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SFr you're proba.bly best known for your current work with BilJ.y tay-

1or. What else are you doing to keep busy?

KCr I work regu3.arly with two or three different groups. One of

them is with PhiL lvlarkovritz on , Eddie Gomez on bass and John

Locke on tibes, We did a reeord5.ng in thc Rochcster fheater that's

just been released

I also work wlth a band led by guitarlet Rory Stewart. We di-d

a live recording at Seventh Avenue South which is now'out on the Ca-

denee label. That group incl-udes Armand ponelian on piano and CaLvin

HiIl on bass" Now that Rory has this record out, maybe there will be

some more chances for us to PlaY'

I also work with I,en ltelsh and his tentette with two trumpets

and trombonesl three reed.s and three rhythro. A unique band'with

straight-ahead Jazz arangements and a few fusion-type arrangements.

len has donc most of the writing. A 1arge percentage of the horn

players are studio musicians like Lew soloff, Joe shepley, Gerry Nle-

wood, Pete YeLLin, Lou Hoss, Jim Pugh and Dave faylor' 1he rhythm

section is Albert Dailey' Calvln Hill and myself' ffi

-

I do some big band pLaying with Frank Fosterrs Loud Minority

andhissma].}erbigbandLlvingCo].or.BillyHartisthefirstcall
player fOr that band. Y{hen hers not around' Frank usually calls me'

,r, How extensj-ve is your teaching practice?
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KCr, I've been going to Eastman every summer to be part of an inten-t.
sive Jazz Performance Workshop. It usual-Iy runs about six days. llhis

was my fifth year there. I was very lucky to get the teaching position.

I was third on the list of people they asked,. BiLL Goodwin was con-

tracted to d.o it. He couLdnft and asked Joe lraBarbara to do it. A

week before Joe was supposed to arrive, BilL Evarts came up with some-

thing and chuck Israels recommended me. The next year they asked me

to eome back and theyrve been asking me ever sj.nce.

I had extensive teaching experience from teaching eight fuII-time

senesters at BerkLee Col].ege before I moved. back to New York city. I

was teaching 20 to 30 hoqre a week. It started, off part time' Towards

the end it got to be too much. when i accepted, the iob I wanted to

teach part time drumset, specializing in Latin percussion technlques

for dnrmset. I also taught classical snare drumming' I wanted to

givethestudentsaperspe"tiffirudimenta1trainingarrd
hotr to apply that in a classical manner. I had to get into some clas-

sical Literature with them' '[hatrs what my teaehers used to d'o'

w first teacher at BerkLee was Fred Buda' I didntt study with

Alan DawsOn until- I left Berklee' It was on Alanrs recommendation

that I was asked to Joln the Berklee facuLty' Alan declded to leave

after 18 years of teaching there from lg5? t'o L9?5'

SFtlwasundertheimpressionthatyouhadarrextensiveteaehing
practice in New York CitY'

KCr NO. I',m never around long enough' I see about ten students

once every six to elght weeks' If theyrre at the leveL I Like thera

to be at I give them a two-hour lesson' They have time to realLy

work on the material' I te}l them not to caLl me until they have it

together.I,havealimitedanountoftimetopractieearrdl.mEu

i
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in the business of teaehing. I'm in the business of trying to p3-ay as

well_ as I can. If I was in the busi.ness of teaching, Itd encourage

my students to come every week. If you didnrt get it together last

week, the* I'd. charge you for getitng it together lhig weet: L*Iarg3

$25.00 an hour. You have as much time as you need. to work on the ma-

teriaL. I tape the lesson at a corple of tempos. The tempo they need

to start working on and the tempo I expect them to have it at when they

come back. If they have any questions they can call me. . IflI analyze

it so that they can get It together without havlng to. come back.

SFr Can you spot a winner j.n a student?

KCr yes. But, when you're dealing with most university situati.ons it

doesnrt matter what you spot. Mainly because of financiaL reasons' a

university is golng to advise you that it would be better not to tell

the person that they should take up another instrument. Especially if

the kid is a freshman. That's going to mean that the university might

not get the four Years tuition'
gut, t d.on,t 1ike to do that. The kid is giving up his money' fan-

L . --l r r.,^ l^A
tasi!'ing about being the greatest person he's ever heard. r've had kids

say to me , f just got these drums six months a8o. I'd like to play

like Bilry cobham next $€8r.,, And they usually come in wlth L8-piece

d.rumsets. I tell them "Werl1 see. But, first we're going to deal with

the snare, one eymbal, the bass drum and the hi-hat. Bil1y Cobhan cart

play aLL that he plays on 18 or 2J dllms on f our pieces of equipmetlt .|''

Bill-y and I went to junior high school together' I know where he acme

from. I teII stud.ents,'I'm sure Billy is stilL worlri-ng very hard to

get even better than he j.s now. Ir11 put you through a few things and

see holrr you fee]- six months from'tlovf'rl



I'11 try to wipe them out so badly that theyrll want to stop

pLaying voluntarily, rather than telL them that they have unrealistic
goals. They're fantasizing abort playing J.ike Cobham in one year.

put a litt1e more perspective on it. fha! wilL take about 20 years

![ it's possible in 20 Years.

You can't teach feeling. You can teach anybody technique. If

they sti1l qant to study to Learn technique, I can teach them. They

might turn out to be very good teachers. But, if they aspire to be

perforrners of the caLibre of their idoIs, then I telI 'them them this.
*I,m 3Z ana I've been pl,aying professionally fot ?3 years. If you wartt

to come out here and compete, let me tell you what the competiti-on's

Iike. You might become very proficient in playing }oca}}y; making

crub dates and becomlng a very great teacher. you might be abre to

recognize talent in a,other person and give them things that rm gi-v-

ing you. But, 8s difficult as it is out here to play mainly main-

stream iazzr ard. because there's such a smarr vairabirity of those

kind of full-tirne jobs, vor have to be very good to lock in to on€.

If yor,re talking about being in a straight-alread rock or fusion sit-

uatiion, there might be more jobs available' I can teach you the

techniques,butl,mSg!.goingtotellyouthatyou'regolngtobeable
to pLay Like your idol if you study with me for two years or 2A years'

I know what that takes. It has to be frorn the !ggg[' If you don't

haveheart,it,sgoingtobeveryhardformetoteachlttoyor.I
can explain what it.s about, how itrs supposed. to happen, but r cart't

iust transmit that into your body' It has to be there"'
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SPr I{hat about that famous story of Papa Jo Jones throwing a cymbal

at Charlie Parker because he felt he was playing so bad? Doesn,t that
contradict the theory of either you've got lt or you d.onrt?

KCr I can't say what was goi.ng through Papa Jors nind, but I think
he did that beeause he recognized, some talent in Charlie Parker and,

that would. scare him enough to really make him get it together. That's

what happened to me when I was coming up.

The worst, most traumatic experi.ences I had was when I was try-
ine to play with people I love and revere today. fhey literally
scared me to death to make me practice. When I was 17, I sat in with

a group that pianist Barry Harris was leading at Minton's Playhouse.

