical involvement.

Leon Breeden—<clarinetist, educator (North
Texas State U.}—for inspiring his students to a
level of protessionalism that led to a Grammy
nomination for a recording of the One
O’Clock Lab Band.

Emmett Chapman—inventor of The Stick—
for giving musicians a genuinely new creative
instrument.

Cliff Colnot—educator (Northwestern U.)}—
for his successful efforts to bring his school
into the mainstream of contemporary music
education.

Manfred Eicher—record producer (ECM)
—for giving contemporary musicians the
freedom and support to most fully express
their talents.

Tom Ferguson*—educator (Memphis State
U.), jazz pianist—for subscribing to the prin-
ciple that jazz education cannot be static or
restrictively academic.

Ella Fitzgerald—singer—for those beautitul
ballads . . . and 40 years of constant pleasure.

Von Freeman—Chicago tenor saxophonist
—for playing so creatively, albeit anonymous-
ly, for lo these many years.

Mel Fuhrman and John Snyder —for their
desire and well-executed etforts to establish
an important jazz label—Horizon Records.

Dizzy Gillespie—composer, teacher, trum-
pet player—for continuing to give us all les-
sons in the essence of jazz performance.

Norman Granz*—jazz entrepreneur and
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record producer (Pablo)}—for, once again,
providing a well-lighted stage for the Jazz-at-
the-Philharmonic stock company.

Dick Grove*—arranger, author, educator—
for assembling one helluva group of juzz
teachers in his Los Angeles Music Work-
shops.

John Hammond*—jazz entrepreneur and
record producer (Columbia)}—for encourag-
ing Bill Watrous, bringing back Helen Humes.
and staying on the scene despite ofticial “re-
tirement.”

Joe Henderson—clinician, saxophonist-
leader—for never saying no to anyone who
wants to learn.

Thad Jones*—arranger-composer, educator
(Jersey City State C.), leader, trumpet player
—for touching so many lives with his unas-
suming personality and towering talent.

Rahsaan Roland Kirk*—composer, multi-
instrumentalist—for exercising an indomit-
able will to overcome.

Arnie Lawrence—arranger, clinician, reed
player—for an unbridled enthusiasm matched
with taste and musicianship.

Rich Matteson*—arranger, educator (North
Texas State U.), lower brass player—for con-
stantly living up to Harvey Phillip’s billing of
him as the “world’s best jazz tuba player.”

Marian McPartland—author. clinician,
pianist, record producer (Halcyon)—for
turning all that energy to good and proper use.

Monk Montgomery—author, educator (U.
of Nevada-Las Vegas), clectric bassist—for
making jazz grow and flourish in the night soil
of Gomorrah.

Boh Moog—inventor—for never losing
sight of an instrument’s only purpose: the pro-
duction of music by a live musician.

Phil Moore—arranger-composer, leader,
producer, teacher, vocal coach—for chasing
away the shadows and returning to a full and
vigorously creative life.

Oscar Peterson—pianist, teacher—for an
unshakeable musical integrity tfor which he
answers only to himself.

Rufus Reid—author, bassist, teacher—for
his serious and dedicated approach to his in-
strument, his music, and his career. (Look out,
New York!)

Sonny Rollins—tenor saxophonist—for
whatever has given him the peace and tran-
quility to play such moving music.

Ed Soph—clinician, drummer—{for tasteful,
imaginative playing and teaching in any situa-
tion he is placed.

Wayne Shorter—composer, leader, saxo-
phonist—for quietly, and so surely becoming
a major force in jazz and an inspiration to
young players.

“Soundstage™ producers, Elliot Wald and
Ken Ehrlich, for their excellent jazz presenta-
tions on public TV.

Clark Terry*—clinician, leader, singer,
trumpet player—for smilin’ through no matter
how long the hour.

S

Bill Watrous—<clinician, trombone player—
for all the countless hours of hard work it took
to be #1.

Phil Wilson*—arranger-composer, educa-
tor (New England Conservatory), trombonist-
—for that irrepressible joy that shows in his
playing and writing.

1970-74

Bill Abernathy, Cannonball Adderley,
Chris Albertson, Association for the Ad-
vancement of Creative Musicians (Muhal
Richard Abrams, Lester Bowie, Anthony
Braxton, Pete Cosey, Joseph Jarman, Roscoe
Mitchell, Don Moye, and Leo Smith), Dan
Bacin, Buddy Baker, David Baker, Whitney
Balliett, Count Basie, Dave Baskerville, Alvin
Batiste, Ed Beach, Louie Bellson, Joachim
Berendt, Larry Berk, Eubie Blake, Ran Blake,
Gary Burton, Billy Byers, Donald Byrd, John
Carrico, Johnny Carson, the Caterinos (Mike,
Rosemary, and Sonny), Benny Carter, Jim
Coftin, Al Cohn, Jerry Coker, Ornette Cole-
man, Charles Colin, Eddie Condon, Willis
Conover, Chick Corea, Dom & Sam Cos-
tanzo, and Dick & Robin Crest.

Clive Davis, Nathan Davis, Richard Davis,
Alan Dawson, Art Dedrick. Clem DcRosa,
Bill Dobbins, Joel Dorn. Roy Eldridge,
Nesuhi Ertegun, Gil Evans, Leslie Evans,
Maynard Ferguson, Tom Ferguson, Colleen
Forster, Bill Fowier, Milt Gabler, Leonard
Garment, John Garvey, John G. Genesel, Stan
Getz, Dick Gibson, Benny Goodman, Dexter
Gordon, Bill Graham, Norman Granz, Bunky
Green, and Dick Grove.

Gene Hall, John Hammond, Nancy Hanks,
Joe Hebert, Woody Herman, Larry Hiller,
Earl Hines, Lena Horne, Chuck Isracls, Milt
Jackson, Keith Jarrett, Raoul Jerome, J. J.
Johnson, Quincy Jones, Thad Jones, Orrin
Keepnews, Stan Kenton, Rhasaan Roland
Kirk, Joe Kuzmich, Ernest Lampkins, John
LaPorta, Bill Lee, Hank Levy, and George
London, Bruce Lundvall, and Don Lupp.

Earl McGhee, Ladd Mclntosh, Lena
McLin, Larry McVey, Teo Macero, Henry
Mancini, Chuck Mangione, Charlie Mariano,
Lou Marini, Jr. & Sr., Rich Matteson, Don
Minaglia, Charles Mingus, Ken Morris, Dan
Morgenstern, Bob Morsch, Gerry Mulligan,
Ralph Mutchler, Oliver Nelson, Joe Newman,
Claude Nobs, Father Norman O’Connor, Joe
Pass, Roger Pemberton, Art Pepper, Jack
Peterson, The Pharaohs, Harvey Phillips,
Herb Pomeroy, George Pritchett, Max Roach,
George Russell, and Bill Russo.

Russ Sanjek, Don Schlitten, Gunther Schul-
ler, Tom Scott, Joe Segal. Doc Scverinsen,
Bobby Shad, Bob Share, Ed Shaughnessy,
Wayne Shorter, George Simon, Evan Solat,
Dom Spera, Dave Sporny, Lanny Steele,
Supersax, Billy Taylor, Creed Taylor, Clark
Terry, Jim Terry, Bob Thiele, Joe Venuti, Joe
Viola, Chartes Walton, Sadao Watanabe,
George Wein, Pete Welding, Jack Wheaton,
Wichita Jazz Festival, Martin Williams, Pat
Williams, Phil Wilson, George Wiskirchen,
WKCR-FM, Herb Wong, Phil Woods, Ray
Wright, Frank Zappa. and Saul Zaentz. db
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Fusion Music Essentials
A 35-Album Guide To Music Of The ’70s

Just what the hell are we fusing, anyway?
David Liebman, a musically ard verbally
articulate saxophonist, made a simple, sig-
nificant observation on music and writing in
a recent set of LP liner notes: “To me, it
seems important to be straight ahead about
your thoughts and feelings ... what one
comes up with doesn’t necessarily need a title
or category; that’s for other people to do
(audience, critics, contemporaries, etc.). It's
simply ‘My Feelings About So and So .. ."”
In other words, the artist plays first—his per-
sonal feelings—and then everybody else talks
about it, calls it names, and so forth.

Writers use words, sometimes to generalize
about a multiplicity of individual approaches
to expression that may have some kind of
conceptual common ground. These general
terms are categories, and they get everyone
into a lot of trouble.

In the mid-'60s, musicians on both sides of
the fence that divided jazz and rock began to
crossover. They were looking for a few
things, among them fresh stylistic ideas, a
broader palette of musical colors, elements
that would enable more people to identify
with their music, and more money. The pun-
dits warmed up their typewriters. “Jazz-rock”
was the first and crudest category to be
spewed forth, simply denoting the cross-
breeding of the two forms. This term was ren-
dered obsolete as soon as musicians began to
employ more than those elements in the crea-
tion of their individual styles. And while
some facetious observers got their kicks by
stringing long series of the combined forms
together with hyphens (I once read a review
of Richie Havens' Something Else Again that
described “the stunning jazz-rock-folk-raga-
blues-gospel-American Indian chant” of the
singer), it was clear that a more generally de-
scriptive category would be necessary for in-
telligent discussion.

Ralph Gleason, in his unabashedly enthu-
siastic way, kept hyping “contemporary mu-
sic,” and when finally asked what he meant
by the phrase, replied to the effect that it was
any music that one was apt to hear today.
down beat found it useful to change its mast-
head logo to *“The Contemporary Music
Magazine.” Gleason and down beat made
their particular points well, considering that
they were and are both involved in covering
the widest possible range of music being
made today. But “contemporary music” is
too broad a category for our particular dis-
cussion: it refers to Bob Dylan, Herbie Han-
cock, the Art Ensemble of Chicago, Dizzy
Gillespie, the Eagles, Olivia Newton-John,
even Disco-Tex and the Sex-O-Lettes. The
term does not referentially limit itself to the
hybridization of musical forms as one of the
processes by which a unique musical identity
is formed—in fact, “contemporary music”
doesn't limit itself to anything, and for down
beat’s and Gleason’s purposes, it wasn’t sup-
posed to.
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Two other terms come to mind: “cross-
over” and “‘fusion.” The former, however, has
a specifically industry-oriented meaning,
usually signifying an artist’s or record’s abil-
ity to sell well in two or three marketing
areas, such as country, rock, easy listening,
jazz, etc.

So I'm opting for “fusion music.” Webster's
will supply the reason: ‘‘a merging of diverse
elements into a unified whole.” This defini-
tion effectively correlates with our desire to
find a term that will describe a process by
which various musical styles and other ele-
ments are mixed together by an artist. The
artist's personal consciousness, plus the skill
and honesty with which he manipulates his
tools to express the creative workings of that
consciousness, will together form the “‘uni-
fied whole™ of the Webster's definition. For
the purposes of our review of the essential fu-
sion music LPs, that unified whole must also
be reflective of a non-imitative, unique musi-
cal identity.

Of course, it may be effectively argued that
virtually all jazz and rock—and, for that mat-
ter, most forms of Western music—can be
called fusion music, because they re-work
music of the existing tradition with fresh sty-
listic approaches, new ways of hearing, and
so forth. Yet it seems that the fusion music we
are discussing in the following LPs is much
more self-conscious in its mixing of elements,
and to that extent much more obvious. It’s
one thing, for instance, to talk about the in-
fluence of Bartok and the blues on the music
of Charlie Parker and quite another to dis-
cuss the attempts of Gunther Schuller and the
Modern Jazz Quartet at a jazz-classical fu-
sion, one of the earliest tries at creating such a
hybrid.

Similarly, it should be obvious by now that
though the Band mixes country music and
rhythm and blues (with dashes of jazz and old
popular song), what it does is firmly within
the rock 'n roll tradition: whereas the early
Byrds, for example, uniting rock, raga, Col-
trane, and electronic music in tunes like Eight
Miles High, could be described as embryo fu-
sion artists because of the degree to which
their music did not sound strictly like any of
the forms they were combining.

I mention these examples because, though
this survey deals almost exclusively with mu-
sic of the '70s (two albums from '69 are in-
cluded in the first section), the fusion events
of the past half-decade were certainly not
without precedent. From the rock side, one
must also contend with this pre-1970 list if
one wishes to gain a thorough understanding
of this broadest possible range of fusions
being developed: Byrds, Jimi Hendrix, Bea-
tles, Paul Butterfield (East/West especially),
early Sly Stone (up to and including Stand!),
Mothers of Invention, Spirit, Traffic, Cream,
Captain Beefheart, Blues Project, Blood,
Sweat and Tears, Pink Floyd, Electric Flag
—just for openers.

And on the jazz side: Miles Davis’ Filles De
Kilimanjaro and In A Silent Way, Gary

Burton, Charles Lloyd, Art Ensemble of Chi-
cago, Eddie Harris, Coltrane, Modern Jazz
Quartet, Sun Ra, Jeremy Steig—that list goes
on a bit longer too.

But fusion music didn’t become the domi-
nant path-of-many-paths until the *70s. Vir-
tually all of the organically sound, important
music in this loose genre has appeared in our
yet-unfinished decade. Our territory (broader
than you might think) now defined, let’s ex-
plore its vinyl realm. Not a complete essen-
tial discography of the years 1970-75 (there
have been, after all, significant mainstream
jazz and rock albums released that we won’t
discuss), call it instead a discography in
progress. All of the artists discussed here may
still have their best work yet within them.
Nor are all these discs five-star quality—
though I'd rate none of them below three.
They are, however, mandatory listening for
anyone who wants to find out where the van-
guard of contemporary music is headed in the
years to come.

BREW BOILING

Tony Williams Lifetime, Emergency!
(Polydor 25-3001)

Miles Davis, Bitches Brew (Columbia PG-
26)

Frank Zappa, Hot Rats (Warner/Bizarre
RS-6356)

The 1968 release of In A Silent Way by
Miles Davis instigated new directions for the
trumpeter and broke up one of the most suc-
cessful small groups in modern jazz history.
Though saxophonist Wayne Shorter was to
stay on a bit longer, Herbie Hancock, Ron
Carter, and Tony Williams had all left Miles’
payroll by the turn of the decade. Getting his
cues more from Hendrix and Cream than
Davis, Williams, one of the significant per-
cussionists of the '60s, took a raw, radically
primitive first step with his new trio,
Lifetime.

The band included organist Larry Young
and a wild young British whirlwind named
John McLaughlin on guitar. Their first and
finest album, the two-disc Emergency! was
crudely recorded: but the technical unsophis-
tication oddly enhanced the peculiar power
of Tony's weirdling vocals and explosive
polyrhythms (which never take a background
role in four sides of unrelenting music).
Young's unearthly organ pyrotechnics pre-
sented the only unique style on the instru-
ment since Jimmy Smith, and the unbeliev-
able six-string sataris of McLaughlin showed
all his beautiful rough edges yet unhoned.

Williams added bassist Jack Bruce to the
ensemble shortly after this recording was re-
leased, but Lifetime’s second LP never
matched the group's in-person magnifi-

cence. And subsequent editions of Williams’
band left much to be desired (as did their re-
spective discs), though the percussion master
currently shows signs of returning to top
form. Nonetheless, there's no denying that
Tony was a main inspiration for a generation
of new, up-front, young drumming lions, in-




JACK SCHRIER

cluding Billy Cobham, Eric Gravatt, and
even Jack DelJohnette. Loud, impolite, nasty,
and difficult, the music of Emergency! set a
level of sonic energy only rarely reached in
subsequent years, by any group.

Meanwhile, Miles Davis himselt was de-
veloping the manifesto of the new electric
jazz fusion. If Silent Way had pointed in the
new direction. Birches Brew showed that Da-
vis had arrived at his destination—post-
Daliesque cover and all—echoplexed, over-
dubbed. and outerspaced.

In contrast to the stark, screaming fire mu-
sic of Lifetime, Miles was still very much the
cool cat while he constructed his eerily shift-
ing multi-layers of electric keyboards and
percussion. All the instruments sound as if
they're phasing in and out of various planes
of existence: like a character in a Michael
Moorcock novel, the listener becomes aware
of constantly unfolding new dimensions that
are revealed, then just as quickly disappear.

both rock and jazz (as well as ‘‘classical”
heavies like the L.A. Symphony’s Zubin
Mehta) had their ears glued to Frank's latest
records, especially when, with Uncle Meat,
more of the comedy began to get cut out.
In late '69. Zappa issued Hor Rats under
his own name. The album was effectively all
instrumental (Captain Beetheart has a brief
blues vocal on the infamous Willie The Pimp)
and featured the jazz based, wah-wah guitar
of Zappa against advanced blues-rock sets of
changes laid down by some of L.A.’s most
able jazz men: Max Bennett, John Guerin,
Sugarcane Harris—plus a guest appearance
by violinist Jean-Luc Ponty, whose career
was to be intertwined with Zappa’'s steadily
over the next three years or so.
Unencumbered by silly lyrics put across by
even more outrageous vocal stylings, cynical
listeners could hear Zappa’s musicianship un-
fettered by clowning. Even more instrument-
al music was waxed on subsequent

Tony Williams Lifetime: Young, Williams, McLaughlin

Yet, as many critics have pointed out, it was
the same Miles of E.S.P. and Nefertiti who
took the horn solos: only the background had
changed. And there are echoes in this Brew
that resonate even further back in time:
Davis’ Spanish affections, for example.

It is generally true that jazz has required a
charismatic figure who spans one or more of
its periods to give credibility to its new move-
ments. Coleman Hawkins and John Coitrane
fulfilled this role in the past, and so. of
course. has Miles. With Birches Brew, people
had to listen and respect. even if they
couldn’t dig.

On the rock side, composer-guitarist Frank
Zappa had been establishing a somewhat
confusing reputation for five years as the
leader of the Mothers of Invention. Often re-
viewed as a comedy act rather than a musical
one, the Mothers were also pretty much the
scourge of rock critics who dismissed Zappa
as a facile pasticheur. But serious musicians in

LPs by the Mothers, and by a couple of years
later. Frank had greatly influenced younger
composers like ex-Mother George Duke,
Barry Miles, Keith Emerson, and Ponty him-
self. More recently, however, Zappa has ex-
hibited a marked return to screwball humor
of a trollish. kinky variety, and a slicker in-
strumental sound. Album sales are higher,
too; but the interest of those who “knew Zap-
pa when” seems to be flagging.

DESTINATION: OUT

Miies Davis, Live Evil (Columbia CG
30954)

The Fourth Way, Werwolf (Harvest/Capitol
ST 666)

Herbie Hancock, Crossings (Warner Bros.
2617)

Weather Report, Mysierious Traveller
(Columbia KC 32494)

Bitches Brew generated shock waves that
still ripple through modern music, but in

1970, the year of its release, the impact was
truly staggering. The possibilities of electric
music began to be explored in the wildest
ways, most often in the freest of forms.

Miles’ Fillmore Band grew out of the Birch-
es Brew sessions, but some substantial muta-
tions were introduced during the music’s ges-
tation. It was the Davis ensemble that first
invaded Bill Graham’s now-defunct rock
temples, East and West. The Fillmore Band
generally included: Keith Jarrett and Chick
Corea, keyboards: Gary Bartz, soprano and
tenor saxes: Michael Henderson or David
Holland, bass: Jack DelJohnette. drums: and
Airto Moreira. percussion. This is the group,
with considerable studio augmentation, that
appears on Live/Evil

For one thing, rhythm—and beyond that,
the music of percussion—took a much more
significant role than had been lately heard in
Miles' electric music. DelJohnette and
Moreira are both up-front, unpredictable per-
cussionists who dislike mere time-keeping
with only occasional variation. They impro-
vise explosively, constantly, leaving the bass
to take the anchoring position. After ex-
Motowner Michae! Henderson stepped in for
Holland, the bass-as-foundation approach
was consolidated absolutely.

The increase in rhythmic variety caused the
entire texture of the band’s music to become
more jagged and abrasive, less undulating and
seductive. The Fillmore Band took on the
quality of a sunstorm, shooting incandescent
jets as high as they would go in a nearly malev-
olent environment of creative anarchy. Yet
this was a band playing music ironically more
disturbing for its cohesiveness: these guys
know what they’re doing, and that makes it
all the more scary.

Though Miles’ stock with the rock 'n roli-
ers rose markedly in the first halt of the
decade, most of his concepts have been too
disturbing for the master to enjoy the great
popularity that some of his former employees
have sampied during these five years. In
1971, goaded somewhat by the “commercial
potential™ instincts of (then) Columbia Rec-
ords boss Clive Davis, one group ot these mu-
sicians was gathered. Wayne Shorter and Air-
to Moreira had worked for Miles in his
groups, Joe Zawinul and Miroslav Vitous had
recorded with him. With Alphonse Mouzon
on drums, Weather Report was formed. It has
become, after five years and numerous per-
sonnel changes, one of the two or three most
popular electric fusion bands, and maybe the
most musically important.

In essence, Weather Report’s greatness lies
in its total musical catholicity, strictly fil-
tered through the strong egos and concepts of
its two constants, Joe Zawinul and Wayne
Shorter. Everything is grist for their musical
mill, yet each element is chosen so carefully
and is so properly placed that there is little
wretched excess to be heard. Weather Report
is a clean machine, with some of the most
creatively original melodies to be heard in
electronically based fusion music.

Each of the group’s records is worth own-
ing, but perhaps 1974’s Mysterious Traveller
is the best of an exceptional lot. One gets a
chance to hear both past and present bass
guitar styles fit into the group’s music. those
of Vitous and Alphonso Johnson. Zawinul’s
keyboard system is utterly orchestral in
scope, embellishing melody lines of simple
elegance. Wayne Shorter’s soprano is dry and
spare; his style represents the first new direc-
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tion for the instrument after a wave of Col-
trane imitators. Actually, the stunning nature
of the music recorded here is best represented
by its beautiful titles, which not only reflect
the cosmopolitan qualities (American Tango,
Nubian Sundance) but also some of the bril-
liant colors and images that Weather Report
is capable of evoking (Blackthorn Rose, Cu-
cumber Slumber, Scarlet Woman).

In the San Francisco Bay Area, four alumni
of the John Handy and Charles Lloyd groups
formed one of the most inspired early elec-
tronic ensembles, The Fourth Way. Their
second LP, Werwolf, documents a controver-
sial performance given at the 1970 Montreux
Jazz Festival. Keyboardist Mike Nock sport-
ed one of the most impressive arrays of syn-
thesizers, ring modulators, etc., that had yet
been seen in the new music, and on this date
showed not the slightest reticence to stretch
their sonic possibilities to the furthest limits
of white noise. Instead of a guitarist, the band
featured violinist Michael White on his am-
plified axe, also no slouch when it came to ef-
fective distortion and extension of the instru-
ment’s sound. Bass guitarist Ron McClure
and drummer Eddie Marshall contributed a
complex pulse. This all-too-short-lived group
was also the first to transfer many of the har-
monic-melodic concepts of John Coltrane’s
classic quartet directly to the electric format,
Nock carrying much McCoy Tyner to his ap-
proach, and White sharing Jean-Luc Ponty’s
fascination with Trane’s ideas as they might
be applied to the stringed instrument. Poor
packaging and marketing by the record label
(Harvest was a division of Capitol) prevented
the Fourth Way from attaining the overall in-
fluence they should have had.

Priester, trumpeter Eddie Henderson, and
reedman Bennie Maupin, Hancock had a full
front line of unique soloists, each of whom
well understood the demands of both musical
freedom and electric music. They solo on this
LP with imagination and a most human in-
tensity and gut-level impact, oftering an ef-
fectively earthbound contrast to Hancock
and Gleeson’s sci-fi flights. Tempestuous,
polyrhythmic drumming and steady bass,
courtesy of Billy Hart and Buster Williams,
were both in keeping with the rhythmic pre-
cepts of Miles’ Fillmore Band, with Williams
occasionally introducing a funky edge. Call it
a seed that would later blossom fully in Han-
cock’s music (though not nurtured by Buster),
making Herbie one of the most popular black
instrumentalists in history.

JAZZ: THE ROCK DIMENSION

Mahavishnu Orchestra, The Inner Mounting
Flame (Columbia KC 31067)

Chick Corea/Return To Forever, Where
Have I Known You Before? (Polydor 6509)

The blinding speed and precocious musical
talent ot John McLaughlin was much too ex-
plosive to be contained in anyone's group for
very long. Guitar freaks have always sought
out and exalted the one figure whom
they believe to be the Fastest Gun In
The West, and McLaughlin was a logical
choice: with his rock-fed high volume and
jazz-bred improvisatory complexity. the Brit-
isher had developed the first unique fusion
guitar style since Jimi Hendrix’ death. Mc-
Laughlin’s approach was composed of equal
parts of Coltrane, Eastern music, and the
“heavy metal” rock pioneered by Led Zep-
pelin’s Jimmy Page. John's electric playing

Wayne Shorter

It was also in the Bay Area that Herbie
Hancock found most of the musicians who
were to form the ensemble he first led upon
leaving Miles Davis. It was a stunning ag-
gregation of young talent that many believe
to be the best electric jazz group ever to play.
Likewise, Crossings has often been declared
to be perhaps the finest LP in the sub-genre
of free-form electronic improvised music. It
certainly was the best fechnically recorded ex-
ample of its kind up to that point (1972), a
multileveled, multiple-tracked extravaganza
that some critics viewed as the form’s absurd
extreme. But few could deny the throbbing
rainbow of Crossings’ coloristic spectrum,
created primarily by Hancock’s battery of
keyboards and the synthesizer programming
of Dr. Patrick Gleeson. In trombonist Julian
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was also counterbalanced in performance by
classical guitar work of Segovia-like sen-
sitivity and dexterity.

When the time came for McLaughlin to
form his own group, he also received help
from Clive Davis’ a&r department at Colum-
bia Records. Two of Columbia's rock acts
had folded: both had featured technically
spectacular instrumental virtuosos with great
crossover potential. From Dreams, the New
York jazz-rock band led by Randy and Mi-
chael Brecker, came drummer Billy Cobham,
a dazzlingly snappy percussionist of seemingly
inexhaustible, athletic energy and versatile
chops. From the Flock, a pseudo-psychedelic
Chicago rock band, came violinist Jerry Good-
man, classically trained and possessed of a
sweeter. more broadly romantic sound than

Miles Davis
either Ponty or Michael White.

Czech keyboardist Jan Hammer and En
glish bassist Rick Laird were added to this
triumverate of Cobham. Goodman, and Mc-
Laughlin: and, couched in the mystic, spirit-
ua! trappings of McLaughlin’s new guru, Sri
Chinmoy. the Mahavishnu Orchestra was
formed. Their first and best record, The Inner
Mounting Flame, had as much impact on elec-
tric music as the Hendrix recordings or Bitch-
es Brew.

This was the first tusion band that seemed
to be coming more from rock than from jazz,
and only the second (preceded by Lifetime)
that did not use Miles Davis as a direct influ-
ence. The Orchestra had no reservations
about puiling out their chops all the way from
note one, and frenziec series of three-way
trade offs between McLaughiin, Goodman,
and Hammer's synthesizer soon became a
Mahavishnu trademark. The Orchestra’s mu-
sic was also marked by rapid dynamic shifts,
clipped phrases ended by bending notes, and
ear-shattering volume: but it was the instru-
mental proficiency of the principals that im-
pressed the listener the most. Such a band of
superstars could not last long, however, and
the Makavishnu Orchestra nova-ed out after
two years and threc albums, leaving a sound
that still shows traces in electric bands today,
having been rendered nearly a cliché at this
point.

After his stay with the Miles Davis Fill-
more Band, Chick Corea went through a rela-
tively rapid series of changes, from a musical-
ly difficult and successful collaboration in
the group Circle with Anthony Braxton, to a
bright, Brazilian-styled combo (the first Re-
turn To Forever. see below), and tinally to a
primarily hard rock concept in the second
edition of RTF.

This quartet began very much in the Maha-
vishnu mold, chiefly because Bill Connors,
Corea’s first guitarist, sounded virtually like a
carbon copy of McLaughlin. But Chick is a
better composer than McLaughlin—indeed,
he has written more unforgettable tunes in
the "70s than anyone except Stevie Wonder
—and RTF began with a melodic strength
that the Mahavishnu Orchestra never en-
joyed. By the release of Where Have I Known
You Befare, RTF’s second LP, Connors had
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been replaced by young Al DiMeola, a more
restrained player who employs less radical
instrumental distortion. The solo balance of
the ensemble thus shifted to Corea and bass
guitarist Stanley Clarke.

Return To Forever 11 moved away from the
pure, simple, Latin melodies of its predeces-
sor group, into a more complex composition-
al approach that is at once more ambitious
and currently less consistently satisfactory. In
effect, Corea and Clarke have come up with a
jazz-electric version of Emerson, Lake and
Palmer; at times it's difficult to tell where
profundity has died and bombast has set in.
Chick Corea does, however, have that unflag-
ging melodic sense which generally keeps the
interest level up. Moreover, he gets a bright-
er, clearer, more human tone from his elec-
tric keyboards than anyone currently active.
The combination of infallible melodic con-
trol and exquisite taste in keyboard sound
helps Chick keep the band out of cliché trou-
ble. Where Have I Known You Before, as a
matter of fact, is virtually cliché-free, rather
difficult when one is dealing with music of
this kind that has proven to be this popular.

The Mahavishou Orchestra
« John Mcl
The Inner Mounting Flame
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BEYOND BOSSA

Chick Corea, Return To Forever (ECM/
Polydor 1022)

Chick Corea, Light As A Feather (Polydor
5525)

Airto, Fingers (CTI 6028)

Gato Barbieri, Under Fire (Flying Dutch-
man/RCA 10156)

Wayne Shorter, Native Dancer (Columbia
PC 33418)

The fondness of many jazz musicians for
Latin sounds and rhythms over the years is
clear: bop had its Chano Pozo and Machito:
Miles sketched Spain in the '50s: Getz and
his latter-day cool schoolers bossa-ed with
Jobim and Gilberto: the contemporary big
bands were charted many times by Chico
O’Farrill. And when Miles went in search of
more rhythms and percussive effects to bring
his Fillmore Band to the boiling point, he
looked to Brazil in the person of Airto Mor-
eira, The man with the little instruments
figures in each of the above listed LPs, and
made literally hundreds more of fusion and
jazz dates during the early '70s.

After stints with Miles and Cannonball
Adderley, Airto hooked up in 1972 with
Chick Corea, who was looking to simplify his
approach in order to reach a wider audience
that would have been baftled by his excur-
sions with Braxton and Circle. Airto brought
his wife, vocalist Flora Purim, into the band:
the versatile young bassist Stanley Clarke

joined up too, as did the somewhat older but
no less capable reedman Joe Farrell. Corea
chose an unpretentious, Latin inflected for-
mat for his new compositions, and the result
was a book of the most memorable tunes
heard in modern jazz for some time. The ap-
peal to all facets of the jazz audience, main-
stream to fusion, was nearly universal, and
many were severely disappointed when Chick
disbanded the group, opting for the heavy
electric style discussed above.

Both the ECM and Polydor discs are essen-
tial, the former featuring the exquisite La
Fiesta and generally more extensive improvi-
sation, the latter with an abundance of the
best tunes and the charming vocals of Flora
Purim. But it’s the melodies that tell the story
on both discs, along with the subtle rhythms
fueled by Airto—a welcome change from the
electronic sturm und drang that was the norm.

Undaunted by Corea’s abrupt switch to
harder rock concepts, Airto continued to
work diverse sessions and record on his own,
eventually forming his first group, Fingers.
The band’s name also served as the title of
the percussionist’s fourth solo LP.

Airto’s table-full of diversely exotic per-
cussion instruments added an inexhaustible
set of musical punctuation marks for the tex-
tural enhancement of new fusion musical
forms. His indomitable presence led Weather
Report, Herbie Hancock, Keith Jarrett, and
even McCoy Tyner to hire other such musi-
cians in both Brazilian and African style for
their groups. He further expanded the percus-
sionist’s role. But perhaps even more impor-
tantly, on Fingers and his two subsequent
LPs, Airto demonstrated an organic coupling
of rhythm and melody in the total musical
approach of his groups. Previously, most fu-
sion bands had layered their sounds, general-
ly establishing a rhythmic/harmonic ostinato
on bass or percussion as the foundation over
which other elements of apparently greater
complexity were superimposed. But the base
was still simple. Airto employed more di-
verse changes, all dictated by the complex
rhythmic shifts and colors implicit in his solo
percussion work. No other element of the
music is inseparable from Airto’s rhythm.

Gato Barbieri

J. L. VARTOOGIAN

Fingers enjoys the tightest musicianship of
any of Airto’s LPs, though it is not perhaps as
exciting as the following Virgin Land or as
roots-revealing as Jdentity, his most recent
record. The total musical concept of Fingers,
however, is the most coherent: the tunes are
the most flexible and interesting as a whole,
the instrumental colors are richer, and the
project avoids pretentiousness altogether.

Airto also appears, though in a less promi-
nent role, on two of the other important
Latin fusions of the '70s so far. It is difficult
to pick a “best” album by the Argentinian
tenor saxist Gato Barbieri, because so many
of them are similar. But Under Fire strikes me
as the most representative of his pre-Impulse
sessions, those recent discs that have Gato
more directly confronting his roots in Latin
music. Prior to this, Flying Dutchman’s Bob
Thiele teamed Gato with some of Manhat-
tan’s most able young jazzmen (Stanley
Clarke, Lonnie Liston Smith, John Aber-
crombie) for several recordings that show-
cased the Argentinian’s raw, broadly roman-
tic tone in musical settings that were simul-
taneously involved with Trane and Pharoah

Chick Corea

Sanders, tango music of the Pampas, and Bra-
zilian metric inflections. Barbieri, chiefly due
to his composition of the score to Last Tango
In Paris, enjoys considerable commercial suc-
cess these days, without having changed too
much of his musical style the past few years.
However, his first record for Flying Dutch-
man, The Third World, is also worth checking
out. It’s a more collectively improvised date
with some of the premier “free jazz” players
of the ’60s.

The Brazilian bug bit Wayne Shorter hard
enough for him to make his first solo album
since joining Weather Report in 1971. Narive
Dancer was the result of a collaboration with
Brazilian vocalist-composer Milton Nasci-
mento. Shorter’s minimalist conception of
the soprano sax contrasts well with the lush-
ness of the backgrounds, in addition to sing-
ing the plainly beautiful melodies with heart-
breaking eloquence. A subtler fusion of
American jazz harmonies and instrumental
concepts with Brazil's earthy melodies and
peculiar rhythms, but one no less attractive
than the others.

STRATUSPHUNK

Billy Cobham, Toral Eclipse (Atlantic
18121)

Herbie Hancock, Headhunters (Columbia
KC 32371)
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Miles Davis, Ger Up With It (Columbia KC
33236)

Jazz and electronics had proved in their
mating to have somewhat more commercial
potential than jazz had had alone, but most of
the stuff being issued was still too far out for
the really big record sales. The soul pro-
ducers, always hip to what was going on in
jazz, had taken quite a few cues from Miles,
Weather Report, Corea, and the rest, and
thus significant strides had been made in the
instrumental—if not the total musical—so-
phistication of soul music. The new *progres-
sive soul” of Stevie Wonder and Marvin Gaye
(see below), Tower of Power, and Earth, Wind
and Fire was beginning to make a killing in
both black and hipper white markets with a
formula of a little space and a lot of funk.
Meanwhile, many of the crossover jazz art-
ists, still looking for more bucks and a bigger
audience, were getting the message: tip the
cosmic balance back towards earth.

Even before the Mahavishnu Orchestra dis-
banded, Billy Cobham had recorded a solo
disc, Spectirum, and much to everyone’s sur-
prise, found it climbing higher on the charts
than any McLaughlin album had gone. Cob-
ham took the cue and assembled a band of his
own that performed sporadically and re-
corded four times in about 18 months.

Cobham primarily drew his personnel from
Dreams, the disbanded outfit from which
Billy had made the jump to McLaughlin a
couple of years earlier. The incomparable
Breckers—Randy (trumpet) and Michael
(tenor)—took the front line, along with Gar-
nett Brown or Glenn Ferris on trombone.
Another ex-Dreamer, John Abercrombie,
contributed searing guitar. A Bulgarian com-
poser-pianist formerly with Don Ellis, Mil-
cho Leviev, added weight to the band’s book;
and Alex Blake was the able bassist.

Critic Neil Tesser and a few others have
pointed out the similarities of Cobham’s to
Art Blakey's approach in his “little big
band,” the Jazz Messengers. Billy’s band was
funky and hard-blowing, with a glib, rock-
soul backbeat provided by the leader, the
kind he does best. Drive, energy, and a bit
more dynamic variety than one heard from
the band in live performance are all to be
heard on Total Eclipse, Spectrum’s second
studio disc. After the Brecker Brothers de-
parted to form their own successful band,
Cobham pared down to a quartet featuring
George Duke. Recorded results were not in
as '75 drew to a.close.

Meanwhile, Herbie Hancock and his bril-
liant Crossings band found themselves blown
off Los Angeles’ Troubadour stage in May of
1973 by a sassy, brassy, and bold vocal quar-
tet called the Pointer Sisters. After firsthand
observation of what a simpler, more con-
sciously audience-directed music could do in
terms of communication and consequent
popularity, Herbie jettisoned his black elec-
tronic astronauts.

Retaining the skilled and versatile reed-
man Bennie Maupin, Hancock fashioned a
more basic music, melodically direct and
rhythmicaily charged with funk fundamen-
tals. The first vinyl result of Herbie's drastic
about-face, Headhunters, is a classic of its
kind and one of the largest sellers in jazz his-
tory. Subsequent LPs and live performances
by Hancock and the band (named after that
first album), however, have shown signs of
creeping stagnation and a fondness for visual
gimmicks of the most infantile sort. As lovely

and exciting as Headhunters proved to be, it
had in fact demonstrated by its own musical
limitations the need for Herbie—a gifted
keyboardist who has let his instrumental
skills lie fallow in the past three years—to
vary the approach. So far, no go.

The sage and the prophet, Miles Davis, had
predicted the turn to funk in his own inimi-
table way over a year before Hancock and
Cobham broke the charts. The cover of On
The Corner, showed that the bizarre, hellish,
hallucinatory illustrations of Bitches Brew
and Live/Evil had given way to Bakshi-like
cartoons of jiveass street cats. The music was
Miles’ version of the funky chicken, but it
didn’t have much more than popping rhythms
going for it. Not until late in 1974, with the
release of Ger Up With It, did this approach
jell into a non-cluttered, fully-realized new
direction.

Herble Hancock

This is a most remarkable album. For one
thing, it is the first ever done by Miles that
has not been the immediate source of new di-
rections for everyone else in contemporary
music. In this respect, it represents Davis’
most personal, uncopiable recorded ap-
proach in perhaps his entire career. It also
features Miles’ first keyboard work on disc,
mainly searing held organ chords of con-
stantly shifting volume. On trumpet, he
reaches an electro-primitive stance, ironical-
ly creating a vocally textured, pre-blues, field
holler style by means of phase shifting, wah-
wah attachments, and Lord knows what other
kinds of futuristic devices.

The ensemble sound is even stranger, as the
rhythms—increasingly more dominant in the
past five years—now tell the whole story of
the music. Every sound is a rhythm, and one
must frequently look to the African percus-
sion of Mtume for the actual melodies on
some of the pieces. Three guitars are used;
Pete Cosey, Reggie Lucas, and Dominique
Gaumont chatter and chant, a tribal chorus
of unsettling omniscience.

Often, as in the steaming Rated X, the mu-
sic is genuinely frightening in its bizarre, con-
vincing wildness and lack of inhibition, all
the more chilling for its ensemble unity.
Davis, who gave birth to the cool, had in
1975 malevolently turned away from it, like
an interstellar Chaos Lord.

And where will he go next?

THE EUROPEAN CONNECTION

Soft Machine, Fourth (Columbia C-30756)

Mike Oldfield, Ommadawn (Virgin/Epic
PZ 33913)

Kraftwerk, Rolf and Florian (Mercury/Ver-
tigo 2006)

Terje Rypdal, Whenever I Seem Far Away
(ECM/Polydor 1045)

It may appear that the new generation of
European fusion musicians are less parochial
in their musical tastes than their American
counterparts, but it’s not truly so. American
fusion artists draw on an equally wide range
of musical sources to form their fusions; it’s
just that the Europeans tend to be more pre-
tentious about it. At its worst, this drastically
self-conscous uniting of elements found in
new Euro-rock and jazz results in overblown
*art music” that hasn't much to do with either
art or music. At its best, however, the sound
from across the pond can expand our aware-
ness of musical possibility through its con-
cerns with forms not specifically indigenous
to American music.

There is much more attention paid in con-
temporary European music, for example, to
folk melodies of many nations, as well as to
the Western European “classical” tradition.
One also can note a more obvious affection
for recent composers such as Stockhausen,
Xenakis, Riley, and Young, with all of their
varying arsenals of concepts and effects.
Rhythm is de-emphasized, at least in its
American jazz and rock mutations, though
pulse and movement are constantly present in
one form or another.

Soft Machine formed in 1968 as an avant
garde power trio first introduced to American
audiences on a tour with Jimi Hendrix. The
awareness of jazz and electronic music
marked the group as something different
from the ordinary "heavy rock™ bands of the
period. Soft Machine subsequently recorded
eight records in seven years, no two discs
having the same personnel. Ordinarily, this
fact would result in unfocused concepts and
uneven musicianship, but Mike Ratledge, the
band’s one constant from the beginning, is a
keyboardist and composer of great flexibility
and discipline. He is the voice of Soft Ma-
chine, and all of their waxings bear his un-
mistakeable trademarks. These include a
fondness for serial patterns similar in concept
(but not in texture) to those created by Terry
Riley; dense organ and synthesizer swirls
akin to Philip Glass’ creations: and foggy
melody lines read by horns and organ,
backed by irregular rhythmic support. The
fourth Soft Machine disc is probably the best,
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primarily because it has the strongest overall
instrumental line-up, including the band’s
original drummer, Robert Wyatt. He is a
gifted musician with a broad background and
elfish imagination, whose drumming career
was tragically cut short a couple of years ago
after a fall from a window which paralyzed
him for life. Wyatt remains active today,
however, composing and playing keyboards,
as well as vocalizing in one of the most pe-
culiar styles this side of Tony Williams.

Perhaps because the progressive musical
community in Engfand is so much smalier,
advanced rock and jazz musicians are much
less uptight about collaborating frequently
than are Americans. One musician who has
had a wide range of experience in many
groups—including a stint with the original
bassist-guitarist of the Soft Muchine, Kevin
Ayers—is Michael Oldfield. In 1973, this
multi-instrumentalist and composer had de-
veloped a diverting instrumental collage of
themes and textures called Tubular Bells. Sud-
denly, Oldfield found himself with a ftre-
mendous hit, because a segment of the work
had been included in the soundtrack of the
hit horror film The Exorcisi. The resulting
overpraise for what was essentially a
pleasant, mildly amusing, and somewhat drs-
jointed LP left Oldfield ripe for a strong put-
down. It came with Hergest Ridge, a boring,
dynamically static paean to the pleasures of
pastoral life. Just as quickly as it had exalted
him as the 73 Wonder Boy, the press ren-
dered Oldfield '74’s One-Shot Wimp.

But hype and put-down have nothing to do
with talent and the creative process. Oldfield
retreated in the face of the media barrage and
regrouped. Ommadawn was the result of more
than a year’s labor; released at the end of
1975 to much fanfare (again) in the British
pop press, but none in the States, it is a lovely
work—thoroughly integrated thematically
and instrumentally, as well as dynamically
varied and energetic. Oldfield builds his
composition gradually, in a similar fashion to
his previous oceuvres, but achieves a more
beautiful composite sound than Tubular Bells,
while developing the instrumental richness
and rhythmic interest that Hergest Ridge

.

-

Soft Machine

lacked. The simple themes intertwine evoca-
tively, woven by exotic instruments (for such
a pop symphony), African tribal drums and
Greek bouzoukia among them. And yet, a light
pop-rock feeling remains. probably due to
Oldfield’s composttional penchant for crea-
tive repetition of simple motifs. This lightness
prevents the work, to these ears, from bogging
down in arty pretense.

Norwegian guitarist Terje (Ter-yec) Rypdal
has been a student of George Russell, and
along with Jan Garbarek. Jon Christensen,
Palle Danielsson, Bobo Stenson, and Arild
Andersen, spearheads a minor but significant
new wave of Scandinavian musicians re-
corded by Germany's ECM label. Rypdal is
the only one so far to work in heavily
electronic realms. He employs a mellotron in
many of his arrangements, an instrument
made well-known by such British rock groups
as the Moody Blues und King Crimson. It
contributes dreamily orchestral texture te
Rypdal’s already smooth and spacey settings.
On Whenever, Terje’s third album, extensive
use is also made of Odd Ullberg’s French
horn, an element that further contributes to
the muted eeriness of the musical dimensions
explored. Only the leader—with John Aber-
crombie, one of the two genuine electric gui-
tar innovators since McLaughlin—periodi-
cally breaks the dreamy spell woven by the
rest of the ensemble; but there’s no denying
that the total mix is more than merely seduc-
tively attractive. Rypdal has demonstrated a
genuine aptitude for electronic orchestration.
Whether or not he becomes the medium's Gil
Evans remains to be seen, but his work dis-
closes some notable new possibilities at the
present time.

In Germany, a wacky series of sci-fi rock-
ers, overladen with modulators, synthesizers,
theremins, and probably microwave ovens,
began a fad that would become known as
“Kraut Rock” in England, where most of
these bands became popular. As one would
expect, more unintentional comedy was dis-
persed than music, as lip service was paid to
Stockhausen, Von Daniken, and Tolkien
amidst all the bleeps, bloops, and other as-
sorted noise. But a couple of groups avoided

the kozmik kook syndrome, and in doing so
demonstrated how rock could fuse even more
solidly with electronics than it had before.
One such group was Kraftwerk, who had
'75’s sleeper of a Tubular Bells dimension
with Autobahn, a silly, electronically re-
created ride on the German freeway. 1t was
dumb enough to be a hit. But before this,
the band (led by Ralf Kutter and Florian
Schneider) had exhibited a more varied ap-
proach to the creation of electronic ap-
proaches, building mantra-like patterns em-
bellished with rhythmic shifts and changes in
sonic color and timbre. Rulf and Florian, re-
corded before Aurobuhn but issued after the
hit LP, was brightly conceived and clearly re-
corded—pure electronic pop-rock, but
sounding non-gimmicky, unlike much of To-
mita, Walter Carlos, Robert Mason, or other
experimenters in synthesized music.

POP, SOUL, AND ROCK:
THE JAZZ DIMENSION

Marvin Gaye, Trouble Man (Tamla T322L)

Joni Mitchell, Court And Spark (Asylum
7TE-1001)

Santana, Welcome (Columbia PC 32445)

Stevie Wonder, [Innervisions (Tamla
T326L)

Jeff Beck, Blow By Blow (Epic PE 33409)

Despite the pronouncements of rock critics
who are probably more interested in keeping
their jobs than improving the quality of the
music, it was plain that the musical quality of
most of rock and pop had reached the
petrification point by the end of 1975. Com-
mercially, things were better than ever, but
most of rock’s serious musicians were intent
on transfusing some fresh stylistic lifeblood
into moribund musical ideas. Some turned to
a country-rock fusion, and through the ef-
forts of Emmylou Harris, Linda Ronstadt,
and Wille Nelson among others, indications
were that both of the fused forms might re-
gain some new expressive power.

Stevie Wonder

Still others, like Walter Becker and Don-
ald Fagen of the excellent Steely Dan, re-
mained in the rock mainstream, but took a
miniaturist’s conception, spending all of their
time in the recording studio. They created
short, elaborately arranged but simply
executed, melodically unusual but catchy,
singable melodies in a sophisticated pop ap-
proach reminiscent of Porter and Ellington.

And still others turned to jazz, sometimes
for specific melodic and harmonic devices,
on other occasions for less obvious colors,
rhythmic feelings, improvisational possibili-
ties. Marvin Gaye, for instance, hired J. J.
Johnson and Dale Oehler among a battery of
arrangers to set his score for the film Trouble
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Man. The result stood on its own as a com-
pelling, exciting matchup of Gaye's modern
sweet soul (which had been classically pre-
sented on Marvin's masterpiece, What’s Go-
ing On) and big band jazz. Trouble Man co-
heres remarkably well for film music, enough
so that it can be listened to as a soul sym-
phony, unintentionally close to that classical
structure, and without any desire to see the
film (which, incidentally, didn’t even come
close to matching the beauty and drama of
Gaye’s music).

The soul roster of Motown-Tamla has, in
addition to Gaye and many other black
greats, produced the sole pop genius of the
*70s, Stevie Wonder. His natural ability en-
compasses an infinite amount of musical
ways and means as writer, arranger, vocalist,
and instrumentalist. He already has firmly es-
tablished himself in the greatest tradition of
American songwriters, and before he’s
through may very well occupy as large a role
in our musical history as Ellington himself.
It's impossible to choose a best record of
Stevie's since Music Of My Mind was released

L
247
Jack De Johnette

in 1972, so our selection of Innervisions is as
arbitrary as any Wonderlover’s personal taste.

An artist who crossed over to many soul
fans due to his investiture of rock with Latin
rhythms is Carlos Santana. After a 1969 start
as a greaser street band from San Francisco,
the Santana group showed an increasing con-
cern with jazz elements inspired by Col-
trane, McLaughlin, and Miles. A musical
and spiritual partnership with McLaughlin
created by a mutual involvement with guru
Sri Chinmoy served to solidify Carlos’ con-
cerns with expanded horizons. But the Latin
fire of the music was retained, as was San-
tana’s own technically limited but expressive-
ly soaring guitar. On Welcome, Santana em-
ployed the diverse talents of his group mem-
bers like keyboardist-composers Tom Coster
and Richard Kermode, plus special guests
McLaughlin, Leon Thomas, and Flora
Purim, in a disc that showcased colorful
melodies, tight ensemble playing, reliably hot
rhythms, and a thrilling duel between Carlos
and Mahavishnu on Flame Sky that far sur-
passes anything to be heard on the pair’s rath-
er soporific later duet LP.

Britisher Jeff Beck tonally resembles San-
tana and had worked with Stevie Wonder on
Talking Book and an unreleased LP of his
own. The ex-Yardbird returned to the music
scene in '75 with a completely instrumental
album that truly can be classified as new im-
provisational rock. There are some jazz in-
flections in the George Martin arrangements,
as well as some r&b stylings; but this is a rock
LP at its essence, exhibiting a fusion-inspired
instrumental depth. It was voted, deservedly,
the Rock Album Of The Year by down beat
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readers in 1975.

Joni Mitchell had begun her career as a
fragile, melancholy foik sensualist who grew
from cult figure to certified superstar in the
space of four albums. Her melodies had
started to exhibit a more complex beauty be-
ginning with 1971's Blue, but they needed
more elaborate settings to maintain interest.
Joni hired jazz saxophonist Tom Scott and
his able studio-oriented band, the L.A. Ex-
press, to lend a little richness to her thin solo
sound. By the time Court And Spark was re-
corded, Mitchell and Scott had fully de-
veloped a mature music, retaining its folk-
pop directness and simplicity while adding
jazz textures and inflections for depth. Oddly
enough, Mitchell’s attempt at straight jazz
singing on this LP, a stiited reading of Annie
Ross’ Twisted, is the single failure on the disc.
It only served to prove that Joni, like her fel-
low pop artists who sought to enrich their
music by learning from other genres and
styles, was not seeking “to do jazz,” but rath-
er to create a fusion of her own, true to her
private muse. She, Gaye, Santana, Beck—and

especially Stevie Wonder—have all largely
succeeded.

9

Carla Bley/Paul Haines, Escalator Over The
Hill JCOA 3LP-EOTH)

Gary Burton, Ring (ECM/Polydor 1051)

Jack Delohnette, Cosmic Chicken (Mile-
stone P-10094)

John Abercrombie, Gateway (ECM/Poly-
dor 1061)

Every genre has its anomalies, those artists
who defy even the most broadly defined of
categories. Hence, the rather ambiguous title
for this section. If the artists we speak of here
have any basis for comparison, it's that they
are involved in combining acoustic and elec-
tric music in the instrumentation of their mu-
sic, as well as exploring song forms outside of
the jazz mainstream, though each of the four
had initial experience in music as straight
jazz artists.

Certainly the most ambitious recorded
project of the last five years was composer
Carla Bley’s “chronotransduction,” Escalator
Over The Hill, with lyrics by poet Paul
Haines. Bley assembled an army of contem-
porary musicians from rock (Linda Ronstadt,
Cream’s Jack Bruce, Don Preston from the
Mothers, the omnipresent John McLaughlin)
and jazz (Gato Barbieri, Don Cherry, Ros-
well Rudd, Charlie Haden) in a structurally
complex work that traverses much territory
over six LP sides. Bley specializes in Weillian
ballades of mordant wit and Ornettish dirges,
alternating these more rigidly charted tunes
with stretched out pieces which allow her

o
Carla Bley

formidable coterie of soloists room to move.
Like Ellington, Carla also writes with unique
instrumental personalities in mind, even in
the more wide open tunes; thus it’s difficult to
hear her compositions performed by other
than the original interpreters. She's one of the
underrated and extremely versatile com-
posers of the time, but her unstylish idiosyn-
cracies and admirable determination to pro-
duce and market her music herself, without
record company middiemen, have prevented
widespread awareness of her importance.

One of the prominent advocates of the Bley
songbook, and one of the few to master her
tricky ways, is Gary Burton, for years the top
vibist in the polls, and one of the three or
four innovators on his instrument in musicai
history. A performer of consistent popularity
since his earliest collaborations with Larry
Coryell first generated talk of a legitimate
jazz-rock fusion, Burton hasn’t stood still for
a minute in his musical career. His 1975
group is probably the best he's ever assem-
bled.

Gary isn’t a prolific composer, and his en-

semble’s repertoire thus culls tunes by some
of the greatest and most difficult modern
composers. Aside from Bley, these include
Chick Corea, Keith Jarrett, Michael Gibbs,
Eberhard Weber, and Burton’s perennial mu-
sical alter ego, Steve Swallow. Swallow
doubles on bass guitar with Weber as guest
acoustic bassist on Ring, the only recorded
work by the '74-'75 Burton ensemble, which
also included twin guitarists Pat Metheny and
Mick Goodrick and percussionist Bob
Moses. The group lays down a modern im-
provised chamber music: elaborately crafted
pieces by Bley, Weber, Gibbs, and Goodrick,
intricately and elegantly improvised upon by
the ensemble with no small amount of swing.

Burton’s strong-willed determination to
follow his own creative instincts in selection
of unusual material is matched by few other
on the scene today, among them percussion-
ist-keyboardist-composer Jack Delohnette,
whose work as a sideman has encompassed
literally the entire recent history of modern
jazz. Jack’s latest attempt to lead a group of
his own, Directions, is typically uncompro-
mising and challenging for the listener. It's a
raw quartet, exhaustingly high in energy,
reminiscent of the original Tony Williams
Lifetime, composed of John Abercrombie on
guitar, bassist Mike Harrison, and reedman
Alex Foster. Live appearances have elicited
reaction not unlike those accorded the late
John Coltrane’s or Cecil Taylor’s groups: au-
diences appear to be made up of equal parts
of those bored and sapped by the two-hour-
plus sets Directions usually puts out, and
those who have the energy and concentration
to follow the musicians’ ceaseless streams of
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interlocking creativity.

Cosmic Chicken gives an edited, well-
rounded picture of the variety of music this
quartet can produce; it's one of '75’s most
fascinating albums. Abercrombie’s ECM disc
also features Jack, plus Dave Holland, very
likely the finest all-around acoustic bassist
on the scene today. Even though Holland is
not a member of Directions, Gateway offers a
terrific indication of the superb interplay be-
tween DelJohnette and Abercrombie, very
likely the most versatile and fluid of the mod-
ern electric guitarists. But a single album that
fully captures the depth and range of the De-
Johnette fusion of white noise, rock, and jazz
of all periods, has yet to be released. If it
stays together, Directions may be the single
ensemble that points new ways for electronic
fusion music to travel in the second half of
the decade.

BACKLASH INTO THE FUTURE
(Vanguard VSD

Oregon, In Concert

79358)

undulating rhythmic flows. This haunting
tapestry of quiet grace is effectively broken
up and balanced by collective improvisations
of no little humor and lean abstraction. In
Concert offers their quintessential live per-
formance with the added plus of a studio-
quality technical level.

Towner is the individual member of Ore-
gon who thus far has achieved most recogni-
tion. He was the down beat Critics Poll’s Tal-
ent Deserving of Wider Recognition guitarist
in 1974, and has three solo albums to his
credit. The most recent, Solstice, showcases
some of Towner’s most beautiful composi-
tions in a quartet setting substantially differ-
ent to that of Oregon, with bassist Eberhard
Weber, polyrhythmist Jon Christensen, and
reedman Jan Garbarek, all Europeans of
rapidly increasing stature. Towner’s Bill
Evans-influenced 12-string guitar and piano
plaintively support the wintry tenor, soprano,
and flute of Garbarek. The restiess probes of
Weber and Christensen maintain a high level
of rhythmic tension not heard in the more re-
laxed environment of Oregon; and the sum

Raiph Towner,
1060)

Keith Jarrett, The
(ECM/Polydor 1064/65)

Keith Jarrett, Death And The Flower (Im-
pulse ASD-9301)

Anthony Braxton, Five Pieces, 1975 (Arista
AL 4064)

The reaction to the new contemporary fu-
sion music’s radical electronics was inevi-
table and grew slowly from 1972, finally
cresting in 1975. Some artists who had com-
pletely switched to electric music found
themselves returning to a better balanced
program of acoustic and electric sound: oth-
ers renounced their amplifiers and synthe-
sizers altogether. Still other musicians who
had never plugged in at all quietly began to
compete for more listener attention, especial-
ly since most electric fusion music had be-
come formula created and/or directionally
unfocused by the mid-decade.

The acoustic revival did not mean a return
to mainstream jazz, however. In fact, its pri-
mary movers—Oregon and its guitarist-key-
boardist Ralph Towner, Anthony Braxton,
and Keith Jarrett—were creating even more
subtle and complex fusions that substituted a
strong tie with so-called “serious” music for the
electric musicians’ affinity with rock.

Oregon is a quartet that originally formed
the nucleus of the Paul Winter Consort in *71
and '72. All of the members of the group
(Paul McCandless, Collin Walcott, Glen
Moore, and Ralph Towner) perform expertly
on several instruments, creating a lyrical,
pastoral landscape of East Indian colors, im-
pressionistic melodies and harmonies, and

Solstice  (ECM/Polydor

Koln Concert

Anthony Braxton

total of the parts is a most effective blend of
folk-like melodic movement, classical har-
monic richness, and modern jazz pulse.

The bittersweet romanticism of much of the
new acoustic music finds its ultimate expres-
sion in the piano of Keith Jarrett, the
most accomplished keyboard soloist in im-
provised music since Oscar Peterson. His
stature rapidly increased through his tenures
with Charles Lloyd and Miles Davis' Fill-
more Band, into his acoustically-dominated
solo career, which has found him working in
a variety of formats. These include writing
for various string groupings, performance
with his quartet, and solo concerts, the most
totally realized stage of Keith's music thus
far, documented in three albums for Manfred
Eicher’s ECM label.

The Koln Concert, recorded in the German
city on January 24, 1975, may be one of the
most extraordinary solo piano recitals in his-
tory. Rarely has a musician had so much to
say so concisely in such a wide range of
pianistic voices. Jarrett seeks to get the full
range of the piano expression, exploring ev-
ery possible level of sound combination. He
builds trance-inducing structures, creates
themes and subthemes, tests levels of volume
and density against each other, sings the
blues in a way that involves few traditional
blues changes and much blues feeling, and
generally has to be heard to be believed. But
never does Jarrett get bogged down in ex-
perimentation for its own sake, and few iave
ever heard him play the same thing twi e. In
this respect, though a few backward-looking
pundits misunderstand his relationship to jazz
and improvised music (not the same thing,

the latter a broader realm than the former),
he is as important a figure as Parker, Col-
trane, Tyner, Tatum, or any of music’s great
soloists, though his relationship to jazz as a
formal tradition may be negligible. One gath-
ers that it’s not where he wants to be, anyway.

Jarrett’s quartet writing is, however, much
more in the modern jazz mainstream, and is
usually less interesting, as he tends to more
conventional blues themes and Ornette-in-
spired tunes. Though a fine collaboration
with Jan Garbarek, Belonging, yielded a
glimpse of some new dimensions, Death And
The Flower was chosen here because it fea-
tures Jarrett’s working group of six years—
Dewey Redman, Charlie Haden, and the su-
perb Paul Motian—as well as the hypnotic ti-
tle piece, easily the finest performance on
record by a Jarrett quartet.

In severe contrast to Keith's broad, lyrical-
ly expressive, melancholy beauty are the aus-
tere, dry, metaphysical schematics of

Anthony Braxton, a multi-reedman and com-
poser who came up with Chicago’s AACM in
the '60s. Braxton is a linear ancestor (pun in-

Keith Jarrett
tended) of Eric Dolphy who is as concerned
with the weight, implications, and linguistic
richness of sound as he is with its musical
possibilities in the more traditional refer-
ences to harmony, melody, etc. Five Pieces,
1975 is possibly Braxton’s most mature
realization of the possibilities for extension
of contemporary form and musical structure.
But as much as he recalls Dolphy in im-
provisational technique, he employs just as
thoroughgoing a knowledge of chess,
philosophy, mathematics, Cage, Stockhausen,
and Xenakis in the construction of his quar-
tet's total concept. And his relationship to
bebop and post-bop is more clearly
delineated in an eloquent reading of You
Stepped Out Of A Dream in duet with David
Holland, providing something of a reference
point for the uninitiated listener.

It is perhaps ironic that, after all the elec-
tronic sound and fury of the first five years of
the decade, the two names on most lips of
aware listeners at the end of 1975 should be
Jarrett and Braxton, acoustic performers who
have no relation to rock. But electric or
acoustic, fusion music will always be a music
of possibility, transformed by strong identities
capitalizing on their increasing awareness of
what can be in music and sound. As in all oth-
er creative genres, the fusion music that lasts
will be that which is fueled by honest
imagination and virtuoso ability, rather than
the desire to capitalize on fads and evanes-
cent general public taste.

As of December 31, 1975, much more was
musically possible than ever before. And the
field of opportunity for new statements, for
better or worse, was wide open.
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1. ARPODYSSEY. Fast, powerful and funky, like Rufus. Classic ARP human engineering. 2. ARP PRO SOLOIST.
"’The finest lead line synthesizer ever made,”” says Mike Mandell of the Larry Corvell band. Over 30 pre-set voices and
incredible touch sensitive keyboard. 3. ARP AXXE. Popular, inexpensive. The basic variable synthesizer. Herbie
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sizer standard,” says Pete Townshend. “Beautiful,” says Stevie Wonder. 6. ARP EXPLORER. The fattest soulful
sound around. Fast like a pre-set yet flexible like a variable. 7. ARP LITTLE BROTHER. A synthesizer expander with
guts. Its extra voice comes in deep and low-down
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If anyone knows how to be a studio musi-
cian, that someone is Harvey Mason. Since be-
coming a full-time L.A. studio drummer in
1971, he has played on over 250 LPs with vir-
tually everybody from pop singer Tom Jones to
jazz vibist Bobby Hutcherson.

He has participated on numerous gold rec-
ords, including Grover Washington's Mr. Mag-
ic, Bobbi Humphrey's Satin Doll, and Herbie
Hancock's Headhunters. He has so many sin-
gles, films and television credits that he can't
remember them.

Harvey Mason, 28, is a successful, hard-
working pro who logs as many as 13 three-hour
recording sessions per week. He makes a pile of
money, has a sterling reputation, and now even
has his own Arista LP, Marching In The Siree.

As a boy growing up in Atlantic City, New
Jersey, he lived in poverty. He met a number of
on-the-road bebop musicians who passed
through town, noting that “they were really ex-
pressing themselves through playing, but they
were not happy with their living and financial
conditions.”

He observed two sides of one particular coin:
many musicians who achieved public acclaim
were not necessarily the best musicians, and,
conversely, “the masses of people did not ap-
preciate art and what it takes for a musician to
develop all of his life to get to that certain point
where he plays.”

Was public acclaim worth more than a se-
cure and comfortabie income? "I decided 1
wanted to change my lifestyle,” said Harvey.
*At that point, I wanted to play music on a high
level and be remunerated for it. I realized I
could do that by playing in the studios.”

In grade school, Harvey practiced at least
one and a half hours a day, entering every prac-
tice session in a logbook he kept. In high
school, he practiced six to seven hours on week-
ends and during the summer. “'I used to work at
a club,” he said, "“and go in during the day and
bet somebody at the bar I could hold a snare
drum roll for two hours. The guy might go out
and come back while the bartender made sure 1
kept going. I won every bet.”

Getting a recommended teacher as early as
possible is essential. "Get a great teacher—and
all great players are not necessarily great
teachers,” he said. A “great teacher,” accord-
ing to Harvey, is a person who is “well-
rounded, knows the instrument thoroughly, is
not going to be closed-minded, is open to new
ideas, and definitely knows what’s happening
musically. He has to know where you are in re-
lation to your own instrument. He has to be
able to relate to you personally and be able to
motivate you. Learn your instrument inside out.
Become technically very sound.”

Because the ability to read charts is essential
for every studio musician, *“you should cover all
types of literature in all musical areas. Go as
far in this area as you can with your teacher,
and then get another teacher to take you
farther.”

You should begin as early as possible to listen

Be A Studio Musician
HARVEY MASON

1o everything, not only the styles of music you
like, but the things you may not like or that
you're unfamiliar with.”

Harvey heartily recommends furthering your
education by attending music school after high
school. You should study harmony. composi-
tion, ear training, and keyboard technique “to
the point where you can functionally play the
piano.” You should also “get into every playing
situation possible: orchestral, small group wind
ensembles, big bands, combos, etc.

*And when you choose a school, choose one
that has the best of as much as you can possibly
get. I recommend, first on the list, the New En-
gland Conservatory of Music, my alma mater.”
Harvey also recommends Berklee (for jazz),
Eastman, Juilliard, "‘and perhaps USC here on
the West Coast.”

While attending school, “go to ull musical
situations and see them first-hand. Everything.
Concerts, clubs, jam sessions, rehearsals, etc.

*Check out all the types of music, and look
for keys. On the drums, for example, is the
guy playing rim shots, or is he just hitting the
snare drum? Is he playing the ride cymbal on
the bridge, or is he playing the high hat half-
way open? Identify what key makes this spe-
cific situation different from another. More
broadly speaking, look for what makes that
style of music different from others. Find the
key first, then live with the music to gain the
subtleties.”

An awareness of past musical styles, tradi-
tions and artists is invaluable. “The only way to
learn that is by listening, and by being around
older, more experienced musicians. You can
learn a lot just from talking with them.”

Until recently, Harvey worked a great deal
with older musicians, “people like Teddy Wil-

Talks To
Len Lyons

son, Buck Clayton, Erroll Garner, Charlie
Shavers, Atilla Zoller, Red Norvo, people like
that. I even worked with people who had gone
through the New Orleans jazz thing.”

At this point, Harvey touched on a major po-
tential stumbling block. How does a young mu-
sician, one who has developed his technical
abilities to the degree that he feels qualified to
jam with the heavies, get “in™ with them?

“First of all, you don’t try to jive your way in.
Given your abilities, you then show a genuine
interest and love for them and for the music.
It's all attitude.

“This applies to later, too, for when you're
new in town and want to work your way into the
studios. I mean, there are certain guys who call
you for help, and you don't care about them.
There are other guys who call, however, and
you know they're really straight ahead, nice
cats, and if you can help them at all, you will.
It's an intangible asset.

“If you really develop a love affair with mu-
sic, rather than doing it just to make some mon-
ey, that will come out in your attitude. You'll
have a positive attitude. You won't overestimate
yourself and be arrogant, nor will you under-
estimate yourself and lack self-confidence. You
learn to exude self-confidence without offend-
ing anyone.

“Then, when your opportunity to play comes,
don’t hem and haw about it. Learn when to step
on the gas and demonstrate a genuine confi-
dence in your ability. Like I said, it's all atti-
tude.”

Purchasing your instrument involves money
and taste. The object, of course, is to sooner or
later acquire those instruments that completely

fulfill your musical needs. ** A major part of be- :

ing a studio musician is learning your instru-
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ment,” said Harvey. “The other major percent-
age is knowing how to adapt your instrument(s)
to the many different situations you’ll face as a
studio musician—country music, hard rock,
r&b, straight bebop, outside music, orchestral
situations, or Latin music.”

Properly adapting your instrument to the
situation means having the appropriate instru-
ments, and then learning how and when to use
them. (Some drummers own two or three com-
plete sets; some guitarists bring four or five dif-
ferent guitars and amps to their sessions, etc.)

The best instrument is not always the most
expensive, for each musician has different tastes
and requirements. Whenever possible, how-
ever, you should attend the various NAMM
conventions and the various Pro Shows (such
as the rccent Selmer/Ampeg Pro Show in
L.A., soon to be held in Las Vegas, Chi-
cago, Washington, D.C., and Jacksonville,
Fla.). Such shows provide you with opportu-
nities to discover new developments and im-
provements in musical instruments.

