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AVAILABLE RECORDS FROM JOYCE MUSIC...$5.50

ONE NIGHT STAND WITH CHARLIE BARNET - Casa Manana, California, 1/27/46... LP-1001
ONE NIGHT STAND WITH JAN SAVITT - Avadon Ballroom, California, 1946.........LP-1002
SPOTLIGHT ON ARTIE SHAW - 1945 - Three broadcasts from California...eeeeeeo.. LP-1003
ONE NIGHT STAND WIH ELLIOT LAWRENCE - Palladium, Hollywood, 12/9/47......LP-1004
ONE NIGHT STAND WITH LARRY CLINTON - Three broadcasts from 1938, 1939.....LP-1005
ONE NIGHT STAND WITH HAL MCINTYRE - Two broadcasts from 1943, 1945....... LP-1006
ONE NIGHT STAND WITH BUDDY RICH - 1946 Two broadcasts from Palladium...... LP-1007
ONE NIGHT STAND WITH LES BROWN - 1945 - Featuring Doris Day.....ceeceee....LP-1008
ONE NIGHT STAND WITH STAN KENTON - Wash, Armory Concert, 11/7/48........ LP-1009
SPOTLIGHT ON ARTIE SHAW, VOL.2 - Two from 1945, one from 1939............. LP-1010
ONE NIGHT STAND WITH SONNY DUNHAM - One from 8/8/44, other from 3/11/46,. LP-1011
ONE NIGHT STAND WITH THE BATTLE OF THE BANDS - Herman vs. Barnet 1949, .LP-1012
ONE NIGHT STAND WITH ERSKINE HAWKINS = 1946, .. .00cecoccccoccsscssssesossses LP=1013
ONE NIGHT STAND WITH HARRY JAMES - One from 1946, one from 1953 (Rich).... LP-1014
ONE NIGHT STAND WITH CLAUDE THORNHILL - 1946, 1949, 1951.....00000000s0... LP-1015
ONE NIGHT STAND WITH STAN KENTON, Vol. 2 - Steel Pier 1951 (Ferguson).......LP-1016
ONE NIGHT STAND WITH GLEN GRAY - Hotel New Yorker, May 1944.......¢c¢..... LP-1017
RADIO DISCS OF TONY PASTOR - 1940 - TranscriptionS. ceceeeecececccccecescesssss LP-2001
ONE NIGHT STAND WITH BILLIE ROGERS (Women's Lib in 1944) Pelham Heath Inn..LP-1018
ONE NIGHT STAND WITH RUSS MORGAN - Biltmore Hotel, May 1946 plus others....LP-1019

FUTURE ONE NIGHT STAND RECORDS WILL INCLUDE: Doris Day, Woody Herman (1st
Herd), Tommy Dorsey, Duke Ellington, Bob Strong, Harry James, Krupa, Calloway, Brooks,
Vido Musso, Jim Dorsey and many others.

FUTURE RADIO DISC RECORDS WILL INCLUDE: Harry James, Tex Beneke, Ray McKinley,
Claude Thornhill and many others.

A NEW FUTURE SERIES WILL BE FILM TRACKS and will include sound tracks from the films
of Harry James, Charlie Barnet, Artie Shaw and many others.

JOIN THE JOYCE RECORD CLUB...$5 PER LP
Get the LP as soon as it's released, no extra charges.

HERE'S HOW IT WORKS:

Members will be mailed each LP as soon as it is released. When you receive it, send the
$5 due. New releases will be issued about every 3-4 weeks., We intend to cover the entire big
band scene. Also with each LP will be a flyer announcing the next issue., If you don't want the
following LP (or alternate issue) simply notify us and we will skip that one. By being a mem-
ber of the club you are assured of no price increase even though the list price of the LP goes
up. You can order as many additional copies at the club price as you wish, No matter where
you live, surface mail is paid. If you want air service...you pay thedifference...JOIN NOW!!

Date..........0.....0....
YES IWANT TO Jom. START WITH THE LATEST LP........‘...'.

IN ADDITION TO FUTURE ISSUES, SEND THE FOLLOWING. . .eceeeceecccscccsccnss

Signedo00.oo00000.00.00‘.00‘0000“00

(zip)
JOYCE MUSIC STUDIO, BOX 1707, ZEPHYRHILLS, FLORIDA 33599, U.S.A.
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This four-volume set is the definitive data
bank on American popular music and jazz. No
other work compares to it for depth and range
of information on popular music and jazz in film,
on records, in radio and TV, on Broadway and in
vaudeville. And no other work integrates the two
principal streams in American music, popular
and jazz—and documents their relationship.

The coverage is exhaustive:

MOVIE MUSICALS. Every film musical
(some 1,200 in all) from The Jazz Singer through
1950: casts, songs, composers, year of release.

PERFORMERS. Biographies of every major
and semi-major figure to emerge in the first half
of this century: singers, composers, bandleaders,
actors, musicians, impresarios, arrangers—2,105
in all. Includes career summaries, key dates,
complete lists of film and Broadway musicals for
each artist, lengthy lists of representative re-
cordings spanning the career of each artist, all
major and semi-major songs of each composer
by year—in short, every key fact about every
artist. (The 1900-1950 in the title refers to every
performer to emerge during this period. When a
career extends beyond 1950, that career is fol-
lowed as long as the performer remains active—
up through early 1974. Thus, the work actually
covers popular music and jazz through the 20th
century, but excludes rock.)

SONGS. Most popular songs year by year,
with composers. In addition, virtually every
remembered song of the period is listed with
its composer and/or with the artists identified
with the song — some 28,000 songs in all.

REPRESENTATIVE RECORDINGS. Out-
standing and typical popular recordings from the
dawn of 78s in 1909 through 1950 — average
about 150 per year. Outstanding and typical jazz
recordings from the debut of jazz on records
in 1917 through 1950 — average about 75 per
year. But besides these listings, the set features
a selective discography /solography for every
performer whose biography appears here.

BROADWAY MUSICALS. Every known
musical, 1900-1950: casts, playwrights, songs,
composers, dates. Some 1,500 in all.

BROADCASTING. Extensive treatment of
each artist’s role in radio and TV. Most complete
coverage extant on music in broadcasting.

4 MAJOR INDEXES. 28,161 songs. 11,505
performers. 1,230 movie musicals. 1,522
Broadway musicals.

5 USEFUL APPENDICES.
> Numerical listing of the nine major record

labels, from the mid-20s through the early

40s, by artist and song. Lists 33,000 records.

> Academy Award winners and nominees for
music, 1934-1973.
> Down Beat and Metronome poll winners.

> Time chart showing release dates, year by
year, of 19 major record labels, 1924-1945.

> Record Collecting for Beginners.

For professionals and for buffs — in music,
film, records, broadcasting, the musical stage
and vaudeville — this set finally documents, in
sweeping detail, the richest popular music the
world has ever known, in its golden era.

ON
THE COMPLETE
ENCYCLOPEDIA OF
POPULAR MUSIC AND JAZZ
1900-1950

Roger D. Kinkle e Introduction by George T. Simon

The American music data bank in 4 massive volumes. First work to cover, in
lavish detail, every phase of our great popular music (except rock): movie
musicals . . . bands . . . popular songs and composers . . . jazz . . . Broadway
musicals . . . singers . . . musicians . . . vaudeville . . . music on radio and
TV ... recordings . . . arrangers . . . impresarios

2,644 pages o over 35,000 recordings e over 28,000 songs ¢ over 2,100
biographies e over 1,200 film musicals e over 1,500 Broadway musicals e
over 11,000 artists

WHY THIS LANDMARK SET
DIFFERS FROM EVERY OTHER
WORK ON AMERICAN MUSIC
Mainly, because it is the first work
to cover every kind of popular
music and jazz in their golden age
.. . and the first work to integrate
the two.