It was George Coleman on tenor, Charles McPherson on alto, Peck Mor-

rison on bass a3d Barry. lenny McBroume was the regular drunmer. I

thought I was. playing pretty good, but I wasn't p}aying any bass dnrm

or bottom. I wasn't playing four-to-the-bar light3.y Like Lenny. I

was just using my bass drum to drop bombs and answer what my left hand

was doing, in the styte of PhillY Joe Jones with Mil,es. But, Barry

wanted to hear some bottom! l{e were playing all the Charlie Parker

tunes. When those tunes yvere recotded, Max Roach was playing aome

bottom too. whire I was playing behind the horrr soLoists, Barry kept

loolclng at me reaL strasge and I was feeJ-ing real bad'' When Barry

started soroing he started having a conversation with me about ny ln-

adequacies in using my bass dn,a. He was sorolng and tar.king to me

lore' So, I wentatthery!,igtI|dneverseenanybodydothatbel
home and worrcea-on it. The next tlme r had it more together. At

Least Barry didnrt taLk to me durlng his solo-' llhe way he Looked at

meandthewayhewasta].kin8lsstillaliveinmymind.
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SF: Have you noticed probLems that reoccur frequently in peopLe who

are studying dnrrnset?

E different kind of regiment to deal with;

a different repertoire of learning how to deal with conductors and

hsv, to play music exactly as it's written. Dntmset players have to
learn hovr to interpret charts and not play everything on the paper.

See what's written and interpret the best parts and make it work.

The biggest problem i.s coordination. fhey have to Learn how to
think four or five different ways about the drumset at one time, and

still pay attention to all the other things going on around them whiLe

they're pl.aying. They have to deveLop gggg. they have to know how to
play sonething that's going to fit the moment and stiLJ. keep thinklng
about meter. A guy might go to play something he hears and the time

wilL fall apart. He's concentrating more on what he wants to react

to than the time .

On top of that, if it's a reading situation, they have to think
about interpreting the ehart the right way. Nine tines out of ten,

unLess the chartts written by Quincy Joues, Manny. ALbam or artother

one of the great writers, the writer is not going to write what he

wants the dnrmmer to play. He's going to write somethinE, but the

dnrmmer is going to have to figure out what's written and play what

the composer real,ly wants to hear. fhatrs splitting your head up in

alot of places! That's what I really stress ln my teaching more than

anything else.

After they get that together, then we taLk about building chops

to deveLop the ability to play muslcal drr,rm solos and ho'r to Llsten

sccl,



to and phrase around the melody. But, first letts deal with hov to
keep good time and hortr to make the band feel good. llhatts most lm-

portant. If you do that welL, Vou doR't even have to soLo and you'J.l

still be very much recognized for your abillty.
SFr Do you trnow the lyrics to many songs?

KCr About three or four. But, I hnow the melodles. Thatfs alL I need

to lorow. I've heard alot of horn players from the swing school say

that they like to knorr the lyrics of songs, espeelally balIads, so they

can real}y get the emoti.onaL feel, from tt{qr instnrmerits that com€-

sponds to the song LYrics.

I had a chance to }isten to alot of mr,rsic when I was growing up.

lifiy father is a professional iazz trtrmpeter. I heard a].ot of iazz

standards in the '50s when Hard Bop was at itls height. I heard those

tunes in the best possible way. Standard tunes played with iazz exe-

cution.

When I studied with AIan, one of the things he stressed was how

to develop musical- drum solos by singing the melody. He makes you sing

the melody, play time and play fours. Hers the first teacher I'd been

with that made students do that. Itve trled to continue that tradition.

When I solo, almost gyfr of the time I'm trying to play off the song

form and in some way relate to the melody. Iqr goal is to make the au-

dience hear the melod.y when lrm soLoirg, to make the band members feel

my solo as opposed to eounting; measures through my soLo' i want then

to know where r am in the tune so we'r-r- come out together. lthen that

happens it's a beautiful thing to hear'

with Billy Taylor we don't always play for the most know}edgeable
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iazz audiences. we play for people who've never heard jazz before in
their lives. If we're pLaying in Paduka, Kentucky, where I know they
d.onrt get alot of jazz, and, someone after the concert says,,wow, r
heard the melody in your soIo," then r know rrm getting close. rf r
can get to those people r'm not womied about praying in New york.

People in New York have heard everythingl As long as I do what I do

weII, whether I do it in the form of the solo or outside of lt, they,re
goillg to appreciate it.
SFr Do you recommend attending a college or university for someone

who wants to become a professional muslcian?

KCr Definitely. You should get some formal musical training either
in the classlcal area or' al some of the special schools like Miarni,

BerkLee, New EngJ.and Conservatory, the University of Indiana or East-

man, which is probably the highest example of everything Irve seen.

Study as much elassical and iazz as the schooLs offer.

{f possibLe, go where there's alot of music going on,professionaL-

ly outside of the school. the bandstand is where you get the chance

to find out if you've Learned, anything. You can get the college de-

gree, but if you can't cut it up on the bandstand then you have to

spend alot of time on the bandstand studying. College gives you a

pieee of paper. The piece of paper you get from the bandstand is the

admiration of your peers. If you're thinking about playing mainstrealtr

jazz in aII it's various forms, then you have to get your final degree

from the New york bandstands; the most intense bandstands you'LI have

to deaL with alyrvhere in the world. If you can sound good on a New

York bandstand, you can sound good on anvbogyjs bandstand'. If youtre

not playing good in New York, the guys won't stay too J'ong' they'll
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go d,ovrn the street to the next club to see whors sound.ing goodrdoup3

tlere- If it's not happening after a chorus, they take off. If you

can keep the room happening and futl, then something's happening. If
it gets empty real fast, then you lorow you're not ready to recieve

your final degree.

SFr I remember Ron Spagnardi observing that there's no standard. no-

tation for drumset. Do you have alry remedies or thoughts on that?

KCr No remed.ies. I Look at aLot of different types of notation. The

easiest to deaL with is aLot of time sLashes in the amangements.

time slashes tel} you to iust keep time. Then I like to see some

kieks written so f know where the kicks are and what the brass and,

reeds are doing. That's much better than having every single ride

cymbal beat and kick written out. It's very difficult to look at

that. More drtrmmers should be bandLeaders or arrangers. Ihey would

knorv how to write for drummers better than people who play'other in-

strtrments.

I apalyze alot of d,rum books. I like the ones that are written

ctearly. If the boolr is dealing with four Lirrbs, I like it written

on two staves. Itrs easier to see it that way. One of the best books

I,ve seen for rock notation is by John Guerin. I think it's ca1led

Jttt & Rock Dnrms. Itrs an intense book and there's alot in there,

but his notation is so clear. Irm alnost sure he rrrrote it in double

stave. rt 100ked Like it would pray itseLf. r dontt see that many

books with that kind of clear notation. charr.es Dowd has put out some

very good. books. If yOu're going to learn rock, h€ makes it very

cLear. Some of the MeI Bay books look very good' There was a book



by Charlie Perry caLLed Rockin' Bass Drum that I Liked.