One new development drummers in particu-
lar will be interested in, for example, is Har-
vey’s new MemriLoc, developed by Rogers.
“I believe every drummer playing is sooner
or later going to have to own the MemriLoc,”
said Harvey. “It is going to revolutionize the
drum industry.

“All of the stands, the hardware, the drums,
the fixtures, the tilts, and the sizes all fit into a
locked groove now. The stands go inside each
other, and they will go exactly where they were
the night before.

“The cymbals lock in at the angle you want:
the height is the way you want it: the tilt is the
way you want it. If on the next night you want a
little more tilt, you tell the guy to set the dial to
2% instead of two this time. And everything's
locked in—the tom-toms, the cymbals, every-
thing—until you take the keys and change
them.

“It’s like putting a picture puzzle together.
No more tape on the drums or stands. A drum-
mer can now have somebody else put his stuff
together on stage, and then just walk right on
and play it. You do it once, at home, getting it
just the way you want it, and then you can have
anybody do it.”

Regarding the rest of his outfit, Harvey said
he will have a full description of his drums and
how to use them in his forthcoming book, Fact
Sheet, “conveying the subjects of live playing
vs. studio playing, recording the drums, muf-
fling, stick sizes, types of recording cymbals,
technical exercises, contemporary styles, con-
cepts, keys to different situations, and how to
adapt your drums to the situation you face.”

(While Harvey’s book primarily concerns
drums and drumming, musicians should also
seek out other available literature that deals
with similar topics for different instruments.)

Once you have completed your formal ed-
ucation, developed your chops, and made the
decision to become a studio musician, what do
you do then?

Before you even arrive in town (which, for
all practical purposes, means L.A. or New
York), you should get recommendations from
musicians you already know. You should have
as many names to call as you possibly can get.

When you arrive, “make business cards for
yourself, so your name and number is right
there. You do not call recording studios or put
your card up on the billboards at the union or at
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the recording studios. That shows a basic lack
of awareness. Rather than putting your card up
on billboards around town, meet the people and
give them your card in person.”

You begin meeting people by calling all of
the contacts you may personally have, and by
calling all of those contacts given to you by
your friends and associates back home.

Not only do you call all contacts, but “you
have to get out there and meet people. You've
got to be out there where it’s happening, wait-
ing for the opportunity. You have to make
yourself available at ail times. Who you meet
and how you come across to those people is
very important.

“There is no substitute for being yourself, for
being a human being, for not being a fake. Be
how you really feel about things. For myself,
rather than say anything negative about a per-
son, I won't say anything at all. I don’t advance
my own cause by putting other people down.
You just have to be positive.”

There may be long stretches of time when
you are nor working. These times are potential-
ly very destructive to the confidence and
morale of any musician. You begin to doubt
your own abilities. You tend to put off practic-
ing. You begin to escape through drugs, alcohol
or other means, You withdraw, and before you
know it, you're a basket case. Basic bummer,
yes?

“Even if you're doing badly,” said Harvey,
“you should look as if you're doing great. Dress
well, keep a positive attitude, keep getting out
and meeting people, and keep practicing and
developing musically. Look wholesome and
stay healthy. What can I say,” he laughed.
“Drink plenty of milk!™

And, of course, it is essential that you place
yourself in as many playing situations as pos-
sible—rehearsal bands at the union hall and
elsewhere, jam sessions, sit-ins at clubs, etc. Ev-
erybody talks good music, but the proof of your
rap is in the playing. Get out there and demon-
strate your abilities in as many different situa-
tions as you can find. Your name will get
around much faster than you think it will.

“"When you first start working,” said Harvey,
“you may work with some of the worst musi-
cians in the world, like a bass player who’s a car
salesman and a piano player who's a chef dur-
ing the day. Or a school teacher who plays
trumpet once a month.

*Coming up you run into all of this. And
right at that point is where you develop an atti-
tude. Those situations there are the key to your
musical attitude throughout your career.

“If you go in with a bad attitude, they're not
going to call you any more. You may be serious
about music, but they may not be, and you've
got to learn how to get along with these guys.
You learn how to get along, and you look for
the best in that situation right from the begin-
ning.

“I've played in country and western bands
where | was the only dude who didn't wear a
cowboy suit,” said Harvey in his db Profile
(8/14/75). “I've played in Dixieland bands with
guys old enough to be my grandfathers. I've
played in Latin bands where I spoke broken
Spanish.

*The hardest thing in those situations may be
to keep your head above the ground to figure
out what good you’re getting out of what might
seem to be a stupid situation—to do something
musical, no matter h~ow dumb the context might
appear to anybody else.”

When you're just learning the studio ropes,
the money (or lack of it) is irrelevant. You just

have to get in there and play every situation
possible. “In all of the music ever played,”
Harvey said, “‘there is an art to it. There is some
trick, some key, that makes that music click the
way it does. Even if you dont like that particu-
lar type of music, once you've been playing it
for five minutes, or half and hour, or an hour,
or two hours, it gets to be a ball, because you're
trying to be authentic. And to be authentic in
anything you didn’t have a part in making is not
easy—it's a trip!

“And in all the music that is played, there are
high levels. You just have to search them out
and get the best from them. You have to know
what you're striving for, where you have to
get.”

By participating in so many antithetical con-
texts, a musician might feel a loss of identity,
unless, like Harvey, he feels “that is my iden-
tity. That's my ego trip—knowing that I can
play in any musical situation. That's what 1
love. That’s what makes me feel good. The
more different situations I play in every week,
the better I feel.”

A non-studio musician might feel musically
frustrated in the studio sitaation, but “‘as far as
frustration goes, you know when certain com-
posers call you what you're going to be asked to
do. So if you don’t want to do it, then don’t take
the job, rather than going in there and being
frustrated and giving off negative vibes. If I
take the call, I'm going to do what has to be
done on the job, and the people are going to be
happy, and, like I said, that's why I'm here: for
the appreciation of my peers.”

Once you land your first studio gig, be on
time for it, and for every other session as well.
**Sessions cost a tremendous amount of money,
and if you don’t show up on time, that hangs ev-
erybody up, which costs money for other musi-
cians, all the engineers, and studio rental. If
you're a really good musician, but you're late,
they may call you back one more time. But if
you're late again, you'll never hear from them
again.”

An important and intangible quality which
you can learn only by practice and experience
is learning how to decipher the composer’s con-
cept immediately. “That is what I found the
most difficult of all the things I had to do when
I came to the studio,” said Harvey.

“You may be able to play well, but a situa-
tion may come up where there are 60 men in
the orchestra, and the director can't say, ‘Hi,
Harvey, this is going to be jazz/rock.’ You have
to be able to look at the part and tell what kind
of feeling it’s going to be. Sometimes that isn't
always possible. Then you have to listen to the
music and quickly see what groove to put that
music in.

*“That will take years to do, even after you're
in, but being aware of it early definitely helps.

“You also have to learn when to read every
single thing without putting in anything extra,
and when to put in other kinds of fills of your
own. How much to read, how much not to
read.”

How to be a studio musician? Practice your
instrument under a qualified teacher. Attend
music school. Expose yourself to all musics and
all techniques. Master them. Meet people and
make contacts—the who-you-know is virtually
as important as the what-you-know.

Develop confidence without arrogance, hu-
mility without self-abasement. Don't be afraid
to be yourself. Think positively, always keeping
your long-range and short-range goals clearly
in mind. Pursue them daily. Now get out there
and play yourazzoff! db
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Become A
Ghost Writer

BILLY
BYERS

Talks To
Lee Underwood

B illy Byers is one of the most versatile and
in-demand composer-arranger-orchestrators
living in Hollywood today.

He orchestrated Johnny Mandel’s The
Sandpiper (featuring the hit song, “Shadow of
Your Smile™), Marvin Hamlisch’s Broadway
smash, A Chorus Line, and the movie
soundtrack for The Sting. He wrote Julie
Andrews’ TV Special and a special medley
for Jerry Lewis’ Muscular Dystrophy
Telethon. He recently wrote the music for
Telly Savalas’ late-January TV special, the
early-February Bell Telephone 90-Minute
Special (with Bing Crosby as host), and the
early-February Mitzi Gaynor Special.

As Dr. William Fowler said about Byers
(db, Nov. 20, 1975): “Billy’s versatility ranges
from bone-playing on Zappa’s Ho! Rais
album to composing for and conducting
European symphony orchestras.”

Byers was extremely reluctant to discuss the
subject of ghost writing. “The term ‘ghost
writer’ isn't repugnant to me,” he said, “but its
meaning has become atrocious around Holly-
wood. When you ghost write for somebody it’s
a contract between twa people—a songwriter,
for example, who hires an arranger to arrange
his song.

“That contract can be used or abused by
either one, or both. There are people who
have abused that contract, primarily song-
writers. It's the kind of situation where the
guy whose name never appeared on the screen
had to come in and do a remarkable arranging
job, and the songwriter went out looking like
a genius. The term ‘ghost writer’ has therefore
become anathema to those who actually do
the writing.”

Arranging is a huge science, according to
Byers, for which no one man knows all of the
answers. There are many arrangers who have
the jobs, and many other arrangers who don’t.

The *“haves” are those with the knowledge
and experience to handle the various situa-
tions that arise; the “have-nots” find it
difficult to gain the experience.

“The fellows who do have the jobs,” said
Byers, “often have a few too many. It takes
two minutes to think up a musical idea, but 10
hours of back-breaking labor to get it on
paper. Everybody who wants music wants it
yesterday. The record companies and movie
industries procrastinate until the very last
minute. If you have to write four arrange-
ments by tomorrow, you're going to be able to
write three, but not the fourth—it’s just a mat-
ter of calligraphy. At that point, you're going
to have to call in help.

“The fact is, there isn’t anybody who
doesn’t need at least some degree of help from
time to time because of scheduling problems
and because it takes so long to get things
down on paper. And that is basically what a
ghost writer is—a helper.”

Throughout our talk, Byers emphasized
that being a ghost writer—a helper to a song-
writer or to overworked arrangers—is not an

end in itself. “For a young guy,” he said,
“ghost writing is a means to an end. He must
keep his ultimate goals clearly in mind.

“A young arranger must already have his
equipment together. He has to have done his
studying, and he has to have already
developed himself in some area, because no
established arranger is going to teach some-
body from scratch.

“A young guy these days learns how to
write a great stage band arrangement in
school, but he may be a little vague on how to
write a hymn, a cha-cha, a waltz, a tango, or a
country arrangement. The best way to learn is
on the job, and the best way to do that is by
apprenticing himself to somebody else who
has too much to do.

“While the guy is serving his apprentice-
ship, he is learning about the business. He will
learn everything that pertains to orchestra-
tion. He will also be learning how his
employer gets his jobs, how his employer
deals with political and diplomatic situations,
what the economic structure of the business
is, and how to sharpen his tools in areas he
has perhaps never explored before.

“Ghost writing is a very honorable way to
serve an apprenticeship. While he’s serving
that apprenticeship, he’s learning about the

business, and perhaps next week when he gets
his stuff together, he can turn around and do
the same thing as the guy he’s working for.”

There are three areas in which people need
help, according to Byers: Orchestration, Ar-
ranging, and Composition.

“Orchestration is where somebody lays the
licks, the chords, the instrumentation and the
forms out for you. You take that literal sketch
and just translate it to the orchestra. There is
very little imaginative work done in
orchestration.

“An arrangement is where a guy gives you a
melody and says, ‘Do something with it.” On
the basis of that incomplete information, you
are supposed to go home and write a
symphony, a fight scene, a chase sequence or
a love scene. At that point, you are making a
creative arrangement. You do some creative
work in construction yourself. You actually
shape the piece.

“Orchestrating and Arranging are quite ac-
ceptable,” in Byers words, “and widely done.

“The third—Composing—is a no-no. Com-
posing for somebody else is out of the ques-
tion, because the man whose name appears is
the writer thereof. Whoever’s name appears
on a song sheet or in the film credits is the one
who makes the royalties. And there is no way
you can transfer the funds. There's a technical
problem.

“First of all, you're paid your royalties
later, and they have sliding scales, so it’s hard
to figure out what you made on any one pro-
ject. And the so-called ‘composers,” who are
for the most part quite egocentric, don’t want
to share the credit with anybody.

“I'll orchestrate or arrange anything they
want, but I'll draw the line at composing. It
simply is not worth it to do somebody else’s
composition, because they get the credit, they
get the royalties, and there’s no way of monitor-
ing the money.”

Except for composition, a ghost writer
receives the same money his employer receives.
An orchestrator receives established rates—
from $10 a page for small orchestras to $18 a
page for large orchestras. 8

For arrangements, the scale for nightclub ar- §
rangements is about two dollars higher per page
than for films or television. “And there’s a $
reason for it. When you're dealing with a large $
film or television corporation, they make out af

weekly payroll. The nightclub artist doesn’t. §
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T‘he name of Clint Roemer, author of The Art
of Music Copying and co-author with Carl
Brandt of Standardized Chord Symbol Notation
(both published by Roerick Music Co., Sherman
Qaks, California), has been one of the most
prominent among music copyists in Holly-
wood for over 30 years.

For most of that time—25 years—he was
chief copyist for the Stan Kenton Orchestra.
While operating his own music copying ser-
vice, Roemer and his staff also worked with
many other composers and arrangers, includ-
ing Gerald Wilson, Oliver Nelson and Andre
Previn. He was also the librarian and ex-
clusive copyist for such artists as Peggy Lee,
George Shearing and Nancy Wilson.

Clint has worked in all fields of the enter-
tainment industry—motion pictures, live and
filmed television, phonograph recordings,
dance bands, radio, symphonies, musical
shows, night club acts and publishing.

“Years ago,” he said, “"copyists were looked
down upon. They were guys who didn’t make
it as arrangers, composers or players. So they
took up copying. They reaily weren’t
schooled, and, in so far as one can merely sit
down and literally copy what he sees, it's the
kind of thing that anybody can do.

“But a good copyist doesn’t limit himself to
that. One of the functions of a good copyist is
to edit; the object of editing is to find the ar-
ranger’'s mistakes and inconsistencies and
leave them out.

“You're reading between the lines, as if
you're translating something from a foreign
language, because every arranger has tons of
idiosyncracies. It takes a good copyist to
straighten the stuft out.

“There’s the kind of guy who says, ‘I get
paid for putting down what I see. I don’t get
paid for correcting anything.” Well, 1
wouldn't touch that guy. | wouldn't have
dared. I would have been scared silly to hire a
guy like that for my copying service.

“A good copyist is one who is willing and
able to assume the responsibility of making
editing decisions. If he makes incorrect deci-
sions, it's his neck. A good copyist, however,
will not avoid the responsibility, and his deci-
sions will be correct.”

Roemer explained several traits of a good
copyist, all of which complement one
another. He must be methodical, analytical,
and logical. He must also be able to accurate-
ly decipher other peoples’ handwriting.

“Being a copyist means you are doing a nit-
picking job,” said Roemer, “which means
you've got to have a methodical mind to do it.
If you don’t have a nit-picking mind, I don't
think you'll have the patience to be a copyist.

“You can't be sloppy. You must develop
good work habits, be conscientious, and not
sluff the job off as being a crappy thing that
anybody can do. Copying is not merely a me-
chanical job—it is an art. If you take up copy-
ing, you do the best you can and you take
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pride in your work. You've got to.

“You've also got to have a good background
in music,” he stressed “because there are a
number of things you might see only once ev-
ery three years. Give me a Russian typewriter,
and I'm sure I could copy a book written in
Russian, but I sure as hell wouldn't be able to
catch any mistakes or inconsistencies in it,
and I would probably make a lot of mistakes
in interpreting the alphabet.

“Therefore, you have to know each instru-
ment and its capabilities, ranges, basic finger-
ings, positions, etc. You have to know how to
write for a harp, violin, or oboe.”

Logic is extremely important in laying out
parts. "I recently met a guy who was laying
out a part that changed time signature every
measure in repeating groups of three. It was
something like 3/8, 4/4, 5/8, and then back
to 3/8. It was a three-bar pattern, but he was
tollowing the general standard here in town,
which is to write four measures to the line. So
he was constantly getting lost, because the
pattern was shifting.

“I took one look at it and said, ‘Why don’t
you write it three measures to the line?’ Look-
ing down the page, every first measure was
then 3/8, every second measure was 4/4, ev-
ery third was 5/8. All the musician had to do
was look at the page and he could instantly
see that it was a three-bar pattern that kept
repeating over and over again. It actually
takes less time to do it that way, and it's
clearer for the musician.”

Spacing of the notes on the page, within the
lines and within the measures, is important.
“You should space things according to the
mathematical value of the note, not just arbi-
trarily. Space four quarter notes to the bar
evenly, for example, not unevenly. A dotted
quarter note should take up more space than a
simple quarter note. On piano parts, align the
parts straight up and down. Otherwise, it’s im-
possible to read.”

According to Roemer, getting new copyists
to be conscientious about finding and making
convenient page-turns is extremely difficult.

“Their average philosophy is: ‘That costs
me time. Where | could have been writing,
1've now got to look ahead at the score. While
I am looking for that page-turn, | could be
making another ten cents!’

“But when you have copied a long arrange-
ment, how is a trumpet player going to turn
the page while he’s playing? You become con-
cerned with the various fingerings and posi-
tions of the instruments and with the size of
the music stand—about three pages wide.

“Sometimes you can give that trumpet play-
er a four bar rest at the page-turn point. If you
can't, maybe you can find him a whole note
where he's holding it with one hand. He can
take the other hand off and turn the page
while he’s blowing the note. Even if you have
three or four lines left to play, you end the
page there.”

Experience is the only way to learn the
various arrangers’ handwritings, their incor-
rect note spellings, the way certain notes
don’t quite fit on either the space or the line.
*You work on it for maybe half an hour, and
you psyche the guy out. If you see a score of
his two years from now, you remember him.”

Clint emphasized that you need a quantity
of experience—even if that means copying in
school for free—because there is so much de-
pending on accuracy and clarity. “You have a
three-hour recording session with a 10-minute
break every hour, which leaves 2'/; hours for
recording. When you knock off the time for
the playbacks, there isn’t much time left when
the musicians are sitting down and actually
blowing. You can't have problems. That
music has got to be on the page.

“You've got to be one of the best. You've
got to be good when you start, and you've got
to get better all the time. You can't ever stop
learning, because there's always something
new. Even after 30 years, I run across stuff |
never saw before. Today, for example, we're
starting to run into microtonal music, which
is another world coming.”

It is also important that a copyist be flexi-
ble. “There are as many theories about how to
copy as there are copyists,” Roemer said.
“You learn Bill Hughes' style, for example,
and then go over to Bob Ross, who maybe
does things differently. You've got to be able
to switch gears quickly, do the work consist-
ently, and not slip.”

Why would anyone want to be a copyist in
the first place? According to Roemer, “It’s
good money and it's all union. Working five
days a week, eight hours a day, you can make
$30,000 a year with no problems.

“You are living your own life. Nobody is
telling you what to do. And you work your
own time. Except for deadlines, there are no
pressures.

“However,” he added, “it is hard, tedious
work. Not everybody can sit for eight hours
with a pen in his hand, just writing.”

Copying is one of the rare professions today
in which there are still more jobs available
than there are qualified people to fill them.
One noted Hollywood copyist recently had
10 to 14 people working every day for one
week and still needed help.

Without question, it is difticult for an aspir-
ing copyist to gain experience. The best place
for a young copyist to begin is by contacting
copying services. Call the service, talk per-
sonally with the employer, make an appoint-
ment, show him your work.

Technically, penmanship is everything. The
employer, however, has no way of knowing if
you spent three hours on one page, or if you
are capable of producing excellent work at
normal rates—approximately four to seven
pages per hour.

The prospective employer therefore bases
his decision not only on your knowledge of
the instruments and on your sample works,
but on your attitude towards copying. Atti-
tude, in fact, is 90% of the game. Are you
copying simply because you failed to achieve
your goals in some other musical area, or have
you practiced copying (for perhaps six
months) the way a musician practices his in-
strument?

Are you dedicated? Do you want to be a
copyist? Are you diligent? Hard working?
Positive? Do you take as much pride in your
copying as a musician does in his playing?

If so, copying may be your game. db
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Theta Management has one client—no,
make that four clients—better still, make it
five. But if you really get down to it, one is,
strictly speaking, correct. The account that
Theta Management handles is Return To
Forever. It also manages the parts that make
up the whole, and they very often add up to
much more. Stanley Clarke. Lenny White, Al
DiMeola, Chick Corea: all are managed indi-
vidually by Theta as is the group as an entity.
Put them all together and you get five
separate acts.

Return To Forever has recently been
signed by Columbia Records to record as a
quartet. Clarke and White remain with Nem-
peror as single acts. DiMeola is recording for
Columbia anyhow, but Corea is still under
contract with Polydor as a solo artist. You
can’t tell the players without a scorecard.

Ms. Wynn has it all together and she is in
firm control of each situation. Along with
spouse Neville Potter, a director of Theta,
they have some concepts about where and
why RTF should go. Leslie proferred some of
her theories during a recent interview, during
which she confessed that her musical back-
ground was virtually nil. Save for those piano
lessons we all struggled through, there was no
formal training.

“I'd always been into music, all kinds,” she
told us. ““It was very personal and how it af-
fected my life! I noticed that I felt good when
I with music. Certain music played at certain
times took me from wherever I was, up.
There weren’t a whole lot of things that did
that to me when I was six, eight or 12, or
whatever. Music was my friend: we got
caught up with each other.”

Leslie decided that music was where she
should be after many years of other gigs. “I

PATRICIA JO KETTLER

Be A Manager

Theta Management’s

LESLIE WYNN

met Chick in late 1971 and that was my final
decision. He had just formed the first Return
To Forever group with Flora Purim, Joe Far-
rell and Airto. I was so infused with his music
that, then and there, I knew what I was going
to do.”

Smith: How did the management offers
come about?

Wynn: We didn’t say, “I'll manage you,
OK?” or “Do you want me to manage you?”
We were friends and the business relationship
just evolved from that. It wasn’t until *73 that
we entered into a formal situation. I just fig-
ured that that was what I was doing, shipping
the bass around Europe, checking on hotels. I
was a glorified groupie, so I decided to be
something else. That was also the start of the
first electric band of Chick’s.

Smith: Is there a difference between a man-
ager and an agent?

Wynn: Totally different. An agent ideally is
an intermediary between artist and bookings,
or between manager and bookings, between
promoter and artist. He will be given a direc-
tive, “Please do such-and-such for me,” re-
garding theatres, television. Of course, he
should come back to you with what you have
asked for.

I feel agents are underestimated in this bus-
iness. They are hassled a lot: sometimes they
are given too much to do, too many acts, etc.
It can be creative. I like them to suggest
things. I like everyone to be a part of what |
do, to contribute. I'd like them to say, “You
know what I think you should do?” or “Don’t
go out this time,” or “Go into this market,”
or “I think it’s time for a bigger place.” They
can say, “You know what you need, more
production.” Most don’t even know they can
give that feedback. Most sit in an office on
the phone and never get off it.

Talks To
ARNOLD JAY SMITH

Smith: Can a manager do both?

Wynn: Legally, I don’t think a manager can
book unless he is a lawyer. In the case of a
manager, there is intimate and constant inter-
play between artists and himself. What does
he want? Where does he want to go? What do
you want to do? What areas do you want to
cover? How much of your life do you want to
devote to this thing? Basically, goals. Man-
agers help these things materialize.

I have seen groups break up that really
didn’t have to break up. I have even seen our
group go through some trouble. All it needs is
a real good talk. Managers are Mother Con-
fessors also. Say you want to become the best
known singer in the world. What do I have to
do? A manager will tell you to go into the
studio, go on the road, go play clubs. Even
the musical direction enters here. You say
you want to be a singing sensation and you
are writing free, esoteric music, I know that’s
not going to work. I'm close to the business
world: you're not. I know what’s going to
make it—without, I might add, degrading the
artist’s product.

A manager is the stable element in the ar-
tist’s life. He or she is always there to talk or
listen. Living quarters sometimes come up.
Personal areas of his life sometimes overlap
the professional. We supervise the whole
team that goes out with the band. We put to-
gether production ideas, plan the year. I have
a board with the next two years mocked up,
including vacations, days off, all bookings.

Smith: Would the leader of a group be able
to do that?

Wynn: Not if he doesn’t want his creativity
damaged. When an artist handles his own
business, two things happen, one from his
point of view and the other from others’
points of view.

From the artist’s point of view, his atten-
tion goes into all of the areas except music.
Instead of working on his craft or having his
head into expanding in that area, he is now
splitting his attention into worrying about
things like record sales in various venues,
who should he meet with to deal with that,
etc. From others’ viewpoints when an artist
represents himself to a record company or to
an agency, he’s less effective. There’s a certain
kind of presence that is established for some-
body when he is represented, when he be-
comes less accessible.

Smith: How important is knowing your ar-
tist well?

Wynn: Extremely so. He has to open up
pretty much to me. If the guy’s got sexual
problems I don’t want to know about it ex-
cept if it overlaps, unless he walks out the
door with it. That depends on how well each
person handles the situation. I would have to
say that I have to know him very well, es-
pecially his goals. For example, when you
start to schedule their lives, so much personal
stuff comes out, because you are controlling
their lives for a sizable part of their time.

Smith: Would any of those problems act on
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your decision about which market he goes
into, how he fits into it, how you choose it?

Wynn: The first thing I look for is if there
is, indeed, a market for that artist. For in-
stance, I have a doubt about Mississippi
being a market for RTF. So I'm not going to
put them there right now. I have to find out
about record sales, by ‘‘reaches” through
agents who tell me if they can book them
there, if others of the same genre have been
successful there.

The more together the artist is, the better
chance he has of really making it, even in
those markets where there is doubt. You can
detect insecurity just as you can detect power
and charisma. An audience reacts to that.

Smith: 1 can’t believe that you have dis-
sected the audiences thar carefully and it’s as
cut and dried as you have just stated.

Wynn: Well, it's not really. There are just
so many days that Return To Forever tours.
We can’t go into every market that wants the
band every time. At this point we say “no” a
lot. We must ask, “What’s the best plan that
makes RTF really succeed?”

Smith: Succeed?

Wynn: I'm talking about a number one rec-
ord and 10,000 seaters. If not 10,000 at one
clip, then three shows in a town of 3000
apiece. That’s really succeeding. In order to
make that happen, I can’t go into smaller
town situations—secondary markets or
schools in the boondocks—on a regular
basis. I did that at the beginning to build it to
this point. Now we hit Chicago, L.A., New
York, Boston, D.C., San Francisco, to
achieve our goal. I wouldn’t go into Podunk,
West Virginia, unless there was a purpose.

Now, there may very well be a purpose. We
may decide we want to break that market
wide open. Fortunately, Return To Forever
doesn’t have to go back too far to break a
market. It’s got that much universal recogni-
tion. We don’t have to play a Village Van-
guard in a town to break that town.

Smith: What kind of emotions, anticipa-
tions, anxieties go into selling an artist?

Wynn: | have got to be totally enthused in
order for me to get involved with an artist.
It’s got to knock me out. My tastes vary tre-
mendously in terms of music. I've got to be
convinced that it will knock somebody else
out. Now how can I do that if I'm not com-
pletely satisfied myself? [ don’t want to play a
small game. If I feel that way, I’'m very pow-
erful and I'll know it. Basically, I am a very
good salesperson. I mean, it’s easy to sell dia-
monds to someone who is in the market for
diamonds. The beauty is there, especially if
the prospective buyer asked to see it. You
simply say, “Look at this.” That’s how I
operate. You really have to say, “Wow, listen
to this.” We say “no” to many more than we
say ‘'yes” to.

Smith: Do you have an organization that
sells for you, or do you do it yourself?

Wynn: | do have an organization, but not
for selling. I do that myself. Neville, my hus-
band, is the only other executive. Ron Moss
is the tour manager. Carolyn Clarke, Stanley’s
wife, works in our organization. Dave Leon-
ard, a dynamite whiz kid, is road manager.
Peter Hart, our production manager, was
formerly with Genesis.

Smith: I mentioned strong emotions, like
anxiety.

Wynn: Not too much of that. I have a lot of
certainty. If you base your decision on what
you’re sure of, then there’s no room for anx-
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iety. I have so much confidence in these guys.

I have to get across to somebody that
Chick Corea is a master composer. The guy is
a genius. You've got to see him work; he’s a
genius. That’s emotion and I know it. I ad-
mire him as a person and an artist. Now my
job is to make somebody at 20th Century Fox
Films realize that.

Smith: What kind of conflicts would there
be within a group?

Wynn: The basic, everyday kind that crop
up when you are dealing with four different
personalities. Every group has got to have
disagreements to go different ways musically,
but eventually they come together.

What Neville and I do is to step in when we
see that it’s not getting settled, as quickly as
possible. I have even flown out to handle it.
Don’t let it incubate because it can grow way
out of proportion. No real conflicts—but we
get involved, and that’s what keeps it to-
gether. There is less of a chance of survival if
disagreements are not handled personally.
That will project itself on stage as well.

Smith: Do you insist upon top billing?

Wynn: Just when we deserve it.

Smith: How do you decide that?

Wynn: By how deserving they are in that
town. I will bluntly turn down a booking if I
don’t feel the headliner deserves it. If the hall
and the package don’t warrant that headliner
according to my ideas, I'll decline. It’s not
acknowledging where we are in that town.
It’s not building. Sometimes they’ll see it my
way and we'll do it.

Smith: You'd insist upon top billing over
Freddie Hubbard?

Wynn: Definitely.

Smith: Over Stanley Turrentine?

Wynn: Absolutely.

Smith: Over Weather Report?

Wynn: Yes, certainly.

Smith: Quincy Jones? Roberta Flack?

Wynn: No. I may consider equal billing in
those cases. Pink Floyd I'd let top bill us be-
cause they sell millions of records. You've
got to see the way the game is played. How
many records can you sell and how many
people can you draw? That would have to be
a business decision, to go on first and take
second billing. The town would be important,
as well as the act. Return To Forever has
never been creatively booked. By that I mean
put together with another act that is not the
same. Expanding for both and at the same
time very arty. I'd like cross-over situa-
tions. RTF can play on the same bill as Cros-
by and Nash, for example, or Chicago, or
Joni Mitchell. The people who go to see Joni
would dig RTF and vice versa because you
are up in that level of taste which crosses
over. That’s very rarely done. It’s easy to put
them out with Weather Report, or Blood,
Sweat and Tears.

Smith: Those aren’t bad bookings, either.
What’s your complaint there?

Wynn: They are not expanding. You've got
to realize that the person who is going to see
RTF is the same as the person who will see
Billy Cobham. I want expanded audiences.
They (RTF) are in a class that’s strange and
it’s because somebody hasn’t really taken the
time to exploit them creatively. The packag-
ing will probably take the form of rock, but it
doesn’t have to. What is Earth, Wind and
Fire? R & b, yes. It can be a jazz group, can’t
it? Well, soul, anyhow. Not the basic five or
six groups that you would consider in con-
temporary music today. I'd like to pull in dif-

ferent kinds of people. Let some people who
are Graham Nash and Dave Crosby fans
come to see us and get off on it. Otherwise
you don’t move.

Smith: The music doesn’t expand, either, in
terms of where it can go. But you have to be
careful not to force the pairings. The natural
groups would be jazz; the others may appear
forced.

Wynn: In a way. But some “natural’ group-
ings have to be created initially to be natural
later on. Every pairing takes effort and some
forcefulness.

Smith: I don’t mean forced in that regard,
but forced musically.

Wynn: It’s the same thing. Why do what
fits, what's expected? Anybody can do that.
Doing the unexpected makes it exciting. It
can also be creative in that I see those musics
going together. And those audiences . .. I'm
very in-tune with what the audience is into.
I'm not going to let an audience get bummed
out and not dig the other group. The matchup
will be effective for all concerned.

Look, we want to sell out everywhere. |
mean sell out. We have publicity people pro-
moting tours wherever we go. We don’t want
promoters to lose money. I'm not looking to
rip off some dollars and run, leaving some-
body bleeding in an alleyway. We want
everybody to win and they can. Sometimes we
won’t even use an opening act because we
want to utilize all of the talents in the band,
including the acoustic part where everyone
gets a chance to stretch out. Now we are
thinking of going out with a visual show.
Nothing gross with the music, but something
that will blend with the music.

Smith: Do you handle each individual artist
any differently than you handle the group?

Wynn: No. I just stay on a good communi-
cation level with him. Find out what he
wants, needs, etc. Call him on the road, tell
him what’s happening, find out what’s hap-
pening.

Smith: How do you detect ripoffs handed
down from club owners, endorsements, pro-
moters, etc.

Wynn: Each one is evaluated separately.
It’s very easy to detect. I know what they de-
serve, what they are worth, and I go accord-
ingly. We never work clubs, so clubowners
never enter into it.

Smith: Never?! Don’t you think you should
allow a hit group like RTF to do some club
dates? After all, clubs are the ground floor of
the entertainment skyscraper. How do you
expect clubowners to support unknown talent
if they can’t book the stars to recoup some
losses?

Wynn: We don’t play clubs because the
sound systems do not conform with what can
be done on records or in concert halls. The
public is used to a certain sound. Another
thing is that you reach a limited amount of
people. The purpose is to reach a lot of peo-
ple. We want to get across what the group is
doing. The percentages aren’t there even with
300 people per show, seven nights a week,
two a day.

Smith: But to offer the club going public
something different can gain you that ex-
panded audience you spoke of earlier, and it
also gives your musicians further opportunity
to develop their respective and collective
chops.

To hell with percentages. It’s time the hit-
makers paid back, or at least supported those

continued on page 31
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E ight years ago, Don Griffin was studying
Economics and Business at UCLA. He and
Ed Swansea decided to start their own studio,
Don teaching guitar and woodwinds, Ed
teaching drums. They rented a small house in
Santa Monica and taught 100 students.

After six months, they rented a store and
put in teaching studios. Don sold his Corvair
for $1500 to stock the store “with small
things, strings, picks, things that would turn
over fast.” At that time, “‘the teaching was
just a part time job to get me through school.
My primary purpose was to obtain my degree
in Economics and my Masters in Business.”

Today, Don Griffin, 29, employs 25 people
and is sole owner of West L.A. Music, which
does a booming $2 million business a year
and is rapidly expanding.

West L.A. Music now consists of four build-
ings, housing five Divisions—the Musical In-
strument Division; the Sound Division; the
Service and Engineering Division; the Ship-
ping and Receiving Division; and the Office
Building.

West L.A. Music offers “‘nearly every ma-
jor brand of musical equipment in existence.”
It also offers personal attention and expert
advice; service on everything sold; instrument
rentals and leases; cartage, storage, shipping,
and credit terms.

Some of West L.A.’s regular customers in-
clude Stevie Wonder, Herbie Hancock, San-
tana, John Mayall, the Pointer Sisters, Rufus,
Chicago, Bob Dylan, War, Ike and Tina
Turner, B.B. King, Faces, the Beach Boys,
and the Supremes.

“You don’t need a college degree to go into
business,” said Griffin, who did in fact get his
Masters in Business from UCLA, *but it cer-
tainly helps, if it’s in a relevant subject. You
definitely do need some common sense, and it
would be good to have some accounting
background, which you can get from any
number of courses or books. You should also
be able to deal with people in an effective
manner. There’s really no prerequisite per se.

“The musical instrument business is one
business where you do need 'a feel’ for it,
however. Musicians are generally extroverts
and egotists—which is not meant deroga-
torily—and they're concerned with art. You
have to be sensitive to those needs in order to
fulfill them. Selling a guitar is not the same
thing as selling a pair of shoes or an automo-
bile.”

What has Don Griffin done to make West
L.A. Music such a success? What were
specific steps he took along the way? What
can we learn from him about how to run a
music business?

“The first thing Ed Swansea and I did—be-
fore we even rented a building or did any-
thing else—was go to an attorney and say,
‘We would like to start a partnership. We
need a partnership agreement.’ It was fortu-
nate we did that, because if we had not, we

would have run into some serious problems
when we agreed three years ago that I would
buy his interest. With the partnership agree-
ment, it was all stipulated in advance.”

Also, at the very beginning, “one of the
best things to do—which I didn't know I
could or should do when I started—is get in
touch with NAMM, the National Association
of Music Merchants.”

NAMM publishes The Music Merchants’
Operating Manual, a valuable book *that con-
tains everything you could get in a college
course on management,” said Griffin. Its
chapter headings are: General Management,
Sales, Advertising & Promotion, Merchandis-
ing, Education, Service, Financial Planning,
Control, Accounting, Budgeting and Fore-
casting, and Miscellaneous. (Contact
NAMM, 35 E. Wacker Dr., Chicago, Illinois,
60601. Telephone: 312-263-0261.)

Of course, the first big hurdle in beginning
a business is financing. “If I wanted to be do-
ing $30,000 worth of business a month from
today, I'd better have an initial $10-20,000
dollars ar a minimum to invest in stock, fix-
tures, personnel, advertising, promotion,
etc.”

Unless you have good credit ratings (“your
credit record is one of the most important
things you should protect’), some borrowing
ability (relations, friends, etc.), or money of
your own (“that’s the best one”), there are re-
ally no alternatives to the Small Business
Administration (SBA) loan, a government-
guaranteed loan made directly by the bank
with bank funds, which, if pursued on a full-
time basis, can be obtained in two or three
months. Obtaining such a loan is often diffi-
cult, however, because a bank does not con-
sider a music business a very good risk.

“They are very reluctant to loan any large
amount of money on an unsecured basis.
Since we deal primarily on a cash basis, we
don’t have much Accounts Receivable, so we
can't pledge Accounts Receivable for a loan.
Inventory is usually not all paid for, so you
can't pledge that. It’s difficult, because what
they consider a good risk is a manufacturing
operation.”

Along with securing the initial funds, there
are, according to Griffin, five major points to
consider (“all of which you can study in any
management book™): Planning, Organization,
Directing, Staffing, and Control.

Planning: "You've got to set down your
goals—how much business you want to do,
policies, what merchandise you're going to
carry, who you are going to sell to, how much
you're going to charge, how much discount-
ing you want to do, whether or not you'il of-
fer credit, etc.

*When I was in school, my goal was to fin-
ish up my education. Once I finished my de-
gree and my military, I then had to decide
whether or not I wanted to accept any of
several job offers, or if I wanted to continue
in the music business. I decided I would be
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happier and gain more personal satisfaction
by working for myself and achieving some-
thing on my awn.

“"When I decided to go into business, I then
had to make many decisions regarding poli-
cies, plans, and goals. We did just that.

“At first, we didn’t offer credit; now we do.
We also decided the market we wanted to
pursue: the professional musician, the top
rock musician, and secondly (but more im-
portant in terms of revenue) the semi-profes-
sional, who is, of course, emulating the guy
on top.

“That’s the market we started with. Then
we branched out into professional sound
products, recarding equipment, and now
we've just opened our own Service Center so
we can service everything that we sell.

"I must confess that at that time I was not
very specific on goals. I underestimated how
7Much business we would be doing.

“I've since learned it’s critical that you
write down your goals, and read them. Con-
tinuously. All the time. 1 know how much
gross business [ want this company to be do-
ing three years from now, two years from
now, one year from now, and five years from
now. I can tell you we intend to be the largest
single-outlet stare in the country in five years.
I know exactly how much I want to be paying
myself at that date. And, of course, I have my
personal goals as well.”

Organization: "You've got to set up the or-
ganization and the personnel so things float
smoothly from beginning to end. Inventory
will come in properly, be properly checked
in, and placed where you know you can find
it. You systematize your purchasing system so
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it works smoothly the same way every time.

“Every person that works for you should
have a written job description. He should
know clearly what he is supposed to be doing,
and who he is supposed to report to. The or-
ganization aspect comes in when you deter-
mine the most efficient way to have different
people reporting to other people.

1 have five people reporting directly to me
on matters of policy and organization in their
individua! departments. They are responsible
for the people who work under them.

"1 can't walk in the store and be the boss
over the salesmen when they've got a manag-
er over them, because then all of a sudden
they’ve got two bosses. If 1 want a salesman
to do something, 1 go through his manager.

“We have a chain of command that is very
specific. That is the only way you can grow.
If you don't delegate authority, you end up
with more things to do than you can do.
Initially, of course, you definitely have to be
a jack of all trades, because it's unrealistic to
expect that you can hire people tull time to
perform all of the various functions required.
But as you grow, you establish the chain of
command.”

Directing: “Directing means continually
making sure the company is following the
plans you have set up to achieve your clearly
defined goals.”

Staffing: “The people you have working for
you are one of the most important aspects of
runing a business. As an entrepreneur you are
instigating an activity, but you are definitely
not doing it all on your own as far as a retail
business is concerned. You can be the world’s
greatest genius, but if the people you have
working for you are not of a high enough
calibre, you are going to fail.

*1 really have to attribute the success of the
business to the people involved. The first
people in line there is the sales force. Every-
one elise is overhead. It the sales force does
not perform, then there is not going to be any
money to pay everyone their salaries.

“If I could tell you how to select salesmen,
1 could command any price 1 wanted for any
sales management job in the country. That's
the problem every sales manager faces. You
just have to use your own judgement.

“Does the guy seem to be motivated to
achieve a certain level of performance? Does
he have a good, positive attitude? Finally, of
course, when it comes right down to it, how,
with the proper training and proper control,
does he actually perform when you put him
on the sales floor?

“When 1 started, 1 knew nothing about
sales. 1 wasn't even aware that there are such
things as ‘sales techniques.” Unfortunately,
they don’t talk about sales techniques in
schools at any level. 1 gradually became
aware that 1 needed to do something regard-
ing sales training, not only for myself, but for
the people that worked for me. | ran into dif-
ferent books and different people, and 1 be-
gan to gain more knowledge.

“One very critical thing is to have a con-
tinuous, on-going sales training program for
your salesmen, even if you have only one.

“We now have once a week meetings that
are strictly for sales training. And we have
product training sessions. Different manufac-
turer representatives will do meetings for us,
explaining their products, organization and
sales techniques.

“From time to time, we’ll have outside peo-
ple who are not involved with any particular
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manufacturer. Frank Garlock, for example,
became involved with our company five or
six years ago. He has been a key part of our
success. He still does a meeting once a month
on motivation and sales training tor all the
store personnel.”

Control: “Once you set up your organiza-
tion, and you've got your plan, you got your
people, and you're giving it some direction,
then you've got to follow up and continuously
check and continuously control everything.
Much of it involves the financial end. The
checks come back from the bank and you
audit them to make sure that everything was
paid as it should have been. Your cash regis-
ter is also a control function. You make sure
the money's coming in and that you're getting
it into the bank, not in someone’s pocket.”

After discussing Planning, Organization,
Directing, Staffing, and Control, Don Griffin
suggested reading two books. One is Manage-
ment By Objectives, by Koontz, offering *600
pages on each of these five topics,” he said.

The book he enthusiastically referred to
several times during the course of our con-
versation was Think And Grow Rich, by Na-
poleon Hill. Frank Garlock highly recom-
mended another Hill book, Master-Key To
Riches. Both books are “on personal motiva-
tion, not directed specifically toward the
music store business.”

At this point in his business, young Griffin
does not employ a separate, outside purchas-
ing agent. “Every salesman,” he said, "is in
charge of a certain area of the store. Part of
his duties is to keep track of the stock we've
got. He's required to fill out a requisition ev-
ery time we need something. Those are all
edited and approved by the manager. Then 1
approve every order for stock. Then it's
passed on to my secretary, who actually
places the purchase order. That's something 1
can check very quickly.”

The amount and type of advertising an
owner would want depends upon his situa-
tion. "Depending on where you are located
geographically and what market you're look-
ing at and on how much business you want to
do, advertising can be very important, or it
may be something that you don't need to do
at all.

*However, 1 would say everybody needs to
promote and advertise in some manner or
some form. Location and market determines
what kind of advertising you do and where
you do it. Since we're looking at the profes-
sionals and semi-professionals primarily, and
we're not selling to schools, for example,
we're going to advertise in periodicals, and
we're going to use methods to reach them. A
company looking to sell to schools is going
to take a different approach.

“For certain projects, we use outside
agencies. For classified advertising, we han-
dle ourselves. It definitely pays to get outside
agencies to help if you're getting into radio or
television advertising, extensive print and art
work advertising, or where you don’t have the
time, and where you just don’t have anybody
who knows anything about that subject.”

It might also be mentioned that in the early
days of the business, Don and his brother,
Bob, spent every night of the week visiting
Hollywood clubs (West L.A. Music is located
a few miles away). They met the performers
and road managers directly and developed a
strong personal rapport with them. Pretty
soon, the West L.A. Music crew was working
seven days a week, around the clock.

On franchises, Griffin said, “Most manu-
facturers that have a valuable product line in
terms of making you money require that you
become a franchise dealer in order to carry
their line. That means you must make an
initial investment in their product line so that
you have a fairly representative display of
their product on hand in the store. Some fran-
chises cost a few hundred dollars; some may
cost several thousand. You should aggressive-
ly go after franchise lines that are going to
turn over fast, that are popular sellers, that
are good quality products, and whose compa-
nies will co-operate with you in terms of pro-
motion, advertising and backing up their
products.”

Griffin incorporated early, because “it you
are a proprietorship or a partnership, you are
personally liable for anything that happens in
the business. If you are a corporation, how-
ever, and running it properly according to the
corporation laws of your state, then you are
not personally liable. The other advantage,
past a certain point of net income, is taxes.”

As far as taxes are concerned, "'I've always
had a CPA do them, and now I have one do
my monthly tinancial statements. Since
you're neither a lawyer nor a CPA, you
should seek outside counsel on these matters.
Doing that is much less expensive than the
cost of making a mistake.”

Don does not feel he has a good location,
nor can he definitively describe what consti-
tutes one. "You have to consider hundreds of
factors,” he said, “‘including population,
where the other dealers are located, and who
you're trying to sell to.”

The key to establishing branch offices is
“finding someone who can run those offices
as well as you would yourself. If you have
those people, the bulk of your problem is
solved.”

Don finished up our conversation by
emphasizing service and attitude. “Our main
market, the market we have always solicited,
has been the repeat-business market. The way
to get that is to give the best service you can
possibly give to the customer when he’s deal-
ing with you. You don’t sell shoddy merchan-
dise. You sell the best quality merchandise
you can become franchised to sell. You
should back up what you sell: you should
service what you sell: you should guarantee
what you sell, and stand behind it.”

In conclusion, something might also be
said about Don Griftin's personal effect on
me, a total stranger. First of all, he dressed
casually, wearing quality shoes, slacks, shirt
and sweater. He wore fashionably tramed
“Hollywood" glasses and a fashionable hair
sytle. He appeared neither ostentatious,
“square,” nor “rock 'n’ roil.” Had he at-
tempted to look like the musicians he serves,
he would immediately be spotted as a
phoney. Had he worn a white shirt, a tie, and
a Brooks Brothers suit, he would have alien-
ated all but the oldest members of the musi-
cal establishment.

He was forceful, yet warm. He addressed
himself directly to the questions and spoke
articulately and intelligently. His answers
were clear, organized and informative, with-
out being aloof, boring or clinical.

He knew how to listen. He demonstrated
an openness for suggestions, a kind of watch-
ful eagerness to find new ideas.

In the store, he addressed his employees
with respect and good cheer. He was neither
overly familiar nor dictatorial. He was




friendly, firm, direct and personable.
Psychologically, he appeared to be fully in-

tegrated, realistic, and in direct contact with

himself, with others, and with the situation.
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In doing vour homework for an interview of
this type you ask friends and colleagues for
leads. The job was easy, for Bob Scheiwiller's
Central Music Supply is well-knawn as a leader
in the sale, rental, leasing and repair of school
band instruments. His reputation extends to ev-
ery corner of New York State, various parts of
the northeast and to other areas of the country.
His home base is Syracuse where he has out-
grown the store he took over there. New estab-
lishments have been opened at Portland, Maine
and Rochester, New York, and there are plans
for more. Musicians of every stripe can recall
CMS in some stage of their lives: engineers
know of it one record company executive can
even pinpoint the exact location of the Syracuse
store.

Scheiwiller is a thirty-tive year old degree-
holding businessman who knew where he
wanted to go from the start. Upon receiving his
BA in Music from the State University of New
York at Potsdam, he began a teaching career in
suburban Syracuse, and then entered the retail
trade in what is now his own business.

L]
Smith: What kind of background should a mu-
sic instrument dealer have before embarking on
such a venture?
Scheiwiller: Should have and do have are two
ditferent things. I think it’s a lot easier to go
into this business—any phase of it—if you have
been educated in the field of music. However,
there are many successtul dealers who have not
been educated along those lines.
Smith: What were your steps after college?
Scheiwiller: I went into instrumental music in-
struction for three years before I even decided
to work in the retail end of it. I tinally did begin
to sell for CMS and then my real education be-
gan. I lett to work for the LeBlanc Instrument
Co. in Kenosha, Wisconsin. After that 1 went
back to CMS and bought in as a partner: later |

bought the entire store. The other two stores
followed.

Smith: Explain the details of this business.
Scheiwiller: We deal primarily with schools.
We have salesmen on the road and all of our
business is geared to the needs of the music edu-
cation field, beginners’ instruments, step-up in-
struments, accessories, anything strictly in de-
mand in the band and orchestral field.
Smith: What other businesses are like yours?
Scheiwiller: I really don’t think there is any
other business like ours. We are unique. There
are, of course, other types of music businesses.
There is the full-line music store: they carry pi-
anos, organs, band instruments, orchestral in-
struments, sheet music, guitars, supplies for the
rock bands, etc. There are stores that carry
only “frets and electronics.” Others carry only
pianos and organs, sheet music and so on.

We are unique in that we are actually in-
volved in third party sales. Teachers recom-
mend the products we sell. If we don't sell our-
selves to the teacher, he is not going to use our
services. So basically our business is service-ori-
ented. We sell our own store and its services so
that the teacher will recommend us. The stu-
dent buys from us because the teacher recom-
mends.

In our case, and in the case of 50% of the
stores like ours, there are parent nights. We are
brought into the school at a time designated by
the teacher, to introduce our line to the parents.
Now if we had not sold ourselves to the teacher
we would not even have been invited to partici-
pate.

Smith: Does your educational background aid
you in this?

Scheiwiller: Yes, especially in getting along
with the teachers. There is a kinship, because |
have been through the problems they are hav-
ing.

But after you get into the business, even if it
is only informal training, I recommend some
education in business practices. This is where
we fall very short in our particular business.
The common belief is that if you buy a product
for fifty dollars and sell it for a hundred you
make fifty dollars. That’s false. You really
don’t make that entire fifty: you have those
tixed charges of overhead, salaries, commis-
sions and all of those other items that any fledg-
ling business student learns on day one. But
many people get into this business because they
see that kind of so-called “profit.” It’s just like
any other business: all those expenditures must
be taken into account. There are the basic set-
ting-up expenses that few consider.

Smith: What steps should the prospective music
dealer take before going into the business?
Scheiwiller: 1 recommend that he first work in
a music store. That's like extending your educa-
tion. If possible, he should then work for a
manufacturer: this was the most valuable part
of my training. Working for LeBlanc I trav-
eled in five different states and I got to sce hun-
dreds of dealers, picking up many good ideas
along the way. It’s like going to college: all you
really learn is how little you know. Normally, if
you work in a successful store, you learn your
methodology.

When you are working for a manufacturer
you're attending conventions, visiting school
teachers. getting to see how certain things work.
After working for LeBlanc I realized that mak-
ing money in this business is not in the selling,
but in the buying: control of inventory, budget-
ing, forecasting. When dealers get in trouble fi-
nancially, it’s because they didn’t control their
buying. They tend to buy for price and not for

the ability to then sell what they've bought.

Smith: Are there special financing arrange-
ments involved in setting up a business such as
yours?

Scheiwiller: Obviously, the amount of dollars
available is automatically going to determine
the size of the business. Today it would be ex-
tremely difficult to start in this business unless
one had a tremendous amount of capital. 1
mean a substantial amount so as to accrue some
inventory. This goes back to one of the basic
problems of the school band business. When we
buy an instrument from a manufacturer, we
normally have to pay for it in September (the
start of the school year). Now we rent it out and
after a three month period, the parents decide
whether to have their child continue or not. If
they return the instrument, fine; but we have
still paid for it. If they are going to continue
renting, we have to deal with paper (commer-
cial paper, loans, etc.).

Therefore, one has to have either manufac-
turer or bank financing, or one’s own capital.
With the former you normally have to establish
some kind of a credit line. It’s like going to get
a job fresh out of college and you are turned
down for lack of experience. Where do you get
it if you can’t get work? It's the same with fi-
nancing. You have to be born with a credit rat-
ing ... or you must earn it.

Once the financing arrangements are
straight, then the prospective businessperson
must be prepared to work 12-18 hours a day in
the beginning: don’t plan on hiring people to do
a lot of the work. You'll need repairmen and a
secretary, but the problem I see is that so many
people don't keep their eyes and hands in every-
thing. It's very important to know every single
phase of the business at the early stages, espe-
cially the weekly finances. Every day there are
three basic facts that I must know: How much is
owed me? How much do I owe? How much is
in the bank? If you know those three facts daily,
you’ll stay out of trouble. Or at least you'll see
it coming.

Smith: When you do get around to hiring per-
sonnel, what do you look for?

Scheiwiller: For direct contact with customers,
I prefer to hire a teacher, like myself, who is fa-
miliar with this field. All the salespeople that I
have are teachers, except one, who has a fi-
nance degree and bank experience. It was a
gamble, but he’s a tremendous salesman, a part
owner of the main store and the second in
command. And yet, he has no formal music
education. I want people who are really look-
ing to excel, to hustle, who want to get ahead
and are not afraid to work.

Smith: What kind of space is required when
starting out?

Scheiwiller: There is no formula as to the
amount of floor space relative to sales. We
have outgrown our store in Syracuse, but we are
still operating there. We're cramped there,
which forces us to be a little more efficient. |
learned once that if you have a tremendous
amount of space and give everybody a private
office, it just gives them a place to hide and not
get caught wasting time, whereas if they are all
out in the open they have to be working.

I have also watched firms move into very
large stores when they grew. One bad year and
those fixed expenses kill you. In other words, it
boils down to whether you are in this business to
impress people or make money. In my personal
opinion, space is not of primary importance. A
store should be neat, orderly and well-orga-
nized. It doesn’t have to be vast.

Smith: What other types of music businesses
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Namedropping can be fun. Try these: Ben-
ny Goodman, Count Basie. Bob Dylan,
Mitch Miller, Pete Seeger, Billie Holiday,
Bessie Smith, Bruce Springsteen, Charlie
Christian, Helen Humes, George Benson and
Aretha Franklin. Here's some more: Voca-
lion, Brunswick, Keynote. Majestic, Mercury,
Vanguard, Columbia, Okeh, Parlaphone.
This second batch are probably less familiar
10 you due to the fact that they were, for the
most part, record companies that didn’t make
it into the '70s. It was on these and other
labels that the tamous and not-so-famous
made their recording debuts. The mere men-
tion of the companies brings immediate pic-
tures to mind: Okeh was an ugly shade of sky-
blue-pink at one time: Mercury had its
winged helmet of the Roman god.

And there is one name that ties all of the
above into a single luminescent package. The
possibility exists that if it weren’t for this man
neither the record companies nor the art-
ists would have become legendary. He is John
Hammond who, through his complete unself-
ishness, his untiring 25-hour days and his de-
votion and deep love tor the music of his
time, gave us not only new sounds and new
people, but new trends.

Hammond’s title of vice-president in
charge of talent acquisition at Columbia Rec-
ords only tells a fraction of the story. He is,
as Goddard Lieberson has succinctly put it, a
musical encyclopedia. More importantly,
John has physically gone into the studios,
concert halls and clubs with his artists and
introduced them to the public. or he has pro-
duced the concerts and the record dates that
have introduced them 10 mass audiences. His
“From Spirituals To Swing” concert was the
first non-classical performance at austere
Carnegie Hall, predating the Hammond-
organized Benny Goodman band. It remains
@ monument in the history of American
music.

Leonard Feather spoke of John as "a great
catalyst” on a recent two part, three hour PBS
television special. But a catalyst, according
to our early chemistry class, initiates a reac-
tion, remaining unchanged in the proc-
ess. Hammond is loath to say that he is un-
changed. He discovered Count Basie (“My
proudest moment”) and Bob Dylan and Bruce
Springsteen. He organized Goodman’s bands,
initiating the color line breakthrough with
Teddy Wilson. then took a political shot with
Pete Seeger much later. He is a catalyst only
in that he aids the chemistry ot change, yet
his ideas remain as fresh as tomorrow.

This conversation with John Hammond
touched on a variety of subjects, all centering
on the new artist and the budding entertainer.

Smith: How does a young musician estab-
lish himself with a record company?

Hammond: The first thing he or she would
have to do, if visiting offices is impossible, is
to make a demo tape or cassette. It’s a pretty
fair representation ot his talent. Many young
artists feel that home tapes aren’t good
enough. That's not really true. They spend an
awful lot ot bread to make stereo tapes in 8
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or 16 track studios in their hometown and
that doesn’t give you a very much better ex-
ample of what the person can do: there is a
lot of overdubbing. Just using halfway decent
home equipment would sutfice. Of course,
some groups call for larger setups. But for the
most part, a home tape is good enough.

When [ audition people at our Columbia
studios, I will very often record them two-
track or monaural. It saves an enormous
amount of time and editing. Another reason
for that is that I get an idea, for myself, how
they sound over a microphone. This is a
memory that [ will bring back with me when
[ listen to the tape. With that in mind, | can
then discuss it with some other people in the
a&r department. The first thing is that the
guy’s got to have talent and the second is he's
got to have persistence.

I see an awtul lot of people up at Columbia
and quite a few say that I'm hard to reach. (I
have a very protective secretary.) At the same
time, [ will see someone who comes up from
Bristol, Tennessee. without an appointment. [
see those who [ can see. But most of the peo-
ple I have tound have been the result of my
going to seek them out rather than vice versa.
I think it’s always been that way in the record
business. Of the 50 tapes I get a week. maybe
one will be listenable, and then not even get
chosen. Of the people I get in a year, maybe
one or two are worth a disc and that’s all. The
kind of competition nowadays, a result of too
much leisure time, is overwhelming.

Unfortunately, most of the kids that send in
tapes tollow trends. rather than set them. I'm
really not interested in listening 10 someone
remotely like Springsteen, or Dylan. I'm
frankly sick of people not trying to blaze new
trails for themselves.

Smith: How can you tell where the talent is
in that Bristol,Tennesseean if he goes into a
multi-track studio?

Hammond: It he’s here to see me he's not
interested in that: he knows I'm not over-
whelmed by that kind of stuft. But we have
other people (at Columbia) who like the
tricky, complicated. Phil Spector type of
sound. So I send them over to Ed Naha, Mark
Spector, or whoever.

Smith: What it you get a genuine talent who
is, indeed. in the mold of Dylan?

Haminond: [t [ feel that there’s someone
with talent, but he is duplicated on this label,
I will pick up the telephone and call Atlantic,
or Warner Brothers. or certain other labels
like A&M, which I think is a wondertul com-
pany, and say, “Look, there’s a wonderful kid
who has come up 10 see me. I can’t do any-
thing for him right now because ot so-and-so
and such-and-such. and he is in that groove.
But [ think he is good and in a year or two he
may make it big.” A lot of people have got-
ten their start that way. ['m not that much of
a company man that I cant see talent and
wish to see it get public recognition. If I'm
really impressed and [ feel he hasn™ gotten a
fair shake here, I'll call someone clse.

Smith: We now have a person who thinks
he has talent. He asks you how he should pre-
pare a demo tape. How would you advise
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him?

Hammond: [ would suggest he make it
short and put his most unusual and adventur-
ous material up front. Most of the tapes I get
are the tried and true, safe material at the be-
ginning, which I'm not that interested in. |
have the travail of going through three or four
tracks betore I find anything that has the
slightest bit of excitement.

I look for things that are perhaps different
from other producers. | have listened to a
good deal of jazz in my life, and an awful lot
of classical music, too, so what may sound
unusual harmonically to the general public,
or to other producers who haven't been ex-
posed to other forms of music. may not sound
all that revolutionary to me.

I have gone through all sorts ot classical
crap, if | may use the vernacular. I have also
recorded Stravinsky. but there are very few
super-major composers ot this century. |
know most ot their work, so if a guy has gone
through the Eastman School ot Music, say,
and is laying on a lot of complicated stuff just
because it is complicated and uses synthe-
sizers and other kinds of electronics in stri-
dent ways. he doesn’t overwhelm me.

Smith: What do some of the other pro-
ducers look for?

Hammond: Goddard (Lieberson) luckily
comes from a classical background, including
composing. | was a lousy viola player, but I
did play in a string quartet for many years
and | got a chance to play a lot of stuft with
people better than [. More important than
that is that I was a classical music critic for
several years with the Brooklyn Eagle. as
well as doing a column on jazz on Sundays
during the '30s. There are a whole bunch of
things that go into anybody’s taste.

I’m not answering your question directly,
but other producers may look tor diverse ele-
ments. One is a person’s relationship to his
material. It's almost a truism to say that we
don't listen to many artists that don't have
their own material. The days ot matching an
artist with outside writers is almost gone.
Practically all the young talent we have has
selt-contained music. If a singer doesn’t write
the material then somebody closely con-
nected with the artist has got 10 do i1, because
we don't sign to do other people’s material.

Smith: Let's get specific. George Benson
comes in. ...

Hammond: In jazz it's ditferent. I mean
rock or folk.

Smith: How about Manhattan Transter, or
The Pointer Sisters?

Hammond: Alright. There are exceptions
to everything. Neither of those groups are
typical of the record business. Both, by the
way, are having trouble selling records after
their initial issue. Those exceptions are usual-
ly one shots.

Smith: So then let’s alter your original
premise and say that only a core of the mate-
rial should be original.

Hammond: Yes, okay. Going back to the
new artist, he will come up with some of his
own material. It's his spectacular technique
that attracts us. His talent, harmonic sense




will make use of standard material.

Smith: What does that do to the repertoire
from the point of view of years hence?

Hammond: It extends it, what with new
writers and performers always coming up.
They all aren’t Lennons and McCartneys, but
there are the Janis lans and Pink Floyds,
whose material stands a chance of being cat-
alog material.

It’s interesting with Dylan, for instance.
He’s had his peaks and valleys, but consis-
tently through the years he sells. If he gets an
enormous album, the whole catalog comes
up. Springsteen is a marvelous example. So is
Miles Davis. Bruce’s first two albums didn’t
sell. The success of Born To Run has put

those first two within spitting distance of*

gold. It happens all the time in all forms of
art. You've heard of painters becoming fad-
dish, vineyards, composers. 1t’s natural.

Smith: Should the musician, singer, what-
ever, have a manager?

Hammond: The record comes first. After
that he should have a manager. Most man-
agers won’t take an artist unless he’s got a
record to begin with. 1 have a reasonably low
opinion of many personal managers. There
are others that are wonderful. Most of them
don’t have terribly good ears and most are
hype artists. Some, on the other hand, know
how to book an act. Some will drop the artist
after the hot record has cooled. After all, a
manager wants a piece of the action and
thereby can become a leech.

Not all: my goodness there’s Mort Lewis,
John Levy, Norman Granz. Norman is a
saint. He has done more to elevate the ethics
of this business than any one person. He was
the first person to record music live and the
first to pay musicians what they were worth,
or more than they were worth.

Smith: Did he ever manage anybody be-
sides Ella Fitzgerald and Oscar Peterson?

Hammond: Norman's not interested in that.
He's an extraordinary guy. He's politically
far out and he’s so far advanced socially that
he appears aloof. He’s bored with everybody.
If you spend most of your weekends with Pi-
casso, as he did before Picasso died: if you
are one of the classic gourmets of the world,
as he is: if you break down racial barriers at a
place like Pavillon, as he used to do with Ella
and Oscar: if you know every good chef in the
world: and if you are a complete interna-
tionalist, there is no reason why you
shouldn’t be bored with people in the bus-
iness. He’s bored with me. I don’t blame him.
I've known Norman since 1946 and most of
the things that have happened we've talked
about already.

Smith: Does the record company have
much to do with where an artist should go?

Hammond: A great deal, yes. | know the in-
dependent scene: 1 know the small majors
and | know the majors. The scene at Colum-
bia is incredible. Jerry Wexler and Nesuhi
Ertegun are close friends of mine and there-
fore 1 know Atlantic. There has to be, for the
young artist coming up, an extraordinary
union between promotion, publicity, sales
and a&r. Some few companies have achieved
that. Columbia, as a major company, is lucky
because it controls its own distribution. Com-
panies like A & M are slightly influenced by
the fact that they have independent distribu-
tors. These distributors are as liquid in hard
times, like right now, as any other business.
The majors that control their own distribu-
tion have an easier time.

Smith: Many successful artists, Count Basie

is one, have had little or no musical ed-
ucation. Many of the artists today are ambiv-
alent about that road. What’s your opinion as
to which way to go—college, or no?

Hammond: Nowadays far more minority
kids are going to college than when 1 grew
up. It was like %4 of 1% of black kids that got
out of high school. | see many more sophisti-
cated black entertainers now than ever be-
fore. | see no correlation between musical ed-
ucation and talent.

The people that come to see us are mostly
college trained. For me, a little more than
half as of late. The percentages are changing
because | see more black talent than the
others.

Smith: What about musical college trained
versus liberal arts college trained?

Hammond: God knows the music business
has been greatly improved by the Berklee
School of Music. I was terribly suspicious of
Berklee originally. What they do is to give
playing experience, as does the Yale School
of Music. (Ed. Note: John is on the board of the
Duke Ellington Foundation at Yale.) I'm so
proud of what they are doing. Willie Ruff
teaches up there. The students are not only
encouraged to play jazz, but they are made to
play jazz. The music department works very
closely with the drama department so you get
them playing original Purcell scores for

rious difficulties. Nowadays reading is about
95% of the music on records. It's essential. |
am excluding a very small part of country
music and a very small part of blues.

You say “jamming” artists where 1 would
say “ensemble” artists, because to me a ter-
rible thing has happened to music through
the ages. That is the cult of the superstar. Jazz
is the art of improvisation and collective im-
provisation. When a man like Louis Arm-
strong became a soloist and played high notes
in front of a band, or when Charlie Parker
chose to be supported by lush backgrounds,
when they lose the business of setting riffs
and playing on an equal basis with other mu-
sicians, they've lost half the excitement of
creative playing.

In the Soundstage show where Benny
Goodman played with Benny Carter, Benny
Morton and especially George Benson,
Goodman actually was riffing behind Ben-
son. He hasn’t done that in a long time. 1
thought he had forgotten how. In fact, he did,

but it came back.

Smith: How do superstars pace themselves?
How do they prevent themselves from be-
coming overexposed, both from their own
point of view and from that of the record
company? In effect, how do you prevent the
“24-hour wonder” syndrome?

Hammond: A superstar is always smart if
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Jerry Wexler, John Hammond, Goddard Lieberson on PBS-TV

Shakespearean productions. (Connecticut is
home for the Stratford Theatre and a major
Shakespeare Festival every summer.)

The greatest thing that is happening there
is that Yale gets musicians and integrates
them into the public school system of New
Haven. Through Willie and other musicians,
the black music is brought directly to the stu-
dents. The greatest names in the business
come up and work, not only with the minor-
ity kids, but also with the undergraduates as
well. It’s a completely ideal give and take sit-
uation.

Smith: What about the musician not tender
in years, who has had zero formal education?
Examples: George Benson, Wes Montgom-
ery, even Darius Brubeck, who just played
with groups.

Hammond: Benson had no musical training
at all. His father made him his first ukulele
out of a cigar box. The Brubecks lived right
next door to us in Westport, so | know what
little training Darius had. What was good
about Wes was that he came from a town (In-
dianapolis) that had the Ferguson brothers, a
tank-town booking agency. They had bands
like Snookums Russell, some of the first all-
girl bands. They really did a job for their art-
ists as far as bookings were concerned.

Things are different now. Reading is so
very important. Reading and composition. If
they don’t know their harmony they are in se-

he reverts to his role as a sideman from time
to time in his career. An example of a guy
who has done this is Jan Hammer. {1 knew
him in 1963 when 1 first visited Prague. He
was 16 or 17 then leading a trio, obviously
the best in Czechoslovakia. Both Vitous
brothers were with him. Miroslav came to
America and his brother, a drummer and a
Jehovah’s Witness, went to prison for his re-
ligious convictions.

Jan and Miroslav came here to Berklee,
Jan going eventually with John McLaughlin.
He made some solo albums, mastered the
synthesizer, and still will take dates as a side-
man just to keep up his skills. This, to me, is
the most sensible way for a great talent to
keep up his ensemble chops.

Smith: Are you telling me that when we see
on a record jacket “through the courtesy of

. . 7 we are seeing those that are contin-
uing their training for superstardom by pol-
ishing up?

Hammond: Absolutely. That’s why 1 felt so
great when | heard Benny Goodman create
riffs with Bennys Carter and Morton and Red
Norvo. He’s become an ensemble musician
again!

Smith: What about the rock people? Do
they get the chance to be sidemen, too?

