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BIOGRAPHIES 

Milt Jackson 

Milt Jackson (1923-1999, MI) is recognized as the bebop innovator of the vibraphone. 

Following in the steps of two of the previous masters of the vibraphone Lionel Hampton and Red 

Norvo, Jackson succeeded in transferring the bebop idiom to his instrument, becoming one of the 

greatest vibraphonists in the bop style. Jackson used two mallets, almost treating the vibraphone as a 

single-line instrument. His playing is marked by his adept skills, but also laced with blues phrases 

that refer to his musical upbringing in the church.1 He is universally recognized as a definitive 

interpreter of the blues. 

As a member of the Modern Jazz Quartet (MJQ), he was required to read and memorize the 

arrangements written by John Lewis. These arrangements incorporated many classical materials with 

jazz, which is known as third stream. Playing these arrangements inspired Jackson to find a voice 

beyond the bebop idiom.2 Some of his significant works are “Bags and Trane”, “Sunflower” and 

“The Prophet Speaks.” 

Bobby Hutcherson 

Studying piano briefly with his mother at an early age provided Bobby Hutcherson (1941-2016, 

LA) with a foundation in harmony. In his teens he heard Milt Jackson playing the vibraphone on a 

                                                     
1Dick Sisto, The Jazz Vibraphone Book (U.S.A: Meredith Music Publication, 2005), 27-36. 
2Ted Gioia, The history of Jazz (2nd ed. New York: Oxford University Press. 2011), 258-259. 
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recording which filled him with joy and happiness. Jackson was the influence which led him to 

become a musician.  

Although Hutcherson was influenced by bebop, his playing here is characterized by the 

post-bop style, combined with the two-mallet technique and his knowledge of modern jazz harmony. 

His major works are “Stick Up”, “Live at Montreux” and “Skyline.”3 

Gary Burton 

The inventor of his own grip, the “Burton Grip”, Gary Burton (1943- , IN) is a four-mallet 

soloist. He is also influenced by bebop. His language combines 20th century classical music with 

country music, as well as blues. 

After establishing a piano background, Burton taught himself to play the marimba and 

vibraphone. He approached these keyboard percussion instruments like a piano. However, he 

includes chromaticism and complex rhythms. “New Vibe Man in Town”, “The Time Machine” and 

“Alone At Last” are some of his pivotal works.4 

Joe Locke 

At a young age, Joe Locke (1959- , CA) started to play the piano and drums. The vibraphone 

eventually became his concentrated area of study.5 Locke is primarily a four-mallet soloist. Through 

a combination of a fundamentally melodic approach, combined with dense ornamentation, patterns 

and phrasing that outline the harmony, he achieves an extraordinarily exciting forward motion, 

                                                     
3Dick Sisto, The Jazz Vibraphone Book (U.S.A: Meredith Music Publication, 2005), 43-50. 
4Dick, The Jazz Vibraphone Book, 37-42. 
5Joe Locke, Personal interview. 16 March. 2018. 
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leaving the listener on the edge of their seat. He includes rhythmic complexity, reharmonization and 

wide intervals in his playing. His critical works are “The Little Presents Live Jazz in Front of the 

Silver Screen”, “But Beautiful” and “Rev·elation.”6 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

                                                     
6Joe Locke, “Biography page,” 17 Oct. 2017, https://joelocke.com/biography/. 
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“BAGS’ GROOVE” 

This study concentrates on the four solos on “Bags’ Groove.” This jazz standard was written by 

Milt Jackson, whose nickname was “Bags.” It is a 12-bar blues in the key of F and contains a riff 

which repeats three times, each phrase being four measures. One of the most well-known recordings 

was by the Miles Davis quintet in 1954, which was released on the 1957 album “Bags’ Groove.”7 

VIDEO INFORMATION 

The solos of Jackson and Burton are transcribed from the 1995 concert “Vibes Summit” in 

Umbria, Italy. The musicians in this concert are vibraphonists Milt Jackson and Gary Burton, bassist 

Ray Brown, pianists Geoffrey Keezer and Makoto Ozone, and drummer Gregory Hutchinson. Gary 

Burton was the guest artist who played the fourth song and the fifth song “Bags’ Groove” during the 

first set of the concert.8 

The transcriptions of Hutcherson and Locke are from the “Homage to Milt Jackson” concert 

on July 1st 2007 which was a part of the Baltica Jazz Festival. The performers in the concert were 

vibraphonists Bobby Hutcherson and Joe Locke, pianist Don Friedman, tenor saxophonist Johannes 

Enders, trumpeter Darren Barrett, bassist Martin Wind and drummer Andi Haberl. They played 

