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MoreThan Great Specs,
Greatldeas.

For the past three years we've been telling you about the
benefits of using graphic equalizers; now we've made it
even easier to appreciate them. Introducing the MXR Dual
Fifteen and Thirty-One Band Equalizers. Two equalizers
designed with the imagination and understanding to solve
your toughest equalization problems. Designed for use in
either studios or sound reinforcement situations, our new
egs offer features not previously available at any price.

The Dual Fifteen Band Eq features two channels of equali-
zation with the bands set two-thirds of an octave apart. By
breaking the frequencies down further than cqnventional
octave equalizers, you now have the flexibility to

contour your music with much greater selectivity. As

most musical information occurs in the midrange,

this is where you need even more definition, and the

Dual Fifteen Band Eq gives you six bands of contour

in this area rather than the usual four. In addition,

each channel has its own level control.

The Thirty-One Band Eq divides the frequency spec-
trum even further. A single channel unit, the Thirty-
One Band features frequency bands set one-third of
an octave apart, generally regarded to be the opti-
mum amount of resolution.

When used in conjunction with any PA system, our
equalizers can make a bad environment sound good,
and a good performance sound great. Unlike para-
metric equalizers, the frequency response change is
immediate and easily visible, so that when you shape a
response curve you know what it's going to sound like.

Both units feature a range of —12 to +12 decibels on

each band, standard 19" rack mount, and the rugged
construction you always get with an MXR product. Both
units also feature phone plug input/output connections,
(the Thrity-One Band also features Cannon type XLRs),
high slew rate (7V/microsecond), and incredibly low noise
{better than —80 dBM). But not only do we offer great
specifications, we produce great ideas. .. you wouldn't
expect any less from us.

MXR Innovations, 247 N. Goodman Street, Rochester,
New York 14607, (716) 442-5320.

Professional
[MXR) Products Group

dual fifteen band eq
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Freedom Swing is the most invigorating
new jazz in decades. Springing from the so-
called Avant-Garde, there is @ wealth of
naw faces and sounds herein described.
Stanley Crouch writes, Deborah Feingold
photographs

Nights at the Cookery continues hot and
cold with Maxine Sullivan, Big Joe Tumer
and Adam Makowicz keeping salad
specialist Rafi Zabor awake behind the
counter

Chick Corea is busy exploring new
directions; shorter tunes, stronger melodies
and more involved studio techniques. The
next album will be called “"Meatball,” lets
hope it isn't one. Len Lyons reports
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FROM THE EDITOR

We've received a mountain of mail lately
concerning the Jazz Radio Special. Our
theory that this was a much-needed
endeavor was apparently correct, both
from the point of view of radio program-
mers and record companies. Jazz
stations report receiving far better
record service and the record compan-
ies are finding that there are a whole lot
more outlets for jazz than they previous-
ly thought. In the end, we hope the
greatest benefit will be reaped by all of
us listeners: more better and varied jazz
played more often in more areas.

A few (surprisingly few) stations who
play jazz have written in saying we
missed them. However, most of those
we didn't include were because of the
low wattage or minimum hours of jazz
programming limit we had to adhere to in
keeping the job manageable. We'll try to
cover everyone next year. Again, our
thanks to Hugh "Keep ‘'em flying”
Cosman for his stupendous job in the
point position. — S. Holdsworth

CORRECTION.

A word of general congratulation on a
fine and very much needed magazine. |
appreciate the thought that goes into it
editorially in covering facets of the
music and the music world that have
hitherto been neglected by so much of
the press out of laziness or lack of
imagination.

One correction: the picture on p. 35 of
the October issue that accompanies the
“Jazz Alive"” article is one of Steve Rathe
and | at the White House during the live
broadcast. While Tim Owens was there,
he is not in that picture.

Michael Cuscuna
National Public Radio, Wash. D.C.

LETTERS

WE LIKE THESE BEST

I've just finished reading what is
probably the best single issue of any
magazine published that | have yet to
encounter! Musician's Jazz Radio
Special. The first time | picked up your
magazine | was very impressed and
immediately subscribed. But this time
you guys have created a work of art!
From the very opening words by Hugh
Cosman to the “Highs & Lows" by Mr.
Conover, the October issue of Musician
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possesses a certain magic that under-
lies the entire magazine. Each article is
well written and they all tie in so
beautifully, like pieces of a puzzle. Not
only was it continuously enjoyable
reading, but | saw a completely different
aspect of the “behind the scenes"
craziness of radio and jazz, and how the
two don't always comply. | also enjoyed
Rafi Zabor's “Nights at the Cookery"”
and the "Disco Sports” brief by Gordon
Baird; the latter is hanging on my wall
for all to read and enjoy as | did.
Your magazine now tops my list of
favorite publications — and | subscribe
to nearly half a dozen music related
magazines. Of course, there is a
problem sometimes with creating such
a beautiful piece of work ... What do you
do for an encore?
Peter J. Giannosa
Detroit, Michigan

WRVR REPLIES

While | agree that the Les Davis Request
Show “always turns up a steady stream
of straight ahead Jazz", | was surprised
to read that “the folks at WRVR don't
listen to their listeners” (quotes from
“Coast to Coast”, Musician's Jazz Radio
Special, October 1978).

Of all the most requested tunes called
in by our listeners for Les shows in
August 1978, for example, approximate-
ly 50% were for Jazz/Rock Fusion, 43%
for Jazz/R&B Crossover, and 7% for
what might be called Traditional Jazz.

When "Purists claim that it (WRVR)
plays too little real Jazz and too much
contemporary junk”, are they referring
to the likes of Chick Corea, Chuck
Mangione, Herbie Hancock, Quincy
Jones, George Benson, Freddie Hubb-
ard, Gato Barbieri, John McLaughlin,
John Klemmer and Weather Report (to
name a few of our listeners' favorite Jazz
artists, according to their requests)?
That's junk???

With so much ho-hum disco, rock and
“beautiful music” coming across the
airwaves these days, this dedicated
Jazz fan is proud to be part of the
nation's leading full-time Jazz station
which constantly aims (with our aud-
ience's help) to broadcast not only the
very best in Traditional Jazz, but the
finest in Progressive Jazz as well.
Rebecca Klinger/Research Director
WRVR-FM New York

MORT’S GROOVIN' EVEN HIGHER
I must thank you for your generosity in
my behalf. WOW! The “Groovin' High”
keeping the airwaves jumpin’ award is
the second best such award I've ever
received. The best? Well, there was this
woman in New York. . .

Your magazine is first rate! I'm
pleased to tell you that it has evoked
high praise from several persons whose
standards | know to be outrageously
high, and who, as a result, are very
niggardly with their endorsements. Be

pleased with your efforts.
Mort Fega
Avon, Conn.

WHAT'S A PEJORATIVE?

The pejorative nature of servitude
invokes a spirit of docility even among
the keenest of minds causing them to
surrender their freedom to that modern-
day form of fealty known as “deferring to
authorities”. Keith Jarrett is a case in
point. After receiving widespread critical
acclaim for his first recorded European
concert tour as a solo pianist he was
demoted to the realm of conscious
obscurity by a New York Jazz critic who
shali remain anonymous. Where is Keith
Jarrett? Why are his albums not
receiving the critical attention they once
brought? Why was he not asked to
appear at this year's Newport Jazz
Festival? The Jazz public needs to know
the answers to these questions.
John Armwood

New York, N.Y,

Ed: One reason may be that Jarrett
manages to personally insult just about
everyone that tries to interview him.
However, we persevere. Check us next
issue.

IF THEY'D SERVICE US SO WELL!

I would like to personally thank you for
mention of KVNO Radiointhe 1978 Jazz
Radio Awards. It has heiped us tre-
mendously in getting recognition by
record labels which were slow in
servicing our station. Most of these
companies were just unaware of the
scope of KVNO's jazz programming.
The special was excellent.

Roger Vaad/Jazz Producer KVNO
Omaha, Nebraska
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the Guitar
that
turned

its back
on

tradition.

Tradition says that acoustic guitars
should be made with flat backs and
sides. In 1966, we took a closer lock
and found a better way.

A smooth, reflective surface.

The body of an acoustic guitar

is an air chamber. Its main job

is to amplify and project the
vibrational energy coming off the
guitar’'s soundboard. Sound waves
bounce off the instrument's back
and are reflected out the sound hole.

The science of acoustics says that

a smooth, non-porous surface is the
best reflector. To check this principle,
we tested the best flat-backed guitars
on the market. Science was right.
Their wooden backs absorbed the tops’
energy. Braces and squared-off
corners trapped the sound inside.
Roundback prototypes, on the other
hand, showed outstanding projection
throughout the entire guitar range.
The smooth, rounded back
pushed-out the sound more efficiently.
Each note was clear and strong.
Deeper bass, brighter treble.

The amount of air inside the guitar body
affects tone. Because different styles
of music demand different tonal
qualities, we've develaoped two body
sizes: the deep-bowl and the
shallow-bowl. Our deep-bowi guitars
have more air volume to give you
awarmer, fuller sound that helps you
fill an auditorium. If you're a

lead player, the shallow bowl gives
you the extra cut you need inithe mid
and treble ranges to be heard

over other instruments.

Play the Ovation roundback. It will
change your ideas about traditional
acoustic guitar design.
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Metheny

Slowly but steadny, the Pat Metheny Group is
building an audience. Guitarist Metheny
assembled the quartet in June, 1977. "We
rehearsed for three weeks, ard we've been
on the road ever since.” says Pal. "We've hit it
about as hard as yod could possibly hit it
without dying: coast to coast, allover Canada
and three trips to Europe ™

Now the hard work 1s beginning to pay off. A
year ago attendance at their concerts ana
club dates was light. Today their gigs.
especially return engagements, are aptto sell
out. Ther ECM a.bum Pat Metheny Group,
released late this summer, 1s selfing briskly
Perhaps most impertant, the constanttouring
has tightened up their music

Onstage the band s casual but serious. Pat
runs the show smoaothly, rarely speaking,
sometimes moving from one tune to another
via a long solo cadenza. He may begin with
an acoustic gutar and then swich to his
hollow-body electsic ar to a 12 -string

Pianist Lyle Mays 1S the other principal
voice. He does his wor at an acoustic plano,
using a synthesizer tor color and contrast.
Behind Pat are bassist Mark Egan and
drummer Danny Gottheb Egan plays with a
flowing, humming sound similar to Jaco's.
Danny s a colorist nthe Tony Williams mold,
using his cymbals as often as his snare

Many people would classity the Pat
Metheny Group as a fusion banc, although
Pat is reluctant to accept thatlabel "The only
thing | can say about our music is that it's
current music. There are traces of rock and
traces of bebop, but the main thing about our
music 1S that it's dealing with night now.”
Douglas Clark
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It seems that Joni Mitchell likes northern
Califorma Herlastthree performances.tothe
best of our knowledge, have taken place
there, the latest being in Berkeley (Septem-
ber 2 and 3 of this year) where she performed
before 9.000 people at the outdoor Greek
Theatre as part of the benefit tor Mim
Fanna's Bread and Roses organization
Quoting from Conrad Silvert's review 1n the
San Francisco Chronicle “About six hours
after the music had begun. Joni Mitchelt
walked on stage to a standing ovation She
began strumming her big guitar and sang
“Coyote" from Hejira, sing-talking the words
into the microphone as intimately as she
might 1n someone’s living room Then she
sang the haunting, “Shadows and Light,”
from The Hissing of Summer Lawns.
investing her poetry with fine shades of
expression that evoked muitiple layers of
deja vu, like tingerning ghostly rosary beads of
past lives

She then sang her ‘Ode to Memphis
Bluesman Furry Lewis, ~ y oI1ngs the
Blues,” and then introduced the funny Las
Vegas song by saying: “Imagine you're on
the Strip and up walks Lola Folana in a
gold lame jumpsuit, all sucked up. She the
beckoned Herb )
piano, and Herbie accompanied her with
exquisH armor as she sang ne ncstoa
pair of tunes by Mingus, presumably trom her
upcoming album Her words were a stunning
portrait of Mingus. and her phrasing was light
years ahead of the jazzy stulf she sang on
C 'S ;
album Joni's been woodshe

Joni has recorded fou
mustc for her next album. which. according to
sources at Elektra/Asylum will probably not
be released until at least Christmas So far

\ cod the ¢
he (

e Hancock to the arand

N e
acks of Mingus

Jaco Pastorious. Stanley Clark Jerry
Mulkgan, Don Elias and Jeremy Lubbock
Joni 1s currently vacationing in Mexico and
will return to the studio later this fall to
complete work on the album which she 1S
producing hersell

Mitchell

Jazz-Stars

On the night of Friday, September 22, Sonny
Rollins Ron Carter and McCoy Tyner
appeared in concert at the Masonic auditor-
ium 1n San Francisco. They were joined on
drums by Al Foster, and by a lively audience
which arrived full of great expectations. The
performance they witnessed was one of
those rare events when a great deal has been
promised but even more is delivered.

The quartet opened with Rollins’ “"Cutting
Edge” and Rollins wasted no time reminding
everyone that he is the Sonny Rollins, the ace
of the saxophone, the extraordinary master of
the heart-stopping solo. After “Cutting Edge,”
Carter and Foster left the stage to Rollins and
Tyner, who performed “In A Sentimental
Mood " Tyner, who could have easily
commanded everyone's attention with one of
his signature solos, chose instead to show
how truly adept he 1s at setting up lush,
rhythmic frameworks for other players’
talents

Carter anc Foster returned, Rollins went
backstage and Tyner led the trio through
Antonio Carlos Jobim’s "Once | Loved.” Ron
Carter seemed a little anxious to show how
complex and profound his bass-playing can
be, but the audience loved it — they were
there to be impressed. When Tyner and
Foster lefi Carter alone and Carter stormed
his way through “Will You Still Be Mine," more
than a few people left their seats to applaud
him

Tyner, Rollins and Foster returned and the
quartet closed the set with Tyner's “Nubia.”
For the first time that evening. McCoy Tyner
let his power flow into its natural position at
the center of the music and, during the final
minute of "Nubia,” Rollins stood with almost
religious composure on his side of the stage,
listening, smiling, and obviously awed by
Tyner's magic

DAN CLUNY
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After the intermission, Tyner returned by
rimself and offered everyone another siice of
his genius. He called the piece "He'lo To
Pianissimo" and there is no way to outiine or
describe how beautifully he played t. A
Tyner/Carter duet followed, “Alone To-
gether,” and then, to great applause and
shouting, Sonny Rollins strolled back on
stage, took one breath and gave the solo
performance of the evening It was wild [t
was pure spirnt. The more he played. the more
apparent it became that Sonny Rollins is so
accomplished, so thoroughly centered as a
man, that he can give and give and keep on
giving without losing even a fragment of his
power. No name was given tor the sola, and
no name was needed; it could only be called
“Sonny Rollins.”

When it was over, Tyner, Carter and Foster
returned to the stage, each of them nodding
at Rollins as they went to therr respective
instruments The quartet closed the set with
Carter's “N.O Blues” and then did Trelon-
jous Monk’'s i Mean You” for an upbeat
encore — Joshua Baer

Tellunde

Tellunde lies in a box shaped canyon, highin
the southwestern Colorado Rockes and
remote from any large urban area. It is a
rather odd place for a jazz festival. Shenffs
strutting around 1n Tony Lama boots,
buckskin vests, guns on hips, Stetsons
perched just right, your eyes shift from them
to the stage, and, lo and behold, 1i's McCoy
Tyner, not Willie Nelson. The mountains,

which side the canyon, loom up perhaps
another 2,000 feet, and at nightfall it gets cold.
Most nights there'd be a fire in the backstage
area and the sound people, roadies, group-
ies, performers, promoters, and hangpersons
would gather around passing botties o* Jack
Daniels like so many High Plains Dnfters
Aga nst this rich setting, there was a iot of
good jazz 10 be heard. Betty Carter's Fniday
night set was certainly one of the high ponts,
singing a marvellous rendition of “Star Eyes”
and doing a surprise bop duet with Leon
Thomas. The four blues men’'s Saturday
morning extravaganza was great, with Mighty
Joe Young giving perhaps the strongest
performance, although it would be hard to
fault Willie Dixon and Lightin Hogkins.
McCoy's solo piano performance was
typically strong later on that day, and Chick
Corea and Gary Burton had an interesung, if
somewhat mechanical, Saturday night duet. |
was not aill that impressed with Leon
Thomas's own set Sunday afternoon Leon
worked part of his show with one of his
long-time associates, Pharoah Sanders,
anotrer surprise guest, and Pharoah suppli-
ed Leon with some rocket fuel. Pharcah on
his own was more like the Pharoah we had
come to admire, i.e., before Love Wit Find a
Way. Sunday evening's proceedings were
highl.ghied by Phil Woods' setand part cular-
ly a duet he did with Richie Cole {"Scrapple
From the Apple’) whose incredible technical
command of the alto has to be seen to be
appraciated. It is sort of a pain in the neck to
get there, but some 6,000 of us did manage to
do so this year, and i don't think anyone went
home disappointed. — Hugh Cosman

This year's Monterey Jazz Festival was again
a celebratior of the traditional. Somehow,
though, No 21 was a lot livelier than most of
the recent editions

The festival, which bridged Fricay and
Sunday evenings with five full musical
programs (something like 24 hours alto-
gether), was built around Dizzy Gilespie's
Saturday night party. Dizzy decreed that three
long rows of tables and chairs be positioned

stage left. Tne chairs were occupied by such
as Milt Jackson, James Moody, Ray Brown,
Trummy Young. Buddy Tate, Arnett Cobb,
Sweden's Arne Domnerus and Bengt Hall-
berg. Al Harg, Mel Lewts et al. Dizzy, c-essed
m peach-and-tan sartorial splendor, happity
presided over a series of cambo permuta-
tions, giving everyone a chance !0 play at
least two numbers. The top candidate for
show-stealing was Arnett Cobb. whose
preachy Texas tenor struck a d-amat.c note
amudst all the musical-chair fun and games.
Gillespie, while not particularly i~spired,
played impeccably

Friday night's disappointment was the
failure ot Stan Kenton to appear: his b-g band
siot was fi'led by a more-than-adequate, if
not earthshaking, assembly headed by
Grover Mitchell, a former Basie trombonist
who now sells charts to the Count. The rest of
Friday's program was devoted to Dexter
Gordon's quartet (wonderful) two sets by
Bob Dorough and Bill Takas (enteriaining, but
shghtly iost on the 600-plus Mcnterey
throng). singer Ruth Brown and Billy
Cobham's sexfet.

Saturday afternoon meant the designated
dose of biues, which came off fairly well,
except for the unnannounced nc-show of
Etta James

The festival's Sunday night closing
extravaganza came off without a hitcn. A vital
young band from San Francisca. Listen,
opened by playing a few orig.nal composi-
tions that featured the reeds of leader Mel
Martin. Martin then stepped pack to allow the
Listen rhythm section to back Cobb, Tate,
and Scott Hamilton in a few standa-ds

Two highly newsworthy events followed.
Expatriate tenor saxophonist Jonnny Grffin
made his first American appearance in 15
years. He was poised, mellow, supple,
tnumptrant. Tne second Triumphant Return
of the evening was staged by the Hi-Lo's, the
same four men wno cefined cool jazz singing
in the '50s It was planned as a one-time
reunion, but the set was sc flawless, and so
well-receivec, that at least a few more
performarces seemed mandatory

Sunday night, and the festival, closed with
that supersonic wonder-of-the-cosmos,
Maynard Ferguson, who nea'ly raunded up
all the stray dogs on the Manterey Peninsula.
Ferguson does have a fine band, however. —
Conrad Silvert

TOM COPI



If you're keeping score on the
big rock musicals add “Sgt.
Pepper's Lonely Hearts
Club Band” to your list of
failures. The big budget,
Robert Stigwood-produced
film opened to almost uni-
versally bad reviews and was
unable to recoup at the box
office the money spent on it.
The soundtrack album from
the film did fairly well at first,
but it has not lived up to
expectations, either. The
hype generated by the film
did helpthe Beatles, however,
as a number of their old
albums have come back onto
the charts. Radio stations

have been playing the
original recordings rather
than the Bee Gee and

Frampton copies.

The First Harlem Jazz
Festival was something less
than a smashing success as
only about a third of the
artists advertised actually
showed up. Festival promoter
Frank Weston raninto trouble
by overextending himself
with too many shows in too
many places. The Thad
Jones-Mel Lewis Orchestra
performed opening night and
the check they were paid with
bounced. As word spread,
musicians began pulling out.
People like Dizzy Gillespie,
Ahmad Jamal and Charlie
Rouse did show up and the
music that was presented
was, for the most part,
excellent. Despite the prob-
lems, promoter Weston vows
he will return next year with
another festival in Harlem.

Island Records is now
being distributed by Warner
Brothers. Island had distri-
buted itself for the last few
years and before that it was
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handled by Capitol.

If your daddy is the lawyer
for Gladys Knight, now
might be a good time to hitthe
old man up for anincrease in
your allowance. As the singer
continues her suit against
Buddah Records, she is now
being by Arista Records
(which has taken over
Buddah). Arista is suing
Gladys because she signed
with Columbia. And just to
make matters complete
Avrista is also suing Columbia
for signing Gladys.

Producer Richard Perry
has formed his own label,
Planet Records. The label
will be distributed by Elektra/
Asylum and the first release
will be a new Pointer Sisters
album. This is the first label
distribution deal Elektra/
Asylum has ever been invoi-
ved in.

Jazz clubs are popping up
all over New York these days;
it seems a new one is
opening up every week.
Among the new places to
open recently is a club called
Seventh Avenue South,
which is owned by the

Brecker Brothers.

Picture disks are currently
sweeping the country as
record companies have
found a new way to get

money out of the consumers.

Picture disks feature a
picture of the artist printed on
the record itself, and they
generally cost much more
than a regular record. Many
people feel that picture disks
will one day be collectors
items and are therefore an
investment. Time will tell.

Beware! Disco radio may
be coming to your town, Two
all-disco radio stations have
come from almost nowhere
to be major forces in the
nation’s two biggest radio
markets. In Los Angeles,
KUTE-FM switched to an
all-disco format over the
summer and is now the
second ranked contempor-
ary outlet in the market,
according to Arbitron. In New
Yark, WKTU-FM has moved
from an 0.9 share of market in
the Media Trend rating book
to an unbelievable 11.0 share
in a little more than a month.
WKTU is now the nurmnber two
station in the Apple, behind
WABC. Most of WKTU's new
listeners are apparently
coming from WBLS, which is
currently taking a nosedivein
the ratings.