Hammond: Bruce (Springsteen) has been a
sideman for years, with Dr. Zoom and the

continued on page 30
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down beat’s Guide To Music Careers

I. Music Education Careers

II1. Non-performing Careers
II. Performing Careers

Preface

The data in this Guide was assembled and
collected from interviews with working pro-
fessionals, school administrators, and busi-
ness executives. The interpretation of the
data is down beat’s,

The salary ranges shown are average and
approximate. The lower range is the average
yearly income that a beginner could expect to
earn from that specialty. The higher range
would be for an experienced, highly skilled
practitioner, administrator, or supervisor.
(The upper range for “star” performers is al-
most infinite, but for this Guide’s purposes, it
is unrealistic to include the annual income of
such performers as Stevie Wonder, Barbra
Streisand, Henry Mancini, or Leonard Bern-
stein in any “average” salary scale.) Bear in
mind that most teacher salaries are figured on
a 39 or 42 week basis, supervisors on a 52
week basis. Most performers’ and studio
teachers’ fees are reckoned on an hourly or
“per engagement” basis.

Most persons with music skills earn in-
come from a number of different specialties;
or, if you will, from a variety of part-time mu-
sic jobs.

Educators earn money by teaching classes,
giving private lessons, playing at the local
pub or with the community symphony, dia-
gramming marching band formations, selling
or consulting for music suppliers, arranging-
composing, etc.

Professional performers perform wherever
union scale is paid and supplement that in-
come by exercising their music skills in the
many ways outlined in this Guide.

The careers listed as “Non-performing”
usually require additional expertise other
than music experience. For example, a sound
engineer needs electronic expertise. But to
make the next step and become a more highly
paid “mixer”, the engineer also needs a well-
trained musical ear.

It must be stressed that just having music
skills is no guarantee that you can earn a liv-
ing from them. As a matter of fact, no more
than four or five percent of the 330,000
union musicians in the U.S. and Canada earn
their living from the performance of music.
There are thousands and thousands of union
members who pay their rent and food biils by
working at something else. But they keep
their cards paid up because of insurance
benefits and—most importantly—recogni-
tion as a professional musician, a boost to any
lifestyle.

A few words about training and prerequi-
sites . ..

It is not necessary to have a 4-year college
degree to earn a living in music, but it is true
that degreed musicians have more career op-
tions open to them. It’s usually best to get a
degree in music education. You can special-
ize in any other phase of music with an edu-
cation background, but you can’t do any
school teaching without those education

courses. (And they’re a drag to take later on.)
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The choice of a college is a tough one to
make when you are not sure of just what you
can—or want—to do in music. So it’s best to
choose a school that offers a good, basic edu-
cation in all music. This specifically includes
all of the idioms, ear training and improvisa-
tion, arranging and composition, business
and vocational music courses.

When choosing a school, remember that
your tuition and taxes pay for curricuium and
faculty. Get what you pay for.

While there are certain technical skills re-
quired for some music speciaities, there are
basic skills and conditions considered pre-
requisites in all music careers. These include:

e Thorough knowledge of one or more
family of instruments.

e Fluency in ear training, sight reading,

and transposing.

Fluency in applied use of theory, harmo-
ny, and improvisation.

In-depth knowledge of musical literature
and repertory.

Physical and mental health. Playing or
teaching require stamina, self control,
and a sensitive understanding of the
needs of others.

e Working knowledge of the business of
music. The most artistic musician does
not survive as a professional without a
knowledge of contracts, copyrights, man-
agement fees, taxes, etc.

Address any questions or correspondence
relating to music careers to Charles Suber,
down beat, 222 West Adams St., Chicago, IL
60606.

I. Music Education Careers
for: Instrumentalists
Vocalists
Theorists
Composers
as: Teachers
Clinicians
Consultants
Administrators
Supervisors
in: Public schools
Private schools
Government schools (armed services,
Indian affairs, etc.)
Studios (private, in-store, etc.)
Conservatories
Industry

A. Elementary Music Specialists ($6,500-

$20,000; supervisors to $25,000)

® Pre-school systems and music kindergar-
tens (Yamaha, Suzuki, Ofrff, etc.) ear
training systems/schools, ages 4-8

e Grades K-3 ... specialist coordinates
music teaching of classroom teachers

e Grades 4-8 . . . specialist teaches instru-
mental and vocal music

e General music generally middle
school or jr. high school—instrumental
and vocal music activity; appreciation,
history, etc.

B. Performance Specialists, grades 4-U
($6,500-$25,000; supervisors to $35,000)
e Classical/concert idioms: bands and or-
chestras, chamber groups, choruses
e Contemporary idioms: jazz/blues/rock/
folk/pop bands, combos/choirs
e Other instrumental: string/wind/percus-
sion ensembles, all idioms
Conducting, all idioms
Adjudication: all idioms, contests & fes-
tivals (fee: $25-3100 per day)
“Master Teachers” (to $40,000): prepa-
ration of concert artists

C. Music Theater Specialists (Opera, “Musi-
cals”, Ballet, etc.), grades 11-U ($12,500-
$30,000)

e Stage technology

e Sound & recording technology
e Coaching

® Accompanying

D. Electronic Music Specialists, grades 9-U
($8,500-$25,000)
e Theory and composition
® Performance
e Research, design, and product develop-
ment

E. Vocational Music Specialists, grades 11-U
($8,500-$25,000)
e Instrument repair & maintenance: tun-
ing, etc.
e Recording arts & sciences: engineering,
mastering, production, etc.
e Legal aspects: copyrights, royalties, con-
tracts, management, etc.
e Retailing: management, marketing, sales,
etc.
Publishing: editing, copying, production,
etc.
Copying: notation, calligraphy, music
typewriter, etc.
e Librarian

F. Theory & Composition Specialists, grades

11-U ($8,500-$25,000)

e Theory, harmony, improvisation, etc.

e Improvisation, as a separate course of
study

e Arranging & Composition (contempo-
rary idioms)

® Orchestration & Composition (classical
& concert idioms)

e Media: film scoring, commercial writing,
click track scoring, etc.

G. Ethnic Music Specialists, college level
($8,500-$20,000)
e Black, Latin, Indian, “folk”, African,
Eastern, etc. Ethnomusicology

H. Church Music Specialists, college level
($10,000-$17,500)

I. Music Pedagogy, college level ($8,500-
$25,000)
e Methods
e In-service workshops




® Musicology

J. Music Therapy Specialists, college level
teaching ($10,000-$25,000) as therapists
($7,500-$15,000)

e Hospitals: civilian,
drug, etc.

e Corrective institutions

¢ Special Education: handicapped chil-
dren, etc.

military, mental,

K. Arts Administration Specialists, college
level teaching ($12,500-$25,000)

L. Research Specialists, college level teach-
ing ($12,500-$25,000)
® Acoustics
e Electronics
® Instrument design

Il. Performance Careers
for: Instrumentalists
Vocalists
Arrangers/Orchestrators
Composers

as: Soloists
Ensemble members
Conductors, leaders, directors
Writers

A. Contemporary Idioms (live performance)

jazz/blues/rock/pop/folk/c&w

Soloists ($15,000-375,000)

ensemble musician ($7,500-$30,000)
ensemble vocalist ($6,000-$20,000)
leader, or co-owners of ensemble
($20,000-%100,000)

e arranger ($20,000-$100,000, if record-
ings included)

e Bands and orchestras

e Combos (3-9 members)

® Singing groups & choruses

Performing at: concerts, dances, nite clubs,
theaters, clinics & festivals, sports events, cir-
cuses & carnivals, cruise ships, vacation
areas, ‘“casuals” (weddings, bar-mitzvahs,
parties, shopping centers, convention shows,
etc), recording & broadcasting studios (see
below).

B. Classical Idioms ... (live performance)
- . . symphonic/choral/operatic/ballet/etc.
® Soloists (and duos) (315,000-$75,000)
ensemble musician ($5,000-%$25,000)
ensemble vocalist ($5,000-$15,000)
conductor ($6,000-$100,000, if record-
ings included)
composer/orchestrator (see recording
and publishing fields)
e Symphonic bands and orchestras
e Chamber ensembles (string, wind, per-
cussion, etc.)
e Choruses
Performing at: concerts, theaters, opera, bal-
let, clinics & festivals

C. Recording & Broadcasting: all idioms
Phonorecords (discs and tapes)
Transcriptions (Muzak, etc.)
Commercials (jingles, etc.)

Film, video tape, etc.

Broadcasts, radio & tv (variety, game,
dramatic, etc.)

® Soloists ($20,000-$100,000)

® Ensemble musician ($17,500-$50,000)

e Ensemble vocalist ($12,500-$40,000)

o Leader or contractor (double sideman

scale: $35,000-$100,000)
e Arranger ($20,000-$100,000)

D. Military and Civic: all idioms
e Armed forces . .. U.S. Army, Navy, Air
Force, Marines, Coast Guard (salary per
grade and rank in virtually every per-
forming and non-performing category)
e Civic . .. police bands, fire dept. bands,
garbage gondoliers, etc.

E. Church Music
e Minister of Music ($500-%17,500)
¢ Soloist, pianoforgan and vocal ($500-
$10,000: plus fees for weddings, etc., and
teaching in church affiliated school)
e Choir director ($500-$17,500)
e Carilloneur ($500-$7,500)

I1I. Non-Performing Careers
for: Instrumentalists
Vocalists
Writers

A. Performer Services
e Personal Manager: legal alter ego for
performer; liaison with booking agent;
selection of material, costuming, stag-
ing, lighting, career management. etc.
(5%-50% of performer income)
® Business Manager: money management
—investments, taxes, royalties, etc. (2%-
25% of performer income)
Booking Agent: secures employment for
performer (5%-20% of performer fees)
¢ Road Manager: arranges travel, lodging,
equipment set-up, box-office count, and
where to eat anywhere at 2:00 a.m.; dis-
burses payroll ($10,000-$25,000)
Sound technician (employed by large in-
strumental ensembles or contemporary
music groups): set up p.a. equipment, mix
mike channels, “live” recording, etc.
($10,000-320,000)
e Instrument technician (employed by a
music school, opera house, symphony
hall, etc.): instrument repair, piano tun-
ing, etc. ($7,500-$10,000)
Librarian: collate scores and parts, re-
place missing parts, index, etc. (310,000-
$20,000)
® Authors: “special material” for shows
and stage presentations, etc. ($15,000+ )
Copyist: ($7,500-$30,000)
Concert Manager: books and handles de-
tails for all concerts in an auditorium; for
a park, community series, etc. ($7.500-
$75,000)
e Symphony Manager: liaison between
board, conductor, public, and musicians.
(35,000-$50,000)

B. Recording Arts & Sciences, other than
performing or writing
® Producer, independent or staff: oversees
and coordinates entire recording engage-
ment—talent, packaging, etc. ($10,000-
$100,000)
Artists & Repertoire (A&R person): usu-
ally a specialist in certain music idioms
(jazz, rock, classical, etc.) with direct su-
pervision of recording session, selection
of material, editing, quality control, etc.
($10,000-375,000)
¢ Engineer: mike placement, acoustic con-
trol, dubbing, editing, duplicating, etc.
($5,000-$20,000; see “Mixer")
¢ Mixer, an engineer with primary respon-
sibility of running the *‘board” thru
which all channels of sound are fed and

mixed for proper harmonic and dynamic
balance. ($20,000-$80,000)

¢ Contractor: hires the performers on be-
half of the producer—AFofM regula-
tions call for a union contractor for all
ensembles with 12 or more musicians
(double union scale $35,000-
$100,000)

e Author: liner notes ($50-3150 per album;
more for an anthology booklet, etc.)

¢ Graphic designer: jacket design, photog-

raphy, etc. (375-$250 per album; more

for special packaging, anthologies, etc.)

Manufacturer: management, marketing,

sales, advertising, promotion, etc.

($6,500-$75,000)

e Copyist: (see "Performer Services™)

e Librarian: (see “Performer Services”)

C. Instrument Manufacturing &  Sales
($7,000-$40,000)

¢ Management, marketing, and merchan-

dising personnel

Sales, domestic and export

Research & Design: product develop-

ment, new materials, electronics, etc.)

Production worker, tester, demonstrator

e Director of Educational Services: clini-
cians, published materials, media, film
strips, etc; school liaison.

¢ Advertising and promotion (media, ex-
hibits, festivals, etc.)

D. Publishing ($6,500-$30,000): tests, per-
formance music, methods, reference ma-
terials, educational recordings, film
strips, etc.

e Management, marketing, and merchan-
dising personnel

e Sales via retailers and mail order

e Editor

e Copyist: on contract or staff

e Librarian

e Director of Education: clinicians, con-

sultants, school liaison, etc.

e Author: on contract or staff

E. Music Distribution: Records, instruments,
published materials
Wholesalers and Distributors ($6,500-
$30,000)
® management, marketing, and merchan-
dising personnel
sales representatives to retailers
“pickers” and shippers
advertising and promotion

Retailers ($5,000-$30,000)
¢ management, marketing, and merchan-
dising personnel
sales personnel: in-store, travelers
clinicians and demonstrators
instrument repair and maintenance: key-
board, wind instruments, percussion,
electronic, etc.
e advertising and promotion personnel

F. Technicians ($5,000-$20,000)

Keyboard instruments

Band instruments

Electronic instruments and related equip-
ment

Self employed

employed by retailer, wholesaler, or
manufacturer

on contract with schools, auditoria, insti-
tutions, etc.

teaching

armed services

°
continued on page 31
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RECORDS

Sonic Boom and The Steel Mill Band. He
happens to be an incredibly good guitar
player, even though he allows others to
drown him out. He's not too good a piano
player, but he’s a good guitar and wordsmith,
too. He’s the only artist I've ever known who
is not interested in money.

Smith: What will help extend the life of a
superstar: playing club dates, concerts, or an
admixture of the two?

Hammond: I think an admixture of the two.
It’s very important for there to be nightclubs
for musicians to play. Otherwise the record-
ing business is going to take over. I dont
think most musicians play their best in huge
auditoriums. The personal contact is missing.

Listen, the Apollo Theatre in New York is
in danger of going out of business because it
can’t get talent to fit its budget. If that means
musicians have to take less money in order to
keep the smaller theatres and clubs in bus-
iness, then they've got to do it. It would be
just dreadful for show business, for kids, tor
everybody, if the Apollos, the Beacons, the
Academies of Music don't make it. Their
counterparts all over the country are in the
same situation. Some of the theatres have
turned into strip joints: some were never any-
thing else. | still go to strip joints when I hear
there is live music there. You'd be surprised
by the talent in some of those orchestra pits.
Honky tonk clubs, too, have good people.
Benson was playing with organ trios in some
of them before I ever laid ears on him.

Smith: What do you see for the near future?
Do you see a turther emphasis on rhythm, or

continued from page 27

perhaps a return to melody and more devel-
opment into saxophone/trumpet front lines?

Hammond: There will be fads from time to
time, basically for those who want to dance.
They will also want to remember tunes. Kids
will always like something far more exper-
imental, but when they have families to sup-
port they'll change like the rest of us. | hope
that a lot of experimentation remains. We
have not reached our outer limits by a long
shot. The more it expands, the larger and
more exciting the audience will be.

Smith: Which would you iike to see more
of and why, brass and reeds or rhythm?

Hammond: There's so much more color
when you have brass and reeds. There’s more
you can do with them, more variety. I'd like
to see more of that type.

Smith: How can a budding artist sign with a
record company without signing his life
away?

Hammond: You make it sound worse than
it is. Record deals are not all that bad. The
regular Columbia deal is one year with tour
options. The percentages and the advances go
up with each option year. I think that is fair.
The company invests a couple of hundred
thousand dollars in an artist, and they should
certainly have a chance to have a lite with
that artist. They are not slave deals. Usually if
an artist wants to get out after the first year he
can, if he has earned his keep. The union can
also step in in cases of great unfairness.

I don’t think any artist should sign more
than three years with a company. Any artist
who is not making it with a company. and
who can see that there is no percentage for
the company to keep him, should try some-

body else.

Smith: What should a musician expect from
a record company as far as advance publicity
on radio stations, and getting promoters to
present him in concert, etc.?

Hammond: As much as he can get! He can-
not expect bribery ot disc jockeys because
there is a federal law against that. He can ex-
pect press parties. supportive advertising, it
all depends on the artist. It is to the record
company’s advantage to promote the artist.
We will not sign artists who can’t travel and
expose themselves to various markets.

I *ad a pianist named Denny Zeitlin (a
damned good psychiatrist) who, because of
his profession could not leave San Francisco.
He’s still a great pianist, but we had to drop
him atter five recordings.

Smith: Should an artist have the right to
break a five year contract after, say, three
years because he is on top and thinks he can
do better? Assume, when you answer, that
you, or someone like you, has promoted the
hell out of him and literally put him up there.

Hammond: Too much money doesn’t do an
artist very much good creatively. History will
show that when artists get too fat their cre-
ativity dwindles. 1t all depends on how good
the company is and how good the artist is.
would say the contract would have to be
bought.

If a good artist comes up to see me, and [
think he’s got a lot of talent, I'll ask him right
oft it he's got a lawyer or a manager. It he
says no, I send him to an honest lawyer, one
who does not participate in the guy's earn-
ings. Lawyers who become managers are not
exactly my favorite people. db

GHOST WRITING

continued from page 19

When you do a nightclub arrangement, you're
ordinarily assisting the guy who gets the check
and turns it over to you. You may wind up
spending most of your time chasing down the
money when the artist is in Timbucktoo.”

Should an aspiring arranger learn to special-
ize in either songs, albums, films, television,
nightclubs, or jingles? According to Byers, “it's
advisable for a young arranger to do everything
he can lay his hands on in the commercial music
field. If somebody wants a cha-cha, a huge
orchestral work, or a chase scene, he should be
able to do it.

“As an arranger, your goal is often times to
be a composer or a producer. Theretore, it’s not
a good idea to specialize until one of your
talents gets hot and the whole world is yelling
for it.

“All of the areas of music are transitional. If
your area of specialization gets passed by, you
become zero in the music business. On the other
hand, if an area of what you do suddenly
becomes popular, then go ahead. But you've
got to continue growing as well.

“Every time I sit down to do something, |
learn. And there’s new stuft coming along all
the time. Like a doctor keeping up with the
latest surgical techniques, or the lawyer keeping
up with the latest court decisions, the arranger
also has to continually grow. If you stop learn-
ing on the job, it’s time to move on.”

When a talented young arranger comes to
Hollywood fresh out of music school, he should
make a tape of his works, ask around to see which
arrangers need help, call them, and send them
his tape. “That’s about it,” says Byers. “I get
calls like this all the time. I listen to the tape,
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and | tell them who to see, because | usually
don™t need much help.” It is also advisable to
contact major composers and record producers.

As an aspiring arranger, “‘you should be pre-
pared to wait perhaps 10 years to be successful.
Things start slow in arranging, and then pretty
soon the phone rings all the time.

“Obviously. the arranger has to make a living
somehow. He should play some instrument well
enough to make a living at it while he gets his
arranging business oft the ground. But it is my
teeling that a steady job—a steady nightclub job
or a staff job—is not good for a musician. A
steady job inhibits growth and keeps you out of
circulation. And, if you're working on staff,
they’re usually getting you at a reduced rate.

“Having a day-job is not the answer either.
When you get home, you're tired. And if some-
body needs something in a panic, you don’t have
the time. There’s the old saying, that if you build
a better mousetrap, the world will beat a path to
your door. They left off one word: eventually.”

Byers’ advice is simple. Do the homework
and continue growing. Develop all musical
areas as much as possible. Avoid steady jobs that
might isolate you. “And,” he says, “it’s also a
dangerous thing for an arranger to marry a
vocalist. Neil Hefti is the only one | know of
who ever survived married 10 a vocalist. She
might be a lady of either great or little talent,
but every time he turns around and writes an ar-
rangement for another vocalist, she is going to
be jealous.”

Byers strongly advises a young arranger to
learn how to play the piano. ““That way, you can
do an instant, convincing demonstration ot your
material and work with acts. Otherwise, you
have to hire a piano player, which you have to
pay for out of your own pocket.”

Getting an agent or manager is “‘a great idea,
but it doesn't work,” said Byers. “You think of
an agent as somebody who hustles up the jobs.
Baloney. The composers themselves hustle up
the jobs. An agent is more like a lawyer who
draws up the contract. If you are going to get an
agent, however, make sure that you are the only
composer or arranger he has. He will go out and
work tor you then. For movies an agent may be
necessary, but certainly not for television
episodes or nightclub acts.”

Byers emphasizes that the young orchestrator
and arranger should be careful to deal with per-
sons who will handle his work responsibly:

It has 10 do with the relationship between the
two people who make the contract. Some guys
let themselves be abused, and there are plenty
who will abuse them. There are some people
who are completely dishonest.

1 worked for a fellow once who put my name
on the records— Orchestra Conducted and Ar-
ranged by Bill Byers." But when it was really a
good record, I'd look at it and there would be
his name. He always said it was the secretary’s
fault. It was nor the secretary’s fault. There is no
way to protect yoursclf against that kind of
abuse until the second boner. First time, okay.
Second time, that’s the end.”

In conclusion, says Byers, “The ones who
succeed are the ones who didn’t get discouraged
too young. You must remember that ghost writ-
ing as an arranger or orchestrator is an honora-
ble and tremendously educational means to an
end. You have to appraise your goals and work
at them constantly. You have to be tenacious.
The ones who got lost along the way just didn’t
stick it out long enough. It's slow in the begin-
ning, but if you're good and you handle yourself
right, your business will eventually grow.” db




CAREERS

G. Media, Broadcasting and Print ($7,500-
$30,000)
Radio and TV
Newspapers and magazines
Company house organs
e Producers, disc jockeys, engineers, li-
brarians, C()pyists. commentators, ¢tc.
e Reporters, reviewers, authors. editors,
critics, etc.

continued from page 29

H. Government Service (per grade and rank)
Armed services
US.L.A. offices
Cultural programs
e Technicians

e Librarians
e Directors (of programs, concerts, enter-
tainment, etc.)

I. Recreation Directors ($6,500-$20,000)

e Park districts, libraries, museums, etc.

e YMCA’s Boys' Clubs, ectc.

e Urban development: Model Cities pro-
grams, Upward Bound, etc.

® Private camps and vacation areas

e Business and industry

e Shopping centers, housing developments,
etc.

J. Music Related Organizations ($6,500-
$25,000). There are a considerable num-
ber of education and trade associations

and unions that employ persons with a mu-

sic background on a full time or part time

basis:

e Salaried officers and operating personnel

e Business agents: wage scales, employ-
ment contracts, taxes, etc.

e Authors and editors: house organs, man-

uals, educational materials, journals,
public and media relations, etc.

e Lawyers, accountants, trustees, etc.: col-
lection and distribution of performance
trust funds, copyright protection, licens-
ing agreements, etc.

e Promotion personnel: exhibits, trade
shows, clinics, membership liaison and
enrollment, etc.

e Education Director do

DEALER

continued from page 25

have you observed. and what would you suggest
for them?

Scheiwiller: I'm not really familiar with them.
I know that they have to be located in a retail
trade area, such as a mall or something. None
of our stores are located in a high trattic area
because most of our business is with schools.
Anybody that walks into our store has been told
to do so by his teacher. You don’t just walk in
oft the street and buy a $500 band instrument.
Smith: So your location does not depend on
traftic in vour immediate area. [s there a sales
tormula tor territory size?

Scheiwiller: It would depend on the type of
area that you are in. For instance. in our Port-
land store there is no possible way that we can
do the business we do out in our main store.
There is a great population ditference. So
square milcage is not a factor in total sales. It
depends on density.

We have had an increase in sales of about
35% a year for the last four years. The only
tormula I use is that for every person you have
selling you should be able to generate about
$100,000 worth of sales. Again, that depends
on what area of the country you are talking
about. Certain arcas of the country we sell at
retail; in New York City there is no such thing
as retail.

Smith: Do teachers recommend specific instru-
ments by name. such as Holton, King, Sclmer,
Rogers, etc.?

Scheiwiller: Yes, they do. Like anything else,
there are preferences in musical instruments,
too. In this business teachers are quite geared to
that. Obviously, not every store carries every
brand and that's where the salesmanship comes
in. Primarily, as I said before. we are interested

in selling a service. If there was one brand that
was so far superior to any other, it would be the
only instrument that would sell. There are per-
sonal teelings as to which one is better, but they
are just that. opinions.
Smith: What advertising
media do you use?
Scheiwiller: This is actually the first year we
have done any advertising. We have put all of
our money into individual school systems, print-
ing their musical or marching band program
books, which then feature our ads. This year,
with the addition of the Rochester store, we de-
cided to also advertise in the New York State
Music Association magazine, called NYSMA.
Again, once we have sold the teachers, they
do the selling for us. The only time that does
not work is when you are working in specific
geographical locations. For example, we might
have an exclusive account some 60 miles away
in a town where there is 4 music store. A par-
ent. who cannot travel the 60 miles to attend
the parent-teacher night, will obviously buy the
instrument from the local dealer. Our advertis-
ing would still not bring in that business.
Repairs have become a very important part
of our business. The salesmen on the road pick
up and deliver the instruments. It is a necessity
tor a teacher to have this service available. Of-
ten a good repair shop can bring business by it-
self. Not only does the repair work have to be
of tine quality. but is has to be completed in a
reasonable amount of time.
Smith: What about promotional campaigns?
Scheiwiller: We have promotional campaigns
for what we call the step-up instruments. This
means going after the junior or senior high
school students, trying to get them to move up
to a better instrument. We do that, again, strict-
ly through the teacher. We print literature: we

and promotional

distribute it to the teacher and we put it on the
school bulletin board. A teacker knows that
better instruments will actually improve the
sound of his band, so he encourages such sales.
Smith: Where do you expect your business to
go trom here? What do you expect from the
music industry? The schools? The young?
Scheiwiller: | feel that music education is still
on the rise; that it is definitely growing. I feel,
however, that music teachers should somehow
ban together and not assume that this tield will
always be there. Televised football games with
their half-time shows are a tremendous adver-
tisement for our industry. [ don’t teel that we’re
taking advantage of those marching bands walk-
ing down the field and across the screen. | feel
that the manufacturers are doing a fine job in
producing the instruments. They are faced with
the problem that everyone else is—rising costs.
I do feel that certain instruments will have a
peak price. They will cease to be affordable by
certain people. We will all have to deal with
that.
.

Business is going great guns according to all
of Bob Scheiwiller’s information. And yet there
are clouds on the horizon. The nation’s popula-
tion is not growing: the only way to gauge the
growth of the industry is to get figures from the
instrument makers themselves. Are they selling
more instruments? The stagnation of the birth
rate has got to hurt this industry. How can a
neophyte entrepreneur feel the pulse of a
trend? What about the economy? With more
and more school budgets being voted down as
austerity becomes the rule, where does the
salesman go to peddle his wares? The first
things to go in school budgets are the extra-cur-
ricular activities, and the first among those is
music. db

MANAGER

continued from page 22

trying to keep the hinterlands alive. making
the trench-workers feel that their efforts are
not in vain.

Wynn: I don’t know it it’s all that bad.
There's a stage of being a valid artist, with a
record contract, and a record out, but playing
clubs. People want and do come to see them.
They remain well known and respected. Re-
turn To Forever did that for ages. They don’t
have to go back and give the clubowners a
break. There are a lot of people out there
who can play clubs, who are very good ar-
tists, who should fill houses but are playing
clubs. Look who goes into Paul’s Mall in
Boston, or the Bijou in Philly, or the Cellar
Door in D.C., or the Troubadour, or Roxy, in
L.A.—all known artists. Clubs have to be a

valid medium unto themselves. Those name
clubs have got to survive because there is so
much talent around.

Smith: | hope you’re right, but | disagree as
to the "medium-unto-itself” idea. Clubs re-
main the first available source for talent ex-
posure. What about endorsements? Who han-
dles them?

Wynn: There aren’t a lot of crooked deals
that have come into our area. We just don’t
pull in a lot of shit on our lines, so when
something does come in, it stands out starkly.
All that our artists will endorse are the prod-
ucts they genuinely use. If they don't like a
product after they've tried it, they will ask
that their name not be used. It must be some-
thing that he believes in. We have had occa-
sion to return a product not because it wasn’t
liked, but because one of the guys liked some-
thing better. All agreements are signed on the

contingency that it can be ended within a set
period of time.

All endorsements are routed through the
tour manager. He connects with the band. It’s
a stable agreement that we have with all of
our talent and the equipment manufacturers.

Smith: I assume your accounting and legal
departments are up on all the ramifications
that might ensue.

Wynn: Yes, of course. We have one ac-
countant and we retain lawyers. I represent
them inside the organization.

Lawyers should be utilized at all times.
Never bypass counsel if it’s at all possible.
My advice is to use a lawyer that specializes
in the music business.

Accountants are important, but more so is
financial planning. If that isn’t together, you
are not going to survive no matter how many
or how good your accountants are. db

MUSIC 76 O 31




Sonny Fortune

Sonny Fortune Awakeriig

Sonny Fortune
Awakening*

Former Miles Davis recdman
Sonny Fortune has also played
and recorded with Mongo
Santamaria. McCoy Tyner, and
Buddy Rich. His multi-textured
Horizon debut includes: Chip
Lyles and Billy Hart on drums,
Wayne Dockery and Reggie
Workman on bass. Kenny Barron
on piano, and Charles Sullivan

VID LIEBMAN
SWEET HANDS

David Liebman

Sweet lands*

One of the rising stars of con
temporary instrumental music.
Dave is o former Miles Davis
reed plaser who's also recorded
with Mahavishnu John
McLaughlin and Elvin Jones.
He plays all saxes and flutes

and is featured with his qmnlcl.

Lookout Farm: Richie Beirach
on hevboards, Badal Roy on

S |
¥ =

Thad Jones
Mel Lewis

THAD JONES & MEL LEWIS
SUITE FOR POPS
-
¥ & us

Duve Brubeck
Paul Desmond

Thad & Mel
Suite For Pops*

Thad Jones and Mt Lewis have
been leading one of the most
exciling big bands in the world
for the last ten sears, Their Mon
day night gigs at New Yorks
Village Vanguard are legendary,
This album is Thad & Mel & Co,
in a musical tribute 10 Louis
Armstrong

Brubeck & Desmond
1975: The Duets*

Brubeck and Desmond first
played ducets aboard the 8. 8.
otterdam Jazz Cruise earlier
this year. This album marks a
special moment in jazz history
their first duet recording in over
twenty sears of performing to-
gether, 10 all started 2000 miles
out at sea and its all here,
Definitely a vintage set.

Jim Halt

JIM HAL%

Jim Hall

Live!*

Preeminent among contem
porary jazz guitarists, Jim Hall
shares equil space with the two
generally acknow ledged masters
— Diango Reinhardt and Charlie
Ctrist'an. This atbum is the bess
of his recent “live” performances
—accompanied by Don
Thompson on bass and Terry
Clarke on drums

tabla, Jeff Williams on drums,
and Frank Tusa on bass.

MORE TO SMILE

on trumpet.

Thad & Mel
New Life

David Liebman

Richie Beirach
Forgotten Fantasies
Former Miles Davis and Elvin
Jones sideman, saxophonist
David Liebman plays duets with
his longtime friend and piano
sideman, Richard Beirach.
Richie is one of the new out
standing pianists in jazs

The Revolutionary
Ensemble

The Peoples Republic
The Revolutionary Ensemble has
been an importaot trio in the
avant-garde for the last six vears.
The Ensemble consists of three
important and virtuoso players
of the new music: Leroy Jenkins,
violin & viola: Jerome Cooper,
drums, percussion: Sirone, buss,
trombaone.

Horizon is jazz. € Horizon is a new venture from A&M Records
dedicated to improvisational music and the artists who
create it. € Horizon will present a series of records intended
to capture important new music for those interested in the
remarkable and unpredictable evolution of jazz. ¢ All
Horizon album covers will be gatefold and. in most cases.
will contain extensive liner notes, along with transcribed
solos, a lead sheet of a selected composition, a diagram

ABOUT FROM HORIZON:

TTHAD & MEL / NEW LIFE

Thad and Mel and their
sugmented big band ccelebrate
the v 10th anniversary with this
record. 1 Dedicated 1o Village 1967
Vanguard owner Max Gordon.)
Arranzements by Thad. Jerry
Dodgion and Cecil Bridgew ater.

The Paul Desmond
Quartet/Live

Paul Desmond has rarely played
club dates since the dissolution
of the Diuve Brubeck Quartet in
. This record set captures
the hightights of Pauls recem
twoweeh stay at the Toronto
jazz club, Bourbon Street. and
features Don Thompson, bass
Jerrs Fuller. drums. ol Fel
Bichert. guitar.

Ira Sullivan

Multi-instrumentalist and
legendary Chicago Miami jazs
man. Ira Sullivan has recorded
his first record in cight years,
T'his record features Ira on
trumpet. flute. soprano and tenor
saxophones and Tras Miami
friends, mos notably the incred-
ible cuitar talent of Joe Diorio.

of the stereo mix of one of the selections. a graphic score of
one selection (what instrument is playing when), artists’
comments, and photographs. ¢ All Horizon pressings will
be of the highest quality available to ensure the ultimate
sonic experience. Each record will be packaged in a plastic
lined inner sleeve. ¢ All Horizon albums will be available
at a list price of $5.98. instead of the usual $6.98. ¢ We
welcome your opinions.

A JAZZ SERIES ON A&M RECORDS

Hepe

*Also availuble on tape
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A primary purpose of the Guide is to pro-
vide a directory of two and four year colleges
that offer jazz study courses for credit within
the music curriculum. To make the best
choices, the following cautions and sugges-
tions are offered to interested students, educa-
tors, parents, and guidance counselors.

® Because a college may offer jazz studies,
there is no reason to believe the study of tra-
ditional music is either ignored or down-
graded. On the contrary: it has been repeated-
ly demonstrated that the stronger commit-
ment a school makes to jazz (and its semantic
and cultural relations) the stronger is its total
commitment to a genuinely complete music
education.

® If a music teaching certificate is sought
(for either immediate use or as career insur-
ance) then it is necessary to attend a suitably
accredited 4-year college. Since jazz courses
are seldom required (see Statistical Analysis)
tor music education majors, one has to elect
what is needed:. i.e., jazz ensemble tech-
niques, improvisation, arranging, history &
development, materials and literature. Basic
jazz techniques on the future teacher’s major
and minor instruments should be learned
whether or not the student intends to perform
as a jazz musician.

® If one is absolutely set upon becoming a
professional musician, there is little anyone
can do to dissuade him or her but it is sug-
gested that the following advice be heeded.
There is no school that can provide the essen-
tial characteristics of a professional perform-
er: a strong Ego, an almost consuming Ambi-
tion, and a marketable Taleni. However, there
are two and four year schools that will supply
the tools and skills needed to compete in the
professional marketplace. It the 2-year col-
lege student is in or near a large urban area, it
should be possible and desirable for the stu-
dent to augment his formal jazz education
with outside protessional playing. A 4-year

GUIDE TO
COLLEGE MUSIC STUDIES

college—assuming that it ofters professional
training courses—does provide alternative
on-campus performing opportunities.

® A college should not be ruled out just be-
cause it currently offers no jazz training other
than a Stage Band with a half-hour credit.
That may be all the student wants or needs if
he or she is not a music major but merely
wants to do some big band playing while pur-
suing a career outside of music. (For some
reason, would-be doctors, engineers and
other science majors head the list of non-
music students who play jazz in their under-
graduate years.) It is also possible that the
college may offer independent study pro-
grams in which various jazz courses are avail-
able “upon request”. There are colleges that
are loath to make public their actual jazz
study curriculum. The vestiges of a “‘serious™
image hold fast in some quarters: the word
“jazz" might still have an unfavorable im-
pression on the school’s trustees or alumni.

Evaluating a College’s Jazz Curriculum

Is the program at college X a good one?
This question is asked most frequently of
down beat and to which there is one general
answer: It is not fair to the student or the col-
lege to make an evaluation without knowing
and relating the capacity and goals of the stu-
dent to the jazz program offered by the col-
lege. Following are some of the factors that
should be considered when choosing a col-
lege at which to learn jazz.

® The measure of a well-rounded jazz cur-
riculum is the depth and extent of the four
“core” courses of jazz study: Ensemble (large
and small); Improvisation: Arranging-
Composing: and Survey (history and develop-
ment). A college offering the equivaient of a
jazz major usually requires 30 or more credit
hours of jazz studies based on these core
courses.

® Listen to the college's jazz ensembles
and talk with graduates and students current-
ly participating in the jazz program. Catalogs
are inadequate substitutes for on-the-spot ob-
servation.

® Is improvisation encouraged within en-
semble performance? Improvisation is, after
all, an essential component of all jazz. With-
out it, no performance can be scored high on
the creativity scale.

® Who's teaching what? Obviously, the
best jazz curriculum is nothing without com-
petent teachers. The most suitable qualifica-
tions for a successful jazz teacher include
considerable professional playing and/or

writing experience coupled with the com-
municative skills necessary to translate that
experience into easily understood concepts
and techniques. (Many colleges with top-
rated jazz curricula do not require such

teachers to hold advanced degrees, but grant
them “master teacher” status with commen-
surate professorial rank.)

® Estimate what can be added to the col-
lege jazz curriculum by self study with, or
without, the assistance of a faculty member.
There are excellent self-study materials and
correspondence courses available (see down
beat’s current Annotated Bibliography of
Jazz Study Materials) that can augment a col-
lege jazz program that is satisfactory in
other respects.

Statistical Analysis

The 1973-74 edition of the Guide con-
tained a curriculum analysis ot 248 colleges:
198 4-year: 50 2-year. There is no reason
to believe that similar analysis of the 306 col-
leges listed in this 1975-76 edition would not
be proportionally the same. (Percentages
have been rounded off to the nearest whole
number.)

e Yearly growth of college jazz studies.

Calumn A =number and cumulative totals
of colleges indicating the year in which a jazz
course or ensemble was first officially offered
under the supervision of a faculty member,
using school facilities. Column B = number of
colleges and cumulative totals indicating the
year in which a jazz course or emsemble was
first offered for credit. (228 of the 248 listed
colleges in 1973-74 answered this question)

Years A Non-credit B Credit
194G-44 S 5) — (-)
1945-49 S (10) 4 4)
1950-54 9 (19) S 9)
1955-59 23 “42) 12 21)
1960-64 29 (71) 20 1)
1965-69 94 (165) 94 (135)
1970-74 63 (228) 93 (228)

e 3% of 4-year colleges offer a Jazz Major
or equivalent.

e 11% of 4.year colleges offer a Jazz
Minor or equivalent.

® 8% of 4-year colleges require at least one
jazz course toward the fulfuliment of a music
major.

® 22% of 4-year colleges and 14% of 2-
year colleges offer at least four jazz “core”
courses.

® An additional 22% of 4-year and two
year colleges offer at least three of the four
jazz “core™ courses.
. ¢ 96% of 4-year and 2-year colleges offer
at least one jazz ensemble for credit. There
are an average of 2.2 big jazz bands in 4-year
colleges: 1.8 big bands in 2.year colleges.

e 44% of 4-year colleges and 42% of 2-
year colleges offer at least one course on jazz
improvisation.
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JAZZ AIDS

i
m from JAMEY AEBERSOLD

O TIME TO PLAY MUSIC! Vol. 5

Intermediate level 8 tunes . . . Groove, Latin, Bossa
Nova, Rock, Swing, Be bop by Aebersold and Haerle.
Tunes include Killer Pete, Modal Voyage, Beatitude,
etc. Guide book + LP Easy to play along with. For all
instruments. $8.95

A New Approach to JAZZ IMPROVISATION, widely
acclaimed series of Guidebooks + Stereo LPs for ail
instruments. Each book includes treble & bass, Bb &
Eb scales/chord progressions. melodic patterns/ex-
ercises. All tracks to improvise with recorded by ex-
cellent rhythm section (Dan Haerle, p; Mike Moore or
Rufus Reid. b; Charlie Craig. d; Mike Hyman. d)

Each volume (Guidebook + LP) ............ $8.95

(Canada add $1.80 per order)

1 Vol. 1, A New Approach to JAZZ IMPROVISATION
{revised 4th edition) for beginning improvisors;
melody —modes-scales-blues scales-time, etc.
1 Vol. 2, NOTHIN' BUT THE BLUES beginner-
intermediate. Fun to practice with. 11 blues tracks
Vol. 3, THE 1I-V7- PROGRESSION intermediate
A must for jazz players. 10 pages of patterns/exer-
cises. 8 excellent practice tracks.
[l Vol. 4, MOVIN' ON . .. intermediate-advanced; 9
songs; Latin-fast-4/4-modal-Ballad-Waltz-etc.
[ JAZZ/ROCK VOICINGS FOR THE CONTEMPO-
RARY KEYBOARD PLAYER by Dan Haerle. An impor-
tant, intermediate method includes voicings, princi-
ples of chord function, substitutions, melody har-
monization, etc. ...... .$4.95

1 SCALES FOR JAZZ IMPROV by D Haerle $6.95

NEW ADDITIONS

JAZZ CLINICIANS QUARTET Play for You—
featuring Jamey Aebersold, alto & tenor, Dan
Haerle. piano;, Rufus Reid. bass; Charlie Craig.
drums. Can also be used as play-a-long record
for guitarist, bassist and pianist. Music¢ provided
for each tune. STEREO LP ....$5.95 postpaid
] CHASIN' THE TRANE by J. C. Thomas. The mu-
sic & mystique of John Coltrane (hardbound)
$7.95
1 DAN HAERLE JAZZ-ROCK COMBO SERIES
—12 combo arrangements scored for Trpt, Ten,
Alto, Bone, & rhythm section.
Each arr. $4.00. Write for catalog.
] THE JAZZ IDIOM by Jerry Coker (paperback,
1st printing) . .$2A5
O LYDIAN CHROMATIC CONCEPT by George
Russell $26.50
O THE EVOLVING BASSIST by Rufus Reid
SPIRAL BOUND .. $12.50
] Jazz Styles & Analysls ALTO SAXOPHONE
by Harry Miedema, edited by David Baker; 125
transcribed and annotated solos by 103 famous
alto saxophonists $12.50
1 CONTEMPORARY TECHNIQUES for the
TROMBONE by David Baker. ........ . $25.00
C] THE PROFESSIONAL ARRANGER COMPOS-
ER by Russell Garcia. Standard text for big band

writing . . $7.95
] CHARLIE PARKER ORIGlNALS—SO tunes in
concert key $2.95

LI PENTATONIC SCALES FOR JAZZ IMPROVI-
SATION by Ramon Ricker. Study of Pentatonic
scales in modern jazz. 6 transcribed solos by C.
Corea, H. Hancock, K. Jarrett, J. Henderson, J.
Farrell. and W. Shorter. 40 pages of licks and ex-
ercises. Spiral bound. $7.95

ARRANGING & COMPOSING for The Small En-
semble: jazz/r&b/rock by David Baker, 184 pp. $15.00
JAZZ IMPROVISATION by David Baker $15.00
ADVANCED IMPROVISATION (with 90° cassette}
by David Baker. Spiral bound. 256 pp. . $25.00
Jazz Styles & Analysis: TROMBONE (with trans-
posing guide for all instruments) by David Baker
$15.00
COMBO ARRANGEMENTS by Jamey Aebersold
$3.00 ea. Trpt, tenor, alto, bone & rhythm section.
[ Horizontal—Modal Blues Blue Note—Med. tempo jazz
[ Bossa Mova De Janz Beatitude—Latin/Rock
[ Sunrise—Easy Jazz-Rock Hot Shot—Easy Rock
[0 JOHN COLTRANE combo arrangements
transcribed from original Blue Note recording (Biue
Train). (Blue Train, Moment's Notice, Locomotion, Lazy
Bird.) Complete parts for trumpet/tenor/bone/rhythm
All 4 only $7.00 (add 30c post}
] HORACE SILVER (combo arrangements). Com-
plete parts tor trumpet/tenor/rhythm
All 4 only $5.00 (add 30c post)
) PATTERNS FOR JAZZ by Jerry Coker et al

Excellent for daily practice $14.00
IMPROVISING JAZZ by Jerry Coker
Paperback {12th printing) $2.95

Send check or M.O. Free postage in the USA for 3 or
more items; add 50c postage for 1 or 2 items.

JAMEY AEBERSOLD u

1211-D AEBERSOLD DRIVE
NEW ALBANY, IND. 47150
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® 46% of 4-year colleges and 34% of 2-
year colleges offer at Ieast one course on jazz
arranging & composing.

e 57% of 4-year colleges and 44% of 2-
year colleges offer at least one jazz survey
course.

e 11% of 4-year colleges and 14% of 2-
year colleges offer at least one jazz theory/
harmony course.

® 14% of 4-year colleges and 12% of 2-
year colleges offer at least one course in jazz
instrumental techniques (jazz piano, guitar,
drums, truinpet, etc.)

¢ 9% of 4-year colleges otfer at least one
jazz pedagogy course.

® 65% of 4-year colleges with jazz cur-
ricula are members of the National Associa-
tion of Schools of Music. About 35% of the
397 NASM members are known to offer a
jazz curriculum.

Postgraduate Study

The following universities are known to
down beat as offering postgraduate jazz stud-
ies during the regular school year (1975-76)
or in summer sessions.
Colorado, U./Denver
Eastman School of Music/Rochester, NY
Ilinois, U./Urbana
Indiana, U./Bloomington
Miami, U./Coral Gables, FL
Moorhead State U./MN
Morehead State U./KY
New England Conservatory of Music/Boston,

MA
New York, S.U./Buffalo
Northern Colorado, U./Greeley
North Texas State U./Denton
Pittsburgh, U./PA
Wesleyan U./Middletown, CT
Wisconsin, U./Superior

Organization of the Guide
The information contained in the listings
below has been supplied by the colleges to
down beat and is subject to change without
notice. All correspondence relative to cor-
rections, additions, or deletions should be ad-
dressed to down beat/Education, 222 West
Adams Street, Chicago, IL 60606.
e Colleges arc listed alphabetically by
states and by school name within the states.
® Requests for detailed information on the
jazz study curriculum of any college listed be-
low should be addressed to the person or of-
fice indicated. Example: to request informa-
tion on the jazz curriculum of the University
of Alabama, address the envelope—

Steve Sample or Director of Jazz Studies
Music Dept.

University of Alabama

University, AL 35486

ALABAMA

University of Alabama; University, AL 35486. Write:
Steve Sample or Director of Jazz Studies, Music
Dept.

ARKANSAS

Arkansas State University; State University (Jones-
boro), AR 72467. Write: Chairman, Music Dept.

Henderson State College; Arkadelphia, AR 71923.
Write: Dr. Joe Clark or Director of Jazz Studies,
Music Dept.

ARIZONA

University of Arizona; Tucson, AZ 85721. Write: Thomas
R. Ervin or Director of Jazz Studies, School of

Music.
Arizona State University, Tempe, AZ 85281. Write: Dr.
Dan Swaim or Director of Jazz Studies, Music Dept.
Mesa Community College (2yr.); Mesa, AZ 85201.
Write: Grant Wolf or Director of Music.
Northern Arizona University; Flagstaff, AZ 86001.
Write: Director of Jazz Studies, Music Dept.

CALIFORNIA

Cabrillo College (2-yr.); Aptos, CA 95003. Write: Direc-
tor of Music.

California Institute of the Arts; Valencia, CA 91355.
Write: Me! Powell or Dean, School of Music.

University of California/Berkeley; Berkeley, Ca 94720.
Write: Dr. David Tucker, 53 Student Center.

University of California/Los Angeles; Los Angeles, CA
90024. Write: Paul Tanner or Chairman, Music Dept.

California State Polytechnic University; Pomona, CA
91768. Write: John DeFoor or Director of Jazz
Studies, Music Dept.

California State University/Fresno; Fresno, CA 93705.
Write: Larry Sutherland or Director of Jazz Studies,
Music Dept.

California State University/Northridge; Northridge, CA
91324, Write: Joel Leach or Chairman, Music Dept.

California State University/San Diego; LaJolla, CA
92037. Write: Director of Jazz Studies, Third Col-
lege.

California State College/Sonoma; Rohnert Park, CA
94928. Write: Gail Atkinson or Chairman, Music
Dept.

Cerritos College (2-yr.); Norwalk, CA 90650. Write: Don
Erjavec or Chairman, Music Dept.

Chaffey College (2-yr.); Alta Loma, CA 91701. Write:
Chairman, Music Dept.

Crafton Hills College; Yucaipa, CA 92399. Write: Roger
E. Rickson or Chairman, Music Dept.

Cuesta Community College (2-yr.); San Luis Obispo, CA
93430. Write: Warren H. Balfour or Director of
Music.

DeAnza College (2-yr.); Cupertino, CA 95014. Write: Dr.
Herb Patnoe or Chairman, Music Dept.

Diablo Valley College (2-yr.), Pleasant Hill, CA 94523.
Write: Chris Nelson or Chairman, Music Dept.
East Los Angeles College (2-yr.); Los Angeles, CA
90022. Write: Waiter . Carr or Director of Music.
Foothill College (2-yr.); Los Altos Hills, CA 94022.

Write: John Mortarotti, Fine Arts Chairman.

Gavilan Community College (2-yr.); Gilroy, CA 95020.
Write: Ronald G. Ward or Chairman, Music Dept.

The Dick Grove Music Workshops (Diploma school, or
credits via U. of San Francisco); 12754 Ventura
Bivd., Studio City, CA 91604.

Long Beach City College (2yr.), Long Beach, CA
90808. Write: Ron Logan or Director of Music.
Los Angeles City College (2-yr.); Los Angeles, CA
90029. Write: Bob McDonald, Music Dept., 855 N.

Vermont Ave.

Los Angeles Valley College (2-yr.); Van Nuys, Ca
91401. Write: Richard Carlson or Director of Music,
5800 Fulton Ave.

Monterey Peninsula College (2-yr.); Monterey, CA
93940. Write: Don Schamber or Director of Music,
980 Fremont Ave.

Orange Coast College (2-yr.); Costa Mesa, CA 92626.
Write: Dr. Charles Rutherford, Music Dept., 2701
Fairview Ave.

University of the Pacific; Stockton, CA 95204. Write:
David Goedecke or Director of Bands.

College of the Redwoods (2-yr.); Eureka, CA 95501.
Write: Jack Wheaton or Chairman, Music Dept.
Sacramento City College (2-yr.); Sacramento, CA
95822. Write: Forrest R. Van Ripen or Director of

Music, 3835 Freeport Blvd.

San Bernardino Valley College (2-yr.); San Bernardino,
CA 92903. Write: Paul Oxley or Director of Music,
701 S. Mt. Vernon Ave.

San Diego State University; San Diego, CA 92181.
Write: Dr. Eddie Meadows or Chairman, Dept. of
Music and Afro-American Studies.

University of San Francisco; San Francisco, CA 94117,
Write: Dr. Dan 0'Neill, School of Education, Office
of Continuing Education; or Dr. Leonard Dalton,
Music Dept.

San Jose State University; San Jose, CA 95192. Write:



gwight Cannon or Director of Jazz Studies, Music

ept.

Santa Monica College (2-yr.); Santa Monica, CA 90405.
Write: James B. Fugle or Director of Music, 1815
Pear| St.

College of the Siskiyous (2-yr.); Weed, CA 96099,
Write: Jerry Edwards or Dean of Students.

Southwestern College (2-yr.); Chula Vista, CA 92010.
Write: Jim Merrill or Chairman, Performing Arts, 900
Otay Lakes Road.

COLORADO

University of Colorado; Boulder, CO 80302. Write: Jack
Foote or Director of Jazz Studies, School of Music.

University of Colorado at Denver; Denver, CO 80202
Write: Dean, College of Music.

Colorado State University; Ft. Collins, CO 80521.
\grite: Otto Werner or Director of Bands, Music

ept.

University of Denver, Denver, CO 80210. Write: Dr.
Roger Fee of Dean, Lamont Schoo! of Music.
Metropolitan State College; Denver, CO 80203. Write:
Dr. Jerrald McCollum or Chairman, Music Dept.
University of Northern Colorado; Greeley, CO 80631.
Write: Derryl Goes or Director of Jazz Studies,

School of Music.

CONNECTICUT

University of Bridgeport; Bridgeport, CT 06602. Write:
Neil Slater or Director of Jazz Studies, Music Dept.

Quinnipiac College; Hamden, CT 06518. Write: Sam
Costanzo or Chairman, Fine Arts Dept.

Wesleyan University, Middletown, CT 06457. Write: Bill
Barron or Chairman, Music Dept., Center for Cre-
ative and Fine Arts.

Yale University; New Haven, CT 06520. Write: Willie
Ruff or Dean, School of Music.

DISTRICT OF COLUMBIA

The Catholic University of America, Washington, DC
20017. Write: Michael L. Mark or Chairman, Music
Education Program.

Howard University; Washington, DC 20001, Write: Di-
rector of Jazz Studies, School of Music.

FLORIDA

Applied Music School (Diploma School); Tampa, FL
33603. Write: Ron Delp or Director, 505 W. Hillsboro
Ave.

University of Florida; Gainesville, FL 32601. Write:
James Hale or Chairman, Music Dept.

University of Miami, Coral Gables, FL 33124. Write: Dr.
William Lee or Director of Jazz Studies, School of
Music.

Miami Dade Community College/North Campus (2-yr.);
Miami, FL 33167. Write: John A. Alexander or Direc-
tor of Music, 11380 N.W. 27 Ave.

Palm Beach Junior College (2-yr.); Lake Worth, FL
33460. Write: Sy Pryweller or Director of Music.

GEORGIA

Columbus Coflege; Columbus, GA 31907. Write: Paul
Vander Gheynst or Chairman, Music Dept.

Fort Valley State College; Fort Valley, GA 31030. Write:
George R. Holland or Chairman, Music Dept.

University of Georgia; Athens, GA 30602. Write: Roger
L. Dancz or Director of Bands, Music Dept.

Georgia State University; Atlanta, GA 30303. Write: Jim
Progris or Chairman, Music Dept.

Morehouse College; Atlanta, Ga 30314. Write: Ted
McDaniels or Chairman, Music Dept.

IDAHO

University of Idaho; Moscow, D 83843. Write: Richard
F. Werner or Dean, School of Music

Ricks College (2-yr.); Rexburg, ID 83440. Write: Noe!
Brown or Chairman, Music Dept.

ILLINOIS

American Conservatory of Music (Diploma School);
Chicago, IL 60605. Write: Willie Pickens or Director.

College of Lake County (2-yr.); Grays Lake, IL 60030.
Write: Chuck Banks or Director of Music, 19351 W.
Washington St.

Chicago State University; Chicago, IL 60621. Write:
Bunky Green or Chairman, Music Dept.

DePaul University; Chicago, IL 60604. Write: Dr. Leon
Stein or Dean, School of Music, 25 E. Jackson Blvd.

Eastern (llinois University; Charleston, 1L 61920.
Write: Dean, School of Music.

Elmhurst College; Elmhurst, IL 60126. Write: Dr.
James Sorensen or Chairman, Music Dept.

Governors State University; Park Forest South, IL
60466. Write: Dr. Warrick Carter or Coordinator,
Jazz Studies, College of Cultural Studies.

Wm. Rainey Harper College (2-yr.); Palatine, IL 60067.
Write: James Bestman, Director of Music.

University of illinois; Urbana, IL 61801. Write; John
Garvey or Chairman, Jazz Division, School of Music.

University of Illinois at Chicago Circle; Chicago, IL
60680. Write: Chairman, Music Dept.

Illinois tnstitute of Technology; Chicago, IL 60616.
Write: Neal Dunlap or Chairman, Music Dept.
Illinois State University; Normal, IL 61781. Write:

Chairman, Music Dept.

lllinois Wesleyan University; Bloomington, IL 61701.
Write: Dr. Thomas Streeter or Dean, School of Music

Joliet Junior College (2-yr.); Jotiet, IL 60435. Write: Di-
rector of Music.

Kaskaskia College (2-yr.); Centralia, IL 62801. Write:
Director of Music.

Kennedy-King College (2-yr.); Chicago, IL 60623. Write:
Percy Timberlake or Director of Bands, Music Dept.

Millikin University; Decatur, IL 62522. Write: Roger
Schueler or Dean, School of Music.

North Central College; Naperville, IL 60540. Write:
Robert Rollin or Chairman, Music Dept.

North Park College; Chicago, IL 60625. Write: Dr. Lee
Burswold or Chairman, Music Dept.

Northern Illinois University; DeKalb, IL 60178. Write:
Ron Modell or Chairman, Music Dept.

Northwestern University; Evanston, IL 60201. Write:
Director of Jazz Studies, School of Music.

Quincy College; Quincy, IL 62301. Write: Charles Win-
king or Chairman, Music Dept.

Roosevelt University; Chicago, IL 60605. Write; Direc-
tor of Jazz Lab, School of Music.

Southern Ilfinois University; Edwardsville, 1L 62025.
Write: Dr. William Tarwater or Dean, School of
Music.

Thornton Community College (2-yr.); South Holland, IL
60473. Write: Donald F. Kramer or Director of
Music.

Triton College (2-yr.); River Grove, IL 60171. Write:
Burrell Gluskin or Director of Instrumental Music,
2000 Fifth Ave.

Waubonsee Community College (2-yr.); Sugar Grove, IL
60554, Write: Duane Wickiser or Director of Music,
Rte. 47 and Harter Road.

Western lllinois University; Macomb, IL 61455. Write:
Robert Morsch or Director of Bands, Music Dept.

Wilbur Wright College (2-yr.); Chicago, IL 60634.
Write: John DeRoule or Director of Adult Education.

INOIANA

Ball State University; Muncie, IN 47305, Write: Larry
N. McWilliams or Director of Jazz Studies, Schoo! of
Music.

Butler University; Indianapolis, IN 46208. Write:
Robert Grechesky or Dean, Jordan College of Music.

University of Evansville; Evansville, IN 47702. Write:
Edwin Lacy or Chairman, Music Dept.

Indiana University; Bloomington, IN 47401. Write:
David Baker or Director of Jazz Studies, School of
Music.

Indiana University Southeast; Jeffersonville, IN 47130.
Write: Jamey Aebersold or Chairman, Music Dept.

Indiana State University; Terre Haute, IN 47809. Write:
John P. Spicknall or Chairman, Music Dept.

University of Notre Dame; Notre Dame, IN 46556.
Write: George Wiskirchen, C.S.C., or Director of
Bands.

Purdue University; Lafayette, IN 47907. Write: Roger
Heath or Director of Bands.

Saint Francis College; Ft. Wayne, IN 46808. Write:
Richard D. Brown or Chairman, Music Dept.

10WA

Coe College; Cedar Rapids, 1A 52402. Write: Jerry Owen
or Chairman, Music Dept.

Cornell College; Mt. Vernon, IA 52314. Write: Dr. Jesse
G. Evans or Chairman, Music Dept.

Grinnell College; Grinnell, 1A 50112, Write: Cecil Lytle
or Chairman, Music Dept.

University of lowa; lowa City, IA 52242, Write: Morgan

education in jazz
by Quincy Jones

Looking back on it, so much of what
has happened in my music is in the "how”
and "why” I went to Berklee.

Early on, in Seattle, I began singing
with a gospel group and started fooling
around with a lot of instruments, but the
one | preferred was
the trumpet. Clark
Terry came to town
and was a tremen-
dous influence on
me. And so was Ray
Charles. He got me
into arranging.

The time soon
came to go academ-
ic and learn the fundamentals. 1 had
earned two scholarships: to Seattle Uni-
versity and to Berklee. I went to Berklee
because I wanted to be close to Bird.
What I'm saying is that I needed two
things: learn the fundamentals and keep to
roots.

I took a train from Seattle to Chicago
to Boston and got a littie pad across the
street from the Hi Hat where all the cats
used to play. Stan Getz was across the
street. Joe Gordon was working in town,
and so was Charlie Mariano (he was going
to Berklee, too) and Nat Pierce. I took ten
subjects a day and gigged every night,
making $55 a week. It was beautiful! It
was what I wanted to do: learning music
all day, and playing all night.

So, it was in Boston, at Berklee, that I
really learned the tools of my trade. It
never was a mechanical, nuts and bolts
thing. The atmosphere at Berklee made
you apply theory to practice, and shape
roots into written ideas. I learned by do-
ing. I worked at Berklee the way I have
worked since: concentrate on the music,
knowing how far the players can extend
your ideas, and not having to fumble for a
tool in getting your idea on paper.

Some things do change: Berklee is now
a full four year college with many more
students and faculty: and the Hi Hat, my
old pad, and the $55 are long gone. But |
know that what you get from Berklee
hasn’t changed. I can hear it in the music
played by the best of the new studio play-
ers and jazz musicians. I recognize Berk-
lee in the Keith Jarretts, the Gary Bur-
tons, the Pat LaBarberas—my fellow
alumni.

If you have it in you, Berkiee can provide
ways and means.

for catalog and information write to:

BERKLEE CODLLEGE OF MUSIC
t. D
1140 Boylston Slr:gl. Boston, MA 02215
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Eight by David Baker . ..

O arranging & composing For The
Small Ensemble: jazz/r8b/jazz-rock (1st
Ed. 1970) 184 pps., spiral bound.

. $15.00

[0 jazz improvisation, A comprehensive
Method of Study for All Players (Revised
Ed. 1971) 184 pps.. spiralbound . $15.00

advanced improvisation with 90
cassette. (1st Ed. 1974) 256 pps.. spiral
bound ....... ........... .. $25.00

Techniques of Improvisation:

Vol. 1, A Method For Developing Im-
provisational Technique (Based On The
Lydian Chromatic Concept by George
Russell) (© 1968, 4th printing/Revised
Ed. 197 1) 96 pp.. spiral bound $9.00

O Vol. I, The V7 Progression (© 1968;
4th printing 1971) 76 pp.. spiral bound
. o ... $9.00
O Vol. lll, Turnbacks (1st Ed. 1971) 84
pps.. spiralbound . ......... %9.00
O Vol. IV, Cycles {1st Ed. 1971) 260
pp., spiral bound . $15.00

O Jazz Styles & Analysis: Trombone
(1st Ed. 1973) 144 pps., spiral bound.

L e $15.00
O Jazz Styles & Analysis: Alto Sax by
Harry Miedema, edited by David Baker
(1st Ed. 1975) 104 pps. spiral bound.
............................... $12.50

Free Catalog — Free Postage

NEW SOUNDS IN MODERN MUSIC
315 W. 53rd St., New York, 10019

0O Dave Baker's Jazz-Rock Library arrangements
$4.50 ea. O Ten arrangements. $37.50 O Complete
set of 20. $75.00

Encdyclopodla of Improvisation—Stuart $15.00
Eddie Bert (Trombone Method) $500

Frank Metis (Rhythm Computer) $10 95

David Baker (Contemporary Techmques for the
Trombone Vo. 1. 2, $15.00 each. Complete $25.00
Geo. TrembiayDefinitive Cycle 12 ToneRow $15 00
Encyclopedia of Progressive Duets $7.50
Encyclopedia of Duets—Jazz Phrasing $7 50
Barney Kessel (The Guitar) $15.00

Colin-Broiles (Art of Trumpet Playing) 3 50
Rlck5Wl|d (Guide to Creative Jazz Improvisation!

guuuoo ouou

O van Alexander {First Chart) 112 pages $6 95

O Gordon Delamont (Modern Harmonic Techniques)
Vol 1, 2—each $1500

O Delamont (Modern Arranging Techmique) $15.00

O Delamont (Modern Contrapuntal Techmique) $6 00

) Ernest Toch (Shaping Forces in Music) $6.95

0 Delaunay—New Hot Discography $15.00

0 Jerry Coker (Patterns for Jazz) $14.00

O Russell (Lydian Chromatic Concept) $26.50

O Branch (How to Piay Clubs & Shows) $22.50

O Encyclopedia of Rhythms & Jazz Patterns $15.00

O Russell Garcia (The Professional Arranger) $7.95

-] Earl Hagen (Scoring for Films) $15.00

0O Angelo Dellaira (Arranger's Workshop) $7.50

0 Angelo Dellaira (Chord Workshop) $9.00

O Angelo Dellaira (Creative Arranger) $15.00

7 Complete Encyclopedia of Chords $12 50

Frank Skinner (Underscore) $6.95

williams (Complete Trumpet Method) $9.00

Dr, Chas. Colin (Lip Flexibilities) complete $6 00 O

Trumpet or Trombone, Vol 1—2—3, each $2.95

Colin-Schaefter (Encyclopedia of Scales) $12.50

Dr. Chas. Colin (Complete Trumpet Method)

Revised and Augmented Edition $15.00

Slonimsky (Thesaurus ot Scales) $25.00

Ernest W. Williams (Best of Williams) $9 00

Dan Ricigliano (Popular Jazz Harmony) $9 95

Dr. Donald S. Reinhardt (Pivot System for all cup

instruments) Augmented Edition $25 00

Stuart's Encyclopedia of Modern Jazz $12.50

Dr. Deutsch (Trpt. Pedal to Triple Hi C) $15.00

Dr. Maury Deutsch (Improvisational Concepts and

Jazz Patterns) $15.00

Fake Book for the Club Date Musician $7.50

Hank Mancini (Sound & Scores) $15.00

0., Nelson (Patterns for improvisation) $8.00

Nelson's Advanced Duet (6 bks in one) $7.50

Capozzoli (Encyclopedia Around The Drums) $7 95

O] Aaron Harris (Advance Trumpet Studies) $6 00

7] Dr. Charles Colin (The Brass Player) $7.50

] Ulano (Professional Drummer—595 pps) $37.50

O Jerome Callet (Trumpet Yoga) $15.00

NEW SOUNDS IN MODERN MUSIC
315 W 53rd St.. New York, N.Y. 10019
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Jones or Director of Jazz Bands, School of Music.
lowa Central Community College (2-yr.); Ft. Dodge, IA
50501. Write: Thomas R. Kruse or Director of Music.
Morningside College; Sioux City, IA 51106. Write: Gary
Slechta or Chairman, Music Dept.

North lowa Area Community College (2-yr.); Mason
City, 1A 50401, Write: Henry T. Paine or Director of
Instrumental Music, 400 College Drive.

University of Northern lowa; Cedar Falls, IA. Write:
Chairman, Music Dept.

Westmar College, LeMars, A 51031. Write: Gerlad B.
Olson or Director of Music.

KANSAS

Bethany College; Lindsborg, KS 67456. Write: Dean
Leon Burch or Dean of Students.

Bethel College; North Newton, KS 67117. Write: Gary
Fletcher, or Chairman, Music Dept.

College of Emporia, Emporia, KS 66801. Write: Frank A.
Malambri or Chairman, Music Dept.

Fort Hays Kansas State College; Hays, KS 67601
Write: James Olcott or Chairman, .Music Dept.
University of Kansas, Lawrence, KS 66045. Write:
Robert E. Foster or Dean, Schoo! of Music.
Kansas State Teachers College; Emporia, KS 66801.
Write: Thomas Wright or Coordinator of Jazz

Studies, Music Dept.

Kansas State University; Manhattan, KS 66502. Write:
Phil Hewett or Chairman, Music Dept.

Wichita State University; Wichita, KS 67208. Write: Dr.
J. C. Combs or Dean, School of Music.

KENTUCKY

Bellarmine College; Louisville, KY 40205. Write: Jamey
Aebersold or Chairman, Music Dept.

Morehead State University; Morehead, KY 40351
Write: Walter L. Barr or Director of Jazz Studies,
Music Dept.

LOUISIANA

Louisiana State University; Baton Rouge, LA 70803.
Write: Everett Timm or Dean, School of Music.

Louisiana Tech University; Ruston, LA 71270. Write:
Joe Sheppard or Chairman, Music Dept.

Loyola University; New Orleans, LA 70118. Write: Jo-
seph Hebert or Dean, College of Music, 6363 St.
Charles Ave.

Nicholls State University; Thibodaux, LA 70301. Write:
Paul Mathis or Chairman, Music Dept., College of
Education.

Northeast Louisiana University; Monroe, LA 71201
Write: Robert Eidenier or Dean, School of Music.

Southeastern Louisiana University, Hammond, LA
70401. Write: Lee Fortier or Chairman, Music Dept.

Southern University; Baton Rouge, LA 70813. Write: Al-
vin Batiste or Director of Jazz Institute, Division of
Music.

Southern University in New Orleans; New Orleans, LA
70126. Write: Ed Jordan or Chairman, Music Dept.

University of Southwestern Louisiana; Lafayette, LA
70501. Write: James M. Goodman or Dean, School of
Music,

MAINE

Bowdoin College; Brunswick, ME 04011. Write: Marion
Brown or Chairman, Music Dept.

MARYLAND

Bowie State College; Bowie, MD 20715. Write: Hoe Car-
ley, Jr. or Chairman, Music Dept.

University of Maryland; College Park, MD 20742.
Write: Dr. Andrew Goodrich or Chairman, Music
Dept.

Morgan State College; Baltimore, MD 21239. Write:
Melvin Miles, Jr. or Chairman, Music Dept.

Towson State College; Baltimore, MD 21204. Write:
Hank Levy or Director of Jazz Studies, School of Fine
Arts.

MASSACHUSETTS

Berklee College of Music; Boston, MA 02115. Write: Of-
fice of Admissions, 1140 Boyiston St.

Boston School of Electronic Music (Diploma School);
Boston, MA 02116. Write: James Michmerhuizen or
Director, 326 Dartmouth St., #3.