“Bags’ Groove” at the end to honor Milt Jackson.9 

                                                     
7Miles Davis, “Bags’ Groove,” Recorded 1954, Track 1 & 2 on side one on Bags’ Groove, Prestige, Released 1957, 
Compact disc. 
8“Vibes Summit - Umbria Jazz 1995,” Youtube, uploaded by p3ximus, 31 Dec. 2013, 
https://www.youtube.com/watch?v=1NNHYjQSSZw. 
9“Bobby Hutcherson / Joe Locke “Homage to Milt Jackson” - JazzBaltica 2007,” Youtube, uploaded by Jazz Green, 5 
Oct. 2014, https://www.youtube.com/watch?v=ZzSAKN3UdTI&t=834s. 
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ANALYSIS 

This section encompasses the melodic, harmonic and rhythmic aspects of Jackson, Hutcherson, 

Burton and Lockes’ interpretations of “Bags’ Groove.” The melodic aspect comprises scales and 

altered notes. The harmonic aspect is comprised of reharmonization. It should be noted that the type 

of reharmonization we will be studying here happens spontaneously as part of the improvised solo as 

opposed to the type of reharmonization that a jazz composer might utilize. Rhythmically, we note 

development from simple to complex, from the earlier vibraphonists to the later. 

The abbreviations of musical terms will be as follows:  

Alt. = Altered 

App. = Appogiatura 

 Camb. = Cambiata 

Chrom. = Chromaticism 

 Dim. = Diminished 

 Ech. = Echappee 

 N. = Neighboring tone 

 P.T. = Passing tone 
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I. Melodic innovation 

1. Scales. Jackson’s performance is rooted in blues and bebop. In fact, he utilizes the blues scale in 

every chorus. In his fourth chorus, he uses the blues scale throughout the entire 12 bars. 

 

Hutcherson majors more on pentatonic scales than blues. The usage of the pentatonic scale was 

outside of the bebop language. Other post-bop musicians approached more complex style, modal and 

chordal harmony (Bailey). Hutcherson creates pure pentatonic scales phrases in bars 5-6, 16-19, 

29-31 and 34-37. 
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However, Hutcherson still utilizes the blues inflection, but in his own way. In bar 3, he creates a 

suspension by ending his phrase on the fourth degree of the F7 chord. This was a significant move 

away from bebop.  

 

He applies the whole-tone scale in his playing, which is also distinctive from previous musicians’ 

playing. 

 

 

 Burton includes a non-harmonic tone early on in his solo. For example, in bar 3, he maneuvers 

the note E as an appoggiatura in beat one, and he uses the note E again as a cambiata in beat two. 

This type of dissonance was seldom heard by Jackson. 
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Like Hutcherson, Burton also uses pentatonic scales in his performing.  

 

He also includes chromaticism in his improvisation. He amalgamates the chromatic scale with 

syncopation in bars 19-20. He manipulates the chromatic scale in bars 56-57 as well. This type of 

rhythmic and melodic innovation was not heard in the earlier bebop style. 

 

 

He invents a unique scale in bar 37, integrating the F blues scale with the C major scale. 

 

 Locke’s performance is also filled with blues inflection. However, in bar 20, he utilizes wide 

intervals, another step away from bebop, emphasizing the fourth specifically. He uses a diminished 

fourth in beat two, a perfect fourth and an augmented fourth in beat three. 
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2. Altered notes. Similar to Hutcherson, the younger Burton maneuvers altered notes. For instance 

in bar 16, he uses notes C# (neighboring note) as a sharp-second and Gb (cambiata) as a flat-sixth 

in the Bb7 chord. 

 

 During Locke’s performance, he applies the altered sound more often than the others. In bar 45, 

he utilizes notes D# (passing note) as a sharp-second in beat one, Db (echappee) in beat two as a 

flat-second, Gb (cambiata) in beat three as a flat-fifth, Eb and Db (double passing notes) in beat four 

as flat-third and flat-second. 

 

In bar 50, he approaches the F7 chord as an altered dominant chord. He exploits the note C# 

(echappee) as a sharp-fifth in beat two, Gb and Ab (double passing note) as a flat-second and 

flat-third in beat three, and Db (echappee) as a flat-sixth in beat four. 
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II. Harmonic innovation 

Hutcherson exploits reharmonization spontaneously. For example, He implies an F7 altered 

chord when the original chord is a straight F7 in bar 13. He applies the notes Db (flat-sixth), Ab 

(flat-third), and E (cambiata) in his phrase. 

 

In bar 28, he utilizes the D altered scale, which suggests that he may have been reharmonizing the 

ii-V7 (in Bb) as a D7 altered chord.  