Controversy continues to
swirl arouna Elvis’ alleged
first record. The song is
“Tell Me Pretty Baby" releas-
ed onthe Elvis Classic record
label. The tune has been

hailed as both genuine and
phoney-baloney bunk by
self-appointed and Official
Elvis fans alike. Local Phoe-
nix, Ariz. legend has it that
sometime in the first two
months of 1954, while seek-
ing work, the free-rolling
Presley encountered the Red
Dots, a product-of-their-time
local group who undoubtedly
wore white socks while they
sang. The petulant king of
rock and roll was invited to sit
in live with the band and in a
studio session the next day
and reluctantly accepted $15
for his efforts. Some fans
have questioned Cin/Kay
Distributing of Nashville's
documenting of the tune and
have wondered what hap-
pened to the fifteen dollars.
Apparently, it's impossible to
tell if it's really him. The
Supreme Court declined to
rule on the case but very
carefully stated that they
were “in no way making a
definitive statement or opin-
ion on Elvis, Elvis fans, or
Elvis paraphernalia.”

For those of you who
remember, there's still an
inflation on: a Top-Label
ruling on the $8.98 list album
in the near future. Except for
CBS Records, which offered
no coment, Capital, UA,
Chrysalis, Bream, RCA, WEA,
Polygram and MCA say that
no $8.98-er's are on the
drawing board. However, as
to the $9.98. . ..

And, Fantasy Records is
allegedly reported to have
been reportedly thinking
about running a contest to
decide why they're called
Fantasy Records . . . when
asked to comment, no one
would answer the phone.

J




Thank God for the hand,
thank LaBella for the strings.




wenty years ago, Irv-
ing “Slim" Rose was
a rather eccentric
Times Square mer-
chant specializing in
erotica and three-for-
a-buck records. A cross between
Groucho Marx and Ichabod Crane, Slim
had a penchant for race-horses and
pubescent runaways, and a remarkable
flair for turning a profit.

Most of the records in Slim's 35-cent
bin were at least a couple of years old
and considered dead stock. And yet the
enterprising Mr. Rose noted that some
disks, particularly those by New York
rhythm 'n blues groups, were selling
much better than the rest. This observa-
tion led him to an historic experiment.
Slim took one of the hotter items,
“Church Bells May Ring" by the Willows,
wrote TWO DOLLARS on the sleeve,
and tacked it up on the wall. Within a few
hours someone had bought it.

That simple transaction marked the
birth of R&B collecting, a compulsion
that spread rapidly throughout New
York, New Jersey and Philadelphia in
the 1960s, and that exists today in the
form of a multi-million-dollar industry.

Slim immediately dropped the porn
and went full force into the rare record
business. In 1960 he rented a hole-in-
the-wall store in the subway arcade
beneath the otd Times building.

Times Square Records violated
enough fire and safety regulations to
keep a battery of inspectors busy for a
month. It was dark., musty and as
claustrophobic as a suit of armor. There
was a low-hanging beam that threaten-
ed anyone over 5' 6", and apetraccoon,

rescued from the sewers of New York,
Swingin’ Slim Rose and the Boll  that threatened anyone who came
Weeril were two Of tbe within a three-foot radius

strangest and most colorful But where else in the world could you

, buy “Sherry” by the Sheppards for $10,
predators in the RGB record or a street-corner classic like the

world. Channels’ “The Closer You Are" for a
mere $27? Collectors had never heard of
By Joe Scherzer most of the groups Slim offered, but as
long as they hadthe right sound, nobody

cared.

Business boomed, and before long
Swingin' Slim, as he now called himself
in advertisements, had a radio show, his
own record label, and a virtual army of
vinyl junkies who brought him stacks of
rare records on a cash or credit basis.

Meanwhile, Times Square Records
was developing a pretty bad reputation
among the uninitiated. Admittediy,
record collecting attracts some fringy
characters, but so do stock car racing
and gourmet cooking. | suppose some
citizens were put off by the uniform of the
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early 60's record scene: black raincoat
and dark gtasses. The store was
described by a newspaper columnist as
a breeding ground for juvenile delin-
quents. | recall a Bronx neighbor
warning my mother about the evils of
Times Square Records.

“If he's going to that place,” he
advised in knowing tones, “he can't be
going there for records.”

That bit of wisdom had me brooding
for weeks, afraid I'd missed out on some
exotic vice. After all, | was going there for
records.

Whether Slim himself had any affec-
tion for R&B is something | wonder
about. | do know that when he went
fishing with collectors he set rigid
ground rules: "You can talk about
anything you want, except records,
records or records.”

The mid-1960s brought change to a
lot of American institutions, and even
Times Square Records fell victim. [t
wasn't the war, or changing musical
trends. or inflation. It was just that
someone decided to tear down the
Times building.

Shm moved the whole show to
another subterranean storefront, this
one at Sixth Avenue and Forty-Second
Street, but the new location just didn't
work out. The store was, well, too
spacious and too well-lighted. It lacked
the deliciously unwholesome quality of
the original.

A few years later Slim sold out to a
consortium of long-time collectors. |
was there the night he turned Times
Square Records over to the new owners
| stood outside in the arcade and
watched Slim peel commercial licenses
from the wall.

“"Who knows,” he explained, "I might
need these again some time."

But he never did. Times Square
Records went through numerous own-
ers and alterations. and in 1975, its final
above-ground incarnation went up in
flames.

Irving Rose spent his remaining work
years as a cashier in a pornography
shop. and retired to a quiet New York
existence. Age is catching up with him
now. and his memory is not what it was.
He's forgotten much about his days as
Swingin' Slim.

Oh 'dat Boll Weevil!
eorge Ross was on
his seventh wife when
he discovered the
world of record coll-
ecting. He was 49
years old and hadn't
worked in many years. He told everyone
he couldn't hold a regular job because of
a heart condition. Somehow he manag-
ed to make ends meet by perpetrating
small-time cons and hustles.

George's determination led a Bronx
street vendor to nickname him Boll
Weevil. It might have beén the best




left-handed compliment of all time. In
any event, George never indicated any
displeasure with the name and it stuck
His close associates called him B

Now the Weevil. as he was often
called by the general population, saw
R&B collecting as an easy way to make
money He learned the fine points from
neighborhood experts and quickly
became a sidewalk dealer operating in
the vicinity of that cultural mecca. Times
Square Record:

*Anyone can make a profit acquiring
records cheaply and selling them at a
premium The tricky part (s locating the
records in the first place Nothing was
too tricky for Boll Weevil

One of his well-worn scams was
something he called the old shell game
The con was sO primitive you wonder
how anyone could ever fall forit And yet
it worked every time

In some God-forsaken area of New
York or New Jersey, Boll would find a
record store that looked and smelled like
it maybe had a basement full of sooty old
records He'd walk into the place holdirng
a box containing 25 worthless 45 rp m
records

Do you have any old records?" ke'd
ask the proprietor. "Y'know, the Moon
glows or Lee Andrews and the Hearts
stuff like that

The owner would stare blankly

‘Here. I'll show you " Boll would then
open the box, shove it under the
shopkeeper's nose for a second, and
take it away just as fast "l gotthese over
on Flatbush Avenue for a dime a piece
Stuff lke the Flamingos and the Cricles
My son likes to listen to them Persan
ally. | don't care for it

f Boll Weevil was lucky. the merchant
would knit his brow suspiciously and say
something like. “Yeah, | got some old

records But | don't want no dime a
piece. | won't let ‘'em go for under a
buck

That's awful high " the Weevil would
reply. “but it won't hurt to take a look

Boll Weevil would go into the back
room or down to the cellar and method
ically look tnrough all the records. If he
hit a good crop Boll would wait until he
was alone and then separate the very
best items. perhaps even a scarce

Chance label or 2 $100 Larks record on
red plastic. The next step would be to
discard the junk records he'd brought
with him and substitute 25 valuable
d sks. He'd then go back to the
proprietor and pay for three or four
records, bargaining the price down to
say, half a buck each

Next day Boll would return to the
store. ask ‘0 look through the records
again, and repeat the swindle. In this
way he'd gradually deplete the stock
with a minimum of cash outlay

I'm Boll Weevil,” he often boasted

‘When | hit a store, | destroy it

Indeed. the Weevil destroyed a ict of

continued on page 60

Most gold records
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with ourbronze,

The best cymbal soundsin  field have always chosen
your record collection are Zildjians: Zildjian's un-
made on Zildjians. matched cutting power. It's
The super-greats, the near- the result of hand crafts-
greats, the future-greats— manship and a special alloy
they all choose Zildjians over that’s been a Zildjian family
al| other makes combined. secret for 355 years.
They choose Zildjians So when you choose cym-
for the same reasonthe top  bals, choose the cymbals
percussionists in every they use to make gold.
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espite lastyear's brief
reunion of Crosby,
Stills & Nash, the
term “super-group”
has virtually vanished
from rock 'n roll lexi-
con in the late Seventies. Bob Dylan’s
Rolling Thunder Revue was but a
temporary spectacular, the recent
Cream rumors have thus far proved
nothing more than idle pub talk, and
most superstar sessions are content-
edly relegated to impromptu backup
vocals from some big name visitor. Even
the chart-topping Foreigner, with lan
McDonald (early King Crimson) and
Mick Jones (Spooky Tooth), draws most
of its firepower from unknown singer Lou
Gramm and three equally anonymous
rhythm sectioners. Stomu Yamashta's
second edition of Go, one very promis-
ing army of heavyweights (Michael
Shrieve, Paul Jackson, Klaus Schulze,
et. al.), may soon yield to Go Three . ..
before making any momentous impact
on today's rock.

Mainstream jazz has had its share of
fleeting Montreux All-Star gettogethers,
but there have been full-fledged super-
groups as well. Certainly VSOP was a
major event in 1977, just as the
Milestone Jazzstars (McCoy Tyner,
Sonny Rollins, Ron Carter, AlFoster) are
right now. But again, these are special
alignments, not really the kind of
permanent arrangement that can exert
a lasting influence on the jazz idiom.

Not that random collections of
minstrel prima donnas will guarantee
musical immortality! We'd all prefer a
well-knit tribe of struggling unknowns
who can really play together to the kind

of repetitious grand-

standing likely to ac-
company the atli-
ance of ego-clad gi-
ants. If the magic is
there,itdoesn’tmatter

who is in the spot-

Drawing on talent from Yes,
Soft Machine, King Crimson
and Genesis, UK. is a jazz-rock
supergroup that shouldn’t go
unnoticed.

By Bob Henschen

light. And yet, when a Blind Faith or
Mahavishnu Orchestra comes together
for one space in time, there's an energy
level above and beyond the call of duty.

Not that random collections of
minstrel prima donnas will guarantee
musical immortality! We'd all prefer a
well-knit tribe of struggling unknowns
who can really play together to the kind
of repetitious grandstanding likely to
accompany the alliance of ego-clad
giants. If the magic is there, it doesn't
matter who is in the spotlight. And yet,
when a Blind Faith or Mahavishnu
Orchestra comes together for one
space in time, there's an energy level
above and beyond the call of duty.

If we told you there was one such
jazz-rock supergroup in existence
today, touring the U.S. and Europe
exhaustively, would you know who it is?
They go by the name of U.K,, short for
United Kingdom, of course, and their
four principals are synonymous with the

vanguard of progressive jazz-rock:
guitarist Allan Holdsworth (Soft Ma-
chine, Tony Williams Lifetime, Jon
Hiseman's Tempest, solo work for CTI);
keyboarder-violinist Eddie Jobson
(Curved Air at 17, Roxy Music, Frank
Zappa), singer-bassist John Wetton
(Family, the latest-greatest King Crim-
son, Uriah Heep); and drummer Bill
Bruford (Yes in 1968, King Crimson,
Gong, Genesis, etc.). Perhaps their
individual names are not yet household
words in Poughkeepsie (wherel?!), but
as U.K. these guys are destined to make
some bold impressions.

After U.K.'s recent swing through the
American west, | had a chance to catch
their broiling fusion act and later chat
with John Wetton. “This is very much of
an experimental tour for us, to see if we
get on personality-wise. We're playing
different venues as well. Like today, we
don't really have any room to move
about, it's a very small stage soyou can't
move either way ... we pretty much go
with just standing there and playing the
instruments. With a much bigger hall you
get a little bit more action on stage. But
you see, it is pretty much me and Eddie,
and not much room for Bill and Allan.”

Wetton went on to talk about those
performing roles: “We're [Wetton and
Jobson, ed.] probably the most forward
people on stage, as far as being
demonstrative, other than Bill. Of
course, Allan is somewhat reticent
about taking any spotlight. Put a light on
him and he takes a step backwards. It's
just his personality ... he doesn't like the
spotlight or being at the front. It's a very
weird profession for someone like that to
choose, the lead guitarist in a band.”

While Holdsworth holds back with
characteristic British reserve, and
Bruford simmers along with serious
percussive savvy, Wetton and Jobson
are much more visual . . . Wetton
because he's the part-time singer,
Jobson because he stands in an
open-faced keyboard cockpit facing his
audience, or darts about with his
see-through electric violin. But music-
ally as well, these two create an unusual,
almost syncopated interplay on tunes
like "Thirty Years."
etton explains that
“I'm playing what you
think is the ‘on’ beat
but it's really the off-
beat. Like in the en-
core, it's a new 5/4,
divided to 10. What | do is take the
off-beat as the on-beat . .. it happensin
‘The Only Thing She Needs'. What the
listener thinks is the push beat is
actually the off-beat. We start it on the
wrong beat, so when | start playing the
on-beat it sounds like I'm playing the
wrong thing. It's very obviously a trick.
We had to have the kind of a riff that
starts it, so we thought why don’t we start
the riff on the off-beat so.it sounds to the

continued on page 60
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There is no energy shortage.

Remember the first time you played an electric guitar? How charged
up both you and the sound were? You can experience that first time
feeling all over again when you piay an RD Artist guitar by Gibscn.

Now there are three kinds of guitar. Acoustics. Electrics. And RDs.

The core of the RD sound is powered by Active Electronics—an
ingenious refinement of recording studio technology developec by Dr.
Robert Moog.

Active Electronics supercharges the sound. Just halfway up on the
potentiometers puts you beyond where other guitars end. From that
point on, there's a sense of power you ve never
felt before. And those pots are zero set, and
calibrated to the exact ratio you dial, so both you
and your RD perform with perfect precision. 4

Since you need so many quitars today, we
made this one.

There's a lot more Active Electronics action—
like expansion and compres-
sion circuitry. it's a whole
new freedom of expres-
sion that lets you en-
engineer your own

Expansion
makes the

} notes explode St oo
+1 off your pick. N | Expnns
gL There's a strong at-  owm -
i tack followed by a fast \ O\
decay. It adds musical dy- -
AN NS YT

namics to your picking attack.
Compression spreads all the
RD energy throughout the en-
tire note. it swells. Sustains. And
it even puts a ceiling on your

COMPSIESSIN
sound, creating a peak limiter o\
effect. Separate volume SO “Coprate
controls mix the compres- [** —
—a
———

T

sion and expansion. And
the separate bass and
treble controls allow you tc
independently mix low and
high frequencies.

Dynamic control at your fingertips.

Expand your horizons even further with a sense of touch that's new to
electrics—dynamic touch. Blow by blow, you can feel the power respond-
ing under your pick.

Take charge.

Still looking for the RD's mixing board? The incredible fact 's all these
different sound modes are triggered by ;ust one simple toggle switch
We call it the mode switch. And there's still one more sound on the mode
switch. The bright mode gives a fiery lead thai makes its presence feit.

But, getting away from sound for a moment, the RD's got ¢ body that
doesn't quit. It balances itself beautifully, follows all your moves—speaks
your body language. And the comfortable contours let your hand fali
naturally in place, right in playing position.

We've made electric guitars since 1924. Today we make them
electrifying.

The Artist is just one member of the RD family. There's three guitars
and two basses. And each comes equipped with its own family of sounds
So. instead of looking for your next guitar, look for your last. The RD
Series from Gibson.

7373 N Cice 3, inkis 6CH4E
il

o W
and handling Nantucket Bowlevard irboracgh, Ontario, Canad




In New York today one notices that
there are individuals and groups of
musicians who seem to be forming
something of a movement within the

% very avant-garde broad camp that has
Q | developed since the Atlantic recordings

of Ornette Coleman. It has no leader
and there is no particular group of licks,
intervals or rhythms that identify players
| who might be part of it. More a
disposition than anything else, it
appears to repudiate some contempor-
ary tendencies in the avant-garde.
These tendencies parallel some
observations novelist Ralph Ellison
made in 1961. In the first inter-
view included in his Shadow
and Act, Ellison says, “So much
of the modern experimenta-
tion in jazz springs — as far
as Negro jazz modernists are
concerned — from a misplaced
shame over the so-called low-class
origins of jazz. These are usually men of
Negro middle class background who
have some formal training in music and
who would like jazz to be a
‘respectable’ form of expression tied up
with other forms of revolt. They'd like
to dry up the deep, rowdy stream of
jazz until it becomes a very thin trickle
of respectable sound indeed.”

In many ways, this new, counter-
movement is the healthiest thing to
have happened to jazz in quite some
time and, rather than avoid challenges,
it openly addresses very difficult ones.
Much of its thrust centers around a
return to the more overt roots of jazz
and its most fundamental traditions. Its
purpose is not only to reach a much
broader audience than just bohemians
and professional exotics, but is a
recognition of the fact that, with the
increasing number of deaths of major
players from former disciplines, the.
younger generation will either be the
active and living conservatory of
African-American musical tradition, or it
will symbolize the music’s decline into
esoteric intellectual entertainment for
the disaffiliated (none of which is to
suggest, however, that the musicians are
hostile to any sincere listeners). Instead
of obsessively competing with or
attempting to “keep up” with the
language of contemporary European
music or pass off formless violence in
lieu of swing, passion and discipline,
the players and composers associated
with this new disposition to Freedom
Swing attempt the more difficult tasks of
personalizing the freedoms and
conceptions of the last twenty years
through the blues, ballads, Afro-
Hispanic (“latin™), 4/4 grooves or
flowing approaches to “odd” meters.
And, however much thought goes into
what these players do, the point is not
to prove that they, unlike Louis
Armstrong, are intellectuals; that they
have studied music, know about
Stravinsky, Varese, Bartok, Partch,
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Messian, Stockhausen, Boulez,
Penderecki, Xanakis, et al; or that in
order to achieve “Universality” they
must make music that is almost
indistinguishable from that of those
men, whether in technique or mood. In
fact, one of the positive things about
this new disposition is its confidence in
the worth, depth and breadth of its
tradition, to the extent that one hears
no conservatory tones, no anemic
phrasing, no pretentious barbarism.
The stylistic broadness of Archie
Shepp, Don Cherry and Sun Ra
easily preceded this direction
because the work of those three
was far more comprehensive
than many who came forward
after the innovations of Coleman,
Coltrane, Dolphy, Ayler, and Taylor
during the sixties. By 1969, Shepp, Cherry
and Sun Ra had shown in recordings
like Fire Music, Mama Too Tight, On
This Night, Complete Communion,
Symphony for Improvisors, Nothing Is
and Pictures of Infinity that there were
rich sources within the idiom that
could supply the composer and
improvisor interested in fresh and
individual directions a considerable
amount of challenges. In often brilliant
fashion, they made use of chord
changes, odd meters, black urban folk
material (e.g. Shepp’s “Hambone™),
| linear and harmonic freedoms and
sophistications, crossings of styles, folk
musics and forms that could approach
long performances through extended
improvisations or medleys or inter-
connected melodies organized for an
overall effect. But their work, like that of
Mingus before them and Ellington
before him, also made style an
extension of technique as much as a
personal way of expressing individuality
— an element of color, an angle of
approach and a way of reducing the
| distances imposed between eras. Their
conceptions allowed for the artist’s work
to become a personal summation of the
tradition that paralleled whatever
contributions to improvising and
| composing he was trying to make.
The directions younger players are
taking these days seem as much
connected to the mood of the times
and the stylistic mastery of certain
musicians from the Midwest and
California as anything else. Of course, if
one examines the history of jazz it
becomes clear that the music often
undercuts the dominant emotions and
conditions of a period. The swing of
Count Basie served as an antidote to the
Depression for many, just as the hard
bop movement of the late fifties not
only rejected “cool” jazz, but swung
people through bad economic times.
Obviously, bad times are upon us again,
and the musicians who are swinging in
fresh ways are doing a social service as
well as an aesthetic one, for swing is
ultimately affirmative and brings the
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feeling of celebratory dance to the music:

Of course, those things are often
sensed by players rather than thought
out, but there are things which are
thought out as the result of an
influence. In this respect, the Ant
Ensemble of Chicago is very important
to this discussion. Though recordings
are far from indicative of their
significance, the two weeks that band
spent at the now-defunct Five Spot in
the fall of 1975 had a great effect on the
music scene because of the confident
range of their material, from drummer
Don Moye's virtuoso mastery of
international rhythms of African
derivation to the Southside fatback
blues sensibility that grounded almost
everything they played. Sometimes their
interest in theater is excessive, even
corny, but the total realization of
multiple directions is the source of their
impact. Interestingly, very few — if any
— players try so much to imitate them
as make use of the vast possibilities
they have shown.

Air is probably the most important
ensemble to come from the AACM since
the At Ensemble and, unlike the more
academic and pretentious wings of that
organization — those struggling through
European influences and ethnic field
recordings — Air is working hard at
developing substantial and often
impressionistic approaches to the
classical elements of the aesthetic,
though straightforward blues, like
“Somebody Got The Wrong Shoes,” can
rock the house. Henry Threadgill is
probably the most successful multi-
instrumentalist to emerge from the
AACM, bassist Fred hopkins is one of
the most swinging players of his
instrument to arrive sinee Jimmy
Garrison, and Steve McCall is one of the
few actual masters of the free jazz
drumming style as well as a remarkable
swinger in traditional grooves. Together
they work at a form of improvisation
that is absolutely collective, each
member achieving the orchestral
identity of his instrument in relationship
to the compositions.