SF: You've just written your own d.rum book. Why does the world need

another drum book?

KC: Most of the drum books I see d,ea1 with Leats. But they d.on't

telI you the thought process that went into devising these beats.

And if they're beats transcribed from records, they don't teIl you

hon,r those drumners achieved the sounds on the records. I want to get

to the root of the problem by telling a student how to create a cer-

tain beat to fit a certain situation on the moment, artd how to use

importrisation no matter what kind of music he's playing.

All of the great players lrve heard on reeords in mainstream iazz

or any style of rock drumming, have created something on the spur of

the moment. They didn't look in a book artd memorize a beat when they

made those r:ecords. But, you still see al-ot of books eoming out with

beats, Espeeially in the rock idiom. What about the creative pro-

cess?

My book.,'stresses building a foundation in coordination and how

to use it creatively to fit any and all situations that you'Il nrn in-

to as a pro dnrmmer/performer. Irve been working these things out and

getting results since Lg?o. It's a culmj.nation of alot of my pro-

fessional experienee. Shen I drew from my anaLyzation of all my fav-

orite drummers, their work and hour they sorved creative situations.

My book is a compilation of aL1 those records, amplified thnough

teaching at Berklee for eight semesters'

I had to be able to teach in a rather limited time span of a

half hour, arrd get a maxinum amount of information to the students '



It was difficuLt, but I learned how to d.o it. Half the problem with

teaching is trying to figure out what psychological handicap each

person has to overcome to be a good, d,rummer, it he has an inherent

good, natural time feel. You have to have time to know the person

bef ore $o, can figure out the problem.
.--

illy book saves me t*s-**mct'-# always having to wrlte out these

esecrets" I have for getting over problems fast. And I think the

book wil-L he1p people to think more creatively. I cover all aspects

of music, even'Iatin/American, and. the notation is very simple. The

deseriptions for the coord.ination and technical exercises are brj.ef
qg

but very crear. You can execute the exerci.ses *a-I[i"rGab].e to

listen to other drummers and understand. what you're hearing them play.

Then you can understand what creative process was used. That's the

real benefit of my book. Some of the more lmportarrt books that hare

covered that idea are Jim Chapinrs books one and. two, and the Marrrin

DahLgren/Eliot Fine coordination book. Some of the books that Joe

Cusatis has done have been very helpful. And some of the things that

ALan Dawson has utiLized from books like stigk .contro-I and smgopation

are excellent.

My boolc will filL a void, but I stiLl recommend these other books

and aLso studying with someone with the expertise of Alan Dawson. That

wiLl open you up so that you can open any boolc and find something more

creative to do with it than just Learning the beats'



SF: Let's consid.er somebdy who wants to study the great jazz d.nrm-

mers, but so far his on]-y listenlng/pLaylng experienee has been in

rock. He walks into the Local record shop, ffi1*r"" of iazz records

and has no idea where to begin. Can you name some key drummers you'd
t l(e{ I 

-.-

recommend and also somE:Jffi*i*uJs- albums?

KC: I can name some artists who have['t, to the best of my knowledge,

mad.e anu bad records. If a person purchases these records het)-I get

a good. education. But, we have to talk about time periods.

If a person is interested in the tradition Irve been most as-

sociated with, Bebop, Post-Bebop, Hard Bop, Mainstr€zlll -- all those

titLes having to d.o with the swing idiom -- he'd have to listen to

people like Art Blakey and TrIe Ja%% Messeng€rs. ALl" those reeords

are good records. fhere's some special ones like the early reeords

with cl"ifford Brown on trumpet. The fi-rst Jazz Messengers record I

heard was a two-record set recorded. Ln L955 caIled Live At The Cafe

Bohemia. llhatrs good. for starters. There rvere a couple of Blahey
rCHl

records recorded live at Birdr.and. Later on in the '60s cane-E+€e*

aLburn caIIed Moanin' that's exceLLent. And one recorded with Curtis

Fu11er, Fredd.ie Hubbard and walme shorter called llgggig. llhere were

two other 1ive records in a series by Art. At the JaZzJ?ornel of the

World and Meet You at the Jazz C-orper of thg UprLd. Very, very fine

reeords that sound. fresh to this d.ay. Even the albums that Art's re-

corded. reeentry with wynton Marsalis are great,Like Live Ert the Kliv-

E3.g9-.E9r!9r'

SFr Wtlat about the Art Blakey/rneLonious }ilonk collaborations?
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KCrThat'"ffisomeofthemostincredib1estuffinthewor1d.
I probably grew up more on that than anything else. The interaction
between Art and Monk is so special. that reaches, almost, the 1evel

of Coltrane and ELvin. I always fantasized about playing with l[onk.

Irly father did. I think Art Blakey did the best with Monk out of all
the drummers. But, { really enjoy listening to Monk with Frankie Dun-

Iop. Frankie did as great as anybody after Art. I really enjoyed

the way Ben RiLey played with Monk. Billy Higgins sounded, wonderful

with Monk on a record called Thelonious Monk Liye at the dazz Workshop.

A serious listener should purchase some Monk records to get into some

depth. He should listen to 41 of Drke Elllngtonrs records. Horace

Silver has never made a bad record.. And Caruronball Adderley has made

some real1y fine records. He made a record called $ome$hin' EIse

which is a classic!

Any of the reeords that Ma:c Roach made wlth CLifford Brown are

unbeli.eveable. ALl- of the Miles Davis reeords from the '6Os are

priceless. I would definiteLy recommend a series l[i].es recorded f or

Prestige that were origina}ly issued as Cooklnf , I9rEi{, Egfgi4] and

Stearnin' with his quintet.

In a later quintet with Herbie Hancock, Ron Carter, Tony Williams

and, Wa3me Shorter, Mlles made a record called Foglr And MoIg. lfhatrs

some of the best work that I've ever heard Tony t{illiams do.

These are records that wouldnrt do anybody any harm if they real--

Ly wanted to quickly get into what was happening at that time period'

From there theyrd have to do some rpsearch. If you get to t@! music

then ]rou can understand what came after that. Don't Just start 1is-

tening to nusic that was recorded after Lg?o' Listen to all the I
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Charlie Earker and lester Young mrrsic. that'" Y3.5L important. fhat

music eomes before the music we were jusi talking about. Then you can

get a better grasp of what John CoLtrane did. And if you study all of

CoLtrane's recorded work, then youtre getting quite a history of the

evolvement of the music.

SF; ytho wou1d. you recommend for somebody who wanted to study the his-

tory of big band drumming?

KCr you ean't go wrong with Count Basie. Olte record I really liked

was @ with Count Basie and Frank Sinatra. Sonny Patrme

is the dnrmmer and the arrangemer.is are by Quincy Jones' That's one

of the greatest records otT.ombined big bandr/vocaList perforM.rc€.