SAVE
%60.00

when you join the Nostalgia
Book Club and agree to buy
4 more books or records
over the next 2 years

[ NOSYALGIA BOCK CLUE
| 525 Main St., New Rochelle, N.Y. 10801

| enclose $15. Please send The Complete Encyclopedia of Popular Music and Jazz 1900-1950 by
Roger D. Kinkle at no further cost and accept my membership in the Nostalgia Book Club. As a
member | get to buy Club books and records about our happy yesterdays (1920-1955)—movies, music,
radio, early TV, show biz, fads, fun—always at discounts of 20% to 89% plus shipping. | get a
free subscription to the Club bulletin, Reminiscing Time, with data atout new Club books & records
plus news about fellow members and their hobbies. EXTRA! Personal service—just like 1939. No
computers! My only obligation is to buy 4 books or records over the next two years, from some 150
to be offered—after which I'm free to resign at any time. 1f | want the monthly Selection, | do
nothing; it will come automatically about a month later. If | don’t want the Selection, or | prefer

|

| one of the many Alternates, | merely let you know on the handy form aways provided. I'll be offered |

a new Selection every 4 weeks—13 times a year. CA 214

| Name |

| Address l

| City/State Zip I
]

Popular Music and Jazz 1900-1950 postpaid on 30-day examination with full refund guaranteed.

| [ 1 don’t care to join the Club but | enclose $75. Please send The Complete Encyclopedia of
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BILL SMITH: Everybody really associates
you with the Art Ensemble of Chicago and
I know that you were one of the founder
members of that group, but prior to that,
there must have been something else,
What were the first gigs that you did as a
professional musician, Around Chicago?
ROSCOE MITCHELL: Around Chicago,
well, before that a three year tour, pro-
musicianship with the Army when I was
about 21 years old, I guess in 1961, I
dida lot of sitting in with local musicians.
Eddie Buster and Clarence Wheeler,
Bucky Taylor.

B,S.: Were they bebop people ?

R.M,: Yeah, bebop people.

B.S.: Were you part of the tradition of
the Chicago blues music, did you get into
that too?

R.M.: Not really that much, Mostly
just bebop. Basically Joseph Jarman and
I and Henry Threadgill, We had a sextet,
and we played a lot of bebop charts, A
lot of Art Blakey charts, he was very
popular at that time.

B,S.: Did you all come together at
school ?

R.M.: We came together at Wilson
Junior College, That's where I met
Joseph, Threadgill, Anthony Braxton and
Malachi Favors, we were all in the music
program there,

B.S.: Whatkind of music did they teach
you?

R.M.: Mostly just regular straight
ahead Bach, Mozart and Beethoven, Any-
thing other than that they did not want to
hear,

B.S.: Good solid music for your trad-
ition. So how did you get into improvising
from that?

R.M.: Another person was going there
at the time - Jack DeJohnette, He was
playing both drums and piano, he had a
trio, andwasworkinga lot around Chicago
at the time. We met and started playing
together, We had a group, Jack and I,
Scotty Holt, a bass player, and a trumpet
player that now has a doctor's degree,
he's living onthe West Coast, Fred Berry.

B.S.: This gradually evolved into the
Art Ensemble ?

R.M.: Gradually evolved into the Art
Ensemble, The AACM was in the very
beginning stages of getting started and I
was getting concerts around Chicago at
the Black Museum on 35th St,, the Lincoln
Centre, we played Art Fairs outside, that
kind of thing. And also we were all, all
of us, Joseph, Threadgill, and all of the
musicians that are now prominently in
music, were all members of Muhal
Richard Abrams experimental band, that
came long before the AACM got together.
As a matter of fact the AACM came about
because we all were able to see that we
needed to have some kind of outlet for the
music and the only way we were going to
be able to get it done was by doing it our-
selves,

B.S.: Isithowit feels it still is? That
you still have to do it.

R.M,: Sure, it's just like that now.
The AACM now is still doing their weekly
concerts every Sunday, and basically
that'swhat's happening, A lot of the aud-
ience that started off with the music are

still there, andeverynow and than you see
a few new faces. The music is very
strong. LasttimeI was in Chicago every-
body sounded good to me. Muhal has two
bands that he's rehearsing now,

B.S.: Do people come out to the con-
certs?

R.M,: Sure., They have a new place
where they're giving concerts on 83rd and
Ingleside, It's a church, that they have
use of the facilities and they're doing con-
certs every Sunday.

B.S.: In the early times did you get a
lot of experience by being in an Army
band ?

R.,M,: Sure, A lot of experience, I
remember one particular occasion the
band I was in was picked to play all the
new music that had come out in the last
couple years to be considered for use by
army bands. That was a very good period
for me in that we rehearsed for a couple
months, Just all different kinds of mu-
sic, mostly every day. We performed it
at a three day band masters clinic where
they would have band masters come from
alldifferentplaces and they'd listen to the
music in order to make selections for
their band,

B.S.: Werethe army bands that you're
talking about in America?

R.M.: In America, but mostly in
Europe. In Europe is when I had the op-
portunity to meet Albert Ayler, We were
playing in Berlin, Every year they'd have
this big parade where they'd bring in the
the bands from all over and we'd all come
together to make one big band, When I
first heard Albert Ayler I was mostly just
bebop. That was basically where I was
at, As a matter of fact Braxton and I had
a chance to be around this musician
Joseph Stevenson who's a reed player,
Very good musician, I think he's a
warrant officer now, And at that parti-
cular time he was my idol, because he
played the saxophone very fluently and is
avery good composer, Very traditionally
straight. When I heard Albert Ayler I
knew enough about saxophones and every-
thing to know that he was getting a trem-
endous sound out of the instrument., At
first the things he was playing sounded
rather harsh to me, but then one day we
hada session, and everybody was playing,
playing the blues, I think, and Albert
Ayler started off playing a couple of
choruses of the blues, I mean really
straight blues things and it really started
getting me listening to him, and then he
just went completely into another world
after that, I think that kinda opened my
ears up to another level, At that parti-
cular time I just didn't jump off and
abandon bebop music or anything and try
togo over into that area of music, It still
took me a couple of years after that.

B.S.: Did Ayler already have a form
of music of his own by 1959 ?

R.M,: Well he was definitely experi-
menting with the sound areas that he re-
corded on records later, He was into
that type of thing, he didn't really play
conventional music, but the direction that
he was trying to go off into at that parti-
cular time was definitely not a convention-
al direction,

B.S.: But he was playing military mu-
sic?

R.M.: Yeah, with a military band.

B.S.: A lot of his music sounded like
that, He must have really dug that parade
kind of thing.

B.S.: Were there other people around
in the army that became known musicians ?

R.M.: Sure, there was also Nathaniel

Davis, a tenor player, he had a combo,
and his combo won some sort of army
award, and this band got a chance to tour
around Europe. We became very good
friends then and I always admired him.
I had a chance to see him when I wasin
Europe the time before last., He was
playing tenor and soprano.

Some of the German musicians are still
around that were around then, Albert
Mangelsdorff, Bent Yadik, plays tenor
saxophone, Real straight ahead bebop
player., Played all of Bird's things really
well, I remember one time there was a
session down at the Cave in Heidelburg
and Nathaniel Davis and Bent Yadik were
playing together, playing All God's Child-
ren at a ridiculous tempo, and at that
time I had a working knowledge of the in-
strument but so far as really being out-
ward about playing I still could not do it
that much,

B.S.: Wouldyousit in at the Cave, and
play bebop ?

R.M.,: Sure, Idid. But not a lot, Just
every now and then when I felt I had some-
thing together enough that I wanted to play
it.

B.S.: Wasthearmy the place when you
got the chops together,

R.M.: Ithink the Army for me was the
mainthing that made me decide that I was
going to be a musician, because when I
came out of the army I was a musician,
before I went in the army I played, sure,
butI also hung out with all my friends and
I wasn't really serious about it. It was
afull musical environment, Usually what
we'd do is get up in the morning and do
a couple of things and have breakfast and
then there's rehearsal until lunch time,
and than after that there was another re-
hearsal, and if there wasn't a gig, like
going out and playing a parade or some-
thing, then there'd be caring and cleaning
of instruments and individual practice,
I got a chance to be exposed to a lot of
musicians while in the army. A very good
friend of mine now who's living in
Chicago, Rubin Cooper, a very fine reed
player; Percy Connelly, a very good
trumpet player; Lucius White, a reed
player, he's cousin of Joseph Jarmen and
he's a very fine alto and bassoon player -
they are all jazz players and were in the
army when I was there,

B.S.: You mean that in Chicago there
are a lot more that we don't know about ?

R.M.: Sure, sure, Shortly after I'd
got back from the army I met Joseph and
Threadgill and we formed a sextet with
Joseph, Threadgill, Walter Chapel, a
bass player and Richard Swift, drummer
and Louis Hall, pianist., And we hada
sextet that was working, We worked a few
clubs down on 42nd and 43rd Sts. and did
work at some community centres.