Kalaparusha and Chico Freeman are
two AACM multi-reedists and
composers both focusing on tenor
saxophone. Kalaparusha is the more
impressive improvisor of the two and
his command of his instrument is
second to very few. He leans towards
the feeling of modes, ostinatos and the
blistering scalar victories of Coltrane’s
updated blues sensibility. Freeman is
much more eclectic than original, but
he is very aware of the importance of
creating a band sound, and his
compositions make use of repeating
colors, rhythms and lines that are
sometimes so innately infectious they
allow his bands to always give good
performances, whether they are
particularily inspired or not; something
which is the inevitable goal of the
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Drummer Rashied
Ali leads bands
playing a contem-
porary transforma-
tion of the suing
JSeel of the late
fifties and early
sixties. Compaosi-
Hons range from
Jazz standards and
originals to totally
improvised group
playing.

professional performer. works like Water Music for Woodwinds,
Just as important to this contemporary ' Hemphill investigates layered
direction are the players and composers | ensembles rich with melodies;

from St. Louis, most of whom were harmonic and rhythmic material that is
associated with BAG (Black Artists as much sardonic as it is given to a
Group) — Lester Bowie, Charles tragic pathos along the lines of Ornette
“Bobo™ Shaw, Julius Hemphill, Hamiet Coleman and Albert Ayler
Bluiett, Oliver Lake and Joseph Bowie. Besides being the most profound
Though usually associated with the Ant innovator to have ever plaved the
Ensemble of Chicago, Lester Bowie's bariione saxophone, Hamiet Bluiet is
own conceptions as a leader pivot on a given to organizing provocative
complex sense of respect, irony and ensembles that might spend an evening
satire. His own group. which includes exploring his jump band background,
the remarkable alto saxophonist Black intersections where African, African-
Arthur Blythe, uses every form of American and Caribbean or South
African-American music, from gospel to | American elements meet; or he might
so-called avant-garde, with great | investigate the rich, lvrical possibilities
emphasis on rhythmic fluency, lyricism, | of his saxophone, his back country
pathos and rowdiness. clarinet playing, or his bush-influenced
Julius Hemphill is one of the most flute playing. In fact, beginning in 1976,
important of contemporary composers audience members started spontan-
in that much of his work aims at eously dancing to Bluiett’s music, and
orchestrating the power of the blues. you just might when you hear him.
Whether in works like Dogon, A.D., his Listen.
overdubbed explorations of the blues | Oliver Lake's quartet has almost
idiom in a solo context, or unrecorded | regular personnel. It includes Michael
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Trumpeter Abmed Abdullab works from the
language of Lee Morgan and from North African
roots developed in Sun Ra’s ensembles. The
marriage of Arabic scales and the blues is

strangely successful.

Jackson, guitar; Fred Hopkins or
Leonard Jones, bass; and Paul Maddox,
drums. Lake is an extremely fine
composer and his music, though it
sometimes becomes bogged down in

{ empty effects and isolated electronic
mannerisms, shifts from the lyrical to
the raw, the dancing to the
contemplative. Unfortunately, the
glorious heights to which Lake can take
his music in the quartet format has yet
to be captured on record, and probably
needs to be recorded live.

The Human Arnts Ensemble, under the
leadership of Bobo Shaw, is busy
investigating the blues, whether in
shuffle or the sensuality of the funk
backbeat that carries rhythm and blues.
There is also a strong inclination to
| Afro-Hispanic rhythms and forthright,
bashing swing that will dissolve
gracefully into wild, loose sections that
are controlled by taste and empathetic
musical ideas. His most recent
performance, on the night of
Muhammad Ali’s taking of the title for
| the third time, was extraordinary. Shaw’s

drumming was as passionate and
| virtuoso as an Elvin Jones, while Joseph
| Bowie's trombone, James Newton's
| flute, the bass of Alex Blake and the
guitarist all wove together so splendidly
I got the same feeling as church when
the music lifts up. A band that could
easily become very popular.
The leading voices from California are
Black Arthur Blythe, David Murray,
| James Newton and Butch Morris. Blythe
{ is easily the most important alto
| saxophonist to arrive since Coleman,
Dolphy and Lyons. Not only is he a
premier virtuoso, but his group
conception is unique in that he writes
melodies which are broken into

18

' motive-riffs and are carried by the tuba

of Bob Stewan, while the rhythms are
orchestrated by Charles Persip. One of

\ the most imaginative, lyric and

| passionate of players, his improvising

| takes on the nature of movements as he
will build on one motive until it has
been absolutely developed in the areas
of melody, harmony and rhythm, then
move on to another, the total effect
being one of almost symphonic
improvising. Blythe's command of style
is so complete he seems to bring to

| bear the history of this music and of his

instrument on his movements from
phrase to phrase.

At 23, David Murray appears to be the
most melodically gifted of the younger
tenor players, or the one for whom
melodic invention seems most
important. He is also a very fine
composer and one who could probably
write a hit tune. Though he has led
many fine groups and has already made
11 albums as a leader, his greatest
achievement so far was an incredible
big band concert at Joseph Papp's
Public Theater in July. Butch Morris
conducted an orchestra which included
John Canter, clarinet; James Newton,
flute; Julius Hemphill, Henry Threadgill,
Pat Patrick, reeds; Olu Dara, Baikida
Carroll, Lesley Ford, trumpets; Grachan
Moncur, Lester Lashley, Michael Keith,
trombones; Jaki Byard, piano; Fred
Hopkins, bass; Steve McCall, drums;
Irene Datcher, vocals; LeRoi Jones,
recitation; Rata Christine Jones, dance.
The music ranged from New Orleans
style, to blues, 1o thick, dark,
Ellington-Strayhorn impressionsism,
bossa novas and chordally dense
material such as “Murray’s Steps.” Jones’
recitation with only Murray, Hopkins
and dancer undercut the jov of the
proceedings with a sobering and
sorrowful look at American sociery. All
told, with more brilliant improvisations
than I have space to detail, and the
proverbial “rousing finale,” young
Murray produced what seemed a
prophetic event, especially since cemain
snide bohemians found the music
“boring™ [read not esoteric]. Of course,
they did not notice the extraordinary
melodic inventions of Hemphill, the
plunger virtuosity of Olu Dara, the

Drummer Beaver Harris, leader of the 360 Degree
Experience which includes a steel drummer,
sitarist, pianist, bassist Cecil McBee and
saxopbonists David Ware and Hamiet Bluiett.
Performances cover an incredible range of
material with ensemble-like precision.
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All-singing, all-captivating All Fly Home.
Where Al Jarreau finds still more places
for the human voice to go.

"

\\\\I‘\\‘"\\\

\\\ﬂ“‘\“‘\‘mu VAL

\ "‘rm '~ u-.
i

W At A0 g A |
RN A \\mn
s ¢ Wl

All Fly Home.

Produced by Al Schmitt,
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Oliver Lake is a fine composer of music that

swings from the contemplative to the raw. He bas
a regular quartet and a contract with Arista’s new
Norus label.

comprehensive adventure of Byard., the
expansion of the resources of their
instruments one heard through Carter
and Newton, or the jagged nobility of
Murray himselt.

James Newton is the most innovative
flutist now playing jazz and may be the
most powerful player the instrument has
ever known. His sound is heroic and he
has worked out things within the
harmonic series that allow him o play
simultaneously ascending and descend
ing lines while singing another and
somehow achieving pedal tones
things at once! But these are not
gimmicks, for they work within his
compositions and come off as ideas
rather than techniques. He is presently
leading a quartet composed of Bob
Nellums, piano. Rick Rozi, buss: and
Dennis Charles, drums. Their sound
includes the entire range of the music
and the element of swing, whether
loose, straight or abstract, is essential,

A fine cornetist who has built
something individual from the
influences of Don Cherry, Buoker Little
and Miles Davis, Butch Morris is a
substantial composer. His work is often
very song-like and can create a
lamenting or plaintive feeling that
avoids being maudlin. Or his instant
classic waltz, "JoAnne's Green Satin
Dress,” achieves a buoyant and sensual
bittersweetness as fresh and well-cratied

tour

as Monk. For Murray's big band. he
contributed the aforementioned
Ellington-Strayhorn grounded composi
tions which brought out sublimely thick
colors from the orchesira,

Trumpeters Abdullah and Olu Dara
both lead fascinating ensembles.
Abdullah is a developer of the language
of Lee Morgan who worked for a few
vears with Sun Ra, thereby getting a
foundation in the entire range of
African-American musical styles. In his
own group, he plays celebratory music
which links blues and North African
elements creating a very unique sound
as the Arabic scales come through the
blues. He also uses riffs and repeating
thematic statements in his instrumenta
tion of rumpet, saxophone, violin,
French horn, vibes, bass and drums.
Like Shaw and Newton, he could casily
become very popular.

Olu Dara and the Okra Orchestra is
something of a way-out jump band, or a
modern funk group set in the middle of
a sanctified church, a reggae convention
and a Congolese village. Possessed of
one of the most touching trumpet
tones, Dara has worked with evenything
from African bands to At Bliakely: and
his desire is to bring all those elements
1o bear in his group. which he does
with astute creativity, humor and
passion. Another potential star

Drummers Sunny Murray, Rashied Al

and Beaver cach lead distinetly different
bands that are developing swing in
alternarely direct and complex ways,
Murray's only consistent band member
is vibist Khan Jamal ard the two have
developed an empathy that breaks
down the separation of the two
instruments so much that the vibes
seem tonal extensions of Murrav's
ringing cvmbals creating either a cloud
of flotation or punching propulsion,
Murray's compositions are often
folk-like, riffish or dramatic in their
similarity to deep, even tragic. songs.

Rashied Ali. who has built his style on
Max Roach, Philly Joe Jones. Roy Haynes
and Elvin Jones, is a driving drummer
whose bands vary in personnel but
maintain a sound that 18 a contemporan
transformation of the swing one used to
get in the late fifties and early sixties
His repertoire is almost all jazz
standards, originals, or totally
improvised group efforts that spin from
the drummer’s setting of a direction
Also. Ali's solos are striking examples of
the thematic control taught a whole
generation and a half of drummers by
Max Roach.

Beaver Harris and the 360 Degree
Expenience, which includes a steel

drummer and a sitar plaver, pianist and

|
[

musical director Dave Burrell, bassist
Cecil McBee. tenor saxophonist David
continued on pg. 38
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- By Len Lyons

On bis next album he’s experimenting with the idea
of radio play, the averdage listener’s short attention span and
clear-cut tunes with lots of melody.



When you have his attention, you have it undivided, which
makes for a rich interchange of some density, however short it
may be. It was my first encounter with Chick Corea, backstage
at the Greek Theater in Los Angeles, after the last of 77
concerts in three months. During the final enccre (“Spain”
from the Light As A Feather album), | took note of Corea’s
durability as a performer. The show had begun two and a half
hours earlier with a series of two piano pieces played with
Herbie Hancock. Then Corea's ensemble played a good deal
of original music, most of it from The Mad Hatter, for two solid
sets. Listening to "Spain” on the backstage monitors, | had the
impression this could go on all night.

It could, according to an assistant in Corea’'s entourage.
Concerts elsewhere, | was informed, lasted up to four hours. It
was only the Greek Theater's curfew that would dim the lights
on this one.

As the group returned to the dressingrooms, | learned there
was to be a party for everyone on the tour. It was no small
affair. The musicians along were a string quartet, a quintet of
brass, bass, drums, keyboards, and the ensemble’s featured
vocalist (and occasional keyboardist), Gayle Moran. There
was chaos in the halls but Corea appeared on scheduleinthe
dressing room, lit a cigarette, and we began.

Was he too tired? On the contrary. “| was tired most of the
day,” he said, "but once Herbie and | started playing, my
energy shot right up and continued. | guess by the end of the
night, I'm usually at my peak.”

There is no getting aroundit, so we may as wel getrighttoit:
Scientology is the second greatest discovery of his life. (The
first is music.) Though he is not inclined to proselytize, he
spoke about the inevitable relationship between these two
elements, because | asked. ' L. Ron Hubbard's research and
what he's written about,” Corea explained, “has been so
helpful to me that | keep on studying it, learning from it, and
often can’t help referring to it. One of my personal goals has
been to bring into my life, my everyday experience, the kind of
awareness and uplifting experience | get when I'm playing
music. When | play music, I'm very clear. There's nothing in
the way. Only the music and the people I'm playing it with.”

Clarity is the key concept, and he continued tc explainitand
its relationship to music. “There is a subject in Scientology
called Dianetics, which is a study of the operatien of the mind.
The mind is the thing which causes the oppaosite of clarity.
Muddiness, or whatever you want to call it. The mechanisms
of the mind, when uncontrolled, get in the way of a person's
intentions. Most everyone has positive intentions if you get
down 1o stating what they really want to do. But just in going
from point A to point B, so many other things get in our way.
Anyhow, the idea is to make your mind a useful thing to you
insteac of a hindrance. This will increase your clarity.
Especially if you create, play music, or use your imagination,
the best way to operate is without those mentat mechanisms.”

Trying to apply the reasoning more specifically to music
prompted the following dialogue:

Musician: Are you saying music is better created
spontaneously, on instinct?

Corea: “Sort of.”

Musician: But an educated instinct? Lots of schooling?
Corea: "Oh yes, I'm not talking about magic, although when
someone is playing really well, it seems like magic.”
Musician: There's real magic to me. 'n writing an
orchestration, it will sometimes have beauty. You can't
analyze it. But there are respectable orchestrations which
don't have it. | don't know what the “it" is. That's why it's magic
to me.

Corea: "For sure. | see what you mean by that.”

(Oddly, Corea’s previous album was titled Musicmagic, but |
didn't think to ask him why.)

Corea is a short man, powerfully built. As he speaks, | can
detect the broad a's of the Boston area where he grew up.
Gayle Moran came in to persuade him to leave for the party.
He seems to have an especially close rappor: with her and in

December will produce her first album on Warner Brothers.
Fortunately, our interview would go the distance. Corea's
response was firm and definite. He seems to lead naturally,
and | asked him what handling a 13-piece stage band was like.
After all, Return to Forever could be held in the palm of his
hand by comparison. His approach falls midway between
dictatorship and democracy: "Dictatorship is where one guy
has all the authority and the others follow like puppets.
Democracy is where you sit down and discuss everything.
Everybody has a vote, and the common denominator turns out
to be the person with the lowest level of awareness. That
person can only understand, go along with and agree to so
much.

“This middle line, which is the sane one to me, is where
someone submits an idea, and the others active.y share his
point of view. They don't have to twist their heads around, but
there's a natural sort of agreement.” To complete the political
analogy, it is Jefterson’s aristocracy of talent and virtue.

Corea seems to have his views well worked out, and he
answers questions directly. Thus, | decided to explore a
smaller bit of terrain thoroughly, rather than try to cover a lot of
ground. What is really new about Chick Corea's music, |
thought to myself, is the orchestral nature of his last three
albums: The Leprechaun ('76), My Spanish Heart ('77), and
The Mad Hatter ('78).

The level of orchestration, generally, seems to be rising
among musicians with a background in jazz, although it often
surfaces in the form of overdubbed, sweeteningtracks. These
are usually penned later by arrangers whom | can't resist
likening to plastic surgeons called in to give the record a
face-lift, for fear the music will sound too old or, worse, too
Mainstream. This does not happen in all cases. Certainly, not
in Corea's. His group records live, ensemble, and without
artificial sweeteners.

But this bigger, more complex sound still has implications
for the jazz tradition. Simultaneous improvisation becomes
much less possible. Would fully composed music change the
nature of jazz?

Musician: What proportion of orchestration to improvisation,
or openness, do you feel comfortable with?

Corea: "The answer depends onthe effect I wantto create. As
an artist, I'm aiming for a result, and | work with whatever

bout the new album’s title,
Meatball: “I'm just a regular
kind of guy. There’s an
image of me as somewhbcat
philosophbical and
experimental . . . I'd like

to balance it out.”

resources | have: knowledge, training, the musicians | can get,
budget

Musician: It's a pragmatic question?

Corea: "For me it is. Especially since my tastes range from
complete formlessness, like the second piece Herbie and | did
tonight (a free improvisation for two pianos), to note-for-note
composition. | might want to create either effect. With the
musicians | have now, | can do either. They're good
improvisors and they know the value of playing a composition
| have a palette to work with, and | take a little from here or
there, depending on what | want to achieve.”

Musician: Does jazz allow for note-for-note, wriiten
compositions? | believe Ellington’s arrangements were |azz,
but how far can the music go in that direction?

Corea: "You have it backwards to my way ot thinking. The style
doesn't dictate the use (of orchestration, for example). The
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user is the one who creates the styles. | don't say to myself,
Does this work as jazz? I'll create the music and the forms |
need without even thinking about style. ! think the reason we're
seeing more orchestration in the jazz-inclined areas, or
seeing more structure, is because there are more artists
desirous of controlling the effects they create through
performance and records. Herbie and | are good examples of
that. Also, there are more musicians with the ability to
compose. Structuring music is a manifestation of trying to
program music and gain a clearer idea of exactly what you're
trying to communicate.”

Musician: Does note-for-note composition allow you to
determine the effect more specifically than improvising?
Corea: "It depends. There are certain musicians | could
improvise with and obtain a very specific result. We know each
other; we know what to expect from each other musically. The
palette | work with is not just the technology of the keyboards,
scales, and notes. It's knowing what musicians can do and
what results I'll get from employing a certain musical concept.”
Musician: So note-for-note writing isn't inimical to jazz? Jazz
.doesn’t require any particular procedure?

Corea: "As far as I'm concerned it doesn'’t.”

Musician: There's a rumor you make an album faster than
anybody in the business. I've just been talking with Joe
Zawinul who has been laboring over every track of Mr. Gone
for months. (Weather Report's Mr. Gone has just been
released by Columbia records.) Why do you work so fastin the
studio?

Corea: "Well, it's not a question of technique, because |
sometimes go over tracks with a fine-toothed comb. One
difference may be that when | go for something in the studio, |
know exactly what I'm going for, so I'll make my decisions real
quick. I'm not one to deliberate over example A and example B
for several days to see which one | wantto use. For me, it's this
works, that doesn’t. | don't like to ponder, and | try to move
through things quickly. Otherwise, it feels gluey to me. | have
worked with people who move very slowly, and I've often
thought they must have a lack of things to do in lite. Like, say
you've got six months to make arecord ... sothen you take six
months.

“| used to question things a lot, though — maybe ten years
ago. Scientology helped me get through some of those
barriers. | think a lot of it was personal confusion, a lack of
certainty about what | was doing, creating. That's a matter of
your ability to know yourself. You like this, you don't like that.
Bang! Bang!”

The factis that Corea's next album, recorded in July, uses a
different studio technique, one which represents a significant
shift in his attitude towards recording. Instead of starting out
with the whole ensemble, he'll begin with basic tracks.

“One thing I've been working out recently is the difference
between my communication in performance and my
communication on record. Recording is a very different
medium, but | haven't been using it totally for what it is. It's
been half-record, half-performance for me."

Musician: You mean the record was a document of a
performance in the studio?

Corea: "Sort of. The communication line in a performance is
so simple. It goes from the stage to the audience, and that's it.
But there's a whole process the record goes through before it
reaches the listener's ear. There's a great variety of situations
that a person listens in nowadays — in a car, at home, very
busy, relaxing.”

Musician: But you can't affect that.

Corea: “No, but | can take it into consideration when I'm
creating the product.”

Musician: How will overdubbing tracks help you to do that?
Corea: "That's a separate issue. | could accomplish the same
thing without a lot of overdubbing. It's a matter of attitude and
intention. The reason I'm using basic tracks and overdubbing
has to do with the kind of music | wantto create.” (At the time of
this interview, Corea had not yet gone into the studio with the
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new concept.)

Musician: In what way will this music be different from The
Mad Hatter?

Corea: "It's not easy to describe in words; but | can say it will
have more emphasis on rhythm. And I'm going to write shorter
tracks. I'm not going to write suite-like music with movements
and variations. I'm going to write clear cut compositions, each
of which does one thing. They'll be more conducive to
radio-play, more conducive to listening to a 20-minute side
and hearing a multi-faceted sort of thing. Thisisn'tto say that |
won't create music like The Mad Hatter again. Just not on this
particular album. The record will be sort of an experiment for
me in using the recording medium.”

Musician: In the past have you done much editing — taking
out parts that didn't work, and so on?

Corea: "Sometimes I'll fix up parts if they don't come out just
right, but the level of musician | get usually makes that
unnecessary. A first performance has usually been the one.
Now overlaying (overdubbing after the basic tracks) is another
matter. That's what [ have in mind for this album. It permits me

be new album repre-

sents a shift in recording
technique. Instead of
recording a live ensemble,
be’ll begin with basic tracks
and overdub, more in the
Jasbion of rock recording.

to see parts | can add later to get exactly what | want.”
Musician: In a way you'll be improvising with the studio
technology.

Corea: "That's right. There are a lot of valid ways to use the
studio. It's still not invalid to set up two mics, put them direct
into a quarter-inch tape, get the balance right and play the
piece. It's a technique which, if done right, can produce good
results. Of course, the pop market leans towards 24-track
techniques, and Stevie Wonder is one of the masters of that -
style to me. What he does with the studio is incredible.”
Musician: In playing along with other musicians, all of themin
the band. you get a kind of internal rapport, or interplay, going.
Aren't you afraid of losing that dimension of communication by
doing basic tracks and overdubs?

Corea: "No, because that's not the concept I'm going for. The
art of overdubbing requires being able to re-create a mood or
feeling. If [ know what I'm going for, | should be able to get the
effect by overdubbing, too. | think you really caninteract with a
part that was already put down. | agree, it's a time-warp; but it
can be done.”

Eventually, the band's party won out, and the brief
encounter was over. My impression was of a man with his feet
on the ground, with the knack of organization, with a serious
purpose and the ability to have tun with it. What interested me
was the sequel: the album, and what he'd have to say about his
new approach to recording after trying it out.

The new record will be called Meatball, a less esoteric,
ethereal title than those suggested by his band members, but
Corea chose it because it points to another side of him. It's the
Corea from the ltalian North End of Boston who eats a basic
pasta dish at his parents’ table. (Chick's father, Armando,
played bass, trumpet, and wrote arrangements for a band of
his own in the 40s.) "l feel I'm just a regular kind of guy,” Chick
says. "There's an image of me as somewhat philosophical
and experimental, which | don't mind; but I'd like to balance it
out.”

At my request, Corea telephoned to report,-after-the-fact,
on the experience of recording Meatball in basic tracks and
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shorter tracks. He elaborated on part of his motivation: "'t did
have airplay in mind, but not 'singles’ specifically. The only
tunes of single length, in fact, don't really fit into the AM
philosophy. The main thing in my experimenting with shorter
tracks is accounting for the wide variation in the attention span
of the listeners. The medium of radio is important to me. | think
that's how people get to know about albums. I'm thinking of
radio in general, not AM or FM, because I'm not especially
knowledgeable on the various levels of programming.”

Two additional discoveries were made in the process. First,
he found himself enamoured of a very small recording studio
(Producer’'s Workshop in Los Angeles) because they
dispensed with the cosmetics and paid more attention to the
sound. Second, he found that some practical homework
exercises improved his performance in the studio. "For the
song ‘Golden Dawn' | brought the tape home with me and
improvised some Minimoog overdubs onto my 4-track. Then |
transcribed what | played, wrote a second harmony part to i,
and then put all those notes down in the studio. I'm going to be
doing that more often now. (Joe Zawinul worked on almost all
of Weather Report's Mr. Gone inthat manner.) It allows me to
know more precisely what | want in the session.”

