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Miles Davis

MILES DAVIS: A
PRESTIGIOUS’ SET

BY LEONARD FEATHER

“CHRONICLES: THE COMPLETE PRESTIGE REC-
ORDINGS." Miles Davis. Pgestige P-012.

% i first glance, this might seem (o be another gi-

ant exercise in the great American game of one-

upmanship, a reminder that bigger is better
Certainly it is the bulkiest album in the history of jazz,
beating out Keith Jarrett’s “Sun Bear" sel of 10 LPs,
The latler appeared in October 1978, was listed at $85
and has sold 10.000.

The Davis box (12 records, listed at $125) comprises
everything he recorded for Prestige while under con-
tract Lo that company (then a émall independent outfit)
fromm 1951 to 1856. This period followed the classic
“Birth of the Cool” dates for Capitol, but the 17 sessions
revived here were less organized and, for the most part,
not quite as influential. This is not meant to tmply that
the interim period (before Davis embarked on his revo-
lutionary collaborations with Gil Evans and a 21 -piece
archestra) was not rich in passages of great beauty.

By 1851 Davis had emerged from under the shadow of
Charli¢ Parker, Clark Terry and the other beboppers.
Here and there one finds him grappling with technical
problems, but for every small gaffe there are a hundred
moments that show the extent to which he had become
his own man, and the gradual maturation that took
place during the five Prestige years.

Small-combo jazz in those days still consisted very
Largely of blues, standard pop songs, ballads and origin-
al;bauﬂm a chord pattern designed as a foundation for
easy ad-libbing

That is the formula Miles Davis adhered to: theme,
variationg, theme. The burden of creativity was imposed
almost entirely on the soloists; although a few of the
tunes !rlnen for these dates became standards (Davis’
"Four,” Rallins” “Airegin" and “Oleo,” for instance), it

was for their improvisational passages that these ses-
sians were and stll are cherished.

The date with the most organized sound was one for
which' Al Cohirr Brought infour urrangements of his own
tunes and performed them with Zool Sims and Davis,
backed by a superb rhythm section: John Lew:s, Leon-
ard Gaskin, Kenny Clarke, (Lewis and Clarke were both
explorers in the original- Modern Jazz Quartet; the other
two. Milt Jackson and Percy Heath, are heard else-
where on two sessions apiece.)

So much history was made during the recording of
these durable works thal it is hard to single out any one
occasion as preemunent THere was, for instance, the
unique ¢o | of Charlie Parker, switching to
{enor sax, ima session opposite Rollins. No great “bat-
tle" ensued; it wasn't supposed to. Both men simply
projected their respective personalities.

Of the 24 sides in this five-pound package, the last
nine all display the personnel of what became Davis’ re-
gular group: John Coltrane on tenor, Red Garland on pi-
ano, Paul Chambers on bass and Philly Joe Jones on
drums, Though Coltrane had not yet found the identity
that would establish him as the most influential innova-
tive force of the 1960s, there is fregquent evidence of his
growing skill, command and creative individuality.

It is on these sides, however, that Miles Davis became
an ever more affecting and dominant presence, espe-
cially when using a mute and particularly in his ballad
interpretations. As he later evolved into his modal peri-
od, rejecting the symmetrical song structure and famili-
ar themes of the past and ultimately plunging into elec-
tronic rock, he scornfully rejected these 1950s pieces
and refused requests lo play them; yet it is a safe bet
that “Round Midnight,” “In Your Own Sweet Way,”
“My Funny Valentine” and “Something | Dreamed Last
Night" will be played when his pitches for the brass
ring of the best-seller charts, viadusion/funk, are long
forgotien.

Conceived by Ralph Kaffel and produced by Orrin
Keepnews, the album is beautifully produced, with a
long, carefully documented biography of Davis and de-
tailed session and track analyses, all by Dan Morgen-
stern. The photographs by Burt Goldblatt, Bob Parent
and Jim Marshall also help bring you your $125's worth
(or £99.95, or $80, or whatever discount your local dea-
ler offers). But in these inflationary times it seems only
fair that the 12 LPs should eventually be made available
separately for the common man. Meanwhile, we wail
breathlessly to see who will come up with the first $250

jazz album.O

JAZZ ALBUM BRIEF

“A CAPELLA IIL"” The Singers Unlimited. Pausa
7076. Immaculately pure as ever, the quartet deals with
11 more of Gene Puerling’s nonpareil arrangements.
This would be another five-star set bul for a few flaws
in the choice of material. “Anything Goes” sounds dat-
ed, “Jeanie With the Light-Brown Hair" is a tiresome
cliche song, and the vocalization of Seott Joplin's “The
Entertainer” just doesn’t quite come off. However, for
#All the Things You Are” and all the other things they
sing, four stars. —L.F.
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There are exceptions. Paradaxically, the most striking
work from an ensemble standpoint occurred during a
very varly date (March, '51) led by Lee Konitz, the alto
saxophonist, introducing two compositions by George
Ruseell. One of these, “Odjenar,” contains elements of
currency for almost a decade. Another unconventional
work 15 “Smooch,” recorded with its composer, Charles
Imnshepimmnlsﬁsmon. { Davis himself 18
Mo?mm.m"lm,"bﬂhg&nw

Altogether, 35 musicians can be heard, but with the
exception of one track in which seven musicians partief-
pate, these were all quartet, quintet or sextet dates, in
the course of which several major influences of the fu.
ture are heard at developmental stages. Sonny Rollins
mn.mmmumnuvuwm when the firsy
sémslonwascul.
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Book Reviews

One Man’s Pantheon of Jazz Albums

By LEONARD FEATHER

mmumm—amum-mw
Lyons (Willlam Morrow: $17.95 hardeover, $9.95 paperback). Il

Lyons, anmuwmmmm%m
himself a controversial task as soon as he decided on tit-
le and premise. One's immediate reaction is a compari-
son of the list he has drawn up with the list the reader
would have compiled.