 

Locke reharmonizes during his solo even more than Hutcherson does. For example, in the third 

and fourth beats of bar 8, he reharmonizes the G minor chord into a D7 chord, which is the dominant 

chord of G minor chord. 
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In beat one of bar 11, he reharmonizes the G minor chord into a G7 chord by playing a major third. 

He does this again in the first beat of bar 23. 

 

 

In bar 21, Locke again implies different chords then what is written. On beat one, he implies a C 

minor chord by the use of an arpeggiated C minor 7 chord. On beat two, he reverts back to the C7 

chord. On beats three and four he implies a C7 altered chord by the use of a C altered scale. 

 

There is a sequence of reharmonization in bar 36-37. In the last two beats of bar 36, he utilizes C 

triad over a F7 chord. The C triad can be considered a V chord of the F7 chord. In the last two beats 

of bar 37, he exploits a Gb triad which is also a tritone substitution of the V chord of the F7 chord. 
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In bar 43, on beat one, Joe reharmonizes an A minor chord by implying a G diminished chord. He 

also reharmonizes the D7 chord into an Ab7 chord (tritone substitution) on beat three, and he 

reharmonizes beat four as a G minor chord to anticipate the next chord from the following bar. 

 

In the last two beats of bar 48, Locke utilizes a C7 b9 chord with non-harmonic tones. The C7b9 

chord can be considered as a dominant chord of a F7 chord. He treats Gb (cambiata) as a flat-second, 

Db (cambiata) as a flat-sixth, and B (cambiata) as a sharp-fourth.  

 

In bar 49, he treats beat two and three as a C7 altered chord over the F7 chord. The C7 altered chord 

is also the dominant chord of the F7 chord. 

 

 

 

 

 



13 
 

III. Rhythmic innovation 

There are regular quarter notes, eighth notes, eighth-note-triplets and sixteenth notes in Jackson 

and Hutcherson’s solos. On the other hand, there are more complex rhythms in Burton and Lockes’ 

performances.  

In bars 35-36 and 59-60 of Burton’s solo, he uses fast runs, in conjunction with descending lines 

and distinct rhythms. He creates several patterns with eighth notes, eighth-note-triplets, 

sixteenth-notes and syncopated sixteenth notes, all within one larger phrase. Each pattern begins on 

consecutive lower notes, developing an overall descending phrase. 

 

 

Additionally, in bar 56, he performs the eighth-note-triplets in the groups of two and creates an 

ascending phrase with the chromatic scale. 
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 In Locke’s performance, the complexity of rhythm is even more intricate than in Burton’s. For 

example, in bar 11 of his solo, he utilizes quintuplets on beat four to demonstrate an enclosure. 

 

In bar 44, he merges three kinds of rhythm: eighth notes, eighth-note-triplets and sixteenth notes, in 

only one measure. 

 

From bar 51 to 53, there is a complex mixture of rhythm which contains sixteenth notes, syncopated 

sixteenth notes, sixteenth-note-triplets, eighth notes, eighth-note-triplets and quintuplets. 
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CONCLUSION 

There are many changes and innovations in jazz vibraphone, starting with Milt Jackson, then 

progressing to Bobby Hutcherson, Gary Burton and Joe Locke.  

Through the in-depth study of these four musicians’ solos on “Bags’ Groove”, we have observed 

some striking melodic, harmonic and rhythmic innovations. From the melodic aspect, the usage of 

alternate scales generally has increased, as has the use of altered notes. Furthermore, reharmonization 

has also increased from one performer to the next. Rhythm has also “evolved” from simple to more 

complex. Based on these observations, it is clear that progressive changes and innovations to the jazz 

vibraphone style can be observed in the artistry of these four experts. 
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APPENDIX 

I. Transcriptions 
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II. Interview with Joe Locke 

Author’s personal phone interview with Mr. Locke (March 16th, 2018) 

J = Joe Locke; C = Author 

 

C: On you and Mr. Bobby Hutcherson’s recording of “Homage to Milt Jackson” concert, is it a 

coincidence that you guys played the same vamp after the solos just like Mr. Milt Jackson and 

Mr. Gary Burton did on their 1995 “Vibe Summit” concert? 

J: First of all, it’s a shout chorus. 

C: Oh, because I listened to the early records of Milt Jackson. It didn’t have the shout chorus. 

J: It is a shout chorus for “Bags Groove.” You can play with the shout chorus or without the shout 

chorus, but we vibraphone players like to add it in our playing. After you heard it once you 

would realize, wow, the song is much better with the shout chorus. It makes you want to play 

like that every time, you know. If you listen to Milt Jackson’s playing, he, maybe the recordings 

that you know that he didn’t. In all the concerts, he always played the shout chorus. And I 

played that (tune ) before with Gary Burton. And also Gary and I, we played the shout chorus. 