Meatball was recorded in 10 days and mixed in another 10
days. This was Corea’s rundown of the album: “When we first
talked about this, | had a few of the melodies inmy head andthe
basic concept of the record. It came out pretty close — the
original ideas are there. Side One has short tunes; one of them,
a mellow, lyrical piece, is about two minutes in length. Side
Two has four pieces. | believe every song makes one
statement, only one, as opposed to the suite concept I've been
using. | should reiterate that I'm not abandoning that style. In
fact at the moment I'm writing music for a tour of South
America with a sextet. The piece is a suite that will cover the
side of a record, and it may be recorded live from the Roxy in

26

LA

“All of the basic tracks were me with bass and drums,
though | think one of the basics was just me and drums. The
only exception was ‘Hot News Blues' which | wrote for Al
Jarreau. That was recorded complete as a quartet plus Al
though | did do a little keyboard overdubbing. This song
contains another of my valiant attempts at lyric writing.
Actually, it's a new style of lyric writing for me. My other lyrics
have been rather philosophical. One set | liked was for ‘The
Musician' (on Musicmagic). | was really moved to write on that
subject, and | think | reached some peopie, too. But ‘Hot News’
is more of a down-to-earth narrative of anincident. It's in story
form and doesn't try to be poetic. I'd like to develop this type of
lyric more in the future.

“On most of the pieces the overdubbing was improvised.
However, on 'Golden Dawn,’ 'Glieb Street Shuffle’ (named
after a street in Sydney, Australia), and ‘Central Park’ the
overdubs were completely scored out before the basic tracks
were completed. On the overdubs that were written as | went
along, | had only a vague idea of what | wanted. This allowed
for some interesting additions. For example, | called Airto in
the middle of doing one piece and he played some very
creative percussion tracks. All in all, I'd say | learned a lot
technically from this album.”

As no tape was available, this writer will be waiting along
with everyone else to hear the music itself.

Mention of an old project and a future one framed our
discussion of the present album. A straight-ahead quartet
album, Friends, had just been released, a project entirely out of
the context of composed music. “The evolution of that album
is simple,” he explains. "It felt so good playing with Eddie
Gomez, Steve Gadd, and Joe Farrell on The Mad Hatter that |
suggested we do something together — not elaborate, no
arrangements. It was done in 3 or 4 days a month after the
album.”

The future project would be quite a bit more
ambitious. "It's been a childhood dream: a concerto
for piano and orchestra. I've never written for a full
orchestra before, but | know the kind of emotions and
effects | want to create with it, so | won't be
floundering in that respect.” Corea well set aside six
weeks for research and writing on the concerto, but
the time allotment was chosen somewhat arbitrarily,
he admits. (He may be fast, but not that fast.) The
plan seems to be, as usual, to formulate .a definite
idea, to work, to see how it goes.

That seemsto be Corea’s style and so far, so good.

The logistics of an interview, especially if it
involves travel, are not always simple. The writer
wishes to thank Len Epand and Linda Ekstrom Moss
for making this article possible.

egular guy Chick
and vocalist/key-
boardist Gayle
Moran backstage
after a 77-concert
tour that employed a
string quartet, a
brass quintet, bass,
drums and key-
boards. Concerts often lasted
up to four bhours.
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NIGHTS
AT THE
GODKERY

By Rafi Zabor

art II; the author
encounters the vicissitudes
of Maxine Sullivan, Big
Joe Turner, Adam
Makowicz and a lot more
salad.

The Sweet Voice of Reason

One night Lonnie Schlein and his wife Monica came in while |
was working behind the salad bar and | pretended not to see
them. Lonnie and I had gone to junior high school together and
N college had dated two girls who were each other s best
friends. Now he was one of the editors of the entertainment
section of the Sunday Times. and Barney Josephson had
come to his table and was treating him as an Important
Person. | was trying to hide myself behind a not quite
convenient pillar. shocked at my capacity for pettiness and
shame. The last time we'd met they had treated me to a fine
evening of dinner and conversation at ther plant-filled
apartment. and here | was skulking behind a pillar as though
friendship depended upon the vacillations of social status.
Was this really me? I lost respect for myself for the duration of
the evening. What made the masquerade more ludicrous still
was that Lonnie and Monica had seen me too and In
deference to my apparent wishes were pretending they
hadn't. But it was a wonderful night and in the end we got
through it in one piece. (The Times was planning a weekend
spread on the club and Lonnie was running advance for the
photographer.)

Big Joe Turner was probably working the club then, but I'll
pretend for the sake of the narrative that it was Maxine
Sullivan. She had been called in to sub for Helen Humes. who
was subbing for plano Joe Turner, who was in the hospital in
France The winter was still ferocious. there was ice in the
wind and people were beginning to freeze to death in
apartments in Harlem (I was writing a novel with my coatonin
a flat a couple of dozen blocks south). | loved Maxine Sullivan,
though she was not especially popular with the audiences.
which were small to begin with. This may have been because
she sang short sets and unlike Helen Humes, did not go out of
her way to entertain, but | think 1t also had to do with the
elevation and extreme subtlety of her art. When [ first heard her
I was tempted to call her style understated, but understate-
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ment is most often the tactic of someone trying to outfox his
own weight of passion, and Maxine’s style is so knowing and
experienced that other terms and perceptions had to be found
for it. 1 think that she is one of the most completely mature
singers now working. and that her work is a great human
document, for those who care to read it. Her singing walks the
finest of lines and acknowledges a broader range of
experience than many more overtly ‘expressive’ singers ever
ascend to. (Albert Einstein preferred Mozart to Beethoven as a
composer because Mozart discovered his music: Beethoven
merely created his.) Maxine Sullivan sings with the kind of
simplicity that comes only after long dehberation through the
eyes of considerable wisdom. I've heard her early recordings
with John Kirby's band and as good as they were — and they
were good enough to make her reputation — they were not as
jJuminous and real as what she does now. they did not stand
there and look at you so steadily

She is a small woman with regular features and white hair
and she enjoys herself. The first weekend | saw her. she came
oftstand after her set around and behind the omelet bar and
faced me. which s as close as you can get to backstage at the
Cookery When she saw me applauding enthusiastically from
behind the salad bar she swung two fists in the arr. reared
back. kicked one leg high and said. 'Yeah' All nght"” Toward
the end of her term of office at the Cookery | used to stand at
the far end of the bar near the piano and do mock brushwork
with my hands on the bartop while she sang One night she
must have heard it and grinned at me over her shoulder "You
play drums?’ she asked me after the set. "You bring ‘em in next
week and we'll get something going! | told her that | wasn't
dressed for 1t and that drums were against the law in a
residential zone. "You can't pay attention to that' You pay
attention to that stuff and you'll never do anything' Bring in
those drums. just a snare and a high hat. Play brushes " | told
her that Mr. and Mrs. J would notallowit ‘I'litake care of them.’
she said We gotta have some drums.” Her singing style 1s
usually described in terms of its hlt and easy swing. but one of
its secrets. | think, 1s that it's fed by her tremendous and
ebullient energy which it deliberately refines to the point of
sublimity before expression. She 1s. in the Iiteral sense of the
word. irrepressible. and her arti1s not a simple one. It 1s asrare
as perfection in anything. and as vaiuable

I would have loved 1o bring my drums and play with her. but
Dick Katz was wilting visibly at the piano. Even his solo sets
were growing perfunctory and sopornific. He may have disliked
playing for an audience more intent on its teriyaki than his
music. Whatever the reason. the man who had demonstrated
a genws for arranging and who. with Helen Merril. had
produced two of the finest vocal recordings of the Sixties (out
of print and not yet twolerized). as well as a couple of
altogether distinctive sessions with Lee Konitz, was reduced
to filling the time with whatever was under his fingers and
might help keep him awake (it's a great life if you don't
weaken). Vic Sproles was still there on bass. a tall rangy guy
with a sense of humor and as little enthusiasm as Katz for the
gig. though maybe a natively stronger constitution. After
awhile he began taking refuge in the basement between sets
and | would encounter him when | ran down after fresh lettuce
or whatever else. his long frame sprawled inadequately on a
straight wooden chair in front of the office door He'd be doing
nothing and we'd laugh at each other and exchange a few
words and then he'd go back to his life and | to mine. Upstairs
once | chugged past behind him with an armioad of something
during a set and muttered that | wished | was playing. He
laughed. slapped at his bass and said. 'Me t0o. | remembered
his work with Art Blakey when Lee Morgan, Gary Bartz. John
Gilmore and John Hicks were in the band. and knew how
much more he could do than what he did at the Cookery. He

was also an alumnus of the Sun Ra Arkestra and. after leaving
the Cookery in the middle of Maxine Sullivan's stay there. he
went back to St Louis where he teaches bass and theory and
works around on the local scene
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itable and corrupt as the
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of Ecdie Gomez. insinuating mis nes into Katz's and playing
virtuous solos that aimost invariably began with an ascending
run that left him where he wanted to be tor the rest of his solo.
high in his instrument's range (He did it well and the
audiences loved tim but | was ‘ar mcre impressed when |
heard him more recenily with Bill Evans: with remarkable
discernment and inteligence ke retused to duplicate Gomez
role in the tno and had begun to work cut his own ) He lifted
Kalz out of a portion 9F his fethargy and together they fimshed
the 2ug 1in honorable fashion. Maxire Sullivan continued
energztically and gracefuliy to the end. singing the same
round of standards ('You Turned the Tables on Me." ‘Skylark.’
‘Who's Got the Last Laugh Now' and others) and always
souncing fresh. (Wnen she got to the I'ne | fixed up everything
nice. including chicken and nce’ from "Surprise Party.” one of
the cocks would go oft hiz aut for the rest of the mght
Cheeken an’'rice. checkenan'tice.hahaha Cheekenan'nice

You ak nght? ‘Cheeken an’ nce. cheskenan nce  Infrared
lamps. imicrowaves. the rush the pace. the heat ‘Cheeken
an nce. cheeken an’ rce. cheeken an’ rce. haha. yeah )

In the middle of hus last night | had my firstreai conversation
with Dick Katz. You know. | said. I've always been a big fan of
the albums you did with Helan Mertill. "You what?" he said,
waking up remarkably and reaching for Michael Moore. ‘'You
know about those albums? Mwie, he knows about those
albums.” Kalz shoox his head: | thought they were the best
kept secrets in the busmess.’ | told him i had always thought
that alang with Shena Jardan’s vanishea Blue Note date they
were among the maost mnteresting vocal albums o' ther
decade Those horn voicings were wongerful: some actual
thought had gone into the writing of them. the way LaFoca's
cymbal cut into them was . Kaiz's face lit up. I'm glad
somebcdy remembers them. | saw Helen the other day: she'd
be glad too. I'm glad somebody remembers . . The years

passed between us like a procession of ghosts. ‘Hey. do you

remember the Australian Jazz Quartet?’ The record with the
kangaroo on the cover? Did Katz know that Roswell Rudd’s
first recording was an ethnomusicological hoax, the
Lithuanian Jazz Quartet, recorded in a garage in Buffalo? '‘Ros
Rudd isn’t Lithuanian, is he?’ Maybe his real name is Rudinski,
but it was a hoax, right down to the liner notes. ‘I'll have to ask
him," said Katz.

Later, after the last set, slumped with exhaustion and relief,
Katz spoke in an awed voice of Art Tatum to Michael Moore,
who was a little unwilling to join the religion. We worked it out
that Tatum was a greater musician than Rachmaninoff, but
possibly not greater than Chopin. We all agreed that Adam
Makowicz, the Polish pianist who ‘plays just like Tatum’ and
was coming to the Cookery that Spring, would be a
disappointment. We would all rather hear Count Basie play
three notes a chorus . . . | went downstairs, changed out of my
whites and went home. The novel | was writing auring the
week was coming along fine but | was developing a rash on my
wrists from the lettuce.

Big Joe

All winter long they had been telling me about Big Joe Turner.
"You wait till Big Joe comes then you see some business.
whee." "Lines around the block. Joey. we pack them in with
shoehorns.” ‘That 8ig Joe he eat two chickens a night and take
another one home for breakfast tomorrow.” "Honey." Irene told
me. ‘when that guy comes we all gonna be busy. He's
something else.” Then she drank her acidopholus culture and
told me about the last daily double she'd hit at OTB

Spring came. at least on the calendar. and with it Big Joe
Turner. The first thing they told me was not to serve him any
hquor no matter what. even if he demanded it. The second
thing they told me was not to serve him any kind of sugar: if he
asked for a Coke give him diet soda. if he asked for ice cream
turn him down Big Joe Turner was diabetic and had a taste tor
things that could kdl him 1 was not to help him do this In the

atthe C | | | t
present I would sooner hear him sing than anyone else

Haé would show up every night with pranist Lioyd Glenn,
looking bored to death while Glenn smiled heilo around the
house. plant hvmsel! at the front bootn and order a Coke (1 gave
him no-cal cherry;. t'e wouid sit there. legs spread. belly out,
sucking at nis svua and acknowledging only with great etfort
the existence of anyone around kim. He would hold the cane
he needed to get around with across his knees or in one of his
hands. Guitarist Wayne Wright would come in and tune up.
and then he and Gienn would play a set together ('Yancey
Special.” "Atter Hours." "Pinetop’'s Boogie Woogie') while
Turner sucked up another soda and iooked worse and worse.
When Glenn and Wrnight had finished their set. the pianist
would announce. ‘We'll be back in just a moment with the big
man from Kansas City who will tell you all about the blues.’
Dunng the break Glenn would say hello to everyone and
Wright would chat with Bob Allen. Mo or Rick. Glenn was a
handsome black man with a full head of white hair and a face
as bright as his plano style. He liked to meet people. pad
attention to who they were and what they were like, was
instinctively gentle and enjoyed double lemon sherbet and
extra vanilla wafers (detail, detail). Wayne Wright. whose time
as a rhythm guitanst made the drummer 1n me envious and
whose solos made the listener in me pleased. was a smallish
man with radically kempt straw-colored hair. a sense of
humor, and a blue flower, or was it a butterfly. woven on his
lapel. We did backup vocals together for Big Joe.

Big Joe himself is large and gross and self-assured. His
taste in clothes was strange — dark plaid shirts and string ties
under brown tweed jackets — he ate too much. never thanked
the waitresses and never tipped anyone for anything. When it
was time for his set he would rise like a prisoner in chains and
make his way to the stool by the piano. ordering another Coke
on the way (he would get. in a tall glass with ice and a straw,
another tall no-cal crerry). He would cue Wayne and Lloyd
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and they would start up a fast blues in C, Wright playing a
Freddie Greene four with hints of a shuffle and Glenn playing
the bass part and the chords. Turner, his voice huge and
cutting, singing. invariably, ‘Come on baby play hide and go
seek with me, We'll play the game the way it ought to be,” and
from then on he would sing classic blues in C for the rest of the
night with a bored look on his face except when showmanship
required a flicker of something else. He was magnificent. and it
was a privilege to be able to hear him night after night, week
after week. There were nights on which he exerted himself
beyond the usual. and these were amazing. There were nights
of defunct microphones. when he would revert to the blues-
shouter he had been as a bartender at the Sunset Club in
Kansas City. There were nights of every kind and they were all
of them great.

His personal manner to one side. what Turner communi-
cates by means of his art is ironic triumph over the hazards of
mixed experience. In many of his blues he can be found
putting his woman down or boasting of his sexual prowess —
‘Don’t make me nervous cause I'm holding a baseball bat:” |
did more for you baby than the good Lord ever done. | went
downtown and bought you some hair and the good Lord sure
never gave you none; 'l looked at the clock. the clock struck
four, The bed broke down and we got on the floor; 'Give me an
hour in your garden baby and I'll show you how to plant a rose’
— but these are the conventions of the form. and the one thing
Turner never is, is bitter. He is proud and lustful and
contemptuous. but he is man enough not be spoiled by what
happens to him, and his irony is a joke he shares with the
audience. 'l told her my name was Simpson. not Samson . .’
He stands there. uncorrected human nature writ large, full of
sin and wearmess. savvy. and a refusal to be beaten. as
indomitable and corrupt as the world: it is Joe Turner's mixed
pleasure to be the stutf of legend. (It was similarly remarked ot
Dr. Johnson that his soul was not different from that of other
men, only greater.) At the Cookery, Turner put the legend on
show three or four times a night but kept himself, except for
rare occasions — momentary enthusiasm or the successfully
wrangled drink — personally aloof “There ain't nothin’ shakin’
but the leaves on the trees. and they wouldn't be movin if it
wasn't for the breeze.’ That he loved what he was doing was
unguestionable. but for him to have actively exercised that
love six nights a week was more than the situation or his sense
of justice called for. It was enough that he was Big Joe Turner:
there was no one like him. ‘There ain't nothin’ bubblin’ but the
peas in the pot. and they wouldn't do that if the water wasn't
hot.” In "Hide and Seek’” he would call out ‘Are you ready?’
Wayne Wright would call back ‘Ready"” And we always were.

The cook who had so loved ‘chicken and rice' consoled
himself in its absence with ‘Corinna Corinna’, a tune that
Turner had been doing for decades and had made sound like
a blues. Could you broil me a filet of sole? ‘Corinna Corinna.
Corinna Corinna, Corinna Corinna . . . Chinga su madre . . .
Corinna Corinna . . ."Turner to the audience: 'l gotta sing this
song every night otherwise | don't get to EAT’

The Past Recaptured

Big Joe Turner left. the Cookery exhaled, and Adam Makowicz
came in. Although his reputation in Europe was immense. he
was edgy his first night playing in New York and fumbled a few
of his pyrotechnics. The New York Jazz press was there
opening night, heard what they heard. and gave the pianist
moderate knocks in the papers. By the time | got there it was
the weekend and Makowicz had recovered his poise. |
listened as closely as | could and decided that although his
playing reeked of multiple pastiches — Tatum, Jarrett, Waller
— he was basically all right. His chops were certainly amazing,
and the roughness remarked in the press had disappeared.
The Tatumisms came and went smoothly through both hands
(he had remarkable independence) and toward the end of the
night he played 'Giant Steps’ very fast and ran thirty-second
note runs over it. Grudgingly, | decided that he would do.
Josephson and John Hammond had been foolish to put out
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the ‘new Tatum' publicity; it could only make Makowicz
enemies. He is best appreciated without the comparison.

He was almost painfully shy, shed attempts at conversation
like a duck water and was out of the club at the end of the night
twenty seconds after playing his last note — he'drise fromthe
piano, nod at the applause, go to his wife's table, put on his
coat and split; it was a vanishing act. done in silence. The only
person | know to have had an actual conversation with him
was my friend Jacob Lampart, the writer, who came in one
night to make salads while | tended bar (Tom had been fired
for chronic lateness and for going to sleep a few times with his
head on the bartop). Jake addressed Makowicz in Yiddish and
asked him about synagogues in Warsaw. Makowicz
responded more or less voluminously while | and not a few
others looked on surprised. His record has come out recently
on Columbia and I'm surprised at the degree to which his
performances on it reseinble those at the Cookery. In fact.
they're identical. The general consensus at the Cookery was
amazed appreciation at first and then gradual loss of interest.
This can only have been caused by a deficiency of substance
behind the technique, but as | listen to the record | find myself
being pleased by it. within measure. | doubt that Makowicz will
greatly affect the future course of jazz. but | think it would be
foolish not to appreciate him because he 1s European. white,
and because a few unwise claims have been made for him.
The man can play.

I'was not long for the Cookery. The rash that had begun on
my wrists had advanced to my hands. which became dripping
messes unfit to stick in other people’s salads. And they hurt. |
worked my last weekend wearing surgeon's gloves. The third
draft of my novel was nearly finished, and | accounted it a
success on its own terms: what | had set out to do. had been
done. It was anawkward length and subtle but | thought | might
be able to get it published (no takers so far). | was ready to
leave New York. No more standing inside the Cookery and
watching the humans browse in Brentano's. No more falafel at
Mamoun’s, no more little apartment over the synagogue. The
hard winter had passed. A friend of mine had killed herselfin it,
and a closer friend had died of natural causes on a hill in
Turkey, watching a soccer game on a cotieehouse TV. | had
gotten out oi it with a short novel and a rash on my hands.
Medicines didn't help, but on the ride out to Colorado it healed
in the dashboard sunlight. although not completely (1 still have
traces of it as | write this article more than a year later). The

continued on page 58
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he fusion of elements from

I jazz. pop and funk has cre-

ated a new music. George

Benson, Grover Washington and Herbie Hancock represent a
level of musical accomplishment previously enjoyed by only a
small number of jazz lovers. To this they've added concise
aranging and production capabilities. Supporting, backing and
guiding these artists is a large cast of equally talented people;
producers such as Tommy Li Puma and Bob James and the
ubiquitous studio musicians who may in turn receive
recognition and bring out leader albums of their own. Because
of his boundless energy and his impeccable musical sense,
Ralph MacDonald has reached the pinnacle of success in all
ot these endeavors. His leader albums enjoy tremendous
popular acceptance; he has produced albums by musicians
such as Bobbi Humphrey and Eric Gale; and his percussion
work is in constant demand by everyone from George Benson
to James Taylor. For example, it has been reported that
MacDonald is on nearly 40% of the albums that make the
current jazz charts. In 1977, Ralph's work was heard on 16
Grammy nominations, inciuding three of the five cuts
nominated for Song of the Year. In addition to this incredible
feat, Ralph and his co-workers William Salter and William
Eaton have written eight million-sellers, including “Where Is
the Love?” and “Mister Magic”. In fact, all of Grover
Washington's single releases have been penned by this
partnership. To top off alt of this activity, MacDonald still finds
time for live performances such as a recent tour of Japan with
Tom Scott or concerts with Ralph MacDonald and Friends.

Ralph’s musical inclinations were assured virtually at his
birth in New York in 1944. His father was the noted Calypso
bandleader. Macbeth the Great, who entertained the Harlem
West Indian community with his fourteen-piece orchestra.
Ralph would come along on the gigs. "I would be on the
bandstand hitting the conga drum until | fell asleep.”

In 1961, at the age of 17, MacDonald started touring with
Harry Belafonte. Soon he was featured in the stage show as a
conga soloist and dancer. In addition, his writing abilities were
utilized to the extent that one of Belafonte's albums, Calypso
Carnival (RCA) was composed, arranged and conducted by
the young percussionist. By 1967, studio sessions were taking
an increasing amount of MacDonald's time. In 1970, he left the
Belafonte organization and joined Roberta Flack's group until
1975, when his studio, production. and writing projects brought
him into his own.

Ralph took time out from his busy schedule to call me from
his New York home and talk about his much-imitated
approach to percussion, and his other projects. His ability to
communicate his verbal ideas as articulately as he conveys
his music provided for a stimulating conversation.
Musician: How did you become involved with music, and
percussion in particular?

MacDonald: My father was a musician — a drummer and a
bandleader. He had six brothers who were drummers. It was
just a natural sort of thing where | was growing up. in Harlem.
My family was from the West Indies. They came here from
Trinidad and 1 was born in this country. My father had a big
orchestra and. as a child, | just started to play with the band.
Musician: Mostly congas?

MacDonald: Yeah, and steel drums — that comes with the
heritage. When | was seventeen | started to play with Harry
Belafonte and travelled around the world with him. | was
playing congas, cowbells, shakers, Cabasa. tambourines —
latin percussion.