B.S.: Was there some kind of major

coda 3



influence in your music at this point, some
kind of music making you play this way ?
R.M.: Well, at that particular time I
had heard Ornette Coleman, for instance.
When I was in Europe in the army I heard
Ornette Coleman and I just passed it off
as something that was funny or some-
thing. I didn't really pay that much at-
tention to it because I was a stanch bebop
type of a person., Then after I got out of
the army, Joseph turned me on to one of
Trane's records, as a matter of fact the
"Out Of This World" record (Impulse 21),
and I think this was kind of a breaking

point for Trane. It opened my ears up to
another way of playing, because basically
at that time I just thought of playing the
songs and the chord structures.

B.S.: So Charlie Parker, Sonny
Rollins, Sonny Stitt, those kind of players
were the players you liked ?

R.M.: Right, right, sure, the groups
that Horace Silver and Art Blakey had,
Jackie McLean, Benny Golson, but I think
that onthisparticular record Trane start-
ed me listening to a different type of con-
ception, kind of a modal conception of
playing, in that he took "Out Of This
World" and basically he used two main
chord structures and formed them intoa
mode where he chose this to play from. I
listened to that and pretty soon after that
I started listening to "Africa Brass', be-
cause that was another important element
for Trane., After I went back and said,
wait a minute I better reinvestigate Eric
Dolphy, and then after that I went back to
Ornette. Soon my conceptions began to
chance, I used to sit in at 5th Jacks, a
club on the West Side, where every Mon-
day night they'd have sessions, and all the
Chicago musicians were there, Really
good ones, Rubin Cooper was there., Ken
Chaney, Reggie Willis, abass player out
of Detroit, Rod Hicks was there, Pat
Patrick would come through now and then.
Music that was at a really high level at
that time. There was an alto player
aroundtown at that time, Orthello Ander-
son, who was doing a lot of stuff. Donald
Mpyrick, a friend I went to school with, he
was around doing a lot of stuff. And I'd
go to the sessions, I'd be playing just a
regular straight way, and I'dstart hear-
ing these other ideas., For a long time I
had suppressed them, and when I finally
did give into them, they just started to
flow out. It was just like they'd been there
all the time, and wanted to come out,
After that for a long time I didn't want to
relate to bebop anymore. I thought that
I'd moved into a level, that I just couldn't
dealwiththat anymore. I felt like I'd gone
up the stairs and I didn't want to turn
around and come back. I existed on that
level for a long time. It was very good
for me meeting Joseph Jarman at the time
because he always played really strange
to me, in a bebopish strange way, very
bebopish strange way. I think he was a
very good influence on me at that time.

B.S.: Do you think people need to be
aware academically or play a saxophone
or something to really appreciate people
like Ayler and Coltrane and Ornette and
Cecil Taylor. Do you think that it's
necessary for themto know more than just
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a listening experience to really get in that
music.,

R.M.: Well, I think the main problem
there is just the exposure to the music,
the actual exposure of the listener to the
music, it takes a long time. I don't want
to say it doesn't take a long time because
it took me a few years, even as a music-
ian, to get back around to that. Now a lot
of people might come and hear the music
andthe first time might not be able to re-
late to it at all because it's hard for peo-
ple to break down these barriers they
have. Usually somebody is brought up,
and somebody says melody to somebody
and they automatically think of something
they recognise, it never enters their mind
the possibility of a melody being another
kind of way because there's just so many
different possibilities.

B.S.: Doyouhave some kind of concept
about what you think music is, like ina
big universal kind of way ?

R.M.: Well, I think that all the music
that has been played or ever will be play-
ed is in the universe, that basically
musicians are the people that take these
sounds from the universe and arrange
them, and bring them down to the listen-
erson earth, That's basically what music
is, just the sounds of the universe. The
sounds that are around us all the time.
Anything can be music, it just depends on
how open your mind is when you listen to
a particular thing, What a lot of people
might consider noise is music., I hada
very pleasant experience while in Europe
this time. I went to visit some friends
who live in the country and they had a pond
there, and the farmers who live next door
had ducks and they'd let them go down to
the pond every day and I'd go down there
and sit and listen to all these different
sounds and try to figure out in my mind
howIcouldactually get to this stage where
just making sounds is very natural to me.
After sitting there a few days Itook my
bamboo flute down and tried to fit in,
didn't want to disturb anything, just try to
put myself in a frame of mind to fit in,
A oneness with the sounds there at the
pond, The bees, the ducks, the different
birds that were coming by.

B.S.: Would living in the country as
against living in the city therefore affect
how you play? You live in the country
now.,

R.M.: Yes, I think the time I spent in
the city was good too, because I had a
chance to be exposed to a lot of different
people and got a chance to play with a lot
of different people., The competition of
the city is always good because you hear
what other people are doing. In my
development I relate myself a lot with
Joseph Jarmen because we grew along
together, Threadgill was there too but he
momentarily stepped out of music for
awhile, he became very religious. He
basically went over into that and he had a
church band and he wasn't so closely in-
volved with us at the time, I would find
myself from periodtoperiod really listen-
ing toJoseph and watching different things
that he was doing. I'm sure that he was
probably doing the same thing with me.
Now I listen to him and I listen to myself

and we both play very differently. But
I've drawn a lot from his playing and I'm
sure he's drawn a lot from mine., So in
that aspect, the city is good. But just for
me right now where I'm at in my head, I
want to relate to the other aspect of it,
because I was brought up in the city and I
want to relate to a country atmosphere.
I'm trying to slow myself down and do a
lot of composing, do a lot of writing. That
takes a lot of time., I like the freedom
that the country gives me to be able to
play at any time that I want to, no matter
what hour, morning to night. I can get up
at 3 o'clock in the morning and play if I
want to, It's more of a free atmosphere
and I just can't imagine how I could ever
goback and live in an apartment building.
That always proved to be very heavy for
me mentally, Tknow that I have to practice
in order to be able to do what I'm doing,
but if someone's vibrations are outbe-
cause of me practicing, tends to have an
affect on me. I can't just say later for
them. Sointhat respect I'm much happier
in the country., I'm interested in doing
piecesthat take a long time. I'm interest-
ed in writing pieces for different
ensembles and for me it gives me a chance
to realise it day and night, It's getting to
the point whereI can appreciate each point
of the day.

B.S.: Near by where you live is Mich-
igan State University; are they aware of
your presence, do they co-oderate with
you on some Kkind of level where you can
reach students with your music?

R.M.: That'sbeginningto odsenup much
more, As a matter of fact I have a very
good friend who is on the faculty there,
David Wessel, and at the moment he's
doing a lot of research in computerized
music, he has a grant this year for a
piece of music done by him and myself for
computer and saxophones. The Art
Ensemble did a week long workshop at
Michigan State University and we did
workshopseveryday, different types, reed
workshops, bass workshops, percussion
workshops, string workshops. Each one
of us gave different recitals every day,
we had large rehearsals, and at the end
of the workshop the Art Ensemble did a
concert there, Now I'm formally the
President of the Creative Arts Collective
which is a group very similar to the
AACM. I'm also able to bring musicians
from Chicago to do concerts there and we
hada series at the Planetarium, Creative
Music Four, a month long series of con-
certs that featured Josepa Jarman,
Malachi Favors, and Don Moye and the
Creative Arts Collective and I'm going to
be doing some lectures there soon.

B.S.: Couldthis openup intd a teaching
situation?

R.M,: It could open up into some
things, There are some people around
East Lansing that are very receptive to
the music and the audiences are building
for the music. Also I hope to be able to
get some grants so that I can really bring
some people. I'd like to bring the AACM
big band there.

B.S.: Do you think students get more
fromit in a workshop basis because these
students would be learning conventional




contemporary European structurism, do
you think that by simply bringing creative
musicians to Universities that it enhances
the situation a great deal?

R.M.: Definitely, Definitely I think
that it does. It's one thing to go hear a
concertandreally like it, which is beauti-
ful, it's a beautiful experience, but to
further that with workshops and lectures
where you actually sit down and converse
about music, and then, even more than
that get into the practical application -
play pieces, discuss composing, it all
goes together., It would be really good if
more universities would bring the music
into their systems.

B.S.: Whydoyou think that the univer-
sities that exist now, which have a lot of
money and a lot of power, won't allow
creative improvised music into their
faculties? Even in America. Why can't
this happen?