I have to mention Duke Ellington again. Then the bands led by

Irraynard Ferguson in the late ,50s. some of stan Kenton's things were

very, very unique. Also the record's by Johnny Richards who did alot

of arrangements for Kenton. wood.y Herma, has consistently had many

god groups of musicians. Later on we get to the Thad Jones/Me1 Lewis

big band. They have quite a collestion of record,s that are very im-

portarrt. I heard a fantastic big band in Europe. llhe Ker,ny c:aarl;e/

Francy Bol-and big band. 1[hey had two d'rummers' Kenny Clarke and

Kenny Clare. [he big bands I like today are Frank Fosterrs Loud' Mi-

nority a,,d foshiko Akiyoshi/Lew 1abackin is another fine big band'

But, IrlL telL you the greaiest musio Iive ever heard lj've'

rAta it was aLso recorded. when I was L? I saw the John coltrane

QuartetatBirdland'.Ieaughttwosets.Tothisdaylrvenever
experienced'anythinga"rlymoreintenseorspiritualthanthat.I
baseevervthirtrgonthat.Ever3rthingcomesafterthat.Irvenever
seen the type of communication between musicians and the way the au-



dienee reeieved that music. I've never seen anything equaL to it and

I donrt know lf I ever wilI. I saw people almost passing out from the

intensity of that music. Peopi" had to go outside to revive. # They

needed. to have oxygen tanks in Birdland to give to people to keep

everybody in the club. Othenrrise people were going to have to walk

outslde. That's how intense the music wBS,

SFr You spent some time playing with Stevie Wond.er. fhat{s a long

way from what you're doing today. Hor did you get that gig ald why

did you decid.e to leave?

KCr There's a couple of important reasons. When I was attending

Berklee I was sti}l very much involved in trying to play iazz. But,

the jobs I was getting ealLed for to supplement my income were mostly

roek or Top I+0. Thatrs when I met MeI Brovrn and George MoreLand.

They used to come through quite a bit with Gladyrs Knight and The Pips

and The Temptations. fhey he]-ped rne immensely. I was trying to get

that style together by listening to SIy and The Family Stone, Kool

and The Gang and all the Motown records I could find. I was trying

to dupl.icate the rhythms. Me1 and George gave me some tips on how to

get more Projection out of mY feet'

tn 1g?0 I left BerkLee to continue freeLanclng around the Bos-

ton area. I had a Chance to check out the Yrhole R&3 and soul scene

i.nBoston,andstartedgettin8aprettydecentreputationasafunk
d.nrmmer. Then I had an opportunity to go out on the road with a

group from Boston caIled [he ]o"*-ff-':r,' My first travering gig was in

Lg1l. I went out to Detroit witrr nne Lords on a show with Kim TJes-

ton who used to record for Motown' Her husband v'as a former Motown

producer. T{e were doing this gig in Detroit and some of stevie l{on-

der,s people heard me play. They taped me at the club and played

{-r-a *ana
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the tape on the phone to Stevie in New york.

Stevie was working at Electric Lady Studios, in a transition
period from "LittLe" Stevie Wonder to "Big' Stevie Wond.er. He was

record5.ng, by himself, all the tracks to Music of-My Mind. They were

teaching him how to use a synthesizer. He was also trying to put to-
gether a band that could promote that m,rsic once it was released..

I got the gig more or less on a f1uke. Stevie fLew me into

New york after he heard the tape. I was stiLl working with Kim, so

I auditioned for Stevie and flew back the same night to do my gig in
Detroit. Frorh what I understand, h€ chose Gregory Bro.wn' a very fine

young drummer. Gregg mad.e two gigs and something happened. I think

the management put some weight on Stevie,..to get me because they thorght

maybe I'd be more re1iable. I got the call about three weeks later

in D.C. to join the band'.

I stayed with Stevie for seven months. I loved the band. O1e of

the main reasons I had never wanted to play any more of that kind of

music was because I never found a band as creative ds that band. fhe

first WonderLove band was amazing. llhere were people in that band

Like Ronnj.e Groves, Deniece t{iLLians, steve Madeio, frevor lawrence,

Dave Sanborn, Scotty Ed.wards, Jim Gilstrap .'. iust some marnrelous

people.

fhe second. reason I left the band was because I didnrt find my-

self able to really get along with the management people.and their
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attitude towards musicians, After seven months I wasn,t getting
treated the way I wanted to be treated. Stevie reaLly loved. us. I
don't think he had enough controlr 4t that tlme, to be able to hold

that kind of band. I was about the fourth person to leave because

of general dlscontent with the way alot of things were run. Sche-

duling, transportation, hotel accomod.ations. Playing with a band

with that intensity, we needed to be treated in a way that we cou1d.

get the maximum arnount of rest, so that we could perfor:n fully rested.

Bu!, there just didnrt seem to be enough money to realLy be able to
take care of us in that way.

It was the third time I quit. Each time I wanted to 1eave there
was something crucial eoming up that would have benefitted the band

alot through exposure. Olr first tour was in England. We came back

and did the David Frost Show. Thatrs uhen I first met Billy Iaylor.
The next time I quit was right after we'd done some one nighters with
Joe Cocker and we were doing The Bitter End,. fhen we got on llhe RoLl-

ing Stones' tour. I quit after it was ha1f over because of,further
disagreements with Steviets management, Stevie and with the Stones a-

bout something they wanted me to do. But' it had nothing to do with

Charlie Watts. I love him. Hets marvelous'

SF: So many drummers would love to be in Stevie Wonderr s band on

tour with The Rolling Stones:

KC: We}1, that's fine. I d.idn't want to d.eal with it anymore. I
wouLd Love to play with him anytime. But, if I'm going to be on the

road traveling, I want to get treated like I arn now working for Bi1ly

,,aylor. If I can't, then f'd rather not travel. It's too much of a

drain on you to travel and have to perform at your peak when yourre

tired because of scheduLing. If you cantt have a comfortabl-e place



L9

to1ayyourheadarrdgetyourseJ.ftogethersGyoucangivearrj'n-
spired performance everytime, then I don't need it. Thatts why I left.

SFr How would you define good' technique? How much of it d.o you need.

and when does it start to get in the way?

KCr It starts to get in the way when the music stops swinging or

grooving. If technique is the reason whY, then itrs too much tech-

nique. Itrs never too much techni-que as long as al-l the technique is

utiLized in a way that doesn't kilI the groov€.

SF: Could you chrono1ogically trace the iazz drummers'whorve influ-

enced you and explain what it was about them and/or their playing that

infl uenced. You?

KC: I can't say I was too influenced by Sormy Greer, but I stilL have

alot of respect for him. The most senior person who influenced me

would be a toss-up between Kenny Clarke and Art Blakey. People within

four to six years of that age bracket who were influenees wouLd be

Max Roaeh, Philly Joe Jones, RoY Haynes, Shelly Manne, Alan Dawson,

Jimmy Cobb and Elvin Jones. They all sort of came through at the same

period. I wasn't really around when Papa Jo Jones was at his peak

performasce. But as I did my research historically I found out how

important he was. I was influenced by peopl-e who were influenced by

6papa Jo. And in my research I've heard. bits and pieces of Big Sid

catlett and chick webb, but I wasntt directly influenced. by them.