Musician: Was it at this time that you saw the possibilities of
latin percussion in popular music or jazz as opposed to
straight latin or calypso?

MacDonald: Absolutely. With Harry, | got a chance to work
out a lot of things. You see, he was playing basically folk music
and the group was two acoustic guitars, upright bass, drums
and percussion — a very light instrumentation. So | had to find

various means to accompany, other than the conga drum, to,
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get texture. | stayed with him from 1961 to '70. We would be out
maybe five months out of the year. The rest of the time | would
be in New York doing sessions.

Musician: Speaking of sessions, I've read that your
percussion work is heard on about 40% of the top jazz albums
on any given week. Are you doing sessions constantly?
MacDonald: | don't really do sessions every day. A lot of times
I'll do a lot of overdubbing at one session. People think | work
day and night, but | get a chance to pick what | wanttodo, and
then | can overdub. | can do a whole album at a session
whereas the rest of the rhythm section might take a week of
sessions since they are all live. It takes time to get the music
right, and during that time [ can be writing my songs or running
my production company and studio. Time means money. A (ot
of times though. like with George Benson, | will do the date with
the rhythm section because you can get a different feeling live.
What | do affects what everyone else does and vice versa.
Musician: When you are producing someone, to what extent
do your concepts control the tunes, the musicians, and the
featured artist?

MacDonald: Pretty much totally. The music is all laid out and
the responsibility for the whole album rests on the producer's
shouiders. I'll help the artists choose material — stuff that they
can put their heart into. Then I'll choose the musicians. | have
my own recording studio, Rosebud, so | set the dates and have
pretty much control of what goes down there.

Musician: Aren't you working with Quincy Jones on the
soundtrack of The Wiz?

MacDonald: It's already done. It should probably be released
in October. We recorded that at A and R studios. They were
using up to 75 pieces and my studio is too small for that.
Speaking of Quincy, I'm involved with his new album. You
know the single. "Sounds and Stuff Like That"? That was
originally written by the rhythm section, Eric Gale, Steve Gadd,
Richard Tee, and myself.

Musician: You wrote it as a vamp in the studio and then
Quincy orchestrated around those tracks?

MacDonald: Right.

Musician: Do you write all the time?

MacDonald: Absolutely. Every time | get an idea. | putittothe
paper. When | drive, | keep a cassette next to me. | piay a little
guitar so | work out the chords and rhythms and | get together
with my co-writer, Bill Salter.

Musician: It seems as though you have made jazz more
accessible to pop audiences and, likewise, elements of pop
have entered jazz. When you produce or play on an album, do
you consciously aim for this crossover?

MacDonald: Oh, definitely. We are trying to reach as many
people as we can. Slowly, through guys like George Benson
and Grover Washington, people have widened their scope.
They are listening and getting interested in the artists, maybe
checking out what they did earlier.

Musician: | hope people check out what you were doing on
some of those early Harry Belafonte albums.

MacDonald: Yeah, those albums were beautiful, weren't
they?

Musician: [n a way those albums pointed the way to what you
are doing now. He was reaching a popular audience, but he
still had roots in definite ethnic, blues, and gospel orientations.
MacDonald: Exactly. This was one of the lucky things for me
or any percussionist — to work in an atmosphere where you
get material from around the world — a wide variety of ethnic
music. We used to have hundred-dollar budgets to just go out
and buy ethnic records so that we could better understand
what it was

Musician: | imagine you picked up a lot on the world tours.
MacDonald: Sure. Everywhere you go is a new experience. If
you stay in the hotel you won't find or hear anything, you
know?

Musician: Your style is a unique blend of elements. It is really
concise, yet there is a free, textural element also. Did you aim
for that synthesis?




Painting courtest of TK Records, by permission

Ralph MacDonald

From Belafonte to Big Business

Besides being the leading studio
percussionist, be’s a songuwriter,
producer, arranger, bandleader and
studio owner who'’s a virtual business
unto bimself.

By Thomas Lackner
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MacDonald: To be truthful, when | play my percussion, it's like
having a percussion arangement with a free-flowing attitude.
That's probably the difference between me and other players.
| won't bring in a certain instrument until the right place in the
song, as opposed to a lot of other players who goto a date and
they might play conga drums from beginningto the end even if
it should only be in certain sections. When | do an overdub, |
play in some sections, not in others, and it sounds like an
over-all arrangement.

Musician: That is really apparent on your leader albums since
the percussion is mixed so clearly and one can hear how you
construct your parts. That is especially true on the title piece of
The Path since the arrangement also deals in a historical
percussion chronology.

MacDonald: Yeah, let me tell you. It's not because | did The
Path, but i think that musically it is such an educational piece.
At first, it probably sounds very foreign to most people, but
after seventeen minutes, by the time you make the whole
cycle and the end goes back to the beginning, it's not so
foreign anymore. It's what you've been dancing to all the time.
Musician: Did you have the whole conceived and worked out
before you started recording it?

MacDonald: Oh yeah. We had it sorted out but we still had to
get it down on tape. We had the idea for the three basic
movements because the family was in Nigeria, Trinidad, and
America. | knew the first movement was Africa, and wouldn't
include anybody but myself and voices. Then we added Idris
Muhammed on log drums. On the other two movements | had
the help of my partners William Salter and William Eaton and
other musicians.

Musician: Who played the steel drums on the middle section?
Is that an established group?

MacDonald: Yeah. It's the guys that taught me to play when |
was young. The clarinet player, Clinton Thobourne, was a guy
who played in my father's band. He's around sixty. One of the
things that really pleased me on the piece was how smoothly
the transitions came off.

Musician: When you are on someone else’s date, does the
producer give you a free hand in creating the percussion part?
MacDonald: Absolutely. | have to have a free hand. That's
why they call me. They know that what | come up with is going
to beinthe best interest of the music and not necessarily of me
as a player. From working with Belafonte, | learned you have to
accompany, not play for yourselt. [t takes a lot of discipline and
now producers know | will bring that to support the music. |
can't go to a date and impose my personality on, for example,
Paul Simon. | have to support his musical personality.
Musician: When you are creating a percussion part, do you
rely on ethnic rhythms — how different instruments fit together
in different cultures?

MacDonald: Sure. But it really all boils down to sound. | deal
with a song by sound as opposed to by instrument. What does
this song need? What sound? Is it a metal sound or whatever. |
have to know betore | play.

Musician: Speaking of sounds, what is the solo percussion
instrument on the tune, Jam On the Groove (Sound of a
Drum)? It sounds like crickets.

MacDonald: Baby toy hammers.

Musician: Do you have a whole arsenal of that type of
percussion?

MacDonald: Absolutely. You'd be surprised at the sounds
you can get from toys. | feel proud that kids can relate to my
percussion. The places where you find the best instruments
are the little off-the-wall stores. I'll be in the studio and the
phone company will leave something after repairing the
phones. I'll pick it up. and it will sound great. They left some
cables, and they sound fantastic. | use them and people ask
what that sound is. They could never guess.

Musician: When you figure out percussion overdubs, do you
hear them all together in your head before you add anything, or
do you do an overdub, then listen and hear what, if anything,
should come next?
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MacDonald: Sometimes | will listen tc a track and hear
percussion in the choruses only. Then, when | lay that down
and hear it back, the petcussion for the verses becomes
obvious. Usually. though wtien | do sometiing | have thetotal
outcome in my head. A lot of times the producer or artist might
not hear it yet and it freaks them out because | may play a
percussion part that takes three different components to
understand the whole. One part by itself may sound out, but
put them all together and he digs it.

Musician: Did you develop that sense from doing a lot of
studio dates?

MacDonald: | think | develeped that from playing with a lot of
bad drummers. | mean, | came up with folk music and, in folik,
drummers just kept time. There was a lot of space left for
percussion. | shouldn't say bad drummers; the style just left a
lot of room. And then, when things went electric and the style
changed. | kept the same agproach.

Musician: What are some of your future pians?
MacDonald: Right now i'm getting ready to produce Eric
Gale’s new album at Rosebua. I'm also going on a short tour of
Japan with Tom Scott. Then V'm going to statt work on my third
atbum. It might be a little mellower than The Path. but
hopefully. when it comes out. st will be a positive progression
on what I've been doing all aicng
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Al Jarreau

aioh Mochonadlo
KNows!

If Ralph doesn't, who does?

We're talking about quality percussion. Being the most in-demand
studio percussionist, Ralph MacDonald can't afford to play games.

Not when your reputation is on the line with each recording.

If you're as serious about your music as Ralph MacDonald is about
his, do as this leader does and . . .

Trust the leader®
LATIN PERCUSSION:

P.O.BOX 88+ DEPT. [T] * PALISADES PARK, N.J.* 076850

Send 50¢ for catalog.

hereas a's
phrasing closely re

guttansts. At times his
t

excitement and distinction of his Ve
performances. Jarreau's total involve-
ment in what he does never falters, but

te'N
Sunny Babe,” and “Wait A Little While

n the

Freddie e best cut or
album 1s the Beatles’ “She's Leaving
Home," which Jarreau transforms into a
deeply felt personal memory. The same

110

Sonny Rollins Don't Stop the

On the mostly
Autumn Noc

the second

places on this
on record what those who have heard

that he can still play as well as he ever
has (and maybe better) in the course of
a long and monumental career. Every-
thing is being claimed for these perform-
ances: that they are the best to be

by anyone in ten years or

pleasure
cerebral critics

n o

se their reason and




MAYNARD FERGUSON’S
“CARNIVAL.’
SEND YOUR EARS.

l c . l

Maynard’s new album contains
all the colors and excitement of a Carnival.
It'll take you places you've never been...
everywhere from the “Theme from
2 ‘BATTLESTAR GALACTICA'” to
Ny i 75 “STELLA BY STARLIGHT.

S\ 5
N <49 Join this “CARNIVAL" today.

e

NE L " On Columbia
W Records and Tapes «

Produced by Maynard Ferguson
Associate Producer: Dr. George Butler

“Columbia’ @ are trademarks of CBS inc. € 1978 CBS Inc.

We build equipment
for musicians

arlb

] ) SOUND WOPKS

S

If you're serious about your music, it’s
time to get serious about your equipment.

Marlboro offers a complete line of amplifiers,
sound systems, professional quality micro-
phones, and speaker components, specially
designed to cover a wide range of playing
abilities...and paying abilities.

So whether you’re just getting into music
or just getting out on the road, test a Marlboro.
After all, when you're building a career, you
have to start with a sound foundation.

Send for our free catalog.

a division of
Musical Instrument Corporation of America
Amps & Sound Systems from $95 to $550, Microphones from $19 to $132 (sugg. retail) Dept. C, 170 Eileen Way, Syosset, N.Y. 11791
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CREATIVE
MUSIC @
| STUDIO

Theory

Orchestra
Workshops
Conceplual Studies
Dance

Poetry

Concerls

P.0.Box 671
Woodstock, New York
12498 914-338-7640

1979 Calendar
WINTER RETREAT JAN. 15- MAR. 17

SPRING SESSION MAR. 26 - JUNE 3
SUMMER I JUNE 18 - JULY 22
SUMMER I JULY 30 -SEPT, 2
FALL SESSION SEPT. 24 - DEC. 1

NEW YEARS INTENSIVE
DEC. 28 1978 - JAN. 6., 1979
\ TEN-DAY RESIDENCY WITH:

ART ENSEMBLE of CHICAGO
lester bowiemalachi fav orsjoseph jarman
roscoe mitchell don ymoye

fihes Drums

& Accessories
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rapt in reminiscence, the eyes of
forty-year-old road-hardened music
lans glaze over at the mention of his
name. And | agree! Listen to this guy
play! He's the great American jukebox
uncorking melody after melody. full of
good and bad jokes, arcane references
and bottomless wonder. He hashes jazz
and resurrects it all in one phrase, takes
a run at Shepp and Ayler, he invents. he
sings, he bodies forth worlds. Yammer
yammer. glaze glaze
Now the bad news If ‘Noctur t
and bits here and there unveil the Rollins
miracle to an extent unparalleled in an
uneasy decade, and despite the fun
loving title calypso, the rest of this album
is a shambles, unnerving in its disarray
Tony Williams pops along, but no one
has figured out how to r xcord him since
he made his drums tubby and switched
back to Turkish cymbals; the pianist
could be improved upon and the
guitarist shouldn’t be there at all; Donald
Byrd takes over for a bit more than half
this double set. and though he sounds
better than | thought he would, he does
not sound at all good. Maybe it 1s fitting
that genius should be inexplicable in its
lapses as well as its triumphs and that
Rollins should be a source of puzzle
ment as well as wonder, but it don't fit
with me. The one thing | thought Rollin
incdpable of these days was his former
was w t
ppOS :
something more than nature. Whether
you will want to buy this album wil
depend on how much you make a week
and how much you love what is
inexplicable, vast and funny at
Zabor
Lester Bowie A
Records HDP 29-30

f

M
M
hillip Wilson. drum

§ 5S¢ of 1t
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Lester Bowle  J2ys ought to be
Alrican Children ~ Called contusion (or

yuble-crossove
In seeking to arnve
at a danceable air
play formula t

of the ethnic character that has made
azz-blues-rock great is bleached out or
cliched over

African Children is not a crossover
album per se, but an Italian recording of
Lester Bowie's European touring band

That is to say, music for Europeans only
because in America music like this
would not be allowed to see the light of
day. It crosses over in that it demon
strates the rich common roots of
American music. The mixis not very live
the pressing could be better, and it's an
import to boot, but this record is a
powerful document of the emotional and
musical range of musiciahs who have
been largely typecast as avant-garde



R'S TROMBONE.

You can appreciate these
instruments because you're a
pro. A player in the true sense
of the word. With ten models to
choose from—three different
tenor bores, three “F” attachment
models and two each in single
and double trigger bass models

—there’s one that will respond
exactly to your style, sound and
taste. :

Yamaha Professional Trom-
bones. Because when you play
as good as you do, you've got
something to blow our horn

'obouT. At your Yamaha dealer.

€ YAMAHA

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



Electronic Music Products
effects devices to computer controlled modular
Select from experimenter’s Kits,
step-by-step product Kits or fully assembled

‘synthesizers.

dleet the AKG‘Naturalists™

AKG designs headphones to simulate the
“Natural" sound you enjoy from the best
seatin a concert hall

Based on extensive research into the na-
ture of human hearing, AKG deveioped the
K-240—the first headphone to pemit the lis-
tener to hear sound nearly indistinguishable
from a live concert or recorded sound
through loudspeakers. That is, with the
sterecimage in front of him, and with natural,
unexaggerated stereo separation and depth
perception.

The K-140, a bio-acoustically engineered
high fidelity headphone, was created for total
sound-comiort correlation with superb bass,
transparent music reproduction and un-
complicated ease of use.

professional equipment.

color catalog
P ELECTRONICS. INC. 1020 W. Wilshire OkiahomaCity, OK 73116
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The K-~40, an econoraical version of the K-
140, is designed to comfortably adapt to the
individual €ar configuration and define the
open resonant space required for optimum
performance.

if you haven 't found headphones that give
you exactly what you want, audition one of
the AKG “Maturalists.” You Il discover beau-
titul soundin your pricezange
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PHILIPS AQOIO VIDEC SYSTEMS CORP
AN AMERRCAN S OURS Comdry =
91 McKee Drives Matwah N.J 7430 - 1201) 628-3800

Bowie 1s certainly a brass iconoclast
as he demonstrates on his unaccom
panied ""Captain Courageous,’” an
encyclopedia of his unparalieled tonal
range and musica! buriesques. But then
thereis “For Fela,” asortof James Brown
n Africa funk ptece. complete with bar
organ washes and a pulsing backbeat
from Favors and Wilson. Wilson kicks off
Chii MacDonald” with his sparse

ncal drumming., which leads into a
bouncing Caribbean dance. a shouting
revival meeting and, finally, some free
blowing ensemble p’up‘ﬁy Arth
Blythe 1s inspired throughout, and wil
remind listeners of ever, great alto
saxophonist they've ever heard. His
playingis burstingwithemotion.andheis
authentic in every musical diom

magini zigzaganti 1s how the ltalian hner
escribe him. and that about says
mina features Myers love
wordless expressions and the telepathic
nterplay of Bowie and Blythe, while
Tricky Slicky” is an open-ended
winging blues. Thereismusic fordance
ind music for trance: Bowie and
ompany show how timeless and
nterchangeable are the elements that
pose our popular and art musics. |
pe the A a pa will stop
to t I
Julius Hemphill Raw Materials and
Residuals. Black Saint 0015
Julus Hemphill. alto and soprano sax
Abdul Wadud. cello: Dougoufana Fam

notes
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WE WELCOME PHONE ORDERS

crown

Womgy,

MUTRON

(whirlwind )

DDC SELLS THE FINEST LINES OF SYNTHESIZERS
ELECTRIC PIANOS, SOUND MODIFIERS, AMPLIFIERS
MIXERS & ACCESSORIES AVAILABLE ANYWHERE

WE OFFER VERY FAST SHIPMENT, PERSONALIZED
SERVICE. AND FREE ADVICE IN ANY QUANTITY!

PLEASE WRITE OR CALL FOR OUR CURRENT PRICE
LIST AND ORDERING INFORMATION
CHECK OUR PRICES, YOU'LL BE GLAD YOU DID

WHEN YOU

DICKSTEIN DISTRIBUTING CO
1120 QUINCY AVENUE MPL
SCRANTON, PA 18510

(717) 344-7469
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When you’re ready
fo go places in music

you’re ready for Peavey.

Because Peavey gear is designed and built to perform under even the most
extreme road conditions. In fact, there’s not another line of sound gear
made that’s more roadworthy. That’s why touring professionals
the world over depend on Peavey’s performance and reliability on the road.
Solid construction, innovative engineering, quality components and care
make Peavey...We're ready when you are.

Peavey Electronics Corporation
711 A Stireet / Meridian, Mississippi 39301

, l

I'm ready. Send me a free
copy of the “Peavey Papers”



oudou Don Moye, sun percussion.
mrsm———ss The more | hear of
fo { Hemphill the more |
g | am impressed with
| his work. It is char-

}
LJ acterized by deep
= / blues feeling, the
. - continuous exer-
[ = cise of intelligence
and a refusal to rely on effects. He is
neither a phrasemaker nor a mannerist:
he is playing deeply into life with some
difticult experiences and insights in
hand. In his writing. roots and modernity
tussle back and forth and find equation
Cellist Wadud has roughly the rapidity of
mind and execution of Cecil Taylor. and
his long association with the altoist has

made possible a depth of interplay you
won't find too often anywhere else. And
they don't make drummers better than
Don Moye. This trio makes what | keep
referring to in my mind as modern art
music, not because it belongs in a
museum but because it participates in
some way | haven't yet been able to
fathom in the modern painting sensibility
which Hemphill claims as a primary
influence on his style. Side One of the
album is intermittently successful. but
Side Two is damn near perfect and
contains some of the most fully modern
and continuously creative music | have
heard in awhile, a slow landscape
'Plateau’ and the unimbed blues ‘G
Song." These and the landmark Roj

NCOLLINS

<" AN FRIENDS

»

/| D

k Dot & FiberSkyn:Brum Heads & RotoToms

REMO, INC. 12804 RAYMER ST., NORTH HOLLYWOOD, CALIF. 91605

Support the American Music Conference
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Boye and the Gotham Minstrels recently
released on Sackville are, | think,
essential listening for our time, and mark
out some of the range of a complex and
modern voice that refuses to settle into
ruts or anything less than the full stature
of what it has to say. (If you can't find it,
the record can be ordered throuah
Rounder Records, 186 Willow Ave,
Sommerville, Mass. 02144. They have
recently taken over distribution of the
excellent Black Saint catalog.) — Rafi
Zabor

Art Lande and Rubisa Patrol — Desert
Marauders, ECM 1106.

The problems that crop up in Desert
Marauders — a largely enjoyable album
by West Coast pianist Art Lande — are
problems central to the New Cool
School, an admittedly generalized
grouping in which Lande surely fits.
When do sonorous melodies and rich,
roundly-shaped improvisations stop
being merely pretty and become insight-
ful and commanding? How can real
sentiment be retained among the well-
laid pitfalls of sentimentality? And in a
music served well by introspection and
restraint, a music showcasing heart and
mind — is there room for any clear
concept of artistic soui?

On a couple of tracks here — a dark

.and moving ballad called "Perelandra.”

the album’s spirited finale "Sansara.” a
lot of Lande's elements fall into place; it
is then that this band with the incongru-
ously guerilaistic name travels its
smooth-edged path with an impressive
air of purpose. Mark Isham, with his
brimming trumpet tones and strong (if
not overly original) soloing, attains his
best work on the latter: he is certainly a
valuable member of this outfit.

Yet the piece "Rubisa Patrol,” despite
a tough, dry theme and a full-scale
treatment (it runs 16 minutes). never
seems to come together. its wandering
less the result of poor planning than of
overambitious treatment: all of the
problems mentioned are laid bare and
picked over somewhat unconvincingly
And a new entry in the Chick Corea/
Mexicana/lberia sweepstakes, "El
Pueblo de las Vacas Tristes,” produces
a singularly flat response on the part of
the Patrol.

Lande is a pleasant, at times vital,
composer, and a pianist who comes oft
best when not calling specific attention
to his playing's inner graces. | have the
feeling that Art Lande's soul (and by
extension that of his music) would show
through a lot more clearly if it were
glimpsed around corners instead of on
display front and center. That way, the
fine line between preciousness and
presence might remain gratifyingly
obscure. — Neil Tesser
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GOOGA MOOGA SPEAKS'

Come hear the final word on bass instrumental amplification and reintorcement.

Listen to Googa Mooga speak at your Community dealer now.