R.M.: I think the first reaction is to
feelthreatened by it, like Ornette's music
started to blossom, a lot of staunch bebop
people felt threatened by that. This is
basically the same reaction that you have
in the universities, because most people
that control the positions in the univer-
sities have been there for 15-20 years.
The mere idea of something new has a
tendency to put them off. Whereas it
would just be a much better atmosphere if
everybody could just come together on
that., Of course at Michigan State they
have a couple of new music composers
there, They had George Lewis come in
and do workshops for three or four days.
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They had one composer who is there in
residence whom I'm thinking of asking to
write a bass saxophone piece for me,
Jerry Hutchison., But then on the other
hand when the Art Ensemble was at Mich-
igan State we didn't really get too much
cooperationfrom the music department at
all, They just wanted to go along as if we
weren't really there., We had all kinds of
hangups about rooms that we were sup-
posed to have at certain hours. We'd go
to a room where a rehearsal or workshop
or something like that was supposed to be
and there'd be a couple of people in there
singing opera and say that they had the
room, Just mis-scheduling,

B.S.: But that might just be how it is.
Organized institutions often have a lot of
confusion in them,

R,M,: Yeah,

B.S.: Is the kind of white music that
they teach at the level of Henry Cowell
or John Cage or Edgar Varese or any-
thing like that? They're not even black
and white music.

R.M.: Basically they're not that much
into that, They do have a contemporary
music group who occasionally give con-
certs, As a matter of fact one of the
trombonists in the contemporary music
group performed a John Anthony Celona
trombone piece, which was basically of
color structures.

B.S.: They can't relate this music
through Schoenberg tone poems and
Bartok, they can't reach it through that
dimension ?

R.M.: Possibly. I suppose a little of

that goes on but basically it's the people
that are at the head of these departments
are very much traditional, like Mozart
and Beethoven, Tchaikovsky and Bach,

B.S.: Do you see that maybe the little
wedge is gradually creeping in and that
you're managing to make the opening
bigger ?

R.M.: Ithink so, because where I am,
in particular there's much more interest
beginning to come.

B,S.: The Art Ensemble which you've
mostly been concerned with in your life,
as a famous musician anyway, that's so
exuberant and so visual and so theatrical,
is there a reason why you feel the band is
not really famous in America ?

R.M.: Well, that's really a mystery to
me. Unless the band is a threat, I don't
really know, but everywhere that the Art
Ensemble plays it's usually very well
attended., The music is very widely
accepted, As a matter of fact on tour in
Japan in 1974 we did some very beautiful
concerts, And the music was very widely
accepted, Now the American thing I don't
really understand that much, We had this
concert in California and we had one in
California fourteen months before, but
thiswasbecause of a lot of road work that
Lester Bowie and myself and Philip Wilson
did the first time. We just went out there
right in the middle of the big rock revol-
ution and hung around, took some records
and tried to play. Then the following year
we went back to California and did basic-
ally the same kind of thing and this time
we were successfulindoing some concerts
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at Stanford and a few other places. Cecil
Taylor was there in residence at the time.
ButreallyI don't know the answer to that.

B.S.: Do the Europeans react to your
music on a much higher level than Amer-
icans in general?

R.M.: The Europeans react on a much
higher level. I think one good thing in
Europe is that more emphasis is placed
on culture than it is in the States. I don't
want to say it like that, I want to say that
they like all different types of culture. In
the States you know most emphasis is
placedonone thing, and people in Europe,
if you go to an Art Ensemble concert,
you'll see the very young to the very old.
A lot of things we did there were govern-
ment subsidised, free to the public,
everybody's out there being exposed to
the music,

B.S.: In America you've applied for
some grants, haven't you, with the Art
Ensemble, and as a composer, do you
think there's a stigma attached to the word
jazz and black music when you apply to a
foundation.

R.M.: Well, that's really strange be-
cause a lot of musicians don't want to re-
late to the word jazz. They don't want to
relate to jazz, the word jazz at all. How-
ever foundations, depending on what area
you apply, hold you to a particular area,
they want to hold you down to a particular
area, The grant I got for composition
fromthe National Endowment for the Arts
wasa jazz ethnic grant, and the piece that

I wrote had nothing to do with any type of
label at all., They're very quick to put
that on you. Is this a jazz grant or this
or that, And then they have separate
fieldsfor just a regular composer. If you
want to apply for a composers' grant then
you have to apply in another whole area,

B.S.: IstheArt Ensemble a jazz band?

R.M,: Well, noI don't want to say that
it is a jazz band, the Art Ensemble plays
all types of music, it's just a very mu-
sical band and it's not really restricted
to any one area.

B.S.: Areyouconsciously aware of the
theatre in everything that you do?

R.M.: Yes, a lot of the theatre is
conscious and a lot of it's improvised.

B.S.: I remember once reading that
Lester Bowie played in Harlemtent shows.

R.M.: Yes, carnivals.

B.S.: Do you think that there's some-
thing vaudevillian about the Art Ensemble
as a whole?

R.M.: Sure, Lester has that kind of
thing happening you know. It's very
beautiful, he's brought with him a wide
world of experience to the Art Ensemble,
We've all learned from each other, Ithink
basically Jarman was always doing a lot
of theatrepieces, to go back to the early
sixties, Jarman had his own group at the
time and I had my own group at the time,
he had Charles Clarke and Christopher
Gaddy and a lot of pieces that they did
were theatrical pieces. I remember one
particular piece he did at Lincoln Centre
where he had an artist come in and just
hang stuff all over the stage. The multi-
media piece., All kinds of different things
going on, on the stage, in the audience,
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inthe back, justlike a happening or some-
thing.
B.S.: Do you think this offends jazz
people? Because it isn't straight out.
R.M.: Yes it does offend them a little
bit, but, it would be better if people

wouldn't try to label things in certain
areas, and then when something comes up
people would decide just whether they
liked it, rather than saying wait a minute,
this is not jazz, so we can't like it,

B.S.: Do you feel a need to have to
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provethat you can play that kind of music,
that they all love so much. 'They’', that's
silly, Imean the pre-beboppers and swing
musicians. Do you feel the need to have
to prove something, that you can do their
music ?

R.M.: No, I don't really feel that at
all, Usually if I doa piece of music it's
because I'm inspired to do it in whatever
area it's in. If I happen to do something
inthat tradition, it'snot to prove any point
or anything like that,

B.S.: Is your music entertainment ?

R.M.: Some of it is entertainment.
Some of it is not entertaining at all, it's
very strenuous.

B.S.: Are you conscious of trying to
please an audience when you play pub-
lically ?

R.M.: I think that the thing I'm trying
to do whenever I play, is do some music.
And I think that that's valid.

B.S.: Inthelast couple of years you've
come to the concept of solo saxophone
attitudes. Braxton had already done that
fora couple of years, A lot of people say
that it sounds like you're practising in a
bathroom, they said that about Sonny
Rollins' solos and probably Coleman
Hawkins' solos. Isthere some reason why

you decided that there was enough texture
in that to just do it on your own?

R.M.: The first solo piece that I did
was in 1967 and just the sound of solo in-
struments has become very interesting to
me, there'sa lot of room to explore those
particular areas of sound.

B.S.: It's like a texture music more
than just a simple melody.

R.M.: Right, it presents a different
kind of challenge. I want to be in touch
withthat challenge, it's a different kind of
a challenge than playing with somebody
else, first of all it's different vibrations
because when you have five people on the
stage, you havefive vibrations, if you have
one person on the stage, then you have one
vibration. Dealing with your own vibra-
tions I find is very important for me in
this period because I'm trying to go fur-
ther into myself, and playing solo is
helping me to do that in a sense.

B.S.: What happens to the loss of the
rhythm content in a band, like the bass
player and drummer ?

R.M.: I don't even want to think of it
as that, I really don'teven hear rhythm
instruments played in that manner, where
the drummer is riding and the bass play-
er iswalking or something like that. Solos
open up each instrument to being an in-
strument, anybody playing whatever they
want to, and some of the pieces that I'm
doing now that involve rhythm instruments,
the instruments are not confined to those
particular areas, at all, To where they
would have to be thought of as any back up
instruments, it's not a time thing, it's a
pause.

B.S.: Are you aware in your music of
the white composers like Edgar Varese
and Henry Cowell, some of the music they
did years ago sounds like a very stiff Art
Ensemble music. It has a similar con-
tent, Are you aware of all those people
as well?