Picking flaws is not difficult. First, among the 101 al-
bums there are only 68 artists listed: four by Herbie
Hancock, yet none by Coleman Hawkins: three by
Chick Corea and none by Benny Carter: two by Jelly
Roll Morton and none by Jimmie Lunceford, Stan Ken-
ton, Redhon'oorJoe\;gguf;rLgEmbmmanofmm
omissions are compensa y a general discography
gca:imvnﬂabie recommended albums at the end of each

Lyons has made his task more difficult by almost
completely excluding anthological albums, those bring-
ing together important artists who have something in
common: LPg by various trumpeters, say; or cross sec-
tions representing a certain phase or facet of jazz histo-
ry. To his eredit is his total omission of the proliferating
bootleg and pirate recordings, which he denounces as
“not deserving recommendation, on moral grounds.”™

Of course, this js less a book about records than a
chronologically designed, well-written, illustrated his-
tory of jazz, keyed to recordings. Drawing on the now
almost innumerable book and magazine sources (but
carefully crediting them in footnotes), he proceeds from
a generally well-balanced introductory chapter (“What
is this thing called jazz?") to long surveys dealing with
ragtime, New Orleans, Dixieland, swing and the big
bands, bebop, modern jazz, fusion and free jazz.
Throughout, he displays a healthy eclecticism and
grinds no axes.

Inevitably, in an of such magnitude,
Lyonsahpauphereandthmuuwtamdetdls.lnm-
ing, for example, that Benny Goodman “played in Bessie
Smith’s first session and Billie Holiday's last,” he has
the truth upside down. But Lyons, who in 1976 recelved
the first Ralph J. Gleason Memorial Fund award for jazz
criticism, generally has his facts as intelligently in order
as his evaluation.

When he deals with some of the current jazz/rock/
soul/fusion material, Lyons becomes a little too indul-
gent. Surely, if he wanted to include Benson in his top
101 he could have found a more durable example than
“Weekmdml...a."mohhewlmh'a 1

pop-orented
aeuAshrOoma.themchmmd “Light as a Feather"

is correct and logical, but “Where Have | Known You
Befme"’ﬁomcoreaamstjazsmekpm-iod and the
p'lusing but generaily lightweight “My
Spnmshﬂeart' belong in a panoply of 101 al-
humscﬁnrtngmarethanﬁﬂymoireeofﬁedjmhh-

On the other hand, the first group ever recorded, the
Original Dixieland Jazz Band (1917), is dismissed out of
hand as stff and commercial. Perhaps it was, but its his
torically unique contribution should earnaplace in any-
one's list.

The most inexcusabie omission of all is Miles Davis’

. “Birth of the Cool,” not merely one of 101 but arguably

one of the 10 best jazz records of all time, and by all odds
one of the most influential.

Such arguments could go on forever, but whether or
not you approve all Lyon’s selections and exclusions,
you probably will agree that he has done a splendid job
of research and has produced a uniquely valuable refer-

ence work,

Fegther's Mbookﬁ ‘The Pession for Jozz" pub-
Hshed by Horizon Press.

- !
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“I'LL: BE SEEING YOU." Billie H
XFmel.Bemmmnnmmemismmmall
but one number, the LP includes 15 track but eight
tunes. The alternates differ very little from the origin-
als, but bearing double is justified when the duplicate
doses are administered by the most heart-wrenching

voice in jazz. Planist Eddie Heywood leads a sextet on "

the title song and “I'm Yours,” “Embraceable You," and

“As Time Goes By™; on the B side he just has his rhythm ~

section: John Simmons, bass, and Sid Catlett, drume,
This was Lady Day at her zenith; “Billie’s Blues™ ("]
Love My Man") is alone worth the admission price
($6.98). Four stars.

“ANCIENT DYNASTY." JoAnne Brackeen. Colum-
bia JC 36593. Brackeen's second album for the CBS Tap-
pan Zee label finds her in a quartet setting, with Joe
Henderson on tenor sax, the astonishing Eddie Gomez
on bass and Jack de Johnette on drums, There are only
four cuts, all long originals by the pianist-leader: the
dark, heatedly pulsing title number, the more reflective
“Remembering,” the quirky, early-Ormette Coleman
theme of “Beagle's Boogie” with its mixof funk and mo-
dality; and finally the most adventurous track, “Pin
Drum Song,” with its incredible m-qumwanel
lines. Brackeen's technique and coordination are at
their most impressive here. Why no liner notes? An al-
bum of such demanding music calls fora fuller explana-
tion that might help both umlemtandiummu.
Three-and-a-half stars. »

“THE SECRET'S OUT.” George Tidwell & Denis So-
lee. NJP 1001. The secrel is that they play jazz in Nash-
ville. Tidwell's trumpet and compositions, deamed with
Solee’s saxes and flute, make agreeable music ina1960s
vein, with modern touches on'Woody Shaw’s *Blues for
Wood" and touches of humeor, along with some add stac-
cato scatting, in “St. Thomas." Yeés, they do play jazz in
Nashville; at least three stars’ worth.

