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Jazz"). He brought to the keyboard the
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mmmlmmmm

;




SUNDAY, DECEMBER 14, 1980

CALENDAR

Judy Roberts’ ambition i to “reach a lot of people
who wouldn't ordinarily listen to jazz . . ."

A DATE WITH
JUDY ROBERTS

BY LEONARD FEATHER
(Y ou know,” said Judy Roberts, “3 lot of lady

interviewers want me to say that I've been

iscri ted against, that it's been

really hard being a woman in the music business; but

the truth, I've found, is just the opposite. In most cases if

a guy and a girl go to get a job, they'll probably giveitlo

the woman, just because she’sa commercial commodity.

So 1 figure, it they're gonna exploit me, I'll exploit them
right back and take the gig.”

Judy Roberts—former self-styled class hippie at a
Chicago high school and drummer in the school band,
former resident pianist for five years at the London
House, present owner of a spot on the jazz charts with
her album “The Other World” (Inner City IC 1088),
speaks with authority. She also speaks with great rapi-
dity, as if she had just emerged from a six-week crash
course in speed-talking.

Allhoughttmmhmﬂithemccessofherrecord
that the American jazz audience at large became aware
of her, Roberts is no newcomer. Now a few years into
her 30s, she has been playing the nightclub circuit—half
the year in Chicago and the rest on the road—for so long
that her reputation as a new discovery has ironic over-
tones.

“My father, Bob Loewy, is a jazz guitarist who wrote
arrangements for Fletcher Henderson and played with
Art van Damme,” said the quondam Judith Loewy. “Sol
was born into that scene, and by osmosis I learned thou-
sands of songs; my dad and I would go through all the
song books—Cole Porter, Ellington, Rodgers & Hart—
and in my spare time I'd listen to records by Bill Evans
and Oscar Peterson until I could duplicate them note for
note.”

Sexism in reverse helped her land the first profes-
sional engagement. “I went to a gig with this bass play-
er | was dating—1 was 17—and the piano player didn't
show up, so guess who jumped in? The club owner
thought it was such a phenomenon to have a lady piano
player that he forced the band to fire their pianist and
hire me. How's that for discrimination?”

That was the start of her career, though she had not
yet seen the end of her education. Her high school
mdumwmodthatshewaseﬁ&atschnlammm_
colleges, but turned them down in favor of a tour
with a musical revue. Later, she attended Chicago
Teachers’ College for one semester, and subsequently
two impatient years at Roosevelt U., where she would
sneak out of classes to practice or work up arrange-
mentsinam room. A, TE A g

She studied music officially for a while, but becauseof

the long years of informal ear-training with her dad her-
reading ability has remained limited. “As far as classical
training, I can’t even finger a scale correctly.”

1f the acquisition of a piano style and technique came
about casually, the start of her career as a singer was

PHOTO BY STEVE KAGAN

eVen more Iortuitous. L Was playmg in some sleazy bar
ymer asked me to sing’
nat I didn’t sing at all. |
' of this character, |

inal

sing and live.

“After that experience, 1 thou
can sing that, 1 may as well
gongs. So the next song 1 N
“I'wisted, which is one of thel .
learn. In those days you didn't find afl the
on the back of the album. Se L had'io listen (o Twisted' a |
sillion times before I got italldows®s . &

She has gualifications about her power asa vocalist,
even though her singing has been central to the success
of the album. 1 never thought I had*a real yeice, and
still don't believe I have a ins nt like Ella or
Sarah. However, I have real good phrasing, my intona-
tion is OK, and I know how to deliver a IyFic; so at least |
now enjoy hearing myself, éven though there are times
when I'd love 1o open my mouth and heara real Barbra
Streisand power thing happening.”

Her record career took some 15 years to get off the
ground, a situation she attributes to "bad record kar-
ma.” When she was 19, Ray Brown, then in Chicago
with the Oscar Peterson trio, was impressed with her
work. “Ray wanted to manage me; we did an album
together. which he produced, for Limelight. They
signed me, and the moment we finished making our al-
bum, the light went out at Limelight; the label folded.
But can you imagine me, listening worshipfully to Oscar
Peterson and then getting to record with his bassist?
That was like starting at the top, and from then on, ev-
erything was downhill.

“In 1974 my manager and Neal Seroka, my guitarist,
came out to Los Angeles with me to try to get a pop rec-
ord contract with Warner Bros. Bul it became revolting
to me; [ found it degrading what one had to go through |
to become a pop star, Art for art’s sake has to go com-
pletely down the drain.”

Disgusted, Roberts returned to Chicago, where she
had a big following. She formed a combo and decided to |
put out her own album on her own label. “Neal and I—
we're partners—produced it, did the art work and ev-
erything. | shlepped the records around, bringing them
tu the stores, and sold 10,000 copies in Chicago alone,
right out of the trunk of my car.”

These developments reached the attention of frv
Kratka, head of Inner City Records in New York. Krat-
ka took over the rights to the record and signed Roberts
to a three-record contract. “The Other World" is her
first release under that arrangement.

1] 1_.-n 1 " -
some of my favorite
‘was Anmie Ross'
mhm lyrics o
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o much happens in the course of the nine songs

that there might have been a danger of spreading

herself too thin by trying to please everyone. In-
stead, the eclecticism has paid off by providing some-
thing for a wide range of tastes. On the title tune, and f§
again on “Rainbow in Your Eyes,” she sings wordlessly
while playing the synthesizer. Horace Silver’s “Senor
Blues” is an appealing crossover track; Thelonious
Monk’s “Round Midnight™ is simply Roberts singing,
backed only by her sensitive piano.

The surprise cut is “Last Tango in Paris,” which she
sings in English and French, despite the fact that the
song originally had no French lyrics. “1 do speak some
French, and a good friend of mine, a professor at North-
ern Illinois University, who has been enchanted with
the song for years, put words to it especially for me.”

Roberts’ use of the electric keyboards and synthesiz-
er is a development that grew out of necessity. “Around
1970, when I'd been at the London House for-quite a
while, I realized that was the only elubin town that had
a great piano. So, given a choice between a horrible,
beat-up grand and a perfectly well kept, in tune, work-
ing electric piano, I decided to goelectric.”
put her in a position of potential influence. “My bizarre
goal,” she says, “has been Lo cross over to the point
where you can reach a lot of young listeners, people
who wouldn’t ordinarily listen to jazz, and then throw
Thelonious Monk or Horace Silver at them.

“We played a club in Michigan once where the peo-
w-iswmuq‘%m teard of Duke Ellington. So 1
started playing “Take the A Train’ and all the other
stuff, and now when I go back there, they request all

“So that's my little mission in life—to bring Duke and
Horace Silver and all thoge other great people to the 18-
-}‘w-d.d-m-"ﬂ L
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PAT METHENY TAKES TO INTIMATE SETTING

3 sieady mz= pules then in their Jarvet: days

The quariet suffered from mecfickent, In {act almo
nonemstent interplay betwven Metheny and Redman
When the litter soloed, Metheny, for the most part, lad
out, and during Metheny'y aclos Hedmas was not even
on stage. Twao such pfted performers surely could have
found mgenious way? 0 cross swords, by ad-libbing -
mulianeously or by mepportung one another. They were
heard together only n brief opening and closing state-
ments

In short. 3 high level of artistry called for a preater
measure of !m"!her"‘l‘*‘! It's too bed tse combo's short

8 Part VI/ Wednesday, December 17, 1980
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more of

By LEONARD FEATHER

he concert presented by Pat Metheny Monday
evening at McCabe's in Santa Monica differed

strikingly from some of his previous local ap-
pearances. The vepue, much asmaller and more intimate
than anta Monica Civie where he was reviewed
last vear, was an advantage. The personnel were totally
different and closer o straight jazz.

The sidemen were Dewey Redman on temor sax
Charlie Haden on bass and Paul Motian on drums. Per-
haps coincidentally, all three were members of the
Keith Jarrett Quartet in the middle and late 1970s. The

h‘ e

- ¥ hae with
character of this group, however, s closer to that of the  'OUr BAs :"‘M ) :':' ooy <ty wark ‘:ﬂ"“"":f:_’
Ornette Coleman combo of which both Haden and Red- ©0uld have Weided this nto & Unil mowe comp Wy
worthy of their musicianship

man are alumni the skelchy, quirky themes, played in
unigon, recalled some of Coleman’s early works

Metheny's astonishing technique at times is put 0
sparkling use, particularly when he gets into a hard-
driving jszz bag with a solid four-beat support from bass
and drums, Al Limes he uses too much reverb, and on
the third of the evening’s six long numbers he swilched
guitars and resorted to thin, whining syntheszer ef.
fects.

Redman provided some of the most affecting
moments, notably on a harmonically attractive uniden-
tified ballad in which he used oc¢casional staccato notes
reminiscent of Sonny Rollins. Haden's mastery of the
upright bass is just about unsurpassed; Motian, when not
soloing excessively, worked well with hum, providing

e

Guitarist Pat Metheny plays solo number during his appeerance—with several sidemen—at McCabe's.

o
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| 'PLUCKING FOR PLEASURE IN A PASTA PALACE

! ‘ByLEONARDFE&THER vas by Pisano. One seemed so ideally suited to the Latin
: new group, formed casually and due tobe heard  Pulse that fhcould have been written by Antonio Carics

e g i

j only rarely, has been organized around the gui-
tars of John Pisano and Qscar Castro Neves,
,tbeat known for their work with the Tjuana Brass and
.+ Sergic Mendes respectively.
In those bands thev played in large halls for mass
» consumption; at Mulberry Street, comfortable Studio
Jﬁlypmmmnwhereumxbaveworkedlhepasttwu
JWMWWR!MQWMMW:
Jpleunre The difference is incalculable.

8 Both men are virtuost; both employ ampiification so
5&1:@111 that the effect is virtually acoustic. Castro Neves
prefers a lighter, more attenuated sound, but the blend
# of the two guitars is enchanting and their interplay con-
5 » stantly fascinating.

Though most of the songs have a Latin beat of one
‘kind or another, the sources are diverse. After Stevie
Wonder's “Looking for Another Pure Love" they
' played the haunting Argentinian waltz “Some Time

*. Ago,” several Brazilian tunes and two original bossa no-

-.1vrt_s

Jobim, thotigh in fact it was Chopin's Prelude No.5inC
Minor, based on a harmaonic pattern ideal for improvisa-
tion. .

The understated beauty of this inspired pair was sup-
ported by the solid hass of Chuck Domanico and the of-
ten subliminal percussion ( mostly congas and cowbells)
of Ron Powell,

Ammmmmymmwmdm.
During the second set Powell brought out a cuica and
played a solo on “One-Note Samba" —probably the only
song. aside from “C-Jam Blues,” capable of being per-
formed on this minimally melodic instrument.

Whether one manis soloing while the other feeds him
gentle rhythmic accents or both are engaged in intricate
unison or harmony lines, Castro Neves and Pisano are
as compatible as Castor and Pollux. Their partnership.
combined with the ambience provided by an attentive
audience at Mulberry Street, will be suspended over the
holidays but m:a:.‘rwmmu Wed-
nesday regulars.

__i_g-r—_—_“—
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- BIG BAND SOUND

WITH FRESH COLOR
BY LEONARD FEATHER

“BOB BROOKMEYER WITH MEL LEWIS AND THE
JAZZ ORCHESTRA." Gryphon G-912. “BOB BROOK -
MEYER AND FRIENDS.” Columbia PC. 36804,

hat Mel Lewis lost an invaluable partner when

Thad Jones guit as co-leader of thetr band 15 be-

yond guestion. However, Bob Brookmeyer, who
wrote for the band occasionally in its early years, now
brings to the Lewis ensemble a fresh and strikingly at-
tractive charactler.

The "shape; form, color, attitude and structure” to
which Brookmeyer refers in his liner notes are present
in this set of his six original works (and his arrangement
of “Skylark"), recorded live at the Village Vanguard,

The three pieces on the ficst side. “Ding, Dong Ding.!
“First Love Song™ and “Hello and Goodbye,” were lo/
vingly crafted and beautifully textured, anﬁ !
room for solos by pianist Jim Ltgﬁeﬁyaﬁ"ﬂﬁd 3
saxophoriists. It i= on Lthe B side that the album reachs
its zenith, with Brookmeyer himself on valve trombore
and Clark Terry on {luegethorn as guest solosits.

In "Bl Co,” & 16-minute suite, Terry displays the mor
serious and totally creative side of his personality, ai
opposed to the cheerful, often humorous aspect that
delighted his fans over the yedrs. “The Fan Club,” an+
other splendid frame for the two soloists, recalls the in<
fectious spirit they generaled as co-leaders of a q'ui‘ntel
in the 1960s.

1f there was any doubt that Lewis could keep up the
high standards of this orchestra as sole leader, they are
dispelled here with Brookmeyer's and Terry's help)
Here 15 big band jazz as it needs to be composed and in-
terpreted in order w survive through the end of the
century. Five stars,

The “Bob Brookmeyer and Friends" LP shows the
trombomist in a different time, place and setling, leading

flos Angeles Bimes
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" AKIYOSHI/TABACKIN
AT MAIDEN VOYAGE

By LEONARD FEATHER

3mmmhmﬁgwymemm
Omw aul hgn ' bring
‘ne¢ can only that 1981 will finally br -
“hllﬂ'l‘azgkm ane:ddiﬂma! award: the coa:tl-riyo-
coast. tours frequent campus eoncerts that ha
long been their due. v L

might have eluded us.

t the Maiden Voyage over the weekend it was a
mﬁ rejoicing. Eeﬁ':tﬂxhk‘e Boulevard club
completed s first year of operation.
For the Toshiko Akiyoshi/Lew Tabackin Big Band,
working the room as it did exactly a year ago, the cele-
bration was three-

=S ———1

,’ v, r' ) 3

an amazing combo of stars: Stan Getz, Herbie Hanco
% 'hm1 &H}JOUCS_ and Ron Carter.

Evidently rk.” wap already one of Broo
mever's favarite songs in 1964, for he included it he
The simple beauty of Hancock's work, and of Burtot
yibes, along with the gentle virtuosity of the two hor
men; takes them through “Misly,” "Saemetime Ag
(one of the prettiest jazz waltzes) and three origina
without an uninspired moment.. A very welcon
reissue, Four and-one-half stars.

“WALK ON THE WATER.” Gerry Mulligan and hi
Orchestra. DRG SLC 5184. What a joy i is to hear Mulli,
gan again in control of a full-size orchestra, as baritone
and soprano saxophonist, arranger, and, on four of the
seven tunes, composer. His smooth; flowing melodies
and the understated beauty of his orchestrations have
seldom been more convineingly expressed.

Mitchel Forman, 24, makes a promising record debut
as composer (“Angelica”) and pianist. The rhythm sec-
tion swings effortlessly without boasting noisily of its
presence. bt

“Across the Track Blues” is a unique cul: an Ellington
work for which the orchestral passages were trans-
cribed note for note from Duke's 1940 classic, which age
has not withered. Five stars.

“LUNCH IN L.A." Tete Montoliu. Contemporary
14004. A somewhat disappointing addition to the rec-
orded annals of the Spanish pianist, most 6f whose best
albums have been made in the company of @ stimulating

rhythm section. Here he is unaccompanied, and there |

are times when his left hand sounds lonesome. The best
track by far is “Put Your Little Foot Right Out,” for
which he does have a companion—Chick Corea, indulg-
ing with Montoliu in some witty, imaginative four-hand
interplay. On average, though, it's a three-star set.

“STEP. LIGHTLY."” Blue Mitcheil
LT-1082. Once again, something of value from Blue
Note's seemingly bottomless vat of hitherto-unreleasec
treasures. Mitchell had with him Joe Henderson on ter
or, Leo Wright on alto, Herbie Hanceck at the pianc
Gene Taylor on bass and Roy Brooks on drums. Th
blues or quasi-blues material 1s conventional, bulil iso
listening to his lyricism in interpreting "Sweel an
Lovely" or “Cry Me a River” that we realize how decpl

, ing her compositions with precision and pas-
sion, the band Saturday demonstrated how fully tg::e
mlgmmw ;

Tabackin, as always, is the key individual figure
Whether playing an exotic modal fiute soloin the Asian
-inflected “Autumn Sea,” or collaborating with the four
other flutists, or blowing up 2 hurricane on tenor sax in
“Chasing After Love," he continues to reinforce his re-
putation as one of the most brilliant improvising artists
e, oV

: moments, though, and Akiyoshi's too, were
: 1 the heartf cations of “Farewell.” This
eulogy for Charies Mingus, with its movingly chorded

piano solo by Akiyoshi, brings out in spiendorous tex-
tures her unique sensitivity as a distiller of moods.

Despite the band's recent six-week hiatus, during

! toured with a trio while Akiyos ciyoshi wrote
vel. Even the sax soli passages, with a

i

.‘
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POP/JAZZ BRIEFS

“SOLO." Vinny Golia. Nine 0104. (Nine W
Records, 11609 Pico Blvd, 9008 m‘m ﬂ
Sax—one at a time, entirely unaccompanied throughout
the album. Whether such horns are suited for sgﬁa use
over such extended period has not yet been proved con-
clusively, even by Anthony Braxton, Goliz might better
have shown his self-sufficienicy by going to the con-
siderably greater effort of overdt two or three
parts, as Bill Evans and Gary Burton did so successfully.
This lonely walk through the woods and winds is a
brave experiment, no more. One star.

“flute to bass

Mitchell is missed. T_hree-and-a-haif slars.