Clark University; Worcester, MA 01610. Write: Director
of Admissions.

University of Massachusetts/Amherst; Amherst, MA

01002. Write: Roland Wiggins or Director of Insti-
tute of Black Music.

The New England Conservatory of Music; Boston, MA
02115. Write: Phil Wilson or Director of Admissions.

Northeastern University; Boston, MA 02115. Write:
J. R. Mitchell or Director of Jazz Studies, College of
Liberal Arts.

Tufts University; Medford, MA 02111. Write: T. J. An-
derson or Chairman, Music Dept.

Westfield State College; Westfield, MA 01085. Write:
Dr. Donald ). Bastarache or Chairman, Music Dept.

MICHIGAN

Central Michigan University; Mt. Pleasant, M1 48859.
Write: Dr. William Rivard or Chairman, Music Dept.

Henry Ford Community College (2-yr.); Dearborn, Mi
48128, Write: Don Lupp or Director of Music.

Thomas Jefferson College (Grand Valley State Col-
leges); Allendale, M1 49401. Write: Joel Zelnik or Di-
rector of Jazz Studies, Music Dept.

The University of Michigan; Ann Arbor, MI 48105.
Write: Director of Jazz Studies, School of Music.

Michigan State University; East Lansing, MI 48824.
Write: Burgess Gardner or Director of Jazz Studies,
Music Dept.

Michigan Technological University; Houghton, MI
3‘393I. Write: Donald P. Keranen or Chairman, Music

ept.

Northern Michigan University; Marquette, M} 49855;
Write: Ron Caviani or Chairman, Music Dept.
Oakland University; Rochester, M| 48063. Write: Mar-

vin Holladay or Chairman, Music Dept.

Wayne State University; Detroit, M1 48202. Write: Dr.
James Hartway or Chairman, Music Dept.

Southwestern Michigan College (2-yr.); Dowagiac, Ml
49047. Write: Rich Bressler or Chairman, Music
Dept.

Western Michigan University; Kalamazoo, MI 49001.
Write: Dr. Robert Fink or Chairman, Music Dept.

MINNESOTA

Gustavus Adolphus College; St. Peter, MN 56082.
Write: Mark Lammers or Chairman, Music Dept.

Hamline University; St. Paul, MN 55104. Write: Paul A.
Pizner or Chairman, Music Dept.

Hibbing Community College (2-yr.); Hibbing, MN
55746. Write: Thomas F. Palmersheim or Chairman,
Music Dept.

University of Minnesota/Duluth; Dufuth, MN 55812.
Write: R. Dale Miller or Chairman, Music Dept.

Moorhead State College; Moorhead, MN 56560. Write:
Dr. Al Noice or Chairman, Music Dept.

Willmar Community College (2-yr.);, Willmar, MN
56201. Write: Dale Wright or Director of Music.

Winona State College (2-yr.); Winona, MN 55987.
Write: Gene Anderson or Director of Music.

MISSISSIPPI

Delta State College; Cleveland, MS 38732. Write: Gary
Nyberg or Chairman, Music Dept.

University of Mississippi; University, MS 38677. Write:
Dr. Robert Jordan or Chairman, Music Dept.
University of Southern Mississippi; Hattiesburg, MS
39401. Write: Raoul Jerome or Coordinator of Jazz

Curriculum, Music. Dept.

MISSOURI

Central Missouri State University; Warrensburg, MO
64093. Write: Dr. Wesley True or Chairman, Music
Div.

Drury College; Springfield, MO 65802. Write: Don
Verne Joseph, Box 67, Schoo! of Humanities.
Meramec Community College (2-yr.); Kirkwood, MO
63122. Write: Ronald E. Stilwell or Director of

Music.

University of Missouri; Columbia, MO 65201. Write:
George DeFoe or Chairman, Music Dept.

University of Missouri/St. Louis; St. Louis, MO 63121.
Write: Stan DeRusha or Chairman, Music Dept.

Northeast Missouri State University; Kirksville, MO
63501. Write: Dr. Dale A. Jorgenson or Chairman,
Music Dept.

Southwest Missouri State University; Springfield, MO
65802. Write: Robert M. Scott or Chairman, Music
Dept.

MONTANA

University of Montana; Missoula, MT 59801. Write:
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Jazz styles & analysis: ALTO SAX by Harry Miedema,
edited by David Baker Chicago down beat Music
Workshop Pubtications, first edition 1975, 104 pps
11" x 8%". spiral bound: 125 transcribed and an-
notated solos from 103 alto saxophonists

MW 10 $12.50

Short of actually playing with jazz musicians,
studying and playing their accurately transcribed
solos are invaluable learning experiences. The
goal is not to imitate but to gain a sense of what
we at the professional level continuously strive
for —Cannonball Adderley

it still seems incredible to me what Charlie Parker
and other innovative soloists could create with
such spontaneity and musicianship. Listening to
and studying their improvised compositions open
to all of us the unlimited genius of the human
mind. —Paul Horn

js&a: ALTO SAX contents include

e Foreword by Roger Pemberton

® Glossary & musical examples

o Transposition chart for Eb Alto Saxophone

¢ Fingerings for Altissimo Register, with charts

e How to Transcribe Solos by David Baker

e Time-style chart places 119 alto players in their re-
spective chronological and stylistic eras

e down beat Poll Winners on alto sax, 1936-1975

® Index of Tunes

« Solos & Soloists—125 different solos, each analyzed
for study and performance. transcribed from the ofigi-
nal recordings. 103 famous soloists, each with career
sketch The soioists are Cannonball Adderley, Gabe
Baltazar. Polo Barnes. Gary Bartz. Earl Bostic, An-
thony Braxton, Boyce Brown. Pete Brown. Marion
Brown, Ted Buckner, Scoops Carry, Benny Carter, Or-
nette Coleman, Buddy Collette, Hank Crawford. Sonny
Criss, Quin Davis, Paul Desmond, Jersy Dodgion. Eric
Doiphy, Arne Domnerus, Lou Donaldson. Jimmy Dor-
sey. Joe Eldridge, Stomp Evans, Jimmy Ford. Sonny
Fortune. Earl Fouche. Herb Geller, Al Gibbons, Bill
Graham, Bunky Green, Gigr Gryce, John Handy. Toby
Hardwicke. Julus Hemphill, Ernie Herty, Woody Her-
man. Johnny Hodges. Charlie Holmes. Paul Horn,
Derek. Humbte. John Jackson, Joseph Jarman, Hilton
Jefterson. John Jenkins, Budd Johnson, Louis Jordan,
Charlie Kennedy. Robin Kenyatta, Eric Kloss, Lee
Konitz, Ronnie Lang. John La Porta, Fred Lipsws.
Jimmy Lyons. Joe Maini, Charlie Mariano. Ha! McKu-
sick, Jackie McLean, Charles McPherson, Roscoe
Mitchell, James Moody. Frank Morgan Lanny Morgan,
Ted Nash, Oliver Nelson, David Newman, Lennie Nie-
haus, Tony Ortega. Glyn Paque. Waliter Parazaider,
Charlie Parker, Jeyome Pasquall. Art Pepper. Bobby
Plater, Doc Poston, Russell Procope. Gene Quill,
Sonny Red. Vi Redd. Don Redman. Jerome Richard-
son. Marshall Royal. Edgar Sampson. David Sanborn,
Davey Schildkraut. Bud Shank, Senny Simmons,
Buster Smith, Tab Smith, Willie Smith, James Spauld-
ing. Sonny Stitt. Frank Strozier. Martin Tchicai, Eddie
Vinson. Earle Warren, Ernie Watts, Charles Williams,
Phil Woods, Leo Wright. and Pete Yellin

jazz styles & analysis: ALTO SAX is an essential
learning aid and reference work for alto saxophon-
ists at all levels of competence; serious contem-
porary players of any instrument interested in ac-
quiring a basic |azz repertoire, arrangers and com-
posers; and all music libraries

Order now!

down beat ¢ Dept. BKS

222 W Adams St., Chicago. IL 60606
Please send me copies of jazz styles &
analysis: ALTO SAX at $12.50 each. Enclosed
is my remittance for $ __ which in-
cludes 60¢ postage charge to ary address

MH76

Name S
Address
City

State _ - Zip

Lance R. Boyd or Chairman, Music Dept.
Montana State University; Bozeman, MT 59715. Write:
Carl Lobitz or Chairman, Music Dept.
Rocky Mountain College; Biilings, MT 59102. Write: Dr.
Wm. L. Waggoner or Chairman, Music Dept.

NEBRASKA

Hastings College; Hastings, NE 68901. Write: John
Mills or Chairman, Music Dept.

University of Nebraska at Omaha; Omaha, NE 68101.
Write: Reg Schive or Chairman, Music Dept.

NEVADA

University of Nevada/Las Vegas; Las Vegas, NV 89154,
Write: Frank Gagliardi, or Chairman, Music Dept.

University of Nevada/Reno; Reno, NV 89507. Write: Dr.
John Carrico or Chairman, Music Dept.

NEW HAMPSHIRE

Plymouth State College; Plymouth, NH 03264. Write:
Vincent Marinelli or Chairman, Music Dept.

NEW JERSEY

Fairleigh Dickinson University; Rutherford, NJ 07070.
Write: Stanley Purdy or Chairman, Music Dept.

Glassboro State College; Glassboro, NJ 08028. Write:
John H. Thysen or Chairman, Music Dept.

Jersey City State University; Jersey City, NJ 07305.
Write: Richard Lowenthal or Chairman, Music Dept.

Livingstone College of Rutgers University; New Bruns-
wick, NJ 08903. Write: Larry Ridley or Chairman,
Music Dept.

Seton Hall University; South Orange, N) 07079. Write:
Jack McKinney or Chairman, Music Dept., 400 S.
Orange Ave.

NEW MEXICO
University of New Mexico; Albuquerque, NM 87131.
Write: William E. Rhoads or Chairman, Music Dept.

NEW YORK

Columbia University, New York, NY 10029. Write: Dr.
Marion McGill or Chairman, Music Dept., Teachers
College, Broadway and 116th St.

Creative Music Studio (Diploma school); Woodstock,
NY 12498. Write: Karl Berger or Director, P.0. Box
671.

Eastman School of Music, University of Rochester;
Rochester, NY 14604. Write: Rayburn Wright or Di-
rector of Jazz Studies and Contemporary Music, 26
Gibbs St.

Five Towns College (2-yr.); Merrick, NY 11566. Write:
Dr. Stanley G. Cohen or Director of Jazz Studies,
2350 Merrick Ave.

Ithaca College; Ithaca, NY 14850. Write: Steve Brown
or Director of Jazz Studies, School of Music.
Manhattan School of Music; New York, NY 10027.
Write: Lyle "Rusty’” Dedrick or Director of Jazz

Studies, 120 Claremont Ave.

The College of Saint Rose, Albany, NY 12203. Write:
Thomas A. Brown or Director, Instrumental Music,
Dept. of Music Education.

State University of New York at Binghampton; Bing-
hampton, NY 13901. Write: Albert Hamme or Direc-
tor of Jazz Studies, Music Dept.

State University of New York College at Brockport;
Brockport, NY 14420. Write: Dr. fra Schwartz or
Chairman, Music Dept.

State University of New York at Buffalo; Buffalo, NY
14222. Write: William H. Tallmadge or Chairman,
Music Dept.

State University of New York/College at O1d Westbury;
Westbury, NY 11568. Write: Chairman, Music Dept.,
Performing Arts Group.

State University of New York/College at Oswego; Os-
wego, NY 13126. Write: Hugh G. Burritt or Chair-
man, Music Dept.

State University of New York/College at Potsdam; Pots-
dam, NY 13676. Write: R. Shiner or Dean, Crane
School of Music.

State University of New York at Stony Brook; Stony
Brook, NY 11790. Write: John Lessard, or Chairman,
Undergraduate Studies.

Syracuse University; Syracuse, NY 13210. Write:
Stephen Marconi or Director of Jazz Ensembles,
School of Music.

NORTH CAROLINA
Appalachian State University; Boone, NC 26808. Write:

1976 SUMMER
JAZZ CLINICS

18th Annual BIG BAND Clinics:
(Rich Matteson, Director)

June 29-July 4, Fort Qu'Appelle, Saskatchewan
July 18-24, Texas Lutheran College. Seguin
July 25-31, Miami U, Oxford, Ohio

Aug. 1-7, Northern lllinois U., DeKalb

Aug 8-14, Mt Hood College, Portland, Oregon

Sth Annual COMBO/IMPROVISATION Clinics:
(Jamey Aebersold, Director)

June 6-12, Wichita State U., Kansas

June 13-19, Diablo Valley College, Concord, Calif

July 11-17, Bellarmine College. Louisville, Ky

July 25-31, State U. Coilege N.Y., Brockport

Aug. 1-7, Miami U.. Oxtord, Ohio

Aug. 8-14, Northern lllinois U., DeKalb

Faculty members for the 1976 SUMMER JAZZ CLINICS in-
clude: Ashiey Alexander, David Baker, Louis Bellson, Ken
Ferrentino, Eddie Gomez, Dan Haerle, Jerry Hahn, Joe Hen-
derson & Quartet, Wes Hensel, Ken Kistner, John LaPorta,
Lou Marini, Roger Pemberton, Jack Peterson, Rufus Reid,
Woody Shaw. Howie Smith, Ed Soph. Dom Spera,. Floyd
Standifer, Biil Stapleton, James Williams, Phil Wilson
and other facully and guest stars to be announced.

For complete information, write today!

SUMMER JAZZ CLINICS
P.O. BOX 221, SOUTH BEND, IN 46624

Please send me
O Free brochure, 18976 Summer Jazz Clinics
O Thursday Night Dues LP . .. (SJC faculty band—
Burton/LaPorta/Matteson/Wilson) $5.95
O Colonel Corn by Phil Wilson. Parts & Score, $15
O Theory & Workbook by Phil Rizzo ... $15
(ofticial SJC text)

(Check or money order must accompany order)

Name

Street

City State Zip

Instrument Age

THE BOX

LETS YOU PLAY
ANYWHERE

T \’?“h %

“THE BOX is an american made solid state,
FM wireless transmitter. It enables you to
play an electronic instrument, sing or talk
with a microphone thru any FM portable
radio, FM car radio or FM tuner. By using
an FM tuner, you can play thru any amp
without being directly plugged into the amp.
The performer can walk 40 to 60 feet away
from the FM radio or the FM tuner and amp
with no loss of quality.

The Box Maker Company
455 Walt Whitman Road
Huntington Station, NY 11746
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ADVANCED IMPROVISATION (with 90 min
cassette) by David Baker First edition 1974,
8Y2"'x11", spiral bound, over 400 music plates,
256 pps. High fidehity 90 min. cassette features
20 of Bakers compositions coordinated with
text and music—performed by Peter Bankoff,
p1ano, John Clayton, bass, David Derge, drums
MW 9 . . . $25.00

“David has surpassed himselt 1n this new book This s
going 10 be my guide and workshop for years to come ™
—James Moody

JAZZ STYLES & ANALYSIS: ALTO SAX by David
Baker. Second Printing 1975, 104 pps., 11'x8%2",
spiral bound, 121 transcribed and annotated
solos from 103 alto saxophonists.

MW 10 ... $12.50
“Short of actually playing with jazz musicians, studyin,
and playing their accurately transcribed solos are inval-
uable learning experiences.”

—Cannonball Adderley

lAZ_Z STYLES & ANALYSIS: TROMBONE by
David Baker. Second printing 1975, 114 pps.,
11"'x8%2", spiral bound, 247 transcribed and an-
notated solos from 191 trombonists

MW B ... $15.00
“Dave has 1o be one of the world’s leading authorities
on the jazz trombone This book ts @ must for all jazz
trombonists” . —Phil wilson
JAZZ IMPROVISATION (A Comprehensive
Method of Study for All Players) by David Baker.
Ninth printing 1975, 184 pps. 8¥2"'x11", spiral
bound. MW 1 ... $15.00
“In the growing body of jazz literature. the present vol
ume stands out as one of the most useful and most sore
ly needed —Gunther Schuller

ARRANGING & COMPOSING (for the Small
Ensemble: jazz/ r&b/ rock) by David Baker.
Fourth printing 1974, 184 pps. 8¥2"'x11”, spiral
bound. MW 2 ... $15.00

This book 1s an intensive study Dave gets into pi1-
ano tros, 1azz quartets. he explores four and hive-vorce
writing, chord substitutions, 1&b vorcings and bass pat
terns, and a whole lot of other mind stretchers s a
great tnp through the working foundations ot modern
music —Quincy lones

L]
TECHNIQUES OF IMPROVISATION
(in four volumes) by David Baker

Vol |, A METHOD FOR DEVELOPING IM-
PROVISATIONAL TECHNIQUE (Based on the
Lydian Chromatic Concept by George Russell),
seventh printing 1974, 96 pps, 8v2"'x11"", spiral
bound MW 3 ... $9.00
Vol tl, THE 11 V7 PROGRESSIONS, sixth print-
ing, 1974, 76 pps. 8v2""x11", spiral bound

MW 4 . . $9.00
Vol lll, TURNBACKS, second printing, 1974, 86
pps. 8%2"'x11", spiral bound MW 5 . . . $9.00
Vol IV, CYCLES, second printing, 1974, 250 pps,
8%2''x11"", spiral bound MW 6 ... $15.00
‘These books have helped me so much to find and ex-
plore new directions in my playing Today's musi
c1ans are very inquisitive, they want to know and people
ltke Dave Baker make 11 possible for them to know ~

Save 15% —order the four volume set of
TECHNIQUES OFf IMPROVISATION!
MW 3.6 . .. $35.70

GUITAR PATTERNS FOR IMPROVISATION by
Willlam Fowler (Professor of Music, Unmiv of
Colorado, lazz Consultant, Westminster College;
Education Editor, down beat). Third printing,
1975. 28 pps, 8¥2"'x11". Develops a thorough
knowledge of the guitar fingerboard, together
with proficiency in the use of modern chord
progressions and almost unlimited melodic ma-
tenals MW 7 ... $4.00
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down beat ® Dept. BKS
222 W Adams St, Chicago. Il 60606
Please send me the books | have checked
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Joe Phelps or Chairman, Music Dept.

East Carolina University; Greenville, NC 27834. Write:
George L. Broussard or Dean, School of Music.
Mars Hill College; Mars Hill, NC 28754. Write: Wayne

Bowman or Chairman, Music Dept.

University of North Carolina at Chapel Hill, Chapel
Hill, NC 27514. Write: John Harding or Chairman,
Music Dept.

University of North Carolina at Greensboro; Greens-
boro, NC 27412. Write: Raymond Ganglio or Dean,
School of Music

Pembroke State University; Pembroke, NC 28372.
Write: Harold Stagle or Chairman, Music Dept.

NORTH OAKOTA

Minot College; Minot, ND 58701. Write: Gerald Poe or
Chairman, Music Dept.

Valley City State College; Valley City, ND 58072. Write:
R. Q. Johnson or Chairman, Music.

OHI0

The University of Akron; Akron, OH 44325. Write: Rich-
ard Jackoboice or Chairman, Music-Dept.

Ashland College; Ashland, OH 44805. Write: Curt Wil-
son or Director of Bands.

Bowling Green State University; Bowling Green, OH
43402. Write: Wendell Jones or Dean, School of
Music.

Capital University; Columbus, OH 43209. Write: Ray
Eubanks or Chairman, Music Dept.

Case Western Reserve University, Cleveland, OH
44106. Write: Philip L. Weinacht or Chairman, Music
Dept.

Central State University; Wilberforce, OH 45384. Write:
Stanley D. Kirton or Chairman, Music Dept.

University of Cincinnati; Cincinnati, OH 45221. Write:
Dr. Simon Anderson or Dean, College-Conservatory
of Music.

Denison University; Granville, OH 43023. Write: R. L.
Bostian or Chairman, Music Dept.

Hiram College; Hiram, OH 44234. Write: John M. Bur-
ley or Chairman, Music Dept.

Kent State University; Kent, OH 44240. Write: Dr. Wal-
ter Watson or Director of Jazz Studies, School of
Music.

Lakeland Community College (2-yr.); Mentor, OH
44060. Write: Chairman, Music Dept.

Miami University; Oxford, OH 15056. Write: Dr.
Charles Spohn or Dean, Schoo! of Music.

Muskingum College; New Concord, OH 43662. Write:
). Terry Gates or Chairman, Music Dept.

Oberlin College; Oberlin, OH 44070. Write: Dean, Con-
servatory of Music.

Ohio State University; Columbus, OH 43210. Write:
Tom Battenberg or Director, School of Music.
Otterbein College; Westerville, OH 43081. Write: Gary

Tirey or Chairman, Division of Fine Arts.

OKLAHOMA
Cameron College; Lawton, OK 73501. Write: Chairman,
Music Dept.

East Central State College; Ada, OK 74820. Write:
James L. Franklin or Chairman, Music Dept.
Oral Roberts University; Tulsa, OK 74105. Write: Bill

Shellenberger or Chairman, Music Dept.
Phillips University; Enid, OK 73701. Write: Dr. Milburn
Carey or Director, School of Music.
Southeastern Oklahoma State University; Durant, OK
647(:1. Write: Dr. Paul Mansur or Chairman, Music
ept.

Southwestern State College; Weatherford, 0K 73096.
Write: Terry Segress or Chairman, Music Dept.
University of Tulsa; Tulsa, OK 74104. Write: Ron Predl

or Dean, School of Music.

OREGON

Mt. Hood Community College (2-yr.); Gresham, OR
97030. Write: Larry McVey or Chairman, Creative
Arts Division, 26000 S.E. Stark St.

University of Oregon; Eugene, OR 97405. Write: Stan
Fink or Dean, Schoo! of Music.

University of Portland; Portland, OR 97203. Write: Don
Camack or Chairman, Music Dept.

Pacific University; Forest Grove, OR 97116. Write: Dr.
Albert M. Freedman or Dean, School of Music.
Portland State University: Portland, OR 97207. Write:

Dr. Wm. Stainaker, Music Dept.

PENNSYLVANIA

Clarian State College; Clarion, PA 16214. Write: Jack
Hall or Director of Bands.

Lebanon Valley College; Annville, PA 17003. Write:
Frank Stachow or Chairman, Music Dept.

Lehigh University; Bethiehem, PA 18015. Write: James
T. McLaughlin or Director of Jazz Ensembles, Box
186.

Mansfield State College; Mansfield, PA 16933, Write:
Thomas Ryan or Chairman, Music Dept.

Philadelphia Musical Academy; Philadelphia, PA 19107.
Write: Evan Solot or Director of Jazz Studies, 313
Broad St.

University of Pittsburgh; Pittsburgh, PA 15213. Write:
Dr. Nathan Davis or Director of Jazz Studies, 5619
Kentucky Ave.

Temple University; Philadelphia, PA 19122. Write:
James W. Herbert or Director of Bands, College of
Music.

SOUTH CAROLINA

Furman University; Greenville, SC 26913. Write: George
Hitt or Chairman, Music Dept.

University of South Carolina; Columbia, SC 29208.
Write: Dr. William Moody or Chairman, Music Dept.

SOUTH DAKOTA

Huron College; Huron, SD 57350. Write: Chairman,
Music Dept.

Northern State College; Aberdeen, SD 57401. Write:
David Mauney or Chairman, Music Dept.

TENNESSEE

Austin Peay State College; Clarksville, TN 37040.
Write: Aaron Schmidt or Chairman, Music Dept.,
College of Education.

East Tennmessee State University; Johnson City, TN
37601. Write: Dr. James E. Stafford or Chairman,
Music Dept.

Fisk University; Nashville, TN 37203. Write: Robert L.
Holmes or Director of Instrumental Music.

George Peabody College for Teachers; Nashville, TN
37203. Write: John Legg or Director, School of
Music.

Memphis State University; Memphis, TN 38152. Write:
Dr. Thomas Ferguson or Director of Bands, Music
Dept.

TEXAS

Alvin Junior College (2-yr.); Alvin, TX 77511. Write: Jer-
ry Perkins or Chairman, Music Dept., 3110 Mustang
Road.

East Texas State University; Commerce, TX 75428.
Write: Tom Wirtel or Chairman, Music Dept.
Hardin-Simmons University; Abilene, TX 79601. Write:

Lawson Hager or Dean, School of Music.

University of Houston; Houston, TX 77004. Write: Don
Elam or Aubrey Tucker, or Dean, School of Music.

Lamar University; Beaumont, TX 77710. Write: James
M. Simmons or Chairman, Music Dept.

Mountain View College (2-yr.); Dallas, TX 75211. Write:
Russ Benzamin or Chairman, Music Dept.

Odessa College (2-yr.); Odessa, TX 79760. Write: Jack
Hendrix or Director of Instrumental Music.

North Texas State University; Denton, TX 76203. Write:
Leon Breedon or Director of Lab Bands, School of
Music, Box 5038, NTU Station.

University of Saint Thomas; Houston, TX 77006. Write:
Thomas Borling or Chairman, Music Dept., 3812
Montrose Bivd.

St. Mary's University; San Antonio, TX 78228. Write:
Herb Schweppe or Director of Instrumental Music.

Sam Houston State University; Huntsville, TX 77340.
Write: Dr. Robert Morgan or Chairman, Music Dept.

Stephen F. Austin State University; Nacogdoches, TX
75961. Write: Dr. M. E. Hall or Chairman, Music
Dept.

Tarrant County Junior College (2-yr.); Hurst, TX 76053.
Write: Jack Cobb or Director of Music.

Tarleton State University; Stephenville, TX 76402.
Write: Guy Gamble or Director of Jazz Ensembles,
Music Dept.

Texas A&I University; Kingsville, TX 78363. Write: Dr.
Joseph L. Bellamah or Chairman, Music Dept.
University of Texas at Austin; Austin, TX 78712. Write:
Dr. Glen Daum or Undergraduate Music Admissions,

Music Dept., College of Fine Arts.




MORE GOODIES!
Jazz & New Fake Books

1 1,002 Greatest Jazz Tunes Fake Book:
I Use on jobs / for reading / improvising ideas. [ ]

All Styles 700 pages—3Va pounds ...... $19.95 i
i New Hits Fake Books—Top 40 Stars’ Best:

§ 822 pages of most played new tunes ....$15.95
1 O 1,001 Song Real Fake Book—Best Standards: J
New & old hits. Pop-Rock-Latin-Jazz-Shows, etc.

] Big 512 page collection. 2'2 pounds! ....314.95 1
I T 200 Popular Tunes Arranged For Combos: ]

(] 2 Bb harmony parts & piano chords. Only . . ... $6
[J 50 Charlie Parker/Gerry Mulligan Hits ... .36 i

:E] 71 Quincy Jones’ Best New Jazz Tunes ..$7

]

]

1 200 Greatest Modern Jazz Themes ....$7.95 }
) Jazz Improvisation Course by David Baker: ||
) Best new method—A!l players. 184 pages...$15 ]
] Advanced Improvisation by David Baker: .
0 256 page workbook. 90 minute cassette ... .. $25 §
1 1 Put On A Show! 1 pound—Top Writer's Comedy: §
MC monologs, ad-libs, band & duo routines...$10 i
i TRY A FEW—MONEY BACK IF NOT TERRIFIC
FRE With Order—Usually $2.00
“How To Get More Jobs"
Order Now: IMPERIAL CREATIONS
Box 66-DB, New York, N.Y. 10022

AMERICA'S OLDEST AND LARGEST |
EXCLUSIVE PERCUSSION CENTER

B

_

P SH“p, Iinc.
B Compilete stock of tamous name brand
percussion instruments and accessornes [l

Owned and operated by Maurie Lishon —
18 Years stalt percussiomist CBS-WBBM Chicago

226 S. Wabassh Ave Chicago, ill. 80803
922-8761 922-1300

JAZZ PLAYERS—ALL INSTRUMENTS

EMILE DeCOSMO HAS CREATED THESE BOOKS
GUARANTEED TO MAKE YOU HEAR
PROGRESSIONS, PLAY BETTER JAZZ LINES
THROUGH THE POLYTONAL RHYTHM SERIES

The Cycle of Fifths ........... .......... $2.00
The V7 Progression ..................... $3.00
~ The Blues Scsle .$250
J The Lydian Mode .$250
The Tritone Cycle .$250
The Dorian Mode .$250
The Mixolydian Mode .$250
The Byzantine Scale .$250
The lonian Mode ... .$250
The Diminished Scale. . 00006002500 .$250
The Aeolian Mode ................ .. .$250
The Polytonsl Guitar . ................ .$2.00
Send check or money order to

EDC PUBLISHING DEPT. DB-146
1611 Kennedy Bivd. North Bergen, N.J. 07047
Foreign Orders ADD $1.00 PER Book FOR Air MAIL

FREE «

All Star contemporary music Eﬂ

 CATALOG  *

Coredy e leew
" vt 31l b ,
otesuonalsk *** 4% SEND FOR IT TODAY!
FIRST PLACE MUSIC « Dept DB-14
12754 Ventura Bivd. Studio City, Cahformia 91604

THE EVOLVING. BASSIST by RUFUS REID
The finest book to date, with 146 pages for
the doublebass and the 4 and 6 string
electric basses. Develop stron? modern
jazz sounds and strong bass lines from
chord symbols. Includes transcribed solos
and a selected discography.

$12.50 plus 60c handling. Foreign orders add $2.00

MYRIAD Lock box 03, 2138 E. 75th St.
LIMITED Chicago, llinois 60649

Texas Lutheran College; Seguin, TX 78155. Write: Dr.
Thomas S. Thomas or Chairman, Music Dept.
Texas Southern University; Houston, TX 77004. Write:

Lanny Steele or Chairman, Music Dept.

Texas Tech University; Lubbock, TX 79409. Write: Don
Turner or Chairman, Music Dept.

Wharton County Junior College (2-yr.); Wharton, TX
77488. Dr. W. W. Wendtland or Chairman, Music
Dept.

UTAH

Brigham Young University; Provo, UT 84601. Write:
Chairman, Music Dept.

University of Utah; Salt Lake City, UT 84112. Write:
Henry Wolking or Chairman, Music Dept.

Utah State University; Logan, UT 84321. Write: Larry
Smith or Chairman, Music Dept.

Westminster College; Salt Lake City, UT 84105. Write:
Chairman, Music Dept., 1840 South 1300 East.

VERMONT

University of Yermont; Burlington, VT 05401. Write:
Herbert L. Schultz or Chairman, Music Dept.

VIRGINA

Hampton Institute; Hampton, VA 23668. Write: Con-
suela Moorehead or Chairman, Music Dept.

Shenandoah Conservatory of Music; Winchester, VA
22601. Write: Paul Noble or Chairman, Music Dept.

Virginia Commonwealth University; Richmond, VA

23220. Write: Dr. Paul Dorsam or Assistant Dean,
Division of Music.

WASHINGTON

Central Washington State College; Ellensburg, WA
98926. Write: John F. Moawad or Chairman, Music
Dept.

Clark College (2-yr.); Vancouver, WA 98663. Write:
Dale Beacock or Director of Performing Arts.
Columbia Basin College; Pasco, WA 99302. Write: Don

Paul or Chairman, Music Dept.

Highline Community Coliege (2-yr.); Midway, WA
98031. Write: Marius ""Butch'* Nordal or Chairman,
Music Dept.

Diympic College (2-yr.); Bremerton, WA 98310. Write:
Dr. Ralph Mutchler or Director of Instrumental
Music.

Washington State University; Pullman, WA 99163.
Write: Michael Disavsky or Chairman, Music Dept.

WEST VIRGINIA

Marshall University; Huntington, WV 25703. Write:
J. D. Folsom or Chairman, Music Dept.

West Virginia Wesleyan College; Buckhannon, WV
26201. Write: David Milburn or Chairman, Music
Dept.

WISCONSIN

Carthage College; Kenosha, Wi 53140. Write: Fred Riley
or Chairman, Music Dept.

Lawrence University; Appleton, Wi 54911. Write: Chair-
man, Conservatory of Music.

Milwaukee Area Technical College (2-yr.); Milwaukee,
W1 53202. Write: Gene Morrissette or Chairman,
Music Dept.

University of Wisconsin-Eau Claire; Eau Claire, W!
54701. Write: Dominic Spera or Chairman, Music
Dept.

University of Wisconsin-Green Bay; Green Bay, WI
54302. Write: Lowell Ives or Chairman, Music Dept.

University of Wisconsin-Milwaukee; Milwaukee, W
53201. Write: Dr. Gerald K. Grose or Chairman,
Music Dept.

University of Wisconsin-Parkside; Kenosha, Wl 53140.
Write: Robert Thomason or Chairman, Music Dept.

University of Wisconsin-Platteville; Platteville, WI
53818. Write: Tom Richards or Chairman, Music
Dept.

University of Wisconsin-Stevens Point; Stevens Point,
Wl 54481. Write: Donald Chesebro or Chairman,
Music Dept.

University of Wisconsin-Superior; Superior, Wl 54880.
Write: Henry M. Meredith or Chairman, Music Dept.

University of Wisconsin-Waukesha (2-yr.); Waukesha,
W1 53186. Write: Jack Whitney or Chairman, Music
Dept., 1500 University Drive.

University of Wisconsin-Whitewater; Whitewater, W|
52190. Write: Dr. Frank Ferriano or Chairman, Music
Dept.

Do you own a cheap bass
or a cheap bass-amp?

Do you
dig the sound
ofa

Fender Precision
Bass
withan
old fashioned
Ampeg B-15amp?

Well, we've got a product that
has a unique 8-stage low frequen-
cy equalizer circuit that can give
you that thick heavy sound no
matter what bass or bass-amp
you own,

The HOG'S FOOT can be so
heavy in fact, that if you want,
you'll think you’re playing the
foot pedals of a church Pipe
Organ with those swamp bottom
sub-harmonics.

Why not buy a HOG’S FOOT
from us and try it. If it doesn’t
make your axe and amp sound
like a Fender Precision Bass and
Ampeg B-15 combo, you can
return it to us within 10 days
for a full refund.

Or if you'd like to save some
money, check your local music
stores. Many leading stores have
the HOG’S FOOT on special
sale NOW at a very substantial
discount!!!

1hsssesennssneneenensnssssssosee

- electro-harmonix
v 27 West 23cd Street. New York, N.Y.10010

: Please ship Postage paid by Electro-Harmonix

HOG'S
—_FOOT $29.95
E D Enclosed 1s a total check for order
. D Please place me on your new product

announcement mailing list at no charge

Name

+ Address

* City

: State Zip
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WHERE TO FIND
THE ARTISTS

down beat presents its annual, selective reference guide to contacting many of the top
recording-performing groups in contemporary music. Listings are in the foliowing form:

ARTIST NAME (Record Company); PM—personal manager; BA—booking agent

A complete listing of personal managers and booking agents referred to appears im-
mediately following “Where To Find The Artists.” If no manager or agent is listed, contact
the record company printed after the artist's name.

A

ADDERLEY, NAT (Fantasy); PM—John Levy En-
terprises, inc.

AIRTO (Arista); PM—Jack Kellman.

AKKERMAN, JAN (Atco); PM—Leber & Krebs,
Inc.

ALEXANDER, HAROLD (Atlantic); PM—Harold
Alexander

ALEXANDER, MONTY (BASF); PM—PHL Associ-
ates; BA—PHL Associates.

ALLISON, LUTHER (Motown); PM—L.A.B. Pro-
duction Co.; BA—Paragon.

ALLISON, MOSE (Atlantic); PM—PHL Associ-
ates; BA—PHL Associates/Hit Attractions.

ALLMAN BROS. BAND (Capricorn); PM—Phil
Walden; BA—Paragon.

ALLMAN, GREGG (Capricorn); PM—Phil Walden;
BA—Paragon.

AMERICA (Warner Bros.); PM—Hartmann &
Goodman; BA—ICM.

AMON DUUL Il {(UA); PM—Wolfgang Dorsch.

AMRAM, DAVIS (RCA); PM—Management Three,
Ltd.; BA—BMSA.

ANDERSEN, ERIC (Arista); PM—Bert Block; BA

—APA.

ARGENT (Epic); PM—Active Management; BA—
Paragon.

ARMATRADING, JOAN (A & M), PM—J. Sherry
Enterprises; BA—Sherry Copeland Artistes,
Ltd.

ART ENSEMBLE OF CHICAGO; PM—Lester
Bowie.

ASLEEP AT THE WHEEL (Epic); PM—Moon-Hill
Management, Inc.; BA—William Morris.

AUGER. BRIAN (RCA); BA—ATI.

AVERAGE WHITE BAND (Atlantic); PM—Allan
Pariser; BA—Heller-Fischel.

AYERS, KEVIN (island); PM—John Reid Enter-
prises, Inc.

AZTECA; PM—Royalty Control Corp.; BA—Wil-
liam Morris.

BAD COMPANY (Swan Song); PM—Swan Song
Management; BA—Premier Talent.

BAEZ, JOAN (A & M); PM—Folklore Productions,
Inc.; BA—Folklore Productions.
BAKER GURVITZ ARMY (Janus); PM—Mountain
Managements Ltd.; BA—Thames Talent.
THE BAND (Capitol); PM—Albert Grossman; BA-
—William Morris.

BARBIERI, GATO (Impulse); PM—Steve Backer,
BA—APA.

BARRETTO, RAY (Fania); PM—Ralph Mercado
Management; BA—Ralph Mercado.

BARTZ, GARY (Prestige); PM—Supac, Ltd.

BASHO, ROBBIE (Vanguard), PM—Pasha Produc-
tions.

BASIE, COUNT (Pablo); PM—Willard Alexander,
Inc.; BA—Willard Alexander.

BASSEY, SHIRLEY (UA); PM—George Butler;
BA—ABC.

BEACH BOYS (Warner Bros.), PM—Caribou Man-
agement Corp.; BA—ICM.

BECK, JEFF (Epic); BA—Sherry Copeland Ar-
tistes Ltd.

40 O down beat

BECK, JOE (Kudu); PM—Peter Paul

BEDFORD, DAVID (Virgin); PM—Annie Shand.

BEE GEES (RSQ); PM—Robert Stigwood Organi-
zation; BA—William Morris

BELL, MAGGIE (Swan Song); PM—Swan Song
Management; BA—Premier Talent.

BENNETT, TONY; PM—Derek Boulton Manage-
ment; BA—Bennett Enterprises.

BENSON, GEORGE (Warner Bros.); PM—B & B
Booking Agency; BA—B & B Booking.
BERRY, CHUCK (Chess); PM—Fran Gillium; BA

—William Morris/Banner Talent.

BEY, ANDY (Atlantic); PM—William Fischer; BA
—Jack Walker

BISHOP, ELVIN (Capricorn); PM—David Forest
Co.; BA—Paragon.

BIVIANO, LIN; BA—Willard Alexander

BLACKBYRDS (Fantasy); PM—Biackbyrd Pro-
ductions; BA—QBC.

BLACK SABBATH (Warner Bros.); PM—Arnakata
Ltd.; BA—Premier Talent.

BLAIR, JOHN (Columbia), BA—QBC.

BLAKEY, ART (Prestige); PM—Jack Whittemore;
BA—Jack Whittemore.

BLAND, BOBBY (ABC/Dunhill); PM—Evelyn
Johnson; BA—ABC.

BLEY, PAUL; PM—CG Management

BLOOD, SWEAT & TEARS (Columbia); PM—Fred
Heller; BA—ICM.

BLOOMFIELD, MICHAEL (Columbia); PM—Deb-
bie O'Brian; BA—RD Ili Ventures.

BLUE MAGIC (Atco), PM—WMOT Productions;
BA—QBC.

BLUE OYSTER CULT (Columbia); PM—Sandy
Pearlman; BA—ATI.

BONFA, LUIS (RCA); PM—Arthur Miller, Ltd.

BOWERS, BRYAN (Athena), PM—Klezmer Corp.;
BA—RD Ill Ventures.

BOWIE, DAVID (RCA); PM—Main Man, Ltd.; BA—
ICM.

BRAMLETT, BONNIE (Capricorn); PM—Camou-
flage Productions; BA—Paragon

BRAXTON, ANTHONY (Arista); PM—Steve
Backer.

BRECKER BROS. (Arista); PM—Anthony Barone,
c/0 Nat Weiss.

BROMBERG, DAVID (Columbia); PM—AIll-Arts
Presentations, inc.; BA—Magna Artists
BROWN, JAMES (Polydor); PM—James Brown
Enterprises; BA—Universal Attractions

BROWN, MARION; PM—Steve Backer

BROWN, MEL; PM—Steve Backer.

BROWN, OSCAR JR. (Atlantic); PM—ABA Artists’
Management; BA—Aries Booking.

BROWNE, JACKSON (Asylum); PM—Blue Pea-
cock; BA—William Morris.

BRUBECK, DAVE (Atlantic); PM—Sutton Artists
Corp.; BA—Sutton Artists.

BRUCE, JACK (RSQ); PM—RSO Management.

BRYANT, RAY; PM—Ray Bryant.

BRYANT, RUSTY (Prestige); BA—Aribra Down
Talents.

BURRELL, KENNY; PM—Kenny Burrell.

BURTON, GARY (ECM); BA—Ted Kurland.

BUTLER, JERRY (Phonogram); PM—Jerry Butler;
BA—Continental Artists/QBC/Hit Attrac-
tions.

BUTTERFIELD, PAUL (Bearsville); PM—Albert
Grossman.

BYRD, CHARLIE (Fantasy); PM—PHL Associates;
BA—PHL Associates/Hit Attractions.

BYRD, DONALD (Blue Note); PM—Larry Mizell;
BA—QBC.

[

CALE, JOHN (island); PM—Lustig & Brown.

CAN (UA); PM—Hildegard Schmidt.

CARLOS, WALTER; PM—Tempi Management.

CARROLL, DIAHANN; BA—William Morris.

CARTER, RON (Kudu); PM—Creed Taylor, Inc.

CAVALIERE, FELIX (Bearsville); PM—Tony
Quteda

CHAMBERS BROS. (Columbia); PM—Moonshine,
Inc.; BA—ABC.

CHAPMAN, EMMETT; PM—Chapman Stick Pro-
ductions.

CHARLES, RAY (Crossover); PM—Joe Adams;
BA—QBC.
CHICAGO (Cotumbia), PM—Caribou Management
Corp.; BA—Monterey Peninsula Artists.
CLAPTON, ERIC (RSO); PM—Robert Stigwood
Organization; BA—ICM.

CLARKE, STANLEY (Nemperor); PM—Theta
Management.

CLEMENTS, VASSAR; BA—Stone County, Inc.

CLIFF, JIMMY (Reprise); PM—PPX Enterprises.

CLIMAX BLUES BAND (Sire); PM—BTM Artistes
Management; BA—ICM.

COBHAM, BILLY (Atlantic); PM—Sid Bernstein
Enterprises, Inc.; BA—ICM.

COHEN, LEONARD (Columbia); PM—Jeff Layton.

COLD BLOOD (Warner Bros.); PM—CB Produc-
tions; BA—William Morris.

COLE, NATALIE; PM—Kevin Hunter Associates;
BA—ICM.

COLEMAN, ORNETTE (Cotumbia); PM—Phrase
Text Productions.

COLLINS, JUDY (Asylum), PM—Rocky Mountain
Productions.

COLTRANE, ALICE (Warner Bros.).

CONNORS, NORMAN (Buddah), PM—Supac Ltd.;
BA—Chartel Management.

COREA, CHICK (Polydor); PM—Theta Manage-
ment; BA—ICM.

CORYELL, LARRY (Arista); PM—Artistique De-
velopment Corp.; BA—APA.

COXHILL, LOL; PM—Virgin Agency.

CRAWFORD (Kudu); PM—Peter Paul

CREACH, PAPA JOHN; PM—Sidney A. Seiden-
berg, Inc.; BA—Magna Artists.

CROSBY, STILLS, NASH & YOUNG (Atlantic);
PM—Lookout Management.

CRUSADERS (Blue Thumb); PM—Crusaders’ Pro-
ductions; BA—Regency Artists, Ltd.

DAVIS, BETTY (Just Sunshine); PM-—Mario
Medious; BA—Universal Attractions.

DAVIS, MILES (Columbia); PM—Neil C. Reshen,
Inc.; BA—ICM.

DeFRANCO, BUDDY; BA—Willard Alexander.

DEODATO (MCA). PM—Sid Bernstein Enter-
prises; BA—Universal Attractions/Heller-
Fischel/William Morris/RD Il Ventures.

DERRINGER, RICK (Columbia); PM—OQOrganic
Management; BA—Premier Talent.

DESMOND, PAUL (Horizon); PM—Mort Lewis.

DIBANGO, MANU (Atlantic); PM—Societe Fran-
cais Du Son.

DIXON, WILLIE (Ovation); PM—Scott A. Cameron
Organisation; BA—ABC.

DR. JOHN (Atco); PM—Tom English; BA—William
Morris.




DUKES OF DIXIELAND (Tara); PM—Tara Interna-
tional; BA—Willard Alexander.
DYLAN, BOB (Columbia).

EAGER, BRENDA LEE (Phonogram); PM—Syd
Harris; BA—U.S. Theatrical.

EAGLES (Asylum); PM—Front Line Management;
BA—ATI.

EARLAND, CHARLES (Fantasy); PM—Jim Rein.

EARTH, WIND AND FIRE (Columbia); PM—
Cavallo-Ruffalo Management; BA—Premier
Talent.

EATON, CLEVELAND (Philadelphia Interna-
tional); PM—Robert B. Holmes; BA—ABC.

ELLINGTON, MERCER; BA—Willard Alexander.

ELL!S, DON (Columbia); BA—Willard Alexander

EMERSON, LAKE & PALMER (Manticore); PM—
Manticore Management; BA—Premier Talent.

ENO (Island); PM—EG Management, Ltd.

EVANS, BILL (Fantasy); PM—Helen Keane Artists
Management; BA—Independent Talents.

EVANS, GIL; PM—Robert Devere

F

FAIRPORT CONVENTION (Island), PM—Phillip
Stirling-Wall; BA—ICM.

FAME, GEORGIE (Island), PM—Chris Blackwell.

FARRELL, JOE (CTl); PM—Sutton Artists Corp.;
BA—Sutton Artists.

FELICIANO, JOSE (RCA); PM—Mother Music
Management; BA—William Morris.

FERGUSON, MAYNARD (Columbia); PM—Kim
Ferguson; BA—Willard Alexander

FIRESIGN THEATRE (Columbia); PM—Richard
Schulenberg

FITZGERALD, ELLA (Pablo), PM—Salle Produc-
tions, BA—Salle Productions.

FLACK, ROBERTA (Atlantic); PM—Roberta Flack
Enterprises; BA—William Morris.

FORTUNE, SONNY (Horizon); BA—Willard Alex-
ander.

FOSTER, RONNIE (Blue Note); PM—George But-
ler.

FOUNTAIN, PETE (MCA); PM—Shoup, Mordecai
& Poppel; BA—Willard Alexander.

FRANKLIN, ARETHA (Atlantic); PM—ALF Pro-
ductions, Inc.; BA—QBC.

FROESE, EDGAR (Virgin); PM—Annie Shand.

FUNK, INC. (Prestige); PM—Larein Management.

FUNKADELIC (Warner Brothers), BA—ATL

G

GALLAGHER, RORY (Polydor); PM—Gaff Man-
agement; BA—ATI.

GARFUNKEL, ART (Columbia); PM—Mort Lewis.

GARNER, ERROLL (London); PM—Martha
Glaser; BA—Sutton Artists.

GARNETT, CARLOS (Muse); BA—QBC.

GASCA, LUIS (Fantasy).

GAYE, MARVIN (Motown); PM—Multi-Media
Management; BA—Stone Soul Productions.

GAYNOR, GLORIA (MGM); PM—Jay Ellis; BA—
Continental Artists.

J. GEILS BAND (Atlantic); PM—Bandana Enter-
prises; BA—Premier Talent.

GENESIS (Famous Charisma); PM—Tony Stratton
Smith; BA—William Morris.

GENTLE GIANT (Capitol); PM—World Wide Art-
ists; BA—Premier Talent.

GETZ, STAN; PM—Jack Whittemore; BA—Wil-
lard Alexander.

GILLESPIE, DIZZY (Pablo), BA—Willard Alexan-
der/Sutton Artists

GIOVANNI, NIKKI (Niktom); PM—Betsy Nolan
Relations; BA—American Program Bureau.

GONG (Virgin); PM—Virgin Agency; BA—Virgin.

GOODMAN, BENNY (Park); PM—Muriel Zucker-
man.

GORDON, DEXTER (SteepleChase); PM—Dexter
Gordon.

GRAHAM CENTRAL STATION (Reprise); BA—
ATL.

GRATEFUL DEAD (Round); PM—Jon Mclintire.

GREEN, AL (Hi); PM—Thruppence, Ltd.; BA—
ICM.

GREEN, GRANT (Blue Note); PM—B & B Booking
Agency, BA—B & B Booking.

GREENSLADE; PM—Billy Gaff.

GREGORY, DICK (UA); PM—Gibson & Strom-
berg; BA—ICM.

GRYPHON (Arista).

GUY, BUDDY (Atlantic); PM—Avalon Produc-
tions; BA—Avalon Productions.

H

HAHN, JERRY (Fantasy).

HALL, JIM (Horizon); PM—Jim Hall.

HAMMER, JAN (Nemperor); PM—Nat Weiss.

HAMMOND, JOHNNY (Kudu); PM—Creed Taylor,
Inc.

HAMPTON, LIONEL (Brunswick};
Titone; BA—ABC.

HANCOCK, HERBIE {Columbia); PM—Adams Dad
Management Co.; BA—ICM.

HANNA, ROLAND (CTI); BA—Abby Hoffer, c/0
Magna Artists.

HARPER, BILLY (Strata-East); PM—Strata-East
Association; BA—Strata-East.

HARRIS, EDDIE (Atlantic); PM—Marv Lagunoff

HARRIS, EMMYLOU (Warner Bros.); PM—Eddit
Tickner.

HARRIS, GENE (Blue Note); PM—George Butler

HARTMAN, JOHNNY; BA—Paul Wiiliams.

HATFIELD & THE NORTH (Virgin); PM—Virgin
Agency; BA—Virgin.

HATHAWAY, DONNY (Atlantic); PM—Dave
Franklin; BA—William Morris.

HAVENS, RICHIE (Stormy Forest); PM—Eldstorm
Productions; BA—William Morris.

PM—Bill

HAWES, HAMPTON (Prestige); PM—Jack
Whittemore.

HAWKWIND (UA); PM—Leber & Krebs, Inc.; BA
—ATI.

HAYES, ISAAC (ABC); PM—Fred Jones; BA—
APA.

HEADHUNTERS (Arista); PM—Adams Dad Man-
agement Co.; BA—ICM.

HECKSTALL-SMITH, DICK; BA—ATI

HENDERSON, EDDIE (Biue Note); PM—Supac,
Ltd.

HENDERSON, JOE (Milestone); PM—Joe Hen-
derson.

HENRY COW (Virgin); PM—Virgin Agency; BA—
Virgin.

HERITAGE HALL JAZZ BAND (Crescendo); BA
—Willard Alexander.

HERMAN, WOODY (Fantasy); PM—Hermie Dres-
sel; BA—Willard Alexander.

HINES, EARL “FATHA'; BA—Sutton Artists.

HIRT, AL (Monument).

HOLMES, RICHARD GROOVE (Flying Dutchman);
PM—B & B Booking Agency, BA—B & B
Booking.

HOLT, ISAAC *‘REDD';BA—Variety Artists Inter-
national, Inc.

HORN, PAUL (Epic); PM—Steve Rand.

HOT CHOCOLATE (Big Tree); PM—Reen Nalli.

HOT TUNA (Grunt); PM—BIll Thompson; BA—
ICM.

HOWELL, MICHAEL (Milestone); PM—Michael
Howell.

HUBBARD, FREDDY (Columbia); PM—John Levy
Enterprises, Inc.; BA—John Levy

HUMPHREY, BOBBI (Blue Note); PM—Paul Can-
tor; BA—QBC.

HUTCHERSON, BOBBY (Biue Note); PM—Supac,
Ltd.

HUTSON, LEROY (Curtom); PM—Marv Stuart;
BA —Marv Stuart.

HUTTO, J. B. (Delmark), PM—Alligator Produc-
tions.

1AN, JANIS (Columbia); PM—Jean Harcourt Pow-
ell; BA—ICM.

IMPRESSIONS (Curtom); PM—Marv Stuart; BA
—Marv Stuart/QBC/Hit Attractions

IRVINE, WELDON (RCA).

ISIS (Buddah); PM—Radam Productions; BA—
Eagle Artists.

ISLEY BROTHERS (T-neck), BA—QBC

J
JACKIE & ROY (CTI); PM—Creed Taylor, Inc.

[ —_— ,4-"-:
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GETZEN

— top choice of
top artists

Getzen brasses are quality-
crafted to assure you the
ultimate in sound and per-
formance. Check these fine
artist features, then write us
for the full details about
our complete line.

» Rich, full tone quality.

m Perfect balance, top to
bottom ranges.

&8 Smooth n easy action.

m Lightweight — fatigue-free.

m Superb carrying power.

® Lightning-fast valve action.

A few of the top
artists who play
Getzen exclusively:

1. Doc Severinsen
2 Carole Reinhart
3. Thad Jones

4. Rich Matteson

ETZEN

Etkhoen, Wisconsin 53121
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JACKSON, MILLIE {Spring); PM—Guardian Art-
ists; BA—QBC.

JACKSON, MILT (Pablo); PM—Ray Brown; BA—
Ray Brown.

JADE WARRIOR (Island); PM—Chris Blackwell.

JAMAL, AHMAD (20th Century); PM—Jack
Whittemore; BA—Jack Whittemore.

JAMES, BOB (CTl); PM—John Galobich.

JAMES, ETTA (Chess); PM—Eddit Tickner; BA
—William Morris.

JAMES, HARRY; BA—Willard Alexander.

JARRETT, KEITH (Impulse); BA—Ted Kurland.

JEFFERSON STARSHIP (Grunt); PM—Bill
Thompson; BA—ICM.

JETHRO TULL (Chrysalis); PM—Chrysalis Artist
Services; BA—Premier Talent.

JOBIM, ANTONIO CARLOS (MCA); PM—Albert
Da Silva.

JOHN, ELTON (MCA); PM—John Reid Enter-
prises; BA—Howard Rose.

JONES, ELVIN (Vanguard); PM—Jack Whitte-
more; BA—Jack Whittemore.

JONES, HANK; BA—Max Cavalli.

JONES, QUINCY (A & M); PM—Ray Brown; BA—
William Morris.

THAD JONES/MEL LEWIS BAND (Horizon); BA
—Magna Artists.

JORDAN, CLIFFORD (Strata-East); PM—Strata-
East Association; BA—Strata-East.

JOSEPH, MARGIE (Atlantic); PM—Colsoul, Inc.;
BA—U.S. Theatrical.

JOURNEY (Columbia); BA—ABC.

K

K. C. & THE SUNSHINE BAND (TK); PM—TK Pro-
ductions; BA—Continental Artists.

KELLAWAY, ROGER; PM—BNB Associates, Ltd.

KENTON, STAN (Creative World); PM—Scott A.
Cameron Organisation, Ltd.; BA—Willard
Alexander.

KENYATTA, ROBIN (Muse); PM—Betty Smyth;
BA-—QBC.

KING, ALBERT (Stax); BA—Continental Artists.

KING, 8. B, (Dunhill}; PM—Sidney A. Seidenberg,
Inc.; BA—ABC.

KIiNG, BEN E. (Atlantic); PM—C. L. Christian; BA
—Hit Attractions/Banner Talent Associates.

KING, CAROLE (Ode); PM—Lou Adler; BA—Wil-
liam Morris.

KING, FREDDIE (RSO); PM—Jack Calmes Man-
agement; BA—Paragon.

KING, MORGANA; PM—Vince Mauro & Associ-
ates.

KINKS (RCA); PM—Ken Jones; BA—ICM.

KIRK, RAHSAAN ROLAND (Warner Brothers);
PM—Jack Whittemore; BA—Jack Whitte-
more.

KLEIN, ROBERT (Buddah); PM—Buddy Morra;
BA —William Morris.

KLEMMER, JOHN (ABC); PM—BIll Siddons.

KLOSS, ERIC (Muse); PM—LBF Artists; BA—
Jeannette Hender Entertainment.

KNIGHT, GLADYS AND THE PIPS (Buddah); PM
—Sidney A. Seidenberg, Inc.; BA—APA/
QBC.

KOOL AND THE GANG (Delite); BA—Hit Attrac-
tions/QBC.

KOTTKE, LEO (Capitol); PM—Denny Bruce; BA
—Monterey Peninsula Artists.

KUHN, STEVE (ECM); PM—Helen Keane Man-
agement.

L

LABELLE (Epic); PM—Paleface Productions,
Ltd.; BA—ICM.

LAINE, CLEO (RCA); PM—Clifford Hocking.

LATEEF, YUSEF (Atlantic); PM—Yusef Lateef.

LAWS, HUBERT (CTI); PM—Peter Paul.

LED ZEPPELIN (Atlantic); PM—Swan Song Man-
agement.

LEE, ALVIN (Columbia); PM—Bandana Enter-
prises; BA—Premier Talent.

LEE, PEGGY (Atlantic); PM—George Schneck;
BA—William Morris.

LEGRAND, MICHEL (RCA); PM—Nat Shapiro;
BA—Wwillard Alexander.

LEWIS, FURRY; PM—Schon Productions, Inc.;
BA--Schon Productions.
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LEWIS, RAMSEY (Columbia); PM—Rams'L Pro-
ductions; BA—ABC.

LIEBMAN, DAVE (Horizon); PM—Neil C. Reshen,
Inc.

LIGHTHOUSE (Polydor); PM—H. P. Bell Manage-
ment; BA—DMA.

LITTLE FEAT (Warner Brothers); PM—Cavalio-
Ruffalo Management, Inc.; BA—Premier Tal-
ent.

LITTLE MILTON (Stax); PM—Pat Powell; BA—
Camil Productions/Continental Artists.

LITTLE RICHARD; PM—Bud Hole, Inc.

LLOYD, CHARLES; PM—Rob Heller Enterprises;
BA—Rob Heller Enterprises.

LOFGREN, NILS (A & M); PM—Art Linson; BA—
Premier Talent.

L.T.D. (A & M); PM—Ron Strasner Associates.

LUCIEN, JON (Columbia); PM—Duo Creations.

LYNYRD SKYNYRD (MCA); PM—Sir Productions,
Inc.; BA—Paragon.

M
MAGMA (Utopia); PM—Virgin Agency; BA—Vir-

gin.

MAN (UA); PM—Arthur Howes & Associates; BA
—ATI.

MANCE, JUNIOR; PM—Larein Management.

MANCHESTER, MELISSA (Arista); PM—Rollings
& Jofte, Inc.; BA—William Morris.

MANDRILL (UA); PM—Exuberant Productions;
BA—ATI.

MANGIONE, CHUCK (A & M); PM—Tom lanna-
conni; BA—APA.

MANHATTAN TRANSFER (Atlantic); BA—ICM.

MANHATTANS (Columbia); PM—Hermi Hanlin;
BA—Paragon/QBC.

MANILOW, BARRY (Arista); PM—Miles Lourie;
BA—William Morris.

MANN, HERBIE (Atlantic); PM—Sutton Artists
Corp.; BA—Sutton Artists.

MANNE, SHELLY (Flying Dutchman); BA—ABC.

MANZAREK, RAY (Phonogram); PM—Danny
Sugerman Management; BA—ATL.

MARCUS, STEVE; PM—Artistique Development
Corp.

MARK-ALMOND (Columbia); PM—Art Linson; BA
—Premier Talent.

MARLEY, BOB AND THE WAILERS (Island); PM
—Chris Blackwell.

MASEKELA, HUGH (Blue Thumb); PM—Stewart
Levine; BA—ICM.

MASON, DAVE (Columbia); BA——Premier Talent.

MATCHING MOLE; PM—Sean Murphy.

MAYALL, JOHN (Polydor}; PM—John Gunnel;
BA—William Morris.

MAYFIELD, CURTIS (Curtom); PM—Marv Stuart;
BA —ICM.

M’BULU, LETTA; PM—John Levy Enterprises,
Inc.; BA—ATI

McCANN, LES (Atlantic); PM—John Levy Enter-
prises, Inc.; BA—John Levy.

McDANIELS, EUGENE (Ode); PM—Sidney A.
Seidenberg, Inc.

McDUFF, JACK (Cadet); PM—Jack McDuff, BA
—Universal Attractions.

McLAUGHLIN, JOHN (Columbia); PM—Nemperor
Artists, Ltd.; BA—ICM.

McRAE, CARMEN (Blue Note),
Morris.

MELVIN, HAROLD AND THE BLUE NOTES (Phil-
adelphia International); BA—Universal At-
tractions, Inc.

MEMPHIS SLIM; BA—R & B Booking.

MENDES, SERGIO & BRAZIL 77; PM—Serrich
Productions; BA—Regency/Jim Halsey Co.

MERIWETHER, ROY; PM—Gerri Watson.

METERS (Reprise); PM—Sansu, Inc.

MIDLER, BETTE (Atlantic); PM—Artists Entertain-
ment Complex.

MILES, BARRY (London); PM—Art Silverlight
Management; BA—Magna Artists.

MILES, BUDDY (Coiumbia); PM—Debbie O'Brien;
BA—William Morris.

MINASI, DOM (Blue Note); PM—George Butler.

MINGUS, CHARLES (Atlantic); PM-—Susan Un-
garo; BA—ABC.

MITCHELL, JONI (Asylum); PM—Lookout Man-
agement.

BA —William

MONK, THELONIOUS (Columbia); PM-—Jack
Whittemore; BA—Jack Whittemore.

MONTGOMERY, MONK (Philadelphia Internation-
al); PM—Redbeard Presents Productions;
BA—Redbeard Presents Productions.

MONTY PYTHON (Famous Charisma); PM—Eric
Kronfeld.

MOODY, JAMES (Muse).

MOORE, MELBA (Buddah); PM—Sid Bernstein
Enterprises, Inc.; BA—William Morris.

MORAZ, PATRICK (Atiantic); PM—Sun Arts.

MORRISON, VAN (Reprise); PM—Caledonia Pro-
ductions; BA—William Morris.

MOUZON, ALPHONSE (Blue Note); PM—Artis-
tique Development Corp.

MUHAMMAD, IDRIS {(Kudu); PM—Peter Paul.

MULDAUR, MARIA (Reprise); PM—BNB Asso-
ciates, Ltd.; BA—ICM.

MULL, MARTIN (Capricorn); PM—Peter Casper-
son; BA—Great Northern Agency.

MULLIGAN, GERRY (CTI); BA—Willard Alexan-

der.

MURPHY, MARK (Muse); PM—Helen Keane Man-
agement.

MUSSELWHITE, CHARLIE (Arhoolie); BA—Blues
Management.

NASCIMENTO, MILTON (A & M); PM—Jim Price.

NATURAL ESSENCE; PM—John Levy Enter-
prises, Inc.

NATURAL LIFE (Celebration); BA—Variety Art-
ists International, Inc.

NEKTAR (Passport); PM—BTM Artistes Manage-
ment, Ltd.; BA—ICM.

NEW ENGLAND CONSERVATORY RAGTIME
ENSEMBLE (Angel).

NEW RIDERS OF THE PURPLE SAGE (Columbia);
PM—Joe Kerr;, BA—Magna Artists.

NEW YORK JAZZ QUARTET (Salvation); BA—
Abby Hoffer, c/o Magna Artists.

NEWBORN, PHINEAS (Atlantic); PM—Fred Ford.

NEWMAN, DAVID (Atlantic); PM—David Newman.

NEWMAN, RANDY (Warner Brothers); PM—BNB
Associates, Ltd.; BA—Athena Enterprises.

NICO (Island); PM—Lustig & Brown.

NYRO, LAURA (Columbia); PM—Lee Housekeep-
er. BA—William Morris.

o

O’DAY, ANITA; PM—Julian Portman Agency; BA
—RPM/ABC.

ODETTA; PM—George Schneck Enterprises; BA
—Milton Levy Co.

OHIO PLAYERS (Phonogram); PM—Hubert
Satchell; BA—ATI/Hit Attractions.

O’JAYS (Philadeiphia International); PM—EWW
Management; BA—ICM.

OLDFIELD, MIKE (Columbia);
Agency; BA—Virgin.

OLYMPIA BRASS BAND (Base); PM—Tara Inter-
national.

OREGON (Vanguard); PM—AIlI-Arts Presenta-
tions, Inc.; BA—Beacon Artists/RD Il Ven-
tures.

OTIS, JOHNNY; PM—Rob Heller Enterprises; BA
—Rob Heller.

PM—Virgin

P

PALMIERI, EDDIE (Coco); PM—Ralph Mercado
Management, BA—Ralph Mercado.

PARLIAMENT (CasaBlanca); PM—Ron Strasner;
BA—ATI.

PASSPORT (Atco); PM—Wea Musik Gmbh.

PATTERSON, KELLEE (Biack Jazz); PM—John
Levy Enterprises.

PEACOCK, ANNETTE; PM—Vicious Music.

PEEBLES, ANN (Hi); PM—Ann Mitchell; BA—
Continental Artists.

PENSE, LYDIA AND COLD BLOOD; PM—CB
Productions.

PENTANGLE; PM—Lustig & Brown; BA—Lustig &
Brown.

PERSON, HOUSTON; BA—Person-To-Person
Attractions.

PERSUASIONS (A & M); PM—David Dashev Pro-
ductions; BA—William Morris.

PETERSON, OSCAR (Pablo); PM—Norman
Granz; BA—Salle Productions.




PHILLIPS, ESTHER (Kudu); PM—Creed Taylor,
Inc.; BA—ICM.

PINK FLOYD (Columbia); PM—Bernard Sherdian;
BA—Alen Frey.

POINTER SISTERS (Blue Thumb); PM—Adams
Dad Management Co.; BA—ICM.

PONDER, JIMMY (Cadet); PM—Jimmy Ponder.

PONTY, JEAN-LUC (Atlantic); PM—Mike Daven-
port; BA—Athena Enterprises.

PRESERVATION HALL JAZZ BAND; BA—
Kolmar-Luth.

PRESTON, BILLY (A & M); PM—Robert Ellis &
Associates; BA—ATI.

PRIESTER, JULIAN; PM—ECM.

PRINZE, FREDDIE (Columbia); BA—William
Morris.

PROCOL HARUM (Chrysalis); PM—Chrysalis Art-
ist Services; BA—Premier Talent.

PROCTOR-BERGMAN (Columbia); PM—North-
west Releasing.

PRYOR, RICHARD (Partee); BA—QBC.

PUENTE, TITO (Tico); BA—Dharma Brothers.

PURIM, FLORA (Milestone).

R

RA, SUN (Impulse).

RAITT, BONNIE (Warner Brothers); PM—Avalon
Productions; BA—Avalon Productions.
RANDOLPH, BOOTS (Monument); PM—Sutton

Artists Corp.; BA—Sutton Artists.

REBILLOT, PAT (Atlantic); PM—Larry Bennett.

REDBONE (Epic); PM—Don Kelley Organization;
BA—Heller-Fischel.

REDBONE, LEON (Warner Brothers); PM—Folk-
lore Productions, inc.; BA—Folklore Produc-
tions.

REDDY, HELEN (Capitol); PM—Jeff Wald Asso-
ciates; BA—William Morris.

REDMAN, DEWEY (Impulse).

REED, LOU (RCA); PM—Transformer Enterprises,
Ltd.. BA—William Morris.

REEVES, MARTHA (Arista); PM—Ron Strasner.

REID, TERRY (Atlantic); PM—Lookout Manage-
ment.

RESNICK, ART (Takoma); BA—Variety Artists In-
ternational Inc.

REVOLUTIONARY ENSEMBLE (Horizon); PM—
Jazz Artist Management & Production.
RICH, BUDDY (Groove Merchant); BA—William

Morris.

RIPPERTON, MINNIE (Epic); PM—Jack Kellman;
BA—ICM.

RIVERS, SAM (Impulse).

ROBINSON, FENTON (Alligator); PM—Alligator
Productions.

ROBINSON, SMOKEY (Motown); PM—Muilti-
Media Management; BA—William Morris.
ROLLING STONES (Rolling Stones). PM—Sir

Productions; BA—Sir Productions.

ROLLINS, SONNY (Milestone);, PM—Lucille
Rollins; BA—Lucille Rollins.

RONSTADT, LINDA (Asylum); PM—Peter Asher
Management; BA—ICM.

ROSS, DIANA (Motown); PM—Multi-Media Man-
agement; BA—William Morris.

ROXY MUSIC (Atlantic); PM—EG Management,
Ltd.; BA—Premier Talent.

RUDD, ROSWELL (JCOA).

RUFUS (Dunhill); PM—Robert Ellis & Associates;
BA—William Morris.

RUNDGREN, TODD (Bearsville); PM—AIbert
Grossman; BA—William Morris.

RUSH, OTIS (Cotillion); PM—Avalon Productions;
BA—Avalon Productions.

RUSH, TOM (Columbia); PM—John J. Boyle Man-
agement, BA—ICM.

RUSHEN, PATRICE (Fantasy); PM—Bruce
Polichar.

RUSSELL, GENE (Black Jazz); PM—John Levy
Enterprises.

RUSSELL, LEON (Shelter); PM—Denny Cordell;
BA—Jim Halsey Co.