“ETCETERA.” Wayne Shorter. Blue Note LT 1056.
Never previously released, this was made in 1965 when
Shorter and his chief associate here, Herbie Hancock,
were both working for Miles Davis. Shorter plays tenor
sax only, on guch original works as the somber, brooding

JAZZ ALBUM BRIEFS /2
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“DUKE ELLINGTON SONG BOOK TWO.” Sarah
Vaughan. Pablo 2312-116. Of the 11 tracks, only three
are predictable visits with overworked songs. Vaughan
does a beautifully eerie vocalese on Billy Strayhorn's
*“Chelsea Bridge,” rises above the self-consciously cute
lyrics of “"Everything but You,” and is joined by Eddie
(Cleanhead) Vinson (alto sax and assistant voalsit) on
the tongue-in-cheek Ellington words to “Rocks in My
Bed." A variety of combo, big band and string ensemble
setlings accompanies the foremost diva of jazz. Four
slars.

“GIANTS.” Stephane Grappelli & Jean-Luc Ponty.
Pausa 7074. A curious collection, drawn from various
sessions (1966-79) by either of the French violinists.
Only on “Pentup House,” the first of the eight tracks,
are they heard together. Ponty is in splendid pre-fusion
form, especially on “Flippin,” a pan-idiomatic, 12-min-
ute unaccompanied solo taped live at the 1971 Berlin
Festival. Grappelli, backed by sympathetic rhythm sec-
tions, is his usual unflappable swinging self. George
Shearing plays on one cut. Three-and-a-half stars.

“CIVILIZED EVIL.” Jean-Luc Ponty. Atlantic SD
16020. On the other hand, here is the Ponty of today,. in a
variously mventive and rock-weighted set with eight
examples of his diverse talents as composer and orche -
strator. Already on the pop charts, it presents little of
the jazz violinist heard in “Giants™ but plenty of Lhe
very vendible sound of 1980. Three stars.

—LEONARD FEATHER

——— -

e —

title tune, an unconventional ballad cailed “Penelope”

with a simple, affecting Hancock solo, and the haunting,
misterioso “Indian Song"” with superb bass work by Ce-
cil McBee. Drummer Joe Chambers completes the quar-
tet. Produced by Alfred Lion, this was prepared for
reissue, and splendidly annoctated, by chh&el Cmcuna.

—Four-and-a-half stars. - —1LEC
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DwisSexlet. HemswlthDaﬂsforiessthana
year, but during that time took part in the
seminal albam Kind Of Blue, with Davis,

.-# Students
fame aware of this
atanmewhen

ng!ntheaud
w his lines so softly that the
is virtually obliged to subside into

that record in of1
Motian on r !

with Paul
s @xtraordinarily

_ sations With Myself, on Verve, for which he
overdubbed a second and third piano part,
earned him a Grammy award in 1963.

In a typically articulate statement in the
liner notes, Bill commented: “There is a
viewpoint which holds that any recorded
‘music which cannot ako be reproduced in

‘natural live performance is a ‘gimmick” and

therefore should not be considered asa pure
musical effort. 1 have a firm belief in the
integrity of the idea upon which this album
was conceived. . . . In my opinion the only
solid and interesting question that the music-
making here presents is . . , whether this
should be regarded as a group or solo musi-
cal performance. | remember that in record-
ing the selections, as | listened to the first
track while playing the second, and the first
two while playing the third, the process in-
volved was an artificial duplication of simul-
taneous performance, in that each track
represented a musical mind responding to
another musical mind or minds.




those days we used the printed
byﬂ"eA.FMand p;&tdoniy
which was possibly a bit more

ished young inde-

the time.) So young

musician met re-cordoulmmy.and
in with it did not seem like any

sort
that you shouldn't judge by early appear-
wmwhmmmm
pmedmpauy neulymnyem
later, we had into being some
albums — most of dmtllmpoﬂn:meln
—and Evans
hadmmdaﬂwmapramsthe

Bmwhmmm&woaﬂewvorkstwio
in September of '56 to make the first of those
albums, | was mainly aware that this was an
unusually unaggressive musician. It had
taken me quite a while to persuade him 1o
cmmamasu mnmm & bh? nmg

to to m a
second time; meﬂwrt’:iﬂmmhs
betu:;nm}az ng';ng‘:&eses-

that time, however, Bill had turned possi-

the most corner in his perform-
ing career. He had been discovered by Miles
Davis. and had spent most of 1958 out on the
road with the classic sextet that also included
John Coltrane, Cannonball Adderley, Paul
Chambers, and Philly Joe Jones.

ns.'. It was the only
extensive period of time Bill was to spend
working with horns (and what horns!), which

encouraged his tendency to play long, horn-
thmﬁ:m

ikehgsandtorawlile

e overall length and intro-

¢ like were in those days

Openunnlwewereldyloroil

that he'd gotten into some-

better than that song and went

“ta record his own reflective, probably
mmortal improvisation.

The next thing that musically
to Evans was Scott LaFaro. | ‘treally been
aware of this mercurial young bassist until we

along, being
sewmlbaplwerswhosa hchl
ative trio gig at a New York cdub
out to be the one Bill dacidedtoh&eper-
manently,

Bill has spoken of his aim with this trio
(Paul Motian was the extremely compatible
drummer) as being to put all three members
on the same level — a unified voice, in delib-
erate distinction from the normal piano-
with-accompaniment trio. | don't think
they ever quite fully succeeded, but they
were getting closer to it (and Scott was

ing more and moare brilliantly innova-
tive) as they went Iteulminated in the
Sunday afternoon live record-
ings at the Village Vanguard on June 25,1961,
from which a version of each of the thirteen
selections they played that day has been
issued (1 wasn tbolr.ingfoﬂwo ms atthe
time, but there just wt anything you
could throw away). Of course, with melo-
dramatic timing hy of a soap opera, that
was the very last day trio ever worked
together: Less thanmweeks later LaFaro
was killed in a hi accident.