“PATHS BEYOND TRACING." David Friesen. Ste«
plechase SCS 1138. Friesen plays bamboo flute brief
(without overdubbing), and there are a few pseud
percussion effects, but essentially this consists of
minutes of-solo bass violin. One of the most eminent/e
ponents of the instrument, he maintains an astonishit
level of virtuosity, and the sound of his 1795 bass viol
is super. Still, the appeal for the album will mainly |
limited to fellow-bassists. Unrateable. O

_______—LEONARD FEATHER

\2/25

flos Angeles Jimes

Blue Note

y 2

;
|

el

e o v o

e - A

| EREDA PAYNE AT THE PARISIAN ROOM
| By LEONARD FEATHER . , : S
| fside the often brash, forceful personality of Freda

on “The Lady Is  Tramp" with it itagerald-like end-

thatof sense, less quantitatively. In these more

times she could surely to §
and set her sights a little higher.

sophisticated
afford to shrug off “Band of __
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N AUGUST OF 1955, Rarry Doyle Hasris

made his recording debut as a sideman
on a session under the direction of trum-
peter Donald Byrd. The record was taped
in his native Detroit, where Harris already
had gained a measure of experience and
acceptance, but it would be more than five
years until he made his entry into the big
leagues by moving to New York. As a pian-
ist, composer, and teacher, Harris has
enjoyed the respect of his contemporaries
since that pivotal paint, where, after leav-
| ing Detroit with Cannonball Adderley and
| touring for some six months with the Ad-
derley quintet, he decided the time had
come 1o settle in the Big Apple.

Born December 15, 1929, Barry began
taking piano instruction at the age of four
from his mother, who had extensive
experience as a church organist. A brother
and three sisters all studied, but none
became professional musicians. As a child
he was attracted to boogie-woogie, for this
was the fashionable new keyboard idiom
of the late 1930s; but by the time he
worked in a band that won an amateur
show at the local Paradise Theatre, he had
become aware of Bud Powell, Charlie
Parker, and the other pioneer beboppers.

That was in 1946, by which time Hank
Jones and some of the other promising
young Detroiters, all of them inspired in
greater or lesser degree by the bop revolu-
tion, had moved on 10 New York. Barry's
first significant break in his home townwas
a job as house pianist at the Blue Bird, the
city’s best known jazz room. Working
there, he served as accompanist for fluegel-
horn player Thad Jones, saxophonist
Sonny Stitt, and saxophonist Wardell Gray
among others, In 1955 he put in three
months with Miles Davis,

Barry's first extended trip out of town
was with the Max Roach Quintet in 1956,
in which he took over the chair of Richie
Powell (Bud's brother), who had been
killed in the same automobile accident
that took the life of trumpeter Clifford
Brown. The job lasted only two months;
Harris then returned home 10 Detroit and
the Blue Bird, playing in a combo led by
the bassist Alvin Jackson.

By 1957 Barry was beginning to gain a
strong reputation around town as a sort of
bebop guru. In 1957 he began working at
the Rouge Lounge, where the visiting
hornmen induded some of the dominant
saxophonists of the day: Lester Young, Lee
Konitz, Ben Webster, Flip Phillips. Around
this time he started teaching on a formal
basis, developing his own theory of jazz,
and helping the careers of such youngsters

LEONARD FEATHER

PIANO GIANTS OF JAZZ

Barry Harris

as trumpeter Lonnie Willyer and saxopho-
nist Charles McPherson.

It was mid-1960 when Cannonball
Adderley hired Barry for his quintet. Dur-
ing and after his tenure with the group, he
recorded as a trio leader in the first of a
series of sessions for producer Orrin Keep-
news of Riverside Records. During the
next decade in New York, Barry often
worked with a fellow Detroiter, multi-
reedman Yusel Lateef, and in 1965 began
an ofi-and-on association with the “father
of the tenor saxophone,” Coleman Haw-
kins. He led his own trio or quintet in
nightclubs, played the Montreux Jazz Fes-
tival in 1970 with Lateef, and jour years
later wiote a series of arrangements for
performance by Charles McPherson with
a string ersembile at a concert in Detrost. In
recent years he has expanded his overseas
activities (a recent US. release was an
album on Xanadu [177] entitled Barry
Harris/Tokyo: 7976} and has been a regu-
lar favorite at such Manhattan night spots
as Bradley's

Though he has acknowledged the
giant contributions, and the influence on
him, of such pioneers as Bud Powell and
Tadd Dameron, for some admirers Harris is
particularly srongly associated with The-
lonlous Monk. He recorded one of the
finest versions of Monk's best known com-
paosition “ Round Midnight,” and himself
wrote an original entitled “Sphere,” which
5 Monk's middie name

When producer Herwi Renaud was lin-
ing up planists 10 interpret the work of
early bop composers for the Columbia
album | Remember Bebop [C2-35381), it
was appropriately decided that Barry Har-

54 CONTEMPORARY KEYBOARDVANUARY 1981

ris should be assigned 1o handle the Monk
segment. He recorded "Ruby, My Dear,”
“S2nd Street Theme." “In Walked Bud”
and the angular plece originally called “Fy |
Right™ but lster known & “Epistrophy,” an |
excerpt from which s shown here

Harris plays the theme, with is loping |
bass rhythm. much the way Monk intro-
duced it; then comes a chons of ad ibina
relatively orthodox bop style, after which
(at 1:36 from the 10p of the track) comes
the very Monk-like chorus shown at nght
Notioe the very spare use of chords, such
as the pickup leading into bar 1, used lor
contrast and never in series; the almost
10tal absence of quarter notes in the right-
hand line (they are always eighths fol- |
lowed by eight rests — or, i you prefer,
StACCato Quarter notes)

Syncopation s, of course, a central
characteristic in both the left hand (firgt
beat often antiopated) and the right, as are
occasional octaves for accentuation (ban 3
and 4). Note the siightly blurred run, very
Monk-like, in bar 16 Is it just two tripless,
or is there more to it? Even played at halt
speed it's a trifle bewildering. Harris must
ako be commended for avosding those
long strings of eighth-notes that charac-
terize some of the less inspired bebop
plaving. His intervaly seem 1o dance grace-
fully in unpredictable directions, upward
or downward (study bars 11 theough 16)

In addition to the album trom wihech
this plece was taken, | recommend the
two-LP set Stay Raghe Winh &, a collection
of Barry's best 1960-1962 sessiom in trio
and quintet settings. It & still available on
Midestone [M-<7050]
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PAT METHENY
McCabe’s,
Monica

Santa

AT Metheny's latest group

may have come as a surprise 1o
those who have not kept up with
his most recent venfures on
record. Playing at McCabe's in
Santa Monica, he offered a relati-
vely straight ahead jazz perform-
ance for which his sidemen were
Dewey Redman (tenor sax)
Charlie Haden (bass), and qul
Motian (drums)

Perhaps coincidentally, all

three were members of the Keith *

Jarretr quartet in the middle and
late Seventies. The character of
thus group, however, sounded
closer to that of the Ornette Cole-
man combo, of which both H.:
den and Redman also happe
to be members during the & xllc-s

The sketchy, quirky themes,
plaved for the most part in uni-
son, recalled some of Coleman’s
carly works. Occasionally there
would be an up tempo thematic
statement in astonishing three-
way unison, as the incredible Ha-
den played every note of the line
along with Metheny sand Red-
man

The guitarist, who
with a plectry
d i i‘\ CJ s u

ardry, sometimes to

worked
1 most of the time,
al technical wiz-
sparkling

Metheny and Jarrett men

effect — particularly when he got
mto a hard driving jazz bag with
solid four beat support from Ha-
den and Motian.

At tumes he used too much re-
verberation, and on the third of
the evening's six long numbers he
switched guitars and resorted to
thin, whining synthesizer effects

The quartet suffered from in-
sufficient . in fact, almost nonexis-
tent, interplay berween M ul-cnw.
and Redman. When the latter so
loed, Metheny, for the most mr\‘.,
laid our, and duoring Metheny's
solos Redman was not even on
stage.

Two such gifted performers
surely could have found inge
nous ways o cross swords, by
ad-libbing simuiranec ~L_-«’\ or by
SUppOrting one an
were h‘an. together
opening and closing staten

short, a high level «

to reopen Dances-

called for a greater measure of ==oc
togetherness. The combo’s short
tour has now ended, but it is to be
hoped that the four compatible
talents will be reunited soon, on
records or in person, and will be
able to weld this into a unit more
completely worthy of their

musicianship. LEONARD
FEATHER
won for their exit but witn wer vwn venu

opening for Rick Derringer at the Ritz.

N JAZZ: Leonard Feather

O
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Radio show jams

THE longest live jazz radio show in
history brought in 1981 with a bang as
National Public Radio’s **Jazz Alive!"”
beamed a series of programmes in stereo
live via satellite, from New York City’s
Seventh Avenue South, Detroit’s Dummy
George’s, Chicago's Rick’s Cafe Americain,
and San Francisco's Keystone Korner.

The festivities began at 9.30pm on New Year's
Eve and continued until five o-clock New Year’s
morning.

Starting the programme were the BRECKER
BROTHERS in the New York segment, hosted
by musician/author BEN SIDKAN; the Houston
Person ETTA JONES QUARTET from Detroit,
with NPR station WBGO's musical director

; JOHNNY HARTMAN and CLARK
TERE‘Y from Chicago, hosted by
pianist/composer B LY TAYLOR.

Finally from San Francisco listeners heard a
jam session from KEYSTONE KORNER with
DEXTER GORDON, SONNY STITT,
KENNY BURRELL, RED GARLAND, BILLY
HIGGINS, BUSTER WILLIAMS, WOODY
SHAW and ERNIE ANDREWS, with GERALD
WILSON and me hosting.

WOODY HERMAN has completed the first
volume of his “Woody Herman Preseats™
series for Concord Jazz Records.

Featured were WARREN VACHE, DICK
JOHNSON, clarinetist EIJ1 KITAMURA,
SCOTT HAMILTON, CAL TJADER, Woody
and a rhythm section composed of DAVE
Mc'KENNA, JAKE HANNA and BOB MAIZE,

WOUD‘(' SHAW left recently for Japan with a
new quintet comprising STEVE 'IP
(trombone), MULGREW MILLER ( lanu},
TONY REEDUS (drums), and STAFFORD
JAMES, bass,

'I"HE New Orleans Jazz and Heritage Festival,
now in its 12th year, will be held on May 1 to
May 10 at several locations, including the infield
of fhe Ihrpbﬂnd S tace tr-’ac&

- Yo mi

ring In New Year

Sonny St — featured i Jazz Alive jam ses-
SION.

Among those already signed are JAMES
BROWﬁ, BETTY CARTER, CABR CALLOWAY
and NANCY WILSON.

Afncan Arts and Crafts will again be presented
at Koindu, a market place within the festival,
along with performers from Africa and New

T T CUAS




jazz
T the risk of being called a
Polyanna, I feel obliged to say it
again: this was a very good year for
jazz.

Undoubtedly those musicians who are
still waiting for the recognition or the
material reward they deserve will scoff at
the suggestion that 1980 began, continued
and ended on an upbeat, yet certain facts
speak for themselves.

Jazz is being recorded at an unprecedented
rate. True, more musicians are haviag to turn to
independent labels, or to start their own
companies; granted, Columbia has dropped
several of the jazz artists who allegedly failed to
measure up to the requisite sales Lallies

Nevertheless, artists of every stripe are getting
to record, and if the jazz student is eager enough,
he will find & way to purchase even the most
obscure mail-order item.

And jazz festivals continue to proliferate
around the world. The Sydney Jazz Festival is
now an annual event; from December, 1979, to
May, a procession of celebrated jazzmen played
week-long gigs at the Club Med in Dakar,
Sencgal; John Lewis, the composer and pianist,
produced a successful festival at Wolf Trap
auditorium outside Washington, DC, which has
also been declared annual; Montercy, where
Lewis also officiates as musical director, had the
biggest attendance of its 23 years and the best
musical line-up in several; Newport, pereanially
successful, now fecls it can afford to preseat
mare svant garde jazz and free style music in
small halls, and even in Town Hall.

Bat the Charlie Parker tribute concert at
Camegie Hall was among the festival's most
widely hailed efforts.

In Hollywood, the Playboy Festival triumphed
at the Bowl, racking up the biggest two-aight non-
charity-event gross in the history of the
amphuthestre, George Wein, producer, followed
it up with a series of summer concerts that
established what will become another yearty
ritual.

Throughout the summer, thanks to Nice and
scores of other festivals all over the Continent,
you could scarcely find an American jazzman in
America,

It was an encouraging year even for many
musicians and composers short of funds.

For the first time, jazz grants topped the million
mark as the National Endowment forthe Arts
awarded 1,356,329 dollars to such individuals and
organisations as pianist Barry Harris and
trumpeter Jimmy Owens (15,000 doliars each),
saxophoaists James Moody and Jimmy Grufire

10,000 dollars aptece), trumpeter Bill Berry
(5,500 dollars), singer Sheila Jordan (3,800
dollars), the National Jazz Foundation (40,0600
dollars), and the University of Alaska (7,000
dollars), to name a few out of well over 200.

THE profusion of estimable talent makes it all
but impossible to single out one individual in
some arcas. To state categorically that Joe Pass
or B. B. King or Pat Metheny or James “Blood™
Ulmer was ihe guitarist of the year would be
spurious. Still, a few men, womes or groups
deserve special kudos:

COMBO OF THE YEAR: Weather Repost
Their last two albums, “8:30™ and particulariy the
just-relcased “Night Passage”, both on
Erdoembia, attest 1o the durable strength and

ol the jazz

creativity world s loremost [usion
famaly.

BAND OF THE YEAR: Mel Lewis and the
Jazz Orchestra. 1 have only heard them once live
since Thad Jones left, but the new album of Bob
Brookmeyer's compositions (with Brookmeyer
and Clark Terry as guest soloists) show that there
is plenty of life and artistic validity in this 15-year-
old ensemble, even though every original sideman
has departed, as has one of the original leaders.

v L GROUP OF THE YEAR: Mashattan
Transfer. Their gradual transition from
lightweight entertainment to a more frequently
pure jazz orientation fills 2 gap in an area that had
all but dried up since the halcyon days of
Lambert, Hendricks & Ross.

SOLOISTS OF THE YEAR: Arthur Blythe
and Richie Cole. Both happen to be alto
saxophonists, but the contrast is obvious. Blythe
has worked in a wide variety of contemporary and
avant garde settings with McCoy Tyner, Lester
Bowie, Gil Evans and Jack De Johnette. At 40, he
is finally coming into his own with such
provocative and creative albums as “Tllusions™,
his latest on Columbia. Richie Cole, who stems
more directly from Charlie Parker, via Phil
Woods, blends neo-bebop with a welcome strain
of humour. X

INNOVATION OF THE YEAR: The World
Saxophone Quartet. Founded earfier, but firmly
estublished in 1980 via appearances at the
Newport Festival, etc. These four saxophonists
of the free jazz school work together as a
stimulating, panied team. (Their rhythm
section is ﬁa your head.)

COMEBACK OF THE YEAR (reimported):
Slide Hampton. After spending most of the
seventies in Berfin, this brilliant
composer/arranger/trombonist took a while 1o re-
establish himself at home, but this year he :
triumphed twice, first directing a Dizzy Gillespic
big band reunion at Wolf Trap, later playing his
own works with the Tokyo Union Orchestra at
Monterey,

COMEBACK OF THE YEAR (domestic):
Buddy De Franco. The jazz public nceds to be
reminded of this astonishing clarinettist, whose
greatest success this year was scored in London,
teamed with vibraphonist Terry Gibbs. (They
also taped a TV special in Hollywood. ) This
partnership should be recorded for posterity.

BOOK OF THE YEAR: “The Arrival Of B.B.
King" by Charles Sawyer (Doubleday, 14.95
dollars). The definitive blues/jazz biography,
bringing the subject into sharp focus. Aftera
captivating first chapter depicting life on the road
with B.B, and the band on the bus, Sawyer goes
back to the 1925 beginnings in Mississippi and
tells, in illuminating narrative style, the story of
King’s life, hard times and eventual triumphs,

It was
a very
good

year

Leonard Feather
looks back at the
best of 1980 on
the U.S. scene.

Ak noo vou'd like the book. B. B. King pets

mto Feather's 1980 awards was an autobiogra-
phy.

Ten best albums

Toshiko Akiyoshi-Lew Tabackin Big

Band, “Fareweil” (RCA RV.J 6078).

Arthur Blythe, “Nusions” (Columbia JC
)

36583).

George Cables, “"Cables’ Vision™
(Contemporary 14001)

| Bill Evans, Wil Meet Agein™
{Warner Bros HS 3411).

Bill Henderson, “Street of Dreams”
(Discovery DS-802).
Bobby Hutcherson, “Un Poco Loco”
{Columbia FC 36402).

Carmen McRae-George Shearing. “Twa
For The Road” (Concord Jaxz CJ-128).
Sam Most, “From The Attic of My
Mind"* (Xanadu 160)

Bobby Shaw, “Outstanding
Fisld” (Inner City, IC 1077). 3
Weathaer Report, “Night Passages’™
{Columbia JC 36793)

in His

and offers an extended perceptive analysis of his
personality.

HONORARY ALL TIMES MOST-MISSED
MAN: Miles Davis, who has ncither had a record
out nor performed in public since early 1975.
However, in a phone conversion last week be told
me that a record project he had started, before he
was sidelined by more problems with his leg and
thigh, may be resumed soon. Happy healing,
Miles.

BLUE NOTES OF THE YEAR: The losses of
Bill Evans and Barney Bigard are still fresh in our
minds, on a mental list that includes Jimmy
Forrest, Duke Pearson and too many others.

OUTLOOK FOR 1981: More festivals, more
records and a flow of creative music by gifted
youngsters, thanks in many cases to the colleges
where jazz education continues to grow. Unless
the economy deteriorates further than is
expected, even the night clubs will survive.

S
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t the risk of being called a Pol-

lyanna, 1 feel obliged to say it

again: This was a very good year
for jazz.

Undoubtedly those muﬂthn who are
still waiting for. the n or the
material reward they deserve will scoff
al the suggestion that 1980 began, con-
tmued and endéd on an upbeat, yet cer-
tam facts speak for themselves.

Jazz is heing recorded at a rate unpre-
cedented in fts history. True, more and
more musicians are finding it necessary
to turn Lo independent labels, or to start
their own companies; granted, Columbia
has diopped several of the jazz artists
who allegedly failed to measure up to the
requisite sales tallies. Nevertheless, one
way or another, artists of every stripe are
getting to record, and if the fazz student
i8 eager encugh, he will find a way to
purchase even the most obscure mail-or-
der item.

A second plus far the vear: Jazz festi-
vals continue 1o proliferate around the
world. In January, I was present at the
first Sydney Jaza Festival, which was
promptly elevated to the status of an an-
nual event. From December, 1979,
through last May, a long procession of
celebrated jazzmen played week-long
gigs &t the Club Med in Dakar, Senegal.