R.M.: I'm aware. I'm aware of all of

them, I just like music. I like a lot of
music, it's very valid to me, it knocks
me out to go hear a good contemporary
concert, the way the musicians approach
the music and the clarity with which the
music is played.

B.S.: Is Chicago a place where you
could of heard lots of that music, all kinds
of composers?

R.M.: Occasionally, but not really a
lot. Well, if you had a lot of money to go
to different things. But then every now
and then the library down town will have
contemporary concerts, University of
Chicagohad contemporary concerts. I had
an opportunity to hear more in Europe I
think, than here in the States. I've heard
some in Michigan.

B.S.: Out of all this music, there is a
Chicago sound. I mean there's a New
York avant garde, a West Coast avant
garde, a Chicago avant garde. Avant
garde's a terrible word. Open music,
and it's all different, Is there a specific
reason why Chicago should be the most
rhythmic of them all?

R.M.: Well, Idon't really know. Ex-
cept that during the time when the music
was really evolving, during the time of
Muhal's big band, I'll have to say that
again because Muhal is a very important
figure in a lot of lives of musicians, he
just kinda took us all in, and rounded us
out, he brought out a lot of things in his
head that he knew had to be brought out.
And at that time a lot of musicians just
didn't want to up and go to New York any-
more. That hadbeen the thing in the past.
In order todo anything you go to New York
and when you go to New York you become
involved in New York things. So I think
that the music is probably different be-
cause at that time musicians didn't want
togo there and they stayed in Chicago and
developed a sound of their own. They
wanted to have a voice, they wanted to
identify.

B.S.: Didthey know that New York was
an overpowering figure in this music?

R.M.: Ah, sure, everyone knew that,
because basically that's whereit's at right
ncw, a lot of musicians in New York get
more exposure, it's just that all those
people are there.

B.S.: Butthere'stheAfricanpart of it.
Why is there some kind of African as-
sociation with Chicago music ?

R.M.: Malachi Favors is an historian
or. Africa, and he brought these things for
the group, Malachi can sit down and can
talk for hours, you just sit listening with
your mouth open. The Art Ensemble re-
lates heavily with African things because
of Malachi. Don Moye and Malachi's al-
ways kept this tradition alive and brought
itup throughthere., The group was called
the Roscoe Mitchell Quartet originally and
Philip Wilson was with us., That time was
a very weird period in our music, we had
found what we wanted towork with, Lester,
Malachi, myself, and Philip, and the
slightest deviation from this just really
upsetus., When Philip left to go with Paul
Butterfield he had just really spoiled us
from even considering having another
drummer. This is the period when the
percussion instruments started to emerge

and Malachi always did have some per-
cussion instruments that he would play. It
started and just really emerged. You
know, just really emerged.

B.S.: Listeningtothose Nessa records
you can hear the Art Ensemble coming
from the Roscoe Mitchell/Lester Bowie
records., You can hear it coming. Those
are fantastic historical documents. Was
Chuck Nessa just crazy to record all that
music, why him, why Chuck Nessa?

R.M.: Well, see, Chuck Nessa, Terry
Martin, and John Litweiter, they did most
of the writing., Theywere around at that
time and Nessa was the one that was
responsible for the music being recorded,
through Bob Koester at Delmark because
he was the young figure that wanted to
bring the new music to Delmark,

B.S.: I've heard all the Nessa things
and it's an interesting evolvement. It's
obvious the Art Ensemble are going to
arrive, when you're listening to it, It's
very expensive to bring the Art Ensemble
into different situations because of all the
equipment and it's five people. Do you
think that now you have started into the
solo saxophone thing that it's possible it
will expand much more rapidly because
it's easier for you to go to a place and do
a concert, Do you feel that now is the
time ?

R.M.: Ifeel that now is the time., De-
finitely feel now is the time, I think that
the solo saxophone concerts, in a way, are
good, in a lot of ways they're good. It's
proven to be easier to get work some-
times, working as a solo performer,
Like you say it takes a lot just to really
bring the Art Ensemble in full gear, it
takes a lot of money. And then too I'm in-
terested in spreading out my musical
thing a little more. I've devoted a good
hard working ten yearstothe Art Ensemble
and the Art Ensemble has established it-
self as one of the music powers., I feel
that now, in this period, I can relax on
that a little bit and try to spread myself
out into other areas., I'mgetting fascinated
by all the different kinds of things.

B.S.: Are you going to try to take
yourself into Europe and do this?

R.M.: Yes, I'm interested in going to
Europe as a solo performer. I'm also
interested in becoming closer together
with Muhal Richard Abrams because we
have the makings of a really good duet.
I'mgoingto try to do some projects to get
off the ground, do some more work with
him. We're working on compositions and
preparing for this when it comes up.

B.S.: You've already done duet con-
certs with Muhal. This is like going back
to the source, isn't it?

R.M.: Right, right, it'slike everybody
evolves and as they go around you catch
them on different parts of the circle,

B.S.: There were a couple musicians
that got picked up in the rock generation,
and put into that environment where there
was a lot of publicity, Charles Lloyd was
one that jumps right to mind, Miles was
another, that played festivals with rock

musicians, Did you do some of those
things?
R.M.: Yes, we did some of those

things., We did the Rotterdam Pop Festi-
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val, the Rock Free Jazz Festival in
Belgium, the Ann Arbor Jazz and Blues
Festival and a lot of the festivals we
played in Europe this year may well have
been rock festivals, they were called jazz
festivals, but they could have been any-
thing, anything,

B.S.: Do you feel this is good? This
merging together of all this music,

R.M.: I think that the good thing that
comes out of this is that a lot of people be-
come exposed to the music,

B.S.: Doyoufeel bitter that it takes so
long when the rock musicians playing on
the same stage asyou are already million-
aires?

R.M.: Well, yes, it makes mefeel bad.
(Much laughter)

B.S.: No, Idon't mean just the fact that
it's a drag. I meant that if a promoter
with enough money could pick up on this
music., ..

R.M.: I don't know, I think that what
has happened is that when our music
started to emerge there was a fight
against bebop and then after that rock
musicians became very popular and
famous, then rock started to die out
(we're right on the tail end of rock now)
everybody's into the middle of the jazz
rock thing and you begin to have all these
other people emerge and what this is doing
is still keeping the music lurking in the
background, Maybe after jazz rock goes
down then maybe it'll become much more
exposed. Much more exposed.

B.S.: It seems that you arrived in the
music whenit'sall modern music or bebop
music, which was called modern jazz, I
guess, Do you have any influences in you
withearlier music, like Louis Armstrong
and Fletcher Henderson and Ellington and
Coleman Hawkins ?

R.M.: Ohsure, sure, I was brought up
on that kind of music., That's another
thing that people were closer together on,
When I was coming up my mother and
father and uncles, they were all very much
fans of Louis Armstrong, Billy Eckstine,
Charlie Parker, Lester Young, Billie
Holiday., All those kind of records were
in the house all the time., I listened to
those., Then through my older brother
when I was 10 or 11, he really made me
sit down and really listen to music, even
more, even though I had been exposed to
that kind of thing, and even before that
being exposed to church music. One of
my uncles was a minister and I went to
church with him frequently. Different
nights would have different types of cere-
monies, That's what I call going down.,
The healing ceremonies, the reading

ceremonies, Chants, A very rewarding
experience. I was exposed to that very
early.

B.S.: Was jazz music or black music
really played in a lot of black homes, are
a lot of black people aware of Charlie
Parker?

R.M.: No, not now, not now,

B.S.: Is this because of some kind of
political influence making a middle class
or upper class black out of certain kinds
of American Negroes?

R.M.: I think yes, that has something
to do with it, also the media, you know,
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the media that exposes the music to peo-
ple. When I was growing up you went to
the restaurant and put your nickel in the
box and it was James Moody playing, It
Might As Well Be Spring. You know,
seriously. Now nothing like that exists.
A couple placesin Europe where they still
have these pieces on the juke boxes.
Mostly the juke boxes are monopolized by
the rock thing now. It's a shame because
a lot of young musicians miss that,
They've missedthat, For example, where
my father lives in Chicago there's some
young musicians who live next door and I
had a chance to spend some time with
them, and talk with them about the kind of
things they were listening to, They were
just listening to rock. So I went back
there, I mean, these people at the time
were teenagers, Itookthemtoa few AACM
concerts, took them to some of the work-
shops on Saturdays. Another experience
was I went to a settlement house, in
Michigan, close to where I live called
Sullivan House, and a lot of the kids there
were from the Lake Park area, 47th and
43rd, a predominately black area in
Chicago, What I did was take them to a
farm and we stayed there for a month and
a half, and every morning we had music
and we talked about music., We learned
theory and about instruments. The result
of that was that at all of the concerts that
were given by the AACM after that there
would be some of the younger kids there.

