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dOUg 
HAMMONd  
by marilyn lester

There are individuals, polymaths, in whom the 
creative impulse is so strong it seeks multiple outlets to 
express itself. Such a one is Doug Hammond, who 
shines as a composer, writer, poet, percussionist, singer, 
producer and coordinator. Of his various interests he 
says, “Doing all of these activities is living a complete 
life where all needed realities are available. The work 
is there if one has the passion, and I mean passion, to 
do the work wholeheartedly.” 
 This multi-partite journey has taken him far and 
wide internationally, working with and alongside 
giants of the music/jazz world, such as Betty Carter, 
Chet Baker, Smokey Robinson, Sonny Rollins, Charles 
Mingus, Kenny Dorham, Nina Simone and many more, 
in styles ranging from blues and bop to soul jazz, free 
funk and avant garde. Since 1989, Hammond has split 
his time between Detroit, MI and Linz, Austria where 
he taught drums, composition and ensemble at Anton 
Bruckner Private University. Although he retired from 
that position in 2008, he remains a part-time resident, 
working with European-based musicians. 
 Hammond was born on Dec. 26th, 1942 in Tampa, 
Florida to ballroom dancer parents who introduced 
him early on to the music of the day. “Jazz was ever 
present,” he says. “My mother and father were also 
tailors of the highest grade. My father made me a three-
piece pin-striped suit when I was three or four and 
took me to see them dance to the Count Basie and Duke 
Ellington orchestras.” Hammond originally felt drawn 
to the violin, but of necessity was first directed to the 
trombone and eventually wound up with drums in 
junior high. He’s said about drums that rhythm is the 
key—since rhythm is the basis of life. His music 
composition training started then as well, under the 

tutelage of Thomas J. Simpson. “My first composing 
was for the snare drum,” he relates. “A few passages 
and short sketches, which I showed to the drum 
teacher.” The feedback was critical, noting that young 
Hammond was trying to be too complex. “He was 
right,” Hammond adds. “He said to me, compose like  
a rhythm melody and as simple as possible.” Hammond 
took his advice and began composing cadences for the 
school’s marching bands, adding tympani to his 
repertoire. 
 Privately, Hammond studied for four years with 
Don Templeton of the Tampa Metropolitan Symphony, 
which prepared him for a classical career that was 
never realized, one reason being the color barrier of the 
time. This issue was not the case in the Motor City, 
where Hammond headed in 1965. There he formed 
Focus Novii with James “Blood” Ulmer, Patrick Lanier, 
John Dana and William T. Wiggins. The group 
undertook dramatic presentations interweaving music, 
text, poetry, song and dance in styles from blues, jazz, 
R&B and spirituals to modern classical forms. 
Hammond also became a founding member of the 
Detroit Creative Musicians Association, serving as vice 
president and coordinator. He also became associated 
with Tribe Records, an independent black label with a 
focus on black independence, socio-political 
commentary and musical experimentation, founded in 
the early ‘70s by Phil Ranelin and Wendell Harrison.
 Around that time Hammond composed “Moves”, 
which was eventually recorded by Charles Mingus on 
the Mingus Moves album, with Hammond, joined by 
Honi Gordon for a vocal duet. (Hammond joined 
Mingus’ band while living for a short time in New York 
City.) He also composed the more commercially 
oriented “Wake Up Brothers” and “For Real,” both 
protests against the Vietnam War. These three 
compositions were included in Hammond’s seminal 
work, Reflections in the Sea of Nurnen (a reference to the 
J.R.R. Tolkien The Lord of The Rings epic), which was 
recorded in 1975 after Hammond’s move to California. 
His thoughts about the album reveal Hammond’s 
lifelong pursuit of creativity out of the box, especially 
avoidance of the commercial. He says, “I composed 
‘Wake Up Bothers’ and ‘For Real’ with hope the band 