There were still twomore years of record-
ing Evans at Riverside in my life, but it's diffi-
cult not to think of the rest as faintly
anti-climactic. Bill did very little and
most of that npanied, for about a
vear, until the ented bassist Chuck
Israels — dm ‘a very brash and rather
abrasive young man — helped bully himinto
full- scale recording and working activity.
There were also two very strong non-trio
records: a rather outgoing quintet album

called that included trum
m and guilarisl Jim Hall anda

deau under Cannonball
hip with the collaboration
ofhnsﬁ!?en:y Heath and drummer Connie

- Kay of the Modern Jazz Quartet. There were

also, in Bill’s life in the
‘personal problems that
music but often made it hell to be his friend
‘and record producer at the same time. Ev

, under all sorts of pressures, :
the ﬂmﬁmdewaﬂuhsm&ms
dial stumbling of its own, | surrendered
10 the eagerly waiting Creed Taylor, wh '_

That was in 1963, | F,jqudl p

friends over the years, and
early 1970s | even odt
lage Vanguard album by a Bill Eva
by that time his ng G
firmly and well handled by his|
ager, Helen Keane. rlie
records have almost aIIM'
for some time now (as 1es
stone label, a project | am
been involved in), so that wecan cam 1
have his work with us; there doesn’t have 10
be any tasteless rushing out of “memorial”
albums. And on a purely personal level, I'm
glad to be able 10 concentrate on writing
about the early days. It allows me to avoid for
a while the reality of present-day loss, whkﬁ
is how | prefer it
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STAN KENTON:
AN ENIGMA
IN RHYTHM

BY LEONARD FEATHER

e has been gone well over 4 year, e T .
Hbut Stan Kenton's towering sha- A W et A 8 AN AR RN
dow still looms large over the jazz TR WA o e v
world in which he remained, for 38 years, I o S ; <
an impassioned, searching, cause-cham-
pioning, aiways paradoxical figure.

Because the only previous bock about
him (Carol Easton’s “Straight Ahead: The
Story of Stan Kenton,” published in 1973)
has long been out of print, and because of
the tremendous loyalty he engendered
among his countless sidemen, and among
the thousands of students who mel him as
an educator at jazz clinics, a comprehen-
sive Kenton volume was long overdue.
"Stan Kenton: Artistry in Rhythm,” just
published at $24.95 by Creative Press
(Kenton's own organization), 6193 Rock-
cliff Drive, L.A. 90068, will fill the void.

The book offers a reminder of the many
issues that swirled around Kenton's name
and music, Some of its contents, along with
the backgrounds of the author, Dr. Wil-
liam F. Lee, and the editor, Audree Coke,
will be examined in another article next
week. A full inspection of the Kenton
phenomenon, however, calls for a familia-
rity with both books, and direct recollec-
tions of the subject himself.

Remembering Kenton, recalling the
millions of words spoken and written
about him, one runs into a mass of contra-
dictions.

Most of the hundreds of musicians who
worked for himn and many others who
were simply friends and admirers, found
him thoughtful, generous, an inexhaustible
source of energy who, though twice the
age of many of his sidemen, would stand
at the door of the bus helping to carry off
their baggage.

His first wife, Violet, once said, “'Stan
was one of the most tender people I have
ever encountered.” On another occasion
she remarked, “He feels he's the second
Christ.”

Singer Ann Richards, Mrs. Kenton No.
2, said, “He's a latent misogynist, and
maybe not too latent. Maybe a little

overt.” Please Turn to Page 7o

IN SEARCH OF
ALEXANDER

The elaborale bronze krater, at !
¢ left, unearthed in 1962, is part of :
R 8 cxhivition at the National Gal- | |
oa "1l lerys Eost Building. Below, a |1
'//{1}, marble torso of Alexander as the | |
/{.;f god Pan. William Wilson's re-

A
51y
-
- -

: view of the show is on Page 104.
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Stan Kenton, vocalist Jean Turner in 1962—the band bus was his true family.

RECOLLECTIONS OF
A JAZZ PARADOX

Continued fram First Page

Jo Ann Kenton, partner in the third
and shortest Kenton marriage (all ended
in divoree), said, “'Stan is not a generous
man. . he's some kind of symbol to peo-
ple. There's something very godlike
about him. If he told you to walk across
water, you'd try.”

Kenton's family life was turbulent. He
was totally estranged for many years
from his eldest daughter, Leslie; there
were serious behavioral problems with
his two children by Ann Richards, prob-
ably due to the unstable conditions under
which they grew up. All of which points
to the inescapable fact that Kenton had
only one true family: the one that trav-
eled on the bus. Music was his only so-
cially successful life and it was with mu-
sicians that he had by far the best associ-
ations.

There were a few exceptions: Kenton
was always cloge to his mother, who died
only two years before him, in 1977, at the
age of 86, and his relationship with Au-
dree Coke was better and ultimately lon-
ger lasting than all three marriages com-
bined. (Coke lived with Kenton for five
years until his death in August of last
year.)