John Lewis, the composer and pianist,
produced a successful festival at Wolf
Trap auditorium outside Washington,
D.C. That, too, has been declared annual.
Monterey, where Lewis also officiates as
musical director, had the biggest atten-
dance of itg 23 years and the best musical
lineup in several. Newport, perennially
successiul, now feels it can afford to pre-
sent more avant-garde jazz and free-
style music in small halls, and even in
Town Hall. But the Charlie Parker tri-
bute concert at Carnegie Hall wasamong
the festival's most widely hailed efforts.

In Hollywood, the Playboy Festival
triumphed at the Bowl, racking up the
biggest two-night noncharity-event
gross in the history of the amphitheater.
Producer George Wein followed it up
with a series of summer concerts that
established what will become another
yearly ritual.

Throughout the summer, thanks to
Nice and scores of other festivals all over
the Continent, you could scarcely find an
Amerl@n;azmanin America. -

"It was an encouraging year even for
_many musicians and composers seeking

funds, For the first time, jazz grants -

topped the million mark as the National
Endownient for the Arts awarded $1,-
356,329 1o such individuals and organiza-
tions as pianist Barry Harris and trumpe-
ter Jimmy Owens ($15,000 each), saxo-
phonists James. Moody and Jimmy Gi-
uffre ($10,000 apiece), trumpeter Bill
Berry ($5,500), singer Sheila Jordan
($3,800), the National Jazz Foundation
(840,000), and the University of Alaska
{ﬂﬂ} to name a few of more than 200.

"these thoughts are a prelude to my
16th annual Golden Feather
.~ awards, and were written while
for time, since the profusion of
estimable talent makes it all but impossi-
ble to single out one individual in some
area. To state categorically that Joe Pass
‘or B.B. King or Pat Metheny or James
(Blood) Ulmer was the guitarist of the
year would be an apples-vs.-oranges-
'v§.~pears-vs.-plums comparison. Still, a
few men, women or groups deserve spe-
ﬂﬁ!kﬁdos

JAZZ

IT"WAS AN UPBEAT YEAR: NEW
LABELS, FESTIVALS, GRANTS

BY LEGNARD FEATHER

COMB(OF THE YEAR: Weather Re-
port. Its tho last albums, "“8:30" and more
particulafly the just-released ‘‘Night
Passage,"both on Columbia, attest o the
durable #repgth and creativity of the
jazz worldsforemost fusion family.

BANDOF THE YEAR: Me! Lewis and
the Jazz Orchestra. I have only heard the
Orchestra gnce in person since Thad
Jones left but the new album of Bob
Brookmeyer's compositions (with
Brookmeyerand Clark Terry as soloists)
show thalthere is plenty of life and artis-

tic validityin this 15-year-old ensemble,

even thogh every original sideman has
departed,ashas one of the original lead-
ers.

VOCAL GROUPS OF THE YEAR:
Manhattan Transfer. Its gradual transi-
tion fromlightweight entertainment to a
more frégently pure jazz oOrientation
fills a gapfn an area that had all but dried
up sincethe halcyon days of Lambert,
Hendricksg Ross.

SOLOKTS OF THE YEAR: Arthur

Blythe and Richie Cole. Both happen lo
be alto saxophonists, but the contrast is
obvious. Blythe has worked in a wide
variety of contemporary and avant garde
settings with McCoy Tyner, Lester
Bowie, Gil Evans and Jack De Johnette.
At 40, he is finally coming into his own
with such provocative and creative al-
bums as “Illusions,” his latest on Colum-
bia. Richie Cole, who stems more directly
from Charlie Parker, via Phil Woods,
blends neo-bebop with a welcome strain
of humor. i

INNOVATION OF THE YEAR: The
World Saxophone Quartet. Founded ear-
lier, but firmly established in 1880 via
appearances at the Newport Festival etc,
These four saxophonists of the free jazz
school work together as a stimulating,
unaccompanied team. (Their rhythm
section is in your head.)

COMEBACK OF THE YEAR (REIM-
PORTED): Slide Hampton. After spend-
ing most of the 1970s in Berlin, this brilli-

Jant; eomnoserfamwﬂq bonist took

Arthur Blythe, left, gets Leon
Feather’s vote as one of two tep sola
of 1980, while biography of B. B. K|
right, was named definitive blues/
work. Mel Lewis, lower left, and
orchestra were named the best ba

a while to reestablish himself back ho!
but this year he triumphed twice, first
recting a Dizzy Gillespie big band re
fon at Wolf Trap, later playing his ¢
works with the Tokyo Union Orche
at Monterey.

COMEBACK OF THE YE
(DOMESTIC): Buddy de Franco.
jazz public needs to be reminded of
astonishing clarinetist, whose gre:
success this year was scored in Lor
teamed with vibraphonist Terry G
(They also taped a TV special in H
wood.) This partnership should be
orded for posterity.

BOOK OF THE YEAR: “The A
of B.B. King" by Charles Sawyer
bleday: $14.95). The definitive blut
biography, bringing the subjec
sharp focus. After a captivatin
chapter depicting life on the ro
B.B. and the band on the bus,
goes back to the 1925 beginnings ~
gissippi and tells, in illuminating %
tive style, the story of King's Hn:
times and eventual triumphs, araq
an extended perceptive analysiZ
personality. a

Among several long and helj
pendices are reproductions of aha>;

report sheets, from the daj<

details of plantation orﬂenlzau-_-,
Iynchings; even a reproduction ar
nical analysis of a King guitar s«
cinating for anyone who reads m
nally, a discography from 194

neither had a record out nor perfor
public since early 1975. Howeve
phone wnvmaﬁmhﬁmekhet
that a record project he M“Q‘
fore he was sidelined by more prﬁ
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CRITIC AT LARGE

Contimued from Firat Page

fact. two jazz voices in these pages for a while. The oth-
er, whose prose style was as idiosyncratic and refre-
shing as his half-valve cornet style. was Rex Stewart,
then living in retirement here in Los Angeles.

Rex was an occasional contributor until he died, and
working with Rex and with Leonard, 1 felt, not for the
first time, that in journalism if you are lucky you some
times can't tell the fringe benefits from the job {
I've enjoyed the fazz buff's dream of meeting hedue
and women who had been only names on g W
worn T8s, including the Duke and the Cou (
and Satchmo (doing the first few har

Rhythm" over and over again for a sound '+ ;,.e',
and discussing the use of witch haze! Lo | mis chops
pliable).

One fine midday in early 19844 Ellingtpn wis playmg
at the RKO Boston and came ot 1o Harvard o lecture
on the history of jazz. It was a wonderful and inspired
publicity stunt, and the Duke at the piano gave a brief
illustrated history of the Duke. A photographer from
the theater grabbed a few of us fram the audience to
lean on the piano, and the Duke grinned and loved us
madly and I grinned back, requiring no prompting. I re-
membered the moment many a year later when Leon-
ard and ] went down to catch Duke and the band during
a mig at Disneyland and Ellington autographed one of
his albums. for which I'd done some affectionate but
uninformative liner notes.

Now Ellington has, as a man might say. Laken the A
train o immortality and there is a high school of the
performing artsin Washington, D.C., (like the one cele
brated in “Fame") thal has been named for him

The school is in financtal diffictities and Bob [dkoff,

a local businessman who was Duke's close friend and
most devoted fan, has arranged a benefit for Ellington
High In the form of a tribute to Leonard Feather, for
Saturday night, Jan. 3, at the Cocoanut Grove here in
town with Steve Allen as émcee and a host of jazz folk
aroynd to perform. '
“Jt sounds fike a mcely meiodic way o honor the
memory of the best of the tandieaders, and the presence
of the most respected of the jazz critics, and Lo give some
later Duke or Ella or Bix or Bunny a chance 10 leern angd
be found. {

Any critic Jearns from other critics, detecting (per-
haps not even caonsciously ) the aspirations Lo eloguence,
the high standards, the insights and the openness, the
well-disseeted analysis of faillure, the exultation over

Times Arts Editor Charies Champlin, at night, wes among fans of Duke Biiington at Horverd in 1964

excellence. For years I've envied and gone in awe of
Leonard’s unquenchable enthustasm, undimmed after
all those dinny nights in the smoky darkness. listening
10 those interminable solog, those cadenzas of the mun

dane, those wailing banalities. But he waits them out
paliently and is ready and cager for the new jdeas, the
ensembles and the solos that soar and explore and thrill
He is himself a performer and a composer, of course, and
he brings an uncommonly well-informed appreciation
10 what he hears. When all about him were being crazed

by bop, he comprehended it and saw it in the hatoneal
evoluuon of mzz. and helped us all bear it

Leonard s not a man for nostalgia, a8 Glenn Miller
fans well know. The neat gig is always the one that
maliers and mav with luck make the sl leap up. And
that serene opumism of Leonard’s s not the jeast of the
virtues | admire in 3 colleague now recerving @ public
medasure of the honor due him,

The ticket information number
RT2- 408

for Lhe everung &
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A FEATHER

Times Ares Edieor

formed ,a"..u | : 'r '
I where | grew up was thi

kind’ you could march to, square
dance Lo or sing hymns lo. Jazz was
reer than palm trees, of which
ere were none at all
¢ Given the cireumstances, which
duplicated in towns like Ham-
ndsport all over the country, I'm
not sure why any of us fell under
‘the spell of jazz 20 hard and 50 early
wasn't even a five-watl
KGRB pushing the latest Chick
'ebb or Jimmie Lunceford records
us between cornmercials for Per-
na or Kolorbak Shampoa.
I think 1 may have read my way
into jazz, as I did into other piea-
imagining the music before |
Iy heard it, Bunny Berigan did
one-afternoon stand (1t wasnt
a one-night stand) in the
town of Harnell on my 16th
and Berigans trumpet
cmunglhrmuham rsing
the funky littie dance-bhand
mma. were the first live
jazz I'd ever heard.
‘But by then | already had a full

those legendary sidemen of his
dream of being the next Bix
iderbecke was terminal but had
yet expired and | particularly
ired the great Bobby Hackett,
my McPartland.
‘Having followed a literary roud
jazz, 1 also began to know the
?d"w!;!o wrote about it well—
/ obson, Wintrap Sargeant,
Frenchman named Hugues Pun-
and. going back all those
Leonard Feather,
was already the dean of
writers about jazz when |
d him, 15 years ago, to
. Jazz as a contribuling




lor in Studio City, a banjo player and a trombonist
who are co-leaders of the band that plays there
every Tuesday finished, their night’s work and were
duly rewarded with their pay for the gig, the musicians’
union seale rate of $40 each. If the stipend they received
was modes‘l.. their happiness was undimmed—perhaps
_ as a former regular actor on “Mork and Min-
" trombonist Conrad Janis certainly isn’t poor and
because the banjoist, George Segal, receives at a con-
.sldsmblesahry{ureachofmsmones
During the past 18 months, audiences in the tens of
millions have seen the Beverly Hills Unlisted Jazz
‘Band, of which Segal and Janis are the leaders. Among
their TV credits are two shots on “Tonight,” two with
Dinah Shore, a Mike Douglas, several telethons, even a
special beamed by satellite to Australia. The band has
received and turned down offers galore—the Super
Bowl; Las Vegas, as an opening act; London, Sydney,
- Tel Aviv. For the present thalr drummer, Allen Good-
man, who owns Mulberry and handles the band's
business affairs, is plavinil}ooql. but chanees are the
BHUJB's growing fame will force it beyond its two-
mglu-a—;geek regimen (the group works Sundays at
the Ginger Man in Beverly Hills):
- :Eegﬁwmdwdlaﬁomwmkemmeofmm
yeen motion picture assignments, he is more
th improving his musicianship and main-
segli-professwnal enti-

The other evening at Mulberry Street, a pasta par-

1 llp on all those Commodore Records

: “the sessions with Wild Bill Davi-

i Wee Russell. A friend next door played the
m he taught me the ukulele. But I guess there
is one recollection that gtays with you the rest of
your life—in my case it was a minstrel show I saw asa
kid, with all those banjos and the glitter and the interlo-
guess it's like saying that Carl Sagan once saw

se. Anyhow, I never got that memory out of my

> Was a lot of jazz in New York then: Nick’s, Ed-

. immy Rymh;and ‘downtown there were

ti le and the Stuyvesant Casino, with beer
at $3.50 a pitcher, and there I saw Conrad, who usually
play ith a band of these great New Orleans veterans
like Pops Foster and Willie (the Lion) Smith. This was

around 1949, I was 15. Conrad was 21, mmmeralyears AL

of professional experience as an actor.”

Segal was too bashful o introduce himself to the
trombonist. They met around 1960 when Segal visited
the art gallery run by Janis’ father. “Conrad is an art ex-

JAZZ ([ 4/ #1

GEORGE SEGAL AND
THE UNLISTED BAND

BY LEONARD FEATHER

pert himself, andwegotmwalongdiammmmm.
Then[mscastmamoﬂewnhm-

Henderson was on the “Tonight Show,” with nobody to
play for her. Segal, having not yet joined the Musicians’
Union, was corraled to help
fromwlﬁnmw nglmeweregmeighto( ,

Semlﬂkasto&ink- himself as an entertainer in the |

tradition. "I don't consider ours |
Whmmeanmgtnm,

in George Lewis, Johnny and
Mﬁmmtmﬂm
wubnaswhu Beiderbecke and Frankie

Duchess and the Dirtwater Fox," in which: Cmraliaho‘ - Tr

had a role. The three of us had a scene together in a
stagecoach, which gave us a lot of concentrated time
together. Then Melvin Frank, who produced and direct-
ed 'A Touch of Class’ as well as this movie, asked us toa
jam session at his house. The first time I ever played
with Conrad was on the Dinah Shore show to promote
‘Duchess.” Sheldon Keller was there hitting some kind
of bass thing, and that's how it all got started.”

Sheldon Keller won an Emmy for writing Sinatra's
* A Man and His Music,” and a Writer's Guild Award for
“Movie, Movie,” which he co-wrote with Larry Gelbart.
He was head writer on “The Danny Kaye Show,” which
won a dozen Emmys in 1964-65. As a producer his cre-
dits include “House Calls” for CBS, “The Bob Hope
Show” for three years and “The Jonathan Winters
Show."

Keller, long a would-be musician, went from banjo to
tuba to Fender bass to upright bass, studying upright
with TV writer Gordon Mitchell. Ironically, Mitchell's
career has gone in the opposite direction; as a bassist
(known then as Whitey Mitchell) he played with Benny
Goodman and Andre Previn before turning it all in to
become a successful scriptwriter.

“When you're over 50," said Keller, “if you have any
fantasies left, you may as well get on with them.” And
80, at the Keller home, Tuesday-night jam sessions be-
came a tradition. Allen Goodman, who had worked on
shows for Keller, started dropping in. As a drummer he
had toured with name bands, accompanied Dinah
Washington and Billie Holiday, toured the world with
Johnny Mathis. After four years on staff at NBC he
eased into the restaurant business.

he band that evolved out of these Tuesdays in-

. _cluded the movie producer Paul Maslansky

N "The Villain,” “Hot Stuff”) on trumpet; a lan-
Vogel, also a trumpeter; and clarine-

rg, who sells sporting goods. For the

appearance. at the Sacramento Dixie-

spring of 1979, Allen Goodman called

pianist formerly with name bands

(Harr? Ji nn Miller's AAF group), singers

(Lena Horne, Jane Russell) and longtime Los Angeles

| free-lancer. Heis the BHUJB's only full-time
]

| Patrick O'Neal, was Opening 4 restaurant wit
| O'Connor called the Ginger Man. They

| in there.”

| Sundays andlsuggestedwl’urlcktha nq:é__

Segal’s entire careerinmumehasbeenaseriésof

] happy accidents. During a musicians’ strike, Florence

*“In a Miles Davis solo, you can't sée the seams; it's 50
smooth, it takes you up and down, takes you out of
where you are, out of the present, in a very subtle kind
of way, whereas jazz, as I define the term, or at least our
kind of jazz, is a frontal attack, with nothing subtle.
The feeling is more important than the technique

Segal nevertheless has become dedicated to self-im-
provement, hstenmgintenﬂytammwmshedby '
his rhythm section teammates, and deriving obvious
pleasure from a favorable audience reaction when he
takesmeothismmnﬂauhs.'ltmﬁ e my chorus
on ‘China Boy.' I'm doing my best mtﬁe rhythm
flowing steadily; Conrad’s “instruction

But someumea when Imﬁysetmwunmu-

sic, the feeling becomes natural. -~ ;
“Little by fittle, my o e {1

ening. I‘mheamghﬂmouiuthtlwmbefm

clubsmNewYorkandsofwth;butwanm
tell when a big movie deal might suddenly come up, so
it's hard to make a commitment.”

For Janis the schism is frustrating. Since
the early 1950s he has been primarily an actor but has
also made a living along the way as a press photogra-
pher, mmm.mmmﬁwm

Conrsdisreauym"nyssw."mdae;tobea
Wmmmmm ‘Watrous,

Jamhasmanagedtomﬁnehh al i
mm;m“amsmﬁmmﬁfhuow
band, on dozens of shows. .

Segal, asked whether he would eonﬁdu‘theposaaﬂi-
ty of similarly accep!mg_ moviaagaigpmmapa musi-

’byarmdmany.m'ahigdubaunyoneehe,wha

we ought to do. Our feeling is, you've got to take us on
_omownterm.andpemmlty 1 think our terms are just
fine." O

oult. “She had to choose TR




SAXOPHONIST REDD
AT PARISIAN ROOM

By LEONARD FEATHER

i Redd, an attractive and 100 rarely seen pre-
sence in local jazz clubs, has brought her alto
saxophone to the Parisian Room for its first pub-

lic workout In far wo long. /
Redd's first set Tuesday provided liberal doses of her
strong. soulful horn work. Though her roots are firmly

pianted in the music of Charfie Parker, her hard-odged
sound is more reminwscent at tmesof the Eddie (Clean-
head) Vinson blues traditon.