S

SAM & DAVE (UA); PM—Jeff Brown; BA—Univer-
sal Attractions/Banner Talent/Paragon.
SANDERS, PHAROAH (Impulse): PM—Jack

Whittemore; BA—Jack Whittemore.

SANTAMARIA, MONGO (Vaya); BA—ABC.

SANTANA (Columbia); PM—Barry Iimhoff; BA—
Premier Talent.

SAUNDERS, MERL (Fantasy); PM—Merl
Saunders.

SCAGGS, BOZ (Columbia); PM—Milton Levy Co.;
BA—Heller-Fischel.

SCOTT, SHIRLEY (Strata-East); BA—QBC.

SCOTT, TOM (Ode); PM—Lou Adler; BA—Wil-
liam Morris.

SCOTT-HERON, GIL (Arista); PM—Danny Sims,
c/o0 NAMJAC.

SEALS, SON (Alligator); PM—Alligator Produc-
tions.

SEBESKY, DON (CTIl); PM—Creed Taylor, Inc.

SEDAKA, NEIL (Rocket); BA—William Morris.

SETE, BOLA (Takoma); PM—Ken Baker.

SEVERINSEN, DOC; PM—Bud Robinson Produc-
tions Inc.; BA—William Morris.

SHANKAR, RAVI (Dark Horse); PM—AI|-Arts Pre-
sentations, Inc.; BA—Beacon Artists.

SHAW, WOODY (Muse); PM—Supac, Ltd.

SHEPP, ARCHIE (Arista).

SHORT, BOBBY (Atlantic); PM—Bobby Short.

SHORTER, WAYNE (Columbia).

SIDRAN, BEN (Blue Thumb); PM—Bulldog Pro-
ductions.

SIEGEL, CORKY (Wooden Nickel); PM—Corky
Siegel.

SILVER, HORACE (Blue Note); PM—Revlis Enter-
prises inc.

SIMON, CARLY (Elektra); PM—Arlyne Rothberg,
Inc.

SIMON, PAUL (Columbia); PM—Mort Lewis.

SINATRA, FRANK (Reprise); PM—Frank Sinatra
Enterprises.

SKY KING (Columbia); PM—Jonathan Stuart; BA
—Sutton Artists.

SLY & THE FAMILY STONE (Epic); PM—David
Kapralik; BA—William Morris.

SMITH, JIMMY (Pride); PM—Molly O‘Harra; BA
—Spectacular Productions.

SMITH, LONNIE (Kudu); PM—Creed Taylor, Inc.

SMITH, LONNIE LISTON AND THE COSMIC
ECHOES (Flying Dutchman).

SNOW, PHOEBE (Columbia); PM—Steve Rand;
BA—ICM.

SPINNERS (Atlantic); PM—Buddy Alien Manage-
ment, Inc.; BA—William Morris.

SPINOZA, DAVID; PM—Aaron Russo.

SPRINGFIELD, RICK (Columbia); PM—Binder-
Porter Organization; BA—Variety Artists In-
ternational.

SPRINGSTEEN, BRUCE (Columbia); PM—Laurel
Canyon Management, Ltd.; BA—William
Morris.

STAPLE SINGERS (Stax); PM—Gordon-Broder
Artist Management; BA—William Morris.
STARDRIVE (Columbia); PM—Sutton Artists

Corp.; BA—ICM.

STEELY DAN (ABC); BA—Howard Rose.

STEIG, JEREMY (Columbia).

STEVENS, CAT (A & M); PM—Barry Krost; BA—
ICM.

STEVENS, CLIVE (Capitol); PM—Cam Produc-
tions.

STILLS, STEPHEN (Atlantic); PM—Gold Hill En-
terprises, Inc.; BA—ICM.

STITT, SONNY; PM—Jack Whittemore; BA—
Jack Whittemore.

STOOKEY, PAUL (Warner Brothers); PM—Albert
Grossman Management.

STRAZZERI, FRANK; PM—Ray Lawrence Ltd.

STREISAND, BARBRA (Columbia); PM—Marty
Erlichman.

STYLISTICS (Avco-Embassy); PM—LAC Man-
agement; BA—Universal Attractions.

SUNNYLAND SLIM (Dunhill); PM—Contemporary
Talent; BA—Contemporary Talent.

SUPERSAX (Capitol); PM—Sam J. Lutz Artists;
BA—Willard Alexander.

SYREETA (Motown): BA—William Morris.

SZABO, GABOR (CTIl); PM—Artistic Promotions,
Inc.; BA—APA.

Top rock drummer Tommy Ald-
ridge relies on Sonor drums
and accessories for consistent
performance in the recording
studio and on tour. Listen to
Tommy and Black Oak Arkansas
and you'll know why top drum-
mers throughout the world insist
on Sonor. Send 50c for latest
color catalog.

Exclusive U.S.A. Distributor

CHARLES ALDEN MUSIC CO,, INC.
Southwest Industrial Park, Westwood, Massachusetts 02090

Tel: (617) 326-6040
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TANGERINE DREAM (Virgin);
Agency; BA—Virgin.

TATE, GRADY (Janus); PM —Carol Ross.

TAYLOR, BILLY; BA—ABC.

TAYLOR, CECIL (Arista); BA—Jazz Artists Man-
agement & Production.

TAYLOR, JAMES (Warner Brothers);, PM—Peter
Asher Management, Inc.; BA—ICM.

TAYLOR, KOKO (Chess); PM—Alligator Produc-
tions.

TEMPTATIONS (Motown); PM—Multi-Media Man-
agement; BA—William Morris.

10 C.C. (Phonogram); BA—Premier Talent.

TEN YEARS AFTER (Columbia); PM—Chrysalis
Artist Services, BA—Premier Talent.

TERRY, CLARK (vVanguard); BA—Willard Alexan-
der.

TERRY, SONNY (A & M); BA—APA,

THOMAS, LEON; BA—ABC.

THREE DEGREES (Philadelphia International);
PM—Richard Barrett.

TJADER, CAL (Fantasy); PM—Cal Tjader.

TOMITA (RCA).

TOMLIN, LILY (Polydor); PM—Omnipotent Pro-
ductions; BA—ICM.

TORME, MEL (Atlantic); BA—ICM.

TOUSSAINT, ALLAN (Reprise); PM—Sansu Inc

TOWER OF POWER (Warner Brothers); PM—Ron
Barnett Management; BA—William Morris.

TRAFFIC (Island); PM—Chris Blackwell; BA—
Premier Talent.

TROWER, ROBIN (Chrysalis); PM—Chrysalis Art-
ist Services; BA—Premier Talent.

TUCKER, MARSHALL (Capricorn); PM—Phil
Walden; BA—Paragon.

TURNER, IKE & TINA (UA); PM—I. & T.T. Produc-
tions, Inc.

TURRENTINE, STANLEY (Fantasy): PM—John
Levy Enterprises, Inc.

TYNER, McCOY (Milestone); PM—Jack Whitte-
more; BA—Jack Whittemore.

u

UGGAMS, LESLIE; BA—William Morris.
URBANIAK, MICHAL (Columbia); PM—Great
Metropolitan Gramaphone Co.; BA—APA.

v

VAN LEER, THIUS; PM—Leber & Krebs, Inc
VANNELLI, GINO (A & M); PM—BNB Associates;

PM—Virgin

BA—ICM.

VAUGHAN, SARAH (Atlantic); BA—William
Morris.

VENTURA, CHARLIE (Coral); PM—Counter-

point/Concerts BA—Counter-
point/Concerts.

VINSON, EDDIE “CLEANHEAD” (Bluesway). PM
—Lee Magid, Inc.

VITOUS, MIROSLAV (Horizon).
w

WAINWRIGHT, LOUDON Il (Arista); PM—Klez-
mer Corp., BA—Magna Artists.

WAITS, TOM (Asylum); PM—Herb Cohen Man-
agement; BA—Herb Cohen.

WAKEMAN, RICK (A & M), PM—Sun Arts; BA—
Premier Talent.

WALDRON, MAL (Enja).

WALKER, DAVID T. (Ode); PM—Lou Adler. BA—
William Morris.

WAR (UA); PM—Far Qut Management, Ltd.; BA—
ATI.

WARWICKE, DIONNE (Warner Brothers); PM—
Paul Cantor Enterprises, Ltd.; BA—William
Morris.

WASHINGTON, GROVER JR. (Kudu); PM—Peter
Paul.

WATERS, MUDDY (Chess); PM—Scott A.
Cameron Organisation, Inc.; BA—Premier
Talent.

WATROUS, BILL (Columbia); PM—Willard
Alexander; BA—Willard Alexander.

WATSON, JOHNNY GUITAR (Fantasy); PM—
John Levy Enterprises, Inc.; BA—John Levy.

WAYNE, CHUCK & JOE PUMA (Choice), PM—
Helen Keane Artists Management; BA—Inde-
pendent.
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Inc.;

WEATHER REPORT (Columbia); BA—ICM.

WEISBERG, TIM (A & M); PM—AIllen Goldblatt;
BA—Athena.

WELLS, JUNIOR (Atlantic); PM—Avalon Produc-
tions; BA—Avalon Productions.

WESLEY, FRED & THE JB'S (People).

WESTON, RANDY (Arista); PM—Victor Ogilvie.

WHITE, BARRY (20th Century); BA—William
Morris.

WHITE, MICHAEL (Impulse).

THE WHO (MCA); PM—Sir Productions, Inc.; BA
—Premier Talent.

WILLIAMS, JOE; PM—John Levy Enterprises,
Inc.; BA—John Levy.

WILLIAMS, LENNY (Reprise); PM—Sandy New-
man.

WILLIAMS, MARY LOU (Mary).

WILSON, FLIP (Little David); PM—Monte Kay.

WINTER CONSORT; PM—Joey Meeker; BA—RD
Il Ventures.

WINTER, EDGAR (Epic); PM—Organic Manage-
ment; BA—Premier Talent.

WINTER, JOHNNY (Columbia); PM—Organic
Management, BA—Premier Talent.

WITHERSPOON, JIMMY (Capitol); PM—Far Qut
Management, Ltd.; BA—Far Out Management.

WOMACK, BOBBY (UA); PM—Leber & Krebs Inc.;
BA—Paragon.

WONDER, STEVIE (Motown); PM—Taurus Pro-
ductions; BA—William Morris.

WOO0D, ROY (UA); PM—Don Arden; BA—ICM.

wOODS, PHIL (Muse).

WORLD’S GREATEST JAZZ BAND (World Jazz),
PM—Sutton Artists Corp.; BA—Willard
Alexander/Sutton Artists.

WYATT, ROBERT (Virgin}; PM—Annie Shand.

Y
YAMASHITA, STOMU (island); PM—Graham
Lawson.
YES (Atiantic); PM—Sun Arts; BA—Premier
Talent.

YOUNG, JESSE COLIN (Reprise); BA—Monterey
Peninsula Artists.

YOUNG, MIGHTY JOE (Ovation); PM—Scott A.
Cameron Organisation, Inc.; BA—Banner
Talent.

YOUNG, NEIL (Reprise). PM—Lookout Manage-
ment; BA—Premier Talent.

4

ZAPPA, FRANK (DiscReet); PM—Herb Cohen
Management; BA—ATI.

Personal
Managers &
Booking
Agents

A

ABA ARTISTS' MANAGEMENT—4797 Tele-
graph Ave. No. 101, Qakland, Ca. 94609;
(415)652-5844.

ABC (ASSOCIATED BOOKING CORP.)—NEW
YORK: 445 Park Ave. 10022; (212)421-
5200. CHICAGO: 919 N. Michigan Ave.,
60611; (312)751-2000. BEVERLY HILLS:

9595 Wilshire Blvd., 90212; (213)273-5600.
ACTIVE MANAGEMENT—22/23 Dean St., Lon-
don W 1, England. GER 8512.
JOE ADAMS—2107 W. Washington Blvd., Los
Angeles 90018; (213)737-8000.

ADAMS DAD MANAGEMENT CO.—1550 Market
St., San Francisco, Ca. 94102; (415)626-
3768.

LOU ADLER—1416 N. LaBrea, Los Angeles
90028; (213)462-0738.

HAROLD ALEXANDER—509 Lyles Ct., Charlotte,
N.C. 28213; (704)596-0884.

WILLARD ALEXANDER—660 Madison Ave., New
York 10021; (212)751-7070.

ALF PRODUCTIONS, INC.—119 W. 57th St
Suite 1106, New York 10019; (212)586-
5930.

ALL-ARTS PRESENTATIONS, INC.—126 River-
side Drive, New York 10024; (212)799-
4021.

BUDDY ALLEN MANAGEMENT, INC.—65 W.
55th St., New York 10019; (212)581-8988.

ALLIGATOR PRODUCTIONS—Box 11741, Chi-
cago 60611; (312)973-7736.

AMERICAN PROGRAM BUREAU-—850 Boylston
St., Boston, Mass. 02167, (617)731-0500.

APA (AGENCY FOR THE PERFORMING ARTS)
—NEW YORK: 120 W. 57th St., 10019;
(212)581-8860. CHICAGO—203 N. Wabash,
60604; (312)664-7703. LOS ANGELES:
9000 Sunset Blvd., Suite 315, 90069; (213)-
273-0744.

DON ARDEN—44 Park Side, Wimbledon, London
SW 19, England. 01-589-1882.

ARIBRA DOWN TALENTS—P.O. Box 7079, Co-
lumbus, Ohio 43205; (614)252-5075.

ARIES PRODUCTION & MANAGEMENT—1279
52nd Drive, Suite 3-250, Merrillville, Ind.
46410; (219)884-1109.

ARNAKATA, LTD.—35 Homer St., London W 1,
England; 01-723-8424.

ARTISTIC PROMOTIONS, INC.—5791 Pershing
Ave., San Bernadino, Ca. 92407; (714)883-
9607.

ARTISTIQUE DEVELOPMENT CORP.—50 Rock-
efeller Plaza, Suite 915, New York 10020;
(212)582-6630.

ARTISTS ENTERTAINMENT COMPLEX—NEW
YORK: 641 Lexington Ave., 10022;
(212)421-3760. LOS ANGELES: 1100 N. Alta
Loma Rd., Suite 608, 90069; (21 3)657-3390.

PETER ASHER MANAGEMENT, INC.—8430
Santa Monica Bivd., Suite 100, Los Angeles
90069; (213)656-1544.

ATHENA ENTERPRISES, INC.—1515 Monroe
St., Denver, Co. 80206; (303)399-8681.
ATi (AMERICAN TALENT INTERNATIONAL)—
NEW YORK: 888 7th Ave., 10019; (212)977-
2300. BEVERLY HILLS: 118 S. Beverly Dr,,

90212; (213)278-9311.

AVALON PRODUCTIONS—8 Locke St., Cam-

bridge, Mass. 02140; (617)492-3332.

B & B BOOKING AGENCY—3477 Broadway,
New York 10031; (212)690-4400.

STEVE BACKER—6 Henshaw St., Woburn, Mass.
01801; (617)927-0121.

KEN BAKER—4034 20th St., San Francisco, Ca.
94114; (415)863-8622.

BANDANA ENTERPRISES—1060 Park Ave., No.
116, New York 10028; (212)348-8133.
BANNER TALENT ASSOCIATES, INC.—1650
Broadway, Suite 611, New York 10019;

(212)581-6900.

RON BARNETT MANAGEMENT—P.O. Box
24829, Los Angeles 90024, (213)479-4389.

RICHARD BARRETT—6430 Sunset Bivd., Los
Angeles 90028; (213)466-6421.

H. P. BELL MANAGEMENT—120 Avenue Rd.,
Toronto, Ont., Canada; (416)964-2119.
BENNETT ENTERPRISES—200 W. 57th St., New

York 10019; (212)765-5570.

LARRY BENNETT—505 Park Ave., New York
10022; (212)832-8302.

SID BERNSTEIN ENTERPRISES, INC.—1370
Ave. of the Americas, New York 10019;
(212)581-6101.

BINDER-PORTER ORGANIZATION—204 S. Bev-
erly Drive. Beverly Hills 90212; (213)273-
4005.

BLACKBYRD PRODUCTIONS—599 6th St.,
Brooklyn, N.Y. 11215; (212)965-4806.

continued on page 46




“Someone’s been playing my
Telecaster;™ said Papa Bear.

“Someone’s been playing my
Stratocaster®” said Mama Bear.

“Someone’s playing my Precisicn
Bass® right now,’ said Baby Bear, “znd
she’s really cookin®!”

“Oh dear)' said the discovered
Goldilocks. “I hope you shan’t eat me
tor dinmer. But then, ar electric bass

doth have charms to soothe...”

“A Fender®electric bass!” cried Baby.
“When it comes to music, we're real
bears about what we play, just like all
the ather top TV concert monsters
in the forest!

“And of course]’ Gald locks sang
out

For a fuli-color poster of this.ac, serd $1to:
Ferder, Bow 3410, Dept. 275, Fullerton, CA. 92634,

*Source: Natioaal Marketing Researck
of Colifornm, 1974,

“g ; : 1%
9 out Of 10 !Ptck a Fender bass! CB3 Musical Instruments
A Division of CBS Inc.

World Radio History



CHRIS BLACKWELL—22 St. Peters Square, Lon-
don W 6, 9 NW, England; 01-741-1511.
BERT BLOCK MANAGEMENT—11 Bailey Ave.,

Ridgefield, Conn. 06877; (203)438-3728.

BLUE PEACOCK—9124 Sunset Bivd,, Los An-
geles 90069; (213)278-4534.

BLUES MANAGEMENT—2613 S. 51st St., Mil-
waukee, Wis. 53219; (414)321-0188.
BMSA ENTERTAINMENT—P.O. Box 1522, Nash-

ville, Tenn. 37202; (203)966-3113.

BNB ASSOCIATES, LTD.—9454 Wilshire Blvd.,
Beverly Hills 90212; (213)273-7020.

DEREK BOULTON MANAGEMENT—200 W. 57th
St., New York 10019; (212)765-5570.

LESTER BOWIE—7423 Wayne, University City,
Mo. 63130; (314)726-1930.

JOHN J. BOYLE MANAGEMENT—1201 34th St.
NW, Washington, D.C. 20007; (202)965-
2338.

JAMES BROWN ENTERPRISES—1700 Broad-
way, New York, {212)245-0600.

JEFF BROWN—300 W. 55th St., New York
10019; {212)586-7692.

RAY BROWN—c/0 A & M Records, 1416 N.
LaBrea Ave., Los Angeles 90028; (213)469-
2411.

DENNY BRUCE—6380 Melrose Ave., Suite 206,
Los Angeles 90069; (213)877-0014.

RAY BRYANT—46 W. 73rd St., No. 2A, New York
10023.

BTM ARTISTES MANAGEMENT, LTD.—65 E.
55th St., Suite 604, New York 10022;
(212)355-6469.

BUD HOLE, INC.—8383 Wilshire Blvd., Suite
900, Beverly Hills 90211; (213)655-0171.

BULLDOG PRODUCTIONS—P.O. Box 763, Mad-
ison, Wis. 53701; {608)256-0354.

KENNY BURRELL—19016 Enslow Dr., Carson,
Ca. 90746; {213)985-0010.

GEORGE BUTLER—445 Park Ave., New York
10019; (212)421-5200.

JERRY BUTLER PRODUCTIONS—320 E. 21st
St., Chicago 60616; {312)225-0663.

Cc

CALEDONIA PRODUCTIONS—89 Spring Lane,
Fairfax, Ca. 94930; (415)457-4340.

JACK CALMES MANAGEMENT—9011 Gover-
nors Row, Dallas, Tex. 75247; (214)630-
1188.

CAM PRODUCTIONS—489 5th Ave., New York
10017; (212)228-4527.

SCOTT A. CAMERON ORGANISATION, INC.
—320 S. Waiola Ave., La Grange, I1l. 60525;
(312)352-2026.

CAMIL PRODUCTIONS, INC.—9006 S. Ridge-
land, Chicago 60617; (312)374-0331.
CAMOUFLAGE PRODUCTIONS—7840 Fareheim

Drive, Los Angeles.

PAUL CANTOR ENTERPRISES, LTD.—144 S.
Beverly Drive, Beverly Hills 90212;
{213)274-9222.

CARIBOU MANAGEMENT CORP.—8600 Mel-
rose Ave. Los Angeles 90069; {213)659-
1301.

PETER CASPERSON—c/0 Castle Music, 257 N.
Beacon, Brighton, Mass. 02135; (617)254-
6272.

MAX CAVALLI—232 Martense St., Brooklyn, N.Y.
11226; {212)856-3308.

CAVALLO-RUFFALO MANAGEMENT, INC.—
9615 Brighton Way, Beverly Hills 90210;
(213)981-9977.

CB PRODUCTIONS—469 Jackson St., San Fran-
cisco, Ca. 94111; (415)362-5687

CG MANAGEMENT—26 Jane St., New York
10014; (212)243-2018.

CHAPMAN STICK PRODUCTIONS—464 Green-
wich St., New York 10013; (212)431-9424.

C. L. CHRISTIAN—48 W. 48th St., New York
10020; (212)575-8765.

CHRYSALIS ARTIST SERVICES, INC.—360 E.
65th St., Apt. 21D, New York 10021; (212)-
535-1292.

HERB COHEN MANAGEMENT—5831 Sunset
Blvd., Los Angeles 90028; (213)461-3277.

COLSOUL INC.—6227 Providence Pl, New
Orleans, La. 72016; (504)288-7712.
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CONTINENTAL ARTISTS, INC.—305 S. Belle-
vue, Suite 105, Memphis, Tenn. 38104;
(901)725-5811.

SHERRY COPELAND ARTISTES LTD.—27 Dry-
den Chambers, 119 Oxford St., London W1R,
1PB, England; 01-437-0712.

DENNY CORDELL—5112 Hollywood Bivd., Los
Angeles 90027; (213)660-1605.

COUNTERPOINT/CONCERTS, INC.—10 Munson
Court, Huntington Station, N.Y. 11746,
{516)549-1443.

CRUSADERS PRODUCTIONS—1551 N. LaBrea,
Los Angeles 90028; {213)874-2033.

D

DAVID DASHEV PRODUCTIONS—Box 287, East
Hampton, N.Y. 11937; (516)324-5379.
ALBERT DA SILVA—c /o Corcovado Music Corp.,

4 W. 56th St., New York 10019.

MIKE DAVENPORT—17175 Ventura Blvd. En-
cino, Ca. 91316.

ROBERT DEVERE ASSOCIATES—52 Main St.,
Port Washington, N.Y. 11050; (516)944-
9177.

DHARMA BROTHERS, INC.—335 E. 65th St.,
New York 10021; (212)737-0873.

DMA (DIVERSIFIED MANAGEMENT AGENCY)
—2281 Mack Ave. {Hampton Square Bldg.),
St. Clair Shores, Mich. 48080; (313)773-
6800.

WOLFGANG DORSCH—UA Gmbh P.O. Box 201,
8 Munich 22, Germany.

HERMIE DRESSEL—161 W. 54th St., New York
10019; (212)246-4759.

DUO CREATIONS—17 E. 48th St., New York
10017; (212)838-4290.

ECM—729 Clayton St., San Francisco, Ca.
94117; {415)566-1367.

EG MANAGEMENT, LTD.—63 N. Kings Rd., Lon-
don SW 3, Engiand; 01-730-2162.

ELDSTORM PRODUCTIONS—300 W. 55th St
New York 10019; (212)489-8933.

JAY ELLIS—300 W. 55th St., New York 10019,
(212)757-1651.

ROBERT ELLIS & ASSOCIATES—8272 Sunset
Bivd., Suite 22, Los Angeles 90046;
(213)656-1082.

TOM ENGLISH—7656 Radford Ave., North Holly-
wood, Ca. 91605; (213)982-4396.

MARTY ERLICHMAN—c/0 Goldwyn Studios,
1041 N. Formosa Ave., Los Angeles S0046;
{213)851-1234.

EWW MANAGEMENT—6430 Sunset Blvd., Los
Angeles 90028; (213)466-7383.

EXUBERANT PRODUCTIONS—18 W. 56th St.,
New York 10019; (212)757-6356.

F

FAR OUT MANAGEMENT, INC.—7417 Sunset
Bivd., Los Angeles 90046; (213)874-1300.
1300.

WILLIAM FISCHER—1365 St. Nicholas Ave,
New York 10033; (212)923-4950.

ROBERTA FLACK ENTERPRISES—600 New
Hampshire Ave. NW, Suite 430, Washington,
D.C. 20037; (202)337-2737.

FOLKLORE PRODUCTIONS, INC.—1671 Appian
Way, Santa Monica, Ca. 90401, (213)451-
0767.

FRED FORD—583 Austin St., Memphis, Tenn.
38108; {901)774-0619.

DAVID FOREST CO., LTD.—310 N. San Vincente
Bivd., Los Angeles 90048; (213)652-5551.

DAVE FRANKLIN—29-11A McClurg Court, Chi-
cago 60611; (312)751-1698.

ALLEN FREY—9 Huntley Road, Holmdel, N.J.
07733.

FRONT LINE MANAGEMENT C0O.—9126 Sunset
Bivd., Los Angeles 90069; (213)278-0211

G

GAFF MANAGEMENT—90 Wardour St., London
W1, V3, Engiand; 01-734-4182.

JOHN GALOBICH—1961 N. Dayton, Chicago
60614; (312)281-2861.

GIBSON & STROMBERG—6560 Sunset Bivd.,
Los Angeles 90069; (213)659-3565.

FRAN GILLIUM—Berry Park, Wentzville, Mo.
63385; {314)327-4926.

MARTHA GLASER—520 5th Ave., New York
10036; (212)265-5475.

GOLD HILL ENTERPRISES, INC.—P.O. Box
4008, Boulider, Co. 80302; {303)443-7652.

ALLEN GOLDBLATT—733 N. Kings Road, Los
Angeles 90069; (213)651-0812.

DEXTER GORDON—Danhaven 6, 2500 Valby,
Denmark.

GORDON-BRODER ARTISTS MANAGEMENT
—1022 N. Paim Ave. Los Angeles 90069;
{213)659-6034.

NORMAN GRANZ—451 N. Canyon Drive, Los An-
geles 90212; (213)271-1186.

GREAT METROPOLITAN GRAMOPHONE CO.,
INC.—159 W. 53rd St.,, New York 10019;
(212)247-3187.

ALBERT GROSSMAN MANAGEMENT—P.O. Box
135, Bearsville, N.Y. 12409; (914)679-7303.

GUARDIAN PRODUCTIONS—210 W. 54th St.,
New York 10019; (212)581-5398.

JOHN GUNNEL—100 S. Doheny Drive, Apt. 716,
Los Angeles 90048, (213)276-6344.

H

JIM HALL—49 W. 12th St., New York; {(212)989-
4174.

JIM HALSEY CO., LTD.—9046 Sunset Bivd., Los
Angeles 90069; (213)278-3397.

HERM! HANLIN—51 W. 86th St., New York
10024; (212)877-2635.

SYD HARRIS—205 W. Wacker Drive, Chicago
60606; {312)332-2398.

HARTMANN & GOODMAN—1500 Crossroads Of
The World, Los Angeles 90028; (213)461-
3461.

FRED HELLER—40 Cedar St., Dobbs Ferry, N.Y.
10522; (914)693-1091.

ROB HELLER ENTERPRISES—9869 Santa
Monica Blvd., Beverly Hills 90212;
{213)553-7112.

HELLER-FISCHEL AGENCY, INC.—260 S. Bev-
erly Drive, Suite 308, Beverly Hills 80212;
(213)278-4787

JEANETTE HENDER ENTERTAINMENT—55 E.
87th St., New York 10022

JOE HENDERSON—616 Las Palmas, San Fran-
cisco, Ca. 94127; (415)334-8918.

HIT ATTRACTIONS, INC.—P.O. Box 682, Char-
lotte, N.C. 28201, (704)372-3955.

CLIFFORD HOCKING—250 W. 57th St., Suite
529, New York 10019; (212)586-3436.

ROBERT B. HOLMES—1352 55th St., Chicago
60615; (312)667-3088.

LEE HOUSEKEEPER—1919'2 Rodney Drive, Los
Angeles 90027; (213)664-3535.

ARTHUR HOWES & ASSOCIATES—177 Upper
St., London N 1, 1QN, England; 01-226-8551.

MICHAEL HOWELL—720 Webster St., No. 4, San
Francisco, Ca.; {415)922-3578.

KEVIN HUNTER—888 8th Ave., Suite 1J, New
York 10019; {212)586-2505.

TOM IANNACONNE—c/o0 Gates Music, 282 Mid-
town Plaza. Rochester, N.Y. 14604; (716)-
325-1070.

ICM (INTERNATIONAL CREATIVE MANAGE-
MENT)—NEW YORK: 40 W. 57th St., 10019;
{212)586-0440. LOS ANGELES: 8899 Bev-
erly Blvd., 90048; (213)278-8899.

BARRY IMHOFF—201 11th St., San Francisco,
Ca. 94118; (415)864-0490.

. & T.T. PRODUCTIONS, INC.—1310 N. LaBrea,
Inglewood, Ca. 90302; (213)295-4567.

J

JAZZ ARTISTS MANAGEMENT & PRODUC-
TIONS—464 Greenwich St., New York
10013; {212)431-9424




EVELYN JOHNSON—2809 Erastus St., Houston,
Tex. 77026; (713)672-7861.

FRED JONES—98 N. Avalon Ave. Memphis,
Tenn. 38104; (901)278-3000.

KEN JONES—4 Salway Close, Woodford Green,
Essex, England.

K

DAVID KAPRALIC—2977 La Castana Drive, Los
Angeles 90046; (213)874-6520.

MONTE KAY MANAGEMENT—8921 Sunset
Blvd., Los Angeles 90069; (213)659-5501.

HELEN KEANE ARTISTS MANAGEMENT—49 E.
96th St., New York 10028; (212)722-2921.

JACK KELLMAN—2535 Laurel Pass, Los An-
geles 90028; (213)278-6900.

DON KELLY ORGANIZATION—1474 N. Kings
Rd., Los Angeles 90069; (213)656-4787.

JOE KERR—1212 2nd Ave., San Rafael, Ca.
94901; (415)457-6660.

KLEZMER CORP.—333 West End Ave., New
York 10023; (212)799-8577.

KOLMAR-LUTH ENTERTAINMENT, INC.—1776
Broadway, New York 10019; (212)581-
5833.

ERIC KRONFELD—1501 Broadway, New York
10036; (212)563-6440.

BARRY KROST—LONDON, ENGLAND: 27 Curzon
St., W 1;01-491-7645. LOS ANGELES: 1333
N. Olive Drive, 90069; (213)654-8050.

TED KURLAND—46 Ashford St., Boston, Mass.
02134. (617)254-0007.

L

L.A.B. PRODUCTION CO.—818 W.Badger Road,
Madison, Wis. 53713; (608)274-4542.
LAC MANAGEMENT, INC.—888 7th Ave., New
York 10019; (212)582-7575.

MARV LAGUNOFF—c/0 Hargrove Music, 10 W.
66th St., New York 10023; (212)787-2618.

LAREIN MANAGEMENT PRODUCTIONS, INC.
—10 W. 66th St, New York 10023;
(212)787-2618.

YUSEF LATEEF—RFD No. 2, Bakers Road, Am-
herst, Mass. 01002; (413)256-0505.

LAUREL CANYON MANAGEMENT, LTD.—75 E.
55th St., New York 10022; (212)759-1610.

RAY LAWRENCE, LTD.—P.O. Box 1987, Studio
City, Ca. 91604; (213)552-1000.

GRAHAM LAWSON—43 Paimerstone Road, Lon-
don SW 19, England; 01-540-2590.

JEFF LAYTON—1501 Broadway, New York,
10036; (212)563-6440.

LBF ARTISTS MANAGEMENT—112 E. 19th St.
New York 10003; (212)982-7290.

LEBER & KREBS, INC.—575 Lexington Ave.,
New York 10022; (212)765-2600.

STEWART LEVINE—4084 Mandeville Canyon
Road, Los Angeles 90049; (213)276-4757.

JOHN LEVY ENTERPRISES, INC.—8467 Beverly
Blvd., Suite 200, Los Angeles 90048:
(213)651-0783.

MILTON LEVY CO.—119 W. 57th St., New York
10019; (212)757-7755.

MORT LEWIS—11 Bailey Road, Ridgefield, Conn.
06877; (203)438-2629.

ART LINSON—17 Malibu Colony, Malibu, Ca.
90265; (213)456-3625.

LOOKOUT MANAGEMENT—9120 Sunset Blvd.,
Los Angeles 90069; (213)278-0881.

MILES LOURIE—250 W. 57th St., New York
10019; (212)586-1010.

LUSTIG & BROWN—London, England; 01-584-
5959.

SAM J. LUTZ ARTISTS—1626 N. Vine St., Los
Angeles 90028; (213)469-1993.

LEE MAGID, INC.—5750 Melrose Ave., Los An-
geles 90038; (213)463-2353.

MAGNA ARTISTS CORP.—NEW YORK: 1370
Ave. Of The Americas, 10019; (212)489-
8027. LOS ANGELES: 9200 Sunset Blvd.,
90069; (213)273-3177.

MAIN MAN, LTD.—405 Park Ave., New York
10017; (212)751-9700.

MANAGEMENT THREE, LTD.—NEW YORK: 136
E. 55th St., 10022; (212)752-1563. BEVER-
LY HILLS: 400 S. Beverly Drive, 90212;
(213)277-9633.

MANTICORE MANAGEMENT, INC.—170 E. 61st
St., New York 10021; (212)421-3470.
VINCE MAURO & ASSOCIATES—224 E. 61st
St., New York 10021; (212)753-9883.
JACK McDUFF—45 W. 132nd St., New York

10037.

MARIO MEDIOUS—c/o Manticore Records, 170
E. 61st St, New York 10021; (212)421-
4057.

JOEY MEEKER—R.D. No. 1, W. Redding, Conn.
06896; (203)938-2035.

RALPH MERCADO MANAGEMENT—1674
Broadway, Suite 309, New York 10019:
(212)265-0450.

ARTHUR MILLER LTD.—1501 Broadway, Suite
1803, New York 10036; (212)565-4053.
ANN MITCHELL—288 S. Mendenhall, Memphis,

Tenn. 38117; (901)683-8351.

LARRY MIZELL—8515 Hollywood Blvd., Los An-
geles 90069; (213)650-1741.

MONTEREY PENINSULA ARTISTS—P.0. Box
7308, Carmel, Ca. 93921; (408)624-4889.

MOON-HILL MANAGEMENT, INC.—P.0. Box
4945, Austin, Tex. 78765; (512)452-9411.

MOONSHINE, INC.—850 7th Ave., New York
10018; (212)541-6190.

BUDDY MORRA—130 W. 57th St., New York
10019; (212)582-1940.

WILLIAM MORRIS AGENCY—LONDON, EN-
GLAND: 147/149 Wardour St., W 1; 01-734-
9361. NEW YORK: 1350 Avenue Of The
Americas, 10019; (212)586-5100. CHi-
CAGO: 435 N. Michigan Ave., 60611;
(312)467-1744. BEVERLY HILLS: 151 EI
Camino, 90212; (213)274-7451.

MOTHER MUSIC MANAGEMENT CO.—415 N.
Tustin Ave., Orange, Ca. 92667; (714)639-
6420.

MOUNTAIN MANAGEMENTS LTD.—64
Grosvenor St, London W 1, England; 01-
483-4256.

MULTI-MEDIA MANAGEMENT—6464 Sunset
Bivd., Los Angeles 90028; (213)466-6321.

SEAN MURPHY—42-46 Victoria Drive, London,
SW 19, England; 01-789-1464.

REEN NALLI—c/0 Big Tree Records, 75 Rocke-
feller Plaza, New York 10020; (212)489-
0955.

NAMJAC—221 W. 57th St, New York 10019;
(212)541-6110.

NEMPEROR ARTISTS, LTD.—888 7th Ave., New
York 10019; (212)581-3998.

DAVID NEWMAN—2623 Downing, Dallas, Tex.
75216; (214)374-7386.

SANDY NEWMAN—1326 N. Flores St., Los An-
geles 90069; (213)654-4601.

BETSY NOLAN RELATIONS—515 Madison Ave.,
New York 10020; (212)715-2150.

NORTHWEST RELEASING—119 S. Main St.,
Seattle, Wash. 98104; (206)624-4787.

o]

DEBBIE O'BRIEN—1995 indian Valley, Novato,
Ca. 94947, (415)924-0123.

VICTOR OGILVIE—245 W. 107th St., Apt. 10B,
New York 10025; (212)749-2799.

MOLLY O'HARRA—6355 Topanga Canyon Blvd.,
Woodland Hills, Ca. 90069; (213)654-0505.

OMNIPOTENT PRODUCTIONS—8899 Beverly
Bivd., Los Angeles 90048; (213)274-0233.

ORGANIC MANAGEMENT, INC.—745 5th Ave.,
Suite 1803, New York 10022; (212)751-
3400.

TONY OUTEDA—P.O. Box 343. Rocky Point, N.Y.
11778; (516)744-9658.

P

PALEFACE PRODUCTIONS, LTD.—200 W. 47th
St., Suite 504, New York 10019; (212)765-
23654,

PARAGON AGENCY—1019 Walnut St., Macon,
Ga. 31208; (912)742-3381.

ALLAN PARISER—1880 Century Park East, Cen-
tury City, Ca. 90067; (213)656-4406.
PASHA PRODUCTIONS—1337 Shattauk Ave.,

Apt. D, Berkeley, Ca. 94709; (415)548-4312.

PETER PAUL—1 Rockefeller Plaza, New York
10020; (212)489-6120.

SANDY PEARLMAN—6 Birch Brook Drive,
Smithtown, N.Y. 11787; (516)265-8904.
PERSON-TO-PERSON ATTRACTIONS—160
Goldsmith Ave., Newark, N.J. 07112;

(201)926-0615.

PHL ASSOCIATES—8422 Georgia Ave., Silver
Springs, Md. 20910; (301)588-1330.

PHRASE TEXT PRODUCTIONS—131 Prince St.,
New York 10012; (212)533-5837.

BRUCE POLICHAR—1544%: Greenfield Ave.,
Los Angeles 90025.

JIMMY PONDER—201 N. Oraton Parkway, East
Orange, N.J. 07017.

JULIAN PORTMAN AGENCY—1680 N. Vine,
Suite 421, Los Angeles 90028; (213)463-
8154,

JEAN HARCOURT POWELL MANAGEMENT—
300 W. 55th St., New York 10019; (212)757-
7450.

PAT POWELL—9006 S. Ridgeland, Chicago
60617; (312)374-0331.

PPX ENTERPRISES—245 W. 55th St., New York
10019; (212)247-6010.

PREMIER TALENT ASSOCIATION, INC.—888
7th Ave.,, New York 10019; (212)757-4300.

JIM PRICE—1524 Benedict Canyon Drive, Los
Angeles 94710; (213)275-8720.

Q

QBC (QUEEN BOOKING CORP.)—NEW YORK:
1650 Broadway, Suite 1410, 10019;
(212)489-1400. LOS ANGELES—6430 Sun-
set Blvd., Suite 916, 90028; (213)462-2383.

R & B PRODUCTIONS—120 S. Doheny Drive,
Beverly Hills 90211; (213)274-9401.
RADAM PRODUCTIONS—200 E. 27th St., Suite
11-F, New York 10016; (212)532-6436.
RAMS’L PRODUCTIONS—1352 E. 55th St., Suite

3, Chicago 60615; (312)667-3088.

STEVEN R. RAND—477 Madison Ave., New York
10022; (212)758-8077.

RD I VENTURES—20 Welwyn Road, Great
Neck, N.Y. 11021; (516)482-4683.

REDBEARD PRESENTS PRODUCTIONS, LTD.
—3196 Maryland Parkway, Suite 212, Las
Vegas, Nev. 89109; (702)734-1992.

REGENCY ARTISTS, LTD.—9200 Sunset Blvd.,
Los Angeles 90064; (213)273-7103.

JOHN REID ENTERPRISES, INC.—LONDON, EN-
GLAND: South Audley St. W 17, 5FD; 01-491-
2777. BEVERLY HILLS: 211 S. Beverly Drive,
90212; (213)275-5221.

JIM REIN—10 W. 66th St., No. 5C, New York
10023; (212)787-2618.

NEIL C. RESHEN, INC.—50 W. 57th St., Suite
1200, New York 10019; (212)765-8880.

REVLIS ENTERPRISES, INC.—400 Central Park
West, Suite 14-L, New York 10025.

BUD ROBINSON PRODUCTIONS, INC.—NEW
YORK: 1565 W. 68th St.,, 10021; (212)799-
4949. LOS ANGELES: 1100 N. Alta LomaRd.,
90069; (213)652-3242,

ROCKY MOUNTAIN PRODUCTIONS—1775
Broadway, Suite 2418, New York 10019:
(212)489-0810.

ROLLINGS & JOFFE, INC.—130 W. 57th St.,
New York 10019; (212)582-1940.

LUCILLE ROLLINS—Route 9G, Germantown,
N.Y. 12526; (518)537-6112.

HOWARD ROSE AGENCY—9720 Wilshire Bivd.,
Suite 206, Beverly Hills 90212; (213)273-
6700.

CAROL ROSS—300 Central Park West, 12E,
New York 10025; (212)799-9629.

ARLYNE ROTHBERG, INC.—NEW YORK: 196 E.

MUSIC '76 O 47

continued on page 50



-
(oS



DRUMMER'S REVOLUTION!

Stars like Karen Carpenter, Johnny Jackson, Gary G3
Burron, the Brownsville Station's Henry Weck esarers q

Jethro Tull's Barriemore Barlow and Robby

Bachman are working in the spotlight roday LUDWIG INDUSTRIES
Young hopefuls are working hard to get there. 1728 North Damen Avenue
And Ludwig helps them all shine. Chicago, lllinois 60647
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75th St.; (212)988-7400. BEVERLY HILLS:
707 N. Hillcrest Rd., 90210; (213)271-6201.

ROYALTY CONTROL CORP.—680 Beach St.,
San Francisco, Ca. 94109; (415)441-6515.

RPM, LTD.,—400 S. Beverly Drive, Beverly Hills
90212; (213)277-6730.

RSO MANAGEMENT—135 Central Park West,
New York 10023; (212)595-5011.

AARON RUSSO—130 E. 18th St, New York
10003; (212)553-2340.

s

SALLE PRODUCTIONS—451 N. Canyon Drive,
Los Angeles 90212; (213)271-1186.

SANSU, INC.—3909 Clemates Ave.,
Orleans, La. 70122; (504)949-8387.

HUBERT SATCHELL—10915 Hulda Ave., Cleve-
land, Ohio 44104; (216)297-5366.

MERL SAUNDERS—1353 17th Ave., San Fran-
cisco, Ca.; (415)681-9543.

HILDEGARD SCHMIDT—P.O. Box 350209,
Hindemithweg 3, Germany; 0-221-503-919.

GEORGE SCHNECK—161 W. 54th St., Rm. 601,
New York 10019; (212)265-0789.

SCHON PRODUCTIONS, INC.—1645 Hennepin
Ave., Suite 312, Minneapolis, Minn. 55403;
(612)332-6575.

RICHARD SCHULENBERG—1800 N. Argyle, Los
Angeles 90028; (213)466-7211.

SIDNEY A. SEIDENBERG, INC.—NEW YORK:
1414 Ave. Of The Americas, 10019;
(212)421-2021. LOS ANGELES: 9115 Sun-
set Blvd., 90069; (213)278-3415.

SERRICH PRODUCTIONS—9454 Wilshire Blvd.,
Beverly Hills 90212; (213)278-8460.

ANNIE SHAND—c/0 Virgin Records, 75 Rocke-
feller Plaza, New York 10019; (212)484-
8163.

NAT SHAPIRO—157 W. 57th St., New York
10019; (212)265-6637.

BERNARD SHERDIAN—14 Red Lion Square,
London WC 1, England.

J. SHERRY ENTERPRISES—27 Dryden Cham-
bers, 119 Oxford St., London W 1, England.
01-437-0712.

BOBBY SHORT—205 W. 57th St., New York
10019; (212)245-2583.

BILL SIDDONS—9660 Heather Rd., Beverly Hills
90210; (213)271-0150.

CORKY SIEGEL—840 Argyle, Chicago 60640;
(312)334-7732.

ART SILVERLIGHT MANAGEMENT—502 Moun-
tain Ave., N. Plainfield, N.J. 37203; (201)756-
9220.

FRANK SINATRA ENTERPRISES—1041 N. For-
mosa, Los Angeles 90046; (213)851-1807.

SIR PRODUCTIONS, INC.—130 W. 57th St., New
York 10019; (212)765-7620.

TONY STRATTON SMITH—1501 Broadway,
New York 10036; (212)563-6440.

BETTY SMYTH—2361 Coney Island Ave., Brook-
lyn, N.Y. 11229; (212)627-8912.

SOCIETE FRANCAIS DU SON—26 Rue Beaujon,
Paris 8E, France; 01-924-1901.

SPECTACULAR PRODUCTIONS AGENCY—
§700 EI Cajon, San Diego, Ca. 92115;
(714)286-1794.

ROBERT STIGWOOD ORGANIZATION—NEW
YORK: 135 Central Park West, 10023;
(212)595-6655. LOS ANGELES: 8448 Mel-
rose Pl., 90069; (213)655-9540.

PHILLIP STIRLING-WALL—Convention House,
Banbury, Oxfordshire, England; 029-573-
379.

STONE COUNTY, INC.—2104 Glenarm Place,
Denver, Co. 80205; (303)573-8477.

RON STRASNER ASSOCIATES, INC.—1108 N.
Sherborne, Los Angeles 90069; (213)659-
0308.

STRATA-EAST ASSOCIATION—463 West St,
New York 10014; (212)691-9294.

JONATHAN STUART—66 W. 83rd St., New York
10024; (212)877-1765.

MARV STUART—5915 N. Lincoln,
60659; (312)769-4676.

DANNY SUGERMAN MANAGEMENT—8632
Wonderland Ave., Los Angeles 90046;
(213)654-8602.

New

Chicago

SUN ARTS—9 Hillgate St., London W 8, England;
01-727-2791.

SUPAC, LTD.—P.0O. Box 4561, Berkeley, Ca.
94704; (415)452-1208.

SUTTON ARTISTS CORP,—505 Park Ave., New
York 10022; (212)832-8302.

SWAN SONG MANAGEMENT—444 Madison
Ave., New York 10022; (212)752-1330.

T

TARA INTERNATIONAL—1370 Avenue Of The
Americas, New York 10019; (212)582-6135.

TAURUS PRODUCTIONS—1780 Broadway, New
York 10019; (212)586-7120.

CREED TAYLOR, INC.—1 Rockefeller Plaza,
New York 10020; (212)489-6120.

TEMPI MANAGEMENT—133 W. 87th St., New
York 10024; (212)799-5557.

THAMES TALENT LTD.—1345 Ave. Of The
Americas, New York 10019; (212)541-6740.

THETA MANAGEMENT/FOREVER UNLIMITED
—146 Manetto Hill Road, Huntington, N.Y.
11743; (516)367-4994.

BILL THOMPSON—c/o0 Grunt Records, 2400 Ful-
ton St., San Francisco, Ca. 94118; (415)387-
4312.

THRUPPENCE, LTD.—57 W. 56th St., New York
10019; (212)541-5580.

EDDIT TICKNER—4251 Beeman Ave., Studio
City, Ca. 91604; (213)877-6338.

BILL TITONE—165 W. 46th St, New York
10036; (212)757-8486.

CAL TJADER—349 Castanada, Millbrae, Ca.;
(415)697-3410.

T. K. PRODUCTIONS—495 S.E. 10th Court, Hia-
leah, Fla. 33010; (305)888-16865.

TRANSFORMER ENTERPRISES, LTD.—110 E.
59th St., New York 10022; (212)832-8573.

u

SUSAN UNGARO—P.O. Box 631, Cooper Sta-
tion, New York 10003; (212)533-3246.
UNIVERSAL ATTRACTIONS, INC.—888 7th

Ave., Suite 401, New York 10019; (212)582-
7575.
UNIVERSITY ATTRACTIONS, INC.—201 Penn

Center Blvd., Pittsburgh, Pa. 15235;
(412)823-7163.
v
VARIETY ARTISTS INTERNATIONAL, INC.—

MINNEAPOLIS, MINN.: 7200 France Ave.,
Suite 12B, 55435; (612)925-3440. LOS AN-
GELES: 9120 Sunset Bivd., 90069;
(213)278-2913.

VICIOUS MUSIC—22 King St., New York 10012;
(212)581-6470.

VIRGIN AGENCY—130 Notting Hill Gate; London
W 1, England; 01-229-9131.

w

JEFF WALD ASSOCIATES—9000 Sunset Blvd.,
Los Angeles 90069; (213)273-2192.

PHIL WALDEN—535 Cotton Ave., Macon, Ga.
31208; (912)745-8511.

JACK WALKER—250 Madison St., Brooklyn, N.Y.
11216; (212)857-6557.

GERRI WATSON—216 Russell St., West Lafay-
ette, Ind. 47906; (317)743-5768.
WEA MUSIK GMBH—c/o Siggi Lock, 2 Hamburg
76, Hamburg, Germany; 01-224-8188.
NAT WEISS—888 7th Ave., New York 10019;
(212)765-4936.

JACK WHITTEMORE—S80 Park Ave., New York
10016; (212)986-6854.

PAUL WILLIAMS AGENCY—601 W. 156th St.,
New York 10032; (212)234-6431.

WMOT PRODUCTIONS—1307 Vine St., Philadel-
phia, Pa. 19107; (215)922-6640.

WORLDWIDE ARTISTS—39 South St., London W
1, England; 01-499-1533.

z

MURIEL ZUCKERMAN—c/0 Park Recording Co.,
200 E. 66th St., New York 10021; (212)838-
2090.

J/




RECORD COMPANY GUIDE

A

A B C/Dunhill Recs. (sub. of American Broad-
casting Co.), 8255 Beverly Blvd., Los
Angeles, Ca. 90048.

A & M Recs. Inc,, 1416 N. LaBrea, Los Angeles,
Ca. 90028.

Abkco Recs. Inc., 1700 Broadway, New York, NY
10019.

Max Abrams, Box 76082, Los Angeles, Ca.
90076.

Accent Recs., 6533 Hollywood Bivd., Hollywood,
Ca. 90028.

Ace Records, 211 W. Capitol St., Jackson, Ms.
39205.

Ace of Hearts, see Golden Horn Prod'ns.

Adam VIl Ltd., 17 West 60th St., New York, NY
10023.

Adelphi Records, P.O. Box 288, Silver Spring,
Md. 20907

Advent Prod'ns, P.O. Box 635, Manhattan Beach,
Ca. 90266.

Afro-Carib Recs., 130 W. 42 St.,, Rm, 856, New
York, NY. 10036.

Afro Request, see Request.

Afrotone, see International Rec. Inds.

Ahura Mazda Recs., Box 15582, New Orleans,
La. 70175.

Alegre, see Roulette.

Allandale Prod’'ns, see Style Wooten.

Alligator Recs., P.O. Box 11741, Chicago, Il
60611.

All Platinum Recs., 96 West St., Englewood, NJ.
07631.

Alshire Int'l, P.O. Box 7107, Burbank, Ca. 91510.

American Heritage Music Corp., 1208 Everett,
Caldwell, Id. 83605.

American Music Corp., 123 Water St., Sauk City,
Wi. 53583.

Amigo Recs. & Music Co., 6137 N. Sixth St., Phil-
adelphia, Pa. 19120.

Amsterdam, see Flying Dutchman.

Andrew's Music (Andrew White 1ll), 4830 S. Da-
kota Ave. NE, Washington, D.C. 20017

Angel, see Capitol.

Antilles Records, see island.

Apache, see Little Crow.

Appalachian Recs.,811 Point San Pedro Rd., San
Ratael, Ca. 94901.

Apple, see Capitol.

Arcane Records, 6388 Ivarene, Hollywood. Ca.
90068.

Archive Records, see Polydor.

Archive of Folk & Jazz Music, see Everest.

Archive of Gospel Music, see Everest.

Archive of Piano Music, see Everest.

Ardent Prod'ns Inc., 2000 Madison Ave.,

Memphis, Tn. 38104.

Arhoolie Recs. Inc.,P.O. Box 9195, Berkeley, Ca.
94709.

Arise Records, see Jazz Composers Orchestra
Ass'n.

Arista Records, 1776 Broadway, New York, NY.
10019.

Ars Nova/Ars Antiqua, 606 Raleigh Place SE.,
Washington, D.C. 20032.

Asch, see Folkways.

Asp Records, 10123 66th Ave. South, Seattle,
Wa. 98178.

Asylum, see Elektra.

Atco, see Atlantic.

Atlantic Rec'g Corp., 1841 Broadway, New York,
NY. 10023.

1976

Audio Ants Inc., 5611 Melrose Ave., Hollywood,
Ca. 90038.

Audiofidelity Ents. Inc., 221 W. 57 St., New York,
NY. 10018.

Audiophile, see Happy Jazz.

Audio Precision, see Jazzology-GHB

Avant Garde Recs. Inc., 250 W. 57 St., New York,
NY. 10019.

Avco Recs. Corp., 1700 Broadway, New York,
NY. 10019.

Aware, see General Rec'g Corp.

Azteca Inc., 222 W. Orange Grove Ave., Burbank,
Ca. 91502.

B A S F Systems Inc., Crosby Dr., Bedford, Ma.
01730.

Bar-B-Que Records,
Indianapolis, In.
Barnaby Recs., 816 N. La Cienga Blvd., Los

Angeles, Ca. 90069.

Barrelhouse Records, 6512 S. Talman, Chicago,
1. 60629.

Bay Records, 5801 Margarido Drive, Oakland,
Ca. 94618.

Beale Street Blues, see Natural Groove Music.

Bearsville, see Warner Bros.

Beverly Hills Recs. Inc,, 6430 Sunset Bivd,
Hollywood, Ca. 90028.

Biblesound, see Cherokee Album.

Bibletone, see Cherokee Album.

Big Band Archives, see West Coast Audio Visual
Corp.

Big Deal Rec. Co., Box 60-A, Cheneyville, La.
71325

Big Memphis Sounds, see Style Wooten.

Big Star Records, 4228 Joy Road, Detroit, Mi.
48204

Big Tree Ents. Ltd., 555 Madison Ave., New York,
NY. 10022.

Billingsgate Records, 4073 S. Archer, Chicago,
.

Biograph Recs. Inc., P.O. Box 109, Canaan, NY
12029

Birch Recs., P.O. Box 92, Wilmette, Il. 60091.

Binh, see Jazz Composers Orchestra Ass'n
Inc.

Biscayne, 2630 E. 75 St.. Chicago, Il. 60649.

Blackbird, see Lakco.

Black Falcon Rec. Corp. (sub. of Bill Seabrook
Int'l Corp.), 22 Pine St., Freeport, LI, NY.
11520

Black Forum, see Motown.

Black Jazz, see Ovation.

Black Lion, see Audiofidelity.

Black Orchids Recs., 854 Chester Rd.,
Charleston, WV. 25302.

Eubie Blake Music, 284-A Stuyvesant Ave.,
Brooklyn, NY. 11221

Blue Flame, see CJ Colt.

Blue Goose Recs., 54 King St., New York, NY.
10014.

Bluegrassive, see McKinnon.

Blue Horizon Rec. Inc.,Blue Horizon House, 165
W. 74 St., New York, NY. 10023.

Blue Note, see United Artists.

Blues Beat. see Big Deal Rec. Co.

Blues Classics, see Arhoolie.

Blues on Blues, see Twinight.

Blue Sky Records, Inc., 745 Fifth Ave., Rm 1803,
New York, NY. 10022.

Biue Star Recs., 323 W. 14 St., Houston Tx.

927 E. Westfield,

77008.

Blue Soul, see RMS.

Blues Supreme, see Daniels.

Blues Time, see Flying Dutchman.

Bluestown, see Wild Recs.

Biues Unlimited, see Goldband.

Bluesway, see ABC/Dunhill.

Blue Note Club (Air Checks), Box 724, Richmond,
Wa. 98052

Blue Thumb Records, see ABC/Dunhill.

Bountiful Record Corp., 12311 Gratiot Ave.,
Detroit, Mi. 48205.

Broadway Records, P.O. Box 244, Milford, Mi.
48042

Brother Records, 3621 Sepulveda Blvd., Suite 3,
Manhattan Beach, Ca. 90266.

Brunswick Rec. Corp., 888 Seventh Ave., New
York, NY. 10019.

Brut Recs. (div. of Brut Prod'ns Inc.), 1345 Ave. of
the Americas, New York, NY. 10019.

Buddah/Kama Sutra Recs. Inc. (sub. of Viewlex
Inc.). 810 Seventh Ave., New York, NY.
10019.

Building Community Art Rec'g Co. Inc., 712
Division Ave. NE, Washington, D.C. 20019.

Button Nose, see Jazz Composers Orchestra
Ass'n Inc.

Buzztown, see Sadity City.

c

CBS Recs., 51 W. 52 St., New York, NY. 10019.

C J R, see Jazz Composers Orchestra Ass'n inc.

C-R-Co., see Cherokee Album.

C R |, see Composers Recordings Inc.

C T |, see Creed Tayior, Inc.

Cab Recs.,975 Prospect Ave., Bronx, NY. 10458.

Cadet, N.Y., see Chess/Janus.

Cadet/Concept, see Chess/Janus.

Calig, see Jazz Composers Orchestra Ass'n Inc.

California Condor,Box 4364, Irvine, Ca. 92664.

Camden, see RCA

Camden Soul, see Rock Island Recs.

Capitol Recs. Inc., 1750 N. Vine St., Hollywood,
Ca. 90028.

Capricorn Recs. Inc., 535 Cotton Ave., Macon,
Ga. 31201.

Carousel Recs., 723 7th Ave., New York, NY.
10019.

Casablanca Recs., Inc., 1112 Sherbourne Drive,
Los Angeles, Ca.

Cat, see TK Prods.

Cayre Industries, 653 Tenth Ave., New York, NY.
10036

Caytonics Corp., 240 Madison Ave., New York,
NY. 10016.

Celebration Recs., 2324 E. Old Shackopee Rd.,
Bloomington, Mn. 55420.

Centaur, 82 Aldine St., Rochester, NY. 14618.

Chain, see TK. Prods.

Challenge, 9220 Sunset Blvd.,, Suite 312, Los
Angeles, Ca. 90069.

Charisma, see All Platinum.

Charisma (UK), see Atlantic

Chart, N.Y., see Buddah/Kama Sutra.

Chatham Square,see Jazz Composers Orchestra
Ass'n Inc.

Checker, see Chess/Janus.

Chelsea Rec. Corp., 3 E. 54 St., New York, NY.
10022.

Cherokee Album Corp.,P.O. Box 175, Fairmont,
Ga. 30139.

Cherry Red Rec. Corp., 4220 Beverly Blvd,, Los
Angeles, Ca. 90004.
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Chess, see Chess/Janus.

Chess/Janus Records, 1633 Broadway, New
York, NY. 10019.

Chlaroscuro, see Audiofidelity.

Chisa, see Blue Thumb.

Cholce Recs., 245 Tilley Place, Sea Cliff, Long
Island, NY. 11579.

Chrysalis, see Warner.

Circle, see Jazzology-GHB.

Clean, see Atlantic.

Clintone, see Atlantic.

Coach’'s Choice Music, 3138 Toledono St., New
Orleans, La. 70125

Coco Recs., 1650 Broadway, Suite 1206, New
York, NY. 10019.

Coliseum, see-London.

Collective Star-Unanimous Anonymous Inc.,P.O.
Box 699, Lenox Hill Station, New York, NY.
10021.

Collectors Guild, see Record Collectors Guild.

Colpix Rec’g Co., 152 W. 42 St., Suite 536, New
York, NY. 10036.

Columbia, see CBS.

Command Performance, see West Coast Audio
Visual Corp.

Composers Recordings Inc. (CRI), 170 W. 74th
St., New York, NY. 10023.

Concept, N.Y., see Jazz Composers Orchestra
Ass'n.

Concord Recs., P.O. Box 845, Concord, Ca.
94522.

Connoisseur Society, Inc., 390-B West End Ave.,
New York, NY. 10024.

Contemporary Recs. Inc., 8481 Melrose PI., Los
Angeles, Ca. 90069.

Coral, see MCA.

Counterpoint, see Everest.

Creative World Inc.,, 1012 S. Robertson Blvd.,
Los Angeies, Ca. 90035.

Curtom Recs. Inc., 5915 N. Lincoln Ave., Chi-
cago, . 60645.

Custom Fidelity Inc., 7925 Santa Monica Bivd.,
Hollywood, Ca. 90046.

DRM, 15859 Vose St., Van Nuys, Ca. 91406.

Dakar, see Brunswick.

Daniels Rec. Co.,P.O. Box 266, River Forest, .
60305.

Dark Horse, see A & M.

De-Lite Rec’d Sound Corp., 200 W. 57 St., New
York, NY. 10019.

Del-Mar Recs. Inc., P.O. Box 237, 123 Aspen,
Lancaster, Tx. 75146.

Delmark Recs., 4243 N. Lincoln Ave., Chicago, Il.
60618.

Deram, see London.

Deutsche Grammophon, see Polydor.

Devi, see Takoma.

Dharma Recs., 7001
60626.

Dial Recs. Inc., P,O. Box 1273, Nashville, Tn.
37202.

DiscReet Recs., 5831 Sunset Bivd., Hollywood,
Ca. 90028.

Disneyland-Vista Recs., 800 Sonora Ave.,
Glendale, Ca. 91201.

Dot Records, see ABC/Dunhill.

Double Helix, Box 817D, Kentfield, Ca. 94804.

Douglas, see CBS.

Duke /Peacock, see ABC/Dunhill.

Dunhill, see ABC/Dunhili.

Clark St., Chicago, Il

E C M, see Polydor.

E P |, see Jazz Composers Orchestra Ass'n Inc.

E S P-Disk Lid., 290 West End Ave., New York,
NY. 10023.

Eastbound, see Westbound & Chess/Janus.

Elekira/Asylum/Nonesuch, 962 La Cienga Bivd.,
Los Angeles, Ca. 90069.

El Saturn Research, P.O. Box 7124, Chicago, H,
60607.

End, see Roulette.

Enja, see Audiofidelity.

Epic, see CBS.

Everest Rec. Group, 10920 Wilshire Bivd., Los
Angeles, Ca. 90024.
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Everyman, see Vanguard Rec'g.
Evolution, see Stereo Dimension.
Excello, see Nashboro.

F

F M P, see Jazz Composers Orchestra Ass'n Inc.

F P M, Dept. D1, 12754 Ventura Blvd., Studio City,
Ca. 91604.

Famous Door Records, (Harry Lim) 40-08 155th
St., Flushing, NY. 11354.

Famous Music Corp, 1 Gulf + Waestern Plaza,
New York, NY. 10023.

Fania Recs. Inc., 888 Seventh Ave., New York,
NY. 10019.

Fantasy-Prestige-Milestone, 10 & Parker Sts.,
Berkeley, Ca. 94710.

Fat Cat's Jazz, P.O. Box 458, Manassas, Va.
22110.

Fiesta Rec. Co. Inc., 1619 Broadway, New York,
NY. 10019.

Fillmore Corp., 201 11 St, San Francisco, Ca.
94103.

Fink-Pinewood Recs., 2732 Beachmont Ave.
Norfolk, Va. 23504.

Finnadar, see Jazz Composers Orchestra Ass'n.

Flying Dutchman Records, see RCA.

Flying Fish Recs. Inc., 3320 N. Halsted, Chicago,
1. 60657.

Folk-Legacy Recs. Inc., Sharon Mountain Rd.,
Sharon, Ct. 06069.

Folk Lyric, see Arhoolie.

Folkways Recs., 701 Seventh Ave. New York,
NY. 10036.

Fontana, see Phonogram, Inc.

Forefront Recs., 1945 Wilmette Ave., Wilmette, II.
60091.

Fungus, see BASF.

Funky Recs., 17 Robin St., Rochester, NY. 14613.

G

G H B, see Jazzology-GHB.

G N P Crescendo Rec., 9165 Sunset Blvd,, Los
Angeles, Ca. 90069.

G R T, see Chess/Janus.

General Rec'g Corp., P.O. Box 100074, Atlanta,
Ga., 30348.

Golden Crest Records,
Huntington Station, NY.

Golden Horn Prod’'ns, 901 18 Ave. S., Nashville,
Tn. 37212.

Good Time Jazz, see Contemporary.

Gordy, see Motown.

Gospel, see Savoy.

Gospel Jubilee, see Ralph's.

Gospel Truth, see Stax.

Grecophon, see Fiesta.

Green Tree Recs., see Rounder.

Groove Merchant Int'l Inc., 1 Gulf + Western
Plaza, New York, NY. 10023.

Grunt, see RCA.

220 Broadway,

H

Halcyon Records, P.O. Box 4255, Grand Central
Station, New York, NY. 10017.

Happy Jazz Inc., P.O. Box 66, Zip: 78291, 301
Broadway, San Antonio, Tx. 78206.

Hartem, see Sabre.

Harmony, see CBS.

Harvest (UK), see Capitol,

Haven, see Capitol.

Herwin Recs., 45 First St., Glen Cove, L., NY.
11542.

Hi Rec'g Corp., 308 Poplar Ave., Memphis, Tn.
38103.

Hickory Recs. Inc., 2510 Franklin Rd., Nashville,
Tn. 37204.

Historical Recs. Inc.,P.O. Box 4204, Bergen Sta.,
Jersey City, NJ. 07304.

Horizon Records, see A & M.

I P S (Institute of Percussive Studies), P.O. Box
329, Lincolnton Station, New York, NY.
10037.

Impulse, see ABC/Dunhill.

Incus, see Jazz Composers Orchestra Ass’n Inc.

India Navigation Co., P.O. Box 224, Staten Is-
land, NY. 10305.

Interlochen Jazz Quintet, Box 164, Interlochen,
Mi. 49643.

Internat’l Assoc. of Jazz Record Collectors,c/0
Mr. David Goldenberg, 818 Elkins Ave., EI-
kins, Pa. 19117.

International Rec. Inds. Inc.,P.O. Box 593, Radio
City Sta., New York, NY. 10019.

Invictus, see CBS.

island Recs., 7720 W. Sunset Bivd., Los Angeles,
Ca. 90046.

J

J C O A, see Jazz Composers Orchestra Ass'n
Inc. a
JR C, 112-32 179th St., St. Alban’s, NY. 11433
Jamie/Guyden Dist’g Corp., 919 N. Broad St.,
Philadelphia, Pa. 19123.

Janus, N.Y., see Chess/Janus

Japo, see Jazz Composers Orchestra Ass'n Inc.

Jazz, see Ron Recs.

Jazz Archives, P.O. Box 194, Piainview, NY.
11803.

Jazz Composers Orchestra Ass'n Inc. (JCOA), 6
W. 95 St., New York, NY. 10025.

Jazz Emporium, P.O. Box 712, Mendota, Mn.
55050.

Jazzette Records, 796 Reddoch, Memphis, Tn.

Jazzology-GHB Recs., 2001 Suttle Ave.,
Charlotte, NC. 28208.

Jazzstronauts Records, 2833 75th Avenue, Baton
Rouge, La. 70813.

Jazztalk, see Audiofidelity.

Jazzworth, see Sadity City.

Jewel Rec. Corp., 728 Texas St., Shreveport, La.
71163.

Just Sunshine Records, see Columbia.

K

Kama Sutra, see Buddah/Kama Sutra.

Karass Recs. Inc., 72 Thorne PI.,
Keanesburg, NJ. 07734.

Kenwood, see Nashboro.

Kicking Mule Rec. Co.,P.O. Box 3233, Berkeley,
Ca. 94703.

King Bluegrass Recs., 4766 Glendale-Milford
Rd., Cincinnati, Oh. 45242,

Kirshner Recs., 1370 Avenue of the Americas,
New York, NY. 10019.

Kudu, see Creed Taylor Inc.

L

Labor, see Jazz Composers Orchestra Ass'n Inc.

Lakco Recs., 1821 N. Howe St., Chicago, Il
60614.

Latin Tape Co.,P.O. Box 7505, San Antonio, Tx.
78207.

Rooseveltl Lee Prod’ns, 3966 Standish Ave., Cin-
cinnati, Oh. 45213.

Legacy, see Sabre.

Little David Recs. Co. Inc., 8921 Sunset Bivd.,
Los Angeles, Ca. 90069.

London Recs. Inc., 539 W. 25 St,, New York, NY.
10001.

West

M C A Recs. Inc., 100 Universal City Plaza,
Universal City, Ca. 91608.

M G M Recs., see Polydor.

M P S, see BASF.

Mainstream Recs. Inc.,, 1700 Broadway, New
York, NY. 10019.

Mamlish Records, inc., Cathedral Station, P.O.
Box 410, New York, NY. 10021.

Mandala Recs., 3557 Dickerson Rd., Nashville,
Tn. 37207.

Mango Recs. Inc., see Capitol.

Manticore Records, see Motown.

Mary Recs., (Mary Lou Williams), Box 32, Hamilton
Grange, NY. 10031.

Master Jazz Recordings, Box 579, Lenox Hill Sta-
tion, New York, NY. 10021.