B.S.: Why is black awareness not
transferred, there's been incredible re-
surgence in America of Black Awareness,
beingtold that this thing is going tohappen
and you are going to be socially and
economically right, You don't want to
deal with that shit about poverty and
everything, Why haven't the black people
that have become influential in the music
taken part of the heritage with them?

R.M.: Well for one reason a lot of the
people that are black and have money have
to form their lives to a particular mold.
To really become successful in that
realm, they tend to spend a lot of their
lives in different types of environments.
Like for instance Tuskegee is a black
school in Alabama, and the music project
there was the same as if you went to any
other school. The same kind of thing.

B.S.: It wasn't black music at all.

R.M.: No. If you say something to one
of those people about serious music then
they say, Bach, Mozart, Blah, blah, like
that. And that's a big problem with black
musiciansis that there's no black support
for the music at all.

B.S.: Is this a political economic
pressure that's brought about because of
the social gathering they have to mix in?

R.M.: That, and the exposure. When
Iwastalking about allthe different records
and things at home, my mother and
father went out to support those music-
ians, I mean they went out to those clubs
to support those musicians., Like Gene
Ammons and Charlie Parker, you know,
people went out to hear music than,

B.S.: Why do you think it stopped?

R.M.: When I got back into the city in
1961, after coming out of the army, there
wasthis thing that was coming up that was

putting musicians out of work. First of
all the union passed a law that for a trio
working in a club you only had to have a
certain type of license, ther if you had
any more people tlan a trio tkat went into
another completely different type of
license which costs a lot more money,
Also at this particular timethe DJs were
emerging with their component sets and
records, they'd just go to the clubs and
that would be their gig. They'd go there
and have all the latest records and sit
there and talk, The dance DJs, That had
an effect on live entertainment,

B.S.: Would you consider the media
like TV and radio to be irresponsible ?

R.M.: Certainly, they're very ir-
responsible, The TV andradioin the U.S,
is completely irresponsible, Driving in
the car I have occasion to listen to these
stations, If you listen to them for an
hour, the next hour is a repeat of the last
hour, Now, this is a real waste with all
the different things out there that are to
play, that someone would set up and play
the same music over and over egain., This
isthe capitalistaspect, the thing of maybe
you won't like it so we'll shove it down
your throat, eventually you'll like it.

B.S.: So the money machine deadens
the minds of the listeners and we've got
some kind of glant universal musak.

R.M.: Right, there used to be all dif-
ferent kinds of shows on the radio, All of
them have been stamped out, Daddy
O'Dayley in Chicago, Real McCoy with
Sid McCoy, these were jazz programs.,
Daddy O'Dayley even had one day he called
Oldies But Goodies, he went back to
Fletcher Henderson and all the big bands
so that people had not only the knowledge
of what was happening then, but the know-
ledge of what was happening before, His
show became very commercial after a
while, pretty soon it was just phased out
completely, that's what happens to most
of the stations. You have to search it out
yourselfbecause now most of the music is
confinedto the college stations and I think
they have maybe one station in Chicago
that comes on at some ridiculous hour at
night., Andthat's basically what it is now.

B.S.: Soyou live in the old stigma that
you listen to jazz music in the wee small
hours of the morning. Something to do
secretly.

R.M.: Yeah, that's basically what's
happening, likeI say if you don't search it
out it goes right by you. You don't even
know,

B,S.: You never even thcught about
becoming a commercial musician?

R.M.: Not really, because it really
doesn't fill me. I mean it's OK, I can do
it if T have a commercial gig and go and
play it but usually after the first set or so
I'm usually just tired of it, I don't really
want to do it., So I really dcn't get that
much enjoyment out of it, I'd rather just
continue to go along like I'm going and be
happy with what I'm doing.

Bill Smithwould like to thank Peggy Bunting
for transcribing this tape and John Norris
for assistance in the final editing of this
interview,




Members of The Art Ensemble of Chicago
play the following instruments:

Lester Bowie - trumpet, flugelhorn
Roscoe Mitchell - soprano, alto, tenor and
bass saxophones, clarinet, flute

Joseph Jarman - soprano, alto, tenor and
bass saxophones, clarinet, oboe, flute,
vibraphone

Malachi Favors - bass

Don Moye - drums

In additionall members play various per-
cussion instruments

Roscoe Mitchell, Lester Bowie, Maurice

photograph of Roscoe Mitchell by Bill Smith

McIntyre (ts), Malachi Favors, Lester
Lashley (tb), Alvin Fielder (perc)
: Chicago, October 18, 1966
Ornette Delmark DS-408
The Little Suite -
Sound -
all titles also on Trio (J) PA 7020

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors

Chicago, August 11 and 25, 1967
Number 1 Nessa N-1
Number 2 -

Roscoe Mitchell, Lester Bowie, Malachi
Favors, Robert Crowder (d)

Chicago, March 4 and 11, 1968
Tutankhamen Nessa N-2

Tkhke -
Jazz Death ? -
Congliptious/Old =

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors

Paris, June 23, 1969
A Jackson In Your House  BYG 529,302
Get In Line =
The Waltz -
Ericka -
Song For Charles .

all titles also on BYG (J) YX 8027

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors
Paris, June 26, 1969

Toro Freedom FLP-40108
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Lori Song -
That The Evening Sky -
Feel Through The Glass
Wall & We Stood Alone -
Somewhere ? -
The Spiritual -
Tutauankhamun Freedom FLP-40122
The Ninth Room -

alltitles on Freedom 40108 also on Free-
dom (E) 2383,098, Freedom (G) 28,428,
Trio (J) PA 7034

alltitles on Freedom40122 also on Free-
dom (G) 28.473

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors
Paris, July 7, 1969
People In Sorrow Pathe 2C062-10523
(Part 1 & 2)
also on Nessa N-3, EMI (J) 880032

Grachan Moncur 111 (tb), Roscoe Mitchell
(as), Archie Shepp (ts), Dave Burrell (p),
Alan Silva (b), Andrew Cyrille (d)

Paris, August 11, 1969
New Africa BYG 529,321
Space Spy -
Exploration -
When -

Lester Bowie, Roscoe Mitchell, Joseph

Jarman, Malachi Favors
Paris, August 12, 1969

Old Time Religion BYG 529,328
Dexterity -
Rock Out -
A Brain For The Seine -
Reese And The SmoothOnes BYG 529,329
(Part 1 & 2)

alltitles onBYG 529,328 also on BYG (J)
YX-8029

all titles on BYG 529,329 also on BYG (J)
YX-8028

Real -
Red Cross -

Claude Delcloo (d), Arthur Jones (as),
Roscoe Mitchell, Joseph Jar man, Kenneth
Terroade (fl1), Malachi Favors (log), Earl
Freeman (gong)

Paris, August 22, 1969
Africanasia BYG 529.306

(Parts 1 & 2)

Brigitte Fontaine, Areski (vo), Lester
Bowie, Roscoe Mitchell, Joseph Jarman,
Malachi Favors, Leo Smith (tp), J.F.
Jenny Clark (b)

Comme A La Radio Saravah SH 10006
L'Ete L'Ete -
Tanka 1 -
Tanka 2 -
Lettre A Monsieur Le Chef

De Gare De La Tour De Carol -

Le Brouillard -
J'ai Vingt Six Ans -
Chanson Pous Sa Mere -

Les Petits Chevaux -

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors
Hello Chi

From Bengali

From St. Louis -
Fly With Honey Hee -
Dance -

Galloway 600502

Lester Bowie, Hugh Steinmetz, Kenny
Wheeler (tp), Albert Mangelsdorff, Eje
Thelin (tb), Roscoe Mitchell, Joseph Jar-
man, Alan Skidmore (ts), John Surman
(bs), Willem Breuker (bcl), Dave Burrell
(p), Barre Phillips(b), Steve McCall, Tony
Oxley, Claude Delcloo (d)

Baden Baden, December 12-14, 1969
Gittin' To Know Y'All MPS 15269

Archie Shepp (ts, vo), Clifford Thornton
(cornet), Arthur Jones (as), Lester Bowie
(tp), Roscoe Mitchell (bass sax), Dave
Burrell (p), Malachi Favors, Earl Free-
man (b), Philly Joe Jones, Sunny Murray
(d), Art Taylor (log), Laurence Devereaux
(balafon) -1
Archie Shepp. Hank Mobley (ts), Dave Bur-
rell, Malachi Favors, Philly Joe Jones -2
Archie Shepp, Dave Burrell, Malachi Fa-
vors, Philly Joe Jones -3

Paris, August 12, 1969
Yasmina -1 BYG 529,304
Sonny's Back -2 -
Body And Soul -3 -

Sunny Murray (d) Lester Bowie, Grachan
Moncur 111 (tb), Roscoe Mitchell (as, fl),
Archie Shepp (ts), Dave Burrell (p), Alan
Silva (b), Clifford Thornton (cornet), Ma-
lachi Favors (balafon), Earl Freeman
(tympani), Arthur Jones (as), Jeanne Lee
(vo)

Paris, August 15, 1969
Suns Of Africa BYG 529,303

(Parts 1 & 2) R.I.P.