Her solos alternate between adherence 1o the melody
and volatile, swmging improvisations on the chords of
such standards as “The Shadow of Your Smile" and
“Sunny.” Her medley of Ellingion's “Come Sunday”
and the old gospel song “Precious Lord” was an emo-
tonally charged experience. s

Somewhat 0o late in the set, Redd displayed her
Say it's Wenderful,” a sonorous “Hf 1 Should Lose You™

timber and phrasing. His

dictable semes of old songs.

1o change the pace.

may be due to lack of guidance or a1

out mere challenging material. He

with “Cabaret,” "0ld Folks" and a collection of antique
Jay McShann blues verses. Nor was he helped much by
the rhythm section. with Ron Jeffersen playing lacklus-
ter drums while bassist Herbie Lewis tried his best to
'Red Holloway, on ténor and alto saxes, was in Lypi-
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SVENGALI TO SINGERS -

Continued from First Page
pufarmanmspewedoutmradmdoesnotbother
Moore unduly. “The kids today want to listen to every-
thing; their heads are open. I notice the difference in the
record shops—you'll hear some heavy rock, then some
jazz. Sometimes one of our kids will come up with some-
thing like ‘It Had to Be You' and tell me they like it
without dreaming it was written in 1924. Or they'll work
out on something like Jon Hendricks' ‘Doodlin.’

A lot of white kids grew up with rock and the Béat-
les, the black kids with the Marvin Gayes and thé De-
m ':sound, but their attitude is broadening all the

Asked whether their respective radio listening habits
separated the black from the white students, Moore
said: “Yes, it's really environmental, and that’s why we
ask all of the people who come here that whatever radio
station they've been listening to, they should switch.
‘We want them to get into every kind of setting. My
goodness, we have such a cross-pollination of cultures
here now that we find kids from Orange County writing
damn good blues!

‘““We have people from all walks of life: from the ghet-
to, the barrio, from Beverly Hills, and from all over the
country. They have to learn two new songs a week and
they have tobeinteresied in all kinds of song litera-
ture.”

more than half l:he students are female, the
Moore studio has produced such talents as Michael
Proctor, who joined the Fifth Dimension, and Wayne
Arnold, a Lou Rawls and Sarah Vaughan admirer, who
is now also with the Fifth Dimension and shows promise
both as songwriter and singer,

Moore allows his proteges to find their own direction,
which may range from country and western (Genya
Fuller worked ' at the C & W Palomino Club) to

jam(negoithwnmeﬂewe&zi was a smash at |
s Jazz Festival i

: 1 Fitzgera Vanghansand
Carmen McRaes are accordedsohttle air play, the new
gemmuonwiﬂpmducenoammmfonowinmm-

dition. Moore admits that this is a problem, but not be-
cauge of the lack of available talent. A Dianne Reeves
may show greal jazz potential, but she may have diffi-
culty finding musicians to accompany her sympatheti-
cally; moreover, most record companies today, believ-
ing jazz to be uncommercial, wcnldu-y 10 steer her into
the pop mainstream.

Jeannie Moore similarly has a gm for jazz phrasing
and improvisation, but finds the music business less
than receptive. “But the market is broadening,” Moore
insists, " Audiences are becoming more diverse and dis-
criminating. Dianne ig about to sign a record production
deal and 1 believe she’ll be given a chance to express her
true self.”

Naturally, one of the surest routes to good taste and
talent is heredity. Moore's workshop offers several in-
stances. Melanie Gold is 18, just finishing up high school.
Her mother is Marni Nixon, whose act Moore has pro-
duced. Nixon was Natalie Wood's singing voice in
“West Side Story,” Deborah Kerr'sin “The King and 1"
Audrey Hepburn'’s in “My Fair Lady,” she dubbed for
Rita Hayworth, she gives classical concerts, and she’s
one of the most in-demand studio singers. Melanie's
father is the composer Ernest Gold. Her brother is sing-
er Andrew Gold. “It’ll be a year or so before she’s ready,
but we're expecting great things from Melanie.”

Gina Eckstine's talent was relatively unnoticed to her
father, Billy Eckstine, until he heard her one evening at
Moore's. Now the attractive 20-year-old is a regular
part of her father's act.

The most unlikely parent-child situation involves
Georgia Holt. “She sang with Hank Williams when she
was a kid; she went into country because those were her
roots. She was in her 50s and my oldest student. but she
can sing better than her daughter. Her daughter is
Cher."

Monica Maneini, daughter of Henry and former singer

Ginny Mancini, has been involved mamnly in group

backup singing, but Moore says, “She has a fine voice
and we're working on making her a solo performer.”
The list of Moore alumnae goes on and on. Sharron
Cannon was selected to sing the national anthem at an
upcoming Lakers game. Candy Brown is now in Africa
starring in a film. Liz Daily, who is 19, just finished a
mﬂtngmle!n"smmc.

learly Moore is training singers to meet the

broader rements of a full-fledged pro in the

show business of the 1980s, He draws an apt ana-
logy between the products of his ¢lasses and the world
of athletics.

“Years ago, many athletes had an image as dummies
when it came to speaking or doing anything outside the
ring. Today a lot of them are articulate and have become
successful businessmen. Well, the singers who come out
of our workshop are more mugically aware than the
singers of the old generation.

“They know something about acting and dancing and
how to comport themselves; they're not naive abgut the
business end of music. Theymeomofachool
equipped to meet any challenge.”

Recently, at one of Moore’s annual Christmas parties
in his Los Angeles home, the evidence came strikingly
into focus. Sandra Cheltenham sang a tender “Tender-
ly*; other Moore guests sang carols, eurrent pop songs,
clasmca! arias and jazz. The performance level was con-
sistently and hearteningly high. It was impossible to
come away without a conviction that in an era long
dominated by amateurisn and semi-literacy, men like

Phil Moore (and he does have counterparis in other : <

cities) provide a welcome ray of hope.
No longer the purview of amateurs for whom singing

and out-of-tune shouting are synonymous, the vocal art j
once again is becoming a sedulously developed, careful- =

e

Ly cultivated profession. O




LOS ANGELES TIMES CAIJENDAR JANUARY i, 1981

SVENGALI TO A
NEW BREED
OF VOCALISTS

BY LEONARD FEATHER

ou twiddle your AM dial and are

greeled by the Police in their

smash hit “De Do Do Do, De Da Da

Da Da,” Blondie in “The Tide Is High” or

Billy Joel declaring that “It's Still Rock 'n’

: er you listen, the

ether the current

course of pog d songwriting
represents an irrev trend,

« Phil Moore, examining what many view

as a hopelessly dismal scene, remains a

clear-eyed optimist. Moore knows where-

of 5. D 30  he

, Marilyn Mon-
1 , Johnny Mathis,

t -Dan ridg

the Supremes, Marilyn McCoo and Billy
Davis, Goldie Hawn, Diahann Carroll and
countless others who have been guided by
him at Artists and Music Concepts, the
studio he now directs on the Sunset Strip.
Moore, a bulky man beneath the familiar
bandanna that hides his balding pate, is a
mild-mannered, well-liked and thorough g

BOB CHAMBERLIN

ly trained musician who paid heavy dues
orchestrating at the MGM studios, ghost
writing for white composers in those all
but totally Jim Crow days. (Even now he
rarely gets film scoring calls except for
black subjects. “They file us under B, as if
the only keys we can write in are the black
keys.") After several other careers, lead-
ing a jazz quartet, conducting for a radio
series, writing semi-classical instrumental
works, his unigue gift as a vocal trainer
has emerged as his most powerful image.
Moore’s staff includes two other vocal
coaches, a dance movement instructor, a
music theory teacher, three pianists rep-
resentative of various styles, and his wife
Jeannie, a talented singer herself, who acts
as den mother to the school. The average
attendance now numbers around 50 stu-
dents (but no more than 18 in any class).
“We have several extra instructors,”
Moore added, “who teach all the otheras-
pects: makeup experts, an attorney, busi-
ness managers, record producers, anyone

who can guide our students toward a com-

plete understanding of what a singer be.

comes involved in. In other words, we
don't just teach singing here. Everyone
has to audition and show real qualifica-
tions before being admitted. We accept
only one out of three applicants. Then
they’re shown how to stretch their vocal
potential, use lyrical dynamics and correct
diction. Everyone has to take music
theory. They learn time values, they ana-
lyze chords, and in the third of our three
grades they learn to read music.”

Moore's precepts may seem unusual,

coming at a lime when 50 many singers
rely on volume, gut feeling and energy
rather than traditional values, often allow-
ing their diction to deteriorate to the point
where the lyrics have to be printed on the
back of the album.

Why are so many vocalists ignoring the
basic principles?

“1 think both the singer and the record-
ing quality are to blame,” says Moore.
“People sing so close to the microphone
that the result often is simply distortion,
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SPOTLIGHT

The New Campus Follies: Tapping
the show-biz fantasies of the masses.
Last in a series. Page 3.

Making movies on the cheap with
Super 8. Page 20.

Oscar-winning film editor David
Bretherton explains his craft. Page 22.
Tonight PBS launches a new series

on the isms of art since 1889. An
overview by William Wilson. Page 82,

w

Vocal coach Phil Moore in his miliew;
from left, singers Liz Daily, Jeannie
Moore (his wife, also a voice teacher),
Irma Rangel and Sandra Cheltenham.

and you wonder what the hell they’re say-
ing. You have to understand that in the
rock field, distortion is part of the game,
whether it's the voice, the music, or the
overall sound; and it's partly the great en-
ergy in that kind of performance that
makes it exciting Lo young people.

“We avoid this for two reasons, By
keeping the singer a little farther away
from the mike you cut out the distortion,
and you also enable people to see the sing-
er's face. We have to deal with visual as
well as audio values; we're showing our
students how to become entertainers, ar-
tists, thorough pros. If they show any apti-
tude for it we encourage them to write
songs too."”

The low grade of 80 many songs and

Please Turn to Pape
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him as a literal and figurative giant. Last week,

back homein Los Angeles, Dexter Gordon, still 6
feet 5 inches and no less handsome with the gray al the
temples, seemed taller than ever as he basked in the
glow of honors and victories.

At City Hall the Council offered him a citation for his
contribution to jazz. The event came on the heels of his
triple award from Down Beat. "1 really pulled off what
the British call the hat trick.” ha said. The magazine's

T he album note writers have always referred to

readers had again voted him No. 1 tenor saxophonist, =~ }

but this time he was also elected Jazz Musician of the
Year and was ushered into the Down Beat Hall of Fame.

That he is now the world’s most popular saxophonist
seems all the more astomshing when you consider that
Gordon has spent almost 16 of the last 20 years as an ex-
patriate, removed from thé heartland of jazz; thal he
avoids the fusion music supposediy necessary Lo sell
jazz. and dismisses the electromic experiments of mauny
currently fashionable jazzmen as "a disastrous netro-
gression that diminishes a great part of one’s individual-
ity.”

Dexter Gordon was the first tenor saxophonist lo
adapt to that horn the innovations of bebop. Though his
playing today reflects a growth in inspiration and ma-
turity, an enviable technical command and a sound that
is bigger and more rivetingly personal than ever. the
music he plays is an extension of the idiom he grew up
with.

The Gordon renaissance began four years ago. The
impact of the albums he had made during 14 years
abroad, mainly based in Copenhagen, had had a cumula-
tive effect. “Around October of 1976," he recalls, “I
went back to New York for a week at Storyville. It was
in the middle of a rainstorm. but when I got there the
joint was packed, and I got a standing ovation before I
played a note. I couldn’t believe it!

“Yet I wasn't sure this was going to be a continuous
thing, so [ waited until 1978 before moving back to New
York for good.” Gordon's Danish second wife, from
whom he is separated, lives with their 6-year-old son,
Ben (named for Ben Webster) in the house he bought in
Copenhagen.

Gordon is now at the stablest point in a musical life
that began just before his father's life ended. The senior
Gordon was a prominent Los Angeles physician among
whose patients were Duke Ellington and Lionel Hamp-
ton.

“My father played clarinet around Washington while

After a long hiatus, Dexter Gordon is back in Los
Angeles with a hat trick of jazz honors in his horn.

DEXTER GORDON:
REPATRIATED SON

BY LEONARD FEATHER

he was studying at Howard Medical School. I was 13
when he gave me a clarinet, showed me the rudiments,
and got me a fine teacher, John Sturdevant, from New
Orleans, who played clarinet with that fine, fat Barney
Bigard tone. Just Lwo months later, on Christmas Eve of
1936, my father died.”

Soon after he had quit school to play with a local
band, Gordon became a member of Lionel Hampton's
newly formed orchestra. Most of the tenor solos went to
his teammate, Illinois Jacquet, nor is there recorded
evidence of his subsequent brief stints with the bands of
Fletcher Henderson and Louis Armstrong; but with Bil-
ly Eckstine’s star-laden bebop band he engaged in a
classic tenor duel with Gene Ammons.

By this time Gordon regarded the Big Apple as Mecca.
Leaving Eckstine, he settled in New York and became
part of the bebop scene, recording with Dizzy Gillespie,

- playing with Miles Davis and Charlie Parker.

The rest of the 1940s and all of the '50s were years
Gordon prefers Lo skip over lightly, since the heroin ha-
bit in which he was enmeshed is long behind him, "It
was a social phenomenon, really like an epidemic. You
can just about count the people from that era who didn't
tryit.”

ronically, it was after he had straightened out, in
I 1960, that he was offered a major role as composer,
combo leader and actor in the Los Angeles produc-
tion of “The Connection,” a play about junkies. “The
other actors, Robert Blake and Gavin MacLeod and all

—

B

Lee Strasberg—but I knew that part just from living it. I
was just playing me, man!™ :

His expatriation was not a planned event, but the re-
sult of a chance meeting. “One night I ran into Ronnie
Scott, who asked me how would 1 like to play his club in
London. I went there for a month, then toured England,
and from there one thing led to another.”

The focal point of the vears to come was Copenhagen
and the Montmartre club, Gordon’s home base through-
out the next decade.

“1 wasn’t aware that time was passing. In 1965 I re-
member reading an article by Ira Gitler referring to me
as 'the expatriate Dexter Gordon.” That hadn't been my
intention, But the work kept coming; I was living most -
ly with friends, gypsy style. It wasn't until 1968 that 1
decided Copenhagen was really my new home; then in
"70 I bought a house.”

Why Denmark rather than any other European me-
tropolis or country? “It was just a spontancous love af-
fair with the city.”

The only problem was finding qualified musicians to

work with him. "For the first few years it was tough

getting a rhythm section together. Of course, there's
this great bass player, Niels Henning Orsted-Pedersen,
but when I settled in Copenhagen he was 16 and enly
able to work on weekends."”

With the mass influx of U.S. jazzmen and the growth
of European festivals, the local musicians were exposed
to so much live American jazz that their standards im-
proved immeasurably.

“Another advantage of life over there, “Gordon said,”
is the media exposure and the great number of orche-
stras on staff at the radio and TV stations. I played with
a lot of those bands.”

Because of the length of his absence, and the prom-
inence achieved during those years, by John Coltrane in
the '80s and Sonny Rollins in both the "60s and 70s, the
extent of Dexter Gordon's influence has been underesti-
mated by the jazz audience.

Coltrane died in 1967; Rollins remains a powerful
force but has been experimenting with recordings aimed
at the disco audiences and has toyed with the lyricon.
Stan Getz, in an album not long ago, tried some echoplex
effects. Gordon plunges straight ahead along the course
that has taken him unscathed through the vicissitudes
of three musically and personally turbulent decades.

“Nobody has tried to persuade me to change my
ways,” he says, “and I wouldn't even know how. To me,
your personal sound is the most important aim of any
instrumentalist, especially in an art as individualized as
jazz.

“Take the piano players—you listen to someone play -
ing electronic keyboard and you can no longer tell who
it is. It's like they’ve really taken their soul away. With
electronics I don't get any thrill; no chills, no tingles.”

Gordon's assurance of sound and style seemingly has
enabled him to capture an audience young enough not
to have followed or even known about tmm:ﬁal and
lengthy role he has played in jazz history. His records
are selling remarkably well on CBS; meanwhile, the
countless other albums made in various countr
main available on Savoy, Blue Note, Bethle
Lion, Pausa, Inner City and Prestige. '

The whole of 1981 looks promising. Japan, where he
has only visited once, will welcome him in March; Aus-
tralia is set for September. There will be ime for occa-
sional visits back home, where he can see his mother
and two daughters, Deidre, 27, and Robin, 28; and a re-
turn to Copenhagen to visit his son,

Wherever he goes, Long Tall Dexter will continue, as

he has since those long-ago explosive bebop years, to
provide a healthy measure of thrills, chills and tingles. O
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N APRIL 1980, when this series dealt with

boogie-woogie pioneer Meade “Lux”
Lewis, mention was made of the fact that
John Hammond, the talent scout in search
of Lewis, was steered to him by another
Chicago pianist of the day, Albert Am-
mons.

Ammons, like virtually all the other
soloists who established the “eight-to-
the-bar” phenomenon, was a relatively
primitive artist in the sense that he was
self-taught (supposedly he learned to
play by slowing down the mechanism on
the family player piano and copying the
technique of whoever had cut the piano
roll) and his style was harmonically rudi-
mentary. Nevertheless, within his limita-
tions he was perhaps the foremost of
boogie-woogie specialists, in that his
power and intensity, and the excitement
he could generate within the confines of
the twelve-bar formula, were unequalled
even by his most distinguished con-
temporaries, Meade Lux Lewis and Pete
Johnson.

Ammons was born in 1907 in Chicago.
He belonged to what might be called the
second generation of the genre, for there
was a slightly older man, Jimmy Yancey,
born in 1898, who was regarded as pos-
sibly the first significant influence in the
field. Yancey, admired by Lewis, Am-
mons, Don Ewell, Pinetop Smith, and
Charlie Spand among others, was a pian-
ist, singer, and vaudevillian who as a teen-
ager toured the U.S. and Europe with

various troupes, performing in 1913 at a~

command performance in London for
King George V (though it's doubtful that
he played any boogie-woogie).