GCommuniby

Community Light & Sound, ys Avenue, Philadelphia, PA 19143 (215) 727-0900




Phineas Newborn — Look Out -
Phineas is Back, Pablo 2310-807
Recorded in 1976, this disc is tinged with
a poignant memory of the man who was
perhaps the most technically involved
pianist in modern jazz. Newborn was,
and is, the purveyor of a style where
single-note lines are heard simultan-
eously in the left and right hands; and
while the notes used to fly by at
jaw-dropping double times, now they
seem to ooze and dance more humanly.
It's like seeing Cassius Clay at 21, with
the famous shuffle, and comparing that
vision with Muhammad Ali at 36 in New
Orleans: yes, he still floats like a butterfly
and stings like a bee, but in a shadow of
his former prowess. But swinging thru
“Night in Tunisia,” quietly stating “The
Man | Love,” Phineas is still a wondrous

player, and Ray Brown on bass and
Jimmie Smith on drums help make this a
memorable date and a happy return for
a piano giant. — zan stewart

Chico Freeman — Kings of Mali, India
Navigation 1035. A compietely convinc-
ing and mature statement by a young
musician who has emerged even further
as a composer and bandleader than he
has as a soloist (he plays reeds
forcefully and melodically and still in the
Coltrane mold). His band here includes
the formidable Don Moye on drums and
percussion, a fine vibist named Jay
Hoggard, Cecil McBee on bass and the
brilliant young Anthony Davis on piano.
Side One uses contemporaryjazzidioms
inventively and well; Side Two is African
pastoral, and fresh as a breeze; and the
effect of the entire album is of dignity,

DOD Electronics Co., 2895 So West Temple, Salt Lake City, Utah 84115, 801-485-8534
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harmony and completion. — rafi zabor
Dave Holland — Emerald Tears,
ECM-1-1109. There are not enough
superlatives in the English language to
talk about Dave Holland's bass playing.
Whether waxing rhapsodic or bursting
forth in rapidly-fingered forays, every
note is imbued with a deep ringing
poetry. Holland plays the whole range of
the bass, and a range of music that
takes in twentieth century classicism,
modern jazz, and blues. Emerald Tears
is a worthy companion piece to Dave's
other ECM masterpiece, Conference of
the Birds. Holland's solo recital is an
excellent balance of technique and
feeling chip stern

George Duke — The Dream. MPS 5D
0640-60327. Possibly the best solo disc
yet produced by George Duke, who
produced, played all instruments, and
did the vocals. The notorious Duke
humor can be heard on “Mr. McFreeze,’
‘Spock Does The Bump At The Space
Disco.” and "Vulcan Mind Probe,” but
don't let the typical titles throw you. This
music never descends to the astral
funk-junk of George's Epic recordings,
but maintains consistently inventive
jazz-rock priorities. Through a distribu-
tion deal with Capitol Records, these
Dutch imports should now be easier to
find. Also recommended: The Inner
Source, a double album from MPS with
Duke's trio (John Heard, Dick Berk)
joined by Jerome Richardson, Luis
Gasca, and Armando Peraza . . . heavy
breathing from 1971. — b.h.
Famoudou Don Moye — Sun Percus-
sion Volume One, Aeco 001, If | tell you
that this is a solo drum record you will
not easily be able to form an idea of it
unless you are familiar with Moye, since
it has more variety than sustains many
group albums. It is a surprising record in
many ways, and its appeal depends not
only on Moye's virtuosity or the variety of
drums, gongs, whisties and horns on
which he plays, but on the human depth
at which he operates, the radical
insights one would expect from a
member of the Art Ensemble, and upon
the intelligence, passion and respect
with which he has approached and
entered African tradition. (AECO Re-
cords; PO Box 6408; Chicago I1l. 60680.)
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Billy Cobham’s known

for making the most complex
rhythms sound so simple.
Now, the drummer’s

gone beyond pure technique
to give voice to his thoughts
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| with music for your feet—

anew sound meant to move

you through and through.
Featuring the extraor-

dinary vocals of Kamal,

a new singing discovery.

Smpticity of Gxpression —epth of %g@z 1
His newd album on Oolumbnia Ttecordd and aped,

Produced for Bilham Cobly Productions by Jay Chattaway and Billy Cobham.
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Dizzy Reece — Manhattan Project,
Beehive 7001. A rock-solid date from
trumpeter Reece, who has not been
heard from Stateside in years, here
accompanied by the increasingly
monumental Clifford Jordan on tenor,
Charles Davis also on tenor instead of
his more usual baritone, Albert Dailey on
piano, Roy Haynes on drums, and the
man who steals the scene, Art Davis, on
bass, with a sound huge enough to float
a battleship and all the time in the world.
Reece contributes a few interesting
originals and plays strongly with a thick,
bitter tone and cuts his way through the
changes with aresolute refusal to sound
like anyone else. The recording is
excellent. Recommended. — r.z.

Toshiko Akiyoshi — Finesse, Concord
Jazz CJ-69. For a while, the trio records
Toshiko was making were released only
in Japan, and now mainlanders can get
a good, broad sample of what jazz's
most honored distaff pianist and writer
has been up to. It is clear after one

hearing that Akiyoshi has moved far
beyond being just an admirer of Bud
Powell. As she ptays more piano, her
own individuality as an aritst at the
keyboard becomes obvious, with per-
sonal touches like strong, left-hand
accents andimaginative, fancifully linear
melodic remarks. Though she includes
two pieces from her big band library, one
being the bossa “Warning: Success
May Be Hazardous To Your Health” the
other material is unexpected. We hear
“"Wouldn't It Be Loverly”, from My Fair
Lady, Victor Young's “Love Letters”:
and an adaptation of a song from Grieg's
Peer Gynt. Bassist Monty Budwig and
drummer Jake Hanna assist in the
happy affair. — z.s.

Hamiet Bluiett — Resolution, Black
Saint 0014. Bluiett may bring more
strength to the baritone than anyone
since Harry Carney, full of solidity and
power, but the rhythm section is what
makes this album work for me. Don
Pullen is central to any album on which

Would the pedal
that Chick Corea says is,

“. .. real nice. It goes to ‘off’ which | like, and it has a nice even,
gradual increase, and also enough tension in the pedal that you

can leave it sitting in one setting.”*

... help you?

Rory Kaplan,
his equipment man said, “...

They are the cleanest volume pedals I've ever come across. We
use those on the Moog 15, the Rhodes, and the Oberheim 8-

*We did not solicit
these nice comments.

They were made unknown to us and came to our attention in the
February “Contemporary Keyboard.” We do not know nor have
we ever approached either of these two gentlemen.

We do thank Messrs Corea and Kaplan and offer our help if we

Voice."*

can be of service.

Morley (VOL) Volume — Uses unique opto-electronics to
achieve wide-range, low noise response. Long pedal travel
assures accurate, precise control without sudden level change.

No insertion loss or reduction of high frequency response.

MORLEY — the tailsafe pedals. . . no pots, gears or batteries
We build them failsafe because your career depends on it ... and so does ours.

6855 Vineland Ave.
No. Hollywood, Ca. 91605
(213) 760-3140
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No. Hollywood, Ca 91605
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he appears, creating an atmosphere of
density, turbuience and harried inven-
tion. Fred Hopkins is typically ideal on
bass and Billy Hart and Don Moye
cooperate remarkably on drums; Hart
polished and harmonious, Moye vir-
tuoso and direct. Go out and find this
album. — r.z.

Larry Coryell - Phillip Catherine —
Splendid, Elektra 6E-153. Coryell and
Catherine are among the most formid-
able guitar duos you are likely to hear.
This set is a further distillation of their
excellent Twin House. Less chops, but
more charm. Both players show com-
positional flair, from Coryell's “Snow-
shadows’ to Catherine's “'Father Christ-
mas” (both featuring Catherine’s Jaco-
ish fretless guitar). Everything from
Djangoish reveries and classical sensi-
tivity to raving blues. No cereal filler.
Splendid indeed. — c.s.

Ron Carter — A Song For You,
Milestone M-9086. Ron Carter sure can
make that piccolo bass sing, but those
waves of cellos do not swing. The call
and response patterns with the strings
do not get me where | live, even though
Carter, Kenny Barron, and Jack De-
Johnette play well enough. A good pop
album or a very tired jazz album,
depending on your outlook. — c.s.
David Murray — Transboogieology,
Black Saint 0018. Murray's tenor is an
individual voice whose range incorpor-
ates Ayler and the blues and something
yet more fugitive and singular that
crosses the music like a shadow,
sometimes obscuring it, sometimes
suggesting depth of field. This quartet
album turns on the strength of Muiray's
writing and that of trumpeter Butch
Morris, the rhythmic power of bassist
Johnny Dyani and drummer Oliver
Johnson, and the dark passion of
Murray’s tenor. It is an assured con-
temporary statement. Coulda done
without the vocalist on the title tune
though she looks alright on the cover. —
r.z.

Hal Galper — Reach Out!, Inner City
2067. This was a good band: Galper on
piano, the Breckers, Wayne Dockery on
bass and Billy Hart on drums. The
record is presided over by the mellowed
fire of Hart and the excellence of tenorist
Michael Brecker (this is probably his
best record), but Galper earns his
leadership credit by virtue of the fine and
varied blowing vehicles he writes, and
by his strong, though Tynerish, piano.
This quintet put out some of the best
hard bop of the decade, and this is likely
to be its only record. Yours. — r.z.
Lester Bowie — The 5th Power, Black
Saint 0020. Trumpeter Bowie is perhaps
the most accessible real giant of the
new music. He is always bluesy and
often humorous, and in the course of
one solo can range from pure melody to
avant garde fragmentation to sputtering
nightsounds and elemental flutters. This



fact:

you can choose your

microphone to enhance
your individuality.

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

particular applications, voices, or effects.

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

SM59

Mellow, smooth,
silent...

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

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

Some like it essentially flat...

RELATIVE RESPONS

FREQUENCY IN HEBTZ

professional microphones...by

S SHURE |

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

SM58

Crisp, bright
‘““abuse proof”

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

...some like a “presence” peak.
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tuneful and assured album features him
with an exemplary quintet: the virtuoso
altoist Arthur Blythe, Amina Myers on
piano, Malachi Favors on bass and the
funky and spacious drumming of Philip
Wilson. It is a complete success: a
‘haunting’ ballad undercut by Bowie's
half-valved bleats, a gospel tune with a
good vocal from Myers, free stuff and
lots of blues. Antic, true, and recom-
mended. — r.z.

Albert Ayler — The Village Concerts,
Impulse 9336/2. None of the music on
this double set has been released
before, and so this is a real find. Hymns
and spacemen, Sonny Rollins angels,
Mexican funerals, the works: Ayler
made an indelible mark on the music.
How great he will ultimately be reckoned
we don't know now, but that he was
unforgettable we knew from the first. His
music sounds like a celebration for the
end of the world. In retrospect, his
brother Donald, buzzing like a mad
hornet on trumpet and then reaching for
the heavens with great forsaken blasts,
seems more impressive now than he did
ten years back. Majestic and bizarre.r.z.
Dollar Brand — African Portraits,
Sackville 3009. Abdullah Ibrahim (Dollar
Brand) is a joyous pianist who mixes up
a fine brew of sanctified church,
Ellingtonia, Islamic devotion, and blues.
His music evokes images of African
plains and delta nights, sometimes
peaceful, sometimes fervent. The
pianist favors repeated riff-like figures,

which he lingers over until he has built
himself into a fine rapture. Sometimes
the music has atendency torepeat itself
a little too often, but generally this record

is an infectious listening experience.c.s.

Sunny Murray — Apple Cores, Philly
Jazz PJ 1004. This extraordinary
drummer plays as naturally as the wind
blowing through the trees, and his free
accent style has influenced a genera-
tion of players. This is Murray's most
consistent and varied recording (guitar-
ist Monnette Sudler notwithstanding).
There is a fine mixture of swinging,
rubato ballad playing, aural encounter
sessions, and drum dialogs. Murray's
cohorts include some of the finest
players in jazz today: Arthur Blythe,
Hamiet Bluiett, Oliver Lake, Frank
Foster, Don Pullen, Jimmy Vass, Cecil
McBee. Fred Hopkins, and the electro-
acoustical machinations of one Yousetff
Yancy. A homegrown, but a damned
good one. — c.s.

Bill Evans — New Conversations,
Warner Brothers BSK 3177. Evans plays
piano with an attention to nuance,
shading, and dynamic contrast that sets
him apart from the more percussively
oriented schools. Mellifluous to be sure,
but lurking within those rich voicings are
gentle nods to swing music and an
occasional blues reference. Evans
achieves an orchestral ambience via
the use of overdubs—crystal palaces of
sound. All quite nice, but it is a solo
performance of Ellington’s “Reflections
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in D" that will provide the most goose
bumps. — c.s.

Mel Martin/Listen — Growing, Inner
City 1055. A considerable advance over
Martin's previous album for Inner City,
which was more than a touch schem-
atic: fusion band plus steel drums plus
odd meters does not necessarily add up
to anything. On this date both the writing
and playing are more fluent and less
contrived, and the recording is superior
by far. Martin plays reeds well enough
and is abetted by the expert George
Marsh, among others, on drums. Seems
to me that this and Jeff Lorber's album
are both to be preferred to Chick
Corea’s latest, as they are to the rest of
big-name fusion. Not earthshaking, but
not evil, either. — r.z.

Jazz Artists Guild — Newport Rebels,
Barnaby/Candid Jazz, BR-5022. This
remarkable record celebrates the
meeting of two generations of jazzmen
in protest against the commercialization
of the Newport Festival. The ease with
which the stylistic chasms are crossed
bespeaks the timelessness of the art of
jazz. Mingus and Dolphy meet Elderidge
and Jo Jones on a common blues
ground; Dolphy and Jones provide a
dialog for vocalist Abbey Lincoln; and on
one supercharged cut Jo Jones and
Max Roach churn away under Booker
Little. 100% real. — chip stern

Alice Coltrane — Transfiguration,
Warner Brothers, 2WB 3218. Those who
found Alice Coltrane's recent work to be
blissed-out muzak can rejoice in this
release. Coltrane’'s devotionais recall
the unbridled spirit of husband John's
later groups, and her mighty Wurlitzer's
sound is somewhere in between a
saxophone and Indian hand organs.
Coltrane's string writing is still a tad
over-ripe, but her piano playing is
oceanic and peaceful. The intensity she
achieves with Reggie Workman and Roy
Haynes is often paralyzing, expecially
on "Leo.” Music to trance outon. — ¢.s.
Hannibal Marvin Peterson — Hannibal
in Antibes, Inner City 3020. Is shameless
grandstanding compatible with being a
great trumpeter? It has been in the past
but | ain't sure about Hannibal, even
though he makes his claim stick for
stretches of side one. His prowess (it is
the right word) on his instrument is
undeniable, but his music can be
resolutely mundane despite the breast-
beating infusions of personal drama. |
suspect that if he ever really finds the
door he is looking for he'll blow us all
down, but he hasn't found it yet. Good
rhythm section here with Diedre Mur-
ray's cello in place of piano, Steve Neil
on bass and Makaya Ntshoko on drums.
George Adams’ work on tenor and flute
greatly enhances the disk. — r.z.

Don Pullen — Solo Piano Album,
Sackville 3008. This powerfui pianist
has an eclectic background that in-
cludes stints with Milford Graves, Arthur
Prysock, Nina Simone, and Charles
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Mingus. Pullen plays the entire range of
his instrument, as well as a wide range of
musical reference points. He has been
lumped, rather simplistically, with Cecil
Taylor, because of their fondness for
exploding tone clusters and 20th
century compositional techniques.
Pullen is certainly capable of high
intensity freak-outs, but his is not a
single-minded vision. This set contains
post-bop formalism, some heady gos-
pel-blues incantations, and romantic
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expansiveness seamlessly blended
with the power-drive pianistics. Pullen's
touch is varied, his rhythmic drive is
buoyant, and his harmonies are never
redundant. This is a first-rate piano
recital by an overlooked artist. — c.s.
Oregon — Out of the Woods, Elektra
6E-154. This album represents further
extensions of this fine group's organic
fusion of jazz, classical, and third world
sounds. Not significantly different from
past efforts, but a continuing sense of
relaxation with their different forms. If
you've enjoyed Oregon before, this
album will not disappoint you. — c.s.
Heldon — Heidon IV, Aural Explorer AE
5001. This label spins off from [nner City
Records and rockets right out of orbit . . .
showing just how far the parent label has
shifted its mainstream stance. An
all-electronic experience brainstormed
by Richard Pinhas, Heldon is less
hilarious than Kraftwerk, less imagina-
tive than Mike Oldfield, but nearly as
heavy as, say, Tangerine Dream.
Heldon shows behind-the-scenes
creativity in its use of 1954 Les Paul
guitar, but the four part "Perspective”
relies too much on one of those astrally
phase shifting click-clack beats. Then,
just when the metallic power onslaught
has you ready for the rubber room,
Heldon breaks into something intrigu-
ingly sensible such as “Interiude:
Bassong." The LP was appropriately
taped at Schizo Studio, but persever-
ence may turn up a method to this
madness. — b.h.

Ray Mantilla — Mantilla, Inner City
1052. The personnel make this date for
percussionist Mantilla. He's using a
talented young guitarist, Carl Ratzer,
who along with drummer-pianist Joe
Chambers, wrote all the material on the
date; the under-rated flutist Jeremy
Steig; and the resounding bassist, Eddie
Gomez. The music is based on repeat-
ing vamps, some melodically gentle and
fine-spun, some rhythmically forceful
and intense. “Inca Love Chant”, with
Steig's bass blute, comes away with top
honors, but the date as a whole is open
and listenable. — z.s.

Eddie Daniels — Street Wind, Marlin
2214. The superlative reed man Daniels
has made his first solo album in ten
years, and it's a potpourri of sounds,
images and moods. His tenor is featured
on Peter Allen’s 'l Go To Rio", a rousing
take, and on a haunting yet bouncy
reading of Pathr Austins “End of a
Rainbow”, both tunes written by singers.
But the album’s brightest moments are
provided by Daniels’ clarinet antics, an
instrument on which he is a virtuoso with
a ringing tone and startling breadth of
invention and execution. He plays the
racker “Preparation F," and the classic
“OI'Man River," the latter a mini-suite in
three parts. Eddie makes the long,
ebony horn sound perfectly at homeina
contemporary atmosphere: no shades
of mold or dust, just right on time. — z.s.

Willis Jackson — Bar Wars, Muse MR
5162. Heavyweight stuff allthe way! This
is lounge jazz at its finest. Jackson is a
gutsy, roaring tenor man in the spirit of
Hawkins, Webster and Jacquet and he
likes to burn, burn, burn. The blues is
what this disc is all about, straight-
ahead jazz blues and Jackson is a past
and present master. And to back him up,
he uses one of the greatest young
guitarists, Pat Martino, who is simply
outrageous, no matter what the setting;
and a soulful, pulsing organist, Charles
Earland. Better roll back the rug for this
one. — zs.

Jeff Lorber Fusion — Soft Space, Inner
City 1056. This is the second of two
good Lorber albums on this label. The
band comes out of the Northwest and
derives mostly from Weather Report and
Chick Corea, but because Lorber and
his accompanists seem genuinely
interested in exploring the idiom and
themselves rather than just turning a
buck, the music is interesting and fresh.
Corea and Joe Farrell are on hand for
guest shots for two cuts each. So? —r.z.
McCoy Tyner — The Early Trios,
Impulse. This could have been a better
retrospective than it is. Instead of
rereleasing Tyner's first two albums,
Inception (with Art Davis and Elvin
Jonmes) and Reaching Fourth (with Henry
Grimes and Roy Haynes), Impulse has
reissued the first of these and then
assembled selections from a number of
dates to fill out this double set. To my
mind this is an inferior strategy, but it's
hard to know by what logic, or lack of it,
record companies proceed in these
affairs, cutting this out of the catalogue
and leaving that in, reissuing two thirds
of Fingle and one half of Fangle,
deciding who shall live and who shall
die. May as well say it here: the graphics
on this whole Impulse series serve no
one except the designer and, presum-
ably, his family. — r.z.

Various Artists — The New Breed,
Impulse 8339/2. A grab-bag including
the great Cecil Taylor sides originally
put out under Gil Evans’ name as half of
Into the Hot: essential stuff with Taylor
working towards his mature approach
and already in full artistic stride with
Archie Shepp on tenor; a good hard bop
quintet co-led by Charles Tolliver and
James Spaulding; a Grachan Moncur
quartet. and the live version, less
stunning but more gritty than the studio
cut, of Archie Shepp's 'Hambone.' The
first-named and last items make this
double set important, but we could have
done with less Moncur and in its place
Coltrane’s live version of ‘Nature Boy'
from the same concert that provided
everything here but the Taylor items. In
the middle of my life's road | found
myself in a dark record shop. — r.z.
John Scofield — Live, Inner City 3022!
This is a fine and likable album. Unlike
Coryeli and company, Scofield seems
interested in working out a viable
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modern extension of Charlie Christian's
style. His work here is technically
unstrained, full of ideas and flow, and is
phrased in a personal way. Richie
Beirach is ‘brilliant’ and facetious on
piano, while George Mraz and Joe
LaBarbera make a fine rhythmteamand
solo well. The recording is fine. A
satisfying record. — r.z.

Abdul Wadud — By Myself, Bisharra
101. Cellist Wadud is one of the most
astonishing instrumentalists of any kind
to have emerged during this decade. He
plays cello in a way that makes arco,
pizzicato, blues and pointillistic panton-
ality seem simultaneous events in a
style going about its own larger business
as it must. This is a solo album and,
although it robs us of the pleasure of
hearing him as an accompanist, this can
be remedied by buying other albums;

this one tends to overdensity (lines tend
to disappear when plucked this rapidly)
but introduces us to the solo talents of a
musician who leaves no note inexpress-
ive or ungraced by humor or invention,
and plays with a virtuosity that cannot
but dazzle. (Bisharra Music, PO Box 749,
Newark, NJ 07101.) — r.z.

Lew Tabackin — Dual Nature, Inner
City 1028. There’s a lot of vigorous tenor
playing on one side of this album, more
broadly based and satisfying than on
Tabackin's last for this label, but to these
ears he steals it with his flute playing on
a tune that nobody from Brooklyn should
have allowed to be called "Euterpe.” Don
Friedman is welcome back after long
absence on piano. The album was
recorded in 1976 in LA. — r.z.
Eberhard Weber — Silent Feet. ECM
ECM-1-1107. A bolder advance for the
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German bassist Weber, whose group
Colours is evolving into a rather hefty
jazz fusion unit. The side-long "Seriously
Deep" begins with the sort of wide-open
modernism we expect from this com-
poser, but the cut soon submerges itselt
in a degree of improvisation and
intensity previously displayed only in
concert. Charlie Mariano, who deserves
accolades for his own October (Inner
City). is quite willing to leave Colours’
melodic framework for long periods of
introverted solo time, and drummer John
Marshall (Soft Machine veteran) is
pushing for harder edges in Weber's
music too. The leader's passion for
jazz-classical melody is still an impor-
tant part of this group’s ECM sound, but
the set is rarely mellow in its devotion to
new openness and individualism.
Charles Owens — The Two Quartets,
Discovery DS-787. Owens, an LA-bas-
ed reed artist, plays only tenor saxo-
phone here on a date featuring six of his
own compositions. As a writer, he
presents a diverse assortment of pieces
that serve as supports for his thoughtful
and reaching improvisations. “The Key
to Lite"islyricaland warm; "Eric’'s Tune”
is jaunty and light; and “Little Tunk is
feisty and bluesy. The saxophonist
employs two different quartets (hence
the titie) on this provocative and sturdy
date, with pianists Ted Saunders and
Dwight Dickerson getting most of the
solo space. — z.s
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Cookery - cont. from pg. 30

rash kept me out of restaurant jobs once
| got to Colorado and at length | became
a jazz critic, that strangest in the series
of creatures | have been. Last winter |
went back to the Cookery with this
article in mind and saw Alberta Hunter,
who is a particularly pure instance of
human triumph (What is usually con-
ceived of as a triumph of human nature
is most often atriumph overit.), but there
is no room for her in this piece. | go back
to New York next week and | wonder if
my family will still speak to me. | hope
I've slandered no one in writing this,
praised the praiseworthy and told all the
truth there was room for. Wish me luck.