Melodeon, see Biograph.

Mercury Rec. Corp., see Phonogram Inc.

Met Richmond Latin Rec. Sales Inc., 1637 Utica
Ave., Brooklyn, NY. 11234.

Metromedia Recs, Inc., 1700 Broadway, New
York, NY. 10019.

Milestone, see Fantasy.

Mojo Recs (Jimmy Smith), Suite 418, 6355




Topanga Canyon Bivd., Woodland Hills, Ca.
91364.

Monmouth-Evergreen Recs., 1697 Broadway,
Suite 1201, New York, NY. 10019.

Monument Rec. Corp., 530 W. Main, Henderson-
ville, Tn. 37075.

Motown Rec. Corp., 6464 Sunset Bivd., Holly-
wood, Calif. 90028.

Muse Recs., (div. of Blanchris Inc.), 160 W. 71 St
New York, NY. 10023.

Music Minus One, 43 W. 61st St., New York, NY.
10023.

Musical Heritage Society Inc., 1991 Broadway,
New York, NY. 10023.

Nashboro Rec. Co., 1001 Woodland St., Nash-
ville, Tn. 37206.

Nashville Rec’g Servs. Inc., P.O. Box 653, 822
19 Ave. S., Nashville, Tn. 37202,

Neighborhood, see Famous.

Nessa, see Jazz Composers Orchestra Ass'n Inc.

Nonesuch, see Elektra/Asylum/Nonesuch.

o

Oblivion, New York, N.Y., see Jazz Composers
Orchestra Ass'n Inc.

Oblivion Recs. Inc., P.O. Box X, Roslyn Heights,
NY. 11577.

Octave, 520 Fifth Ave., New York, NY. 10036.

Ode Recs. Inc.,1416 N. LaBrea, Los Angeles. Ca.
90028.

Odyssey, see CBS Recs.

Off-Spring, see Springboard.

Okeh, see CBS Recs.

The Oid Masters, see Max Abrams.

Old Timey, see Arhoolie.

Omni Sound Inc., Delaware Water Gap, Pa.
18327.

Onyx, see Muse Recs.

Origin, P.O. Box 14068, San Francisco, Ca.
94114,

Oro, see ESP-Disk.

Otic Records, (Bobby Naughton) Southbury, Ct.
06488.

Ovation Recs. (div. of Ovation Inc.), 1249
Waukegan Rd., Glenview, Il. 60025.
P
P.M. Recs., 20 Martha St., Woodcliff Lake, NY.

07675.

Pablo Records, see RCA.

Parrot, see London.

Passport Records, see ABC/Dunhill.

Peacock, see ABC/Dunhill.

The People Music Works, 220-01 Hempstead
Ave., Queens Village, NY. 11429,

Perception Recs. (sub. of Perception Ventures
Inc.), 16 W. 46 St., New York, NY. 10036.

Peters Int'l. Inc., 619 W. 54th St., New York, NY.
10019,

Philadelphia Int'l/Gamble Recs., 309 S. Broad
St., Philadelphia, Pa. 19107.

Philips, see Phonogram Inc.

Philo Records, The Barn. North Ferrisburg, Vt.
05473.

Phonogram Inc., 1 IBM Plaza, Chicago, Il. 60611,

Pickwick Int'l USA, 135 Crossways Park Dr,,
Woodbury, L.I., NY. 11797,

Playboy Recs., 8560 Sunset Bivd., Los Angeles,
Ca. 90069.

Polydor, Inc., 810 Seventh Ave., New York, NY.
10019.

Polygram Corp. of New York, 450 Park Ave., New
York, NY. 10022.

Prestige Records, see Fantasy.

Private Stock Records, 40 W. 57th St., New York,
NY. 10019.

Pye Records, 3 W. 57th St, New York, NY.
10010.

Pyrimid Music, (Bruce Baker) 405Yv2 W. North
College St., Yellow Springs, Oh. 45387.

R B F, see Folkways.

R C A Recs., 1133 Ave. of the Americas, New
York, NY. 10036.

RSO Records, 135 Central Park West, New York,
NY. 10023.

Ralph's Radio Music, P.O. Box 127, Demorest,
Ga. 30535.

Ranwood Recs. Inc. (sub of Ranwood Int'l Inc.),
9034 Sunset Blvd., Los Angeles Ca. 90069,

Rare Earth, see Motown.

The Rarest Fats Waller, see Max Abrams.

Rebel, P.O. Box 246, 3704 Wells Ave., Mount
Rainier, Md. 20822.

Record Club of America, Box 517, Manchester,
Pa. 17345,

Record Collectors Guild Inc., 507 Fifth Ave., New
York, NY. 10017.

Record Guild of America, 144 Milbar Road, Farm-
ingdale, L.I., NY. 11735.

Red Coach, see De-Lite & Chess/Janus.

Red Lion, see Mainstream.

Red Onion, Il., see Lakco.

Red Seal, see RCA.

Reprise, see Warner Bros.

Request Recs. Inc., 66 Memorial Hwy., New
Rochelle, NY. 10801.

Revelation Recs., 1615 N.W. 14th Ave., Gaines-
ville, Fl. 32605.

Rice Recs. Inc., 805 16 Ave. S., Nashville, Tn.
37203.

Rocket, see MCA.

Rolling Stones, see Atlantic.

Roots, see Saydisc.

Roulette Recs. Inc., 17 W. 60 St., New York, NY.
10023.

Rounder Records, 186 Willow Ave. Somerville,
Ma. 02144,

S

SJC Production, c/0 Ken Kistner, 11611 S. Nor-
mandy, Worth, ll. 60482.

S R P, see Jazz Composers Orchestra Ass'n Inc.

Sabor, see Roulette.

Sabre Prod’'ns Inc., 435 Glen Oak, San Antonio,

Tx. 78210.

Sadity City Music Prod'ns, 1310 Grant Ave., San
Francisco, Ca. 94133,

Salvation, see Creed Taylor Inc.

Savoy Rec. Co. Inc,, 56 Ferry St, Newark, NJ.
07105.

Scala, see Everest.

Scepter Recs. Inc., 254 W, 54 St., New York, NY.
10019.

Seed Recs., Vineyard Haven, Ma. 02138.

Seeds, see Jazz Composers Orchestra Ass'n Inc.

Sharp, see Savoy.

Shelter, see MCA.

Signature, see Flying Dutchman.

Sire Recs. Inc.,, 165 W. 74 St., New York, NY.
10023.

Sonet, see Jazz Composers Orchestra Ass'n Inc.

Soulin’ Rec. Co., 5130 Cameron Blvd., New
Orleans, La. 70122.

Soulville Rec. Co. Inc.,2308-10 N. Sixth St., Har-
risburg, Pa. 17110.

Sound of Memphis, see Style Wooten.

Sounds of the Caribbean, see Request.

Sounds of the South, see MCA.

Spivey, 65 Grand Ave., Brooklyn, NY. 11205.

Springboard Int’l Recs. Inc.,947 US#1, Rahway,
NJ. 07065.

Stang, see All Platinum.

Stanyan Rec. Co., (div. of Rod McKuen Ents.),
8440 Santa Monica Blvd.,, Hollywood, Ca.
90069.

Starday-King Recs. (div. of Tennessee Rec'g &
Publ'g Co. Inc.), P.O. Box 8188, Nashville, Tn.
37075.

Stax Recs. Inc., 2693 Union Ave., Memphis, Tn.
32138.

Stinson Recs.,P.0. Box 3415, Granada Hills, Ca.
91344.

Stormy Forest, see Polydor.

Stradivari, see Everest.

Straight, see Warner Bros.

Strata Records, 46 Selden, Detroit, Mi. 48201.

Strata-East Recs. Inc., 156 Fifth Ave., Suite 612,
New York, NY. 10010.

Style Wooten, 3109 Park Ave., Memphis, Tn.
38111,

Sunflower Prod’ns, P.O. Box 1333, Camden, NJ.
08105.

Sussex Recs., 6255 Sunset Blvd., Suite 1902,
Hollywood Ca. 90028.

Survival Recording Co., P.O. Box 1171, New
York, NY.

Swan Song Records, see Atlantic.

Sweet Dragon, Canal St. Station, New York, NY.
10013.

T

T K Prod'ns Inc., 495 SE 10 Court, Hialeah, FI.
33010.

T M S, see Jazz Composers Orchestra Ass'n Inc.

T-Neck Records, see Columbia.

T.S.0.P. Records, see Columbia.

Takoma Recs.,P.O. Box 5369, Santa Monica, Ca.
90405.

Tamia, see Motown.

Tangerine Rec. Corp., 2107 W. Washington
Bivd., Los Angeles, Ca. 90018.

Creed Taylor inc., 1 Rockefeller Plaza, New York,
NY. 10020.

Testament, NY., see Jazz Composers Orchestra
Ass'n Inc.

Testament Records, 507 Palo Verde Ave.,
Pasadena, Ca. 91107.

Bob Thiele Music, see Flying Dutchman.

Thimble, see Audiofidelity.

Third World, see Jazz Composers Orchestra
Ass'n inc.

Threshold, see London.

Tico, see Roulette.

Tiger Tail, see Audiofidelity.

Tom Cat Records, see RCA.

Track, see MCA.

Tradition, see Everest.

Tribe Recs., 81 Chandler, Detroit, Mi.

Tridelta, see McKinnon.

Trilogy Recs., 723 8th Ave., New York, NY.
10019.

Trip, see Springboard.

Tulip Recs., P.O. Box 3155, San Rafael, Ca.
94902.

Tumbleweed Recs. Inc., 1368 Gilpin St., Denver,
Co. 80218.

Turbo, see All Piatinum.

Twentieth Century Recs., 8255 Sunset Blvd., Los
Angeles, Ca. 90046,

U

Ujamaa, see Jazz Composers Orchestra Ass’n
‘Inc.

Unit Core, 464 Greenwich St.. New York, NY,
10001.

United Artists Recs. Inc., 6920 Sunset Blvd., Los
Angeles, Ca. 90028.

Universal Justice Recs., Box 3141 c/0 Michael
Kastro, University City, Mo. 63130.

Up Front, see Springboard.

Utopia Records, see RCA.

v

Vanguard Rec’g Society Inc., 71 W. 23 St., New
York, NY. 10010.

Vaya, see Fania.

Vertigo, see Phonogram Inc.

Verve Records, 7165 Sunset Blvd., Hollywood,
Ca. 90046.

Vibration, see All Platinum.

Victor, see RCA.

Victrola, see RCA.

Virgin Records, see Columbia.

Virgo, see Roulette.

Virtue, see Phonogram Inc.

w

Warner Bros. Recs. Inc., 4000 Warner Bivd.,
Burbank, Ca. 91505.

Watt Works Inc., 6 W. 95 St., New York, NY.
10025.

Westbound Recs. Inc., 14643 Joy Rd., Detroit,
Mi. 48228.

West Coast Audio Visual Corp., 20944 Sherman
Way, Suite 144, Canoga Park, Ca. 91303.

Westminster, see ABC/Dunhill.

Westminster Gold, see ABC/Dunhill.

Wooden Nickel Rec. Inc., 400 S. Beverly Dr.,
Beverly Hills, Ca. 90212.

X

Xanadu Records, 3242 Irwin Ave., New York, NY.
10463.
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PLO SHOP

The music products listed below are those
currently used by most serious amateur and
professional musicians for their performance
of contemporary music.

Instrument suppliers usually categorize
such products as “professional” or “artist”
models incorporating technical features suit-
able for advanced level performance. (Those
interested in “student™ or “training” instru-
ments should contact the suppliers for their
school-line catalogs.)

The Product Classifications used in this
buyers guide are organized by the down beat
daily, and correspond to the categorization
used by musicians and educators, dealers, and
manufacturers.

Band Instruments & Accessories
Fretted and Non-Fretted Instruments &
Accessories
Keyboard Instruments & Accessories
Sound Equipment & Accessories
Musical Instrument Amplification
Sound Reinforcement
Synthesizers and Sound Modification De-
vices
Tape & Tape Recorders

After each brand name product is the
short-form name of the exclusive distributor
for the United States. The full name and
mailing address of that distributor is listed al-
phabetically under “Musical Equipment Sup-
pliers”. All correspondence, domestic and
foreign, relating to product availability, de-
scription, price, etc., should be addressed to
the Sales Manager of the particular product.

Example: Sales Manager

XYZ Musical Instrument Co.
address
City, State zip code

Band Instruments & Accessories
(brass, woodwinds, percussion)

Key to abbreviations:
Brass . ..
ey —euphonium
fh —french horn
tb —trombone family
tp —trumpet family

tu —tuba
Woodwinds . . .

bsn —bassoon

¢l —clarinet family

fl —flute family
hca —harmonica

ob —oboe

sx —saxophone family
Percussion . . .

cym-—cymbals

d —drums

perc—percussion

tym —tympani

vb —vibes family
54 O down beat

Accessories . . .
acc —accessories
mp —mouthpieces

pu —pickups and transducers

BRAND NAME: INSTRUMENT
Anvil:  cases

Armstrong:  fl,sx

Artley: ¢l fl,sx

Vincent Bach: fh,tb,tp; mp
Barcus-Berry:  pu,preamp
Benge: tp; mp

Bobadilla: cases

Brilhart: reed mp

Buffet: cl,sx

Camco: d; acc
Conn:
Controlled Sound:
Couesnon: tp

Deagan: vb,mallet perc; acc
DeFord: fl
Duplex: perc acc

Evans: perc acc

Fibes: d, acc
Fox: bsn

Getzen: eu,fh,tb,tp; brass acc
Ghost: d, acc

Giardinezzi: brass mp

Gon Bops: perc acc

Good Vibes: vb acc

Gretsch: d, acc

Hayman: d, acc
Haynes: fl
Herco: acc
Hohner:  hca
Holton:

Kashian: cym

perc acc

King: eu,fh,tb,tp.tu; bsn,clfl,sx; acc

King Conga: perc

Larilee: ob

La-Voz: Reeds

Leblanc: tp; cl,ob,sx; acc
Otto Link: reed mp

Ip:  perc; acc

Ludwig: d,tym; perc acc
Mitchell Lurie: reeds
Marigaux: ob

Martin:  tp; sx

Maxwin: d

Meinl-Weston:  tu
Mirafone: eu,fh,tb,tp,tu; ob,bsn

Musser:  vb, mallet perc,acc
Olds:  eu,fhtb,tp,tu; brass acc

Orange: perc acc
Paiste: cym

Pasha: cym

Pearl: d, perc acc
Polytone: reed pu
Premier: d, perc acc
Prestini: reeds
Pro-Mark: perc acc
Reliable: fi

Remo: perc, perc acc
Rico: reeds

Rogers:  d,vb,tym, perc acc
Roto-Tom: perc acc
Runyon: reed mp

eu,fh,tb,tp,tu; brass mp

eu,fh,tb,tp.tu, brass acc

SUPPLIER

Anvil
Armstrong
Conn

Selmer
Barcus-Berry
King
Bobadilla
Selmer
Buffet

Beckmen
Conn
Remo

Gretsch

Deagan
King
Grossman
Evans

Martin
Fox

Getzen
Ludwig
Martin

Gon Bops
Good Vibes
Gretsch

Dallas
Haynes
Hershman
Hohner
Leblanc

Slingerland
King

King Konga
Larilee
La-Voz
Leblanc
Otto Link

Latin Percussion

Ludwig
La-Voz
King
Leblanc
Wexler
Getzen
Mirafone
Ludwig

Norlin
Pro-Mark

Rogers Drums
Grossman
Norlin
Polytone
Selmer

Norlin
Pro-Mark

Reliable

Remo

Rico

Rogers Drums
Remo

Norlin

Schilke: tp; brass acc Schilke
Selmer;  fh,tb,tp; clfl,sx; acc Selmer
Slingerland:  d,tym,vb; perc acc Slingerland
Sonor:  d, perc acc Alden
Strasser:  ob King
Strobe: d acc Peters Percussion
Symmetricut: reeds Norlin
Tama: d, perc acc Elger
Tosco: cym Norlin
Wolf Tayne: reed mp Riba
Vandoren: reed mp Leblanc
Vito:  sx Leblanc
Whitehall:  d; sx Wexler
Wickity Sticks: d ace Wickity
Yamaha: eu,fthtb.tp; cl.flsx; acc Yamaha
Zalmar: d acc Zalmar
Lickos: d Lickos
Zildjian: cym A. Zildjian
Fretted and Non-Fretted
Instruments & Accessories
(guitars, violins, etc.)
Key to abbreviations:

acc —accessories

b —(acoustic) bass

bjo —banjo

clo —cello

e- —electric-

g —f(acoustic) guitar

man—mandolin

pu —pickups & transducers

str —strings

vla —viola

vlo —violin
BRAND NAME: INSTRUMENI SUPPLIEE
Aims: e-gb Randall
Alembic: e-g Heater
Ambico: g, acc Ambico
Ampeg: e-be-g Selmer
Anvil:  cases Anvil
Aspen: ¢ International Music
Badass: pu,acc Quan
Ernie Ball: str, acc Ernie Ball
Barcus-Berry: pu, preamp, vio Barcus-Berry
Mel Bay: acc G&G
BC Rich: g.e-g Heater
Bigsby: acc Bigsby
Black Diamond: str NMS
Bobadilla: cases Bobadilla
Bozo: ¢ Bozo
Buffalo: pu Group 128
Chapman Stick: stick Stick Enterprises
Choice: cases Choice
Conn; g, acc Conn
Conrad: geg Wexler
D'Addario:  str D'Addario
D'Angelico:  str D'Merle
D'Aquisto: g, str; acc DAQ
D'Merle: g, acc D’'Merle
Dobro: ¢ Original
Jim Duniop: acc Dunlop
Emmons: g Emmons
Epiphone: g, eg Norlin




Fender: g.e-g.e-b,bjo; acc Fender  Oasis: e-g,e-b,man Heater Keyboard Instruments
G&G: acc G&G Ode: bjo,man Gretsch e
piy : " OME: bjo ome & Accessories:
Gibson: bjo,g,e-g,e-b,man,str; acc o Norlin B Gaeh Osborne d ¢
Great Lakes: bjo reat Lakes ion: g.str. i accordions, organs, pianos, etc.
Grelsol  Hjogeg st ace Gretsch  Ovation:  g.str; acc ovation , OTgans, p ) )
Grover; acc Grossman  Polytone: pu Polytone Key to abbreviations:
Guild: g,e-g,e-b,str; acc Guild  Pro-Formula: str GHS acc—aceessories
Hagstrom: g.e-g, e-b Selmer  Rickenbacker: e-g.e-b Rickenbacker acn—accordion
Harmony: g.e-g Selmer  Rowe-DeArmond: pu Rowe-DeArmond e- —electric-
Harps_ Unlimited:  Harps Harps Unlimited Saga: bjo Fifth String org —organ )
Herco. acc Hershman  gehori & Roth:  b.clo,viavlo; acc Conn p —(acoustic) piano
Hohner:  bjo,g.e-g.e-b ) Hohngr Sho-Bud: e-g Gretsch
Hondo: g International Music  squier. str Squier  BRAND NAME: INSTRUMENT SUPPLIER
Ibanez: _bjo,e-g.e-b Elger  7akamine; g Ovation  Acoustic: preamp Acoustic
lida: bjo Ovation  15ma: ¢ Eiger  Allen: org Allen
Instatatuner. ~acc Rockwell  1ravis Bean: e-g Travis Bean  Anvil: e-p case Anvil
Wm Lewis. b,clovlavlo; acc Norlin  Trophy: acc Grossman  gadwin: org,p.e-p; acc Baldwin
LoPrinzi: g LoPrinzi  yoga:  pjo Martin  Barcus-Berry: pu, preamp Barcus-Berry
Lyon & Healy: harp Lyon & Healy  vyinei-Quarius: str Vinci-Quarius  Bell: I?Cn B c|Bﬁll
Martin:  g,str; acc Martin B Bobadilla: e-p case obadilla
Mossman: g Mossman WHAUIE LG A Bosendorfer: p Kimbali
MSA: eg Norlin ~ Yamaha: g; acc Yamaha oy ice: ep case Choice
Nashville Straights: str Nashville  ZB: g 1B Clavinet: clavinet Hohner

ALPHONSO JOHNSON

(Bassist)

db: Do you prefer fretted or fretless
necks?

Johnson: | just had an instrument built
which is fretless. What | am doing with
the fretless bass now is something that
| couidnt do on acoustic bass. That's
?robably got a lot to do with the size of
he neck and what | have to do to run the
scales. Also, | don’t have tar to go for
intervals. Quarter-tone playing is actu-
ally easier for me to pla_ly on fretless elec-
tric than on acoustic. The reason is be-
cause It's right there, at my fingertips,
so to speak. | can feel it quicker and
safer. So, to answer the question direct-
ly, at this place and time | prefer fret-
less. | own both types. I'm still experi-
menting fo obtain a certain type of sound.
The fretted instrument provides me with
a certain thing that | have been doing
for seven or eight years now. To pick up
fretless opens up a new area, not from
just looking at it, but from the feel, touch,
response of the instrument, which is
different because of the ditferent woods
that are incorporated, the size of the
neck, the resonating qualities, and so on.

db: | assume the fretless you play now
has been custom-designed from the
ground up.

Johnson: Oh, sure. | wouldn‘t have it
any other way. It was built and designed
by Charles LoBue at the Guitar Lab in
New York. it took about a year to build
it, because | had been traveling and he
needed me there. | would have to show
him my fingering, pressure and tech-
nique; he listened to recordings and live
performances, and | would be there to
demonstrate for him. What he actually
did was build an instrument blank, and
by mr going to see him, he would watch
how | played and develop it along those
lines. 1t's really quite a personal thing,
rather than a stock, custom bass. It was
built for me, around my hands, like those
form-fitted shoes.

db: What about your string bass?

Johnson: That’'s an antique made in
West Germany called a Juzek. (| think
that's how you spell it.) It's about 90
years old. | found it in upstate New York
in a barn sale about three or four years
ago. It was originally in horrible con-
dition, held together with Elmer’s Glue-
All, cracked and peeling, plys coming
apart. | had it rejuvenated to where
it's worth about ten times what | paid.
I1t’s lovely sounding, but I've had very
little chance to really get into it dve to
my touring schedule.

db: What other instruments are you
playing now?

Johnson: | have a string bass, an elec-
tric stick, two electric basses, a guitaron,
and an acoustic guitar.

db: What's a guitaron?

Johnson: 1t's a Spanish bass guitar.
You've seen the Mexican bands with all
those guitars. Well, one of them is this
bass %uitar. It's like a folk guitar with a
slighfly different shape. | have ftried
miking it, but it loses a lot. That's a good
example of what we were just talking
about. Once you put a Barcus-Berry
on it, it loses its naturalness and becomes
another instrument entirely. All of the
instruments | use, | use for ideas, not
technique or finger dexterity. You have
to first get yourself heard and later,
hopefully, the people will listen to you.
| use the guitar to get chords together
and generally play it for fun.

db: Can you get ideas from one to the
other? Are bass and guitar that close?

Johnson: Close enough so that what
| hear is not bass or guitar, but the sound
of the string, and the vibrations when |
want chords.

db: When you play acoustic, do you put
more energy intoit?

Johnson: | wouldn’t say more: dif-
ferent.

(db, Jan. 29, ‘76)

AIRTO

(Percussionist and leader of Fingers)

Airto took time out to introduce us to
several of his percussion instruments
and their sounds.

Airto’s various gourds are called
cabacas (kah-bah-sahs). Related to the
maraca, the cabaca’s different shaker
sounds depend on the size and number
of seeds put inside. A hole is made in
each end of the gourd, the contents are
blown out, the gourd is dried, and other
seeds are inserted.

Probably one of Airto’s best-known
instruments is the berimbau (bear-eem-
bow, rhymes with “cow’’). The best wire
to stretch across the bow, according to
Airto, is one taken from an automobile
tire. Another Brazilian axe Airto has
helped bring to the attention of musi-
cians and listeners is the cuica, or talking
drum, featured so prominently in Airto’s
own recordings, not to mention those
fantastic duets with Miles Davis on the
Fillmore and Live/Evil albums.

The bells in front are usually called
agogo (ah-go-go, with emphasis on the
last syllable. The caxixi (cah-she-she-
are made from seaweed. The instru-
ment must be made aimost immediately
after the weed is collected, otherwise it
will dry and toughen up.

Airto also has various nothings (pro-
nounced like it sounds). They're various
objects he has found lying around which
were probably not intended to become
instruments. One such nothing is the
coiled tube in the photograph, which is
blown to produce a birdlike whistle.
Wooden shoes are used as blocks; Airto
feels that they're better because they're
louder.

(db, Nov.7,‘75)
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Convert your Les Paul
to a Fender -
Convert your Fender
to a les Paul!

Do you own a Les Paul Gibson and
love it, but sometimes wish you had
a Fender Telecaster for its crisp
bite and clarity?

Or do you own a Fender Strato-
caster and dig it, but sometimes
wish you had a Les Paul for its
mellow funky sound?

Or do you own any other guitar
and wish you had a Fender or
Les Paul???

Well, ELECTRO-HARMONIX has
developed an amazing special purp-
pose equalizer for guitars only, the
ATTACK EQUALIZER.

This device has a specially tuned
12-stage active filter that lets you
select the fundamentals you want
and blend them with a key range
of high bite frequencies-- something
that can’t be done with a standard
equalizer.

The effect is such that every guitar
sound can be obtained from any
guitar with the simple setting of
a dial and flick of a switch!!!

Buy the ATTACK EQUALIZER
from us and try it. If it doesn’t
make your Les Paul sound like a
Fender and do EVERYTHING else
we say it does, return it to us within
10 days for a full refund.

Orif you want to save some money,
check your local music stores. Many
leading stores have the ATTACK

EQUALIZER on special sale NOW
at a very substantial discount!!!
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® 27 West 23rd Street, New York, N.Y.10010
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Conn: org
Cordovox: e-acn
Countryman: pu
Currier: p

Elka: e-p

Farfisa: acn,org,e-p; acc
Guibransen: org
Hammond: org, acc

Helpinstill:  pu

Hohner: acn,org.e-p, acc
Imperial:  acn

Kawai:  org,p

Kimball: org,p

Lowery: org, p
Novaline: e-p

Piano Plus: ep
Polytone: pu

Rhodes: e-p,e-key b
RMI:  e-p

Rodgers: org
Roland: e-p

Steinway: p
Story & Clark: p

Thomas: org; acc
Univox: org,e-p; acc
Viscount: org

Wurlitzer:  org,p,e-p; acc
Yamaha: acn,p,e-p; acc
Yamaha Electone: org

Conn
Norlin
Countryman
Currier

QOvation
Farfisa
Guibransen

Hammond
Helpinstill
Hohner

imperial

Kawai
Kimball

Norlin
Novaline

RolandCorp US
Polytone

Rhodes
RMI
Rodgers
Beckmen

Steinway
Norlin

Thomas

Merson

Generai Electro
Wurlitzer
Yamaha
Yamaha

Sound Equipment & Accessories
Musical Instrument Amplification

Key to abbreviations:

amp—ampiifier
b —bass
g —guitar

key—keyboard

Sound Reinforcement
Key to abbreviations:

acc —accessories
amp—amplifiers
eq —equalizers
hdp —headphones
mi¢ —microphones
mx —mixers

pa —public address systems

pow — power

pu —pickups & transducers

sp —speakers

ss —speaker systems

BRAND NAME: INSTRUMENT

AceTone: g.b,key-amps; pa
Acoustic: g,b, amps; mx, pa

AKG: hdp,mic,acc

Altec: pow-amp, mic, pa, sp

Ampeg: g,b-amps

Amphion: pa
Anvil: cases
AR sp

Barcus-Berry: pu, preamp

Benson: g,b-amps

BGW: pre-amp, pow-amps

Bobadilla: cases
Bose: mx, sp
Boss: pu

The Box: amp acc
Buffalo: pu

Sorkin

Acoustic Control

Phillips
Altec
Selmer
Amphion
Anvil

Acoustic Research

Barcus-Berry
Heater

BGW
Bobadilla
Bose
Beckmen
Box Maker
Group 128

Cerwin-Vega: pow-amp, mx, pa, sp,ss Cerwin-Vega

Choice: cases
Crown: pow-amp
CTS: sp

Delta: g,b,key-amps
Earth. g,b-amps
EMC: g,b-amps; pa
Emilar:  sp

Choice
Crown
CTs

Delta

ISC Audio
EMC
Emilar

SUPPLIER

PAT MARTINO
(Guitar player)

Not only does Pat now share the stage
with a keyboard synthesizer but he is
also the proud owner of a one-of-a-kind,

custom-designed guitar-synthesizer.
The synthesizer is built right inside of,
and is triggered by, the guitar, which
will be hooked directly into a processing
unit.

“I1t's just like any other instrument. It

offers you color, the amount of color you
need to explore. At this point | need
more. I’'m still the purist that I’ve always
been when it comes to playing the instru-
ment. Up to this point, I've primarily
explored just the nature of the guitar
itself—pure in the acoustic sense. I'm
primarily a purist, and this hasn’t
chan?ed.
'’At this stage of development, | see the
guitar as merely one color in a rainbow
of sound. | still have the pure instrument
within the new instrument. Its acoustic
properties are tremendously clear and
clean. It's a beautiful standard guitar,
and it has electronic guts built withir it.
It's not an electric solid-body guitar,
it's like an acoustic guitar, modified. So
| have at my disposal all of the pure
aspects of what a good acoustic guitar is.
It still resonates into my chest, for in-
stance, which you can’t get from a solid-
body guitar.

Primarily, the instrument offers me
more control. It takes more control. |
can do more things with it besides just
playing guitar.”

With this new guitar-synthesizer, will
he be using the regular synthesizer less?
""No. That’s there too. It frees that par-
ticular instrument, so | can do certain
things with it while 1I'm doing other
things with my guitar. It's just more of
the same thing, more of a groove.”

When | asked Pat if he had any pre-
conceived notions about how he was
goin?I to incorporate the electronics
into his music, he replied: "My concepts
of what music really is have changed
drastically since | started playing guitar.
The new instruments themselves give
forth new ideas, and | don’t want to con-
demn them to any preconceptions af
what they shouid be.

(db, Oct. 9, '75)




NACIO JAN BROWN

GUILHERME FRANCO
(Percussionist)

Guilherme sees his role as clearly
distinct from the trap drummer’s: ‘‘Per-
cussion nowadays is the frame for the

icture inside. It gives more beauty to
he center. The percussion surrounds the
music with more colors and directions,
creating new situations at the moment
... The trap drummer usvally has four
drums which are almost the same, and
his cymbals are similar, too, so he has to
put his mind in a different framework.
My instruments are completely different
from each other: low, high, splash, dr
You know, sometimes one note
—POW!—will wake someone up to the
music.”’

Berimbau, cuica, and pandeiro may
be new words to our ears, but these in
struments date back to long before the
Africans were brought to Brazil on Por
tuguese slave ships. "There are two
ways | play these instruments,” Guil
herme explained. ''The basic folk way is
very old, and | do use folk beats still.
But when | play with McCoy, because of
his new sounds, | have to develop a new
technique. | have to invent things. McCoy
Is a very warm and very open musician,
so it’s easy for me to play withhim.”’

Guilherme plays with an assortment
of fifty instruments stationed on the
available floor space at his feet. (Of
course, he is emphatic about counting
everything—from tiny whistles to
kitchen utensils—as instruments.)
Though he is quick to switch from one to
another, there is method to the seeming
madness on stage. “Sometimes | stop for
a few minutes because | have to think.
| play according to what I'm hearing.
Some people think if you have a lot of
instruments, you can pick up anything.
That’s not true.”’

Though Franco’s instruments come
historically from Africa, Brazil, and
various regions of South America, in a
practical sense they come from every-
where. A donkey skin bongo was hand-
made by a friend in Brazil, a paper-thin
22" gong was sold to him personally by
Robert Paiste (President of Paiste
Cymbals in Switzerland); the rack of
belis {(which the author has dubbed
"witches hats’’) was created by Peter
Engelhart, a Berkelen, California in-
strument-maker, and his other instru-
ments come from manufacturers, hard-
ware stores, junkyards, and kitchens.

(db, Oct. 3, '75)
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If versatility is the name of your game, then STEINER-
PARKER should be your next move.

STEINER-PARKER

P.O. Box 305 Sait Lake City, Utah 84110

(801) 486-0812

Judge by the sound, not by the pound.

In the past, you could often judge the quality of a speaker system by its
size and weight. But we've changed all that. With the BOSE 800
Professional Loudspeaker System.

The 800 gives you the kind of sound you couldn't get before...your own.
Crisp and clear, with no mud, honk or boom.

And it's incredibly portable. So you can attend to your business of making
music, not muscles.

Get the quality professional speaker
system that won’t weigh you down:
the BOSE 800.

MHOSE B

Please send information on BOSE Pro Products to:

Name

Address

City/State/Zip

Telephone. | 1) o

Return to: Dept. DB, BOSE, The Mountain, Framingham, MA 01701
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Before you buy...

be sure of the color,

You'llhave this Conga

alongtime!

A modern drum with a traditional
sound. First choice of the pros for
good, sound reasons . . .

e Selectively reinforced fiberglass
shell with heavy steel ring im-
bedded within makes LP Congas
strongest ever made.

e Hand picked rawhide heads.

e Acoustics of shell means big
sound with minimum effort

e 3 sizes to meet every need (11
11347,12127)

e 6 pre-lubricated tuning lugs on
1134 " & 122" models for more
precise tuning.

e Distinctly styled chromeplated
hardware throughout.

LATIN

Al N
PERCUSSION
P.O. B0O0X 88 0EPT. OB
PALISADES PARK, N.J.- 07650
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m. S. Haynes Co.

makers of
BOEHM
FLUTES
and
PICCOLOS

12 PIEDMONT STREET
BOSTON, MASS. 02116
617-482-7457

T

GUITARIST CATALOG

72 PAGE DISCOUNT CATALOG
Save up to 40% on over 1000
name brand items. Features
quality guitars, amphtiers and
sound reinforcement systems. A
complete line ot accessories and

SIGNATURE

MUSIC

presents the

“"ORIGINAL CREATIVE COMPOSITION

of TONE KWAS

Big band charts that are musica, interesting.

and chalienging

Priced from: $7.30—$14.00

hard to find books and records
MUSICIAN’S SUPPLY,INC.
Dept. S, €l Cajon, CA 92020

P.0O. Box 1440

Send for FREE infoamation today'
SIGNATURE MUSIC

BOX /3 WOODBURY. NV 11797
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E-V/SRO: mic, sp Kustom
Fender: g,bkey-amos Fender
Gallien-Kreuger:  g,b-amps:

pOW-amps,mx,pa,ss Gallien-Kreuger
Gauss: sp Cetec
Gibson: g,b,-amps, pa Norlin
GLE mx GL!
Gretsch:  g,b-amps Gretsch
Group 128: mic Group 128
Heil:  pow-amps,mx,pa,ss Heil
Helpinstill:  pu Helpinstill
Hohner:  g,b,key-amps Hohner

BRUCE JOHNSTONE

(Baritene saxophonist)

Although he is a multi-instrumentatist,
conversant with most reeds as well as
flute, the baritone, a hulking horn that
has brought stardom to only a few, is
Johnstone’s principal musical tool. His
distinctive, hard-ed?ed sound and biting
power attracted suff'cient attention for a
third place ranking behind Gerry Mulli-

an and Pere' Adams in the 1974 db
eaders Poll.

"It's very much a specialist instru-
ment, | think,’”” says Johnstone, whose
main exposure in the United States has
been in the context of the Maynard Fer-
guson band. ‘“Back in the days when |
used to play alto, | found | could ieave it
for a couple months and still get a rea-
sonable sound and about the same power.
With the baritore, if | leave it for a week,
| have to get in training again because
the instrument is so physically de-
manding.

"I remember when | bought my first
baritone, | playad it the same day at the
gig and was bedricden fcr two days. |
was using muscles in my shoulders and
stomach |'d never used before just trying
to get the right projection.”” The horn
is capable of tremendous audience pro-
jection, adds Johnstone, but if it's not
played regularly, the sound gets ““very
swampy and small.”” His set-up is a
Meyer No. 10 mouth piece with a No. 5
reed. Johnstone says he finds this suit-
able for everything from hard blowing
to Lawrence Welk-type sessions.

“1t's an intriguing instrument, | like
it,” explains the musician, whose slight
build gives the horn added dramatic
presence. ‘It has three definite ranges,
the top can sound very much like a tenor
-—~that’'s the most cuHin? sound—the
middle register is kind of a low tenor
sound, and that blends into a very dark
sound at the bottom. So you have a pyra-
mid effect: the edge, the middle and a
very wide base. Consequently, I'm al-
ways changing emrbouychure to shape
and alter the sound.””

(db, Nov. 6, '75)
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JAN PERSSON

Imperial:  b,g-amps Imperial
JBL:  pow-amps,pa,sp JBL
Koss: hdp Koss
Kustom: g,b-amps; pow-amp,mx.pa,sp,ss  Kustom
Leslie: preamp, pow-ss Electro-Music
Maestro:  mic,pu Norlin
Marlboro:  g,b-amps; mx,pa,sp MICA
Marshall: g,b-amps; pa Merson
Matamp: g, b, key-amps SKY
Music Man: g,b-amps; ss Music Man
Oberheim: g key-amps Oberheim
Orange: g,b-amps Musonic
Osborne: g,b amps Osborne
Peavey: g,b-amps; mx,pa,pow-amp,ss Peavey
Pioneer: hdp Pioneer
Polytone: g,b-amps, pu, preamp Polytone
Pro Sound: acc Calif. Switch
QSC:  mx,pow-amp Quilter
Randall: g,b-amps; pa,mx,pow-amp,ss Randall
Revo:  pow-ss RolandCorp US
Revox: mic Revox
Rickenbacker: g,b-amps,pa Rickenbacker
RMI:  pow-amp, mx RMI

LONNIE LISTON SMITH
(Keyboardist)

db: What was your first experience
with other keyboards than acoustic
piano?

Lonnie: | was doing a date with
Pharoah Sanders in L.A. and | noticed a
Rhodes sitting in the corner. While the
other guys were setting up | started to
finger "and noodle on the keyboard. |
liked the touch. | had plaled other elec-
tronic instruments but the action was
nothing like the piano. This was as close
as any 1'd played. | liked all those knobs
?':\d the different effects | could get with

em.

db: Do you approach the instrument
differently?

Lonnie: Of course. The acoustic piano
can take a lot of energy, the electronic
instruments can be very delicate. You
can get very percussive on acoustic—
melodic, sensitive—but electronic can't
take much pounding.

db: Do you find that the electric’s
ability to sustain notes without pedaling
enhances what you want to do with the
music?

Lonnie: | like to deal with space. Time
is ‘'busy, busz”—running out of it, fillin
it in. But with electronics you can dea
with spacial aspects. | can color it like
| want, because it's just han%ing out
there waiting. | use some of the stops
like 1 would fhe middle pedal on a grand,
to hold certain notes while | add to them,
even thinking about new things | am
going to add. | always admired horn
players’ ability to bend notes. Bass
players can get quarter-tones. The piano
is just what itis.

haroah Sanders was trying to develop

Road: g,b-amps Road
Rowe-DeArmond:  pu Rowe-DeArmond
RSl pa Lamb
SAE: preamp, eq, pow-amps SAE
Sennheiser:  mic Norlin
Sescom: acc SESCOM
SG: pa Norlin
Sho-Bud:  g,b-amps Gretsch
Shure:  mic,pa,mx,eq,pow-amp,ss; acc Shure
Soundcraftsman: preamp, eq Soundscraftmen
Solitec: b, g-amps, pa Barnum
Sonox: b, g-amps Yorkville
Soundvendor: g,b-amps Heater
Stax:  hdp American Audiopart
Sunn: g, b,key-amps; pow-amp,eq,mx,pa,ss Sunn
Tapco: mx, eq, key-mx Tapco
Tascam: mx acc Tascam
TEAC: mx acc TEAC
Traynor: g, b-amp; pow-amps, mx, sp, pa Yorkville
Trooper: pa, mx Uni-Sync
Turner:  mic Turner
Univox: g,b-amps Merson
Woodson: g,b-amps,pa Woodson
Yamaha: g,b,key-amps;

pow-amp, mx,pa,sp,ss; acc Yamaha

new techniques with his horn and we
would work at trying to ?_'ef some coor-

dination with the piano. He just had to
or he would be off by himself. He felt
he had to get the piano to at least imply
that same sound. With electronics, you
really bend notes, and sustain exactly
what notes you want, even a series of
notes or chords. This, at last, was my
answer to what hornmen were doing.
Guitarists could not now do any more
than | could do with the keyboard.

db: Do you ever feel that you want to
go back to acoustic piano?

Lonnie: | play both on all the records
and my live dates. | go either way. With
acoustic piano, can be percussive,
melodic. | can even go inside the strings.
| look upon it as an orchestra. | can do so
much with it.

(There are no personnel listings on
Miles Davis’ On The Corner, but there
were three electric keyboards on the
date, Herbie Hancock, Harold J.
Wiltiams, and Lonnie Liston Smith. That
was also the first time Lonnie heard
organ in Miles’ electronic context.)

onnie: The Yamaha was in the studio
complete with a wahwah pedal. | had
never used any of that before. | was
waiting for the Rhodes, but Miles said,
""Here, this is yours.” So | played it and
enjoyed the whole set. There were no
tunes, nothing written. Everything was
spontaneous. | never heard anybody
Elay it (the Yamaha) before. All those
nobs and everything. This was the first
time 1'd ever laid eyes on one, let alone
played it. Miles had only just started
R'I\aying it himself. Before | came with

iles, Herbie was using electric piano,

but | never paid much atfention to it.
(db, Jan. 15, 76)
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I've tried all

the rest
but Link
blows

the best!”

So say we all . ..

Pepper Adams
Mike Brecker
Corky Corcoran
Jerry Coker
Eddie Daniels
Eddie Davis
Eric Dixon

Stan Getz
Dexter Gordon
Budd Johnson
Pat LaBarbera
Dave Liebman
Gerry Niewood
Sal Nistico

Fiip Phillips
Archie Shepp
Wayne Shorter
Lew Tabackin
Stanley Turrentine

1
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See your dealer or write for Free Brochure.
OTTO LINK, Inc.

121 S.W. 5th Streel

Pompano Beach, Florida 33060

EXPLORE SOUND!
...and meet our re-
searcherDennisColin. =
Dennis has been exploring sound for mare than
twenty years. He plays gigs with “Family
Aftair”’, and his 1970 paper published by the
Audio Engineering Society of America is con-
sidered classic in the field of electronic music.
Dennis’ special interest these days is in find-
ing new ways to madify both instrumental and
vocal sounds. Best of all, he helped design the
ARIES SYSTEM 300 ELECTRONIC MUSIC
SYNTHESIZER. Let us tell you about it -
just send the coupon for full information.
(Atso available in kits for those who would
like to save money by building their own).

{ ) Yes, | would like to explore sound. Please
send free information on the ARIES SYSTEM
300 ELECTRONIC MUSIC SYNTHESIZER.
Full infoermation on kits too, please.

{ ) I would like ademonstration cassette of the
SYSTEM 300. | enclose $5.00 to cover costs.

NAME
ADDRESS

SEND TO: ARIES, Inc., 119 Foster Street
Peabody, Mass., 61960  (617) 532-0450
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g /I %trinys
Here’s Where
It's At!

ReRL
FIRSY

Guitar

ELECTRIC GUITAR

g/IS CORPORATION

2813-17 Wilber Ave.
Battle Creek, Mich. 49015
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VERYL OAKLAND
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BILLY COBHAM
{Drummer)

db: | have never seen them, but | hear
you are into electronic accoutrements.

Cobham: When we finished the tour in
Ewurope | was toting around an Eventide
phaser, an Eventide Digital Delay Sys-
tem, an Eventide Omnipressor, a Guild
Echolet. When I’'m playing, | can tra
my signal and play along with myselt.
| use three Moog drums. They are ’)er-
cussion controllers. In other words, they
have contact mikes in them that were
developed by Joe Galavan who works at
the Percussion Center. Moog ended up
with them, put them out. at you do
is you plug these things into a synthesizer
unit. | use a large Moog system 55 unit.
| pre-program it, patch it in and | can
play certain figures on these drums
and alter a signal with them thus incr-
?orate them into my acoustical setup.

have a night and day situation happen-
ing. The art is for me fo make the tran-

sition on a solo especially from acoustics
to electronics to acoustics without break-
ing up the train of fhoughf that I’'m tryng
to Proiecf to the people.”

‘I feel there's a real place for (elec-
tronic drums) if they're not overdone.
It is also something that separates me
from just another drummer. It brings
out an artistic value. It makes me feel
as though |I'm not a drummer boy, that
kind of cat that just sits down there and
plays figures all the time, plays time for

somebodr. Those days are gone, happily
so. Fina |y, percussionists are getting
their due.’

What special care do you take with
your drums? You have a wooden set and
a r?‘eXi lass set. Do you pack them
differently?

’| use Anvil cases, Acme cases with
tibreglass, and plywood with steel rein-
forcements. So far | have only lost, out of
all those fragile plexiglass drums, one
16’’ tom-tom and two 8x12s in about three
years. That’'s phenomenal for these
extremely brittle babies.”’

The ‘“see-throughs’’—what you call the
plexiglass,—how do they differ in sound?
How about the effort it takes to attain
that sound?

| get a brighter sound from the rlexis
than from the wooden ones. They all have
two heads and have a better sound for
rock, an open head ‘thud’ sound with two
heads. | play them pretty hard and I'm
constantly funin? them. You have to play
the notes out of them, whiere the wooden
ones you can play off them and get more

Synthesizers & Sound
Modification Devices

Key to abbreviations:

acc—accessories
dev—devices for sound modification
syn—synthesizers

BRAND NAME: INSTRUMENT B SUPPLIER
Ampli-Tek:  dev Ampli-Tek
Anvil: cases Anvil
Aries:  syn Aries
Dan Armstrong: dev Musitronics
ARP:  syn ARP
Bobadilla: cases Bobadilla
Boss: dev Beckmen
Buchla: syn Buchla
Choice: cases Choice
Coan: dev Conn
Countryman: dev Countryman

Electro-Harmonix:  dev Electro-Harmonix

EML:  syn, acc

EMS: syn EMS
Farfisa: dev farfisa
Fender: dev Fender
Gretsch:  dev Gretsch
Guild:  dev Guild
Lyricon:  syn Computone
Maestro:  dev Norlin
Marlboro:  dev MICA
Mellotron: syn Dallas
Mcog  syn, acc Norlin
Marley: dev Tel Ray
Mu-tron:  syn, dev Musitronics
MXR:  dev MXR
Oberheim:  dev,syr; acc Oberheim
Ozni: syn Process Electronics
Rolard: dev,syn: acc Beckmen
Steiner-Parker:  syn, acc Steiner-Parker
Synkey: syn Ovation
Synthi Hi-Fi: syn Musonic

Systech: dev Systems & Technology

tone.

{db, Dec. 4, ‘75)
Univox: dev, syn Merson
Yamaha: dev, syn, acc Yamaha

Tape Recorders and Accessories

Key to abbreviations:

acc—accessories
bt —blank tape
rec —recorders

BRAND NAME: INSTRUMENT SUPPLIER
Akai: rec, acc Akai
Ampex: bt Ampex
Anvil:  cases Anvil
Audio Mag: bt Audio Magnetics
BASF: bt BASF
Bobadilla: cases Bobaditla
Capitol: bt Capitol Magnetics
Craig: rec, acc Craig
Dokorder: rec, acc Dokorder
GRT: bt GRT
Hitachi: rec, acc Hitachi
Marantz: rec, acc Marantz
Memorex: bt Memorex
Otari: rec, acc Otari
Sanyo: rec, acc Sanyo
Sony: rec, acc Superscope
Superscope: rec,bt,acc Superscope
Tascam: rec Tascam
TEAC: rec, acc TEAC
Uher:  rec, acc Uher

Musical Equipment Suppliers
—A—
Acoustic Control
7949 Woodley Ave.; Van Nuys, CA 91406
Acoustic Research .
10 American Drive; Norwood, MA 02062
Akai America, Ltd.
2139 €. Del Arno Bivd.; Compton, CA 90220
Charles Alden Music Co.
Southwest Industrial Park; Westwood, MA 02090




Allen Organ Co.

Macungie, PA 18062

Altec

1515 S. Manchester; Anaheim, CA 92803
Ambico

27 Witbur St.; Lynbrook, NY 11563
American Audiopart

909 University Ave., Columbia, MO 65201
Ampex Magnetic Tape Division

401 Broadway, Redwood City, CA 94063
Ampli-Tek

4341 W. Kennedy Blvd.; Tampa, FL 33609
Anvil Case

2501 N. Rosemead Blvd.; South E! Monte, CA 91733
Aries, Inc.

119 Foster St.; Peabody, MA 01960
Armstrong Co., Inc.

1000 Industrial Parkway; Elkhart, IN 46514
ARP Instruments, Inc.

320 Needham St.; Newton, MA 02164

—B—
Baldwin Piano & organ Co.
1801 Gilbert Ave.; Cincinnati, OH 45202
Ernie Ball, Inc.
PO Box 2117; Newport Beach, CA 92663
Barcus-Berry Sales Corp.
5782 E. Second St.; Long Beach, CA 90803
Barnum Industries
930 W. 23 St.,; Tempe, AZ 85282
BASF
Crosby Drive; Bedford, MA 01730
Beckmen Musical Instruments, inc.
2925 S. Vail Ave.; Los Angeles, CA 90040
Bell Accordion Corp.
Northvale Industrial Park
Northvale, NJ 07647
BGW Systems
PO Box 3742; Beverly Hills, CA 90212

Bigsby Accessories, Inc.

3521 E. Kilgore Road; Kalamazoo, MI 49001

Bobadilla Cases

2302 E. 38 St.; Los Angeles, CA 90058

Bose Corp.

100 The Mountain Road; Framingham, MA 01701

The Box Maker Company

455 Walt Whitman Rd.; Huntington Sta., NY 11746

Bozo’s Music Gallery

713 E. Valley Parkway; Escondido, CA 92025

Buchla Associates

PO Box 5051; Berkeley, CA 94705

Buffet Crampon & Cie

55 Marcus Drive; Melville, NY 11746
—C—

California Switch & Signal

1009 W. Arbor Vine; Inglewood, CA 90301

Capitol Magnetics

1750 N. Vine St.; Hollywood, CA 90028

Cerwin-Vega

6945; N. Hollyood, CA 91605

Cetec

13035 Saticoy St.; N. Hollywood, CA 91605

Choice Product Development

PO Box 5097, Concord, CA 94524

Computone, Inc.

PO Box 1032; Hanover, MA 02339

C. G. Conn, Ltd.

616 Enterprise Drive; Oak Brook, IL 60521

Countryman Associates

424 University; Palo Alto, CA 94301

Craig Corp.

921 W. Artesia Blvd.; Compton, CA 90220

Crown International

1718 W. Mishawaka; Elkhart, IN 46514

CTS of Paducah, Inc.

1565 N. 8th St.; Paducah, KY 42001

Currier Piano Co.

100 S. Clay St.; Marion, NC 28752

—D—
J. D’Addario & Co., Inc.
1176 Rte #109; Lindenhurst, NY 11757
Dallas Music
301 Island Road; Mahwah, NJ 07430
DAQ
523 E. Jericho Tnpk.;
Huntington Sta., NY 11746
J. C. Deagan, Inc.
1770 W. Berteau; Chicago, IL 60613
Delta Products Corp.
8828 Lankershim Blvd.; Sun Valley, CA 91352
D'Merle Guitars, Inc.
PO Box 29; Huntington Sta., NY 11746
Dukorder, Inc.
5430 Rosecrans Ave.; Lawndale, CA 90260
Jim Dunlop Co.
PO Box 821; Benecia, CA 94510

—f—
Electro-Harmonix
27 W 23; New York, NY 10010
Electro Music
Bin 30 Arroyo Annex; Pasadena, CA 91109
EML . . . Electronic Music Laboratories
PO Box H; Vernon, CT 06066
Elger Company
PO Box 469; Cornwells Heights, PA 19020
EMC . . . Electronic Music Corp.
21819 Royalton Road; Cleveland, OH 44136
Emilar
4372 E. LaPalma Ave.; Anaheim, CA 92807
Emmons Guitar Co.
PO Box 1366; Burlington, NC 27215
EMS of America, Inc.
460 West St.; Amherst, MA 01002
Evans Products, Inc.
PO Box 58; Dodge City, KS 67801

___MMake Muaic UWonk For You

instruments are offered.

Finance programs are available that make capi-
tal requirements nominal.

BALDWIN MEANS BUSINESS

Oppontunities

With your knowledge/interest in music there could be a perfect match for you at Baldwin
Piano and Organ Company. Baldwin has two types of sales opportunities available in many areas
of the country. Baldwin’s business is growing. Here is your chance to grow with it. Qur share of
the organ industry growth has averaged 22% per year for the last two years — piano up 8%.
This trend continues, and the FunMachine is opening up a whole new market.

Oppontunities

jor Dealenships  jorn Saleamen

Own your own business with the helpful sup-
port of a respected national manufacturer.

Selling aids, promotional assistance and spe-
cific training for handling and selling keyboard

and Saleswomen

Write your own paycheck. There may be an
opportunity right where you are now living .

even part-time opportunities at the start. Exten-

An equal opportunity employer

sive sales training offered.

WRITE: Mr. James Mixter, Vice President, Sales, Baldwin Piano & Organ Company, P.O. Box
2525, Department DB, Cincinnati, Ohio 45202.
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TURN ANY
KEYBOARD INTO A

POLYPHONIC
SYNTHESIZER

WITH

FULL
DYNAMICS!!!

AMmP »VR Do.,,,

a
Ronge!
Triggered
Filter

O

¢lectro-harmonix

MADE IN U3 A

INST

For a sound never available before
on any amplified keyboard--electric
piano, organ, clavinet, even ampli-
fied upright or grand piano--try
the Y-TRIGGERED FILTER from
Electro-Harmonix. It gives a sound
like a synthesizer, but even better,
because it triggers polyphonically,
on any combination of notes or
chords, and it retains the dynamics
—~-how hard the notes are played.

The Y-TRIGGERED FILTER pro-
duces these same synthesizer effects
on electric guitar as well!

The TRIGGER’ represents the state-
of-the-art in advanced design, dura-
bility, and price.

Buy the Y-TRIGGERED FILTER
from us and try it. If it doesn’t turn
your keyboard or guitar into a
polyphonic synthesizer with full
dynamics, return’ it to us within
10 days for a full refund.

Or if you want to save some money,
check your local music stores. Many
leading stores have the TRIGGER’
on special sale NOW at a very
substantial discount!!!

electro-harmonix cwis

27 West 23rd Street, New York, N.Y 10010
Please ship Postage paid by Electro-Harmonix

$79.95
D Enclosed is a 1otal check for order
D Please place me on your new product

announcement mailing list at no charge
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* State Zip
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—F—

Farfisa
1330 Mark; Elk Grove Village, IL 60007

Fender Guitar Co.
PO Box 4220; Fullerton, CA 92631

The Fifth String
3249 Scott Street; San Francisco, CA 94123

Fox Products
South Whitley, IN 46787

—G—
Gallien-Keuger
504 B. Vandell; Campbell, CA 95008

General Electro Music, Inc.
Northvale Industrial Park; Northvate, NJ 07647

Getzen Co., Inc.
211 W. Centralia St.; Elkhorn, WI 53121

G&G Music Accessories
PO Box 35424; Houston, TX 77002

Ghost Products
550 Shelby St.; Springfield, OR 97477

GHS
2813 Wilbur Ave.; Battle Creek, M1 49015

GLI, Inc.
45 York St.; Brooklyn, NY 11201

Gon Bops of California

Good Vibes Mailet Works
407 Diver Road; Rockville, MD 20850

Great Lakes Banjo Company

1342 N. Main; Ann Arbor, MI 48104

Gretsch

1801 Gilbert Ave.; Cincinnati, OH 45202

Grossman Music Corp.

1278 W. 9th St.; Cleveland, OH 44113

Group 128, Inc.

50 Sun St.; Waltham, MA 02154

GRT Corp.

1286 N. Lawrence Station Road;

Sunnyvale, CA 94063

Guild Musical Instruments

225 W. Grand Ave.; Elizabeth, NJ 07202

Guibransen Co.

100 Wilmot Road; Deerfield, IL 60015
— H—

Hammond Organ Co.

4200 W. Diversey; Chicago, IL 60618

Harps Unlimited

1599 Cleveland Ave.. Santa Rosa, CA 95401

Wm. S. Haynes

12 Piedmont St.; Boston, MA 02216

L. D. Heater Music Co.

10300 SW Allen Bivd.; Beaverton, OR 97005

Heil Sound

PO Box 58; Marissa, IL 62257

2302 E. 38; Los Angeles, CA 9005

i

JOHN ABERCROMBIE
(Guitarist)

db: What's your feeling about electric
versus acoustic guitar?

Abercrombie: Playing the acoustic
guitar demands more guitaristics in a
sense. | can’t slide around or get away
with certain things. With electric, I'm
developing a way to play that, while
nothing new, is just easiest for me. In-
stead of picking every note, you hammer
the note with the left hand which helps in
making certain passages very smooth
and legato. With the legato approach,
you don’‘t hear the separation of the
notes. They just run into one another,
almost like a wind instrument. | think
of the guitar like breathing. If | take a
long breath I’ll play a long phrase. If |
want a very short popping kind of phrase
1’11 pick every note. {t's hard to develop
a balance because | find myself going
from one extreme to another, but | want
to get them both happening at the same
time. You know, saxophone and trumpet
players play from the air. It would be
great if | could have a mouthpiece on the

guitar, blow air into it and then move
my fingers.

db: What about equipment?

Abercrombie: 1've been through a
myrlad of pedals and attachments. This
guitar that 1’'m using now I’ve had for the
past six months and it’s just an old Gib-
son electric called the Melody Maker. |
don’t see too many people playing them.
It's a very fast, light action guitar that
enables me to play very fluidiy. In terms
of the acoustic guitar, | have the Ovation
acoustic/electric which is really good
in recording studios because you can
mike it directly from the pickup and also
mike it so that you get an acoustic sound
and an electric sound which you can
blend in a mix. The only other thing
that | have right now is a little mandolin
guitar. When | bought it, the strings were
tuned in fifths like a violin. | played it
like that for a while but recently | put
some very light gauge strings on and
tuned it like the top four strings of the
guitar so that i couid piay more con-
ventional music. The high string is an
octave above the high E of the standard
guitar and the frets get so small that you
have to shrink your fingers and your
whole concept to play it.”

db: Are you using any electronic
devices?

Abercrombie: | am really attracted to
phase shifters. | always like to have a
little something that can sustain the
sound. Right now I'm using a distortion
box, a little MXR. And a volume-pedal—
| love to make notes and phrases swell.
It makes it more like a wind instrument
because with the volume pedal | can play
very quietly and then suddenly get much
louder. A horn player can do that without
any pedals and I've always wanted to be
able to do things like that. Otherwise,
you just plug the guitar in, set your
volume and play it. That seems pretty
limited to me. | had an echoplex when |
worked with Billy Cobham’s band which
was a lot of fun. The wah-wah | used for
years but just got tired of because it was
overdone.

(db, Feb. 26, '76)




Rates: one insertion $1.35 per word (520. minimum). three
insertions S$1 25 per word. seven insertions $1 20 per
word 13 insertions $1.15 per word: 22 times $1 05 per
word Payment must accompany copy except when
placed by accredited adverlising agency Word count:
count each word, symbol or number in body copy and
company name, street address or post office box as one
word city, state. & zip code as two words. First words set
n bold caps at no extra charge No illustration or db box
number permitted. All copy subject to publisher's ap-
proval All advertisers must supply publisher with perma-
nent address and telephone number Deadhne for copy
and payment. eight weeks prior to cover date down
beat/Classified, 222 W Adams St.. Chicago. IL 60606

INSTRUMENTAL METHODS

GUITAR TEACHERS—Free catalog New andbetter teach-
ing publications that MOTIVATE and MAINTAIN student in-
terest. GAGNER GUITAR PUBLICATIONS, P.O. Box 55—
DB. Dover, NH 03820.

JAZZ BASS LINES by Dan Pliskow. Written lor the Rock
player interested in learning Bass lines to standards and
blues. $8.00. Dan Pliskow, 1134 Oakdale Dr., Smyrna, GA

SELF-STUDY DRUM COURSES—Conga, Rock. Complete
charts plus recordings. Details free. Tip Publishing, 2689
LimekiIn, Dept DB, Glenside. PA 19038.

JAZZ GUITARISTS ENCYCLOPEDIA. Ideas, Runs, Pro-
gressions. $4.25 9383 Goldengate Ave., Orangevale, CA
5662.

__INSTRUMENTS & ACCESSORIES

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

- ~ LIGHTING

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

_ET CETERA

CHARLIE PARKER T-SHIRTS! Also Ellington. Coltrane, |

Billie Holiday, Mangione, Lester Young. Dolphy. Original
designs, satisfaction guaranteed. S-M-L-XL, $5.00. BIRD
LIVES, P.O. Box 4583, Boulder, CO 80302.

DATES GALORE! M;l exciting smgle;—_anywhere For
free application, call DATELINE, toll-free anytime (800)
451-3245.

HOW TO MAKE MONEY AS A MUSICIAN. The musician's

bible. 990 unique money-making ideas. Free information
packet: Kerns, 7249-D fFairbook, Baltimore, MD 21207.

PROFESSIONAL SERVICES
MUSICIANS REFERRAL SERVICE. “"Musicians looking for
Musicians.” Call 24 hours. (214) 690-0828 or (800)
527-6180, toll-free.
**********-*****
MUSICIANS!!

PROFESSIONAL MUSICIANS' REFERRAL
bs d. y o Buyd My terorises

is the LARGEST national registry of individual

musicians seeking groups and groups seeking

new members. CALL TODAY!

(612) 825-6848 or (800) 328-8660 — Toll Free

void where prodiited by faw.

LR SR 2 N 2N S 25 2 R B 0 2N Y
RECORDS & TAPES

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

OLDER JAZZ, SWING LPs—lowest prices. Monthly lists.
OC's, soundtracks. auctions! RECORDS, Box 1 138D, Whit-
tier, CA 90609.

FREE JAZZ AUCTION LIST: 10, 12", LP's and 45's EIm-
wood Record Sales. Box 10232, EImwood, CT 06110

WIERE TO STUDY

DRUM INSTRUCTION. Innovativel Revolutionary! Results
within six weeks! Better than the local teacher! Instruction
available in Manhattan or through tape home study. Not for
beginners. Send $1 00 for information to the Stanley Spec-
tor School of Drumming, 200 W. 58th St., Dept. 373, New
York., NY 10019. Phone: (212) 246-5661

SCHOOL OF CONTEMPORARY MUSIC (Striving to build a
new way). Jazz-Classical-Rock. Full or part-time study.
Monthly enrollment—professional dipioma. APPROVED
FOR VETS. Jeffrey D. Furst, Director, 2001 Beacon St.,
Brookline, MA 02146. (617) 734-7174,

* X ¥ ¥ ¥ ¥
+ X Ak A Ak F

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

ATTENTION BRASS PLAYERS. The Stevens-Costello Em-
bouchure Clinic is offering correspondence course relat-
ing to your personal embouchure probiems and limitations.
Write Stevens-Costello Embouchure Clinic, 1576 Broad-
way, NYC 10036. ROY STEVENS mouthpieces. trumpet,
trombone, fluegelhorn, now available. Mail Order only

Helpinstill Designs
6124 Jessamine; Houston, TX 77036

Hershman Musical Instrument Co.
51 W. 21 St.; NY 10010

Hitachi Sales Corp.
401 W. Artesia Bivd.; Compton, CA 90220

M. Hohner
Andrews St.; Hicksville, NY 11802
—, =

Imperial Accordion Mfg. Co.
2618 W. 59 St.; Chicago IL 60629

International Musical Instruments
PO Box 425; Tinley Park, IL 60477

International Music Corp.
PO Box 2344; Fort Worth, TX 76101

ISC Audio
40 Smith St.; Farmingdale, NY 11735

JBL . . . James B. Lansing
3249 Casitas Ave.; Los Angeles, CA 90039

—K—

Kawai Piano Corp.
24200 S. Vermont: Harbor City, CA 90710

URSZULADUDZIAK
(Acoustic and electronic vocalist)
The talk turned from the obligatory
discussion of the new album to Urszula
Dudziak’s voice, and specifically her use
of electronics. In addition to a table filled

with percussion instruments, Urszula
uses an English-made EMS synthesizer,
hooked up to a touch keyboard for elec-
tronic percussion, a ring modulator, and
an echorlex.

""Mostly all she does is delay her voice
with tape, actually all she uses for her
voice is a kind of echoplex and ring mod-
vlator . . . But in a way electronics are
important. When she does her unaccom-
panied solos she uses tape in a way that is
very crucial, and | think it's the best
use of the echoplex anybody has ever
done. It's part of her voice as an instru-
ment. The way she switches heads for
varying delay effects is a science in
itself.’

Besides voice and electronics, Urszula
revels in miscellaneous percussion; her
brother played drums, and since sibling
rivalry is a fundamental force in the
universe, she too became a percussionist.

"1 have this whole table ot percussion
and it's part of me, but how | use it de-
pends on how | feel,”” she explained.
"“Many times in Europe when | felt like
singing, |'d forget about the table of
percussion _instruments and just sing,
sing, sing. Then the next day, | might get
completely into percussion and not sing
so0 much. But you see, | wanted to be
surrounded by as many things as | could,
so | could pick up this or that depending
on how | feel.”’

(db, Jan. 15, '76)

THE BOX

LETS YOU PLAY

e

\ lj\xr\
7] 7 %‘q‘ 4

j———
“THE
FM wireless transmitter. !t enables you to
play an electronic instrument, sing or talk
with a microphone thru any FM portable
radio, FM car radio or FM tuner. By using

BOX'’ isan american made solid state,

an FM tuner, you can plav thru any amp
without being directly plugged into the amp.
The performer can walk 40 to 60 feet away
from the FM radio or the FM tuner and amp
with no loss of quality.

THE The Box Maker Company
455 Walt Whitman Road
mx Huntington Sration, NY 11746

We proudly announce the most complete }

discount catalog offering a full spectrum of
musical instruments, sound reinforcement
equipment, synthesizers and accessories. Qur
catalog has established itself as the nation’'s
leader in products, prices and in service. Our
famous reputation backs it up.

Our 1976 DISCOUNT CATALOG IS YOURS—
FREE! Just fill in the coupon below and malil
it to us today.

P.O. Box 41006 % Bethesda, Md. % 20014

NAME.

ADDRESS

CITY

STATE. zp
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| Mail to:
| down beat Subscriber Service

222 West Adams Street
Chicago, lliinois 60606

Please include a
down beat ad-
dress label when-
ever you write to
us about your sub-
scription. The num-
bers on your ad-
dress label are
essential to insure
prompt and accu-
rate service.

CHANGE OF
ADDRESS

Please let us know six

weeks before you move. Ploce your cur-
rent down beot oddress lobel in the spoce
|provided obove and print your new od-
I dress belaw.

| Name

Address.

|
I City__

GROVER
BRIDGES

pluck-up banjo

and guitar sounds

GROVER

MUSICAL PRODUCTS. INC
1278 West 9th Street. Cleveland. Ohlo 44113

B P.M.l.'76
== est 1939
==  Bi-centennial Music Catalog

America s most complete source of major brand in-
struments and accessories at fow, low prices
For a Free Catlalog write
P M I DEPT. db, P.O. BOX 1027
. «la UNION CITY, NJ 07087

# 30% TO 50%
DISCOUNT

GUITARS

AMPS® DRUNS BANJOS SAVE! Any NAME BRAND

BlLY i i
or ) "o

DIRECT brands Also Prdal Stenls BANJOS

nd Dobios Ask tor your price on
y model you choose FREE
/' Catalog WRITE
Warehouse Music Dept D-83
P O Box 11449
Fort Worth Texas 76109

SAVEL,
S

64 O down beat
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Kimball Piano & Organ Co.

2702 Newton; Jasper, IN 47546

King Conga

45809 Warm Springs Blvd.; Fremont, CA 94538
King Musical Instruments

33999 Curtis Blvd.; Eastlake, OH 44094
Koss Electronics

4129 N. Port Washington Ave
Milwaukee, Wl 53212

Kustom Electronics

PO Box 669; Chanute, KS 66720

—l—
Lamb Laboratories

155 Michael Drive; Syosset, NY 11791
Larilee Oboe Company

1700 Edwardsburg Road; Elkhart, IN 46514
Latin Percussion

PO Box 88; Palisades Park, NJ 07650

LaVoz Corp.

PO Box 487; Sun Valley, CA 91352

G. Leolanc Corp.

7019 30th Ave.; Kenosha, W! 53141

Otto Link, Inc.

121 SW Sth St.. Pompano Beach, FL 33060

| Lo Prinzi Guitars

Rosemont, NJ 08556

| Ludwig Industries

1728 North Damen; Chicago, IL 60647

| Lyon & Healy

HERB NOLAN

243 S. Wabash Ave.; Chicago, IL 60604

—M—

Marantz Co., Inc.