And I played with Warren Wolf. Warren and I, we always played the shout chorus. With Stefon 

Harris, with Bobby, we all, I think we vibes players, the most vibes players, we like to play the 

shout chorus.  

C: And I transcribed your solo 
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J: You did?! 

C: Yeah, of course! 

J: Wow! 

C: Yes, and also Mr. Bobby Hutcherson, Mr. Milt Jackson and Mr. Gary Burton’s solos. And I found 

there are some similarities in you guys’ playing. So I have the hypothesis like, maybe you are 

influenced by them? 

J: Absolutely! And I love, on the recording of myself and Bobby, I love Bobby’s solo so much. So 

beautiful and has such a beautiful blues feeling, you know. It’s beautiful, beautiful. And yes I 

am very influenced by Bobby, and also by Milt Jackson. And Gary Burton too, in a way. Yes. 

C: Have you ever meet them in your life? And maybe there are some stories that you can tell me? 

J: Oh, well, yes of course. I know all of them. And I spent time with all of them, of course. Yeah, 

they were my friends. And of course my heroes, you know. They are my heroes. But I’m very 

honored, I’m very happy that, with Milt Jackson, not so much, I was not very close with Milt 

Jackson. Only spent time with him a couple of times, but after Mr. Jackson died, I became 

friends with his wife, Sandy, his wife, Sandy Jackson. She was very kind to me, very nice 

person. And then I think in the early 2000s, I forget exactly, maybe you can discover this but I 

toured to play many concerts with Milt Jackson’s band, with Mikey Rocker, Bob Cranshaw and 

Mike LeDonne. We did many concerts together. That was Milt Jackson’s group. And we did 

some tours in Europe and also many concerts in United States, playing all of the music of Milt 
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Jackson. And the name of the group was the Milt Jackson Tribute Band. And that’s why I really 

became a very good friend with Milt Jackson’s wife, Sandy. And I was very good friend of 

Bobby Hutcherson, very good friend with Bobby. He was my biggest hero. And we became 

very good friends. And for me, it was a big honor to be, to be his friend, you know. And also I 

am friendly, very friendly with Gary Burton also. He is a very nice, nice man. We’ve known 

each other for many years. And he’s always been very kind and very generous, with me. So 

yeah, it’s an honor for me to know these great great musicians.  

C: Oh, I remembered you share S.K.J., the title 

J: S.K.J. is Sandy K. Jackson. Yes, it’s Milt Jackson’s wife. And when I discovered it, I was so, Oh 

my god, YOU are S.K.J. (Laughs). Like you remembered the story, I said “Sandy, may I send 

you an email?” and she said “Yes, Yes, please send me an email.”; I said “What is your email 

address?”she said “Skj@aol.com.” and I said “Ah, oh my god. YOU ARE S.K.J.!” It’s fantastic. 

It’s really fantastic. (Laughs) 

C: (Laughs) Yeah, the tile. And Professor Richie Vitale tells me, you guys grow up in Rochester 

J: How do you know Richie Vitale? 

C: He is my professor at school. 

J: Oh my god, you know, Richie Vitale to me, is one of the greatest trumpet players on the planet 

earth. He is an incredible, incredible musician. And I have so, I have great great respect for 
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Richie Vitale. Please, please tell him I send my love and my best wishes and big big respect to 

him. 

C: Of course, he said you guys played a lot. So can you please tell me, how did you start your career? 

And why do you pick to be a musician? 

J: Me? 

C: Yes. 

J: Well, I’ll tell you, one of my heroes, one of my heroes was Richie Vitale. Because he is a couple of 

years, Richie, he is only a few years older than me. But Richie moved to New York City. We 

both grew up in the city of Rochester, New York. And many of the musicians in Rochester, New 

York, they stay their lifetime. They stay in Rochester. They stay in one place for their entire life. 

But Richie, when he was still a teenager, he moved to New York. He said “I’m going to New 

York. I’m going to find the Jazz. I’m going to the city where Jazz is happening.” And he was 

working very hard. Practicing, practicing, practicing, practicing. And he would come, he would 

return back home to Rochester. And we would play at jam session or I would hear him, hear him 

played at the jam session, or we would play together at jam session. And I said “Oh my god, this 

guy’s playing is so incredible.” I have to, I must also go to New York. And so Richie for me was 

a big inspiration.  