It,s hard to define specifically what attracted me to them be-

cause each man i.s totally different. They arl had such individual

styles. I suppose t!3$j-g what attracted me to them' Not just in

tl4ry solo work, but in the way they interpreted the beat'

That,s something that's lacking today in al-ot of young players'
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beeause of the way the tradition of the instnrment has changed and,

the utilization of the instrument in the pop idiom. It's much more

prevalent for younger players to try to sound like whoever is the hot-

test person in the record.ing studios. Therers not much room left for

creativity in that idiom. Not as much as there was in the iazz era

of the '40s up until rrow. Thatts why I liked the drurnmers I mentioned.

fhey all had something special to say'

SF: Can you recall- the first time you heard each of the drummers you

named?

KC: Sure. I saw Art Blakey for the first time when I was about ten

years o1d. He was at the Randall's Island Jazz Festival that they

used to hold around the same time of the Newport Jazz Festival in

Rhode Is1and. I saw Philly Joe and Jimmy Cobb playing with Miles'

When I was LS I got a chance to go to Birdland when they had the Pea-

nut GaIIery. you couLd sit in the section of the cLub where they

didn.t serve alcohol. That enlightened alot of youth in the late '50s

and early '50s who wartted to see topflight iazz'

As I got oLder in my teens I remember seeing Phil3-y Joe and Art

Blakey Leading groups opposite each other at BirdLand' I didn't see

Kenny clarke until r went into the Air Force ad. saw him ai a festi-

var in Belgium. He was about 55 and sound.ed tremend,ous. r did.n't get

a chance to see SheIIy Manne until L9?2, even though I'd been listen-

ing to him for about 14 years. The first record I heard him on was

caLl,ed r lfant To Live, a soundtrick from a susan Hayarard movie' I

purchased. alot of shell-y Manne records ' Hj's groups were similar in

instnrmentation to Art BlakeY

I got to see Roy Halmes alot because he Lived right around the
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corner from me in Hollis, Queens. I first met him when he'd- just

finished working with Monk. I always listened. to the drummer with

Monk. It was an education to learn how to play with Monk because of

his rhythmic dexterity and his beautiful gift of using space and an

unorthodox way of interjecting his comping. Harmoni.cally and rhyth-

mically he was beautiful. You reaLly had to know what you were d.oing

to provide the proper essence in that styLe of accompaniment.

I didn't meet Alan Dawson until I went to Berklee in 1968. He's

a very, very strong influence. I'd listened, a little.bit to Tony

WiLliams when he first carne to New York with MiLes. But, later I
heard a record that Alan did with Dave Bnrbeek. fhen I could really

see the influence that Alan had on fory. As fony'evolved into other

sty}es of playing from his sFven lteps t.o-HePven, EggI-@-IgIg and

Mv Brnny Yalgntile perlod., and. began to expand on that, I tend.ed to

l-ock more into AIan because, to me, he was playing in the tradition

that Tony was playing in in the early part of his career. I was more

interested in that style. I reaIly tried to get to that. I'm still

trying
I beeame aware of Elvin thruugh J-istening to the evoLvement of

John Coltrane on record and the different drummers he used. He used

Art faylor on aLot of his early Prestige and Atlantic records, and

cortra,e made one or two records on Brue Note with, r think, Philly

Joe.

Connie Kay was another influence, believe it br notr who I ne-

gLeeted to mention. He was one of those players and still is

who was one of the least busy players I've ever heard' but'he has

such an identity when you hear him play because of the firm sor.idness
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in his playing. r heard a record, with connie pJ.aying with John co1-
trane ca11ed Baes & [rane that was very interesting.

After John had recorded three aLbums on Atlantic I think they
were Giant Stgeg, eoLtrane Jazz md @, that began
Elvin's association with John. By the time they started recording for
rrnpulse the group was set. r realIy started, getting into Elvin and
started listening to everything r courd get that he was on besides his
recordings with John. I d,idnrt understand his concept at first. I
don't understand it all nowl But, Ifm closer to it norv than I was
then.

SF: Why shouJ-d young people interested. in today's pop music study
these master jazz dmmmers?

KCr ff they don't want to play traditionaL mainstream jazz, they
shoul.dn'tl lrlhat those iazz masters represent is not going to help
in the straight-ahead popr/rock ldiom. If they tried to utilize some

of it in their performances or recordings, Irm sure the producers
wouLd telI them that it won't work. fhat ktnd of true creativity
is not usual-Iy eompatible with what those producers want. If theyrre
reaIly l-ocked into the hard rock or popr/roek -- I call it formula
music then there's really no need.. That creativity and. use of
,dlmamics is not going to be useful to them. Most of the guys play-
ing ln that idiom don't even know what brushes are. fhey never curned.

a set. It coul-d be frustrating unLess they had some outlet to uti-
lize it.

One thing I like about guys in the mainstream jazz tradition.
For some strange reason they have unbeLieveabLe longetivity. Theytve

been here a long time. They seem to keep getting better. And if
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they,re really good they get a chance to play through their whole Life-

span. [hat's one of the pitfalls of being in the pop/roek idiom. As

soon as you go out of style -- thatts it. Either you go on to the

next thing or you're left out. Therers not many groups like The Stones

who have that magic to remain popular through a couple of generations.

There,s not that many Charlie Watts around. Theytre definitely the ex-

cepti on.

But, if they,re wise and they invest that superstar money properly'

they can be comfortable and go into other things later on. If they

choose to study the more creative aspects of the instnrmentr:whether

it be fuston/ iaz,z or straight-atread Jazz, then it might be helpful to

listen to those iazz masters. If theyrre doing that and not getting

the ehance to practice or perform it, then j-t's going to be a negative

infr-uenee on what they're doing. 
It 

their bread and butter depends

on deaLing with hard rock or pop/rock, then they should iust concen-

trate on that and listen to the peopre who do that welr.

SFr Let's say you formed the Keith Copeland Management and Promo-

tion Agency. Is there anything you would or could do to turn around

the economic situation for most iazz musicians?

KCr It aLl has to do with the media and hovr much music is dissemi-

nated on a wide basis on radio and TV. A case in pointr What do

they play on MTV?

SFs Roek music.

KCr That answers your question. We have to have an MfY playing

iazz if itrs going to be accepted and loved by the forthcoming gene-

ration. If the powers that control the media want this musie exposed,

it wiLL be exposed. If they don't' it won't'
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knows music like he doss in a position of someone Like George Wein,

who has also participated in all of those stages of development in the

musie; someone who has expertise as a performer and. now, as a manager/

promoter. That wiLl he1p. But, that won't heLp if there's no avenue

of exposure for jazz on a wid,e level. Right now the music is exposed

more on public radio, PBS and National Public raffihan on commercial

radio. New York City d,oes not have a fulI-time il\frr" station. And

it,s probably the iazz headquarters of the world. the. closest Z4-hour

jazz station is i-n Newark, New Jersey. Thatrs a shame. When I was

grovring up, New York had two or three iazz stations. WEVD, 
,the 

pre-

d.ominant station, was the one Symphony Sid' was on. WRVR came later.