20525 Nordhoff St.; Chatsworth, CA 91311
C. F. Martin

502 Sycamore; Nazareth, PA 18064

Memorex Corp.

1200 Memorex Drive; Santa Clara, CA 95052
Merson Musical Products

75 Frost St., Westbury, NY 11590

Mirafone Corp.

8484 San Fernando Road: Sun Valley, CA 91352

S. L. Mossman Co., Inc.
Rte 3, Strother Field; Winfield, KS 67156

MICA . . . Musical Instrument Corp. of America
170 Eileen Way, Syosset, NY 11791

Musitronics Corp.
Rosemont, NJ 08556

Musonic, Inc.
1271 Rand Road; Des Plaines, IL 60016
MXR 1Innovations
PO Box 722; Rochester, NY 14603
__N—
Nashville Straights
101 W. Prospect Ave.; Mt. Prospect, IL 60056

NMS . . . National Music String
120 George Road; New Brunswick, NJ 08903

Norlin Music
7373 N. Cicero; Lincolnwood, IL 60646

Novaline, Inc.
PO Box 574; Norwood, MA 02062

—0—
Oberheim Efectronics
1549 9th St.; Santa Monica, CA 90401
OME Banjo Co.
5595 Arapahoe Ave.; Boulder, CO 80803
Original Musical Instrument Co., Inc.
1404 Gaylord St.; Long Beach, CA 90813
Osborne Sound
PO Box 506; Lamont, CA 93241
Otari Corp.
981 Industrial Road; San Carlos, CA 94070
Ovation Instruments
PO Box 205; New Hartford, CT 06057

—P, Q—
Peavey Electronics
711 A St.; Meridian, MS 39301
Peters Percusion
651 NE 28 St.; Pompano Beach, FL 33064
Philips Audio Video
91 McKee Drive; Mahwah, NJ 07430
Pioneer Electronics Corp.
75 Oxford Drive; Moonachie, NJ 07074

= '
JEAN LUC PONTY
(Violinist)

Ponty: | had to do that. Because now,
as of ‘75, I’ve been playing electric violin
for 14 years. | have fhrs very strong feel-
ing of what kind of musical environment
| want to create now, and | have to do it
right now. The Wings Of Music album is
like an opening page or a first chapter
to what | want to do with the band; I'm
going to explore much more, take more
extended solos onstage. | wanted to put
on the album the resuits of my sound
experiences with the violin all these

Iears, from the pure acoustic violin to
he most perverted sound. (Laughter)
Because you can really change the sound
through amplification and electronic
devices.

db: What kind of pickups and equip-
ment are you using?

Ponty: I'm wusing Barcus Berry
violin and violectra, which is an octave
deeper than the violin. 1 use them
straight or with pedals—wah, wah, dis-
tortion—and echoplex, phase shifters,
andsoon.

db: So you wouldn’t necessarily want
to amplify a really good acoustic violin?
In other words, a good electric violin . . .

Ponty: Yes, exactly. It depends on
what you’re looking for. If you want to
reproduce the pure sound of the violin
but louder, you have to fook for an ex-
cellent system, a mike and speakers and
so on. But for me it's like two instru-
ments. | prefer to keep the acoustic violin
straight and use my electric violin to

lug into a lot of different things which
ransform its sound completely.

db: | hope your new band won’‘t be
really loud. | think a lot of the offenders
these days are jazzmen who recently
?Iu ged in and go on with an attitude
hat it's like playing acoustic music,
which it isn’t. And the violin must be

articularly difficult, because it's so
rebly, and the high frequency receptors
in the ear are much more easily dam-
aged than the low frequency receptors.

Ponty: Yes, but I’'m really on the case.
It's a pretty tough instrument to handle
because of its overtones, but I’'m pretty
§fafisfied with the way |'ve been handling
v,

(db, Dec. 4, '75)




Polytone

1261 N. Vine St.; Los Angeles, CA 90038
Process Electronics Co.

180 Marlborough St.; Boston, MA 02116
Pro-Mark Corp.

10710 Craighead; Houston, TX 77025

Leo Quan Musical Products

2831 7 St.; Berkeley, CA 94710

Quilter Sound Co.

1936 Placentia; Costa Mesa, CA 92627
—R—

Randall Instruments, Inc.

1132 Duryea; Irvine, CA 92705

Reliable Brothers Flute Co.

1224 Ceres St.; Crockett, CA 92705

Remo, Inc.

12804 Rayner St.; N. Hollywood, CA 91605

Revox Corp.

155 Michael Drive; Syosset, NY 11791

Rhodes Piano Co.

PO Box 4220; Fullerton, CA 92631

Riba Distributing Co.

250 SW Fifth Court; Pompano Beach, FL 33060

Rickenbacker

201 E. Stevens; Santa Ana, CA 92707

Rico Corp.

PO Box 3266; North Hollywood, CA 91609

Road Electronics

PO Box 932; Ft. Scott, KS 66701

RMI . . . Rocky Mount Instruments

Macungie, PA 18062

The Rockwell Company

11801 Summers Road; Chesterland, OH 44026

Rodgers Organ Co.

1300 NE 25 Ave.; Hillsboro, OR 97123

Rogers Drums

PO Box 4220; Fullerton, CA 92631

RotandCorp US

2925 S. Vail Ave.; Los Angeles, CA 90040

Rowe-DeArmond

1702 Airport Highway, Toledo, OH 43609

ALPHONSE MOUZON
(Drummer)

db: Several people have remarked on
the 1size of your drum kit. What do you
use?

Mouzon: It's a Fibes kit, and it's not
really that targe compared to what some
rock drummers have. It has a total of
eight tomtoms, a double bass drum,
seven cymbals, and a snare. |'ve used a
phaser on several occasions, but only
when we do concerts and they can hook
itright Uﬁ to the sound system.

db: When you do get your own group
together, what kind of instrumentation
do you plan to front?

Mouzon: |'d want an electric guitar,
a rhythm guitar that plays iead as well,
a synthesizer man who plays at least

—s
SAE
701 E. Macy; Los Angeles, CA 90012

Sanyo Electric Co.
1200 W. Artesia Bivd.; Compton, CA 90220

Schilke Music Products
529 S. Wabash Ave.; Chicago, IL 60605

H & A Selmer
PO Box 310; Etkhart, IN 46514

SESCOM, Inc.
12931 Budlong Ave.; Gardena, CA 90247

Shure Brothers
4655 W. Chase; Lincolnwood, IL 60646

SKY Music

1400 South Lamar; Austin, TX 78704
Slingerland Orum Co.

6633 N. Milwaukee; Niles, IL 60648

Sorkin Music Co.
370 Motor Parkway; Hauppage, NY 11787

Soundcraftsman
1721 Newport Circle; Santa Ana, CA 92705

V. C. Squier

PO Box 115; Battie Creek, MI 49015
Steiner-Parker

1515 So. 1500 E.; Salt Lake City, UT 84105

Steinway & Sons
Steinway Place; Long Island City, NY 11105

Stick Enterprises
8320 Yucca Trail; Los Angeles, CA 90046

Sunn Musical Equipment Co.

PO Box 402; Tualatin, OR 97062
Superscope, Inc.

8150 Vineland Ave.; Sun Valley, CA 91352

Systems & Technology
2025 Factory St.; Kalamazoo, MI 49001

—_T

TAPCO
405 Howell Way; Edmonds, WA 98020

Tascam

7733 Telegraph Road; Montebello, CA 90640
Tel Ray Electronics

2301 W. Victory Bivd.; Burbank, CA 91506

Thomas Organ Co.
7310 N. Lehigh; Chicago, IL 60648

Travis Bean Guitars
11671 Sheldon St., Unit €; Sun Valley, CA 91352
Turner Microphone Co.
909 17th St. NE; Cedar Rapids, IA 52402
—U, v—
Uher of America, Inc.
621 S. Hindry Ave.; Inglewood, CA 90301
Uni-Sync
5559 Cahuenga Blvd.; N. Hollywood, CA 91601
Vinci-Quarius Strings
PO Box 196, Gravesend Sta.; Brooklyn, NY 11223
—W—
David Wexler & Co.
823 S. Wabash Ave.; Chicago, IL 60605

" Wickity Sticks Drumstick Co.

ten keyboards, bass and drums. That’s |

an r&b bassist and rhythm, a rock lead
guitar, and a classical keyboardist.
(db, Dec. 4, ‘75)

101 Court St.; Evansville, IN 47708

Woodson Electronics
111 N. Elgin; Bolivar, MO 65613

The Wurlizer Company
DeKalb, IL 60115

—_Y—

Yamaha Instrument Corp.
PO Box 6600; Buena Park, CA 90620

Yorkville Sound, Inc.
56 Harvester Ave.; Batavia, NY 14020

o
Zalmar Twin Pedel Co.

| 153 North St.; Seymour, CT 06483

I8 Guitar Co.

1835 S. 20 St.; Phoenix, AZ 85034
Zickos Corp.

11844 W. 85th St.; Lenexa, KS 66214
Avedia Zildjian Co.

PO Box 198; Accord, MA 02018
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down beat’s

1936-

40 Years of

READERS POLL WINNERS

1975

FAVORITE SOLOIST

HALL OF FAME!

~ Benny Goodman—Glenn Miller
__ Duke Ellington—Tommy Dorsey
Benny Goodman—Tommy Dorsey

BIG BAND?

Benny Goodman—Ray Noble

~ Benny Goodman—Hal Kemp

Artie Shaw—Casa Loma

Benny Goodman—Tommy Dorsey

Benny Goodman—Glenn Miller

Duke Ellington—Charlie Spivak

" Woody Herman—Tommy Dorsey

1936 Benny Goodman

1937 Benny Goodman - -

1938 Benny Goodman - o
1939 Benny ( Goodman ) -

1940 Benny Goodman o
1941 Harry James

1942 Benny Goodman - - o
1943 Benny Goodman T o
1944 Benny Goodman o

1945 Benny G Goodman

1946 Benny Goodman -

1947 ‘Duke Ellington -

1948 Benny Goodman B - - -
1949 B
1950 S -
1951 Charlie Parker! o )

1952 o - Louis Armstrong
1953 Glenn Miller

1954 - Stan Kenton

1955 Charlie Parker
1956 T B ~ Duke Ellington
1957 - ~ Benny Goodman
1958 ~ Count Basie

1959 _ Lester Young
1960 B ~ Dizzy Gillespie
1961 __ Billie Holiday
1962 Miles Davis

1963 ‘Thelonious Monk

1964 JAZZMAN OF THE YEAR!

Eric Dolphy

1965 John Coitrane
1966 Ornette Coleman
1967 Charles Lioyd

1968 Gary Burton

1969  Miles Davis
1970 Miles Davis

1971 Miles Davis B
1972 Ornette Coleman
1973 Chick Corea
1974 Herbie Hancock
1975 McCoy Tyner

"Bud Powell

Gene Krupa

John Coltrane
Bllly Strayhorn
Wes Montgomery
Ornette Coleman

~ Jimi Hendrix

" Charles Mingus

_Sonny Rollins
Buddy Rich
Cannonball Adderley

*From 1940-1949, band leaders were not eligibie in instrument categories.
The Favorite Soloist category, ancestor to the Jazzman Of The Year category, was discontinued in 1952, the same year the Hall of Fame was instituted. The Jazzman Ot The

Year slot was added in 1965.

~ Duke Ellington—Duke Ellington

Stan Kenton
Duke Ellington
Woody Herman
‘Stan Kenton
Stan Kenton
Stan Kenton

" Stan Kenton—Les Brown

Stan Kenton—Les Brown

"~ Count Basie—Les Brown

Count Basie—Les Brown

Count Basie—Les Brown

~ Count Basie—Les Brown

Count Basie—Les Brown

Count Basie—Les Brown

Count Basie—Count Basie

~ Duke Elhngton—Count t Basie

Duke Ellington—Count Basie

~ Duke Ellington—Count Basie

Duke Ellungton—Count Basie
Duke Ellington -
Duke Ellington
Duke Ellington
“Duke Ellington

JAZZ GROUP

~ Benny Goodman
Benny Goodman
Benny ‘Goodman
Benny Goodman
" Benny Goodman
Roy Eldridge
‘Nat King Cole
Nat King Cole
‘Nat King Cole
" Nat King Cole
Charlie Ventura
 George Shearing
George Sheanng
‘George Shearing
~ George Shearing
Dave Brubeck -
~ Dave Brubeck
Modern Jazz Quartet
Modern Jazz Quartet
Modern Jazz Quartet
~ Modern Jazz Quartet
~ Dave Brubeck
~ Modern Jazz Quartet
‘Modern Jazz Quartet
‘Dave Brubeck
“Dave Brubeck
Dave Brubeck
" Dave Brubeck
"Miles Davis
~ Miles Davis
“Miles Davis
"Miles Davis

~ Duke Ellington
Duke Ellington

~ Thad Jones & Mel Lewis

" Thad Jones & Mel Lewis
Thad Jones & Mel Lewis
"~ Thad Jones & Mel Lewis

Miles Davis

" Miles Davis
“‘Weather Report
~ Weather er Report
~ Weather Report

~Weather Report

2From 1936-1946 there was a separate category for Sweet-Band, winners ct which are listed to the right of the regular Big Band winners. From 1953-1965, readers voted on

their favorite Dance-Band, similarly listed on the right.
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ARRANGER/COMPOSER3

1938 Larry Clinton 1963 Duke Ellington
1939 Fletcher Henderson 1951 Pete Rugolo 1964 Duke Ellington
1940 Fletcher Henderson 1952 Ralph Burns 1965 Gil Evans/Duke Ellington
1941 Sy Oliver 1953 Raiph Burns 1966 Gil Evans/Duke Ellington
1942 Sy Oliver 1954 Pete Rugolo 1967 Oliver Nelson/Duke Ellington
1943 Sy Oliver 1955 Pete Rugolo 1968 Oliver Nelson/Duke Ellington
1944 Sy Oliver 1956 John Lewis 1969 Duke Ellington/Duke Ellington
1945 Sy Oliver 1957 Duke Ellington 1970 Quincy Jones/Duke Ellington
1946 Billy Strayhorn 1958 Duke Ellington 1971 Quincy Jones/Duke Ellington
1947 Pete Rugolo 1959 Gil Evans 1972 Quincy Jones/Duke Ellington
1948 Billy Strayhorn 1960 Gil Evans 1973 Quincy Jones/Duke Ellington
1949 Pete Rugolo 1961 Gil Evans 1974 Gil Evans/Chick Corea
1950 Pete Rugolo 1962 Gil Evans 1975 Gil Evans/Chick Corea

GUITAR BASS* PIANOS DRUMS ALTO SAX
1936 Eddie Lang Pops Foster Teddy Wilson Gene Krupa
1937 Carmen Mastren Bob Haggart Teddy Wilson Gene Krupa Jimmy Dorsey
1938 Benny Heller Bob Haggart Bob Zurke Gene Krupa Jimmy Dorsey
1939 Charlie Christian Bob Haggart Jess Stacy Gene Krupa Jimmy Dorsey
1940 Charlie Christian Bob Haggart Jess Stacy Ray Bauduc Johnny Hodges
1941 Charlie Christian Bob Haggart Jess Stacy Buddy Rich Johnny Hodges
1942 Eddie Condon Bob Haggart Jess Stacy Buddy Rich Johnny Hodges
1943 Eddie Condon Artie Bernstein Mel Powell Gene Krupa Johnny Hodges
1944 Allan Reuss Bob Haggart Mel Powell Buddy Rich Johnny Hodges
1945 Oscar Moore Chubby Jackson Mel Powell Dave Tough Johnny Hodges
1946 Oscar Moore Eddie Safranski Mel Powell Dave Tough Johnny Hodges
1947 Oscar Moore Eddie Safranski Mel Powell Shelly Manne Johnny Hodges
1948 Oscar Moore Eddie Safranski Erroll Garner Shelly Manne Johnny Hodges
1949* Billy Bauer Eddie Safranski Oscar Peterson Shelly Manne Johnny Hodges
1950 Billy Bauer Eddie Safranski Oscar Peterson Shelly Manne Charlie Parker
1951 Les Paul Eddie Safranski Oscar Peterson Shelly Manne Charlie Parker
1952 Les Paul Eddie Safranski Oscar Peterson Gene Krupa Charlie Parker
1953 Les Paul Ray Brown Oscar Peterson Gene Krupa Charlie Parker
1954 Johnny Smith Ray Brown Oscar Petersor Shelly Manne Charlie Parker
1955 Johnny Smith Ray Brown Erroll Garner Max Roach Paul Desmond
1956 Barney Kessel Ray Brown Erroll Garner Shelly Manne Paul Desmond
1957 Barney Kessel Ray Brown Erroll Garner Shelly Manne Paul Desmond
1958 Barney Kessel Ray Brown Oscar Peterson Shelly Manne Paul Desmond
1959 Barney Kessel Ray Brown Oscar Peterson Shelly Manne Paul Desmond
1960 Barney Kessel Ray Brown Oscar Peterson Shelly Manne Cannonball Adderley
1961 Wes Montgomery Ray Brown Oscar Peterson Max Roach Cannonball Adderley
1962 Wes Montgomery Ray Brown Oscar Peterson Joe Morello Paul Desmond
1963 Charlie Byrd Ray Brown Oscar Peterson Joe Morello Paul Desmond
1964 Jim Hall Charies Mingus Bill Evans Joe Morello Paul Desmond
1965 Jim Hall Charles Mingus Oscar Peterson Elvin Jones Paul Desmond
1966 Wes Montgomery Ray Brown Oscar Peterson Elvin Jones Paul Desmond
1967 Wes Montgomery Ray Brown Oscar Peterson Buddy Rich Paul Desmond
1968 Kenny Burrell Richard Davis Herbie Hancock Elvin Jones Cannonball Adderley
1969 Kenny Burrefl Richard Davis Herbie Hancocx Elvin Jones Cannonball Adderley
1970 Kenny Burrell Richard Davis Herbie Hancock Buddy Rich Cannonball Adderley
1971 Kenny Burrell Richard Davis Herbie Hancock Buddy Rich Cannonball Adderley
1972 John McLaughlin Richard Davis Oscar Peterson Buddy Rich Ornette Coleman
1973 John McLaughlin Ron Carter Chick Corea Billy Cobham Ornette Coleman
1974 John McLaughlin Ron Carter/Stanley Clarke# McCoy Tyner Billy Cobham Ornette Coleman
1975 Joe Pass Ron Carter/Stanley Clarke McCoy Tyner/Chick Corea Billy Cobham Phil Woods

‘From 1940-1949. band leaders were not eligible in instrument categories

*Until 1964, the Arranger/Composer categories were combined into one category. They were split in 1555; Arrangers are listed on the left, Composers on the right,

“In 1974, a separate category for Electric Bass was begun. Winners listed on the rignt.

“In 1975, a separate category for Electric Piano was begun. Winners listed on the right.
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TENOR SAX

BARITONE SAX

CLARINET

TROMBONE

TRUMPET

1936 ~ Benny Goodman Tommy Dorsey Bix Beiderbecke

1937 Chu Berry | o - Benny Goodman Tommy Dorsey Harry James

1938 Bud Freeman Benny Goodman Tommy Dorsey Harry James

1939 Coleman Hawkins Benny Goodman Tommy Dorsey Harry James

1940* Eddie Miller Irving Fazola Jack Jenney Ziggy E!man

1941 Tex Beneke = ~ Irving Fazola J. C. Higginbotham ~Ziggy Elman

1942 Tex Beneke o Pee Wee Russell J. C. Higginbotham Roy Eldridge

1943 Vido Musso - Pee Wee Russell J. C. Higginbotham ~ Ziggy Eman

1944  Lester Young ~ Harry Carney Pee Wee Russell J. C. Higginbotham — Ziggy Eiman

1945 Charlie Ventura Harry Carney Buddy DeFranco ~ Bill Harris Ziggy Elman

1946 Vido Musso Harry Carney "~ Buddy DeFranco "~ Bill Harris ~ Roy Eldridge

1947  Vido Musso Harry Carney Buddy DeFranco Bill Harris Ziggy E!man

1948  Fiip Phillips Harry Carney Buddy DeFranco " Bill Harris " Charlie Shavers

1949* Flip Phillips Serge Chaloff Buddy DeFranco Bill Harris Howard McGhee

1950 Stan Getz - Serge Chaloff Buddy DeFranco " Bill Harris ) " Maynard Ferguson

1951  Stan Getz ~ Serge Chaloff “Buddy DeFranco Bill Harris Maynard Ferguson

1952  Stan Getz Harry Carney ~ Buddy DeFranco  Bill Harris r— Maynard Ferguson

1953  Stan Getz ~Gerry Mulligan Buddy DeFranco  Bill Harris Chet Baker

1954  Stan Getz “Gerry Mulligan Buddy DeFranco " Bill Harris " Chet Baker

1955 Stan Getz ~Gerry Mulligan Buddy DeFranco  J. J. Johnson " Miles Davis

1956  Stan Getz Gerry Mulligan - Tony Scott J. J. Johnson “Dizzy G Glllesp|e

1957 Stan Getz ~ Gerry Mulligan ~ Jimmy Giuffre ~ J.J.Johnson "~ Miles Davis

1958  Stan Getz Gerry Mulligan “Tony Scott "J. J. Johnson ~ Miles Davis

1959  Stan Getz Gerry Mulligan Tony Scott J. J. Johnson Miles Davis

1960 John Coltrane Gerry Mulligan’ Buddy DeFranco ~J. J. Johnson Miles Davis

1961  John Coltrane Gerry Mulligan ~ Buddy DeFranco “J. J. Johnson ~ Miles Davis

1962 Stan Getz ~Gerry Mutligan ~ Buddy DeFranco ~ J. J. Johnson  Miles Davis

1963  Stan Getz ~Gerry Mulligan Buddy DeFranco "J. J. Johnson Miles Davis

1964  John Coltrane ~Gerry Mulligan ~ Jimmy Giuffre ~ J. J. Johnson Miles Davis

1965 John Coltrane  Gerry Mulligan Buddy DeFranco ~J. J. Johnson Miles Davis

1966  John Coltrane Gerry Mulligan ~ Buddy DeFranco  J. J. Johnson o Miles Davis

1967 Stan Getz ~ Gerry Mulligan Buddy DeFranco ~J.J Johnson ~ Miles Davis

1968  Stan Getz Gerry Mulligan ~ Pee Wee Russell "J. J. Johnson " Miles Davis

1969  Stan Getz Gerry Mulligan ~ Jimmy Hamiiton ~J. J. Johnson ~ Miles Davis

1970 Stan Getz ~ Gerry Mulligan Rahsaan Roland Kirk J. J. Johnson ‘Miles Davis

1971  Stan Getz Gerry Mulligan " Rahsaan Roland Kirk “J. J. Johnson Miles Davis

1972 Sonny Rollins Gerry Mulligan Rahsaan Roland Kirk  J. J. Johnson Miles Davis

1973  Sonny Rollins Gerry Mulligan ~ Benny Goodman ~J. J. Johnson ~ Freddie Hubbard

1974  Sonny Rollins Gerry Mulligan Rahsaan Roland Kirk Garnett Brown Freddie Hubbard

1975 Sonny Rollins “Gerry Mulligan Rahsaan Roland Kirk  Bill Watrous " Miles Davis
VIBES FLUTE ACCORDIONS SOPRANO SAX

1952 Terry Gibbs Art Van Damme

1953  Terry Gibbs o - Art Van Damme o B

1954 Terry Gibbs N Art Van Damme - o o

1955  Milt Jackson ——, ~ Art Van Damme = B - B

1956  Milt Jackson Bud Shank Art Van Damme

1957  Milt Jackson Herbie Mann " “Art Van Damme - B -

1958  Milt Jackson ~ Herbie Mann Art Van Damme o -

1958  Milt Jackson =3 Herbie Mann ~ Art Van Damme o o —

1960  Milt Jackson B " Herbie Mann - - - -

1961  Milt Jackson " Herbie Mann S - o o

1962  Milt Jackson " Herbie Mann ) T - ) o

1963  Milt Jackson Herbie Mann - N B o - -

1964  Milt Jackson ~ Herbie Mamn - - - - - ) —

1965  Milt Jackson Herbie Mann - )

1966  Milt Jackson - Herbie Mann o

1967  Milt Jackson B _Herbie Mann B — P

1968  Gary Burton " Herbie Mann

1969  Gary Burton ~ Herbie Mann N - Joe Farrell

1970 Gary Burton ~ Herbie Mann o - ~ Wayne Shorter

1971 GaryBurton Hubert Laws N Wayne Shorter

1972 Gary Burton Hubert Laws - - - ~ Wayne Shorter

1973 Gary Burton ~ HubertLaws R o o "~ Wayne Shorter

1974 GaryBurton ~~ HubertLaws - — - ~ Wayne Shorter

1975  Gary Burton - " Hubert Laws - Wayne Shorter

*From 1940-1949, band leaders were not eligible in instrument categories
%The Accordion category, separated from Miscellaneous Instruments in 1952, was terminated in 1960
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MISC. INSTRUMENT

1950 Terry Gibbs—vibes 1960 Don Elliott—mellophone 1966 Roland Kirk—manzello & stritch
1951 Terry Gibbs—vibes 1961 John Coltrane—soprano sax 1967 Roland Kirk—manzello & stritch
1952 Art Van Damme—accordion 1962 Jimmy Smith—organ’; 1968 Roland Kirk—manzello & stritch
1953 Don Elliott—mellophone John Coltrane—soprano sax; 1969 Roland Kirk—manzello & stritch
1954 Don Elliott—mellophone Roland Kirk—manzelio & stritch 1970 Rahsaan Roland Kirk—manzello & stritch
1955 Don Elliott—mellophone 1963 Roland Kirk—manzello & stritch; 1971 Rahsaan Roland Kirk—manzello & stritch
1956 Don Elliott—mellophone Jimmy Smith—organ 1972 Rahsaan Roland Kirk—manzello & stritch
1957 Don Elliott—mellophone 1964 Roland Kirk—manzello & stritch; 1973 Rahsaan Roland Kirk—manzello & stritch
1958 Don Elliott—mellophone John Coltrane—soprano sax 1974 Rahsaan Roland Kirk—manzello & stritch
1959 Don Elliott—mellophone 1965 Roland Kirk—manzello & stritch 1975 Rahsaan Roland Kirk—manzello & stritch

JAZZ ALBUM OF THE YEAR ROCK/BLUES ALBUM OF THE YEAR

1965 John Coltrane, A Love Supreme
1966 Ornette Coleman, At The Golden Circle Vol. | ——— el - - —
1967 Miles Davis, Miles Smiles I e e S — - =
1968 Don Eliis, Electric Bath
1969 Miles Davis, Filles De Killimanjaro o o
1970 Miles Davis, Bitches Brew - Blood, Sweat & Tears, B, S& T 3
1 1971 Weather Report o Chase
1972 Mahavishnu Orchestra, Inner Mounting Flame o ~ Mahavishnu Orchestra, Inner Mounting Flame
1973 Mahavishnu Orchestra, Birds Of Fire —=_ o Mahavishnu Orchestra, Birds Of Fire
1974 Weather Report, Mysterious Traveller ~ Stevie Wonder, r, Fullillingness’ First Finale
. 1975 Weather Report, Tale Spinnin’ Jeff Beck, Blow By Blow
FE T® 8 9

MALE VOCALIS MALE VOCALIST VOCAL GROUP PERCUSSION
1937 Ella Fltzgerald
1938 “Ella Fitzgerald e 1974 Airto Moreira
1939 Ella Fitzgerald ‘Bing Crosby 1975 Airto Moreira
1940 Helen O'Connell ~ Bing Crosby o
1941 Helen O'Connell Frank Sinatra
1942 Helen Forrest - Frank Sinatra
1943 JoStafford  Frank Sinatra VIOLIN
1944 Dinah Shore—Anita O'Day? Bing Crosby—Bob Eberly? Pied Pipers
1985 _Jo Stafford—Anita ODay  Bing Crosby—Stuart Foster __ Pied Pipers | 1571 Jean-uc gg:g_
1946 Pegg‘y Lee_—J_uneC_hns_ty_ - Frank Sinatra—értLund_ sl Ed Pipers» 1973 Jean-Luc Ponty
1947 Sarah Vaughan—June Christy " Frank Sinatra—Buddy Stewart Pied Pipers 1974 Jean-Luc Ponty
1948  Sarah Vaughan—June Chrlsty ﬂy Q(s_tme—Al Hibbler ~ Pied Pipers 1975 Jean-Luc Ponty
1949 Sarah Vaughan—Mary Ann McCaIl Billy Eckstine—Al Hibbler Pied Pipers
1950 Sarah Vaughan—June Christy " Billy Eckstine—Jay Johnson Mills Brothers
1951  Sarah Vaughan—Lucy Ann Polk Billy Eckstine—Jay Johnson Milis Brothers
1952  Sarah Vaughan—L_ucy Ann Polk Billy Eckstine—Tommy Mercer  Mills Brothers
1953 Ella Fitzgerald—Lucy Ann Polk Nat Cole—Tommy Mercer Four Freshmen SYNTHESIZER
1954 Ella Fitzgerald—Lucy Ann Polk_ Frank Sinatra—Tommy Mercer  Four Freshmen 1974 Herbie Hancock
1955 Ella Fitzgerald—Ann Richards Frank Sinatra—Joe Williams Four Freshmen 1975 Herbie Hancock
1956 Ella Fitzgerald Frank Sinatra “Four Freshmen
1957 Ella Fitzgerald “Frank Sinatra ~ Hi-Lo's
1958 Ella Fitzgerald “Frank Sinatra Four Freshmen
1959 Ella Fitzgerald ~ Frank Sinatra ~ Lambert, Hendricks & Ross ROCK/BLUES
1960 Ella Fitzgerald Frank ﬂr@tri T Lambert, Hendrickf & Ross MUSICIAN
1961 Ella Fitzgerald Frank Sinatra Lambert, Hendricks & Ross
1962 Ella Fitzgerald - Frank Sinatra Lambert, Hendricks & Ross 1970 Frank Zappa
1963 Ella Fitzgerald Ra&harles Lambert, Hendricks & Ross 1971 Frank Zappa
1964 Ella Fitzgerald Ray Charles Double Six 1972 Frank Zappa
1965 Ella Fitzgerald o ~ Frank Sinatra Double Six 1973 Stevie Wonder
1966 Ella Fitzgerald ~ Frank Sinatra ~ Double Six 1974 Stevie Wonder
1967 Ella Fitzgerald ‘Lou Rawls Beatles® 1975 Stevie Wonder
1968 Ella Fitzgerald Ray Charles Beatles
1969 Ella Fitzgerald - ~ Ray Charles ‘Blood, Sweat & Tears
1970  Elia Fitzgerald B Leon Thomas Blood, Sweat & Tears
1971 Roberta Flack - “Leon Thomas ~ Bilood, Sweat & Tears ROCK/BLUES
1972 Roberta Flack Leon Thomas Mahavishnu Orchestra GROUP
1973 Roberta Flack Leon Thomas Mahavishnu Orchestra
1974 Flora Purim Stevie Wonder Pointer Sisters 1974 Frank Zappa
1975  Flora Purim Stevie Wonder ~ Pointer Sisters 1975 Earth, Wind & Fire

’From 1962-64, the Miscellaneous Instrument category was decided on a percentage-of-votes-received basis
%From 1244-1955 there was a separate category for Vocalists-With-Band; winners of this category are listed on the right

%The Vocal Group category has undergone a couple of changes. In 1967 1t became the Rock-Pop-Blues Group category, then reverted back to Vocal Group when a separate
category for Rock-Blues Group was instituted in 1974

MUSIC ‘76 O 69




down beat

HALL OF FAME

1961 Coleman Hawkins
1962 Bix Beiderbecke -
chTlcs PoLL 1963 Jelly Roll Morton _
71964 Art Tatum_ -
1965 Earl Hines 3 B
71966 Charlie Christian -
WINNERS 1967  Bessie Smith
1968 Sidney Bechet / Fats Waller
1969 Pee Wee Russell 7 Jack Teagarden
1953 m 1975 1970 Johnny Hodges -
1971 Roy Eldndge / Django Reinhardt
- - - - - 1972  Clifford Brown
For all categories, the Estaplnshod Talent winners are listed fvrot: 1973 F|etcher Henderson - —
winners in the Talent Deserving Wider Recognition section appear in oA S —
gray and to the right. 1974 Ben Webster I
1975 Cecil Taylor
BIG BAND EST. COMBO
1953 Duke Ellington Dave Brubeck
1954  Count Basie B 1 Modern Jazz Quartet -
1955  Count Basie - | Modern Jazz Quarter o -
1956  Count Basie o - Modern Jazz Quartet
1957 CountBasie =~ | ModernJazzQuartet -
1958 Duke Ellington "Modern Jazz Quartet -
1959  Duke Ellington Maynard Ferguson Modern Jazz Quartet ~ Mastersounds
1960  Duke Ellington "~ Quincy Jones ‘Modern Jazz Quartet Art Farmer-Benny Golson
1961 Duke Ellington Gerry Mulligan | Modern Jazz Quartet John Coltrane -
1962  Duke Ellington “Terry Gibbs ~ | Miles Davis Al Grey-Billy Mitchell o
1963* Duke Ellington ‘Gerald Wilson | Miles Davis ~ Clark Terry-Bobby Brookmeyer
1964 Duke Ellington “Harry James ~ | Thelonious Monk Art Farmer
1965  Duke Ellington Johnny Dankworth T MilesDavis Al Cohn-Zoot Sims
1966 Duke Ellington ~ Thad Jones-MelLewis | Miles Davis Denny Zeitlin T
1967  Duke Ellington Don Ellis O | Miles Davis ~ Charles Lioyd -
1968 Duke Ellington " Buddy Rich 1 Miles Davis ~ Gary Burton o
1969  Duke Ellington Kenny Clarke-Francy Boland | Miles Davis " Elvin Jones Trio
1970 Duke Ellington Mike Westbrook ~ | Miles Davis ~ Phil Woods' European Rhythm Machine
1971 Duke Ellington SunRa ~Miles Davis ~ Art Ensemble of Chicago
1972 Duke Ellington ~ Sun Ra | World's Greatest Jazz Band_JPJ Quartet
1973 Duke Ellington Gil Evans Mahavishnu Orchestra Art Ensemble of C Chscago
1974  Thad Jones-Mel Lewis Gil Evans 1 McCoy Tyner ~Ruby Braff-George Barnes
1975  Thad Jones-Mel Lewis Clark Terry T McCoy Tyner ~  Oregon o
GUITAR
1953 - - - | Barney Kessel _ Johnny Smith
1954 - e | Jimmy Raney Tal Farlow
w5 - ) | Jimmy Raney Howard Roberts
1956 T TraiFarlow  Dick Garcia_
1957 ARRANGER—COMPOSER! ] TalFarlow 'Kenny Burrell
1958 ] Freddie Green Jim Hall
1959 Duke Eilington “Benny Golson B Barney Kessel Charlie Byrd
1960 Duke Ellington Quincy Jones ] Kenny Burrell Wes Montgomery
1961 " Duke Ellington ~ GeorgeRussell ) | Wes Montgomery Les Spann
1962 " Duke Ellington B Ofiver Nelson 1 Wes Montgomery Grant Green
1963* Duke Ellington Gary McFarland | JimHall/ Joe Pass o
Wes Montgomery
1964 Duke Ellington ~ Cecil Taylor / Gerald Wilson T JimHan ~ Gabor Szabo /
b Attila Zoller
ARRANGER! COMPOSER!?
1965 Gil Evans Clare Fischer Duke Ellington Ornette Coleman Jim Hall Bola Sete
1966 GilEvans  Rod Levitt | DukeEllington  CarlaBley ~ | Wes Montgomery — Rene Thomas
1967 Duke Ellington ‘Thad Jones Duke Elington Herbie H_anﬂ:k_ | Wes Montgomery George Benson -
1968 Duke Ellington  Tom Mclintosh Duke Ellington  Wayne Shorter Kenny Burrell “Larry Coryell

1969 Duke Ellington

1970  Duke Ellington

- Francy Boland |
~ Duke Pearson

1971 [ _Duke Ellington Herbie Hancock |
1972 Duke Ellington Alan Broadbent

1973 Duke Ellington Sy Oliver

1974 Gil Evans ~ Bill Stapleton |
1975 Gil Evans Michael Gibbs

Duke Ellington
Keith Jarrett

Duke Ellmgton
Duke Ellington

Duke Ellington
Duke Ellington

| Duke Ellington

~Mike Gibbs
(_Zar!agey
Carla Bley

Mike Westbrook |

~ Chick Corea ]

McCoy Tyner

Kenny Burrell
Kenny Burrell
‘Kenny Burrell
Kenny Burrell

Kenny Burrell

| Jim Hall

Randy Weston

| Joe Pass

~ Pat Martino

~Sonny Sharrock _
Dennis Budimir

Tiny Grimes /
Pat Martino

" George Benson /

Attila Zoller
Ralph Towner

~ John Abercrombie

*Prior to 1963, the TOWR (Talent Deserving Wider Recognition) category was calied the New Star category. Starting in 1963, the category was changed to the present title, which also
changed the nature of the category itsell, allowing the critics to vote for established musicians they felt to be underlooked in addition to younger talents
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ACOUSTIC PIANO ACOUSTIC BASS DRUMS
1953  Oscar Peterson Billy Taylor Oscar Pettiford Charles Mingus / Buddy Rich Art Blakey
Red Mitchelt
1954  Art Tatum Horace Silver Ray Brown Percy Heath Buddy Rich Osie Johnson
1955  Art Tatum Randy Weston Oscar Pettiford Wendell Marshafl Art Blakey Joe Morello
1956 Art Tatum _Hampton Hawes | Oscar Pettiford Paul Chambers | Jo Jones Chico Hamilton
1957  Erroll Garner " Eddie Costa Oscar Pettiford Leroy Vinnegar Max Roach Philly Joe Jones
1958 Thelonious Monk Bill Evans Ray Brown Wilbur Ware Max Roach none
1959  Thelonious Monk  Bill Evans | RayBrown Scott LaFaro ‘Max Roach Elvin Jones /
Ed Thigpen
1960 Thelonious Monk Ray Bryant Ray Brown Sam Jones Max Roach Billy Higgins
1961  Thelonious Monk  Junior Mance 1T Ray Brown Charlie Haden Max Roach Louis Hayes
1962  BillEvans Cecil Taylor Ray Brown Art Davis “Philly Joe Jones Roy Haynes/
Mel Lewis
1963* Bill Evans McCoy Tyner Charles Mingus  Gary Peacock Elvin Jones Pete LaRoca
1964 BillEvans  Don Friedman | Charles Mingus _ Steve Swallow Elvin Jones Tony Williams
1965 Bill Evans “Andrew Hill T~ Charles Mingus  Ron Carter Elvin Jones Alan Dawson /
| Dannie Richmond
1966  Earl Hines Jaki Byard _—t _Charles Mingus _ Richard Davis _Elvin Jones Sonny Murray
1967  Earl Hines Keith Jarrett 1 Richard Davis  David lzenson | Elvin Jones Milford Graves
1968  Bill Evans " Roger Kellaway Richard Davis  Eddie Gomez | Elvin Jones Billy Higgins
1969  Earl Hines Chick Corea " Richard Davis  Niels-Henning [ Elvin Jones Daniel Humair
@rsted Pedersen -
1970  Earl Hines ~ Stanley Cowell Richard Davis  Miroslav Vitous Elvin Jones Jack DeJohnette
1971  Earl Hines ~ Jaki Byard / Richard Davis  Miroslav Vitous Elvin Jones Gus Johnson
Tommy Flanagan -
1972  Earl Hines “Randy Weston T— Richard Davis  Dave Holland “ElvinJones  Harold Jones
1973 Earl Hines ~Jan Hammer " | Richard Davis  Stanley Clarke | Elvin Jones Oliver Jackson
1974 Keith Jarrett / Muhal Richard Abrams | Richard Davis Stanley Clarke Elvin Jones Bitly Hart
McCoy Tyner e . | S
1975  Keith Jarrett  Dollar Brand Ron Carter George Mraz Elvin Jones Billy Higgins
FLUTE
1960  Frank Wess Les Spann
1961  Frank Wess  Leo Wright
1962 Frank Wess  Eric Dolphy
1963°  Frank Wess  Roland Kirk ORGAN
1964  Frank Wess Yusef Lateef Jimmy Smith  Freddie Roach
1965 RolandKirk ~ JamesMoody | limmy Smith __ John Patton
1966 Roland Kirk  Charles Lloyd cimmy Smith Larry Smith
1967  James Moody  Jeremy Steig ~Jimmy Smith Don Patterson
1968 James Mood Hubert Laws Jimmy Smith Odell Brown /
’ g i SOPRANO SAX
1969  James Moody ~ JoeFarrell | Jimmy Smith Lonnie Smith Lucky Thompson John Surman
1970 James Moody  Norris Turney Jimmy Smith  Lou Bennett Wayne Shorter Tom Scott
1971 James Moody  Norris Turney | Jimmy Smith _ Eddy Louiss Wayne Shorter Budd Johnson
1972 James Moody  Norris Turney ~ Jimmy Smith Eddy Louiss Wayne Shorter Joseph Jarman
1973 James Moody  Jeremy Steig Jimmy Smith  Eddy Louiss 1 wayne Shorter Kenny Davern
1974 James Moody  Jeremy Steig = |  Jimmy Smith  Eddy Louiss / Wayne Shorter Gerry Niewood
Clare Fischer
1975 HubertLaws  SamRivers |  Jimmy Smith  Sun Ra ~ Wayne Shorter “Gerry Niewood
ALTO SAX TENOR SAX BARITONE SAX
1953 Charlie Parker Paul Desmond Stan Getz Paul Quinichette Harry Carney Gerry Mulligan
1954  Charlie Parker ~ Bud Shank Stan Getz Frank Wess | Harry Carney Lars Guitin
1955  Benny Carter Herb Geller | StanGetz Bill Perkins | Gerry Mulligan Bob Gordon
1956  Benny Carter “Phil Woods | Lester Young ~ Bobby Jaspar Harry Carney Jimmy Giuffre
1957  Lee Konitz “Art Pepper Stan Getz Sonny Rollins Gerry Mulligan  Pepper Adams
1958  Lee Konitz none | Stan Getz ~Benny Golson | Gerry Mulligan _ Tony Scott
1959  Johnny Hodges Cannonball Adderley | ColemanHawkins Benny Golson | Harry Carney _ Ronnie Ross
1960 Cannonball Adderley  Ornette Coleman | Coleman Hawkins  Johnny Griffin Gerry Mulligan none
1961 Cannonball Adderley  Eric Dolphy T John Coltrane ~ Charlie Rouse Gerry Mulligan  Sahib Shihab
— Johnny Hodges ~LeoWright | Sonny Rollins Wayne Shorter Gerry Muiligan _Cecil Payne
1963' ~ Johnny Hodges Jackie McLean Sonny Rollins “Dexter Gordon | Gerry Mulligan  Jay Cameron
1964  Johnny Hodges Jimmy Woods John Coltrane  Booker Ervin | Gerry Mulligan _ Charles Davis
1965  Johnny Hodges Charlie Mariano | John Coltrane Archie Shepp | Harry Carney  Jerome Richardson
1966  Johnny Hodges “John Handy / | John Coltrane CharlesLloyd | Harry Carney  Ronnie Cuber
John Tchicai | -
1967  Ornette Coleman Charles McPherson Sonny Rollins Joe Henderson | Harry Carney  Pepper Adams
1968  Johnny Hodges ~ Sonny Criss Sonny Rollins ~ JoeFarrell | Harry Carney  Cecil Payne
1969  Johnny Hodges Lee Konitz 1 Sonny Rollins Albert Ayler Harry Carney  John Surman

‘From 1959 until 1964, there was a single Arranger-Composer category. In 1965, it was split into two separate categories
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ALTO SAX TENOR SAX BARITONE SAX
1970 Phil Woods Eric Kloss Sonny Rollins Paul Gonsalves / Harry Carney Nick Brignola
Pharoah Sanders
1971 Phil Woods Frank Strozier | Dexter Gordon Harold Ashby Harry Carney  Pat Patrick
1972 Ornette Coleman Gary Bartz i ~Sonny Rollins Gato Barbieri Harry Carney Ronnie Cuber
1973  Ornette Coleman Anthony Braxton Sonny Rollins John Klemmer Harr} Carne? Howard Johnson
1974 Ornette Coleman  Anthony Braxton Sonny Rollins Billy Harper Gerry Mulligan Howard Johnson
1975 Phil Woods Sonny Fortune Sonny Rollins Billy Harper Gerry Mulligan John Surman /
Pat Patrick
CLARINET TROMBONE TRUMPET
1953 Buddy DeFranco Tony Scott Bill Harris Bob Brookmeyer / Louis Armstrong Chet Baker
Carl Fontana /
Frank Rosolino
1954 Buddy DeFranco Sam Most Bill Harris Urbie Green Dizzy Gillespie Clifford Brown
1955 Tony Scott Jimmy Giuffre J.J. Johnson Jimmy Cleveland Dizzy Gillespie /  Ruby Braff
, Miles Davis
1956 Benny Goodman Buddy Collette J.J. Johnson Benny Powell | Dizzy Gillespie  Thad Jones
1957 Tony Scott none J. J. Johnson ‘Frank Rehak | Dizzy Gillespie  Donald Byrd
1958 Tony Scott none J.J. Johnson Jimmy Knepper | Miles Davis Art Farmer
1959 Tony Scott Bob Wilber J.J. Johnson Curtis Fuller ~ | MilesDavis  Lee Morgan
1960 Buddy DeFranco Pete Fountain J.J. Johnson Al Grey Dizzy Gillespie  Nat Adderley
1961 Buddy DeFranco  RolfKuhn J. J. Johnson Jutian Priester Dizzy Gillespie  Freddie Hubbard
1962 Pee Wee Russell Jimmy Hamilton J. J. Johnson Dave Baker / Dizzy Gillespie Don Ellis
Slide Hampton
1963* Pee Wee Russell "Phil Woods J.J. Johnson Roswell Rudd Dizzy Gillespie Don Cherry
1964 Pee Wee Russell  Bill Smith “J.J.Johnson  GrachanMoncur Ili | Miles Davis Carmell Jones
1965 Pee WeeRussell  PaulHorn T J.J. Johnson Albert Mangelsdorff | Miles Davis Johnny Coles
1966 Pee Wee Russell “Edmond Hall ~J.J. Johnson Buster Cooper Miles Davis ~ Ted Curson
1967 Pee WeeRussell  Perry Robinson ~J.J. Johnson Garnett Brown ‘Miles Davis Jimmy Owens
1968 Pee Wee Russell Eddie Daniels | J.J. Johnson Carl Fontana Miles Davis “Charles Tolliver
1969 Jimmy Hamilton Roland Kirk J. J. Johnson Lester Lashiey Miles Davis Randy Brecker
1970 Russell Procope Frank Chase / J. J. Johnson Malcolm Griffiths / Miles Davis Woody Shaw /
Bob Wilber Eje Thelin Kenny Wheeler
1971 Russeli Procope Bob Wilber Vic Dickenson Vic Dickenson / | Dizzy Gillespie Roy Eidridge
Bill Watrous
1972 RussellProcope  Bob Wilber _Vic Dickenson __ Bill Watrous Dizzy Gillespie  Lester Bowie
1973 Russell Procope Bobby Jones Vic Dickenson Dicky Wells | Dizzy Gillespie  Bill Hardman
1974 RahsaanRolandKirk _ Kalaparusha Ara Difda | Vic Dickenson Garnett Brown | Dizzy Gillespie  Jon Faddis
1975 RahsaanRolandKirk  Perry Robinson 1 RoswellRudd Bruce Fowler Dizzy Gillespie  Jon Faddis
VIBES
1954 Lionel Hampton Teddy Charles
1955  Milt Jackson ~ Cal Tjader
1956 Milt Jz Jackson _ Terry Pollard MISC. INSTRUMENT
1957 Milt Jackson  Eddie Costa
1958 Milt Jackson ~ Victor Feldman
1959 Miit Jackson ~ Buddy Montgomery Frank Wess—flute none
1960 Milt Jackson Lem Winchester Julius Watkins—French horn Steve Lacy—soprano sax
1961 Milt Jackson Mike Mainieri Julius Watkins—French horn John Coltrane—soprano sax
1962 Milt Jackson Walit Dickerson John Coltrane—soprano sax Roland Kirk—manzello, stritch
1963 Milt Jackson __Dave Pike | John Coltrane—soprano sax Eric Dolphy—bass clarinet
1964 “Milt Jackson Bobby Hutcherson | Roland Kirk—manzello, stritch _ Yusef Lateef—oboe
1965 Milt Jackson Gary Burton Roland Kirk—manzello, stritch ~ Stuff Smith—violin
1966 Milt Jackson Roy Ayres Roland Kirk—manzello, stritch Jean-Luc Ponty—violin
1967 Milt Jackson  Tommy Vig | Roland Kirk—manzello, stritch Michael White—violin
1968 “Milt Jackson Karl Berger T Jean-Luc Ponty—violin Howard Johnson—tuba
1969 Bobby Hutcherson Red Norvo Jean-Luc Ponty—violin Ray Nance—violin
1970 Milt Jackson Dave Pike Jean-Luc Ponty—violin Stephane Grappelli—violin
1971 Bobby Hutcherson Roy Ayers / Karl Berger Rahsaan Roland Kirk—manzello,  Russ Whitman—bass sax
stritch
1972 Gary Burton " Roy Ayers a — Rahsaan Roland Kirk—manzello, Airto Moreira—percussion
B stritch
1973 “Mitt Jackson ‘David Friedman - Rahsaan Roland Kirk—manzello, Howard Johnson—tuba
I stritch
1974 Gary Burton ~ Karl Berger Rahsaan Roland Kirk—manzello, Howard Johnson—tuba
stritch
1975 Gary Burton Karl Berger / David Friedman Rahsaan Roland Kirk—manzello, Howard Johnson—tuba

stritch

*Prior to 1963, the TOWR (Talent Deserving Wider Recognition) category was called the New Star category. Starting in 1963, the category was changed to the present title, which also
changed the nature of the category itself, allowing the critics to vote for established musicians they telt to be underlooked in addition to younger talents.




PERCUSSION

1974 Airto Moreira Dom Um Romao
VIOLIN 1975 Airto Moreira Sue Evans
1971 Jean-Luc Ponty Michael White
1972 Jean-Luc Ponty Michael White
1973 Jean-Luc Ponty Michael White ELECTRIC BASS
1974 Jean-Luc Ponty Leroy Jenkins 1974 Stanley Clarke  Stanley Clarke
1975 Jean-Luc Ponty Michal Urbaniak 1975 Stanley Clarke Steve Swaliow
RECORD OF THE YEAR REISSUE OF THE YEAR
1965 John Coltrane, A Love Supreme

1966 Ornette Coleman, At The Golden Circle, Vol. 1 Billie Holiday, The Golden Years Vol. 2

1967 Duke Ellington, The Popuiar EllingtonMiles Davis, Miles Smiles | Johnny Hodges & Rex Stewart, Things Ain't What They Used To Be
1968 Duke Ellington, Far East Suite | Johnny Hodges, Hodge Podge

1969 Duke Ellington, And His Mother Called Him Bill | Louis Armstrong, V.S.0.P. Vol. 1

1970 Miles Davis, Bitches Brew Various Artists, Blue Note's Three Decades Of Jazz, Vol. 1

1971 Duke Ellington, New Orleans Suite Bessie Smith, series of reissues on Columbia

1972 Jimmy Rushing, The You And Me That Used To Be Genius Of Louis Armstrong, Voli. 1 -
1973 McCoy Tyner, Sahara / Sonny Stitt, Constellation Art Tatum, God /s In The House o

1974 Keith Jarrett, Solo Concerts Thelonious Monk & John Coltrane o

1975

Cecil Taylor, Silent Tongues

" Charlie Parker, First Recordings / Art Tatum, Solo Masterpieces

VOCAL GROUP

SYNTHESIZER

1960 Lambert, Hendricks & Ross pone 1974 Jan Hammer /Paul Bley Mike Mandel

1961 Lambert, Hendricks & Ross Double Six 1975 SunRa George Duke -

1962 Lambert, Hendricks & Ross Staple Singers

1963* Lambert, Hendricks & Bavan Stars Of Faith

1964 Double Six Swingle Singers

1965 Double Six none ROCK/BLUES GROUP2

1966 Double Six none

19672 Beatles Supremes

1968 Muddy Waters Jr. Wells

1969 Muddy Waters Canned Heat / J. B. Hutto

1970 BB.Kingg  Ike & Tina Turner

1971 B.B. King Soft Machine

1972 B.B. King Mahavishnu Orchestra

1973 o ~ BB.King  War

1974 Pointer Sisters Pointer Sisters ] B.B. King ~ Jimmy Dawkins

1975 Jackie & Roy Jackie & Roy | BBKing Blackbyrds / Otis Rush
FEMALE SINGER MALE SINGER

1953 Ella Fitzgerald Annie Ross / Jeri Southern Louis Armstrong Jackie Paris

1954 Ella Fitzgerald Carmen McRae “Louis Armstrong Clancy Hayes

1955 Ella Fitzgerald Teddi King | Louis Armstrong ~ Joe Williams

1956 Ella Fitzgerald Barbara Lea " Louis Armstrong ~ Joe Turner

1957 Ella Fitzgerald none | Frank Sinatra none

1958 Ella Fitzgerald none 1 Jimmy Rushing ~ Ray Charles

1959 Ella Fitzgerald Ernestine Anderson ~ Jimmy Rushing ~ Jon Hendricks

1960 Ella Fitzgerald none Jimmy Rushingg  Bill Henderson I

1961 Ella Fitzgerald Aretha Franklin Ray Charles Jimmy Witherspoon

1962 Ella Fitzgerald Abbey Lincoln - | Ray Charles Lightnin' Hopkins T

1963" Ella Fitzgerald Sheila Jordan Ray Charles ~ Mark Murphy

1964 Ella Fitzgerald Nancy Wilson / Jeanne Lee |  Ray Charles Muddy Waters

1965 Ella Fitzgerald Cleo Laine Louis Armstrong _Johnny Hartman

1966 Ella Fitzgerald Carol Sloane Louﬂrmstrong Lou Rawls

1967 Ella Fitzgerald Lorez Alexandria Louis Armstrong Richard Boone

1968 Ella Fitzgerald Aretha Franklin Louis Armstrong / Ray Charles  Jimmy Witherspoon

Jon Hendricks
Leon Thomas

1969 Ella Fitzgerald Karin Krog Ray Charles

1970 Ella Fitzgerald Jeanne Lee Louis Armstrong
1971 Ella Fitzgerald Betty Carter Louis Armstrong

1972 Ella Fitzgerald Dee Dee Bridgewater / Asha Puthli ~ Jimmy Rushing
1973 Sarah Vaughan Anita O'Day | Ray Charles
1974 Ella Fitzgerald Flora Purim ~ Joe Williams o
1975 Sarah Vaughan Dee Dee Bridgewater “Joe Williams N

2The Vocal Group category has undergone a couple of chan,
Rock-Blues Group was instituted in 1974

Richard Boone
Richard Boone
~ Joe Lee Wilson
Roy Eldridge / Stevie Wonder

~ Eddie Jefferson

ges. In 1967 it became the Rock-Pop-Blues Group category, then reverted back to Vocal Group when a separate category for
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INDEX TO
down beat
1975 ISSUES

A — Feature Article

N — News Story

B — Blindfold Test

R — Record Review

C — Caught In The Act
W — Workshop

Pot — Potpourri

ABERCROMBIE, JOHN Pot. N. Mar. 27, p.
9. Timeless, R, June 5. p. i8.

ABERNATHY, BILL Chicago Educator
Dies, N, Oct. 9. p. 10.

ABNUCEALS EMUUKHA ELECTRIC
SYMPHONY ORCHESTRA Pot, N, Nov.
6, p. 10.

ADDERLEY, JULIAN “CANNONBALL"
Pot, N. Mar. 13, p. 10: Dead At 46. N. Oct.
9, p. 9: Pot, N, Oct. 23, p. 10: "On Green
Dolphin St.” Solo, W, Nov. 20. p. 43.

ADDERLEY, NAT Double Exposure, R. May
22, p. 27.

ADLER, BILL Joins down beat Staft, N, Feb.
27, p. 8.

AFRO-AMERICAN MUSIC BICENTEN-
NIAL HALL OF FAME Pot. N, Jan. 16, p.
10.

ALADDIN RECORDS Pot. N.. May 8. p. 9.

ALEXANDER, DAVE C. Apr. 24. p. 35.

ALEXANDER. HAROLD Raw Root, R, Jan.
16. p. 27.

ALEXANDER, MONTY Profile. A, May 8,
p. 26.

ALEXANDER, WILLARD Honored At
Dinner/Concert. N. Dec. 4, p. 10.

ALI. MUHAMMAD Heads New Label, N,
May 22. p. 10.

ALLEN, WALTER C. Jazz Studies Pioneer
Dies. N, Apr. 10, p. 9.

ALLMAN BROTHERS Pot, N. Feb. 27,p. 9.

ALLMAN, DUANE A4n Anthology (Vol. 2),
R, Mar. 13, p. 25.

ALLMAN, GREGG Tour, R, Mar. 13. p. 25.

ALMEIDA. LAURINDO C, Oct. 9. p. 36:
The L.A. Four, R. Nov. 20. p. 29.

ALTSCHUL. BARRY Traps In The South
Bronx, A. Feb. 13, p. 14.

AMERICAN FEDERATION OF MUSI-
CIANS Distributes New High In Records
Payments, N, Aug. 14, p. 10.

AMERICAN HIGH SCHOOL JAZZ FEST
Pot. N. Mar. 13. p. 10.

AMERICAN SONG FEST Announces Re-
vamped Plans, N, Feb. 13. p. 10: Pot, N.
Oct. 9. p. 10. See Klein, Malcolm.

AMMONS, GENE Greutest Hits, R, June 19.
p. 28: Goodbye, R. Oct. 9. p. 21I.

ANDERSON. STEVE Sets Guitar Marathon
Record, N, Nov. 20. p. 8.

ANN ARBOR BLUES AND JAZZ FEST
Ended By Financial Failure. N. Jan. 16. p.
12.

ARISTA RECORDS Announces Plans And

88 O down beat

Roster. N, Jan. 16, p. 12: New Releases: Is-
sues Freedom Catalogue. N, Feb. 27. p. 8.
See also Davis. Clive.

ARMSTRONG. LOUIS Satchmo The Great,
R, Apr. 24, p. 30.

ART ENSEMBLE OF CHICAGO Fanfure
For The Warriors, R Jan. 16, p. 22; C, Dec.
4, p. 34

ASCARRUNZ. CESAR Cesar 830, R. Nov.
6, p. 22.

ASLEEP AT THE WHEEL Asleep At The
Wheel, R. Mar. 27, p. 19.

ASSOCIATION FOR THE ADVANCE-
MENT OF CREATIVE MUSICIANS
(AACM) Celebrates Tenth Anniversary In
Chicago, N. Nov. 20. p. 8.

ASSOCIATION OF COLLEGE. UNIVER-
SITY AND COMMUNITY ARTS AD-
MINISTRATORS Holds Summer Work-
shop. N, May 8. p. 8.

AYLER, ALBERT Vibrations, R, Aug. 14, p.
22.

BACSIK. ELEK / Love You, R. Jan. 16. p.
28.

BAKER, CHET She Was Too Good To Me. R.
Apr. 24, p. |8: Carnegie Hall Concert, Vols.
I and 2 (with Gerry Mulligan), R. July 17,
p. 18. C. Oct. 9, p. 37.

BAKER. DAVID Pot. N, Feb. 13.p. i i: Pot,
N. May 8, p. 9. Pot, N. July 17, p. 9.

BAKER. GINGER Pot. N, Feb. 27. p. 9.

BARBIERI. GATO Chapter Three: Viva
Emiliano Zapata, R, Feb. 27, p. 19: Conflu-
ence (with Dollar Brand). R, Sept. 11, p.
20: In Search Of The Mystery, R. Sept. 11,
p. 20.

BARGERON, DAVE Blood, Sweat
Thomas, A, Feb. 27, p. 14,

BARRON. BILL Named To Wesleyan U., N,
Oct. 9. p. 49.

BARRON. KENNY Communicating With
His Keys. A. Nov. 6, p. t7.

BARTZ. GARY Singerella, R. Jan. 30. p. 25:
Electric Happenings. N. Apr. 10, p. 8:
Bounced From KBCA Interview. N, Oct.
23, p. 12

BASIE, COUNT Juzz At The Santa Monica
Civic '72 (with various artists). R. Jan. 16,
p. 26: For The First Time. R. Apr. 10. p. 19:
Pot. N, May 22, p. 10: Basie Jam, R, June
19, p. 23 A Hard Look At An Old Softie.
A. Sept. I 1. p. 17: Satch And Josh (with Os-
car Peterson). R, Dec. 4. p. 26.

BEACH BOYS Pot, N, Mar. 3. p. 10.

BEAVER, PAUL Synthesizer Pioneer Dies.
N. Mar. 13. p. 12

BECK. JEFF C. Sept. 11 p. 37.

BECK. JOE Pot. N. June 19, p. 10: C.Oct. 9,
p. 36.

BEDFORD. DAVID Star’s End, R. June 5, p.
24,

BEEFHEART. CAPTAIN Pot. N. June 19. p.
10.

BEIDERBECKE. BIX The Chicugo Cornets,
R. June 19, p. 27. Sce also Bix
Beiderbecke.

BEIRACH. RICHIE Profile. A, Oct. 9, p. 34.

BELLETTO. AL Coach’s Choice, R. Jan. 16.
p. 30.

BELLSON. LOUIS Pot. N. July 17, p. 9.

BENSON. GEORGE Bud Benson, R. Jan. 30,
p. 24: Pot, N, Oct. 23, p. 10.

BERENDT. JOACHIM Pot. N. Apr. 24.p. 9.

BERKELEY BLUES FEST C. Apr. 24, p. 35.

BERLINER. OLIVER Suggests Record
Liner Advertising, N, Feb. 13, p. 10.

BETHLEHEM RECORDS Purchased By

And

Cayre Industries, N, Nov. 6. p. 9.

BETSCH, JOHN Earth Blossom, R, May 22,
p. 24.

BIHARI. SAUL Labei Founder Dies, N, Apr.
24, p. 9.

BISHOP, WALTER JR. Speak Low, R, June
19. p. 30.

BIVIANO, LIN Profile. A. Feb. 27, p. 27.

BiX BEIDERBECKE MEMORIAL JAZZ
BAND Pot. N. Mar. 27. p. 9.

BLACK CLASSICAL MUSIC SOCIETY C,
May 8. p. 30.

BLACK EAGLE JAZZ BAND In TV Spe-
cial. N, May 22. p. 1.

BLACK LION ALL-STARS Ar Montreux, R,
Mar. 13, p. 30.

BLACKBYRDS Pot, N. Jan. 30. p. 9: Flying
Start, R. Mar. 27, p. 19.

BLAKE. EUBIE Live Concert, R, Apr. 10, p.
20: Introducing Jim Hession. R. Apr. 10, p.
20. Pertorms In N.Y. Fund-Raising. N,
Dec. 18, p. 11.

BLAIR, JOHN Pot. N, Dec. 4. p. 10.

BLEY. CARLA Tropic Appetites, R, Feb. 13,
p. 18.

BLEY. PAUL Open, To Love R. Mar. 27, p.
17. Pot. N. June 19. p. 10: Copenhagen And
Haarlem, R, Oct. 23. p. 28.

BLOOD, SWEAT & TEARS Blood. Sweat
and Thomas, A. Feb. 27, p. 14. New City,
R. Aug. 14, p. 23.

BLOOMFIELD. MIKE Pot. N. Mar. 13, p.
10: Scores X-Rated Film. N, June 19, p.
1.

BLUEBIRD RECORDS Reissues Set For
RCA. N. May 22, p. 11.

BLUEITT. HAMIET Pot. N. Nov. 20. p. 8.

BONNER. JOE The Lifesaver, R, Dec. 4. p.
29

BOOK REVIEWS Coles: Miles Davis, A
Musical Biography, A. Mar. 13. p. 40;
Dance: The World Of Swing. A. May 8, p.
31: Gleason: Celebrating The Duke & Louis,
Bessie, Billie. Bird, Carmen. Miles, Dizzy &
Orther Heroes, A. Dec. 18. p. 48: Reid: The
Evolving Bassist, A. Mar. 27, p. 33:
Thomas: Chasin’ The Trane. A, June 5. p.
3s.

BOOKER T. Evergreen, R. May 22, p. 29.

BORGE. VICTOR Pot, N. Nov. 20. p. 8.

BOSTON SCHOOL OF ELECTRONIC
MUSIC Offers Synthesizer Courses. N.
June 5. p. 9.

BRAFF-BARNES QUARTET C, June 19. p.
33

BRAMLETT. BONNIE Ii’s Time, R, Apr. 24,
p. 28.

BRAND. DOLLAR Africun Space Program,
R. May &. p. 17: Confluence (with Gato
Barbieri). R. Sept. 11, p. 20.

BRASHEAR, OSCAR Profile. A. Dec. 18. p.
42.

BRAXTON. ANTHONY Together Alone
(with Joseph Jarman). R, Jan. 16. p. 22:
Pot. N, Jan. 30. p. 9: New York, Fall 1974,
RR, June 5, p. 18 In The Tradition, R, June
S, p. 18. Duo, R. June 5. p. 18.

BREAU. LENNY C, July 17, p. 35.

BRECKER BROTHERS The Brecker
Brothers, R. Aug. 4. p. 24: Sneakin’ Up
The Charts. A. Oct. 9. p. 12.

BRECKER. MIKE ~Child Of Wisdom™ Solo,
W. May 22. p. 39. Sec also Brecker
Brothers.

BROMBERG, DAVID Hillbilly Jazz (with
Vassar Clements), R. Sept. 11, p. 22.
BROWN. CLLIFFORD Brownie Eyes. R, Apr.
24, p. 29: Sporlight Review, R, May 8.p. 22.
BROWN, GARNETT Slide Down The Mid-




dle Of The Road, A, May 22, p. 19.
BROWN, GERRY Pot, N, Nov. 20. p. 8.
BROWN, MARION Porto Norvo, R, May 8,

p. 17. Pot, N, June 19, p. 10.

BROWN, OSCAR Fresh, R, Feb. 13, p. 22.

BROWN, RAY The L.A. Four, R, Nov. 20, p.
29.

BROWN. SANDY Scottish Clarinetist Dies,
N. July 17, p. 9.

BRUBECK. CHRIS Profile. A. Oct. 23, p.
36.

BRUBECK, DAVE Sits In At Jazz At Noon.
N. Oct. 9, p. 49: Famed Quartet Reunites,
N, Dec. 18, p. 10: The Fantasy Years, R,
Dec. 18. p. 38.

BRUCE. JACK Pot, N. Aug. 14. p. 12: Pot,
N. Oct. 9, p. 10.

BRUNIS. GEORGE Trombone Great Dies.
N. Jan. 16. p. 12.

BRYANT, RAY C. June 5, p. 31.

BRYANT. RUSTY Until It’s Time For You
To Go, R, Feb. 13. p. 24,

BUCKLEY, TIM Singer-Songwriter
Suddenly. N, Sept. 11, p. 10.

BUNCH, JOHN Protile. A, Jan. 16, p. 35.

BURRIS. J. C. C. Apr. 24, p. 35.

BURROUGHS. WILLIAM Pot, N. June 19,
p. 10.

BURTON, GARY [/n The Public Interest
(with Michael Gibbs), R, Jan. 30. p. 20:
Ring, R, Oct. 23, p. 22; Four-Mallet Can-
dor. A, Nov. 20, p. 10: Hotel Hello (with
Steve Swallow). R, Dec. 18. p. 25. Muatch-
book (with Ralph Towner), R. Dec. 18. p.
25.

BYERS. BILLY Voicing The Count, W, Oct.
23, p. 45. Everybody's Expert. A, Nov. 20.
p. 14.

BYRD. CHARLIE Byrd By The Sea. R, July
17, p. 24

BYRD. DONALD Stepping Into Tomorrow,
R, June 19, p. 24.

CADENCE RECORDS l.abel Resurrected.
N, Dec. 4. p. 9.

CARN. DOUG Expands Group. N, Apr. 10.
p. 8.

CARRICO, JOHN Educator Leads Student
Tour Of Japan. N. Nov. 20, p. 8.

CARTER, RON The Acoustic Colors, A,
Mar. 27. p. 11: Spanish Blue, R. Apr. 24. p.
18: C. May 8. p. 30. B, Dec. 18. p. 41

CARVIN. MICHAEL Antiquity (with Jackie
McLean). R. Oct. 9, p. 18.

CASTLE. JAY Pot, N, June S5, p. 8.

CATALYST Unity, R. May 22, p. 28.

CETERA, PETER The Chicago Papers, A,

Dics

Jan. 16, p. 13.
CHAMBERS. JOE The Almoravid, R. Feb.
13, p. 20.

CHAPMAN. EMMETT Profile. A. Feb. 27.
p. 27 A Sticky Blues. W. Sept. 11, p. 43.