Next to Yancey, Pinetop Smith proba-
bly was Ammons’ most important source
of inspiration. At one time Smith, Lewis,
and Ammons shared a rooming house in
Chicago, where they exchanged ideas
about such techniques as “rolling bass,”
“the dirty dozens” (a reference to the
12-bar form), and the various left-hand
figures that gave boogie-woogie its spe-
cial character. Pinetop might have be-
come a world famous innovator had it not
been for the somewhat violent life he led.
Three months after recording “Pinetop’s
Boogie Woogie,” the first classic of its
kind, Smith was gunned down in a brawl
over awoman, at a dance hall. Thatwas in
March of 1929; shortly before he died
Smith allegedly told Ammons that he

wanted the younger man to carry on the
tradition,

~ Ammons, both of whose parents were
pianists, made a living at music, but not

LEONARD FEATHER

PIANO GIANIS OF JAZZ

Albert Ammons

enough to support himself during the
1930s. He and Lewis played rent parties by
night and drove taxis in the daytime. For a
while Ammons worked with a group
known as Frangois Moseley’s Louisiana
Stompers; a little later, in 1930, after
learning from a pianist named William
Barbee how to keep a swinging bass line
going on the keyboard, he became
second pianist in Barbee's band.

The world outside Chicago knew
nothing of the work of men like Ammons.
For about four years he played with a
drummer, Louis P. Banks, and his Chester-
field Orchestra. Finally he was able to put
his own combo together, working with it
for two years at the legendary Club de Lisa.
During that time, in 1936, he and the band
made the celebrated Decca record date
that produced “Boogie Woogie Stomp.”
Soon he was internationally known;
shortly after moving to New York in 1938
he recorded for the then brand new Blue
Note label.

What had been an informal, occasional
partnership with Johnson and/or Lewis
became a sudden vogue when all three
men worked simultaneously at Cafe So-
ciety Downtown in New York. For the next
few years Albert Ammons was a central
figure in the boogie-woogie movement,
usually working in tandem with Johnson.
They even played at the Harry Truman in-
augural ball,

By the late 1940s, however, the craze
for this style had faded, and before long
Ammons’ son, Gene Ammons, a young

tenor saxophonist and product of the bur-
Igaoning bebop movement, was better

nown than his father, The two Ammonses
got to make one record date together, in
Chicago in 1947, playing some blues in a
traditional style that was well suited to
both. But Albert Ammons’ career during
the last years of his life was severely re-
stricted by illness. He died in Chicago
December 5, 1949.

Fortunately he left a fairly substantial
legacy of recordings illustrating his mas-
tery of the blues, most notably in its
boogie-woogie form. An outstanding ex-
ample is the recently reissued Boogie
Woogie And The Blues, recorded in 1944
for Milt Gabler’s historically valuable Com-
modore label [dist. by Columbia, XFL
15357]. The introduction of “The Boogie
Rocks,” an unaccompanied solo from this
album, is prototypical Ammons, with all
the rhythmic energy, along with the elo-
guent yet very basic harmonic and melodic
qualities. The introduction is rhythmically
confusing, with its syncopated bass line
and odd accents. Not until six bars in,
when he lets the left hand supply those
five octaves on D, E, F, F#, and G, are you
quite sure where “one” is.

It is characteristic of the Ammons
approach that few three- or four-note
chords are used; in fact, there are none
here except for one in bar 9 of the first
chorus and a couple in bars 5 and 6 of the
second chorus. Fourths are very common
and are the essence of the right-hand
statements from bars 2 through 7 of the
first chorus; thirds or open sixths are also
effectively used, as in 8 and 9 of the first
chorus.

Notice how Ammons keeps the main
figure unchanged in the right hand atbar 5
of the first chorus while the bass line
switches from an eight-to-the-bar figure in
C to the same figure in F. On the other
hand, in the second chorus it is the left
hand that stays unchanged, while the right
indulges in such gambits as a three-
against-four (the phrase starting with the G
and F sixteenth-notes is heard first as a
pick-up on the third beat of the preceding
bar, then on the second beat of bar 1, and
then on the first beat of bar 2).

The tempo almost defies belief when
one considers that the performance is
totally improvised. No less remarkable is
the fact that the entire track is builton C, F7,
and G7. Plato’s dictum, “Beauty of style
and harmony and grace and good rhythm
depend on simplicity,” was never more
eloquently illustrated than by Albert
Ammons. | 3
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The First Two Choruses of Albert Ammons’ “The Boogie Rocks”
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TYNER: FOURTHS
FOR A BRIDGE

BY LEONARD FEATHER

L x 4" McCoy Tyner quartets Milestone

4 M-55007. The trouble with double albums is

that they can become L0o much of & good thing.

It is potl always an endless joy Lo spend from 70 to 90

minutes circling around with the same artist, often em-
ploying the same group sound throughoul.

Osrin Keepnews, Tyner's producer, may have had
this in mind when he came up with the engaging con-
cept for this collection. The pianist. his admirable bas-
sist and drummer (Cecil McBee and Al Foster) are con-
stants, but the fourth man changes on each side. On the
first side it's Freddie Hubbard, on the second, John
Abercrombie playing electric mandolin { which sounds
like an introverted electric guitar); on the third, vibra-
phomst Bobby Hutcherson lends his graceful personali-
ty to the three culs, and finally saxophonist Arthur
Blythe steps in,

Each mide has at least one outstanding track. Hub-
bard's high point is the Cecil McBee composition “Para-
dox.” Abercromble offers some Inirospective moments
in his own “Backward Glance.” The Hutcherson num-
bers all are Thelonious Monk's “Panncnica”™ and
Tyner's haunting “The Secker” matching Hutcherson's
own tune “]1 Wanna Stand Over There™ in beauty,
rhythmic grace and (when it's required ) energy.

The sweet-and-sour alto sax of Blythe adopts a
mmmmmmmewwu
Sweet a8 You Are,” bul is more himself on “Blues in the
Minor” and an up-tempo romp on the old pop song “It's
You or No One."

1t ail adds up 1o a 76-minute listening experience in
which Tyner and his rotating colicagues all are stimu-
lated by the company they keep. 44 stars.

“CONCEPTS IN BLUE." JJ. Johnson. Publo Today
2312- 123.*J. J.ING* J. J. Johnson Sextet. Columbia PC
36808, Though the Pablo set s a new recording and the
Columbia a rejssue of a 1980 session, Lhe similarities are
mmumm

1n 1960, Johnson,
Chariie Parker of the ‘had & regular working
group that had been | ﬂlhmhsw(ﬂcmﬂ
cumpositions as heard here. The Pablo recordings, mimi-
lar In instrumentation (except for the use of electric
keyboards and vibes), were played by an ad hoc ensem-

mmmiu:u up touring to con-

One composition, “Mohawk.” umubahm
The carlier version of this biues waltz s glower and
mere relaxed. His sidemen included Freddie Hubbard,
then 22, and Cedar Walton, 26, both remarkably mature
and technically advanced for that ume. Completing the
combo were Clilford Jordan, a Rolling and Coltrane in-
spired lenor playen Albert (Tootie) Heath oo drums,
and Arthur Harper on base

Flash forward two decades and what do we have?

Clark Terry iending his unigue imprimatur: 3 very en-

on vibes; Ray Brown or
Mm'hn?: Kevin played drums and

mndmdmﬂmthm urgent “Comning

Mhmutmwwhuaﬂ
positions all more or less blues- related In vanous con-
figurationa, are & mixture of traditional riffs (“Hlue
Nun"“) and more modern, modal aspects (“Azure”).

The earlier LP has the edge for cobesion and group
tightness, while Lhe 1980 set I stronger In recording
quality and diversity of sounds. 1n both cases, the resull
balances out st four stars.

“SUPERSAX DYNAMITE™ Apuss 7082 After eight
years of reliving Charbie Parker, Supersax must be rurn -
ning out-of Bird songs. That could be o biessing in dis-
guise, for along with the inunortal “Parker's Mood™ and
“Blues for Alive™ we got 4 chance 10 hear this unique
read team dealing with the works of Bod Powell (the
delightful “Parisian ") Jobtm's “Wave”

of the Road Dogs” The band retamns its essential char-
acter on the non- Parker tunes Grim footnote; The fea-
tured soloist on “Gloamy Sunday™ (renowned as “the

i’? o i.-'-" E_.'.r-.-i':?'_'ﬁ

JAZZ REVIEW

sucde sorg’ 1 @ tromborist Frack Rostme. whe ied
wrven manihe afler s recoed wae made Four |

mmdmm ll-nh—; ‘é

shaw percussonst Ray Barretio aoed invabusbly, e
late Lee Morgan an trumpet.

The sceent B on biuss & 5.4 biges for cpeners, a cule
Latin blues with Tyner cooking cbulliently, snd even a
“Can't Bay Me Love™ that e moch mere bhas than
Beatles To top it off there i the incomparable recording
sound of Risdy van Gelder m whase New Jersey studo
mueh of modern o hslory has been made.

The trony s that all this happened in 1964, Never pre-
viously released, the senmson offers mare honest on-
qualified jazz than some of Turrentne’s more recent al+

m

il
2 Bird might have felt i, and two atiractive examples |
of leader Med Flory as composer: “Bamboo” and “Dance |
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MOTHER SINGS, SON LEADS BIG BAND

By LEONARD FEATHER

teums have been proliferating in
jlnlium Talented fathers have been breed-
ing hiring~gifted sons. A unique case,

however, 15 the amalgamation of Matt Catingub

and Ma-

mmmmm:m‘;u

the beach at Malibu.

mmmﬂmuahﬂﬂd“
100 seldom heard and not oo often brilliantly written

and played by musicians of his age. Everything heard
Sunday was either a Catingub composition or his own
arrangement of a standard tune.
mm-m--ﬂmm
tenor sax feature for Bill Hardaway and Lee Secard,
“Corned Beef and Cabbage,” and the old
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DICK SUDHALTER
LEADS DOUBLE LIFE

BY LEONARD FEATHER

t was a day like any other day, except that 52 hos-
I tages had been freed and we had a new President.
The temptation was irresistible to ask Dick Sudhal-
ter: “Aren’t there moments, at a time like this, when
you wish you were back with UPI, covering the events
in Washington or Tehran or Algiers?”
“The answer,” sald Sudhalter, “is an unqualified yes.”
Instead of reporting the monumental developments of
the day, Richard Merrill Sudhalter spent the evening
onstage al the Mark Taper Forum in Los Angeles” Music
Center, playing the cornet and leading the band in the
musical drama, “Hoagy, Bix and Woligang Beethoven
Bunkhaus.”

“Dick Sudhalter’s multiple life is unigue, not only be-
cause he has enjoved overlapping careers as a musician,
author, political journalist and jazz reporter, but because
he has been resoundingly successful on all these levels.

He explains himself in typically articulate terms: “I
am a compulsive equivocator. A sort of leitmotif in my
life is that I don't like to give up anything that I have
fun doing. I feel that since we are only put on earth
onee, we should do anything we feel enriches us. I'veal-
‘ways juggled, and | intend to keep doing as many differ-
ent things as [ wish, in the full knowledge that some
people are going to resent it."” ’

Currently Sudhalter, for the second time, is a no:
for a Grammy award. This is not due to his playing, but

to the superb notes he wrote for a Lester Young album'

on Time/Life Records.

In the Bix play he does the cornet work while Harry
Groener enacts the role of Bix Beiderbecke. There is no
attempl to conceal this doubling; in fact, on some of the
songs they are back to back onstage. It works well, as
part of a generally delightful evening in the theater,

Richard Sudhalter plays Biz Beiderbecke's music in
“Hoagy. Bir and Wolfgang Beethoven Bunkhaus™

stardust-studded by 24 of Hoagy Carmichael’s composi-
tions. For Sudhalter it is a culmination, since Beider-
becke has been a thread running through his life in mu-
sic.
“My father idolized Bix." he says. “I grew up with jazz
records around the house, because he was an illustrious
saxplayer, and his gods were the ones I later espoused.

“I conned my parents into letting me rent a cornet for
three months, and I never lpoked back. After graduat-
ing in 1960 from Oberlin College, instead of going to
Harvard Graduate School as my dad had, I wanted to go
to Europe. So I got on a boat and just went.”

Having been a dual major in English literature and

music, Sudhalter plunged forthwith into the double life
he has maintained ever since. For a while he taught
English at a school in and commuted 90 miles
twice a week to Munich, where he played in a band.

After landing a job with the Bavarian Radio Orchestra
in Munich he decided to try for a news agency job. “1 de-
luged UPI with letters 1o London, Frankfurt, all over.
One day I was in the studio recording a radio show when
a call came through from Frankfurt, telling me, ‘if you
still want that job, be here at 8 am. Monday." " .

“Tleft my eight-months-pregnant wife in Munich and
went to Frankfurt where she joined me and our daugh-
ter was born five weeks later. | then started a very ex-
citing life that lasted from 1964 10 '72. I moved up in the
ranks from fledgling to Eastern Europe bureau mana-
g(“r_“

While in London in 1968, Sudhalter heard on his car
radio that Soviét troops had moved ta the border of
Czechoslovakia. “As it happened, | was driving by the
Czech embassy. | parked, dashed in, whipped out my
passport and gol a visa, went home, packed a bag, took a
plane to Nuremberg, rented 2 Volkswagen at the air-
port, drove to the border and wound up spending sever-
al days as the only Western journalist in Czechoslova-
kia. After many encounters with tanks, just before the
last border was sealed, I got out.”

Sudhalter’s consequent front-page exclusives earned
him a posting 1o Belgrade. (He speaks fair French, good
German and “mangled Serbo-Croal.”) The horn was
still around, though not taken out of its case as often as
he would have liked.

When his Yugoslavian hitch was up, Sudhaiter was
given a choice of active duty in Nairobi or Tel Aviv,ora
sedentary desk job in London. “I remember the turning
point. | was at a diplomatic party in Belgrade with some
friends from the British embassy, During dinner my
bost, a jazz fan, played the famous Joe Venuti-Eddie
Lang record of ‘Farewell Blues." When it got to the Jack
Teagarden solo I found myself crying. This rush of sen-
timent made me realize I had to do something; so I went
back to London, where I kicked around in the UPI office
for two years but did a lot more playing. Finally, I quit
UPI for good and during the next year finished work on
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THUR., FEB. 12
TCanti

Concerto Barocco

Mass

SAN FRANCISCO BALLET
“This is a company that must be seen.”
Clive Barnes, New York Post

3 Performances Only! 4 Los Angeles Premieres!
FEBRUARY 12,13 & 14
8:30 PM » ROYCE HALL - UCLA

SAT., FEB. 14
tintroduction and Allegro

Duettino

Psalms

Stars and Stripes

FRI., FEB.13
Canti
tPsalms
tTempest Suite

TICKETS: $13.00, 11.00, 9.00, 4.00*

tral Ticket Office, 650 Westwood Plaza; Major Credit
U(éau:dfzzsmﬁﬂ; Mutual Agencies (627-1248) and Ticketron.

Program subject to change without notice

+L.A. Premieres

*Full-time day student,
ID required




WEIN WILL PRODUCE %

PLAYBOY JAZZ FEST

he third annual Playboy Jazz Festival will be
Theld June 20-21 at the Hollywood Bowl, and

again will be produced by George Wein, it was
announced \

Camedian Flip Wilson will be the master of eeremo-
nies and the Count Basie Orchestra will perform both
nights.The rest of the program will include the follow-
ing:

June 20, from 2:30 to 11 pam.: Joe Williams, Herbie
Hancock, the Crusaders (with Stix Hooper, Joe Sample
and Wilton Felder); a quartet led by saxophonist-singer
Vi Redd, and a combo featuring pianist Don Pullen and
saxophonist George Adams, both alumni of the Charles
Mingus and Art Blakey bands of the 1970s,

. il S TR T, Kl Gns S
p.m., e Mel Torme, Earl Klugh, George Sh 8
Art Blakey and the Jazz Messengers, Weather Report,
and a specially assembled quartet with Dizzy Gillespie,
Lalo Schifrin, Bernard Purdie and Ray Brown.

Opening the second night’s concert will be the winner

of the Playboy/Chaffee College Collegiate
(bg::t. Other artists are to be announced. i
use of the heavy attendance last . Wi

35,000 total broke the Hollywood Bawl mourdm 1’0:‘1 iv%?
day non-charity event, advance ticket mail order forms
are now available from 8560 Sunset Bivd., Los Angeles
90069, telephone 855-1057. Tickets, scaled from $20
down to SSpermncen.wiugoanaalaAprin at all
Ticketron outlets and Charge-line.
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"TAPER AFTER HOURS' ;{5

FROM "20S TO ’80S
WITH MANNE TRIO

By LEONARD FEATHER

aper After Hours,” a series of jam sessions, is be-
ing staged Sundays at 10:30 p.m. following the
performance of “Hoagy, Bix & Bunkhaus" at the
Mark Taper Forum. Of those who attended this Sunday,
only a few dozen arrived late to take advantage of the
free admission; the rest were those who had paid to see
the show. s
Shelly Manne’s Trio is antithetical to the 1920s jazz
that had just been offered during the musical drama.
True, pianist Mike Wofford opened the hour-long jam
with a Hoagy Carmichael tune, “Davenport Blues."

Granted, Manne spoke about Bix's love for the Impres-

sionists, whereupon Wofford played his own adaptation
of Ravel's “La Valse."”

Nevertheless, the transition to 1880s lyricism was fu-
ture shock to some in the audience, which would explain
the dismaying number of walkouts. For the majority -
who remained, the music admittedly was low key and
cerebral, but valid and quite diversified inits own way.

Because Manne is a master of restraint and took few
50108, 10 all intents this was the Mike Wofford Trio. The
pianist, who has worked with Manne off and on since
1967, coaxed a gentle sound from a good upright piano
duringapmgmmmatermaﬂﬁwm‘hbym-
nious Monk, Billy Strayhorn (the endearing “Passion
Flower"), Ditke Eliington and Wofford himself (a tune
respectfully entitled “Cole Porter"). Though he ac-
knowledges a debt to Bill Wofford is a little less
harmonicaliy cblique and tends to swing more.

Chuck Domanico on upright bass rounded out the
threesome with supple support and a couple of intrigu-
ing solos. :

Manne's trio will be heard Feb. 13-14 at Carmelo’s.
The next Sunday session at the Mark Taper will present
‘Dave Frishberg, who has an acting and singing role in
the play. He will switch on this occasion from Carmi-
chae! to some of his own witly compositions.
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L.A. JAZZ: Leonard Feather/N.Y. JAZZ: Jeff Atterton

Procope, Kelley,
Cozy Cole die

ETERAN  drummer

COZY COLE died of
cancer on January 29 at
Ohio State University
Hospital, aged 72, Born in
East Orange, New Jersey,
in 1909, William “Cozy”
Cole was first inspired by
Sonny Greer; and cut his
first records with Jelly
Roll Morton in 1930, join-
ing Blanche Calloway’s
band in 1932.