Freedom Swing - cont. from pg. 21
Ware and Hamiet Bluiett, lives up to its
name by using many different musical
styles. But what makes it sounique is the
range of textures that the instrumenta-
tion allows. When it last appeared in
New York, the audiences were spell-
bound by the range of the material and
the ensemble precision, for the sets
shifted directions and conceptions
continually, giving the listener a musical
tour of a broad universe.

Don Pullen, who has worked with Nina
Simone, Milford Graves and Charles
Mingus, is the favored pianist of the new
disposition, for he brings a thick,
blues-gospel touch to his music and
has figured out fresh voicings and ways
to make clusters more than blots of

staccato nervousness. His quartet of
Chico Freeman, reeds; Fred Hopkins,
bass; and Bobby Battle, drums; is a very
thrilling experience, for Pullen’s virtuos-
ity and empathy give his band a much
larger sound as he manipulates the
keyboard to sound like everything from
drums to choral chants and improvises
structures in which the voicings shift so
often each chord seems a universe unto
itself (one of the directions arranging will
take), or he might trill with his outside
fingers while playing simple, elegant
melodies with his thumbs and forefing-
ers. One samba he composed sets
fluttering clusters under a line that is
played in the upper register of the tenor
saxophone but allows for improvisation
within the statement of the melody,
causing invention and composition to
coexist.

Allin all, the scene is veryrich indeed,
particularly with masters like Philly Joe
Jones, Max Roach and Dexter Gordon
returning to active New York playing, for
they are bringing with them the kinds of
skills and disciplines and approaches to
artistry that are inspiring higher stand-
ards in every style of playing, while
seeming to draw inspiration from the
better younger players as well. When
that kind of interplay exists in this idiom,
the aesthetic sky is the limit. Freedom
swing has that rare quality of being
spontaneously re-invented by the best
of the new generation in jazz every time
they play. Whatever it is, it is alive.
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LISTENING TO JAZZ New paperback $3.45
THE ARTISTRY OF JOE HENDERSON i2inal songs and
transcribed solos from 2 classic Blue Note albums. Ex
cellent book 1n Bb key $4.95
CANNONBALL ADDERLEY‘S COMPLETE JAZZ FAKE BOOK
152 songs made famous by Cannonbail's group, n con-
cert key $6.95
PATTERNS for IMPROVISATION by Oliver Nelson Treble
-let book of 81 d.tterent patterns & songs $8.00
ENCYCLOPEDIA of IMPROVISATIONAL RHYTHMS & PAT-
TERNS. Treble clef Good sight reading book $15.00
DAVID BAKER COMBO SERIES scored for trpt., alto, ten,
bone, rhy Write for list $7.00 ea. arr.
JAZZ IMPROVISING for the ROCK BLUES GUITARIST by Paul
Lucas Melodic jazz soloing book $5.95
MONK MONTGOMERY ELECTRIC BASS METHOD edited by
Dav-d Baker. Weaith of material for constructing bass
hin $16.00
FIVE TROMBONE ARRANGEMENTS wrhythm sections 9
New original charts from Nashville by Barry McDcnald et
al Write for catalog and prices
LOOKOUT FARM—A case study of improvisation for small
jazz groups By Dave Liebman & group Two sound sheets
and transcribed solos Excellent book! $9.95
WEATHER REPORT book. Contains BIRDLAND HARLE
QUIN HAVONA THE JUGGLER PALLADIUM A REMARK
YOU MADE RUMBA MAMA & TEEN TOWN Concert key
and tenor soprano part $6.95
THE BRECKER BROS. 18 tunes in sketch score form
concert key Includes S me Skunk Funk & Sneakirs
hind v
CHUCK MANGIONE 2 tunes in sketch score form and 6 pi
ano score—concert key. Bellavia, Chase the Clouds
Away, Soft, etc $5.95
TEXTBOOK of DRUM SET EXERCISES. 25 charts of differ
ent phases of jazz drumming Complete notation $3.95
A MUSIC NOTATION PRIMER—MUSIC CALLIGRAPHY by
Glen Rosecrans Shows how to copy music $4.00
WES MONTGOMERY JAZZ GUITAR SOLOS off record. 22
transcribed solos $5.95
TECHNIQUES & THEORY for POP KEYBOARD PLAYERS by
Preston Keys Thorough book for intermediate to ad
vanced players $5.95
DAVID BAKER ADVANCED EAR TRAINING BOOK wi th
CASSETTE $12.00
TAKE THE LEAD by Stan Seckler A basic manual for Lead
Altoist in jazz band $5.00
THESAURUS of SCALES & MELODIC PATTERNS by
N Slonimsky Large hardbound book, 243 pages Treble
& bass clef exerlises $25.00
INTERPRETING POPULAR MUSIC at the KEYBOARD by Jer:
Southern Exceilent book, spiral bound 9.95
CHARLIE CHRISTIAN GUITAR SOLOS. 12 solos taken off
record 3.50
NEW CONCEPTS IN LINEAR IMPROVISATION by Ray Ritker
Textbook method of studying scales & chords Treble
clef $7.95
WORKBOOK tor NEW CONCEPTS IN LINEAR IMPROVISA-
TION wicassette practice tape Workbook has chord pro
gressions in concert key for the practice tape $9.95
ED THIGPEN—RHYTHM ANALYSIS & BASIC COORDINA-
TION for DRUMS. Good primer book $4.95
AUTOBIOGRAPHY of a YOGI by Paramahansa Yogzanada

Paperback of life as it really is $1.95
IMPROVISING JAZ2 by Jer-y Coker (paperback) Excellent
ntroducton to 1322 theory $2.95
THE JAZ22 IDIOM by Jetry Coker (paperback) A must for

teachers! This book can give you « boost once you've be
gun to improvise $2.45
PATTERNS for JAZ2 by Jerry Coker #t al Excetlent book
for daily practice Treble clef Teaches you to play in all
weys and really helps develss your var $14.00
SCALES for JAZZ IMPROVISATION by Dan Haer e Dan
takes 21 scales and shows now to use them and trans
poses them in all twelve keys n treble & bass cle* $6.95

JAZZ AIDS

|

JAZZ TRUMPET TECHNIQUES by John McNeil Speal |

book designed to help salve: Certan problem area . of jazz
trumpet playing A much needed book $2.95
PENTATONIC SCALES for JAZZ IMPROVISATION by Ray

Rither Study of Pentaton oS in modern jazz com
plete arth many exercises and hiks Sie portions of
transcrited solos by C Corea H Mancock, J Farrell, )
Henderson K Jarrett and W Shorter $7.95

TECHNIQUE DEVELOPMENT in FOURTHS by Ray Ricker

An advanced D00k gt the treatment of tourths in modern
jazz Loads ot ererlises and patterns with Chord symbols
tor direct application in playing situations $6.95
LYDIAN CHROMATIC CONCEPT by George Russell

An advanced book dealing with the apphcation o* stales
& melodic concepts used by the jazz masters $26.50
CHARLIE PARKER ORIGINALS in CONCERT KEY. A book of
30 <ongs written by the great Charlie Parker Concert key
only $2.95

HUGE JUMBO JAZZ FAKE BOOK by Bill Lee 1002 jazz
ONRs 1n Lonuert key with chord symbols and words 70
ngs by H Silver 20 by S Rollins. 20 by M Davi-, 32 by

Duke and many, many more $19.95

BIRD LIVES by Ross Russell Hardbound reading book ot

the hte ot Charlie Parker Qutstanding book with an
nside view ot Bird te $10 95
CHASIN' THE TRANE by | C Thomas Hardbound tiosk ot
the music and mystique of the late John Coltrane $7.95
THE ART OF MUSIC COPYING by Clinton Roemer Tae mu
opyist Bible for composer arranger. student,
teacher Large paperbak $11.95
STANDAROIZED CHORD SYMBOL NOTATION by C Roemer
& Carl Brandt A unitorm system for the music orofes
1on Paperbai k $3.95

THE PROFESSIONAL ARRANGER & COMPOSER by Rus«
Garcia One of the countries standard text for big band
writing $9.95

THE JAZZ CLINICIANS QUARTET "PLAY for YOU" featuring
Jamey Aebersold, alto and tenor. Dan Haerle, piano, Ru
fus Reid bass and Charlie Craig, drums. An album show
casing these outstanding mustcians/chricians. Cherd
progressions and two solos provided $5.95
DIFFERENT ORUMMERS by Billy Mintz. A unique, in depth
study info the styles of the great drummers of our time
And an important instruction record $4.95

PIANO BOOKS

Si books of prano s0los and songs by four all time jazz pi
ano greats Most all solos and songs are written for two
hands with chord symbols just as the masters play them
CHICK COREA: 16 tunes including Spain, 500 Miles High
La Festa and You re Everything $6.95
BILL EVANS #1 6 transcribed songs—interplay, Time Re

membered. Very Early, et $2.95
BILL EVANS #2 5 transcribed solos and 1 song—Funny
Man, Orbit. et $3.95

BILL EVANS #3 5 transcribed solos and 15 songs off rec
ords Peri s Stope. Elsa, Peace Piece, et $3.95
HERBIE HANCOCK: Over 45 of his greatest hits such as
Cantaloupe Island. Maiden Voyage. Toys. One Finger
Snap Watermelon Man. Chameleon. et $7.50
HORACE SILVER: 53 transcribed songs exactly as re

orded by Horace Sister Sadie, Nica's Dream, Nut
ville, Silver s Serenade. Strollin’, Tokyo Blues, etc $6.95
THE ERROLL GARNER SONGBOOK 21 songs based on re
orded versions Just like Erroll ptays —-two hands $6.95
JAZZ ROCK VOICINGS for the CONTEMPORARY KEYBOARD
PLAYER by Dan Haerle A must for any keyboard player
who needs new voicings! An important. intermediate
method includes voicings, principles of chord function
ubstitutions. melody harmonization by one of our lead
ng jazz educators $4.95
A STUODY IN FOURTHS by Walter Bishop. Jr New book
dealing ~ith the interval of the perfect fourth in jazz In
ludes 5 originals for two hands Taken off record $4.50

JAZZ SOLOE TRANSCRIPTIONS

28 MODERN JAZZ TRUMPET SOLOS transcribed by Ken
Slone and edited by Jamey Aebersold Brand New! An
outstanding coliection ot modern jazz trumpet solos by
15 jasz greats Solos are in Bb key with chord symbols
above each measure Solos by Mites Davis, Clifford
Brown, Dizzy Gillespie, Freddie Hubbard. Fats Navarro
K Dorham. B Littie, C Baker. Lee Morgan, A Farmer R
Brecker B Mitchetl C Terry. T Harrell & W Shaw $4.95
CHARLIE PARKER SOLOS for Bb and C keys. Di‘terent solos
than the above Nine solos transcribed off records with
PIaN0 A4ccompaniment $3.95
012ZY GILLESPIE SOLOS tor Bb and C keys. 14 trans: rbed
solos oft records by Dizzy with piano accomp $4.95
LOUIS ARMSTRONG SOLOS in Bb key only. 20 beautiful
clos by Louie esactly as on records $3.95
JAZZ STYLES & ANALYSIS for TROMBONE by David Baker
History of the trombone via trans solos 157 solos in
bass clett off records by known trombonists $15.00
JAZZ STYLES & ANALYSIS for ALTO SAX by Harry Miedma
and David Baker 125 transcribed and annotated solos
by 103 tamous alto sasophonists $12.50
JAZZ RHYTHM & the IMPROVISED LINE by John Mehegan
Transcribed solos from atl |azz perlods inconcert key. 29
50i0s $6.95

BASS BOOKS

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

BRAND NEW' Shows how to approach and execute in
thumb position for acoustic bass Descriptive photos
and concise exercises teach the entire tingerboard as
well as the high register $7.50
NO NONSENSE ELECTRIC BASS by Joe Cacibauda This
book 15 3 beginning method book for the students who
may not always have a teacher to consult Covers tuning,
picking, music notations, counting rhythms, etc  $4.95
WALKING ON CHORDS FOR STRING BASS by Richard
Davis 20 bass hines with chord symbols just as Richard
would walk them $5.00

|  ©avID PAKER BOOKS

JAZZ IMPROVISATION by David Baker A practical theory
book aimed at performance Comprehensive method of
study for jazz players Spiral bound $15.00
ARRANGING & COMPOSING for the SMALL ENSEMBLE by
David Baker Shows how to arrange & compose for jazz,
rhythm & blues & rock for the combo $15.00
ADVANCED IMPROVISATION with 90° cassette rhythm
section by David Baker A challenge tor any advanced
player Songs on cassette written in book (n concert key
with chord symbols Spiral bound $25.00
JAZZ IMPROVISATION for STRINGS VOL. 1 by D. Baker
Comprehensive method of jazz study for Violin & Viola.
Spiral bound $12.50
JAZZ IMPROVISATION for STRINGS VOL. 2 by D Baker
Same a5 above For Cello & Bass $12.50
EAR TRAINING for JAZZ MUSICIANS book with 2 cassettes
by D Baker De vgned to aid the jazz player in improv
ng his hearing, recall and his ability to respond
rapidly to mus: al stimulus A must for everyone! Spiral
bound $20.00
CONTEMPORARY TECHNIQUES for TROMBONE by D
Baker An excellent method ot study for any trombonist
Sometimes called the Arban book for bone $25.00

by Jamey Aebersold and Others

COMB0 ARRANGEMENTS

COMBO ARRANGEMENTS by JAMEY AEBERSOLD. Scored
for trpt., alto, tenor (bone opt.) and rhythm section.
Each arrangement $4.00

Horizontat  Modal Blue Blue Mote  Med tempo jazz
Bossa Nova De Jazz Beatitude  Latin Rock
Sunrise  Fasy lazz Rock Hot Shot  Easy Rock

DAN HAERLE JAZZ-ROCK COMBO SERIES. 12 combo ar
rangements scored for trpt, tenor, alto, bone, and
rhythm section. Write for catalog. ... $5.00 ea. arr.
SUPER SAX ARRANGEMENTS off record. 7 charts ot ad-
vanced difficulty. Oniginal Charlie Parker solos trans.
ribed and scored for 5 saxes, trpt (bone opt) and

rhythm Each arrangement $10.00
Be-Bop Lover Man Groovin' High
Cool Blues Salt Peanuts Blue ‘N’ Boogie

A Night in Tunisia

HORACE SILVER arrangement
n Creepin In The Preacher & Room 608 Scored for
Trpt. Tenor and 3 rhythm All four tor only $5.00

4 NEW HORACE SILVER COMBO CHARTS taken otf record

ng tor My Father To Whom it May Concern Incentive
& Out of the Night Came You Scored for trpt tenor & 3
rhythm Each arr. 1s $5.00

mb

otf record Dood

A NEW APPROACH to JAZZ IMPROVISATION

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

A series of books & LP stereo records which aliow you to
learn to improvise at your own pace Can also be used tor
classroom teaching Each volume contans a stereo record
and accompanying booklet Booklet includes parts FOR
ALL INSTRUMENTS: trebel & bass clel. Bb & Eb parts in
each book Special stereo separation for rhythm section
players Left channel has Bass & Drums right channel has
Piano & Drums The back-up rhythm section on records 1S
outstanding' Makes you want to play The most widely
used improvisation method on the market.

_ VOLUME 1 A NEW APPROACH" Beg Int level Contains
Dorian minor tracks Blue F & Bb 24 measure song. Ca
dences Cycle of Dom 7th's & une 11 V7 track Scales are
anitte measures and chord tones are notated Chapters

Melody Blue ale Time Modes Exercises, Chords

— VOLUME 2 "NOTHIN' BUT BLUES" Beg Int level 1] dif
erent Blues in various keys and tempos This volume s tru
ly fun to play with Rhythm section on LP grooves' Scales

and chord tones are written

. YOLUME 3 “THE 1, ¥7 | PROGRESSION" - Int jevel Prob
ably the mast important music al sequence 1n modern jazz
A must for all jazz players' Supplement includes 11 pages
t 1 V7 L eseriises to be applied with LP 8 tracks to impro

vise with and practice aitl key

. VOLUME 4 "“"MOVIN' ON" Int Adv level A Challenging
liection ot Aerbersold & Dan Haerle tunes Book contains

wlodies and needed scales chords for all instruments
ly for the brave

_VOLUME 5 “TIME TO PLAY MUSIC" int level Similar to

Vol 4 except the songs are much easier Modal Voyage
Killter Pete Groovitis et Next logi al Vol atter vol 1 or 3
Lots of vanety

VOLUME 6 “ALL BIRD" —Adv level 10 songs written by

Charlie Parker Ron Carter bass: Kenny Barron, piano; Ben
Riley on drums Record has excellent Bebop feel' Best way
to learn these tamous tunes Now's the Time, Yardbird
Suite Donna Lee Conlirmation, Billie s Bounce, Dewey
Square. My Little Suede Shoes, Thriving trom a Riff, Ormi-
thology & Scrapple from the Apple

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

.. VOLUME 8 "SONNY ROLLINS"—Nine classic jazz origi-
nals written by Sonny Rollins. Int/Adv level. Contains 8 of
Rollins' most famous tunes, in their original keys ... Doxy,
St Thomas (latin, then swing), Blue Seven, Valse Hot (one of
the first 3'4 jazz tunes), Tenor Madness, Solid, Pent Up
House, Arregin, Oleo

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

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

U VOLUME 13 “CANNONBALL ADDERLEY' -Eight songs
made famous by Cannonball Work Song Del Sasser. Umit 7,
Jeanmine This Here Scotch & Water. Saudade. Sack of Woe.
Rhythm section—Sam Jones, Louis Hayes & Ronnie
Mathews

Send check or M.O. Free postage in the USA for 3
ar more items; add 50¢ postage for 1 o 2 items.
Canada add $1.75 per record; 50¢ for books. For
eign add $2 00 for one book & LP set; 60¢ each ad-
ditional set No C 0.D. USA funds only.

JAMEY AEBERSOLD 1211y AEBERSOLD DR., NEW ALBANY, IN 47150
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stores in his time

Wnen George Ross died of a heart
attack. his young widow didn't have the
means to bury him. A collector from the
old neighborhood put up the money for
the funeral, and in exchange took not
only Boll Weevil's woman, but his entire
accumulation of precious records

Jazz-Rocks - cont. from pg. 12
listener like it's on the on-beat, and then
when the keyboards come in it'll sound
like they're on the off-beat when in fact
they're on the on-beat. If you've got a
concrete brain, you can clap all the way
through it.”

The close association of U.K. mem-
bers has been fostered over the years,
but the emergence of Eddie Jobson was
none too soon. “We've been very close
for a long time, because our manage-
mernt and record company in London is
EG Records, which is part of Polydor
now, used to be Atlantic. Since 1969,
they've had three bands. They started
off with King Crimson, then they got
Emerson, Lake & Palmer, and then Roxy
Music. | joined King Crimson in 1972
with Bill and we got to know the people in
Roxy Music; obviously | played with
Roxy Music after that. It's a very
close-knit office and, if you're in there,
you're bound to see someone from the
other band at any given time.

“I've always thought that Eddie was
untapped. The fault of talent . . . that in
the past he has only been able to play
other people's keyboard parts. So he
seemed the obvious choice. He's
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Give a year of Musician
this Christmas; to a
friend, to yourself, to that
noisy kid down the block
with the saxophone who
keeps you awake all
night. Each issue gets
bigger and better and a
home subscription is the
only sure way to receive
every issue.

A limited supply of
back issues are also
available for $1.50 each.
Only no.’s 8,9, 10, 12, 13
and 14 are left so
include your order with
your subscription and
catch up with the most
unigue magazine in
MUSsiC.

young. very talented. Plays violin as well.
and he's never been used to his fullest
extent. He also wanted to start a band.
Obvious'y he had never made any
money with any bands that he's been
with . . . you only make money from
royalties. So he wanted to get into a
band where he could write, one that paid
properly for his talent.

“in fact, Fripp asked me if | thought
Jobson would be interested in joining
King Crimson years and years ago.and |
said ‘No. | don't think so." | thought he
was far more interested in Roxy Music at
the time. As it turned out, he would have
been interested in joining the group.
which was a bit of a pain in the ass
because we had already gotten some-
one else to join Crimson at the time.”

U.K.'s debut album for Polydor,
fittingly called U.K.. is a fusion tour de
force that has so far failed to receive its
share of publicity. The name UK. of
course, is still unknown to most Ameri-
cars, but the music itself may be, in
strictly business terms, considered too
progress ve and uncompromising.

“We had one 12-minute track.”
commented Wetton. “This is one criti-
cism that we got from deejays who
would have preferred afour-minutetrack
on the first side. They were faced with
the choice of ptaying 'in the Dead of
Night' or a four-minute track by some-
one else. They didn't know where
to take the needle off. So they'd end up
playing the other album, which means
that we haven't gotten enough airplay.”

One solution would be to go for the
four-minute hit song. John admits, “but
that's a oit of a compromise really, as far

as we're concerned. If we happen to
have a song on the next album that's
3:30 then fine, wonderful. But we're not
setting out to write one in order to get
airplay

"But the band suffered equally from
the fact that no one knew who the heii
we were. | mean someone put the album
on this guy's desk and he'd say ‘Who the
hell's that? U K.? I'm not going to play
that." And then he'd get phone calls and
then he'd start playing it, maybe And so
it's ben a battle to try and get airplay. But
the album’'s done quite well, really. |
hope we can build on it nexttime and get
a little more happening.”

At least there will be a next time. Side
one of UK.s first LP is taken up by a
long. thematic piece called “In the
Dead of Night”. and Wetton says: "l
think that side is really more the
direction that | would like to go. Side two
is really good: we use that for tne
opening of the set. The two numbers we
ditched from the album are ‘Nevermore’
and ‘Mental Meditation’. We did so many
overdubs in the studio that it's just
impossible to do them. We've only done
the ones onstage that we didn't do too
many overdubs on."”

Already UK is drawing heavily on
new material from their upcoming
second album. Even though the group
has been slightly disappointed by
audience size in the States, they can't
complain about positive crowd reaction.
Word-of-mouth should help make this
band a major success both here and
abroad. And when you've heard UK
live, you'll know why . . . it's that eold
supergroup magic once again.



For years, the greatest names in brass have
turned to Bach for the finest in quality
crafted instruments. The new 30B3 in-line
rotor trombone is a superb example why.

Visit your dealer and put this
new Vineent Bach Stradivarius
to the test. You may discover »
talent you never thought
you had. |



How many times have you had the desire to come up with
an interesting rhythm pattern, perhaps something more
unusual than most 4/4 patterns, yet found it difficult to find
an alternative approach?