Sunny Murray (d), Lester Bowie, Arthur
Jones (as), Roscoe Mitchell (as), Archie
Shepp (ts), Kenneth Terroade (ts), Dave
Burrell(p), AlanSilva, Malachi Favors (b)

Paris, August 15, 1969

Flower Train BYG 529, 348
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Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors, Fontella Bass
(vo)
Paris, July 22, 1970

Theme De Yoyo Pathe C062-11365
Theme De Celine =
Variations Sur Un Theme -

De Monteverdi

Proverbes -
Theme Amour Universel -
Proverbes =
alltitlesalso on Nessa N-4, EMI (J) 88022

AlanSilva (b), Lester Bowie, Alan Shorter
(tp), Joseph Jarman (ts, ss), Steve Lacy
(ss), Ronnie Beer (ts, ss), Robin Kenyatta
(as), Michel Portal (as), Roscoe Mitchell
(ss), Dieter Gewissler (violin), Jouk Minor
(cello), Kent Canter, Irene Aebi (cello),
Dave Burrell, Joachim Kuhn (piano), Don
Moye, Jerome Cooper (d), Oliver Johnson
(tympani)

Paris, December 29, 1970

Seasons BYG 529,.342-4

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors, Don Moye
Chi-Congo Carson 3678
Enlorffe (Part 1 & 2) -

Hippparippp -
alltitles also on Paula 4001, EMI(J) 88010

Lester Bowie, Roscoe Mitchell, Joseph

Jarman, Malachi Favors, Chicago Beau
(perc, harmonica), Julio Finn (harmon-
ica), William A Howell (d)

Certain Blacks America 6098
Do What They Wanna -

One For Jarman -

Bye Bye Baby -

Dave Burrell (p), Alan Silva (cello), Don
Moye (d), Roscoe Mitchell, Mitchell Glad-
luex (b)

After Love America 6115
My March -

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors, Don Moye
Ohnedaruth America 6116
Lebert Aaly -
Dedication To Albert Ayler -

all titles also on Prestige 10054

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors, DonMoye, Fon-
tella Bass (vo)
Part 1, How Strange America 6117
Part 2, Ole Jed -
Horn Web -

all titles also on Prestige 10049

Lester Bowie, Roscoe Mitchell, Joseph

Jarman, Malachi Favors, Don Moye
Tokyo, January 15, 1972

Duffvipels Trio PA 6022-3

(Part 1 & 2)

Check-Mate -

Dautalty (Part 1 & 2) -

Mata Kimasu -

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Malachi Favors, Don Moye

Ann Arbor, September 9, 1972
Nfamoudou- Atlantic SD-1639
Boudougou
Immm -
Unanka -
Oouffnoon -
Ohnedaruth -
Odwalla -

Lester Bowie, Roscoe Mitchell, Joseph
Jarman, Richard Abrams (p), Malachi
Favors, Don Moye

Chicago, September 1973
Illistrum Atlantic SD-1651
Barnyard Scuffel Shuffel -
Nonaah -
Fanfare For The Warriors -
What's To Say -
Tnoona -
The Key -

Roscoe Mitchell (solo saxophone)
Kalamazoo, October 22, 1973

Eeltwo Sackville 2006

Montreal, November 2, 1973

Nonaah Sackville 2006
Tutankamen -
Enlorfe -
Jibbana -
Oobina -
Ttum -

Pori, July 12, 1974

Nonaah Sackville 2006

Thisdiscographylacksrecordingdates for
some sessions. We welcome additions and
corrections,



Bunky Green started his
early.

"When I was 16 or 17, I was playing
everything that Bird had. I could play
every Bird solo - verbatim! At 16 I had
that down, so what I would do is to take
the other kids with me - the cats younger
than me - and would teach them. They
would all follow me, and we'd get into my
father's car and drive out to the lake.
There, with my little blackboard, they'd
all sit around while I'd analyze Charlie
Parker, I'd say, 'Now here is a minor
seventh, Here's the extension of this
dominant seventh chord. See? What Bird
is doing is playing on the top of this
chord. ' AndI'drepeat them over and over
again on my saxophone, '

The above discourse in ornithology took
placeinGreen's home town of Milwaukee,
Wisconsin, It was the first manifestation
of a particular gift that would reveal itself
again over two decades later in Chicago,
Illinois.

After years of establishing himself as
somewhat of a legend in the Midwest,
Bunky Green has returned to the class-
room, As a music instructor at Chicago
State University, Green is bestowing his
wealth of knowledge and experience upon
a new generation of musical scholars,
Bunky is that rare breed of individual who
is at once a brilliant player and a com-
municative teacher. He possesses all the
attributes necessary for successful
pedagogy. He has served as clinician/
adjudicator for several collegiate jazz
festivals, holds a music degree from
Northwestern University and most im-
portantly, has shown himself to be an ex-
pressive schoolmaster, Fortunate are the
youthful minds thatfall under his tutelage.

Green finds his present environment
remarkably invigorating. Indeed, his
present quintet is composed entirely of
pupils, and the band is creating a musical
form which is of equal challenge to in-
structor and student alike,

As articulate verbally as he is music-
ally, words tend to flow from Green in a
manner similar to the way in which notes
surge from the bell of his Selmer. During
arecent conversation, he eagerly discus-
sed his past as well as his present
activities. But first, a bit of biography.

It was about ten years ago that I first
discovered Vernice "Bunky' Green. The
place was the now defunct Chicago night-
club, the Plugged Nickel. A friend and I
had dropped in to hear the Miles Davis
Quintet. As is often his wont, Miles was
not to show, and to our bewilderment, we
found a group of unfamiliar faces on the
bandstand. Subbing was a group of mu-
sicians led by Paul Serrano, a trumpet
player rather well-known locally. As a
part of the Chicago jazz underground, he
had gained a formidable reputation at
several of Joe Segal's Jazz Showcase
sessions and had also served a stint with
the MJT + 3, a fiery quintet that enjoyed
some recording success during the early
1960's, Still, it was the mysterious alto
player who really grabbed us. It only
took the opening tune; my friend and I had
flipped! At that precise moment, had
Mileswalkedin, we personally would have

professorship

photograph of Bunky Green by Bill Benjamin

BUNKY GREEN

ccmpelled him to leave,

Soon after, I encountered Bunky again at
one of Segal's annual Charlie Parker
Memorial concerts, this time in the com-
pany of Freddie Hubbard, Roy Haynes and
Eddie Harris, Still later I found him sur-
rounded by percussionists (i.e., Max
Roach, Tony Williams, Harold Jones and
Don Lamond) at a drum bash put on by the
Gretsch Drum Company. By now I was
completely captivated by Green's playing.

That he has chosen Chicago rather than
New York City or Los Angeles as his
home may have cost Bunky Green some
renown, For local devotees, however, it
has been a blessing to have amongst us
one of the finest exponents of jazz saxo-
phone.