would go on and make work for themselves, because 
that was never a direction I could embrace as a career.” 
The album (on Tribe Records) featured Hammond on 
vocals, drums, melodica and ARP synthesizer, 
co-leading with David Durrah on piano, Fender 
Rhodes, Moog and ARP synthesizer. Charles Metcalf 
on bass violin and electric bass, Otis Harris on alto 
saxophone, Thomas Traylor and Fredrick Boon on 
percussion and Trevis Mickeel and Charles Burnham 
on violins completed the band, which delivered both 
acoustic and electric sounds in a free-funk rhythmic 
mix. “I grew up in funk country—the south,” Hammond 
explains. “Tampa is where Ray Charles, Cannonball 
Adderley grew musically.”
 Hammond returned to Detroit in the ‘80s but had 
already been cultivating a presence in Europe, 
especially Germany. He credits Mingus’ recording of 
“Moves” as the key to recognition abroad. “Everyone 
knew that song and so many doors were opened,” he 
says. In Traisa, Germany he recorded Perspicuity with 
the Original Doug Hammond Trio, a work that has 
since become a rarity. Two other recordings from the 
‘80s now also deemed classics are Folks with bassist 
Cecil McBee (1980) and Spaces (1982) with alto 
saxophonists Steve Coleman and Byard Lancaster and 
cellist Muneer Abdul Fataah. 
 Asked if over the years he’d developed a 
philosophy about his work, he responded, “I don’t 
have a philosophy on drumming. Playing music is 
what I do, something words have never been possible 
to describe. All of it is sometimes satisfying when it is 
played well enough.
 “Music is not a lazy person’s vocation,” he says, 
“No work, no real creative result. Craftiness, slickness 
will not compensate for total commitment.” His work 
continues to include forays into experimentation, such 
as the 2007 release, A Real Deal, with pianist Kirk 
Lightsey, Hammond on vocals, drums and kalimba. He 
wrote and conducted Acknowledgement Suite in 2010 
and has more recently been working in Europe with 
Bologna-based hardbop artists bassist Nikola Matosic 
and trumpet player Mirko Cisilino; Swiss-French tenor 
saxophonist María Grand, alto saxophonist Stephane 
     (CONTINUED ON PAGE 13) 
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by george grella

Jackie McLean, who died in 2006 at 74, is one of the 
titanic figures in jazz, yet his essential contributions to 
the history and direction of the music and sheer beauty 
and expressive power of his playing were nearly lost to 
the exigencies of time—or better put, money and the 
marketplace.
 McLean was born (1931) and grew up in New York 
City. He was raised with jazz; his father played guitar 
in Tiny Bradshaw’s big band and the young McLean 
lived near and picked up tips from the likes of Charlie 
Parker and Bud Powell. As a teenage musician, his 
bandmates included Sonny Rollins and Kenny Drew 
and by 20 he was recording with the Miles Davis Sextet.
 From there, McLean shot upward, joining Art 
Blakey’s Jazz Messengers and Charles Mingus’ Jazz 
Workshop, both in 1956. His debut album as a leader, 
Presenting, was the debut (only?) release from 
independent Ad Lib label in 1955. A series of Prestige 
albums followed; 4,5 and 6 and A Long Drink of the Blues 

established McLean as a hardbop leader. His enormous, 
urgent sound, its tart, slightly sharp timbre and the 
deep-rooted blues and soul in his style were the next 
logical step from Parker. From Prestige then onto Blue 
Note during the ‘60s he not only led more than two 
dozen sessions but appeared as a sideman on albums 
by Davis, Blakey, Mingus, Sonny Clark, Donald Byrd, 
Mal Waldron, Tina Brooks, Freddie Redd and Lee 
Morgan—dozens of albums that alone would have 
cemented his reputation as a major figure (he also 
hired the then-16 year old drummer Tony Williams). 
McLean was a heroin addict during the ‘50s and into 
the ‘60s and because of that lost his cabaret card and 
could only make music in the studio.
 His playing changed in the ‘60s and he became  
a great modernist, forging a bridge between the 
mainstream and the avant garde. Blue Note albums like 
New Soil, Let Freedom Ring!, Destination...Out! and the 
summit meeting with Ornette Coleman, New And Old 
Gospel (Coleman playing trumpet), are a detailed 
document of his progress. His ‘60s albums are a gestalt 
of that tumultuous musical era, even touching political 
and spiritual themes with ’Bout Soul. But this was 
something of a secret history. He recorded Action, 
Hipnosis, Demon’s Dance, Jackknife and Consequence in the 
mid-late ‘60s, but these stayed in the Blue Note vaults 
for a decade or more before they were released. By that 
time, he had long since been dropped by the label.
 Starting in 1968, McLean turned toward teaching 

as his main career, at the Hartt School of Music at the 
University of Hartford. There he created the 
University’s BA degree in Jazz Studies and what is 
now called the Jackie McLean Institute of Jazz.
 He continued playing and recording in the ‘70s, 
this time on SteepleChase, including several strong sets 
caught live in Europe with Dexter Gordon. His playing 
on these records shows some consolidation into more 
conventional form, perhaps because his bands included 
more mainstream players like Drew and bassist Niels-
Henning Ørsted Pedersen. McLean was named an NEA 
Jazz Master in 2001. His legacy lives on in his son René 
and many former students currently making up the 
modern jazz pantheon. McLean is buried, along with 
other jazz greats, in Woodlawn Cemetery. v

A tribute to McLean led by Eric Person was scheduled to be 
at Sistas’ Place. 