C: Got you. 
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J: Yeah, he was a big inspiration. Because he made me want to take my music all the way, not stay in 

Rochester but go to New York City. And really get my ass kicked.  

C: (Laughs) Ok. 

J: And so I moved. I was playing professionally, playing jazz from the time I was fifteen, fifteen 

years old, playing with older musicians and jazz clubs in Rochester, in Buffalo, New York. And 

then I was touring with a group when I still in high school, when I was seventeen. And I began 

touring with a jazz group, touring mainly up and down in the east coast, you know, Philadelphia, 

Washington, Boston, New York, up and down. And I did this for a couple of years. Then when I 

was twenty, I moved, I moved to New York City. And the I began my long road to, to gradually, 

gradually improving, improving, improving, and working hard, playing as much as possible, 

listening to all the great musicians in New York. And for me, it was a great life, you know, was 

a great life of slowly, slowly improving, improving, man, and always meeting interesting people 

and meeting new people and also meeting my heroes, meeting my, ah incredible, meeting the 

fantastic musicians that I listening to on, only in my bedroom, you know, on the record player, 

haha, you know.  

C: Yeah, sure. 

J: And then meeting them and then getting a chance to play with them. And was a big, big, big 

education for me. Really amazing. Really amazing. Wow, I’m so happy that you know Richie 

Vitale.  
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C: Haha, yeah. And I read some article that you said you also learned drums when you were young? 

J: Yes, I learned drums, I studied drums also. But now, but now I am a terrible drummer. (Laughs) 

Terrible, terrible, terrible drummer. The vibraphone, the vibraphone took the front seat and the 

drums went into the back seat. And now, and now, I’m the worst drummer. (Laughs) 

C: So vibraphone is your first instrument, is it? 

J: Well, at the beginning it was piano and drums. And now I still play, I still play piano now. But I’m 

definitely much better a vibraphonist. Vibraphone is my best instrument, definitely.  

C: Ok. And also Professor Tim Horner said you are a great band leader and  

J: Oh, wow, you know Tim Horner also. He’s my dear dear friend. Wow, you know all my friends. 

(Laughs) Tim Horner is my very very very dear friend. And yes, I have great respect for Tim. 

He’s an incredible drummer, incredible musician, and incredible composer. I love his music.  

C: So as a composer, how do you find your inspiration in your composition? 

J: Ah, well, you should, you know this book, Cherry, “Masters of the Vibes”? 

C: Yeah. 

J: You should read the interview that I did with “Master of the Vibes”, maybe you already did, I don’t 

know. 

C: Oh, I haven’t. I know this book.  

J: You should get the book and read the interview because I talked a lot, in the book, I talked a lot 

about what inspired me as a composer. There’s a big part of the book where I talked about that. 
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So I’m influenced by, I’m very influenced and inspired by words, words. It could be a book or it 

could be a poem, or it could be something you said Cherry in a conversation. You may say 

something, some sentences that make me think, wow, the way she said that was so interesting. It 

could inspire songs to me, you know, so, but I recommended that if you really want to answer 

that question, go to the interview, go to the interview in “Masters of the Vibes” where Anthony 

Smith interviewed me and we talked about that subject of what inspired my compositions. 

Because I think you could take, you could take some of my words right from that interview, you 

know.  

C: Ok. 

J: Great. 

C: And when sometimes, you worked with a lot of musicians, right, when sometimes they cannot 

reach your expectation of your composition, what will you do? 

J: Ah, that’s really interesting! That’s not a usual experience for me. The only time, the only time I 

would have that experience, it’s maybe if I go to some city, to some city where I have to have a 

quick rehearsal and then a concert. Maybe they can’t play my, they are difficult music. But, first 

of all, the musicians that I played with, I never have any problem with them playing my music. 

Because the people that I played with are so smart. They are much smarter than I am (Laughs). 

And they play, they can really play anything, anything. And what I normally do is, if I see the 

musicians maybe they cannot come up to the level of my songs, I think the most important thing 



30 
 

is to have fun playing. And to have, and for everyone to have a good time, and a good 

communication, and I think it’s better if you feel like you are afraid the musicians will have, if I 

are afraid the musicians will have difficulty, I select easier music.  

C: Oh, I see.  

J: You can do very easy music but still make great, but still have great result, you know. For example, 

the concert with Bobby Hutcherson from youtube, we played, we didn’t play difficult music, the 

music that we played was easy music. But it give us a chance to, because we didn’t have a 

rehearsal, we just had a conversation about “what you want to play.” We just had a conversation 

“let’s play this, let’s play that.” No rehearsal, so we want to use music that is easy that we had a 

good communication, you know. Does it make sense? 

C: Yes. 
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