After stints with Benny
Carter, Willie Bryant and
Stuff Smith in the Thirties,
hie joined the Cab Calloway
band in 1939, and was heay-
ily featured on several

| records like “Crescendo In

Drums’ and “Paradiddle”.

Throughout kis career he
played with many top outfits,
including Harry James, Teddy
Wilson, Buuny Berrigan, Lionel
Hampton, Beuny Goodman, Bil-
lie Holiday and Ella Fitzgerald,
transcending the Swlng style to
play with Dizzy Gillespie.

In 1949 Le joined Louis Arm-
strong, and gemained for over
four years, touring Europe with
the band and featuring in several
fi lm}_ Further tours f%llowcd in
the Fifties with Jack Teagarden
and Earl Hines.

He studied at Juilliard from
19425, learning piano, clarinet,
vibes and tympasi. Mutual ad-
miration between Cole and

| Gene Krupa led to the founda-

COZY COLE:
mer

peteran drum-

tion of the Krupa & Cole Drum
School from 1954 until Krupa’s
death in 1973. Cole also pub-
lished several respected works
on modern drum techniques.

In 1958, his recording of
“Topsy” became a hit, making it
possible for him to tour with his
own combos, including a West
African cultural exchange tour
for the State Department.

In 1969 he joined the Jonah
Jones gquartet, and appeared at
the Newport Jazz Festival in
1973 with the Cab Calloway
Reunion Band, and the Nice
Festival the following year.

He was a featured player in
the Broadway production of

El-

RUSSELL PROCOPE:
lington sideman

“Carmen jones™, and appeared

in the film, “The Glenn Miller
Story™.
USSELL. PROCOPE, 72,

yne of Duke Ellington's
most famous alumni and a res-
pected jazz artist for more than a
half century, died of a heart at-
tack on January 20 in New York
City.

Born in Manhattan, Procope
studied violin, sax and clarinet
with private teachers. During
the Thirties he was featured
with the bands of Chick Webb,
Fletcher Henderson and Beany
Carter, later touring in Europe
with Teddy Hill's orchestra.

Procope then spent six years
as a soloist in the John Kirby
Sextet (of which he was the last
surviving member after Charlie
Shavers' death in 1972). Then
he brought his smooth alto sax
and clarinet stylings to the Duke
Ellington orchestra, in which he
was a key figure from 1945 until
Ellington died in 1974. After El-
lington’s death he freelanced
with Drooks Kermr and other
small combos around New
York. His wife died last Sep-
tember and friends said he had
been despondent.

Procope won the Down Beat
critics’ poll on clarinet annually
from 1970-73.

OHN DICKSON “PECK”

KELLEY, the pianist who be-
came an international legend
simply by word of mouth, with-
out ever recording and hardly
ever leaving Houston, Texas, is
reported to have died there in
late December at the age of
about 80.

Kelley' led his own group,
Pecks Bad Boys, in the early
1920s with'such sidemen as Jack
Teagarden; Pee Wee Russell
and Lounis Prima. Though he
made' occasional brief trips.out
of town, including Army sesvice
1942-3, he refused all offers to
join Ttagsrdeu and others; or to
make any records. He had been
in virtual retirement for the past
25 years. Musicians who heard
him in the early days said that he
could have been world famous
as one of the giants of jazz
piano.

BETTY CARTER: twp fe-
male vocalist bid.

No upsets in Grammy nominations

THERE Were no surprises in this year’s jazz
Grammy nominations. Toshiko Akiyoshi and
Lew Tabackin won a nomination for the fifth
consecutive year, this time for ‘“Farewell” on their
own Ascent label. Others nominated in the big
band jazz category were Mel Lewis and the Jazz
Orchestra for “Bob Brookmeyer/Arranger’

Bellson

Perfect™”

Nominated for best jazz instrumental gro
ormances were Bobby Shew, “Outstanding In
is Field"; Hank Jones, “I Remember You'';
Nicangnoh “L.A. Bound"; the Heath
&odi:u “Live At The Pubhr: Theatre”; Phil

, Volume One” ;and
Agun" Nominees for
best jazz instrumental solo were Hank Jones,

Woods, “Phil Woods
Bill Etm, “We Will

WwdswdEnnsagun,ﬂsome for
my:d Pepper Adams for sin’

ig Band for “Dynamite”; Bob Florence
Big Band, for “Live At Concerts By The Sea”’;
Count Basie Orchestra for “On The Road™; and
Rob McConnell And The Boss Brass for “Present

*; Louie

group

Album™.
The “Best j

were Patrick

The finalists in the female jazz vocalists category
were Betty Carter for “The Audience With Betty
Caner“ Helen Merrill for “*Chasin’ The Bird"';
Helen Humes for “Helen Humes And The Muse
All Stars”; Ella Fitzgem\d for “A Perfect
Match/Ella & Basie”
Ellington Song Book”.

Those nominated for best male vocal jazz

rformance were

ood"; Mark Murphy Satisfaction
Gu.nmtecd" Slam Stewart for “Sidewalks Of
New York™'; Bill Henderson for “Strect Of
Dreams’’; Mel Torme for “Torme/A New

; Sarah Vaughan for “Duke

m for “Moody's

fusion performance’’ nominees
illiams for “An American
Concerto™; Earl Klugh for “Dream Come True”;
Mnlutm Transfer for ‘Caldung'nm Sun™;
Chuck Mangione for “Fun And Games™.

'I'heGmmmywmnmmﬂbesnnouxwedm;
televised parry at New York’s Radio City Music
Hall February 25.

.
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Also Below” and “Sweet Jesus Preacher
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MARK MURPHY FULFILLS'

HIS JAZZ COMMITMENT

By LEONARD FEATHER

ark Murphy, who closed at the Lighthouse
M&mthy. has been building a fellowing as 2
sipger with a firm commitmenttojazz. Heis up
for a Grammy award in the vocal jazz calégory.
Undoubtedly his heart is as pure as higintentions, and
at times the results justified the obvious effort he was
making to deliver some 80 minutes of jazz. His strong
sound came across effectively in John Coltrane's “Nai-
'ma.” and his “Skylark” was well phrased and [m of af-
fectationt, B
These virtues wera less evident, however, during
other segments of the sel. As has bu;Tn noted infthhe pl;it.
N has a tendency e gyerreach, crossing the thin
hulr?erh,ﬁne that ﬂqxargm the jazz singer ﬁ':ga-a jazzy
singer, inserting hip phrases and geat passages as if to
prove his loyalty tothe eause. &

The clown medley, combining “Laugh Clown Laugh”

with “Send in the Clowns,” seemed contrived, particu-
larly when he missed the

latter. “Rlues in the Night' was long on drama and short

on soul, though Murphy set it up well with an amusing |
apology for lyrics that sound, in today's world, ;

forgivably male-chauwinistic,

Murphy might ptoject a more convincing image if he |

were to balance the jazz with a few supetior popular
songs and ballads delivered without =0 many melodic
twists and turps. The jazz element, in any case, comes

across strongly enough by virtue of the presence of |

John Heard, an admirable bassist; Peter Donald, a com-
pelling drammer, and Tom Garvin at the piano.

vely wistful mood of the |

4 Pari Vi/ Tuesday, February 10, 1951
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NEWTON AND COMEO |

AT PASQUALE'S
By LEONARD FEATHER

| ames Newton, who led a small combo at Pasquale’s
Friday and Saturday, is a flutist and composer who,
in both categories, represents the all-embracing
attitude of today’s truly qualified musicians,
Newton, 27, has spent several years demonstrating
?ﬁa ability to fit comfortably into every idiom and any
instrumental setting. On his latest album the music is
quasi-classical, played by a wind quintet, and without a
rhythm section. The atmosphere at Pasquale’s was to-
tally different as the set'began with such conventional
vehicles as “Bags’ Groove” and “Autumn Leaves,” with
a regular piano-bass-drums backup, . ., .
The flute is a demanding taskmaster, but Newton has
it thoroughly under control. bringing to it a strong, con-
fident sound and an adventurous yet accessible impro-
visional ality. His power and conviction are most
evident when he pla 18 oWn compositions, “Forever
Charles,” which he dedicated to Charles Mingus, was
preceded by an eloquent statement about society's fail-
ure to recognize Mingus' genius. It i a harmonically ob-
lique work that found Alan Broadbent, the pianist,
working very sensitively ifi tandem with the leader.
Midway through the set, Newton dismissed the side-
men and brought on Allan Iwohara, a koto player. The
Iwo men interpreted an early 20th-Century Japanese
mk. their personalities blending as I'wohara elicited
exquisitely pure tone from his custom-built instrument.
Broadbent returned, along with drummer Roy Mc-
drdy and bassist Pat Senatore, to accompany Newton
and Iwohara for an extraordinary treatment of Charles
damonst:amted bye;j!d!‘kp_le Hat," with a koto solo that
€ _ . rll]mntl: ! - young Ja; - -
can’s affinity for jazz. . = thg we 5 R
* dilJi_m,ll‘.‘s Newton 18 an artist and leader capable of pro-
cing endless surprises. Attractive though it was, the
Pasquale’s gig barely seemed to skim the surface in its
display of his versatility and ambition, He hopes to work
next with a trio featuring Iwohara and a guitarist.
Whatever he does, and wherever he performs it, a visit
18 strongly recommended.

BOR ONCE, HERMAN SEEN AND NOT HEARD

L
By LEONARD FEATHER

ednesday evening, in a brief relief from the ri-

gors of the road, Woody Herman spent his time
i as recipient rather than donor of services, as
higtener instead of provider of music.
_ e occasion was the fourth annual gala staged by
lhe, Friends of Music of Cal State L.A. at a banquet in
the Dorothy Chandler Pavilion. Herman, the first jazz
aist to receive this group’s award, was on hand for the
nauguration of a series of scholarships established in
‘higname, to be given each year Lo a jazz student from
the CSLA music department.

- With Dr. Herb Wong, the jazz educator who is writing
.’p_gnnan's biography, as emcee, the speeches went
 gmoothly. Herman alumni Nat Pierce and Jake Hanna
r‘l;lgike up fellow graduates with on-the-road band sto-
ries. Everyone, without spilling into sentimentality,
pard tribute to Herman's long track record as band lead -
' erand humanitarian,

‘Robert Curnow, director of the 20-piece CSLA Jazz

semble, wisely refrained (except for a closing med-

y) from subjecting the maestro to a reminder of his

n hits. Instead, he offered a program of scintillating
nusic written by members of the college orchestra.

F__ The high performance of bands such as this, as Cur-

Bow pointed out, is less and less extraordinary, more and
E'igi_pre the norm in these days of ubiquitous jazz educa-

tion. Saxophonist Herman was impressed by Danny
House, 19, an alto player with imagination, a warm
sound and technique to spare. House leaves Saturday to
tour Burope with an all-collegiate band assembled by

v g

trumpeter Clark Terry. (AN

Iiven more encouraging was a set. of self-confident
vocals by Cheryl Conley. Phrasing with the sensitivity
of a horn player, her intonation flawless, she surprised
nobody but herself when it was announced that Conley
was the winner of the first Woody Herman scholarship.

As the evening ended for the quest of honor, he
looked at his watch. Where had he been the night be-
fore? Some 29 miles out of Syracuse, N.¥. Where was he
due to play the next evening? Jusl 40 miles from Al-
bany, N.Y. “But,” Herman added, “it was worth the trip.
Tonight was a gas. First the Inauguration Ball and now
Lhis—so farit's been a very good year."

|i the orchestra for this nationally televised show. His 42-
Ml
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MUSICIANS UNITE
TO FIGHT RACISM

By LEONARD FEATHER

new organization known as MUSE (Musicians
A United to Stop Exclusion) is planning an all-out

assault on what it views as rampant racism in
the Hollywood studios.

Noted trombonist and composer Garnett Brown, for-

merly with Herbie Hancock, is MUSE president. Pia-
nist/composer Jack Wilson, a well-known recording
artist, is vice president, and flutist Valarie King is trea-
surer.
“We have figures to show a consistent pattern of dis-
crimination,” Wilson said. “The Los Angeles area has an
abundance of black musicians who are qualified for mo-
vie, television and recording work, as well as stage
shows, musicals and industal shows. E

“In our view, one cause of the shortage of black musi-
cians is the virtually complete absence of black contrac-
tors. If there is not an immediate and substantial upturn
in the hiring of black musicians, we will not hesitate to
file complaints with both the Fair Employment Prac-
tices Commission and the Equal Employment Opportu-
nities Commission,” he said.

“We have worked long and hard to master our craft,
only to find that certain doors are still closed to us.”

A glance at the current scene, and statisties gathered
in recent months by black musicians, reveal only a
handful of blacks, if any, can be found in the typical mo-
vie studio or television situation. In the concert field, the
group known as The Orchestra, formed in 1979, num-
bers 86 musicians, among whom only two blacks (Ray
Brown and Oscar Brashear) appear with any regularity.

Another prestigious job, the Oscar Awards program,

| typifies the reason for the musicians’ complaints. In

1971, Quincy Jones was invited to assemble and conduct

piece ensemble included 17 blacks. Prior to that time
. there had never been more than two or three; and under
other conductors, the number dropped back again dras-

" ticallyin 1972 and in the years following. .

Brown said that a study of contracts from the Local 47
| Musicians Union files covered 238 individual contracts
| with five major movie studios: Columbia, Disney, Uni-
| versal, Paramount and Lorimar, between May, 1979,

and July, 1980. These contracts involved a total of 8,974
job calls, of which 67 (or 0.75%) were for blacks. Since
only a few blacks are called, the actual number of black
musicians who received those calls is probably closer to
35 or 40.

Local 47, its president Max Herman and vice pres-
ident Marl Young and others have indicated their con-
cern and are appointing a fair employment committee to
handle problems of this type. _

“Musicians may contact MUSE at 277-8086 or write
the group: Suite 207, 420 S. Beverly Drive, Beverly
Hills, 80212. L %

| TONIGHT AT 8:30 SAT AT 7 & 10|

“A TRIUMPH"” 00050 vne
TOM TAYLOR.

‘WOODY’

Guthrie's life, times & music
CHARGE TICKETS :
oo " 4T77-2424
SEATS FROM $500
TICKETS AT BOX OFFICE I ALT MUTUAL AGENCIES

Westwood Playhouse

0856 LeConte Avenue in (ne Contempo Westwoad CentesB
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DUDLEY MOORE: BEYOND ‘10

BY LEONARD FEATHER

n a recent weekend, Cleo Laine

and composer-conductor-hus-

band John Dankworth sat in a
small Hollywood recording studio where,
in a matter of hours, they completed
work on a most unusual, jazz-oriented al-
bum.

Dankworth left his saxophone home,
functioning solely as producer. On the
other side of the control booth were his
wife and three musicians: the bassist Ray
Brown, Nick Ceroli on drums, and a di-
minutive, enthusiastic jazz pianist by the
name of Dudley Moore.

The sessions went smoothly, with un-
expected interludes of comedy relief. At
one point Moore, entering the control
booth, found Dankworth engrossed in
writing out some music.

Moore: “What are you doing?"

Dankworth: “It’s in the wrong key; I'm
transposing it.”

Moore (with heavy North-of-England
accent): “Making a transposition, eh? My
aunt had one of those once. Took her to
the hospital, they did. Transposed her
from B Flat to E. Painful bloody business.
You could hear her screams all over the
neighborhood.”

Dankworth: “Very sad. 1 understand
they removed her coda, too.”

At this point the engineer was ready
and, as we listened to the playback,
Moore's mood switched from humor to
concentration and elation. For him, the
occasion marked a happy reunion with
iwo old friends and a rare chance to dis-
play his very respectable talents as a jazz

e —— e

with Moore joining in on the vocal), and
Dudley himself, playing and singing on
“Strictly for the Birds.” He described this
as “A rather silly little scat song which 1
wrote around 1957, while I was at Oxford,
for a production of Aristophanes’ ‘The
Bim, -

Dudley Moore’s musical credentials in
his pre-*10” days are fairly well estab-
lished, but some of the early incidents
that took him through interlocking
careers as composer, pianist, comedian
and actor have remained slightly ob-
scure. After the reeord date, he talked
about them with a mixture of pride and
humility.

“John and Cleo helped to get me start-
ed. 1 was playing at a May ball in 1958
when they came to hear me. John rec-
ommended me for a job with the Vie Le-
wis orchestra; in fact, it was with Vic that
1 first came to America, when the band
toured a lot of GI bases.

“When they went home I left Vie,
stayed in New York and worked at the
Village Vanguard with a trio. The night
before 1 was due to go back to London,
Ahmet Ertegun of Atlantic Records
came in. He said he was very exciled
about recording me; but I was too home-
sick and went right home.”

Moore then joined Dankworth's big
band, remaining for nine months. “I was
a bit nervous about playing behind the
soloists, because at that time I was on a
terrific Erroll Garner kick. I played in his
style even when they were trying to take
a chorus, and they felt it was impossi

O Sl A0S E TE

i he 'd lack at me aKe |

Actor Dudley Moore resurfaces as a
jezz pianist with two old friends.

resident composer for London's Royal
Court Theatre; he had composed ballet
music and television commercials. Then
came the concept of a revue, “Beyond
the Fringe,” in which he was teamed
with the comedian who would be his
partner for many years, Peter Cook.

“Beyond the Fringe” went on to Lon-
don and Broadway, leading to a Moore-
and-Cook TV comedy series; but Moare
never lost track of his jazz connection.
The first of his many albums (he hasrec-
orded a dozen in England, the US. or
Australia) was entitled “Beyond the
Fringe and All That Jazz."