And WLIB was the station that BilLy 1aylor and Ed ltlilliams used to be

on. For reasons of economic stability, the format of those stations

changed. in the '60s and '70s.

SFc I remember those disc jockeys. There shows were like coJ.l-ege

courses in iazz

KCr That's right. fhey definitely influenced me. Some of the prize

records I owTl were record.s I first heard p3.ayed by those people. Mort

Seigert, especi.ally, Simphony Sid, Billy Taylor and Ed Yfilliarns. fhey

reaI1y knew their business'

sF: yOu told me that you're pil.anning on writing a book on or about a

famous jazz musician. I know you don't want to say more than that'

but what motivated. you to start such an ambitious project?

KC: I believe there's a strong need for the history of Jazz to be

put into print by someone who lived it from the blaek perspective

one of the best examples of that so far is Musip Is Mv Mistress by

DukeEllington.AndBillyraylordidamasterfuljobinhisbook
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calIed Jazz piano, tracing the history of iazz from a pianistic per-

spective. That was an inspirati-on in itself '

Of all the books I've seen written about iazz, alot of them come

from the white perspective. Therers alot lacking in those books as

far as the real contribution of the black artists. llhey ilorify alot

of the white artists who became very famous. There ar]e a few books by

white authors that are good. There was a good, book on charLie Parker

calLed , bX George Robert'Reisner.

But there,s still a need for a book by a black person.who's experi-

enced this musie over four or five generations, as tord from his per-

spective. Irm not trying to put down the other books. fhey're all
factual. But, they dontt give enough emphasis to the bLack contribu-

tion.
This is black musi.c , Jazz music came out of a black experience.

In slavery or post-slaver1rr the blacks were emulating the Westerrn Euro-

pean tradition. But, they came out with a different form of musie.

fhe jazz or imnrovised form. llhe white players found it interesting

and emulated it and they became farnous for it. [here were a].ot of peo-

ple who were Left out. fherers al.ot that weren't. We have our heroes.

But, I still think there's peopLe in between who haven't gotten their

proper due.

SFr Is it easier, harder or the same to earn a living as a black iazz

musj.eian or a white iazz musician?

KCc llhat's a tough oDB. Don't even qual-ify it by saying iazz musiciart.

Just say bLack musician as opposed to white musieian'

sF: sor you think it,s harder for a black musiciart.

KCr yes. Itrs the aeceptartce factor in alL facets-of musie' I don't
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think itrs that easy for us to get the exposure we should. get, no mat-

ter what we do wel1. Maybe not so much in classical music. If you're

rea}ly, really good you can get accepted there' There are just not

that many fortunate enough to get in o*o get to irr.t acceptance Ie-

ve1 '
But, it seems that when we come out with something really unique

we become irnitated.. Somehow, someway, someone who imi-and special

tates us gets the chasce to get the exposure. It doesnrt happen all-

the time, but it does happen, and thatrs tough. Sti1l, it doesn't

stop us trying to be original and creative. You have to go into it

knowing that there's that possibility that no matter how great you

play or how creative or individual you are, people are going to try

to imitate you. unfortunateLy, if they get a good. imitation and the

right backing, they can be produced and. thrown into the media and get

alr the exposure for what they rearned. from your tradition. rt's fine

if the imitator gives cred.it to his source' But' if they donrt ac-

knotuledge it, you,re stil1 scuff}ing and the other person or persons

wlnds up being the king of whatev€r'

The only thing that makes me not give up is when I see people

like Max, Art, Elvln and what they've done' Itrs hard to imitate

them. My onLy salvation is to play something that will fit any musi-

eal situation, So personal, that it's very difficult to imitate. A

trademark that I play so well, that no matter who tries to imitate it'

they're still not going to be as good as mel You have to aspire to a

very, uery high place to get to that Ievel' Then you can be recog-

nized and not worrv about it' i
il
lI
;;

i
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It has to be a very persona} thing and, there has to be a degree of

chalce and luck that, hopefully, you'll be recorded enough so that

l*fEE{", thins is d.isseminated on a wide level in this country or on

a worLdwide basis. Even if you don't get recognition here, you can

be recognized outside the country. At least you can maintain a li-

vlihood, even if you have to do it across the ocean'

. r r ! 
- 

L^I!^*a)SF: Is the situation getting better?

KC; No. And I d.on't know why. We have to ask the peopS.e who con-

trol the music business. We're still imitated. I haven't seen any

other black conglomerates that are reaIly successful, like Motown'

come out. Maybe it's in the future. R&B was the beginning of rock

,n, ro11. And rock'n' ro11 d.oesntt belong to us an)rmore. Ihe ro.ots

of rock ,n, ro11 belong tO US. If werre not carefuL, iazz won't be-

long to us 1n this traditional mainstream form eitherr urrress we have

more youngsters eoming up -- b]-ack gg white-- who recognize the impor-

tance of this art form, who will try to Learn it in the tradition of

the old masters'

Iseea].otofinterestedwhitekidsa}lovertheeountry.Idon,t
see enough black kids interested in the art form' They tend to be

turned off by it and more interested in disco. r put the respnnsi-

bility of that on the media. rf they were prograrming music more like

it was when I was grOwing up in 11sw York' then black kids would hear

the best of their music on the ai.rrraves where theyrd have access to

it,andtheyldknowwhatreeordstobuy.But,iftheyneverhearit,
how can theY aPPreciate it?



t

A{

SF: I canrt accept that, Keith, Anybody who wants to find out about

iazz in this country has all kinds of access to that inforrnation. Es-

peciaLly somebody ]-iving in New York city' If we're looking for rea-

sons why nore black kids aren't interested' in iazz' let's consj'der a

laek of personal motivation artd a fail'ure on the part of the parents

and school teachers to teach that heritage to the children'

KC: There is a strong lack of a presentation of the musical heritage

of jazz, which is, America's classical music' what they emphasi'ze in

sehools, for the most part, even when I was comS.ng up, i's western

European music. They want that to be the music that's rer-evant and

important. If you d.on't get to tre kids when they're pre-school-ers'

in kindergarten or the first grade, then they wonrt know.