Recommended Listening: 
• Jackie McLean—Jackie McLean & Co. (Introducing 
   Ray Draper) (Prestige, 1957)
• Jackie McLean—Bluesnik (Blue Note, 1961)
• Jackie McLean—Let Freedom Ring (Blue Note, 1962)
• Jackie McLean—One Step Beyond (Blue Note, 1963) 
• Jackie McLean/Michael Carvin—Antiquity 
   (SteepleChase, 1974)
• Mal Waldron/Jackie McLean—Left Alone ’86 
   (Paddle Wheel-Evidence, 1986)
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Ellington’s orchestrations and compositions; I live 
there, am home there. Phillip Elwood, a Bay Area jazz 
critic, out of nowhere, asked in ‘73 if I wanted to be a 
guest at the Keystone Korner to hear Cecil Taylor.  
I went four out of six nights. I realized months later 
that I had been deeply transformed as a pianist. Randy 
Weston I heard later in life. When I did, I was struck by 
what felt like heavy parallels. His angularity, rhythmic 
orientation, synthesis of idioms and influences add up 
to something I feel very close to. He loved Duke and 
Monk and Billy Strayhorn, as I do I. We became friends. 
I had the dream to play duo with Randy.

TNYCJR: What does/did it feel like to be a female 
bandleader in a male-dominated field? Is it/was it 
difficult? Has it changed over the years?

MR: Of course, it has had its challenges and I do have 
stories to tell. I started my own groups because I was 
ready to go—writing and ready to play—but wasn’t 
getting calls. So that was not a bad thing ultimately. 
When I was 18-19 and realized my position as a woman 
in this society, damn straight I was mad. That was a 
part of my necessary process and good for me. But  
I identified with the jazz field as a whole as well as all 
others who were wronged, mistreated, left out. In 
hindsight, many things happened that I just felt 
puzzled about but I moved on. When I look back, I can 
say, “oh yeah, that probably went down like that 
because I’m a woman.” I had my strategies and avoided 
many pitfalls. I’ve learned to surround myself with all 
the right people, feeling nothing but love and support 
from ensemble members and my advocates and allies. 
It’s changing but in some ways maybe never will. 
Racism and sexism go deep. Once the ‘quota’ is met, 
you are dispensable. Only so many of us are allowed 
through at one time.

TNYCJR: You performed with many notable jazz 
artists: Jimmy Heath, Billy Hart, Reggie Workman, 
Celia Cruz, Paquito D’Rivera, to name a few. Do you 
have special memories, interesting anecdotes you want 
to share with readers?

MR: Jimmy Heath smiled at me on stage throughout 
all of my solos. Billy Hart, incredibly humble, serious 
and funny, quirky and deep. When Reggie Workman 
and I played duo he kept calling tunes I didn’t know.  
I was truly embarrassed and apologetic and said so 
afterwards. He looked angry and said, “You ain’t 
‘SPOSED to have that all memorized. You’re a composer 
and busy creating your OWN musical standards.”  
In all honesty I might have taken that too much to 
heart. I could stand to have a greater repertoire of 
memorized standards.

TNYCJR: Let’s talk about some of your recordings. 
Your first recording was as a pianist and arranger for 
the Cuban group Los Kimy in 1981. What is it about 
Latin, especially Cuban music, that fueled your lifelong 
passion?

MR: Can’t fully put it in words. Once it touched me,  
it never let go. And it has followed me as much as I 
have followed it. I don’t believe that we come to this 
life as a blank slate, besides the fact that my roots 
include ancestry from Spain and North Africa and 
Cuba IS Spain and Africa. The Los Kimy band members 
found me. That was a crazy and exciting time in my 
life. I love this recording to this day.

TNYCJR: The Source, released in 1984 on Soul Note, 
was your debut album. DownBeat at the time compared 
you radiance and ingenuity to that of Charles Mingus. 
Was this album instrumental for your rise and 
reputation? 

MR: That was a deep compliment. A first recording as 
leader is always a landmark moment, to the public as 
well. It garnered my first major reviews. I chose to 
record in an uncompromising way, not knowing if the 
broader public would receive it well, as it was quite 
avant garde from beginning to end. For me, it represents 
early stages of development. 

TNYCJR: Talk about your ensembles and recordings. 
Who were your most important collaborators?