Moore’s involvement with jazz began
when he was 13. “There was one music
shop near me mn Iford, and I'd pick up

VENTURA'S BACK WITH A BORROWED SAX *(/7

By LEONARD FEATHER

he climb up hill may seem twice as steeptoany- a5
one who has spent time at the top. This thought |
~ may have occurred to Charlie Ventura when he

aS-__ fanne and other former Ventura sidemen

made his first local appearance in more than 20 years

Sunday at Mulberry Street in Studio City. g
The tenor saxophonist, long a Gene Krupa sideman,

led a combo of his own that won polls and helped popu-

sical entourage (he is working on o~ =h
Now a San Fernando Valley resident, he will be back
at Mulberry Street Sunday, looking for more long-for-

and that's what., -1 got an or-
gan scholarship, and during the years at

sic for plays, which I also acted in.”

As a youngster, and a small one for his
age, Moore took more than his share of
bullying. It's the classic comedian story:
“J used comedy in order to cope with all
of it. Being funny can render you sort of
innocuous, and also allows you to be hos-

larize bebop in the late 1940s. Later he rejoined Krupa

until illness forced him off the scene.

o

gp. we;l_-remembered faces in the crowd.

Though not in the same league with Coleman Haw-

kins or Lester Young, Ventura always was a warm-
toned, enthusiastic soloist; but his personal contribution
was less influential than that of his group, spearheaded
by the bop vocals of Jackie Cain and Roy Kral.

Coming out of near-total retirement, Ventura was
understandably nervous. A balky mike didn't help;
trouble with his horn led to an aside telling us that all
his own saxes had been stolen. A casual and sometimes
stiff rhythm section, to which Harry Babasin's bass con-
tributed the only moments of interest, produced a jam
session atmosphere for a performer who in his peak

v f_'.! % , -ql' ) i
b AR TE

yearsrelied on careful organization. e
The tunes were all reflections of his roots in the =
swing-to-bop era: “Indiana,” a Duke Ellington medley, =
“It'sa Wonderful World.” During the second set Ventu- |
ra seemed to take command; “Yesterdays,” alwaysone =

of his big numbers, found him in a more relaxed and |

T4
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Warner Brothers has issued “You Must Believe in
Spring,” the first posthumous Bill Evans album.

JAZZ ALBUMS

BILL EVANS: A
REWARDING SET

BY LEONARD FEATHER

“YOU MUST BELIEVE IN SPRING." Bill Evans.
Warner Bros,, HS 3504. We were assured that there
would be posthumous Evans releases. Warners has now
made good on that promise by issuing this trio set, with
Eddie Gomez on bass and Eliot Zigmund on drums.

Recorded in 1977 but never before made available

(for reasons unrelated to the quality of the music), this
set offers two Evans composilions: the touching “B
Minor Waltz" and *“We Will Meet Again.” The waltz re-
minds us that Evans was master an.he 3/4 meter all the
way.-back.to."Wallz [or - Debby.~ 3%
1956. “We Will Meel Again” is a longer and superior trio
version of a song dedicated to his brother Harry, which
last year was heard, in a paanosolotreatment,aslheu-
tle tune of another album.

The other cuts, all exemplary iilusimbons of Evans’
crystalline delicacy, reveal his knack for picking out
suitable tunes by fellow musicians. “You Must Believe
in Spring” by Michel Legrand has a superb bass solo by
Gomez. “Gary’s Theme"” is a gossamer work by the late
Gary MeFarland; “The Peacocks” was written by fel-
low- Jimmy Rowles the “Theme From
M*A*S*H" by Johnny Mandel, and “Sometime Ago,”
Jé:;ﬁalx.mber graceful waltz, by Sergio Mihanovich of

Produced by Helen Keane, Evans perennial manager
and close friend, in collaboration with Tommy LiPuma,
this is a rewarding evocation of the imperishable and ir
replaceable Evans sound. Five stars,

“THE SONGS OF JOHNNY MERCER.” Susannah
. McCorkle. Inner City IC 1101 An American, jazz-in-
fluenced pop singer, McCorkle has spent much of her
time in England, where this set of 15 songs was taped.

Her taste is impeccable, her style al its best admirable;
but a certain lack of warmth inhibits a eouple of the bal-
lads, and the hilaricusly hip Mercer lyrics to *“My New
Celebrity is You™ (believed to have been his last song)
don’t catch the essence as Blossom Dearie’s version did.
The British jazz combo is 50-s0, except for a fine, full-
bodied tenor soloist, Danny Moss. Three stars.

“IT'S ALL IN THE FAMILY.” TheCIaytonBrdhem

Concord Jazz CJ 138. Jeff Clayton plays agreeable, un- -

spectacular alto sax, at its best on the Adﬁerly-hke apt-
ly titled "Cannon.” His tenor could use a little more
Sonny Stitt-style fire. The album is most notable for the
splendid bass (particularly the bowed passages) by
John Clayton, and for the debut of a promising guitarist,
Emily Remler, who deserves a session of her own. 32
stars.

“SECOND WIND."Jane Ira Bloom. Outline OTL-138.
Bloom, an alte and soprano saxophonist in her early 20s,
takes her horns through a broad range of concepts, from

the tonal and melodic ("'Over the Rainbow") to the ab-

stract and outside (seyeral original works). She couples
her exceptional control of both instruments with an in-
novative approach. The strong support comes in various
configurations with bass, piane or vibes and sometimes
drums. Beyond doubt Bloom is an artist with a direction
for the future. Four stars. Oblainabﬁ;:ﬁ'em #16 M, 200
West 70th St., New York, N.Y. 10023 A

“BY ALL MEANS." Aiphonae Mouzon. Pausa 7087.
Album credits we never fi reading: “Produced by
Alphonse Mouzon. Prodmﬁm'l’ assistant—Linda Ledes-
ma-Mouzon. All songs written, arranged and eonducted
by Alphonse Mouzon. Horn and string arrangements by
Alphonse Mouzon . . . Mixed by Howard Lee Wolen
and Alphonse Moumn b Aﬁamgs published by Mou-
zon Music Co. . hpecml thanks to my son, Alphonse
Philippe; my wu‘c Linda Ledesma- MOuzon my mom,
Emma Mouzon; my dog, Poobley . ©

The music? Five-star artists ('Mqumn, Herbie Han-
cock, Freddie Hubbard, Leq Ri‘t,enour) plagng one-star
charls.

-.--

“2 + 2. Clare Fischer & Salsa Picante. fausa 7086.

_Leading his Latin.eombo. from the electric keyboards,

Fischer has augmented the group with two male and
two female singers. Their blend is splendid, they are at
times expertly integrated with the band through Fis-
cher’s compositions, lyrics and arrangements; and they
are quadrilingual, starting in German and proceeding to
English, Spanish and doo-be-doo, the Esperanto of jazz.
The rhythm, generally timbales-oriented, could have
used more bottom. Darlene Koldenhoven, the lead so-
prano, is a striking discovery. Four stars.

-9

“COPACABANA." Saran\YVaug)
2312-125, That this set does nd redeh the consistent
heights of its predecessor, “I Love Brazil,” cannot be
blamed on Vaughan. The difference lies in the accompa-
niment, which this time is spotty. Who needs that uni-
son choir background on “Smiling Hour"? Vaughan is
not Mitch Miller. The simplistic percussion o “Bonita”
could be a metronome. Still, Helio Delmiro’s guitar, an

. unidentified cello and the incomparable Vaughan con-
tralto applied to “Dindi,” “Gentle Rain" and Jobim's

“Double Rainbow™ (English lyrics by Gene Lees) ele-
vate this to 314 stars,

. Pablo Today

“THE MYSTERY SCHOOL." James Newton. India
Navigation 1041. Newton, 27, is a classical and jazz flu-
tist and composer who in this remarkable album leads a
wind quintel in three of his own compositions. “The
Wake,” a eulogy for the late Dr. Howard Swanson, the
composer, occupies the first side. Among its nine move-

- ments are a clarinet-bassoon duo by John Carter and
John Nunez; an English horn sclo by Charles Owens;
Red Callender in a remarkable tuba solo, and the unre-
mittingly creative Newton. None of these men plays
jazz here, yel there are es thal are clearly impro-
vised. There ig no rhythm section, here or in the other
two works, “Central Avenue™ and *Past Spirits.” Ab-
sorbing music for serious listeners. 4%2 stars. [
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Barbara McNair

BARBARA McNAIR
LATE THAN . .. ! AT OL’ NEW YORKER

s “‘gge e “:;'}'; By LEONARD FEATHER
Back to LA, s arbara McNair, who opened Tuesday and closes
S e S T e . Sann'dﬁthaﬂheOI‘NewYorker.mkes:mthe
March 1) came abul 20 years stage a now long-familiar advantage. Some
Cm.lﬂ melg}ive a little_historical :yearsagcshewaslistedbyanupertonmehmauersas
| packground on Feather's attitudes to- == : one of the world's 10 most beautiful women. Time has
el hatwasthenterma‘.llree}aﬂmd done nothing to erase that image. In a2 white gownanda
L ti-jazz. 100 -ad smile, she was stunning.
t whatsome termedan’ Az et d
“ Time, alas, also has done nothing about her nightelub
~aot, which differs little from one reviewed in 1978 at the
it & ' :HayboyClub.Shehassuunotleamedhaw;gwﬁm
parameters of W “her strengths, namely a pleasing timbre, good intona-
known as jazz. It is @ given that jazz { “tion and phrasing and a relaxed approach to a gentle
moves ever forward. The people creating ' : ‘melody. &f
{he music at that ime included such ge- ' There are ballads here and thete; but the mood of
niuses as Coleman and Johi:l Coltrane. ' “When the World Was Young” is still rudely interrupt-
The critics at the time, except for a very ‘ed by her segue to a Teutonic treatment of “Those Were
| few (notably Ralph J. : and ¥ rank the Dayss; From the Barry“ vimded wmnsbe&.m _ "When_
Ko{:k)’) ' ;:i?;:eo ¢ this new music (as crit- - '?alutzlto wmtiuarfeﬁ:ug%?the requist t:i warmth. i
O edally are whenever something ne¥ ! McNair should make a pact with Linda Hopkins and
lt.(t:fr::lensytheir preconceived notions of | ~ @ather Phillips: They will not ry 1o comhe on like Mc-
bt the music is and should be) and Nair and she will not insist on singing black gospel
Leonard Feather was among 1ae 7. : fnaterial such as “Jubilation,” for which her Racine,
prevalent. His power, for thatis certainly | - _ Wis., background ill qualifies her. :
what it was (and sl i), }ommhﬂpmﬁ 3 - Then there were the painfully unfunny revenge song
cricize certainy A STLLC, Ormette | ' (“You broke my heart in three” was a typical finc) and
conditions of such grea : the distressingly unthip material in a number about men
Coleman. s that i's nice to sce (NN | (“for the ladies in the audience"), She followed the lat-
esthercome round i where the i | | i o e vie A s
o 20 years ago. He finally accepts O | . i b:an e
articleon | 3
nette cgtema&aengfs‘h ;? %(;a:eeps at it, '.‘ ° Her rhythm section (piano, guitar, bass, drums) too
him. Congra mednawmightﬂeﬂ ! F wssilmk-mentgd.thamhuwashaﬂ'lwteil
the mmcmpehmmd“metumdmm' . whether the inept backing was due to the musicians or
ary 2 FRANK B. GERHEIM ' ' : " th&:Naﬁhmd?altwﬂhmmyamhmmm-the
anmh W mmmmammmemm
~ best for her in terms of a well balanced program. As al-
: .al;gproﬂdedjalnm:sh.ewdenceolhowmm
: ~mreabé'coulddfer.hutumemughtowmpmawm
*You Broke My Heart in Three ”

i not connote an awareness of what would be

— T e S
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CALENDAR

BY LEONARD FEATHER

Ornette Coleman spent most of the 1950s in LA, a time of frustration

hen the composer snd saxo-
phonist Ornette Coleman lived
in Los Angeles. where he spent
most of the 1060w, frustration was the
keynote of his life. Rejected by his peers,
who disparaged his radical musical con-
cepts, he worked as an elevator operator,
scuffled in day jobs and finally took off
for New York, where in ghort order he
was hailed as the most important mnova-
tor sinee Charlle Parker
A few weeks ago, Coleman returned 1o
Los Angeles, under markedly different
conditions. He had been signed by Lhe
producer/director, wniler Jose! Bogdan-
ovich to score a feature fitm, “Hox-Of-
fice,” starring Eddie Conmantine, Carol
Cortne, Monica Lewis, Edie Adumas, Ro-
bitn Clarke and Aldo Ray
Like many domestically unhondred
prophets, Coleman has had litle ascep-
tanee as 3 movie wriler on home sk He
went to Parts 1o score a fiim for the Liv-
ing Theatre in 1985 In 1970 he undertook
a project for the National Film Board of
Canady; but the score he composed for
hiz only American feature, made in 1962,
never reached the thealers “They said
my music was oo strong,” he recalls, “s0
they didn’t use L™ Bogdanovich (unre-
lated to Peter) knows that Coleman’s

JAZZ

ORNETTE COLEMAN: THE LONG
WINDING ROAD BACK TO L.A.

using scvem jEm musicians Addiaonally,
Carol Cortne will sing thred songs com-
posed by Froddie Redd (wo have Iymies
by Fran Landesman Bogdanovich ela.
borates “Ommetle’s contribution has
nothing 1o do with (the sung passages, it i
an underscors (hat deals with the dia-
logue, with the concept of clunaxes—3
scare Lhatl adds punch W the plotime,
pushes its development inls the Bkt

Colesnan tries to clanfy. “The sound
that redates to Lhe dialogue i the sound
that T am writing. The sound that is being
used o express the diglogue 8 already
there "

Oh.

Coleman’s writing for the seore will 1n.
volve the use of his “harmelodic™ music,
a theory so compiex thatl say attempt st
an explanation would bog down in tech
nicalities. Suffice it that the use of tem-
pered and non-tempered pitches s in-
volved, and that Coleman may use a non-
tempered Instrument. the museile, along
with the regular instruments of the or
chestra His refusal o go along with the
12 1ones of the Western tempered scale
has led 10 sccuzations that he plays out of
lune

U the layman has & problem under-
standing Ornetie Coleman’s theomes, or
the music to which he applies them, they
may take consolation in the knowledge
that many repowned mimicians have had
great difficulty relating o his accom-
plishments. His i the classic story of the
nonconformist who has to fight noncom-
prehension. Though the respect in which
he is now held in many circles is still far
from unanimoua, he has remained shove
the battle, firm in his conviction that
harmelodic misic and non-lempered
sounds will ultimately bring w all to a

& higher emotional and sesthetic level

strength for his requirementa.

Caleman, & small man with a subdued
voice and & restramed. gulleless manner
strangely at odds with the revolulionary
character of his music, articulates his
ideas in a style paraliel to that of his im-
provisations; at Umes Laser-beam lucid,
al other points not euny 1o futhom,

“Bazically.” he sald, “the film tells a
very human stary, about & Young woman
expressing a desire to be an individual; at
the ame time, there's the imner plight
about the truly human condition of caste
and quality of Bving. which in this case is
caliled » buman genelic thing. Se you
have these two plights. And that & one-of
the reasomns | became invodved, Decause |
hiee muitiple exprossons. | write my mu-
gir In those kinds of Images S0 when |
saw thiz, | sopped evervihing and start -
od work on Josef s movie”

“The regmon why Ornetie vl [ have s
Besd working relatonsiip.” sud Bog-
danavich, " that | sk of hism more s
3 clamnical musician. He has & signaficant
beckgreund in terma of working with
large orchesizas © { Coleman's symphonic
work “Sktes of Ameriea”™ was recorded
with the Landon Symphony: the orche.
#tra 1s being reanited with him i London
to record Lhe {ilm seore. )

A joonoclastie music de et the  night - Along wilh the avemphany, Cobeman &

The Coleman rebellion took abape
glowly. It might have begun sarlier had
he not heen born 1 dire poverty in seg-

: regated Texas

“As a lttle ki | never heard a sym-

pbony orchestra. As for juzz the only

time | heard it was when SGINe MUSIKIANS
got stuck m Fort Worth, Pecple some-
times tell me I'm better off being a self-
taught musician, but 'm net It's laken
me thal much longer 1w got the approval
of those who already know these things |
had o tesch mysell I'm seif-taught be-
caust | stayed in Texas and discrimina-
tion was still a big lssue there.”

Playing in rhythm and blues bands lo
help support his family, Coleman was un-
aware of such sophisticated forms ad be-
bop. “1 went to New York in 1945, when |
was 15 [ had an auntie there. [ aw Dezy
Gillespie’'s band at the Apollo, but |

vorite composers were, and Uil are
Thelonious Monk, Charile Parker and
Hod Powell | wanted (o go back 1o New
York and play bebop, but my suntie had
left and | didn't know anyone Chare
Well, 2 sophonist friend, Red Connots,
had an offer lo go to California and he
neaded an alto pluyer, 5o | swilched Back
LW altn

“When | got to Califorrus, all Uhe guys
in the band got drafted. the band broke
up and | was mranded. Ten yoars | was
stranded in Los Angeles™

The panic was on By now Coleman
wat not only into teebog But aak g ques-

Gons thel tmascended it Wit wwm
wiong wih desccssces” Why the od-
herence 1o surdasd harsonit fapisulee’

Warst of all, there was the pervishye
raciem of 1900s Califormia “T'd po %t o
the San Pernando Valley and sl In with

and started tWwiking 0 me, \regting me

nat jile another person would trest & fan

So | didn't get o play for him, bt | was

enthusastic sbout mesiing @ musican of

his caliber —the same sy that lohs Cof-

trane and | gol togeiher, yeurs later,
Ere]

The two albums though thelr
were modest, impressed enough peopie

camie 1o New York m 1968 halled by oni-
jcn for hat inikative =t escapeny fom
many of the srictures of peevious JENy
fores—the conventignal 12- o I2-bar
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VIZZUTTL BRUNEL

'QUARTET AT DONTE'S

" By LEONARD FEATHER

re familiar than the names of its leaders,

mthmd?ar:oreason. Allen Vizzutti, the trumpeter, and
his co-leader Bunny Brunel, a bassist, are both regular
members of the Chick Corea band, as is the drumm
To'lr'.i:ge'echthtxl':emmreans combine with Ken Shumi on
electric keyboards to present a program of music wr
ten by Vizzutti and Brunel. If a tag has to be attac
their music, fusion would fit best, though exactly w
they are fusing is open to question. Jazz and’

If the group seen on recent Thursdays at Donte’s

_and funk? Funk and baroque? Baroque and Brazilian?