The only reason I became invoLved in iazz was because of the

elose proxinity my father, RaY oopel-and, had to iazz' And there were

guys I grew up with whose fathers weren,t musicians' but there was so

mueh music on the air. llrue, if youtre realLy interested in iazz you

can get to it. Y{hen I wanted to Listen to symphony sid I had to wait

untilmidnightbecausethat,swhenhecamedn.]couldn'thearhim
rightafterlgothomefromschoo].'Ihadtod.omyhomeworkandthen
turn on the adio real late at night so my follrs wouldn't know I was

f.istening. I listened until two or three in the morning when Ird^

fallas}eepandthenwakeupintimetogotoschool.Ireallywanted
to seek it out'

The music's stil-L there' but yourve got

Jersey or you have to know that'-it's on WKCR

With all the stations in New York that play

or three generations of bLack kids who donrt

to listen to it from New

the college station'
pop music, therets two

even identifY with iazz
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as their eultural musical heritage. That I s not right, lPhe-arusie

edueatiea-systen(There's a strnng interest now in alot of the young

white high school and colLege kids. Alot of that has to do with ex-

posure from National PubLic Radio. But, stilL, alot of black kids

comlng through the educational system are not going to relate to
Western European music. So they lose interest completely. They end

up listening to a pop music that's not of a very high Ievel. If they're

going to emphasize pop music, why not emphasize Quincy Jones or adap-

tations of his musical expertise? But, the black kids d.onrt know a-

bout iazz. If the parents in my age group werentt fortunate enough

to come through what I eame through, they're not going to be aware

of the music either. How are they going to expose it to their kids?

SF: My exposure to jazz wasn't through my parent'o. It eame first
through an uncle for a brief period. But the majorityrof it was be-

cause I was willing to spend thousands of my own dollars and invest

thousands of my own hours to learn about it.

KC: You were 1ucky. f was lucky. I grew up in New York. Even if

my father hadn't been a musician I stiIl may have been exposed to

iazz through people I grew up with. I had some good music teachers

in junior high and high school too. They weren't ful}-time iazz

players, but they were still exposed to iazz. They had a healthy re-

spect for it. So, they encouraged our interest in the music. I

don't think there's enough of that'

ff the school system is involved and very sincere, they have to

bring in people who have actually lived this music and can relate in

a sincere, articuLate way what this music is about' Just like a

classical artist who'11 come from an orchestra to do demonstratlons

in the school-.
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They have to do the same thing for iazz for the kids to understand.

It cannot be accomplished from just a theoretical approach. Someone

who has a layman's working knowledge of iazzl who has been exposed

to it through jazz education courses -- thatrs not enough.

SFr Yon've played drums in trios all -the way up in size to slrmphony

orchestras. How does your approach to dnrmming differ in each situ-'
ation.

KCr fn a trio there's onJ.y two other people. I have to really Lis-
ten to the Leader and figure out what style hets coming from artd pro-

vide the accompaniment/support that's going to make hirn feel comfort-

able. In some situations you can play busier than others because the

piano player might Like a busy dnrmmer. Other pianists might like a

less busy accompanist. Then you have to undeistand the way the bass

player is playing. Both of you are supposed to support the pia,o

player. you have to interpret the beat the way the bass player is.

Is he right in the middle of the beat? On top of the beat? A little

behind the beat? you're supposed to interpret what makes him feel

good. Both of you have to agree on that so you can provide the ac-

companiment to the next Person'

As the groups get Larger the responsibilities change. In a

quartet or a quintet you do a1l the things you'd do with a trio'

fhen you have to understand the styles of the horn players and what

makes them feel good. Do they r.ike ar-ot of activity from the drrrm-

mer? Do they play -off the dnrmmer? Alot of horn players play off

the drummer iust like Elvin and CoLtrane' Some horn players don't

likethat.Youd.on,tneedtoplayalotbehindahornso]-o,ifthat
doesn,t make him feel comfortable, ad you can stirl pray fair}y
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busy by pl-aying off the way the piano player is comping, and give some

support that way. or you can try to pLay off the soloist and eause

exci-tement because he l"ikes that exchange, and' gtiLl be aware of how

the piano player is comping and of the rhythmic emphasis the bassist

is prorriding. llhe bass player ma5r be playing more than four beats to

- : lng a sw5.ng feel tn l+/4. He may be addirrgthe measure if You're PIaY

other rhythmic infl_ections to that. you really have to have yourseLf

together because you're listening to three or four things at one time'

trying to acknowledge them alL while still concentrating on keeping

the time and meter and, makin8 it sound like everything is together'

when you get into big bands, the emphasis chartges' You might

want to get very busy and communieate alot with the soloists' But

your main priority should be to hold the band together' In that sit-

uation the most important thing is to lock up with the bass player

andprovid.ethedynamictexturesthatfj.t.Thisiswhereyourchoice
ofeymbalsisreallyimportant.Youhaeetohaveclrmbalsthat'lI
makethereedsectionsoundgood',thebrasssectionsoundgoodand
yoursoloistssoundgood.I,monl.yusingthreeclrmbals.Iusethe
sameclrmbalsinallthesituationswe.rediscuss5.ng.rnicre]them
sothey'dbeabletofitaLotofdifferentsltuations'dependingon
thewaylplayedthemandthetypeofstickluse.Igetadifferent
sound out of a pLastic tip than I do a wood' iip' For big bandr soile-

timeslhavetouseplastictipssothectrrmbalswillcutthrougha
bit more '

It, s important to loclc up with the bass player and the Lead

tnrmpetplayer.Ifyou,reinterpretingthefigureswithlthe}ead
trumpetp}ayerand'youtwoagreeontheplaeementofthenotes,that

b"-
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section is reaLly going to make or brealc a big band. If the brass

section is realLy together and, the d.rummer and lead trumpeter are

realIy together, the band is going to pop! llhen if you have the bass

player and drummer reaLly togetherr giving support to the rest of the

rhythm section and reed sectionr arrd you're using your ear and you

know hovr to keep that intensity, sBY, behind a sax soLi, and. how to

give them the support they need, thep you start to get to the most

important aspects of a big band drummer'

It's not true that the drummer has to play loude.r because you

have more men. Sometimes you have to play gofter. Sometimes in the

symphony orchestra I have to play as soft or softer than when I play

in the trio, because of the acoustic problems of the haIIs. If I

play too loud there,ll be too mueh echo and resonance and it will cut

the clarity. Ihe orchestra brass is way in the back and I'm up front.
---f ..^4 r^^I have to be very intense and precise, but not too overpowering so

that all the el-ements of the orchestra can be heard'

But, to sum up the qualities of a good big band drtrmmer, Vou

have to have real-Iy good ears, a good working knowledge of reading

figures and interpreting figures espeeially with your left hand --

and not let that effect your time feel. And have a reaL1y good sense

of dlmamics so you can play softry ad. not r-ose your intensity. Then,

just generally be aware of eterything thatls happening' one of the

soLoists might need that excitement sor you can give it to him' But'

nottothepointthatitthrowstherestofthebarrdorthelead
trumpeter off when it's time to come back in and play a coneerted pas-

sage. That's one of the hardest places to function'

Theprerequisittoa}].ofthisisto].istentothedrummerswho
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did it the best. Sonny Payne, Jake Hartna, Mel lewis, Kenny Clarke,

Rufus Jones, Louis Bellson and all the masters who played with big

bands. These are all very important people who came out of the big

band €r&. Most of them can play welL in gmy situation, but they hap-

pen to be experts at big band drumhing. Grady fate is one of the

g:eatest, most versatile drummers. Besides being abLe to play smaLl

group and big band iazz, h€ can even fit into today's fusion and pop

music. And he knows just what to play. Earl Pa1mer is artother one

of the old masters. He has that New Orleans tiadition in his playing

that fits big band, smaIl group, rock and R88. fhere's not many of

those guys around. If I ever try to pursue a lii'ing in stud'ios, I

wouLd want to be that kind of player'

SF: Latin music, iudging by reader survefs, seems to be one of the

least understood musics by IvlD readers. You obviously have spent alot

of time studying Latin music. can you telL us about the influence of

Latin music in today,s musics and, here aelain, mention some specific

Latin d.rummers You admire?