MR: I mainly presented trios and my Quintessence and 
New Yor-Uba ensembles. Trios with masters Rufus 
Reid, Billy Hart, Freddie Waits. My first trio recording 
was with Rufus and Ralph Peterson. Later, I had the 
ongoing trio with Kenny Davis on bass and Gene 
Jackson on drums that recorded Spirit live at the 
Montréal Jazz Festival. They were the rhythm section 
for my Quintessence ensemble for a lot of years and we 
were so connected.

TNYCJR: Talk about the five albums you recorded for 
Enja with Quintessence. The first one, Quintessence 
from 1987, continues to be recognized as one of the 
best jazz recordings of the decade. In 2006, The In Side 
Out was released. Describe your musical journey over 
the years with this ensemble.

MR: Quintessence was my main vehicle as pianist and 
composer for creating and presenting unique, 
challenging music. This ensemble always had a two-
horn original voice frontline including Greg Osby, 
Steve Coleman, Gary Thomas, Steve Wilson, Mark 
Shim and Miguel Zenón. The rhythm section players 
and approach were equally vital to the ensemble sound 
I strived for.

TNYCJR: What about your work with New Yor-Uba 
from the beginning to your latest album Hallowed? This 
has been a journey of more than 35 years.

MR: New Yor-Uba is my longest-standing ensemble, 
having debuted in 1983. Puntilla was with me for 25 
years. He brought Pedrito Martinez and Román Díaz 
in. So when he passed in 2008, they became central. We 
forever play in Puntilla’s honor. We finally released 
our debut recording, New Yor-Uba, 30 Years!, in 2013. 
Two original members are on it, Oliver Lake and 
Howard Johnson, and it features Pedrito Martinez on 
vocals and Román Díaz, Pedrito and Abraham 
Rodriguez on batá, Freddie Hendrix and Mike Lee 
filling out the horn section, Yunior Terry on bass and 
Adam Cruz on drums. We garnered the #1 NPR Latin 
Jazz recording of the year and made many #1 and best 
of the year lists.
 Hallowed, our second recording, was born of a 
Chamber Music America commission and was recently 
released. I worked closely with Román Díaz. He is a 
deep collaborator. He interacts with the soloists and all 
the other energies in the ensemble while remaining 
rooted deeply in tradition at all times. Román brought 
in the two other monster percussionists. It just keeps 
going. Through the years, many great musicians from 
both musical worlds have been a part of this ensemble: 
[recently departed] Andy Gonzalez, Billy Harper, 
Antonio Hart, Gary Bartz...the list goes on. v

For more information, visit michelerosewoman.com. 
Rosewoman was scheduled to be at Dizzy’s Club.

Recommended Listening: 
• Billy Bang Quintet—Rainbow Gladiator 
   (Soul Note, 1981)
• Michele Rosewoman Quartet—The Source 
   (Soul Note, 1983)
• Michele Rosewoman—Quintessence (Enja, 1987)
• Ralph Peterson Quintet—Art 
   (Somethin’ Else-Blue Note, 1992)

• Michele Rosewoman—Spirit 
   (Somethin’ Else-Blue Note, 1994)
• Michele Rosewoman’s New Yor-Uba—30 Years!: 
   A Musical Celebration of Cuba in America 
   (Advance Dance Disques, 2013)
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Payen and tuba player Jon Sass; and Czech avant garde 
bassist Jiří Slavík. In 2010, after a 16-year run, 
Hammond ended his work as Coordinator of the Jazz 
am Berg series in Linz, Austria for world-class, 
international jazz and blues artists. As for poetry, 
which he began writing as a schoolboy, his works 
include In This Maze of Seeming Wonders (1974), Lonely 
Music Man (1982), Times on the Planet Earth (2000), The 
Offer (2001) and e-book The Dope of Power (2011).  About 
his artistry he concludes, “One defining fact—99 
percent of my work is not about me or my attitude or 
personality. It is only about the music and creative 
input and much more, which words cannot describe. 
There is no commonality even in one area. If there is 
such, it is for the listeners to enjoy.” v

For more information, visit doughammond.org 

Recommended Listening: 
• Doug Hammond & David Durrah—Reflections In The 
   Sea of Nurnen (Idibib/Tribe—Pure Pleasure, 1975)
• James “Blood” Ulmer—Revealing (In+Out, 1977)
• Doug Hammond—Folks (Idibib-Manufactured, 1978/1980)
• Doug Hammond Trio—Perspicuity (L+R, 1981-82)
• Doug Hammond—Spaces (Idibib-Manufactured, 1982)
• Doug Hammond—New Beginning (Blue Marge, 2009-10)
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