CHERRY. DON In TV Workshop With
Terry Riley, N, Jan. 30. p. 9. Emissary Ot
The Global Muse. A. Oct. 9, p. 14: C. Sept.
1, p. 38.

CHESAPEAKE JAZZ FEST Pot. N, Jan. 30.
p. 9

CHESS RECORDS Purchased By Platinum
Records. N, Oct. 23, p. 10.

CHICAGO The Chicago Papers. A. Jan. 16.
p. 13: Chicago VIII, R, Sept. 11. p. 22.

CHICAGO HIGH SCHOOL JAZZ FEST
Pot, N, May 22, p. 10.

CIRILLO, WALLY Rapport
Diorio). R. Nov. 20, p. 24.

CITIZENS COMMITTEE TO SAVE JAZZ
RADIO Acts To Save WRVR. N. Dec. I8.

(with Joe

p. 10.

CLAPTON. ERIC Pot, N. Sept. 11, p. 9.

CLARKE. STANLEY Bass-ic Expansions,
A. Mar. 27, p. 14: Stanley Clarke, R, Mar.
27, p. 17.

CLARKE-BOLAND BIG BAND Open Door,
R. Nov. 6. p. 20.

CLAYTON, BUCK Kansas City Lights (with
Buddy Tate). R. Jan. 30, p. 25. Sporlight
Review, R. May 8, p. 24: Jum Session, R.
Nov. 20, p. 21.

CLAYTON-THOMAS. DAVID Blood.
Sweat And Thomas, A, Feb. 27, p. 14.

CLEMENTS, VASSAR Hillbilly Jazz (with

David Bromberg). R. Sept. 11, p. 22
Vassar Clements, R, Sept. 11, p. 22.

COATES. JOHN JR. Juzz Piano, R, Feb. 27,
p. 23.

COBB. ARNETT Jazz At Town Hall (with li-
linois Jacquet). R, Feb. 13. p. 24.

COBHAM, BILLY Tortal Eclipse, R, Mar. 27,
p. !7. Pot. N, June 19, p. 10: Shabuzz, R,
Nov. 6. p. 21: Pot, N, Nov. 20, p. 8: Percus-
sive Ways, Commercial Means. Musical
Ends. A. Dec. 4. p. 12,

CODY. COMMANDER Pot. N. Feb. 27, p.
9.

COHEN. MARC Friends, R. June 5. p. 28.

COKER. JERRY Pot. N, Apr. 24. p. 9.

COLD BLOOD See Pense. Lydia.

COLE, COZY Spotlight Review, R, May 8. p.
24.

COLE. NAT KING Pot, N, Feb. 27, p. 9.

COLE. REUBEN JAY Pianist Dies. N. Apr.
24, p. 9.

COLEMAN. BILL Mainstream At Monireux
(with Guy Lafitte). R. Mar. 13. p. 30.

COLEMAN. GEORGE C. Oct. 9, p. 37.

COLLINS, JUNIOR French Horn Great
Dies, N. Nov. 6, p. 10.
COLOMBY. BOBBY Blood, Sweat And

Thomas, A. Feb. 27. p. 14.
COLTRANE. ALICE Pot. N, Sept. 11. p. 9.
CONDON'S N.Y. Club Spotlights Trad Jazz.

N, Nov. 6. p. 9.

CONNORS. NORMAN B. Jan. 30. p. 27: A
Brotherhood Of Rhythm, A. Mar. 13. p.
1 8: Slewfoor, R, Apr. 10. p. 20; Pot. N, June
S.p. 8

CONTEMPORARY MUSIC FOUNDA-
TION Pot. N, Jan. 16. p. 10.

COOPER, ALICE Pot. N, Aug. 14, p. 12.

COREA. CHICK Sce Return To Forever.

CORREA. MAYUTO Protile. A. Aug. 14. p.
32.

CORYELL. LARRY Speaks On Modern
Electric Eclecticism, A, Jan. 30, p. 18:
Pot. N. May 8. p. 35, Pot, N, June 19, p. 10.
Sec also Eleventh House.

COSTER. TOM Protile. A, Jan. 30, p. 28.

COTTON, JAMES [00% Cotton, R, Mar. 13,

p. 27.
COWELL. STANLEY Brilliant Circles, R,
Oct. 9. p. 18.

CRAWFORD. HANK Don’t You
'‘Bout A Thing, R. Mar. 13, p. 24.

CRISS, SONNY Crisscraft, R, Nov. 6. p. 19,
Saturday Morning, R. Nov. 6. p. 19.

CYRILLE. ANDREW Dialogue Of The
Drums (with Milford Graves). R. Apr. 10,
p- 20.

Worry

DAMERON., TADD The Arrangers’ Touch,
R. Nov. 6. p. 31.

DANISH JAZZ EXCHANGE Pot, N. Jan.
16, p. 10.

DAVIS. CLIVE Perspective. A. Apr. 24, p.
37.

DAVIS, MILES Ger Up With It, R, Feb. 27,
p. 19: C. Mar. 13, p. 36: Pre-Birth Of The
Cool, R, Sept. 11, p. 34.

DAVIS, STANTON Pot, N, May 22, p. 10.

DEAN, PETER Four Or Five Times, R, Feb.
27, p. 24

DeFRANCO. BUDDY Free Sail, R, June 5, p.
26.

DE JOHNETTE. JACK On De Johnette, A,
Feb. 13, p. 16: Sorcery, R. Feb. 13, p. 18:
Cosmic Chicken, R, Dec. 4. p. 20.

DeMERLE. LES Profile, A, Feb. 13, p. 28.

DE MICHAEL-FULLER SWINGTET C,
Nov. 6, p. 43.

DELLO JO10. NORMAN Pot, N, May 8, p.
9.

DELMARK RECORDS Pot. N. Jan. 16. p.
10 Purchases United And States Labels. N,
Oct. 23. p. 12.

DEODATO, EUMIR Electric Happenings,
N. Apr. 10, p. 8.

DESMOND. PAUL Pure Desmond, R, Sept.
11, p. 21.

DICTATORS Pot, N, May 22, p. 10.

DIMEOLA, Al Profile, A, July 17, p. 32.

DIOR!O. JOE Rappor: (with Wally Cirillo),
R. Nov. 20, p. 24.

DIRTY SALLY'S Pot, N. Mar. 13, p. 10.

DR. JOHN And His New Orleans Congrega-
tion, R. May 8. p. 18: Roots Conquer All,
A, May 22, p. 13.

DOLDINGER, KLAUS Passport To The
Sounds Of Tomorrow, A, Aug. 14, p. 19.

DONALDSON. LOU Sweer Lou, R. Jan. 16.
p. 28.

DORHAM. KENNY Ease I1, R, May 8. p. 20.

down beat HAPPENING At NAMM Contab,
C. Sept. 11. p. 38.

DUKE ELLINGTON CANCER CENTER
Pot, N, Mar. 27, p. 9.

DUKE ELLINGTON DAY Celebrated In
N.Y.. N. June 19, p. 1.

DUKE, GEORGE Fuaces In Reflection, R,
Apr. 10, p. 18: Feel, R. Apr. 10. p. 18:
Basic Keyboard Features. W. Apr. 10, p.
3s.

DUKE, KENO/CONTEMPORARIES Sense
Of Values, R, May 8, p. 17.

DUKES OF DIXIELAND Secck New
Vocalist, N, May 8, p. 8.

[ ]

EARLAND, CHARLES Fed Up With That
Funk, A, Mar. 27, p. 16. The Dynamite
Brothers, R, Apr. 24, p. 24; Pot. N, Dec. 4,
p. 10.

EARTH. WIND AND FIRE That's The Way
Of The World, R, May 22, p. 29: Sonic Ele-
ments, A, June 19, p. 13.

EASTMAN JAZZ ENSEMBLE Pot, N. Mar.

13. p. 10.
EASTMAN MUSICA NOVA Pot. N, Mar.
13. p. 10.

EASTMAN SCHOOL OF MUSIC Ofters
Jazz Masters Degree, N. May 22, p. 11.

ECKSTINE., BILLY Legendary Big Bund, R,
Oct. 23, p. 30.

EDISON, HARRY With Oscar Peterson, R,
Dec. 4. p. 26.

EDWARDS. ESMOND Pot. N. Sept. 11.p. 9.

EDWARDS. TEDDY Feelin’s, R, July 17. p.
22.

EL BAKKAR. MOHAMMED Pot, N. May
22.p. 35

EL.DRIDGE, ROY With Oscar Peterson, R,
Dec. 4, p. 26.

ELECTRIC FLAG The Band Kept Playing,
R. Feb. 13. p. 23.

ELEVENTH HOUSE featuring Larry Cory-
ell Level One, R. Oct. 9. p. -20.
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ELLA FITZGERALD CENTER FOR THE
PERFORMING ARTS Pot, N, Jan. 16, p.
10.

ELLINGTON, DUKE Orchestra Records In
Chicago, N, Mar. 13, p. 12: Pot, N, May 8,
p. 9. The World Of Duke Ellington, Vol. 1,
R, May 8, p. 19: The World Of Duke
Ellington, Vol. 2, R, July 17, p. 27: Limited
Edition Disc Issued. N, Dec. 18, p. 10. See
also Duke Ellington.

ELLINGTON, MERCER Records In Chi-
cago, N, Mar. 13, p. 12: Continuum, R, Oct.
9, p. 18.

ELLIOT, MIKE Atrio, R, Mar. 27, p. 20.

ELLIOTT. DON Scores X-Rated Film, N,
June 19, p. I1.

ELLIS, DON Pot, N, Mar. 27, p. 9.

ELLIS, HERB Two For The Road (with Joe
Pass), R, July 17, p. 24.

ENCYCLOPEDIA OF JAZZ See Feather,
Leonard.

EUROPEAN JAZZ FEDERATION Sets
1975 Assembly, N, Oct. 9, p. 10.

EVANS, GIL Plays The Music Of Jimi
Hendrix, R, Jan. 30, p. 20. The Arrangers’
Touch, R, Nov. 6, p. 31.

FADDIS, JON With Oscar Peterson, R, Dec.
4, p. 26.

FAGEN, DONALD Mixing The Modes For
The Masses, A, Sept. 11, p. 15,

FANIA RECORDS Pot. N, June S, p. 8.

FARLOW, TAL Guitar Player, R, Jan. 30, p.
25.

FARRAH, SHAMEK First Impressions, R,
June 19, p. 23.

FARRELL, JOE N, May 8. p. 35: Canned
Funk, R, June 5, p. 22: B, Dec. 4, p. 31.
FEATHER., LEONARD Announces New
Jazz Encyclopedia Edition, N, Apr. 24,

p- 8.

FELICIANO, JOSE Pot, N, Mar. 13, p. 10.

FERGUSON, MAYNARD Chameleon, R,
Jan. 16, p. 30: Spotlight Review, R, May 8,
p- 22: Rules Of The Road, A, June 5, p. 10.

FISCHER, CLARE Pot, N, May 8, p. 35.

FITZGERALD. ELLA Pot, N, Jan. 16, p.
10: Jazz At The Santa Monica Civic '72 (with
various artists), R, Jan. 16, p. 26: Ella In
London, R, Apr. 24, p. 22: Pot, N, May 22,
p- 10. See also Ella Fitzgerald.

FLANAGAN, TOMMY Jazz At The Santa
Monica Civic '72 (with various artists), R,
Jan. 16, p. 26.

FOCUS Hamburger Concerto, R, Mar. 13, p.
30.

FOSTER, AL A Journcyman Marks Time
With Miles, A, July 17, p. 12.

FOSTER, FRANK And The Loud Minority.
C, Oct. 23, p. 37.

FOSTER, RONNIE On The Avenue, R, Apr.
24, p. 28: Cheshire Cat, R, Nov. 6, p. 24.
FRANCO, GUILHERME Protile, A, Oct.

23, p. 37.
FRANKLIN, ARETHA With Everything [
Feel In Me, R, Apr. 24, p. 22.
FREEDOM RECORDS New Releases:
Available In US., N, Feb. 27, p. 8.
FREEMAN, BUD The Joy Of Sax, R, Nov. 6.
. 22.
FREEMAN, VON C, May 22, p. 33.
FUNKADELIC Pot, N, Oct. 23, p. 10.
o

GABEL. LARS Pot, N, May 22, p. 10.

GAINSBOURG, SERGE Pot, N, Mar. 13, p.
10.

GALM. JOHN K. Percussion Patterns, W,
Dec. 4. p. 37.
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GARBAREK, JAN Belonging (with Keith
Jarrett), R, June 19, p. 22.

GARNER, ERROLL C, Apr. 10, p. 29.

GASCA, LUIS Profile, A, May 22, p. 32.

GENSEL, JOHN Pot, N, June 19, p. 10.

GETZ, STAN Pot, N, May 22, p. 10: Captain
Marvel, R, May 22, p. 22.

GIBBS, MICHAEL In The Public Interest
(with Gary Burton), R, Jan. 30, p. 20.

GIBBS. TERRY B, Nov. 20, p. 33.

GILLESPIE. DIZZY A Musical Safari, R.
Apr. 24, p. 21: Big Four, R, July 17, p. 20;
The Giant, R, Sept. 11, p. 30: Big Band, C,
Oct. 23, p. 37: Feted At Fisher Hall, N,
Nov. 20, p. 9: With Oscar Peterson, R, Dec.
4. p. 26.

GILLESPIE. JAMES HAVEN Composer
Dies. N, May 8, p. 9.

GLASS, PHILIP C, Feb. 13, p. 30.

GLEASON, RALPH Veteran Critic Dies, N,
Aug. 14, p. 12

GOLD, ROBERT Pot, N, Apr. 24, p. 9.

GOLDMARK. DR. PETER Pot, N, Jan. 30.
p.- 9.

GOLSON Concertizes With Collective Black
Artists. N, Sept. 11, p. 10.

GONG You, R, July 17, p. 21.

GOODMAN, BENNY Lectures At U. Of
Chicago. N, July 17, p. 8: Solid Gold Instru-
mental Hits, R, July 17, p. 30: C. Nov. 6, p.
43,

GOODMAN, JERRY Like Children (with Jan
Hammer)., R, Mar. 13, p. 22.

GOODRICK. MICK Profile, A, Sept. 11. p.
36.

GORDON, DEXTER Dexter Gordon, R, Oct.
9, p. 26.

GRAMMY AWARDS Sce NARAS.

GRATEFUL DEAD Pot, N, Oct. 23, p. 10:
Blues For Allah, R. Dec. 4, p. 22.

GRAVATT, ERIC Profile. A, July 17, p. 32.

GRAVES, MILFORD Didlogue Of The
Drums (with Andrew Cyrille), R, Apr. 10,

p. 20.

GREEN, AL Explores Your Mind, R, Feb. 27,
p. 24.

GREEN, BERNIE Composer Dies, N, Oct.
23, p. 12.

GREENSLADE, DAVE Profile, A, Mar. 27,
p. 26.

GROVE, DICK Pot, N, Jan. 16, p. 10.
GUARNIERI, JOHNNY Plays Harry War-
ren, R, Jan. 30, p. 25.

HAFFEY, KID Blues Singer Dies, N, Nov. 6,
p. 10.

HALL., JIM Concierto, R, Dec. 4, p. 24.

HALL, LANI Hello It's Me, R, May 8, p. 18.

HALLSTORK, ADOLPHUS C. 111 Pot. N,
May 8, p. 9.

HAMILTON, CHICO Pot, N, Sept. 11, p. 9t
Reunites 1955 Quintet For TV, N, Oct. 9,
p- 10.

HAMMER, JAN Like Children (with Jerry
Goodman), R, Mar. 13, p. 22.

HAMMOND. JOHN Honored In Soundstage
TV Taping, N, Nov. 6, p. 9.

HAMMOND, JOHNNY Gambler's Life, R,
Feb. 13, p. 22.

HAMPTON, LIONEL Transition (with Bud-
dy Rich), R, Mar. 13, p. 27: Pot, N, Apr.
10. p. 9: Saluted at NYU. N, June 5. p. 8.

HANCOCK. HERBIE C. Jan. 16, p. 36:
Thrust, R, Apr. 10, p. 18: Death Wish, R,
Apr. 10, p. 18: In Concert Vol. 2 (with
Freddie Hubbard and Stanley Turrentine),
R. Apr. 10, p. 18: Herbie Hancock, R, Sept.
11, p. 32. C, Dec. 4. p. 34

HANNA, ROLAND Two-Fisted Rubato, A,
Apr. 10, p. 15: Perugia, R, Oct. 23, p. 28.

HANSEN PUBLICATIONS Pot, N, Oct. 23,
p- 10.

HARPER, BILLY C, Aug. 14, p. 36.

HARRIS, BARRY C. June §, p. 31.

HARRIS, DON "SUGARCANE" Pot, N,
Mar. 27, p. 30.

HARRIS, EDDIE Is It In, R, Apr. 24, p. 21
Plans LP Of Comedy Talk. N, Dec. 4, p.
10.

HARRIS. GENE Asiral Signal, R, Apr. 24, p.
28.

HATFIELD AND THE NORTH Hatfteld
And The North, R, July 17, p. 20.

HAWES, HAMPTON Spanish Steps, R, Jan.
16, p. 27. C, June S, p. 32: Northern Win-
dows, R, June 19, p. 24.

HAWKINS, COLEMAN Sirius, R, July 17, p.
28: Jam Session In Swingville, R, Sept. 11,
p- 30.

HAWKINS, WILLIAM B. Pioneer
Jockey Dies, N, June 19, p. 11.
HAYES. LOUIS Breath Of Life, R, Nov. 20,

p. 22.

HEAD, JIM Pot, N, Feb. 13, p. 11.

HEADHUNTERS Survival Of The Fittest, R,
June 19, p. 22.

HEATH BROTHERS (ALBERT. JIMMY,
PERCY) Together Again For The First
Time, A, Oct. 23, p. 18.

HEMPHILL, JULIUS Profile, A, June 19, p.
32.

HENDERSON, EDDIE Profile, A, May 22,
p. 32.

HENDERSON, JOE The Herculean Tenor,
A, Jan. 16, p. 18; Canyon Lady, R, June 5,
p- 19.

HENDRIX, JIMI Gil Evans Plays The Music
Of Hendrix, R, Jan. 30, p. 20: New Series
Of Hendrix Records, N, Mar. 27, p. 8
Crash Landing, R, June 19, p. 24: Pot, N,
Sept. 11, p. 9.

HERMAN, WOODY Pot, N, Jan. 30, p. 9.
Gives Dutch Seminar. N, Feb. 27, p. 9:
Children Of Lima, R, Oct. 23, p. 28

HILL, ANDREW Spiral, R, Oct. 9, p. 18.

HINES. EARL "FATHA™ B, Jan. 16. p. 33.
Another Monday Date, R, Jan. 30, p. 25;
Performs In NY Fund-Raising, N, Dec. 18,
p. 11

HODGES. JOHNNY Hodge Podge, R, Apr.
24, p. 30: Ellingtonia, R, May 8, p. 19.

HOLIDAY. BILLIE A Day In The Life, R,
Dec. 18, p. 36.

HOLLAND AMERICA CRUISES Launches
Third Jazzboat, N, Sept. 11, p. 9.

HOLZFEIND. FRANK Chicago Clubowner
Dies, N, Sept. 11, p. 10.

HOOPES, RONNIE Respect For A Great
Tradition, R, Feb. 27, p. 23.

HOPKINS, LIGHTNING Low Down Dirty
Blues, R, May 8, p. 20.

HOPKINS, LINDA Stars as Bessic Smith on
Broadway, N, Dec. 18, p. 10.

HORIZON RECORDS New A&M Jazz Line
Released. N, Dec. 4, p. 9.

HORN, PAUL A Special Edition, R, Apr. 24,
p. 18.

HOSPITAL AUDIENCES, INC. Produces
Prison Concerts, N, June 5. p. 9.

HOW TO Set Up Scales And Scale/Chord
Combinations, A, Jan. 16, p. 37. Hone
Your Home Recording Skills, A, Jan. 30,
p. 33: Master Mallets. A, Feb. 13, p. 34
Avoid Flunking Out As A Teacher Of
American Music, A, Feb. 27, p. 34 Im-
prove Guitar Sight-Reading, A, Mar. 13, p.
38: Develop Today's Approach To The
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Bass Guitar, A, Mar. 27, p. 29. Broaden
Keyboard Styles, A, Apr. 10, p. 34. Pro-
duce A Recording, A, Apr. 24, p. 40: Pick
A Pitch Area, A, May 8, p. 32. Host A
Friendly Festival, A, May 22, p. 38 Make
A Lab Band Out Of A Stage Band, A, June
5, p. 38 Handle The Country Club Crowd,
A, June 19, p. 38: Continue Column Sub-
jects, A, July 17, p. 40: Choose Chords, A,
Aug. 14, p. 40; Understand The Stick. A,
Sept. 11, p. 42; Motivate Melody, A, Oct.
9, p. 42: Design Your Basie-Type Chart, A,
Oct. 23, p. 44; Hit The High Notes—On
Sax, A, Nov. 6, p. 40. Have A Dream
Dept., A, Nov. 20, p. 42: Perk Up Percus-
sion, A, Dec. 4, p. 36. Maintain Modal
Quality, A, Dec. 18, p. 52.

HOWELL., MICHAEL Profile, A, Mar. 13,
p. 34.

HUBBARD., FREDDIE High Energy, R, Jan.
16, p. 22, In Concert Vol. 2 (with Herbie
Hancock and Stanley Turrentine), R, Apr.
10, p. 18: The Baddest Hubbard, R, Apr. 10,
p. 24: Freddie Hubbard, R, May 8, p. 30:
Polar AC, R, Nov. 6, p. 19: Liquid Love, R,
Nov. 6, p. 19,

HUMES, HELEN Pot, N, May 8, p. 9: With
Red Norvo And His Orchestra, R, Aug. 14,
p- 26: Helen Comes Back, R. Aug. 14, p. 26:
Talk Of The Town, R, Aug. 14, p. 26.

HUMPERDINCK., ENGELBERT Pot, N,
Oct. 9, p. 10.

HUMPHREY. BOBBI C, Jan. 16, p. 36: Satin
Doll, R, Mar. 27, p. 19.

HUNTER. IVORY JOE Singer-Composer
Dies, N, Jan. 16, p. 2.

HUTCHERSON, BOBBY Cirrus, R. Feb. 13,
p- 8. Linger Lane, R, Oct. 23, p. 29.

HUTSON, LEROY Leroy Hutson, R, July 17,
p. 22.

IENNER, JIMMY Pot. N, Mar. 13, p. 10.

INSTITUTE IN JAZZ CRITICISM Pot, N,
May 8, p. 9.

INTERNATIONAL CRITICS POLL, 23rd
ANNUAL down beat Complete Results
And Analysis. A, Aug. 14, p. 14,

IP1 'N" TOMBIA The Warrior, R, Feb. 13, p
24

ISLAND RECORDS Pot, N, Mar. 13.p. 10

ISLEY BROTHERS Live It Up, R, Jan. 16, p
2

IVES, CHARLES The 100th Anniversary, R,
Jan. 16, p. 32.

IZENSON, DAVID Dedicates Jazz Opera,
N, Mar. 27, p. 9.

J-BRIDGE RECORDS Label Starts In Kan-
sas City. N, Apr. 10, p. 9.

JACKSON, MILT The Impulse Years, R
Mar. 27, p. 38: Dollars And Sense, A, May
8.p. 14: B. Aug. 14, p. 31: Opus De Funk,
R, Nov. 20, p. 31. The Atlantic Years, R,
Dec. 18, p. 38.

JACKSON, WILLIS West Africa, R, Feb. 13,
p. 20.

JACQUET. ILLINOIS Jazz At Town Hall
(with Arnett Cobb), R, Feb. 13, p. 24.
JAMES. BOB Explosions, R, June 19, p. 26:
Two, R, Aug. 14, p. 22: Crossover King. A,
Oct. 23, p. 16: Pot, N, Oct. 23, p. 10: Pot,

N. Nov. 20, p. 8.

JARMAN, JOSEPH Together Alone (with
Anthony Braxton), R, Jan. 16, p. 22.
JARRETT, KEITH Facing You, R, Mar. 27,
p. 17:C, Apr. 10, p. 30: Pot, N, Apr. 24, p.
9. Death And The Flower, R, May 22, p. 22;
Belonging (with Jan Garbarek),R, June 19,

p- 22.

JATP ALL-STARS Jazz At The Santa Monica
Civic '72 (with various artists), R, Jan. 16,
p. 26.

JAZUM RECORDS Sporlight Review, R, Apr.
24, p. 31.

JAZZ ADVENTURES Pot, N, July 17, p. 9.

JAZZ ARCHIVES RECORDS Sporlight Re-
view, R, Apr. 24, p. 31.

JAZZ COMPOSER'S ORCHESTRA C, May
8. p. 28.

JAZZ VESPERS N.Y. Services Hit Tenth
Anniversary, N, Dec. 4, p. 10,

JAZZMANIA SOCIETY Holds Workshops
At N.Y. Loft, N, Oct. 9, p. 9.

JAZZMOBILE Mobile Concerts Hold
WRVR Tribute, N, Oct. 23, p. 10.

JEFFERSON, BLIND LEMON Blind Lemon
Jefferson, R, June 19, p. 27

JEFFERSON, EDDIE Things Are Gerting
Better, R, Mar. 27, p. 18.

JENKINS, LEROY C. May 8, p. 28,

JEFFREY, PAUL Paul Jeffrey, R, Feb. 13, p.
22.

JOHNSON. PETE Master Of Blues And
Boogie- Woogie, R, Nov. 20, p. 30.

JOHNSTONE. BRUCE Profile, A, Nov. 6, p.
34,

JONES. ELVIN B, Mar. 27, p. 25: The Im-
pulse Years, R, Mar. 27, p. 38. Signs With
Vanguard Records. N, Apr. 10, p, 9; C,
May 8. p. 30: New Agenda, R, Dec. 18, p.
30

JONES. QUINCY Tribute Concert, C, Mar.
27, p. 28: Q. Lives, A, Oct. 23, p. 13: Mel-
low Madness, R, Dec. 18, p. 26.

JONES, SPIKE JR. Pot, N, May 22, p. 10.

JONES-LEWIS BIG BAND Potpourri, R,
Jan. 30. p. 22: Jones-Lewis Big Band, R,
Nov. 20, p. 29.

JORDAN, LOUIS Vocalist-Altoist Dies, N,
Mar. 27, p. 9.

JOURNEY Journey, R, Nov. 6, p. 24,

JUBILEE JAZZ HALL Pot. N, May 8, p. 9.

"KANSAS CITY JAZZ STORY" Pot, N,
May 8, p. 9.

KATZ, MICKEY Pot, N, June 19, p. 10.

KENNEDY MASTERS, LTD. Pot, N, Mar.
27.p. 9.

KENTON, STAN Plays Chicago, R, Feb. 27,
p- 24: Blasts Country Music, N, Sept. 11, p.
9

KING, FREDDIE Pot, N, Mar. 13, p. 10.

KING CRIMSON Red, R, Mar. 27, p. 18.

KIRK, RAHSAAN ROLAND In Australia,
N, Jan. 30, p. 10: C, May 8, p. 30: Pot, N,
Sept. 1. p. 9: The Case Of The 3-Sided
Dream In Audio Color, R, Nov. 6, p. 19.

KIRKLAND, EDDIE The Devil And Other
Blues Demons, R, Apr. 24, p. 20.

KLATKA, TONY Blood, Sweat And
Thomas, A, Feb. 27, p. 14.

KLEIN, MALCOLM Defends American
Song Fest, N, Feb. 13, p. 10.

KLEINSINGER, JACK Impressario At-
tacked By Muggers, N, Oct. 23, p. 10.

KLEMMER, JOHN B, Apr. 24, p. 33.

KNIGHT. GLLADYS AND THE PIPS /I Feel
A Song. R. Feb. 13, p. 23: A4 Linle Knight
Music, R, July 17, p. 27.

KOEHLER, TREVOR Saxist Takes Own
Life, N, June 5, p. 9.

KOKOMO Kokomo, R, Oct. 23, p. 28.

KONITZ. LEE C, July 17, p. 35.

LA BASTILLE Pot, N, June 5, p- 8.
LABELLE Nightbirds, R, Mar. 13, p. 32.
LAFITTE. GUY Mainstream At Montreux

(with Bill Coleman), R, Mar. 13, p. 30.

LAGIN, NED Seastones (with Phil Lesh), R,
Dec. 4, p. 22.

LAKE, OLIVER Profile, A, June 19, p. 32.

LAMM, ROBERT The Chicago Papers, A,
Jan. 16, p. 13.

LAND, HAROLD Earns Arts Endowment
Grant, N. June S, p. 8.

LAREN JAZZ FEST C, Dec. 18, p. 44.
LAS VEGAS JAZZ SOCIETY Formed By
Monk Montgomery, N, July 17, p. 8.

LASKER. JAY Pot, N, Feb. 27, p. 9.

LLATEEF, YUSEF Ten Years Hence, R, Oct.
9. p. 22.

LAWRENCE, AZAR Bridge Into The New
Age, R, Mar. 13, p. 20.

LAWS, HUBERT The Chicago Theme, R,
Oct. 23, p. 24.

LEGENDS OF JAZZ C, Nov. 6, p. 37.

LEGRAND, MICHEL C, May 8, p. 28.

LEIGH, MITCH Pot, N, May 8, p. 9.

LENNON, JOHN Pot, N, Apr. 10, p. 35.

LESH PHIL Seastones (with Ned Lagin). R,
Dec. 4, p. 22.

LEVIEV,MILCHO Profile, A, May 8, p. 26.

LEVIN, MARC Pot, N, Aug. 14, p. 12.

LEWIS, JERRY LEE Pot, N, July 17, p. 9.

LEWIS, RAMSEY Sun Goddess, R, Apr. 24,
p. 20.

LIEBMAN, DAVE With Lookout Farm, C,
Oct. 23, p. 38. Drum Ode, R, Nov. 20, p.
19.

LINCOLN CENTER Museum Shows Rare
Instruments, N, May 22, p. 10.

LITTLE WALTER Confessin' The Blues, R,
July 17, p. 28.

LOCKWOOD. ROBERT JR. Conrrasts, R,
Apr. 24, p. 20.

LONGO. MICHAEL 900 Shares Of The
Blues, R, May 22, p. 29.

LOPEZ, VINCENT Bandleader Dies, N,
Nov. 20. p. 9.

LUNDVALL, BRUCE Perspective, A, July
17, p. 38.

LYNYRD SKYNYRD Pot. N, Apr. 10, p. 35.

LYONS. JIMMY Profile, A, Jan. 16, p. 34.

McBEE. CECIL Mutima, R, Oct. 23, p. 29,

McCANN, LES Pot, N, Feb. 27, p. 9. B, Apr,
10. p. 27: Pot, N, May 8. p. 35: Another Be-
ginning, R, May 22, p. 22.

McGHEE. BROWNIE Pot, N, Mar. 13, p.
10.

MCcINTOSH. LADD Scoring For Expanded
Jazz Orchestra, W, June 5. p. 39.

McINTOSH, ROBBIE Pot, N, Apr. 10, p. 9.

McLAUGHLIN, MAHAVISHNU JOHN
Pot, N, Sept. 11, p. 9. See Mahavishnu Or-
chestra.

McLEAN, JACKIE The Connection Be-
tween Today And Yesterday. A. Apr. 10, p.
11. Anriquiry (with Michael Carvin), R,
Oct. 9, p. 18; The Cosmic Brotherhood, R,
Oct. 9, p. 18: C, Oct. 9, p. 38: Jacknife, R,
Dec. 18, p. 34.

McPARTLAND, MARIAN C. June §. p. 31;
B. Oct. 23, p. 35.

McRAE, CARMEN Live And Doin' I, R,
June 5, p. 24.

MACERO, TEO Performs Own Composi-
tions, N, Sept. 11, p. 9.

MACMILLAN JAZZ MASTERS SERIES
Pot, N, Jan. 30, p. 34.

MAHAL., TAJ Mo’ Roorts, R, Jan. 16, p. 27.
Pot, N, Mar. 13, p. 10.

MAHAVISHNU ORCHESTRA Visions Of
The Emerald Beyond, R, May 22, p. 23. C,
Sept. 11, p. 37.
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MANDEL. HOWIE Joins down beat Statf, N.
Feb. 27, p. 8.

MANGIONE. CHUCK An Open Fecling, A
Sound Of Love, A, May 8, p. 11.

MANGIONE, GAP And The Kids Call It
Boogie, R, July 17, p. 25.

MANILOW, BARRY Barry Muanilow 2, R.
Feb. 13, p. 22.

MANN. HERBIE First Light, R. May 22, p.
24. Waterbed, R. Nov. 20, p. 21.

MANNE. SHELLY The L.A. Four, R. Nov.
20. p. 29.

MANTLER. MICHAEL No Answer, R. Feb.
13, p. 18.

MANZAREK. RAY Tours With New Band,
N. Apr. 10, p. 8.

MARCUS, STEVE Profile. A, Nov. 20. p. 34.

MARDIN, ARIF Journey, R, Mar. 13. p. 24.

MARIANO, CHARLIE Pot, N, Nov. 20, p.
8.

MARLEY. BOB Sec Wailers.

MARMAROSA. DODO Dodo Marmarosa, R,
Oct. 23. p. 30.

MARSALA, MARTY Trumpeter Dies, N.
June 19, p. 11.

MARSH. WARNE The Art Of Improvising,
R, Jan. 16, p. 29.

MARTELL, T. J. MEMORIAL CANCER
FUND Gains From Willard Alexander
Benefit, N. Dec. 4. p. 10.

MARTINO. PAT Consciousness. R. July 17,
p- !8: Lightning Bug In Eclectic Jar. A,
Oct. 9. p. 16: C, Oct. 23. p. 38.

MASON, HARVEY Profile, A, Aug. 14, p.
32.

MASON, ROBERT Synthesizerist Attacked
Onstage. N. Jan. 16, p. 10: Stardrive, R.
Feb. 13. p. 22.

MATRIX Pot, N, Feb. 13, p. 11.

MATTHEWS. DAVID Big Band Live At The
Five Spot, R, Dec. 18, p. 25.

MAUPIN, BENNIE The Jewel In The Lotus.
R, Jan. 16. p. 22: Not To Be Contused
With Bernie Taupin. A. May 22. p. 17.

MAYFIELD, CURTIS Gor To Find A Way,
R. May 22. p. 28: Pot. N, Aug. 14, p. 12;
America Today, R, Nov. 20, p. 22.

MELLERS, WILFRID H. Pot. N. June 19, p.
10.

MERCER. MABEL Pot, N. Sept. 11.p. 9.

MERRILL. HELEN Spotlight Review, R,
May 8. p. 23.

MESA COMMUNITY COLLEGE SUM-
MER JAZZ WORKSHOP Schedule An-
nounced. N. June 5. p. 8.

METERS Fire On The Bayou, R. Dec. 4. p.
29.

METHENY, PAT Profile. A, Sept. 11. p. 36.
MILES. BARRY Barry Miles And Silverlight,
R. Jan. 30, p. 22: B. Sept. 11. p. 35.
MILES. BUDDY All The Faces, R. Mar. 27.

p. 20.

MILES, BUTCH Profile, A, Apr. 24, p. 34.

MINASI. DOM When Jounna Loved Me, R.
Mar. 27. p. 20./ Have The Feeling I've Been
Here Before, R, Dec. 4, p. 28.

MINGUS. CHARLES There's A Mingus
Among Us. A, Feb. 27.p. 12: C. Mar. 27.
p. 27.

MITCHELL. BLUE B. June 19. p. 31.

MITCHELL. CHAD Pot. N, Mar. 27. p. 9.

MITCHELL. CHARLES lJoins down beat
Staff, N, Feb. 27, p. 8.

MITCHEILL. ROSCOE Solo Saxophone Con-
certs, R. Oct. 23. p. 22: Old/Quurtet, R.
Oct. 23. p. 22.

MODERN JAZZ QUARTET C. Feb. 13, p.
30: In Memorian, R. Feb. 27, p. 22. The
Last Concert, R. Nov. 20, p. 19.
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MONTEREY JAZZ FEST C, Nov. 20, p. 35.

MONTGOMERY.MONK Pot, N, Feb. 27. p.
9. Pioneer’s Dues. A, Apr. 24, p. 6. Re-
ality, R, July 17, p. 20: Pot, N. Nov. 20. p.
8

MONTMARTRE CLUB Pot, N, Apr. 10. p.
9.

MONTREUX MUSIC FEST Pot. N. June 5.
p- 8. Announces New Look For 1975, N,
June 19, p. 10.

MOONEY. JOE Pianist-Arranger Dies. N.
July 17, p. 9.

MORTON, JELLY ROLL 7923-1924, R,
June 19. p. 27.

MOSES. BOB Bittersuite In The Ozone, R,
Oct. 9. p. 22: Percussion Bittersuite. A,
Dec. 4. p. 18.

MOTIAN, PAUL Tribute, R. Oct. 23, p. 24.

MOUZON. ALPHONSE Busy With Albums,
Movies. N. Feb. 27, p. 8: Pot. N. Sept. 11,
p. 9: Pot. Nov. 6. p. 10: Do The Funky
Renaissance. A. Dec. 4. p. 15: Pot. N. Dec.
18. p. 10.

MOVER. BOB C. June 19. p. 36.

MRAZ.GEORGE Profile. A, Mar. 27, p. 26.

MULDAUR. MARIA C, Jan. 30. p. 29:
Waitress In A Donut Shop, R. Feb. 13, p.
24,

MULLIGAN. GERRY Cuarnegie Hall Con-
cert. Vois. | and 2 (with Chet Baker), R.
July 17. p. 18.

MURPHY. MARK Mark 11, R. May 22, p.
30.

MUSIC CRITICS ASSOCIATION Pot, N,
May 8. p. 9.

MUSIC INC. See Tolliver. Charles.

MUSIC MINUS ONE Expands Catalogue. N.
June 5. p. 9.

NATIONAL ACADEMY OF RECORDING
ARTS AND SCIENCES (NARAS) Cites
Studio Sessionmen. N. Jan. 16. p. 10: Chi-
cago Chapter. Pot. N, Jan. 30. p. 34: Pre-
sents 17th Annual Grammy Awards. N.
Mar. 13. p. 10. Results Of Grammy
Awards. N, Apr. 24, p. 9.

NATIONAL ASSOCIATION OF INDEPEN-
DENT RECORD DISTRIBUTORS Pot.
N. May 8. p. 35.

NATIONAL ASSOCIATION OF FM
BROADCASTERS Pot, N, Feb. 13, p. 11.

NATIONAL ASSOCIATION OF JAZZ
EDUCATORS Pot. N, Nov. 20. p. 8.

NATIONAL BAND CONDUCTORS AND
WIND INSTRUMENT AND PERCUS-
SION TEACHERS Hold Conterence. N.
May 8. p. 8.

NATIONAL. ENDOWMENT FOR THE
ARTS Pot. N. May 8. p. 35: Seeks Grant
Applications. N. Aug. 14, p. 12.

NATIONAL JAZZ ENSEMBLE Receives
Grants, N, Apr. 10, p. 9.

NATIONAL TRUMPET SYMPOSIUM At
U. Of Oklahoma. N. June S. p. 8.

NEIDLINGER. BUELL Profile. A, Apr. 10.
p. 28.

NELSON. OLIVER New Hopes For The Ab-
stract Truth, A, Apr. 24, p. 10: Improvisa-
tion Patterns. W, Apr. 24, p. 41: Big Band,
C. Oct. 23. p. 37: Dies Suddenly. N. Dec.
18, p. 11

NEW YORK JAZZ MUSEUM Pot. N. June
5. p. 8: Closes Doors After Struggle, N.
Dec. 4. p. 9.

NEW YORK JAZZ QUARTET In Concert In
Japan, R. Dec. 4, p. 20.

NEW YORK JAZZ REPERTORY CO. Plays
Louis Armstrong, C. Mar. 13, p. 37. Plays

Miles Davis, C, May 8, p. 27, Plays George
Russell. C, June 19, p. 33; Tours Russia, N,

Aug. 14, p. 10.

NEWBORN. PHINEAS JR. Solo Piano, R,
Dec. 18, p. 25.

NEWMAN. DAVID Newmanism, R, Mar.
13. p. 24

NEWMAN. RANDY Randy Newman, A,
Mar. 13, p. 17.

NEWPORT JAZZ FEST Announces 1975
Plans. N. May 8, p. 8. See also Wein,
George.

NIXON, ROGER Pot. N, May 8. p. 9.

NORTHEAST JAZZ CLINIC Pot, N. Nov.
6. p. 10.

NORVO. RED Spotlight Review, R, May 8. p.
24: Red Norvo, R, Oct. 23, p. 30.

NURUDIN, MAULAWI] Maulawi, R, Mar.
13, p. 28.

OHIO PLAYERS Fire, R. May 22, p. 26.
OLDFIELD, MIKE Hergest Ridge, R, June §,
p. 24.
OLIVIERA, LAUDIR The Chicago Papers,
A. Jan. 16, p. 13.
OLYMPIA BRASS BAND Leads Dixicland
Parade In Chicago. N, Oct. 23, p. 12.
QUSLEY., HAROLD C. Nov. 6, p. 42.
®

PABLO RECORDS Acquired by RCA, N,
May 22, p. 11. )

PALMER, ROBERT Pot. N. June 19. p. 10.

PANASSIE, HUGUES Pioneer Jazz Critic
Dies. N. Feb. 13.p. 1.

PARKER. CHARLIE “Now's The Time”
Solo, W, Feb. 27, p. 35. On Didl, Vols. 1-6,
R. Oct. 23, p. 30.

PARKER. ERROL My Own Bag Nos. | and
2, R. Dec. 4. p. 30.

PASS. JOE C.Feb. 13.p. 29: Life On The Far
Side Of The Hour Glass, A, Mar. 13, p. 14:
Two For The Road (with Herb Ellis), R,
July 17, p. 24: At Salle Plevel (with Oscar
Peterson), R. Dec. 4. p. 26.

PAYNE. JOHN First Album, R, May 22, p.
30.

PEARSON. DUKE It Could Only Happen
With You, R, Feb. 13, p. 20.

PENNEY. J. C. Retail Chain Commissions
New Music. N, Jan. 16, p. 12: Pot, N, Feb.
13, p. 11

PENSE. LYDIA and COLD BLOOD C, July
17, p. 37.

PEPPER. ART Paintul Road To Pure Art. A,
June 5. p. 16: Pot, N. Dec. 4, p. 10.

PERCUSSIVE ARTS SOCIETY Pot, N, Jan.
30, p. 9.

PERESS. MAURICE Pot. N, Feb. 27. p. 9.

PERSIP. CHARLIE Protile, A, Feb. 13, p.
28.

PERSSON. AKE Swedish Trombonist Killed.
N. Apr. 10, p. 9.

PERSPECTIVE What Is American Music?
A. Feb. 27. p. 11.

PETERSON. OSCAR Great Connection, R,
Jan. 30, p. 24: History Of An Artist, R. Apr.
10. p. 19: Satch And Josh (with Count
Basie). R, Dec. 4. p. 26: At Salle Plevel
(with Joe Pass). R. Dec. 4, p. 26. With
Clark Terry, R, Dec. 4. p. 26. With Roy El-
dridge, R. Dec. 4, p. 26: With Harry Edison,
R, Dec. 4. p. 26 With Jon Fuddis, R, Dec.
4. p. 26. With Dizzy Gillespie, R, Dec. 4, p.
26: Piano Worship. A. Dec. 18. p. 12.

PHILLIPS, ESTHER With Beck, R. Dec. 18,
p. 28.

PHILLIPS, SHAWN Furthermore, R, Mar.
13, p. 31.




PIERCE, BOBBY New York, R, Jan. 30, p.
24,

PINBALL Celebrities In Flip-Off, N, May
22.p. 11.

PIZZARELLI, BUCKY Quintet Playing
Beiderbecke, Challis And Kress, R. Feb. 13,
p. 25.

PLEASURE Dust Yourself Off, R. July 17, p.
25.

POINTER SISTERS Pot. N, Feb. 13, p. 11
Pot. N, Mar. 27. p. 9: Steppin’, R, Aug. 14,
p. 2L.

PONTY, JEAN-LUC Leaves Mahavishnu,
Records Disc. N, June 5, p. 8. Upon The
Wings Of Music, R, Oct. 23. p. 22: Soaring
With The Flying Frenchman, A, Dec. 4, p.
17.

PORI INTERNATIONAL JAZZ FEST
Schedules 25 Concerts, N, June 19, p. 10.

POTTER. CHRIS Blues D.J. Heads “"Radios
For Prisoners,” N, Mar. 27. p. 8.

POWELL. BADEN Estudos, R, Feb. 27, p.
25.

POWEIL.L. BUD Bud In Paris, R, Nov. 20. p.
31

PRESTON. DON Protite. A. Apr. 10, p. 28.

PRICE. STEVEN D. Pot. N. Apr. 24, p. 9.

PRESTON. BIL.LY Pot, N, May 8, p. 9.

PURIM. FLORA Gives Concert In Prison,
N. Apr. 24 p. 8: Stories To Tell, R, June 5.
p- 23. Pot, N. Aug. |4, p. 12.

RA, SUN C.Mar. 13, p. 35. Pot. N, Nov. 6, p.
10. Jazz In Silhouette, R, Nov. 6, p. 28:
Pathways To Unknown Worlds, R. Nov. 6.
p. 28.

RAINEY, MA Ma Rainey, R, June 19, p. 27.

RAMADA INNS Institutes Jazz Bookings, N,
Aug. 14, p. 2.

RANDALL. FREDDY Jazz All-Stars (with
Dave Shepherd). R. Mar. 13, p. 30.

READERS POLL, 40th ANNUAL down
beat Results, A, Dec. 18, p. 16. See also
Soundstage.

REDDY. HELEN Pot, N, Junc 19, p. 10.

REDISKE, JOHANNES German Guitarist
Dies. N, Mar. 27, p. 9.

REDMAN, DEWEY Pot. N, June 19. p. 10
Coincidentals, A, Nov. 6, p. |4. Look For
The Black Star, R, Dcc. 4, p. 20.

REEVES. MARTHA Pot, N. Apr. 10, p. 9.

REILLY. JACK Pot. N. Apr. 10. p. 9: Pro-
tile, A, June 5, p. 30.

RESNICK. ART Jungleopolis, R, Mar. 13, p.
28.

RETURN TO FOREVER featuring Chick
Corea Where Have I Known You Before. R,
Jan. 30. p. 20. No Mystery, R. June 19. p.
22.

REVOLUTIONARY ENSEMBLE Pot. N,
Apr. 10. p. 9.

RICH, BUDDY Lambasts Country Music, N,
Mar. 13, p. 12 Transition (with Lionel
Hampton). R, Mar. 13, p. 27: Plans To
Move N.Y. Club. N, Apr. 24, p. 9: The Last
Blues Album Vol. [, R, May 22. p. 22:
Opens New Club. N, July 17, p. 8. Pot, N.
Oct. 9. p. 10: Takes Up Vibes, N, Nov. 6, p.
9: C. Nov. 6, p. 36.

RIEDY. BOB Just Off Halsted, R, Mar. 13, p.
3t

RILEY.TERRY In TV Workshop With Don
Cherry. N. Jan. 30, p. 9: Doctor Of Impro-
vised Surgery, A, Nov. 20, p. 17.

RITENOUR, LEE Profile, A, Mar. 13, p. 34;
B, May 22, p. 31.

RIVERS. SAM An Artist On An Empty
Stage, A, Feb. 13, p. 12: Hues, R, July 17,

p.- 19.

ROACH. MAX Spotlight Review, R. May 8.
p. 22.

ROBBINS, MARTY Pot, N, Feb. 27, p. 9.

ROBERT STIGWOOD ORGANIZATION
Pot, N, Feb. 27, p. 9.

ROBERTS, HOWARD Guitar Sight-Read-
ing, W, Mar. 13, p. 39.

ROBINSON, FENTON Somebody Loan Me A
Dime, R, Mar. 27, p. 22.

RODNEY. RED Superbop, R. Apr. 24, p. [8:
C. Nov. 6, p. 42.

ROEMER, CLINTON H. Multiple Chord
Symbols, W_ July L7, p. 41.

ROLLINS, SONNY The Cutting Edge, R.
Feb. 27, p. 19: Pot, N, May 22, p. 10: Suxo-
phone Colossus And More, R, Sept. 11, p.
24: The Bridge, R. Scpt. 11, p. 24. Sonny
Rollins, R, Oct. 9, p. 26.

ROMAO. DOM UM Pot. N, Jan. 30, p. 9:
Spirit Of The Times, R, Dec. 18, p. 28.
ROTTERDAM, S.S. Stage For Second Jazz

Cruise, N, Feb. 27, p. 9.

RUBENSTEIN.JERRY Pot, N. Feb. 27,p. 9.

RUDD. ROSWELL Flexible Flyer, R, June S,
p. 19. Numatik Swing Bund, R. June 5, p.
19.

RUNDGREN, TODD Pot. N, Sept. 11, p. 9.

RUSHEN, PATRICE Prelusion, R. Feb. 27
p. 22.

RUSSELL, GENE Pot. N, Mar. (3. p. 10:
Pot, N, May §, p. 9.

RUSSELL. GEORGE Spotlight Review:
Othello Buallet Suite, Essence, Electronic
Sonata For Souls Loved By Nature, Listen To
The Silence. R. Feb. 13, p. 25.

RUSSELL, PEE WEE Jam Session In Swing-
ville, R, Sept. L1, p. 30.

RUST. BRIAN Pot, N, Apr. 24, p. 9

[ ]

SABU. PAUL Pot, N, Apr. 24, p. 9.

ST. LOUIS INVITATIONAL JAZZ FEST
Pot. N. Feb. 13, p. 11.

SACKBUT WEEK C. Aug. |4, p. 34.

SALVADOR. DOM Pot. N, Dec. 4, p. 10

SALSA Latin Musicians Act To Save
WRVR. N, Dec. 18, p. 10.

SANBORN, DAVE Pot, N, June 19, p. 10.

SANDERS, PHAROAH Love In Us All, R,
Feb. 27, p. 19.

SANDY'S JAZZ REVIV AL New Dixie Club
Opens In Boston. N, July 17, p. 9.

SANTAMARIA, MONGO Sounds Off On
Salsa, N, Nov. 6, p. 10.

SANTANA, CARLOS Pot. N, Sept. 11.p. 9.

SANTOS. MOACIR Sauduade, R, Feb. 27, p.
24,

SCHILDKRAUT. DAVEY Pot. N, Apr. 24,
p- 9.

SCOTT, SHIRLEY C, Dec. 4, p. 34.

SCOTT, TOM Studio Brat Turned Monster.
A. Jan. 16. p. 16: B, June 5. p. 29.

SCOTT-HERON, GIL EIl Jefe's Manifesto.
A, Apr. 24, p. 13.

SEGAL. JOE Pot, N, June 5. p. 8.

SENENSKY, BERNIE Protile, A, Dec. 18, p.
42

SERAPHINE, DANNY The Chicago Papers.
A.Jan. 16, p. 13: Pot, N, Aug. 14, p. 12.

SHANK, BUD The L.A. Four, R, Nov. 20. p.
29.

SHANKAR, RAVI Fumily And Friends, R.
Mar. 13, p. 22.

SHARROCK. SONNY Pot. N, June 19. p. 10
Paradise, R. Dec. 18. p. 26.

SHAVERS, CHARLIE Spotlight Review, R,
May 8, p. 24.

SHAW. WOODY Profile. A. Apr. 24, p. 34:
The Moontrane, R. Nov. 20, p. 19.

SHEPHERD. DAVE Jazz All-Stars (with
Freddy Randall), R. Mar. 13, p. 30.
SHEPP, ARCHIE C, Jan. 16. p. 35.
SHEW, BOBBY Profile. A, Oct. 9, p. 34.
SHORTER. WAYNE B. May 8, p. 25: Native
Dancer, R, July 17, p. 18. Sec also Weather

Report.
SILVER, HORACE B. Feb. 27. p. 26:
Horuace Silver, R, Sept. 11, p. 32.

SIMS, ZOOT Pot, N, Jan. 16. p. 10.
SINATRA, FRANK Pot. N. May 22, p. 10.
SINCLAIR. JOHN Pot, N, Apr. 10, p. 9.
SINGERS UNLIMITED [Invitation (with
Art Van Damme). R, May 8, p. 18.

SINGLETON. ZUTTY Drum Legend Dies,
N, Oct. 9, p. 10.

SKY KING Secret Sauce, R, May 22, p. 28.

SMITH. BESSIE Immortalized On Broad-
way, N, Dec. 18, p. 10.

SMITH, GEORGE C. Apr. 24, p. 35.

SMITH. HUEY "PIANO™ Rock And Roll Re-
vival, R, May 8, p. 18.

SMITH. JIMMY Jimmy Smith, R, June 19, p.
26.

SMITH. LONNIE LISTON Pot, N, Oct. 9, p.
10: B, Nov. 6. p. 33.

SMITH. MICHAEL Pot. N, Apr. 10, p. 9.

SMITH. PATTI Pot. N, June 19, p. 10.

SMITH, RICHARD Kansas City Trumpeter
Dies. N, Jan. 30, p. 9.

SMITH, WARREN Profile, A. June §, p. 30.
SMITHSONIAN INSTITUTION Announces
Jazz Heritage Serics, N, June 19. p. 11.
SOEDERBLOM, KENNY Pot, N, May 22, p.

10.

SONGWRITERS' LYRICS SEMINAR Pot.
N. Dec. 4. p. 10.

SOUNDSTAGE TV Show Prepares For Sec-
ond Season, N. Jan. 30. p. 10: Honors John
Hammond. N. Nov. 6, p. 9. Highlights
Winners of 1975 down beat Readers Poll,
N. Dec. 18. p. 10.

SPIELDENNER. CHRIS Teenager Tours
Jazz Clubs, N, Jan. 30, p. 10.

STAPLE SINGERS Great Day, R, Dec. 18, p-
34

STATLER HILTON Buffalo Hotel Books
Jazz, N. Feb. 13, p. 11.

STEELY DAN Mixing The Modes For The
Masses, A, Sept. 11, p. I5.

STEIG, JEREMY C. Mar. 27, p. 27.

STEINGROOT. IRA Joins down beat Staff,
N, Feb. 27, p. 8.

STEPHENS. TENNYSON
church, R, Oct. 23, p. 29.

STEVENS, RAY Pot, N, May 22, p. 35.

STITT, SONNY Genesis, R, Jan. 30, p. 25.
Soul Girl, R. Mar. 27, p. 22.

STREETDANCER Streetdancer, R, Mar. 13.
p. 28.

STROZIERS Red Light, R, May 8. p. 18.

STUERMER. DARYL Profile, A, Dec. 4, p.
32.

SUBOTNICK. MORTON Profile. A, Jan. 30,
p. 29.

SULLIVAN. CHARLES Genesis, R, Dec. 4,
p. 20.

SUMMER JAZZ CLINICS 1975 Schedule
Announced. N, Apr. 10, p. 8.

SUN RA See Ra. Sun.

SUNBEAM RECORDS Spotlight Review, R.
Apr. 24, p. 31.

SWALLOW, STEVE Horel Hello (with Gary
Burton), R, Dec. 18, p. 25.

SYKES. ROOSEVELT Hard Drivin’ Blues, R,
Apr. 24, p. 24.

SYLVESTER. TONY Pot, N. Apr. 10, p. 9.

SZABO. GABOR B. Feb. 13, p. 27, Macho,
R. Dec. 18, p. 26.

With  Phil  Up-
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TAMPA RED Guitar ‘Wizard, R, Oct. 9, p.
24.

TATE, BUDDY Kansas City Lights (with
Buck Clayton), R, Jan. 30, p. 25.

TATE, GRADY Movin' Day, R. Apr. 24, p.
23. By Special Request, R, Apr. 24, p. 23.

TATUM, ART The Solo Masterpieces, R, Apr.
10, p. 22.

TAX/JAZZ SOCIETY RECORDS Sporlight
Review, R, Apr. 24, p. 31.

TAYLOR, BILLY Performs In N.Y. Fund-
Raising, N, Dec. 18, p. I1.

TAYLOR, CECIL Atrican Code, Black
Methodology, A, Apr. 10, p. 12; Silent
Tongues, R, May 8, p. 17.

TAYLOR, HOUND DOG Pot, N, Mar. 13, p.
10.

TAYLOR, MICK Pot, N, Feb. 13, p. 11.

TELLER, ALVIN N. Perspective, A, Sept.
i, p. 45.

TERRY. CILARK Big Bund Band Live At The
Wichita Jazz Fest, R, Aug. 14, p. 26: With
Oscar Peterson, R, Dec. 4, p. 26.

TERRY. SONNY Pot, N, Mar. i3.p. 10: C.
Apr. 24, p. 35.

TEXAS JAZZ FEST Features Arnett Cobb
And David Newman, N. July 17, p. 8.
THIELEMANS, TOOTS Captured Alive, R,

June 5. p. 23.

THORNHILL, CLAUDE The Memorable
Claude Thornhill, R, July 17, p. 27.

THORNTON, CLIFFORD Flowers In The
Gardens Ot Harlem. A, June 19, p. 19.

TINY TIM Pot, N, May 22. p. 35.

TJADER, CAL Puutin’ It Together, R, Feb.
27, p. 25.

TOLLIVER, CHARLES Paper Mun, R, Nov.
20, p. 20: Music Inc. Live In Tokyo, R, Nov.
20, p. 20.

TORME, MEL Live At The Maisonette, R,
Aug. 14, p. 23.

TOUSSAINT, ALLEN Southern Nights, R.
July 17, p. 20.

TOWNER, RALPH B, Mar. 13, p. 33. A
Chorus Of Inner Voices, A, June 19, p. 16:
Matchbook (with Gary Burton), R. Dec. 18.
p. 25.

TOWNSEND, HENRY Music Man, R. Dec.
4. p. 22.

TRAFFIC Jam. A, Jan. 30. p. 12.

TRAMMPS The Trammps, R. July 17, p. 25.

TRIBE C. May 22. p. 34.

TURRENTINE, STANLEY Pieces Of

Dreams, R. Feb. 27, p. 25: In Concert Vol.
2 (with Freddie Hubbard and Herbie Han-
cock). R, Apr. 10, p. 18 The Buddest Tur-
rentine, R, Apr. 10, p. 25; In The Pocket, R,
July 17, p. 22: Stanley Turrentine, R, Oct. 9,
p. 26: Dues On Top Of Dues, A, Nov. 6, p.
12.

TYNER, McCOY C. May 8, p. 30. Adlantis,
R, Aug. 14, p. 21: Savant Of The Astral
Latitudes, A, Sept. 11.p. 12; Pot, Dec. 4. p.
10.

[ ]

UNDERWOOD, RUTH W, Feb. 13, p. 35.

UNIVERSITY OF NORTHERN ILLINOIS
Holds Successtul Clinic, N, Oct. 23, p. 10.

UPCHURCH, PHIL. With Tennyson Stephens,
R, Oct. 23, p. 29.

URBANIAK, MICHAL. Aima, R, Jan. 30, p.
22: Prepares New Albums, N, Mar. 13, p.
10; Unveils New Instruments, New Band,
N, Aug. 14, p. 10: Fusion I1I, R, Sept. 11, p.
20.

[ ]

VAN DAMME, ART Invitation (with Singers

Unlimited), R, May 8, p. 18.

94 O down beat

VANGUARD RECORDS Pot, N, May 8, p.
35.
VANNELLI, GINO and JOE Profile. A,

Dec. 4, p. 32.

VARIOUS ARTISTS The Bass, R, Mar. 27,
p. 22: Birdland All-Stars At Carnegie Hall,
R. Oct. 9, p. 24: The Exciting Buttle; JATP
Stockholm 55, R, Aug. 14, p. 30: The
Greatest Jazz Concert In The World, R. Nov.
6, p. 26. The Guitar Players, R. May 22, p.
26. Jazz, R, July 17, p. 24: Jazz At The
Santa Monica Civic 72, R, Jan. 16, p. 26:
Prison Worksongs, R, June 5, p. 22.

VAUGHAN, SARAH Pot, N, May 8, p. 9:
Spotlight Review, R, May 8, p. 23: And The
Jimmy Rowles Quintet, R, June §, p. 24.

VENTURA, CHARLIE Spotlight Review, R,
May 8, p. 24.

VERVE RECORDS Revives, N, June 19, p.
10: Pot. N, Aug. 14, p. 12.

VINSON, EDDIE "CLEANHEAD" Just
Call Me Cleanhead, A. May 8, p. 16.
VITOUS, MIROSLAV Searches For New
Band, N. Feb. 27, p. 8: Pot, N, Nov. 6, p.

10.
[ ]

WBEE Pot, N, Dec. 4. p. 10.

WBUR-FM Pot. N, May 22, p. 10.

WRVR N.Y. Jazz Radio Station Sold, N,
Sept. 11, p. 10. See also Citizens Commit-
tee To Save Jazz Radio.

WWDB-FM Pot, N, Apr. 24, p. 9.

WAILERS Pot, N, Oct. 23, p. 10.

WAINWRIGHT, LOUDON Unrequited, R.
Aug. 14, p. 30.

WAITS. TOM The Heart Of Saturday Night,
R. Mar. 13, p. 27.

WALDRON. MAL Pot, N, Aug. 14, p. 12.

WALKER., AARON “T-BONE” Blues Giant
Dies, N. May 8. p. 9.

WAKEMAN, RICK Keyboardist Creates
New Spectacle, N, May 22, p. 10.

WAR Pot, N, Apr. 10, p. 9.

WARD, CARLOS Expressway To Creative
Truth, A, July I7.p. I7.

WARFIELD. WILLIAM Pot, N. Mar. 27. p.
9.

WARNER-ELEKTRA-ATLLANTIC
ORDS Pot. N, Feb. 27. p. 9.

WARNER-REPRISE RECORDS Reveals
New Jazz Plans, N, Dec. 18, p. 10.

WASHINGTON, GROVER JR. No Tricks
To Mister Magic’s Music, A July 17,p. 14

REC-

B. Oct. 9. p. 33.

WATANABE. SADAO Plays Poland, N.
Nov. 6, p. 10.

WATERS, MUDDY Afro Mud, A, Feb. 27,
p. A7

WATROUS. BILL Manhattan Wildlife

Refuge, R, Mar. 13, p. 20: Swinging Refuge
In The Wilds Of Manhattan, A, June S, p.
14.

WEATHER REPORT Electric Happenings.
N. Feb. 27. p. 8 Pot. N. May 8, p. 9: Tule
Spinnin’, R, Sept. 11, p. 20.

WEBER, EBERHARD The Colours Of Chioe,
R. Jan. 30, p. 24.

WEBSTER. BEN Duke’s In Bed, R, Nov. 6, p.
26.

WEIN, GEORGE Newport Sketch, A, July
17.p. 10.

WELLS. CHERRY Pot. N. Nov. 20, p. 8.

WELLS. JUNIOR On Tap, R, Mar. 13, p. 27.

WELLSTOOD. DICK And His Famous Or-
chestra Featuring Kenny Davern, R, Jan. 16.
p- 27

WESTON. RANDY Pot. N, May 8. p. 9.

WHITE, BARRY Pot, N, May 22, p. 10.

WHITE, BUKKA C, Apr. 24, p. 35.
WHITE, LENNY A Matter Of Values, A,
Apr. 24, p. 15 Pot, N, Aug. 14, p. 12
WHITE., MAURICE Sonic Elements, A,

June 19, p. 13.

WHITE, MICHAEL Go With The Flow, R,
Mar. 27, p. 20.

WICHITA JAZZ FEST Announces 1975
Plans, Arrangers’ Camp, N, Jan. 30, p. 9. C,
July 17, p. 33: Seeks Audition Tapes, N,
Nov. 20, p. 8.

WILLIAMS COLLEGE Announces Jazz
Fest, N, Jan. 16, p. 10.

WILLIAMS, JOHN B. Profile, A, Nov. 6, p.
34.

WILLIAMS, MARY LOU Mass Performed
At St. Patrick’s, N, Apr. 10, p. 8. Pot, N,
Sept. I, p. 9.

WILLIAMS, PAT Named Composer At U. of
Colorado. N, May 8, p. 8.

WILLIAMS, TONY C. Oct. 9, p. 36.

WILLS, BOB Western Swing Great Diecs, N,
July 17, p. 9.

WILSON. JOE LEE Livin' High Off Nickels
And Dimes, R, Mar. 27. p. 18: Presents
Loft Fest, N, July 17, p. 9.

WILSON, PHIL Pot, N, Jan. 16, p. 10; Pot,
N. Nov. 6. p. 10.

WILSON, TEDDY In Tokyo, R. Dec. 4, p.
30.

WINWOOD, STEVE Trattic Jam, A, Jan. 30,
pr Ni2g

WITHERSPOON, JIMMY Love Is A Five-
Letter Word, R. Apr. 24, p. 24. B, July 17,
p- 31

THE WIZ Black Musical Hits Broadway, N,
May 8. p. 8: Wins Seven Tony Awards, N,
June 19, p. 10.

WOLVERINES Classic Jazz Orchestra, R,
Aug. 14, p. 28,

WOMEN IN JAZZ C, July 17, p. 34
WOMEN’S INTERNATIONAL ROCK
MUSIC FEST Pot, N, Mar. 27, p. 9.
WONDER. STEVIE Pot, N, June 19, p. 10:

Pot, N, Oct. 23, p. 10.

WOOD. CHRIS Tratfic Jam, A, Jan. 30, p.
12.

WOODS, PHIL Musique Du Bois, R, Mar. 13,
p. 20: Phil Woods Quarter, R, Mar. 13, p.
20; Out Of The Forest And Into The
Woods, A, Dec. 18, p. 22

WOODWARD., LYMAN Saturday Night Spe-
cial, R, Oct. 9, p. 22.

WORLD JAZZ ASSOCIATION Founded In
L.A., N, May 22, p. 1.

WYATT. ROBERT Rock Bortom, R, July 17,
p. 20.

[ ]

YANCEY. JIMMY The Immortal, R, Nov.
20, p. 30.

YARBROUGH. CAMILLE C,Oct. 9, p. 37.

YELLIN, PETE Protile, A, Nov. 20, p. 34.

YES Relayer, R, Apr. 24, p. 23.

YOUNG. LARRY Pot. N, Feb. 13, p. 11:
Pot, N. Apr. 24, p. 9.

YOUNG, LESTER Spotlight Review, R, May
8. p. 24:. Newly Discovered Performances
Vol. I, R, May 22. p. 24: Jammin’ With
Lester, R, Nov. 20, p. 32, With Coleman
Hawkins, R, Nov. 20, p. 32.

YOUNG, MIGHTY JOE Chicken Heads, R,
Jan. 16, p. 28.

[ ]

ZAPPA, FRANK Roxy And Elsewhere, R,
Jan. 16. p. 24: Pot, N, Nov. 6, p. 10.
ZAWINUL, JOE The Mysterious Travellings
Of An Austrian Mogul, A, Jan. 30.p. 15: B,
May 8, p. 25. Sce also Weather Report.




ingeriand
ercussion Profiles:

The perfectionist. Show-stopper. The
technician. Truly a musician’s musi-
cian. They all describe the generous
talent of Buddy Rich.

Night after night, Buddy leads his
band through super-charged suites,
delicate ballads, and ferocious drum
solos that leave a crowd shouting for
more. Buddy’s playing reflects the
impeccable technique and limitless
energy it takes to be “The world'’s
greatest drummer!’

Budcdy Rich

So it's not unusual that Buddy
plays the world’s finest drums.
Slingerland. Built to take the demands
of the world’s hardest working
drummer.

His hardware is sturdy, durable and
designed for easy set-up. His precision
crafted shells easily project the roar
of single-stroke or the light touch of
his brush work. It’s all there. Quality
and durability built into every
Slingerland product.

After all, when Buddy plays he
works, and so do his drums.

Slingerland
Drums

Take it
from the top.

%Md Drum Co. 6633 N. Milwaukee Ave. Niles, lllinois 60648




AVEDIS

ZILDJIAN

takes great

pride in present-

ing the world's

foremost drummers. ..

all players of AVEDIS

ZILDJIAN cymbals exclusively. : AVEDIS

AVEDIS ZILDJIAN CYMBALS are the ONLY cymbals ZILDJIAN CO.

made ANYWHERE IN THE WORLD by Zildjians and : K
" their 350 year old family secret process. mave 4 US4
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1. Buddy Rich 2 Billy Cobham 3. Louis Bellson 4. Max Roach 5 Shelly Manne
6 Billy Hart 7. Ginger Baker 8. Roy Haynes 9. Randy Jones 10. Alan Dawson
11. Danny Seraphine 12. Art Blakey 13 Bob Rosengarden 14. Alphonse Mouzon
15. Ed Shaughnessy 16. Bernard Purdie 17. Kenny Clare 18. Butch Miles 19. Mickey Roker
20. Kerny Clarke 21. Bobby Colomby 22. Rufus Jones 23.Joe Corsello 24. Harold Jones
25, Peter Erskine 26. Roy McCurdy 27. Jake Hanna 28.Jo Jones 29 Larrie Londin
30 Horacee Arnold 31 Steve Schaeffer 32. Sonny Payne 33. Danny D Imperio 34 Grady Tate
35. Les DeMerle 36. Charlie Persip.