With regard to Rock, Latin, or Brazilian types of rhythms,
or any rhythm with a straight 8th-note or 16th-note feel, the
typical subdivision of the bar 1s even and is in alignment
with each quarter-note

However. a different approach 1s to subdivide the bar
/nevenly. using groups of 3's and 2's in the note value you
choose to use

Notice how the odd rhythm of each exercise does not
fine up with the pulse. at least not until the 4th beat, but
rather skates across the top of the pulse to create a
polyrhythmic effect. By accenting the beginning note of
each group of 2 and 3, the polyrhythmic effect is enhanced

OddR 4 /4

Many times it is preferable to double-stroke the second
and third notes of a group of three notes ‘¢
so that your right, or lead, hand, 1s free to take the next
accent of the pattern

You can readily see the variety of approaches that a
single odd rhythmic pattern can create. In 4/4 the number
of odd combinations using 8th-notes is limited, the others
being 323 and 233. However, the use of 16th-notes
multipkes the number of variations considerably. If one
Creates odd patterns over more than one measure, the
possible combinations become virtually endless

As an introduction to odd combinations using 16th-
notes, | recommend devising a number of patterns using
groups of 2's and 3's. Then, with a metronome or a very
steady kick drum, play the patterns you have created until
they feel comfortable. Be suretoaccent the beginning note
of each group of 2 and 3. The sticking should be alternate,
at first, then apply the double-stroke so that the accents
can be taken with one hand

To get you started here are a few samples

X

7

7 7 7 k4 td
= == 1 etk o
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1 l‘ l' r & y A - L

The sticking you wish to employ depends mainly on how
you choose to express the rhythm on the set. The following
example is the application of Ex. 3a using alternate strokes:

Rie R LR L R L
2 g 2 2

H B [ [x

" I've beamed the smaller groups Into two larger. odd
groups which outline a division of 9/ and 7/16. This 1s only
one possible division out of many others. When you write
out your subdivisions consider larger groupings and beam
them accordingly
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Playing on Changes

This very simple statement involves many different
aspects and years of work. In general, it means the ability to
play melodic lines in a fluent, swinging manner across a
prescribed set of harmonic movements (chord changes).
But it also assumes the ability to interpret a melody, sight
read both changes and melodic lines, swing in a variety of
ditferent rhythmic feels, etc. The accomplishment of these
aspects of improvising up to a minimum performance
criterion is essential before a musician has the “artistic
license” to create something which is hopefully both an
inspired and unique statement. To put it succinctly, a
musician should be able to walk before he runs

This 510 10 year period involves training in specitic skills;
the study of chords and basic rules of diatonic harmony; a
working knowledge of jazz literature and the important
facets of major stylists; the duplication and analysis of
selected recorded solos; keyboard work; composition and,
of course, playing constantly. There are many books and
much information already out concerning the learning
process for basic be-bop. | highly recommend the
publications of David Baker, Jerry Coker and the
play-along records of Jamey Aebersold.
Chromatic Lines

First of all, my thoughts on the subject owe their roots to
the music of John Coltrane (all his stages) and the
mid-60's Miles Davis Quintet (with Wayne Shorter, Herbie
Hancock, Tony Wilhams, Ron Carter). The records by
these groups have served as source material for this
subject. Over the years, | have developed my own way of
playing and communicating in this area. | must point out
that the subject belongs to one of the “grey” areas in jazz,
which are easy to identify but difficult to explain, much like
discussing “swing’ or "funk

One very common question to me is whether there is
logic to the notes I'm playing or is it chance? My answer
would be that each artist develops his own logic after a
while and that chance is then tempered by experience. |
will attempt to explain some of my logic inthese articles. As
far as experience is concerned, the point is to play
whatever you're thinking and let it come out. Your own
personal aesthetics (honestly given — no ego!) will eventu-
ally decide how the lines should sound, and their
usefullness.
Chromatic Lines - Considerations

The term chromatic means “color modification” [see
Harvard Dictionary of Music]. The history of classical
music abounds with the usage of chromaticism from Bach
to Beethoven to Schoenberg. And in jazz the use of
“altered” tones has had a similar (if shorter) history. My
definition of chromatic lines is the playing of melodic lines
which suggest different key centers other than those
already established in the bass line. (This is done prior by
either the composition or the spontaneous lines of the
bassist once heard and established by the other
musicians — i.e., substitutes.) In other words, the lines
sound as if they're in another key(s)! The inherent music
principle is tension and release elevated to a very subtle
point. Dig the amount of tension you get playing in C major
and Db major at the same time! Essentially, all twelve tones

are usable at all times; the question is how to resolve them.
One important point to remember is that dissonance and
consonance are relative terms, individually as well as
throughout the history of music. That's why each
musician's individual aesthetics are so personal and
-elevant. Obviously, in these articles the point of refarence
is my own.
Examples

I've divided the subject into four areas. Each one will
have a separate article with examples over the next few
issues. Some considerations concerning the examples: 1)
I'm using eighth-note lines for my exampies for the most
part. This is not to say that different rhythms and the
phrasing of a line don't make a difference, but to keep
things orderly, I'm using this form. 2) | will indicate on what
instrument | wrote the line: piano, soprano or tenor sax,
flute. There are technical aspects of each instrument
which affect the formation of pitches in a line. 3) As much
as possible, I'll indicate which musical device | used in the
thinking process. Remember that, most often, the logic
comes after the initial thought. In essence, all teaching of
artis anintellectualization of anintuition, butit's the best we
can do
Types of Chromatic Lines
Chordally-based - using substitute chords as source of
chromatic notes; using upper structures of chords; using
altered scale possibilities; all against pre-conceived chord

and root movement
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Logic Tri-tone relationship, b5, +5 retains bright qualty of | chord
Modal-harmonic - essentially bi- and/or poly-tonality; use
of contrasting key, scale, or mode against that already
conceived.
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Logic D tnad as tonal centers, different scales, D-sus, how use of familar phrase
establishes tonality of D minor

Pedal point - essentially a freer version of modal-harmonic,
no mode as preconceived basis, only a key center; use of
contrasting key centers set in all modes, scales, and chord
qualities
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Free-atonal - based on its own intervallic structure without
specific or planned reference to any one key except that of
the line itself, often accompanied by free a-rhythmic
phrasing (non-metrical as compared to chordally-based
and modgal-harmonic and to a lesser degree pedal point
which are usually pulse orientated
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Logic Use of minor 3rds, half and whole steps




b " WITHOUT MY GLAVINET,
' DA DA DA DUM...
MIGHT HAVE BEEN HO HUM”

Walter Murphy made the solid gold disco hit “A Fifth of Beethoven” which is
also on the soundtrack of the smash movie “Saturday Night Fever”

“When | had the idea of turning the opening notes of Beethoven's Fifth Sym-
phony (da da da dum) into a pop record, | knew it needed something special to
make it happen. The Clavinet's unique sound really helped" says Walter “Like
many musicians, I'm hooked on the Clavinet. | used it extensively on my latest
album, ‘Phantom of the Opera’”

You can hear Hohner's Clavinet just about, anywhere jazz, rock and disco are
played. It is the affordable keyboard with a unigue combination of sounds . .. like
electric guitar, harp, spinet, harpsichord, even zither. How loud a sound you get
depends on how hard you play, just like a piano. The Clavinet
IS completely portable. It weighs only 69 pounds. And it has = 1Y
60 standard-size piano keys. The Hohner Clavinet, so unigue 33 27—
you never sound ho hum. =7/ SN ) 3

WHEN YOU'RE LOOKING FOR THAT BIG BREAK, i,ﬁ (S
HOHNER CAN BE INSTHUMENTAI..(.K) S %)l

V. Hohner Inc . Hicksville, N.Y. « Hohner Canada Inc . Don Mills. Ontario




Brass/Ted Curson

The Magic of Scale
| think ot scales as magic. Practicing them gives you
everything speed. accuracy. intonation, great reading
abiiity, a strong embouchure, a clear, definite attack — you
name it Scales are something we all must practice daily
from the beginning of our musical careers to theend If you
practice them faithfully. you'll be surprnised at how easy itis
to get around your instrument

| believe in practicing scales from the lowest note on
your horn to the top note. As you go up the scales
exaggerate the bulldog embouchure, pulling down al the
corners of your mouth Stick your bottom lip out and think of
shooting air up your nose (If the trumpet weren't in the way)
Do nottighten lips over teeth. Do not tighten your neck. With
every note, blow out — don't play pinched — and think of
nnging the be f your trumpet Even when you're
practicing alone. always think about producing a singing
sound. And don't forget to check yourself out in your mirror
while you play

I'd ke you to start with this little exercise. | developed it
as a warm-up to be used at the beginning of practice. Play
as high as you can go, then stop. Rest frequently. Do not
press into your chops, hold the horn to the embouchure as
hghtly as possible
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A Little Magic

Exercise #2 comes out of the Arban’'s book | listed in my
first article One of my teachers, Hy Wynn, recommended
playing this in one breath (| must confess it takes me two.)
You've got to work and work at it. You've got to have good
valves. too First, play through the exercise slurring the
notes Then play it tonguing each note

10,656 LEAD GUITAR RUNS

This amazing book diagrams 888 Rock and Blues lead guitar runs.

Each % lad out on a separate guitar diagram for quick reference
Directions show how to easily play each run in 12 different positions,
reating 10,656 lead guitar runs almost every lead guitar part
you've ever heard on a recording Contains Rock, Blues, Soul, bass
runs, intro s, endings. fill 1n s lead breaks and more. Complete book
only $4 95 Send $4 95 1

2oundex, Dept. N, 710 § Cox. Memphis, Tennessee 38104

The Magic of Scales

This exercise 1s taken from another book | recommend
ed to you. Clarke's Technical Studies for the Cornet Play
the first half of the line (the low notes) over and over again
as many times as possible in one breath. Then, without
removing the horn from your lips, move on to the second
half of the ine (the high notes). Take a breath and play this
halt over and over, as many imes as you can play it. Play
very softly and take a rest at the end of each line because
you do not want to injure your lps
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There 1s no such thing as ever finishing this work. One of
my friends. the late Booker Little, was one of the fastest
guys around. | know that he practiced scales like these
every day. Every great player spends more time practicing
than you would believe Eric Dolphy used to practice even
on intermissions When we were playing a job from, say, 10
to 3. he would go and practice in the back room on the
Intermissions, when everyone else was dead tired. He even
cracked Charlie Mingus up with his practicing! |

performers --- composers

HOME-STUDY COURSES - Basic
AND ADVANCED THEORY, COMPOSITION,
ARRANGING, EAR TRAINING. Concise and
simple-to-understand lessons. .. a unique &
effective way to learn modern music. with
personal assistance by our faculty.

If you're a beginner or advanced amateur,
or a professional musician who wants - and
needs - to learn more about harmony, chord
voicings, rhythm, improvisation, arranging &
composition, etc. then send for our catalog
today!

APPLIED MUSIC SCHGOL
Dept. M 505 W. Hillsboro Ave. Tampa, FL 33603
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Contemporary Harmony/Ron Delp

Other Dominant 7th Chords

There are dom7th chords other than subV (see issue #13
and 14) which do not move downward a P5th, most notable
IV7 and bVII7. These are "non-diatonic” chords as they
occur outside the key area of the progression, just like the
subV chord. They have a simitanty with subV in that they
also use the lydian (b7) scale (Issue #14 )

IV7 is a dominant 7th chord built on the 4th degree of the
key. You will remember that the diatonic IV chord is of the
major 7th variety, like Fmaj7 in the key of C. The /V7 chord
in C would be F7. Probably the most common use of the IV7
chord is in the blues, but inthe blues context the lydian (b7)
scale is not usually used (though it can be)

The V7 chord, and indeed all of the non-diatonic dom7
chords, provide an interesting sound particularly when the
#11th (from the scale) is added to the chord. As with the
subV chord, the 9th is so commonly added that it is taken
for granted

One example of IV7 is in the song “On A Clear Day
Notice that the #11th appears in the melody

Imaj7 Iv7
Gmaj7 c7

The bVIl7 chord 1s a dominant 7th chord built on the
flatted-7th degree of the key For example. in the key of F
bVII7,is Eb7. This change occurs in the tun2 “When Sunny
Gets Blue". Here, the Eb7 chord is a V chord — part of the
Bbm7/Eb7 I-V in Ab, but the Eb7 chord’s relationship to
the | chord (Frnaj7) is as bVII7

341
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When #11 1s used with the chord, the tritone of the V7
chord appears. For example, in the key of G IV7(#11)
[C7(#11)]) and V7 [D7] both contain C and F#, the tritone of
D7

D7 C7(#1)

A

Thus, the IV7 chord takes on a characteristic of the V7
chord of the key and might be thought of as a substitute. If
you are composing a tune or just fiddiing around with
different progression possibilities, try IV7 in place of V7

C: Imaj? IIm7  IV7 Imaj7
n Cmaj7 Dm7  F7 Cmaj7
' — s
[} g

F: bVII7
F: IIm7 V7  Ab: IIm7 N, . Imaj7
Gm7 r7 8bm7 Eb7 Fmai7
—— . — - Y —r——
x e .S »
v - .o & G IR

The bVII7 does not contain the tntone of the V chord, but
it can be usedin place of V71fthe melody permits If you are
composing a sang, try using it If you want to avoid the
logical, but overworked., V to | cadence

C:Imaj7 IIm7 bvIiI? Imaj7
= C[maj7 - Dm? Lib7 Cmaj7
e

The melodic example used here just nappens to
accomodate subV, IV7 and bVII7 as substitutes for the V7
chord normally expected to precede | Unfortunately, in
most cases the melody won't accept all three but you will
almost always have a choice of one or two of the dominant
substitutes’. Of course, If you are composing your own
song you can adjust the melody to make 1t fit the chord of
your choice

An especially nice use of these non-diatonic dom7?
chords 1s in improvisation One usually improwises an the
chord changes of the tune. but for kicks during your solo
change some V7 chords to subV. IV7. or bVII7. You are
creating your ‘'melody’ as you play so just adjust your notes
(scale) to fitthe substitute chords Oh yes. be sute totell the
rhythm section what the changes are! See you next time
with some more goodies

Fake Books & Music
FREE Big Catalog

Jan — Pop — Improvising — Combos,
Etc. Greatest & Biggest Collection of
Best Music Books Ever Published!

Imperial, Box 66-TM, N.Y.,, N.Y. 10022

JAZZ ALL-STARS CALENDAR ]

for 1979. Photas of Diz, Dex, Getz, McRae, Elvin
etc. Space for jotting
Only $5 plus 75¢ postage
from
Tom Copi Photos
879 Douglass
San Francisco 94114
No checks, please
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JHD Audio debufantes the
Super Cube for pre-78

Fender amps. Equipped
with a blend caontrol, the
Super Cube can boost a
stock amp to a tremendous
degree, and biends be-
tween all boost, all reverb,
and any mixiure in between
The amp's footswitch turns
the effect on or o', while
reverb confrol on the amp
controls the overalt amount
of effect. JHD Audio, 1370
Logan Ave #E, Costa
Mesa, Cal. 92626, also sells
the Super Cube Il for new
Fender amps.

Remo has premiered its
Modular Rototom holder
called the Rototrac System.
Designed for mounting on
floor stand or marching
harness, the Rototrac can
Tilt and swivel the individual

toms and allows quick
disconnect with their
‘brackets with a memory”
design, retaining tilt and
swivel while disassembled.
Rototrac can accomodate
up to 6 rototoms. Remo,
12804 Raymer St, N.
Hollywood, Cal. 91605.

est ouys l ‘ I ' ?-

Otari has redone its
MX5050-B two channel
professional tape recorder.
New features include newly
designed noiseiree circuit-
ry with TTL/IC logic, a dc
servo system driving the
capstan, three speeds,
adjustable peak reading
LED indicators (all indicat-
ors have been changed to
LED's, in fact), a return-to-
zero memory rewind fea-
ture for quick studio relo-
cating, plug-in heads and a
higher maximum output

And, they haven't raised the
price ($1795.00). This is in
addition to all the standard
features the 5050 boasted
before. Otari, 981 Industrial
Rd., San Carlos, Cal.
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Latin Percussion has res-
ponded to the unprece-
dented worldwide demand
for hickory drumsticks by
trimming down its variety of
sticks and beefing up
production of the most
popular models. Phased out
models will still be available
on a special order basis. but
LP will be concentrating on
the 3A, Rock-4A, 5A, 7A.
Combo, Jazz, 2B, 5B and in
hickory tip only, the 3S LP.
454 Commercial Ave, Pall-
isades Park. NJ 07650

New from DiMarzio Pick-
ups is their Brass Bass
Bridge, specifically design-
ed for replacement on jazz
and precision basses. Solid
brass and twice as heavy
as other bridge replace-
ments, the result of the BBB
is greater sustain and much
improved high frequency
performance. as well as
improved accuracy of
intonation. It is precision
machined to compensate
for all sizes of strings and it
accepts all string gauges
DiMarzio, 1388 Richmond
Terrace, SI, NY 10310

§

Gibson has responded to
heavy public demand and
brought back the famous
Charlie Christian pickup for
the increasing bevy of jazz
guitarists. The ES-175/CC,
with rosewood construction
on the bridge and the saddle
features. giving that mellow
and resonant quality that
jazz guitarists require. The
instrument looks as if it just
woke up from an extended
nap in Charlie Christian's
own guitar case. Gibson,
7373 N. Cicero Ave., Lin-
colnwood. Hll. 60646
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What would you like to play
for your country?

"The mussion 1s music—for our soldiers everywhere—across America, Europe,
the Pacific. The music ranges from the classics, to the standards, to the sounds of
today. The training is dynamic—at the Armed Forces School of Music—for the finest
instrumentalists possible. The benefits are all there—good pay, medical and dental
care, and the opportunity to continue your education.

'To get more specific, return this postcard or write: The Commandant, Army
Element, School of Music, Norfolk, VA 23521

Join the people
who've joined the Army.




It's amazing how we are all trained to
work or not work, to keep old and new
life styles existing (question, for whom).
Yes, there is a system that one works for
to own, or use, a country’s labor and
resources. The King and Queen concept is given
them the highest class status on earth by the
people. As Man became more inventive he made his
own classes of people and until this day we are all
classed by concepts of inventions or that that gives
one work. Those who print the money, talk to God
for us and clean up our garbage, know very well the
story of the King and Queen. Man and woman both
write letters of love to someone who cannot be with
them because of someone else. (Like in a song
titled “She’s in Love With Someone Else”). The
mother and father concept is labor based. The
smartest and beautiful beings get bored playing this
role, that's why movies are so successful.
Information becomes information so we stay the
same. We all know that a grave yard millions of
years old is the study of archeology, not city
planning. To save and give all information
conceming all subjects one wishes to study would
free all races from information genocide. What

one does not wish to be known about them, only love
and death remind them of what it is. Music tells
these stories to all persons of age.

This music on this record, Soap Suds,

has to me, when | listen as a listener, a

very simple message: these performers

are playing for the sake of making music

for people to enjoy their own concept
of hearing. The titles are used as a story intro.

Melody is the only sound matter we all use like a
language to be able to describe what one heard.
Folk or race music, such as African, Chinese,
Scottish, etc., rarely becomes a pop hit unless it's
an intrumental. We have yet to allow any language
to be a part of the word value of sound for all
countries to use as a musical pleasure. European,
American, Eastern, Oriental, African songs and
instrumentals someday will become each its own

value to all listeners. Once Bud Powell, Cecil Taylor

and | played music into the early morning, Bud and
Cecil exchanging places at the keyboard at will;
playing music for music’s sake, as | have with Eubie
Blake, Sonny Rollins, Clifford Brown, Scott LaFaro,
Eric Dolphy, Miles Davis, Dizzy Gillespie, John
Coltrane, Albert Ayler. When | met Charlie Parker |
was playing and writing things | play today. But |
only wanted to play Parker music when | went out to
play because his music was and is very important for
one who wants to play saxophone. When | played
my music, my saxophone playing was not liked.
Some players play their instruments as their tour de
force in music. | always try to make music my tour
de force, not the instrument. When one has to read
as in a large orchestra work, it is best to use your
instrument as the force since all the notes are
written out. Those who will someday find their own
musical voice in sound, remember: music, like all
expressions of art, removes us from watching to
doing. Doing something with others who care. There
are only two of us playing on this record, Charlie
Haden and Ornette Coleman. Those who haven't
heard Charlie or his music gifts, don't wait any
longer.

P.S. There is a singer named Allison Mills who
makes her own soap suds.
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Takamine guitars are built by hand. Our experienced craftsmen train their
apprentices slowly to maintain a consistent level of quality, year after year.
Examine the detail work on a Tukamine. It’s an elegant example of the guitar-
maker’s art.

A Takamune sounds as good as it looks. Choice woods from all over the world go
into our guitars: spruce, rosewood, jacaranda, mahogany. Each brace is shaped
and carefully fit to its soundboard to capture the warm bass and sparkling treble
that comes only from a hand-crafted wood guitar.

At Takamine, we believe in building fine-quality. traditional instruments that
don’t cost a lot of meney. Play and compare. You can pay more for :
a guitar, but you cannot find a better value than Takamine. Avail- € @ IIII)IF

able at fine music stores everywhere. ,
The next great guitar.,

Send $1.00 for a full-celor catalog to: Takamine, P.O. Box 529, Bloomfield, CT 06062 A Kaman Music Product




AmphFlyer

Fender amps carry music to the far corners of the universe.

You're ready to follow the stars with audiences cheering to
the heavens. Your star sign is AmpliFlyer —carrier of sound.
Your Fender® amplifiers are designed by “enginears”—
technicians who know music because they play music. That’s
why Fender amps offer larger, more powerful transformers—
encapsulated to eliminate hum and bolted down (not pop-
riveted) te withstand the rigors of earthly roads. Fender
insulates circuit boards to protect
against vibration. Installs elec-
trostatic magnet shields to elimi-
nate RF interference. And fea-
tures tubes developed to rigid
srecifications.
Now, Fender points you
skyward with the new Super
Twin Reverb—the all-tube, inte-
N grated amplreverb unit. The Super
Feuder quality linear controls -
respond in full spectrum.

Twin’s 180 watts RMS power explodes sound into the farthest
corner of the galaxy—an unlimited spectrum of sound you
create with five-band equalization and harmenic balance
pre-amp controls. The 600 ohm, medium impedance line output
for direct-to-PA board, monitor and record functions enables
you to run longer cable lengths with negligible signal loss. And
Fender’s hum balance lets you fine-tune the Super Twin Reverb
to suit yourself. - -

So start your journey at your
authorized Fender dealer. Ener- |
gize the Super Twin Reverb with
a Fender Mustang? Telecaster®
Deluxe or other matching Fender
guitar—and let the force of Fen-
der sound be with you.

Then follow the AmpliFlyer.
And steer the course of the stars.

Exclusively-designed tubes

— are the heart of Fender sound.
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