There were also durable relationships
with many of the faculty members and
college students who came into his orbit
as a consequence of his total commitment
to the value of formal jazz education. In
1959 he established clinics for teen-age
musicians at Indiana and Michigan State
Universities; from that point on he and
his band spent numberless nights or full
weeks performing concerts and offering
lectures and classes at colleges and

M«%mmmﬁAW

them now close to middle age) Kenton
remained a hero.

It was in the areas of race and politics
that Kenton aroused the greatest furor,
and here the improbabilities become be-
wildering.

On the one hand, Kenton was a
staunch admirer of Gov. George Wallace,
who stood in the schoolhouse door Lo
prevent two blacks from registering at
the University of Alabama. (In 1977,
when Kenton suffered a fractured skull
after a fall, resulting in extensive brain
surgery from which he never fully re-
covered, one of the first solicitous calls
about his condition came from the gover-
nor.)

On the other hand, when a promoter in
Charleston, S.C., refused admission to
Jean Turner, Kenton's black wvocalist,
Kenton furiously responded: “She is
either going to sing, or I'm taking my
band and we're going home."” The chair-
man of the dance, who had said, “We
don’t allow niggers in here,” was ada-
mant. Kenton and his band packed up
their things and walked out on the gig.

enton’s idea of a great American

was Spiro Agnew. He admired

John Wayne and watched for
every old Wayne movie on TV. He also
idolized Earl (Fatha) Hines, even tried to
study piano with him. The last nightclub
outing before his death was spent listen-
ing to Hines.

Convinced that white musicians were
not given their due, Kenton once fired off
an angry lelegram, published in Down
Beat, expressing his “total disgust” at the
predominantly black victories in a crities’
poll, and claiming that there was ob-
viously mow “a new minorily group:
white jazz musicians.” After Down Beal
published an open letter 1 wrote to Ken-

lon ausckinghig el b e S B0l
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Stan Kenton

And yet Audree Coke remembers the
night Duke Ellington died: “Stanley was
onstage. When we heard the news during
intermission, Stanley burst into tears. He
wenl back, sal down al the piano and
started quietly plaving ‘Take the A
Train.’

“After that, the band used it as an en-
core almost every night, as his liitle tn-
bute to Duke. He was shatiered when
that happened; be admired Duke totally
and considered him, I quote, "The Master
of usall.'"”

There was a comparable contradiction
between much of Kenton's music—vi-

sicnary progressive, ambiticus—eoupled
with his contempluous attitude toward
nostalgia and musical conservatism, and,
on the other hand, his social and political
beliefs, which were as far 10 the right as
those of any jazz musician [ ever mel

“I don"t know where Stanley got his
atiitude toward blacks,” says Audree
Coke, thereby admitting that Kenten in-
deed had an "attitude.” “It's not as if he
were a Southerner,” she added “His
family was from Colorado.” Bul here
again the inconsistencies emerge:
Whatever his feelings about blacks in
general or pride in white accomplish-
ments, atl a one-on-one level he behaved
respectably. Contrary o popular belief,
he did not exclude blacks from the band;
during the 38 years perhaps 25 or 30
worked for him, and the relationships
were generally good.

"Recording with him was a highlight
of my life. He was so gracious and dyna-
mic Lo me,” says black bassist Joe Com-
fort, quoted in the new book. “His band
was so musical and mspiring. He was
looking to the future. . . Hismind wasin
the same vein as Duke Ellington's. , .as
far as I'm concerned, there will never be
another Stan Kenton.”

A black drummer, the late Jesse Price,
who toured with the band briefly in the
early years, said: "Stan told me a man
was a man. He treated me like I was the
same as he was. Stan's a wonderful per-
son. He just didn't know how to handle the
situation. So I left the band in Omaha,
Neb.” Please Turn to Page 76




STAN KENTON
Continued from Page 75

Why did Stan Kenton not know how to “handle the
situation”? Carol Easton summed it up eloguently:

“From early childhood, Stan was indoctrinated with
(his mother’s) philosophy of absolutes: right-wrong,
good-evil, black-white, democracy-communism.
Scratch the superficial veneer of sophistication and you
find, at the core of the man, the provincial, chauvinistic,
myopic, unshakable values of the quintessential WASP,
Stan is a lifetime product and prisoner of the Puritan
ethic; therein lies his strength and his weakness, his
drive and his hangups, his greatest achievements and
his most humiliating defeats. Abstractions carry more
weight with him than people. He believes in mother-
heod, hard work, good women and bad women, the
power of reason, the dangers of emotion, the free enter-
prise system and the American flag. Morally. the has no

peripherajmjon;aaocialconscieheeisu‘mﬁberal

. . . Waspishness is, perhaps more than anything,
an ability to tolerate contradictions. Stan's support of
George Wallace can and does coexist with his sincere
belief that ‘a man is a man.” The data with which he was
programmed ‘in front’ simply cannot accommodate an
appreciation of the implications of being black in Amer-
ica”

It has been claimed by some critics that Kenton’s mu-
sic at times reflected his upbringing. There was a stern,
Teutonic element in many of the arrangements: it
seemed no coincidence that he admired Richard Wag-
ner and once recorded an album of Wagner's music.

In such ponderous efforts as this, Kenton’s musie did
not swing; yet it is absurd to claim that all his music
failed as jazz because “it didn't swing.” (Contrary to a
statement in the “Artistry in Rhythm" introduction,
critics were far from unanimous on this point.) When
men like saxophonist Zoot Sims and drummer Mel Le-

wis were in the band in the mid-1950s, playing arrange-
ments by Bill Holman and Gerry Mulligan, the band
certainly swung in a manner recalling Woody Herman.