KC: The eeason I put so much emphasis on learning the Latin idiom is

because most dnrmmers in the drumset tradition learn how to function

by thernselves. But, in the Latin tradition, especially from Cuba, you

have to rearn how to play in a drum section. That can be difficult

for most drumset,rplayers to learn to d'o with oit,"r dnrmset players'

They tend" to get very self-eentered and they ean't loclr into rirrat so,€-

body else is doing

In Cuban music You

rhythms; the basic Pulse

playing different Parts

have to deal with a variety of different cLave

underlying everything' The drummers are all

around. that clave. Some of them are playing
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basic parts and somebody is soloing on top of all the others. You

rea1ly have to be aware of not letting the meter get faster or slower,

and stil-l relate to what's going on around you. This kind of disci-

pline is great. If you can master that and. apply it to yorr d'rumset

playing it's wond'erful.

When you get into trying to duplicate those rhythms on drumset

as one person, you can make it sound like two or three people playing

-L1^ J^ J r

at one time. That's what the Guban drumset masters are abLe to d.o.

They can manifest a sound. like the timbare player, the conga prayer

and the guy who's playing bongos and belIst Jf yourre going to get

into it, again, listen to the finest recorded' cuban music'

I grew up listening to Tito Puente and Machito Rodriguez ' I re-

membertYhenEddiePalmierifirstcameontheScenein,63.Ihada
chance to hear one of the great iazz/t atin/cuuan fusion groups 1ed by

cal Tjader. He'd use alot of the iazz harmonic structures and put a-

r,atin rhythm section with them. Mongo santamaria and willie Bobo was

cal,s first rhythm section. [hen herd' have A1 McKibbon play the clave-

type figures on bass while still negotiating the harmonic changes of

the tunes. That was' and stiLL is' great

Therehavebeenattemptstodothesamekindofthingswithrock
groups that evolved out of the late '50s and '70s like santana' Malo

and Azteca. They took some of the earlier tunes that had been done

bypeoplelikeCalTjaderandi.ncorporatedthemintoarockfeel.
fhatrs all verY imPortant'

Adrummershould}istentotheintricaciesofthegreatestplay-
ers Like Tito Puente' Cal- Tiader' Eddie Pa1mi'eri and definitely Mach-
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ito for his use of iazz improvisors in his band. Drummers should fol-
t

1or,v this up by going to hear players perform this music live. I f,€cotll-

mend a group Ied by Daniel Ponce calIed Jazz Bata's. Excellent. lis-
ten to it and experience it. $gg how these guys do it. fhen start

experieneing the complexities of playing drumset in the calibre and

expertise of players like Steve Berrios and Ignacio Berroa.

Steve Gadd should. be mentioned for his use of Cuban feels in

his special style of pJ.aying rock and fusion. But, when you hear

Steve recorded itrs in much more of a pop or fusion situation. When

you're hearing him play you won't know that alot of these rhfihms come

from the Cuban tradition unless you listen to the Cuban tradition.

fhen you can hear how Steve's incorporated that into his special way

of coordination. And he can definltely make it sound like three or

four drummers playing at one time. But, I still recommend that you

check out steve Berrj.os and lgnacio berroa. They donr t get the kind

of pop exPosure that Steve gets'

SF: Was John Rae one of the first people to play drumset in Latin mr-

sic?

KC: r first heard John playing timbares, but hers a drumsetlpLayer

too. one of the first drumset players I heard in Latin music was A1-

fredo De Los Reyes, Sr. in the early t60s' He pLpyed great drumset'

great timbales, he was a great show d.rummer and knew arr the r,atin

tradition. Also, l{iIlie Rodriguez was one of the early drtrmset pLayers

I heard. Masterfult Not onLy could he play all" the L'atin lnstruments;

he eould also play al1 the instruments associated with western Euro-

peannusiclikemallets,timpaniandtherestofit'
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Another person with an immense amount of that knowledge is Don

l*rt"". He,s one of those special guys whors an unbelieveable hand

drummer from the c Cuban tradition and he also plays tremendous drrrm-

set. And he incorporates alot of the hand dnrm knorrvledge he has into

his dnrmset playing. Alot of peopJ.e d.on't know that lVil-lie Bobo is

a very fine drumset player. He had a couple of very fine records.

One of the best was Spaltish Grease '

llhe Brazilian influenee has had a really strong effect on the

rock idiom. I've alluded to that alot in my book; the Brazilian clave

rhythms ald hovy they snuck into rock music from the ltlotown music up

to the present day rock music. Drummers need to check out some of

the heav y Brazirian drummers like Airto and Dom um Romao. And. all of

the famous cuban conga players Like Armad o Petaza, Mongo santamaria,

carlos "Patato,, vaLdez and Francisco Alfredalia. Even some of the

bata players are starting to gain recognition' Bata is one of the

most serious aspects of the cuban traditi.on. rf you're goi-ng to study

it you have to go aLL the way into it, with the same determinatlon

you,d use if you were a rock dnrmmer trying to imltate aspects of that

tradition. It all requi.reS serious study' And yolr have to get deeper

into it th;n just the more readlly availabre commercial aspects of it.

Music ls reaLLy my life. when lrm not pJ'aying it I like to lis-

tentoit,studyitartdpracticeit.I'mjuststartingtogetin-
voLved in composing. fhe only other occupation I Like is traveling

on vacation to broaden my scope of things. And r like the outdoors'

I lorre the sea' My son and I go fishing whenever he's with me'

ExceptformybeliefintheSupremeBeing,Idon'tthinklde-
vote any other part of my soul into anything as much as my instnrment'
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time I play I thlnk of puttir8 alL my feeLin€,s into it, and

some happlness, joy ald convlction to my playing so ###

that my audience can recieve that. tbr goal is to nake my audience

physlcalLy react when I'm pl,aying and to feeL that, somehow, I touched

them, of all the great performances 1rr" 
seen frorn alL the great per-

formers r Love, rrve seen that happen. r've seen their abiLity to

evoke emotion from their audience. r donrt try to do it in a show

business or entertainment fashlon. Irm not doing it with any tricks

or twlrling sticks. r.ra doing it because of the sincerity and honesty

that Irm Putting into lt'
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