In an effort to lend credence to his
enigmatic stature, I asked Green the in-
evitablequestion. '"Well, I've worked with
Sonny Stitt, Yusef Lateef, Gene Ammons,
Kenny Dorham, Donald Byrd, Jimmy
Heath, Wynton Kelly...so many guys,"
he replied. Having known that he had
worked briefly with Max Roach, I couldn't
resist the temptation to remind Green that
his facial features bear a strong resem-
blance to the famed drummer., ''Yeah',
he quipped. ''People have told me that I
lock like a short Max Roach, "

For a period of about two months in
1960, Greenplayedwith bassist/composer
Charlie Mingus, a musician with a reputa-
tionfor engendering new talent - especially
saxophonists. 'I met Charlie through Lou

Donaldson. Apparently Mingus had heard
about me, and Lou vouched for me, Lou
said, 'Yeah, here's a cat you want to
take,' So right away I got a hook-up and
started playing with Mingus. Through
Mingus I met a lot of people on the road,
but initially the greatest experience I've
received in terms of finding my own thing
and sort of flying myself I contribute to
Charlie Mingus. He always stressed being
yourself and how a cat couldn't really be
Bird -it'simpossible to be Bird! Charlie
Parker had made a definitive statement in
his area, so the only possible thing to do
was to move to another area. That is
cause for a lot of thinking and re-evalu-
ation of style,"

Sure, like almost everyone who has
picked up the alto saxophone during the
past three decades (particularly those
musicians of Green's epoch), Charlie
Parker's influence is felt, But the shape
of Green's music is in another direction.
Having worked in a wide variety of set-
tings, his musical personality has found
no derivative mold, Bunky's present ap-
proach is totally his own, and he owes a
debt to no one.

At the same time, he still remembers
Bird and talks about him with great af-
fection, ''That solo on Bird of Paradise
... the way he entered! That statement
alone is so lyrical. A couple of motifs
were so packed with possibilities for ex-
pansion that you could write an entire
symphony around them. Yet I really don't
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listen to him much today. I love him so
much that if I turned him on now he might
just - POW! - blow my mind.

"At first I simply tried to be different
without having any base to work from. I
didn't know that it would involve a lot of
research, soIbecame involved with things
like older musical forms suchas organum,
which goes back to the 10th century. In
organum I found quartal harmony (i.e.,
chords by fourths rather than thirds as in
fundamental harmony) existing that early!
I started listening and trying to simulate
this sound. I've worked on it for about
eight good years, off and on, and have
really intensified my study during the past
three years.,

'"Nowwhat's happened is that I have kind
of forgotten how to play the way I used to
play. It's funny but I had to sort of men-
tally discard things in order to bring in a
totally new concept., The things that
you've played... you can't utilize them
anymore., You can only use the technique
that you have but can't employ the figura-
tion -the lines. It is no longer applicable
to the new situation. I shouldn't say new
... let's say fresh tonality because after
investigation, I found that it existed in
in other harmonic forms, I had to dis-
card Bird phrases, Sonny Stitt-type
phrases and find the Bunkyism. Now I
sound like myself, finally, and I'm kind
of happy about it,"

Happy indeed. To hear Green today is
toobserve a supremely content musician,
However, hisquartalapproach to harmony
hasnotalwaysbeena source of tranquillity
for the saxophonist. At first his music
hung in a delicate balance between the
conventional and the new methods. "I was
sort of wedged in between. I would go out
there but was afraid to totally let go.
Being insecure, I'd go back into my stock
phrases a la Charlie Parker and Trane.

"After that period I started doing con-
certsand simply began playing that way, "
The last hybrid period for Green ended
six years ago., 'I did a concert at the
University of Chicago...playing on
changes and outside in my own tonality.
But the first time that I found it was a
workable new thing that Icould only employ
with new individuals who were in tune with
me was one year ago, We did a thing at
WilbertWright College, and I played pre-
cisely what I felt and wouldn't go back, I
wouldn't let the audience or anyone else
turn me around. They were saying things
like, 'Bunky, play Green Dolphin Street’.
You know!"

Askedabout his gestation as a musician,
Bunky reached way back, '"I got a saxo-
phone when I was 14 years old... no, I
got it in high school when I was 13 be-
cause I was in junior high. My sister got
the piano. She was taking lessons, but I
would just sit there and start tinkling, I
justplayed what I heard... you know! No
one ever showed me anything about the
piano., Theard Bud Powell play and copied
that. I used to play a lot alone and would
avoid my friends, I liked to play alone
so that I could create my own images.
And to this day, I'm somewhat of a loner.
I am not a hanger-outer., You'll never
find me on the scene unless I'm playing.
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IfI'm working, then you'll see me, other-
wise, I'm home and in bed at 9 o'clock.
I'm that type of cat.,"

I inquisitively asked Bunky about ses-
sions, those musical assemblages that
are historically part and parcel of the
jazz musician, 'T simply avoid them, "
was his response. 'T usually know where
they are taking place and what's going to
be played. First, there will probablybe
Trane's Giant Steps, and then there'll be
some blues,.. and some Tin Pan Alley
tunes with the standard changes. ButI
really don't care to play like that any-
more. Oh, once in awhile I'll practice on
changes as they relate to traditional
tonality so I won't lose that art alto-
gether, but now I practice on the other
more, "

Green emphasizes that equally essential
to his harmonic conception is a new-
fashioned rhythmic development, Refer-
ring to the collective efforts of the quin-
tet, he relates, '"We've tried to be scien-
tific on the entire thing and began with the
premise that what we have needs a totally
new rhythmic approach, Well, not new
again but an approach with more vitalityT
Actually what we've done is to take away
the bar lines again as in Renaissance
music..,. polyphony at that time because
they were dealing with (melodic) lines
instead of harmony. But we've gone back!
We've taken them out rhythmically, so
that's another method: we have used to
vitalize the situation.

"I've triedit with other rhythm sections,
but it doesn't work as well with a straight
jazz beat, I would start playing a lick
withthe drummer and would play my time
against his, But he would try to follow me
andwould just blow the whole thing. Part
of this concept requires that the drummer
be metrically sound., That's why I picked
a Latin/rock feeling., You know how
Latin is! Once it starts it stays there
and has really got you, "

Bunky's interest in Latin music goes
back much further than the mere incor-
poration of some of its elements in his
present band., He has gigged frequently
with Latin groups. '"When I came from
Milwaukee, I started with Manny Garcia.
At the time Stan Getz was very popular,
and Manny wanted to get some of that
bossa nova, saxophone-type thing going.
He'd heard of me, knew about my playing
and told me to come along,

"Latins turned me on to rhythm.
Rhythmically they really cook. That's the
first way I learned to play that staggered
rhythm over a metronomic sound... play-
ing all sorts of counter-rhythms against
a relentless pulse. I've got so much of
the Latin rhythms that, if you listen to
some of my things, you'll find that I sound
like a saxophone player playing timbales.

"If you go into an environment and come
out changed as a result of marinating
within, then I think you've gained a lot...
if it's a positive factor. I keep an open
mind for any sound that I can borrow,
which is a euphemism for plagiarizing.
But that's the name of the game - listen-
ing!

"I don't really listen to jazz records,
though, unless something unusual comes

up. It's hard for me to listen unless it's
areal giant ofa thing. Oh, a student may
say, 'You really should hear this, Bunk,
This cat is really burning. Something's
happening!' Generally speaking, I've
listened but been disappointed. I haven't
heard anything to turn me on since Trane
... not the late, late Trane thing but sort
of mid-Trane, After that, what saxophone
players can you really talk about? It's a
question of contribution., John Coltrane
made a contribution. Now where's the
next cat?"

Green has observed that contemporary
musicianstypically find their nmiche in one
of two genres. 'You have your freedom
players and people playing on changes.
Now I'm not speaking disparagingly of any
player., But I'm trying to see a pattern
here, Bird brought changes to a culmin-
ating point. Bird filled the bottle up, and
Coltrane put a cap on the top. There's

nothing left to do on changes: The only
thing you can do is to reiterate what these
people have done. So the next thing you
say is, 'Where can I go?' There's only
one place - fresh tonality. And how do
players react to it? I'll give you a saxo-
phone, you can take it, start pushing
buttons and blowing, and whatever you
come to, if that's you, then it's cool.

"But then I said, 'Wait! What these
people seem to be reaching for is organ-
ized form', because it will culminate,
All down through history, music has al-
ways been organized, It started off going
in different, diverse directions because
people have tended to grow tired, but it
has always resulted in organization. So I
simply worked out a system. The main
thing isto solidify what I am doing now...
to make a contribution. I know that it is
necessary to the music... to younger
cats coming along."

Bunky Green just turned 40 years old.
Notwithstandingthe o