There were, in fact, few absolutes in the music, except
that he was absolutely and irrevocably dedicated to the
advancement of jazz. The lines along which it was toad-
vance varied often, according to whether he was lead-
ing the early band with Kenton's own jumpy, staccato
arrangements, or the “Progressive Jazz” ensemble of
tbelxtemmthchamby?eum:gdu or the 1950
“Innovations in Modern Music” behemoth, or the 1962
band with the odd instruments known as mellophoni-
ums.

There was, in fact, no identifiable “Kenton sound.”
Otﬂymefaee!dthemmremamedummnsedahis
stubborn, indomitable spirit. He was a rebel, alwm
with one cause or another. After 20 years of s Le,
when British and American musicians’ unions had be
at loggerheads, preventing American musicians from
working in England and vice versa, it wa Km
whose efforts broke down the barrier. ]
right laws needed updating, it was Kenton who

lemprmsnndiﬁnxthntledwmmem
college degrees were being offered in the once-ou
lawed art form. e 7

toucheiuemaphyﬁmlmdcam jan
about whom it was impossible to be neutral. 0

Next week: The story behind the book; Dr. William F
Lee, Audree Coke and Stan Kenton,
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KENTON: THE
PARADOX
IN PRINT

BY LEONARD FEATHER

1 4 tan Kenton: Artistry in
SRhytbm." the book recently
published by the bandieader's
estate (Creative of Los Angeles), is
a masuve volume. its endless text,
it biblography,  discography, bst of
films. chronology and other sections,
running Lo 750 pages, {t is credited 15 Dr
Willam F Lee a8 author and Audree
Coke a5 editor,

Dr Lee 51, o distinguished academi-
cian, has been dean of music for 17 years
al the University of Miam: A founder
and past premdent of the National Asso-
ciation of Jamz Educators, he has received
& dosen awards from ASCAP for his
Corngaoilans.

“1 firnt |aw the Kenton band,” Lee re-
calls, “when | was I6 and a freshman at
North Texas State Uruversity. 1 didn't
gt \o meel hito unifl five years fater,
1950 when | was playing piano with

Second of two parts.

Gene Krupa. “We kept in touch off and
o0 over the years. In 1968, Stan and | co-

him and offered him solace and under-
sunding during the five final. chaolic
¥ears of his life She was at the Rendez-
vous Ballroom in Balboa when the band
made s bow, May 30, 1941; she was in
the hospital room when Kenton died
Aug 25,1978

A chic bionde of 58, Audree Coke
#peais with unsparing honesty about the

JAZZ

The reason is clear; Though Lee inject-
ed little of himself or of his own writing,
he or Coke collected tape-recorded
guotes from about half of the 500 musi-
cians from whom they had solicited re-
plies. Many speak with eloquence and
humor about Kenton, the band and life
on the road. Then there are innumerable
reprints of reviews and interviews from
scores of magazines; 64 pages of photo-
graphs, and thumbnail biographies of
countless sidemen. What more could a
devoted Kentonologist want?

Time and again, Kenton alumni tell us
that Stan was like a father to them. Coke
observes drily, “I told Bill Lee, if | read
one more ume that Stanley was a father
figure, | was gonna be sick; because this
15 nonsense. Stanley didn't try to be a
father figure. He was a manipulator; he
liked power, couldn’t leave people’s lives
alone, and when they came on the band,
young and impressionable, they were
willing to be led. That's what these peo-
ple were talking about when they said
father figure.”

ew of his admirers could know
FSlanle_v Newcomb Kenton better

than Audree Coke. "1 met Stanley
just before he got that first job in Balboa.
1 was just out of school, working as a
newspaper reporter and going with Jim-
my Lyons, who announced the radio re-
motes from Balboa.” (Coke was married
for five years to Lyons, later famous as
the founder of the Monterey Jazz Festi-
val.)

What impressed Coke immediately,
aside from the originality of the music,
was Lthe chariama of the leader, “I saw his
intensily, the extreme desire to do some-
thing. Oddly, at first he was afraid of
leading the band; he thought of having
someone else out front, 50 he could just
wrile the music. He felt awkward. Other
Ieaders like Artie Shaw were celebrities;
Stanley felt he didn"t have that quality.”
1t was soon apparent that he was wrong.

Coke became a Kenton groupte, seeing
the band through thick (the initial Bal-
boa success, the Hollywood Palladium
soon after) and thin—memorably the
first New York booking ot Roseland

Ballrogm. “The band was booked for six
or eight weeks, but the people there
wanted rhumbas and tangos so they
could dance, So Stanley went in with his
West Coast sound, unable 1o play for
dancing, and it was a dismal fallure; they
canceled the contract after 10 days or
s0.

Kenton, never discouraged, induced
greal trust among the believers. During
one early fallow period, Dave Dexter, an
eager young eritic, helped Stan meet the
payroli by drawing out $800, his life’s
savings. Audree and Jimmy Lyons made
loans too; they all were repaid.

As soon as the band switched o a new
Haollywood company, Capitol Records,
and recorded Kenton's own "Artistry in
Rhythm" on its first 1943 date, the slump
ended. In classic movie-plot style, suc-
cess led Lo overwork, mental strain, ma-
rital problems, and the breakup of the
band. “Stanley worked so hard on those
one-nighters, he had a sort of nervous
breakdown. They were in Tennessee and
he just got in the car, started driving, and
for three or four days he was a missing
person. Finally he called. Then he stayed
home and spent most of 1948 and '49 in
retirement.”

Kenton next came up with his “Inno-
vauons in Modern Music” concept, the
40-piece orchestra with strings, In the
eyes of many critics, he thus became a
sort of latter-day Paul Whiteman;
however, instead of almost burying his
jazz soloists as Whiteman tended to,
Kenton had whole works written around
them, even named for them: “Art Pep-
per,” “Shelly Manne," “Maynard Fergu-
son.” The early Kenton writers (Pete
Rugolo, Bob Graettinger, Bill Russo) an-
Ucipated by many years the jazz/clagsai-
cal fusion that would be rediscovered
around 1960 under the guise of Third
Stream Music.

The “Innovationa” lost money but
earned prestige, just as the Loa Angeles
Neaphonic Orchestra, another grandiose
Kenton dream, fell apart after two sea-
sonw tn 1966-6 at the Los Angeles Music
Center

Despite the economic failure of the
Neophonic, it oo has outlived the mae-

Credited with the publication of 750-
page book aboul the late bandleader
Stan Kenton (left) are editor Audree
Coke and author William F. Lee.

stro. An album made in 1965 i which
Kenton conducts works by John Wil-
hams, Russ Garcla and others has just
been reissued by Kenton's still thriving
Creative World.

It was a year after the establishment of
Creative World that Kenton's health be-
gan to fail. When he was ill, the band
toured under the baton of other mus:-
clans. By 1975, he was back in full swing,
conducting at least 100 clinics a year, in-
cluding four week-long summer residen-
cies on college campuses.

Ironically, Kenton never got to appear
at the Monterey Jazz Festival, organized
by his old friend and supporter Jimmy
Lyons. Two weeks before he was finally
set o play there, in 1972, he suffered a
near-fatal aneurysm; the band worked
without him.

Stan was on tour when he took his fall
in May, 1977. To this day nobody knows
whether he suffered a stroke or simply
tripped and fell; whatever the cause, his
fractured skull spelled the beginning of
the end. The doctors warned him that he
neaded at least 18 months to recuperate,
but Kenton's restless fighting instinct
sent him back on the read in January,
1978, just seven months after the brain
surgery

I saw him for the last time in July at
Saratoga Springs, N.Y., where he took
part in a big-band marathon. “The emao-
tonal high peint of the dity,” I wrote in
The Times, “was the ovation accorded
Stan Kenton, perhaps for his courage in
appearing at all.” >

On Aug. 13, he gave a farewe!l address
at Orange Coast College in Costa Mesa,
This was the final night of a week-long
clinic. He described the events after the
accident: the night when he couldn't tell
the doctor his name or profession, the
long road back #s he very slowly and
partinlly recovered his memory. After
concluding by announcing that this was

Please Turn to Page 103
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MARLENA SHAW AT NEW OL' NEW_YORE

By LEONARD FEATHER L&/ Y
an the San Fernando Valley accommodate an up-
per-class supper club with a policy antithetical to
that of the Palomino? Time, and the O' New
Yorker, will tell. Now under new and sophisticated
management (Candi Wise and Arlene Goldberg), this
room on Riverside Drive near Whitsett reopened Tues-
day with Marlena Shaw, first in a series of name singers.

It has been encouraging to follow Shaw's develop-
ment since her early days with the Count Basie Band.
Her jazz roots are still strong and valuable but her show
Tuesday succeeded on other levels. She is as much an
actress as a singer. Given her penchant for sardonic in-
troductory raps before certain songs, her hip and infec-
tious personality and natural comedic/dramatic sense, it
is surprising she has not yet made inroads as a television
Or movie actress.

Tall and strikingly decorative, Shaw is not only a
first-rate singer but a consistently funny lady: not in
the Fanny Brice sense but more in the manner of a con-
temporary Pearl Bailey. Coincidentally she shares an-
other attribute with Bailev: a pair of hands so gracefully
eloquent that they almost tell the lyrics in sign lan-

Buage

Her set was neatly _ Mdle, starting
ml ]m n] .'._- _1‘.. "'.‘.-a.. mlched
from upright to Fender bass and drummer Ralph Pen-
land supplied a rock beat for the newer tunes that fol-
lowed. Her record hit, “"Go Away, Little Boy,” was, as
always, a show -stopper.

Pianist Webster Lewis, leader of the accompanying

quartet, might be advised to curb saxophonist Rusty {

Rustadd, whose loud, amplified alto on “People™ and a
couple of other numbers all but took the spotlight from
Shaw. Rustadd redeemed himself in tunes on which he
played flute, offering the discreet backing that should
have prevailed throughout.

The group's strongest card s Gales, whose supple solo
on “My Funny Valentine” led jnto a masterful perfor-
mance by Shaw. She mixed in a touch of bitter with the
sweel in her honey-and-vinegar reading, adding a few
lyrics of her own as is her wont,

The vocal horizon would provide a more pleasant
sight and sound if Marlena Shaw’s unique blend of vocal
assurance and verbal wit were a common coinage. She
will be at the OI' New Yorker through Dec. 13 {off Sun-
day and Monday). Fran Jeffries opens Dec. 16 for a

week.

\
MAYNARD FERGUSON

mmrmnmp@e
uble on various instruments, notably J.
aﬁmandﬂdﬂaimmflumar;psrm?ma}m
mmwﬁ-e ranged from Boz Scaggs' “You Can
Ha_v_eleuyume"wanmus
Zawinul's “Birdland.” A new, original, “Dance t¢
Heart,” had occasional samba overtones but ;
graceful lyricism of Brazilian music. e
Near the end there was a mediey in which the ineyi
e ton Mot ity n oo ol
ts0n knows his audience well after all these ye

' befqu!iahmttoaﬂerwhalhaspcl
% the overall performance did not represe

wark and the guitar of Calvin Newborn, Phineas N
born’s brother. Highlights were an old Sweets B
blues, “Centerpiece,” Mel Torme's “The Christmas
?mg" .and Slide Hampton's “Frame for the Blues”
tnkzn..)‘oddly enough, from an old Maynard F‘g“susou
‘Next on the Gardner-Le ion i
eCos onli‘eb?;() : vy schedule at the Pavilion is

e m—
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FERGUSON
IN FINE
FETTLE

By LEONARD FEATHER

t's My Time" is the name of the

recent Maynard Ferguson al-

bum, and indeed it is, This was
made unmistakably clear Wednes-
day at the Dorothy Chandler Pavi-
lion when the trumpeter headlined
& concert presented by Amani
Gardner and Stan Levy.

Ferguson was showered with
“whereases” by an emissary from
the mayor's office, who assured him
that this was Maynard Ferguson
Day. A delegate from Columbia
Records presented him with a gold
disc for his LP *Conquistador.” And
to top it all off, Ferguson came close
to shattering the chandeliers with
an arrangement of John Lennon's
“Hey Jude” that had the audience in
a state of levitation.

Ferguson, in black suit and white
hair, arms wildly outstretched at
every screaming finale, is the
preeminent showman. He shows off
so much, in fact, with his glass-
breaking high notes and Nick
Lane's eardrum-testing

g
- . - el
af e [ T,
s ] 4 L
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TIMES PROTO BY GARY FRIEDMAN

overlook a central fact: Beneath the
pomp and pretension there stands,
half hidden by his own sonic over-
kill, a superlatively talented musi-
cian. He played trumpet, fluegel-
horn, a strange bastard horn called
the valve/slide trumpet, and even,
very briefly, soprano saxophone.
His control throughout was envia-
ble.

A lack of dynamic variety has al-
ways been his problem with the
band, but there was one noteworthy
interlude that reminded us how ea-
sily it ean be remedied.

This was “Everybody Loves the
Biues," which began with Ferguson
backed only by his brilliant guita-
rist, Tom Rizzo, who also spelled
mm with a fiery unaccompanied
solo. For a few minutes, energy and
volume gave way to passion and
prudence. Eventually the full or-
chestra joined in, with Nu:k Lane
taking a solo on the superbo)
combination valve and.

arrange-
ments, that one tends at times to Trumpﬂnkamrd?mummmwisrshattmuafmm Wedmadnyeuemngat
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BY LEONARD FEATHER

“NIGHT PASSAGE" Weather Report
Columbda JC 30793,

esther Report's 10th albuim th as

many years is one of #s most

masterfully crafted and possibly
the most accessible of them all in terms
of popular appeal.

Joe Zawinul's command of lextures.
not only at the synthesizer but in his use
of the entire group's coloristic possibili-
tes. has never been more vividly dis-
played than in such originals as the title
tune and the concluding *‘Madagascar.”
He composed five of the eight cuts; the
others are Wayne Shorter’s “Port of En-
try,” with its Latin-space-music aura;
Jaco Pastorius’ “Three Views of a Se-
cre,” and the ringer in this set. “Reckin’
in Rhythm,”

swinging
Shorter’s tenor, and for the amazing de-
gree 1o which Zawinul succeeds in syn-
thesizing the Ellington band's ensemble
sound. g

The success of this and other cuts is
due In no smwall megsure to Peter Er-
sikine. That he brought o this group a
jazz background ns big band drummer
(with Kenton and Maynard Ferguson)
becomes maore evident and more signifi-
cant in the new LP. “Night Passage,” for
instance, opens with o straight, kicking
four -beat behind a surprisingly tonal
theme, .

The slow, stately “Dream Clock™ is the
only track on which Shorter switches
from tenar 10 soprano sax. He is afforded
enough space to establish himself, warm-

WEATHER'S FINE IN FUSION LP

Joe Zawinui composes and werks the
synthesizer for Weather Report.
s et L4

ly and vibrantly tn “Dream® Cloek s
S:nflly and ferociously on tenor w}_ :

ty.” aacd

Pastorius, again, is a phenomenon in
his bass forays, notably in tandem with
the percussionists ( Robert Thomas Jr. on
hand drums and Erskine) in the Shorter
piece. : g
One can only hope that Weather Re-
port, after undergoing numerous meteor -
ological shufts over the past decade; will
retain its present personne! indefinitely.
More than any other unit in cotempora-
Ty music, this umque ensemble is bring-
ing genuine meaning to the much ma-
ligned term fusion. Four-and-one-half
stars. O

e S ———————————
- JAZZ ALBUM BRIEFS ;2

_ JAZZ™ Various Artists, Columbia
Ire recommendation than a few samples of
Hertue Hancock and Chick Corea duetting
¢ Halls"™ with Woody Shaw:; Duke Elling-

',-_;‘ d in “Santa Claus Is Coming ta Town,” and
i "Bige Xmos,™ Dorough's lumorous trade against the
commercialization of the holidey. The uitimate Christ-
mas albun, and not only for jazz fans.

~LEONARD FEATHER
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