Tt depends which: tune is under discussion, since all
these elements were audible at one pomt or another.
Vizzutti, longer on technique than melodie inspiration,
ran the top-brass gamut from trumpet to fluegelhorn to
a four-valve, piercingly min-mned-picgolo-ttqmggt
* Brunel’s velocity on Fended; hasaismorg &M thaf

' ility to s a steady rhythmic undercurrent.
mtd;eabmz:any uptcfhliicaﬂy endowed bassists, he forgets
that e

primary role should be suppertive. There was

more solidity to his wl:;k m;ﬂon 'zzutti’s “Small

v." he switched 1o a long, bodi right b
Frgtechuein had similar troubles restraining himself,
sometimes turning Shumi's keyboard solos into drum
explosions. He also helped render aemi—mt?lliglble
three vocal numbers by Nani Villa, Brunel's wife.

They will skip Thursday but will be back‘March 13. 19
and 26. Meanwhile, Charlie Callas, a comedian who likes
to play the drums, has formed a jazz combo that will
work at Donte’s Wednesday through Saturday.

 DIZZY GILLESPIE AT CONCERTS BY THE SEA

. By LEONARD FEATHER

the Sea was no ordinary fly-by-night gig. The

club was ablaze with lights, this being a session
for “Jazz America,” which will be broadcast next fall on
PBS and National Public Radio.

Conscious that he was videotaping for posterity, Gil-
lespie added Ray Brown on upright bass, Tim Melntosh
on trombone, and two importations from New York: pi-
anist Valerie Capers and Paquito Rivera on alto.

With Brown and Capers bringing the rhythm section
up to the size and sound he deserves, Dizzy was nudgec
into operating at full strength, virtually telling us the
history of bebop through his smoking horn.

Rivera, a former member of the Irakere group in Ha-
vana, who settled in New York a few months ago, has
developed into a startling innovator who moves from
mordant, Birdlike bop to manic split tones and squeaks.

Mclntosh is a respected film composer who gave up
playing in 1969 but was persuaded on a moment’s notice
to pick up his horn again. It was not the wisest of deci-

D izzy Gillespie’s visit Wednesday to Concerts by

'y

slons; his sound and {nvention, following a Rivera salo,
came as an anticlimax.

Capers showed a Horace Silver mfiuence. especially
in her assaultive bass-line punctuations. More should
have been heard of her, but there had been litle re-
hearsal and she laid out on numbers she didn’'t know.

All the tunes were Gillespie standards. from ““Bebop”
and “Kush” to “Brother King.” “Qle” and “Birks
Works." They were preceded by comic monclogues so
familiar tnat most Gillespie followers ¢an now recite
along with him or anticipate the punch lines. No matter;
however well known his words or certain trumpet trip-
et cliches, they are genuine onginals. Gillespie's store-
house of gems is the Tiffany of jazz.

Of the regular sidemen, Tommy Campgell on drums
lacked the true feeling for the whom. and Michael
Howell's Fender bass was out of place. Ray Brown, lay-
Ing out on & coupie of tunes, was sorely nussed. Ghitarist
Ed Cherry, in his flamence introduction to “Qle,” lent a
bright splash of contrasting non -bop eoloration.

The material taped Wednesday wili be edited and
lined up with segments recorded at |oeations in New
York and Washington. The result will'be a four;install-
ment anthology of bebop in a series that wlllsur Lo dog
ens of programs and wili eventually encompass the en-
tire history of jazz. gt S R

Besides being seen on TV around the world. the series
is being set for worldwide release on disc and cassette
home video; there will also be original so nd-Lrack rec-
ord albums. At the controls for this tnprecedented ver-
ture are producer Gary Keys, co-producer Tun Owens
(best known for his “Jazz Alive” radio series), and ex-
ecutive producers Jeanne Mulcahy of KCET and John
Goberman of Lincoln Center, where the first prograr
was taped twe weeks ago. Thanks to them and thel

staff we can at least assume that the 30-year teley: P
jazz drought s over

— ———

Watts Towers, and considerabiy

i

e S b o to convey th

songs from every era.
_She still cruises with strength and co
the harmonic labyrinth of

and brings the same honesty and warmth

e

*

"

ed_her

.essence of

Weldon.

INGS AT OL’ NEW YORKER

*dable, controlled voice, and for the most part she has

to the Kern/
Hammerstein “Folks Who Live on the Hill.”
“Qut of This World” undergoes a reasonably success-

ful phythmic transmogrification into funk, relieved by a

switch to a jazz beat at the m
manages to take the song “T\

-
3

Eﬁg‘ig;%ﬁldand Mahi%gﬂm

fluctuating moods succeed with the help of her
<l 5h enoit, whose jazz piano

perennial aide de camp David

ray point. Lynne even
norrow,” with its Poly-
m. Here and there she
1g you that her mother

on “June Night" came across with the. same savoir-
jouer as his electric keyboarden the pop songs.

If greatness and fame have eluded Lynne, it cannot be
for want of talent. True, there are sounds more immedi-
ately recognizable and distinetive, but hers is a depen-




rd on Senday. March 13, 1965, Chan. | geesd musse Regarda, Slun. ™
4 terrible premonition sbout you But Burd never returned W Sweden, and (here ¥ 2
, then eaustic irony m ihe reproducton, an e very next page.
of 2 contract symboluting his life In the US A the
country Shm would hive had him abandon. It called for
the entsre 10- man Chartie Parker with Strings cosem-
ble 10 apgear for 8 peven- day week al the Tuwne Casmo
m Buffalo N X Price Agreed Upon $21.900 guarantes
To Bird, with parsimony and Wo bitle love O

B8 wo- of three-day wonder. to those of as who

B e tcompemionsad ety n v JAZZ-ALBUM BRIEFS

tragedy we had long been feanng

B s et ta e aners wiegram _“TLL PLAY FOR YOU." Blll Watrous Fumous Door
L """“"‘“ James C Petrilis ML 134 Fellowstrombonists will be left slack -jawed by
.»,.,, .'.“"-'. fasled 4 agpear 1 have I Wy Watrous' “Body and Soul,” nol jast becsuse 1L is 3 Lech-
R your tells me they cannot locate  ichal lowr de force bul on the streagth of its endlessly
s 7 e ageney if jeopardy . . . " Here CTEStive lyriciam The other tracks maintan the high
e 1) “"'h“"'l I’:w fur!'ree. the level Watrous has schieved in his series of LPs for this

that for 8 recording dale as late an 1954

leader's fee of 7945, a 1953 contract

pwy he played the Kavakas Grill in Wash-
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FLIGHT AND FALL—
THE BOOK OF BIRD

BY LEONARD FEATHER 3 / g

¢ ird Lives™ has become the most celebrated of
all jazz graffiti. You can see it scrawled on the
wall on the corner where there once stood a

Los Angeles club called the Hi-De-Hao. That would be
on Page 251 of "To Bird With Love,” a production
through which Bird truly lives again, more vividly than
#l any Ume aince his death 26 years ago next week
(March 12, 1955).

Announced as “The definitive book about Charlie
Parker,” this is in many respects the most
labor of love ever dedicated Lo a jazz musician. Weigh-
ing in al eight pounds, its 424 pages are 144" high, 10”
wide, and packed with photographs and memorabilia of
every kind.

The magnum opus is credited to Chan Parker, a de-
voled and sensitive woman who shared Bird's last sev-
eral years, and Francols Paudras. Chan Parker served
as technical director and wrote the English text (con-
suting for the most part simply of captions o the photo-
graphs); Paudras is credited with the conception and
the French text

The publisher is Societe Wizlov, La Cure, 86310 An-
Ugny, France, and it is yours for $147 airmail or $127
surface mail in the United States, $163 airmail or $141
surface mail in Canada. Attempts are under way 1o se-

To anyone who was ever touched by the genius of
Bird, the price will be no deterrent. Between these cov-
ers can be seen the birthplace, birth, childhood, family,
adolescence, accomplishments and frustrations of
Charles Christopher Parker Jr., aka Bird, Yard, Yard-
bird. Here are his friends, the musicians and fans; and
his adversaries, the booking agents and club owners.
Here Is Bird healthy and happy, straight and serene,

Bird bioated wilh boose, or hagzard and strung St
junk. Bird beaming as admirers surround him rd

land (the N.Y. ciub named after him), on & bus 8
F‘nnce.uachbmswdmuthemm_h 1

festival in 1949,

Hmmlheplmawhmthemdl‘uhup .

mmmmmm,mmwn&

school he aliended in Kansma Oty Minton's—the 3o+

called “birthplace of bebop™ In Hartem—and Sind
Street downtown, shown in a nostalge double -page
shot, aglow with Lhe neon of the Three Deuces, the Fa-

mnow.unﬂnmmmmalm

area on Avenue B in lower Manhattan There are grim.
mer locales: Camarilio State Hospital, where he recy-
muﬂaﬂanbmukdwnmmﬂmm.
New York, where he was admitted after sttempting sul-
cide; and finally the Lincoln Cemetery, just sutsde
Kansas City, where Bird was laid (o rest.

Despite the absence of any narrative other than the
captions, there is much more 10 this volume than the

staggering array of photographs. Along with the ple-
tures that are worth a thousand wards you find pictures
that are a thousand words, or mores reproductions of an«
gry exchanges of letters between Parker and the Musi-
clans’ Union concernine ™ * 5 disastrous engagement
at the Tiffany Club in Los Angeles and a chaotic book-

ing at the Latin Quarter in Montreal (in both cases the

employers’' claims were upheld and Parker’s denied).
The letters illustrate poignantly
was of dealing with mundane business matters, of at-

how mcapable Bud

lending 0 the normal exigencies of a profession pursued |

in nightclubs and concert halls, but the ressons for his
troubles in coping with life are made clear in an earlier
correspondence between Ross Russell, the

sympathetic
record producer who helped get Bird into Camanilio, and

Chan, then known as Chan Richardson, who at that time
was not living with Bird but was a concerned onlooker.
(The official Mrs. Parker was Dorls, who according 1o
most historians married him in Mexico, though the de-
tails of his marital adventures and the settling of his as-
tate led o endless wrangling, claims and counter-
elaims.)

From Chan's letter 10 Russell we learn that Parker
had a narcotics habit from age 15; that he was in an asy-
jum in , and that Chan was trying withowt

|- success to free him from heroin. She opens up to Rus-

sell: “T'm sure that if Bird were given the opportunity
that Diz was, he could straighten himself cut. He knows
how much he blows and he's hurt cause Diz s

bebop jazz revolution, rankled Parker at Umes, yet their
mutual admiration endured until the end.

There is cne touching letter from Chan to Bird, ex-
pressing her anxeties.

“T've never before had a fear of dying because I've

mmmmm.._.mm.h:

children: Pree is 50 smick and so very heiploss . . .
you, my heart, are my greatest worry. Although | want

hushand,
deadt | B S
same is Bird It very mice
been very mice 1o me ere
away take it casy. Let me be
you | az your busbe

_‘. :

El
"
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BLYTHE INSIDE AND

; OUT AT McCABE’S

t
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v
b

By LEONARD FEATHER

rthur Blythe, the alto saxophonist and composer

who has been the subject of more journalistic

commentary than any other jazz soloist in the
past two years, brought a quartet to McCabe's over the
weekend for his first local appearance as aleader,

The term “outside’ has been used by critics as a syno-
nym for radical, defiant of the conventions of form, tone
and tradition. Blythe, with his use of multiphonics and
abrupt shifts of mood. rhythm and tempo, is indeed an
outside player when the impulse seizes him, yet he is

- capable of reverting to a style that is, to quote one of his

A
]

album titles, “In the Tradition.” Saturday evening he
kept moving outside and inside as if caught in a revolv-
mg door. :

For this reason and others, an evening with Blythe is
an invigorating experience. This wa$ not his “In the
Tradition” group, for which he employs a conventional
rhythm section; instead, he had a superbly kinetic tuba
player, Bob Stewart, in plage of the regular bass, and re-
placed the piano with a guitar, played by Kelbyn Bell,
who developed an often tense and never predictable al-
ternation of jazz, rock and funk. T M

Blythe opened with one of his more conventional
pieces, “As of Yet,” an apt medium for his display of or-
thodoxy and audacity. The climax was a sonorous, tene-
brous tuba solo by Stewart. T

The closing work gtarted as space-age bebop, then
lapsed into a 10-minute drum solo, complete with whis-
tles, a flexatone, anything'to draw laughter, which had
not seemed to be the true objective of an otherwise mu-
sically rewarding evening.

_::_

a Part VI/ Thursday, March 12, 1981

ORCHESTRA PASSES
ECLECTICISM TEST

By LEONARD FEATHER

hen The Orchestra, with its 84 musicians and
lofty ambitions, launched its first season in the

_ fall of 1979, conductor Jack Elliott asked rhe-
torically: “What’s wrong with being eclectic? The days
when people insisted that you decide whether you rep-
resent classical music or jazz or pop, or any other area,
are gone forever.”

There were times when it seemed that sound-track
music, flatulent exercises in pretension and under-re-
hearsal threatened to sink the venture not long after its
maiden voyage. But the problems of the past were for-
gotten Tuesday evening at the Dorothy Chandler Pavil-
ion when Ellfiott took his fourscore hirelings through a
program of two newly commissioned works and a third
that was new toL\os Angeles.

The premise that The Orchestra can undertake ven-
tures of which no other ensemble is capable was best il-
lustrated in the opening “Concerto Due," composed by
Bill Holman for Bob Brookmeyer on valve trombone
and Jim Hall on guitar. 4

The work was intelligently designed 1o utilize the
vast resources at Holman's disposal while incorporating
both soloists, separately ‘or. jntertwined, in a manner
that reinforced their personalities. The second move-
ment, a fast waltz, and the third, with Brookmeyer con-
juring up his unique brand of melancholy, paved the
way to aslightly overbrassy but skillfully crafted finale.
Hall's gentle sound and loping: SWing came across gen-
erally well balanced with the string section.

Lalo Schifrin’s “Invocations™ (conducted by the com-
poser) was the most serious piece, and the only one that
perhaps could as well have been'written for'a conven-
tional symphony orchestra, since there was virtually
ripthing in it that called for jazz capabilities. This obser-
vation is not made judgmentally, for Schifrin’s examina-

of his instrumental options—splashes of marimba,
zicato figures by the bass section, harp passages,
uely Middle Eastern flute effects—cut a high, wide
handsome swath of sound.
ZAfter intermission, David Grusin's “Centennial Al-
ranac” brot e Orchestra in tandem with the 70-
:gie Valley Master Chorale and a jazz rhythm section
at-included Oscar Castro Neves on guitar. Commis-
sigied by the University of Colorado, it was first per-
fotied in 1976 by a student orchestra at.Boulder.

‘From the opening “Divertimento” through the pas-
toral second movement (“Earth Song”) to the jubilant
“R.F.D. Saturday Night,” this concerto grosso is a well
conceived slice of Americana, ranging from the simpli-
city of handclaps by the choir to the complexities of off-
beat rhythms. The first movement was in 14/8 and the
third, for the most part, in an odd nine-beat meter, sub-
divided 2-2-2-3—great foot-tapping mi’xfh': for your
average nine-toed listener. ~~

Castro Neves added a Latin touch, Chuck Domanico, a
solid bass beat, and only Grusin himself, at the piano,
seemed out of place in a spot where, say; a Roger Kella-
way could have added a missing element of energy. But
thé overall result, like the evening as a whole, proved
thatin the right hands, eclecticism does indeed pay off.
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THE FESTIVAL ERA
IN FULL FLOWER

BY LEONARD FEATHER

&2z has been called the reluctant an— perhaps be-
cause of the unending conflict bet ween sz as pure
music and as sheer entertainment, or possbly on
the gprounds of the reiuctance with which it was
abttepled, for many years, as a music 10 be performed
anywhere but in mghiclube, saloons and dance halls
The jarz concert era may properly be said (o have be-
gun in M3, when Duke Ellington launched his anmual
series al Carnegie Hall The few such events that pre-
Sded this initialive were spotadic exooplions 1o an un-
written law. Jazz sumply was not an bom Lo which one
sat and listened in theaters,
The festival ers got under way in the summer of 1554,
with Geprge Wein at the helm and Newpart. R.L, as the
[ Jotus It was a modest affair, 50 strapped financially that
Wein, conscious of Stan Kenilon's name value at the
time, but unable Lo bring in his band, flew the maestro in
alone Lo act as cmcee.
A glance at the 1981 jazz picture reveals a grandiose
design, with virtually the whole world as its stage. In
Vestern Eurcpe, with Wein as co-producer or at least
wl talent supplier al almost all events, more than a
major festivals, ranging from two 1o 17 days, will
ponsume encrmous quantities of American and Con-
yental talent
Wein's abulity to interweave 2 keen business sense
th an uncanny flair for selecting talent (or for dele-
ting others to do 80) has made hiun a secure and suc-
ssful man. Now 55, the Boston - bom ringmaster of the
stival circult and his wife Joyoe have homes in Man-
hattan, Connecticut and the South of France
Newport s still the hub around which all his activities
furn, but since 1972 it has been Newport in name only;
the event takes "'!k._i. Fid ndoor and outdoor
yenues in and around New York. Wein s {ineat
aftermath of hia 1-_.*. 1 festival, whic

IHIMeTGUs

hour was

»e

the Los Angeles Philbarmonse Assn, commisssoned
Wein to assembie five other =z events for the bowl
This year a suntiar scheduic has been set, in 38U o
the Plavboy affar, “The LA, Phiharmone s commit-
ment to mxa” says Fleischmann, “will again include
{ive summer conceris. with the poasibilsty of a sixih, spd
perhaps of a continuing program thal may ultimately
put us on A year-round basis™ (Any non-summer
events would be heid at the Mumic Center.)

ein, during a brief vinil o Low Angeies, ex-
w plained hus success. “What w happening on Lhe
West Coast i= related o two factors Plavboy,
with its greal promotional power, and the Hollywood
Bowl, with iis subscrption concert senes
“The minule we pul jarz of 4 subscrplion serses. we
started reachung the nuddie -class (amilies who normal-
ly wouldn't g0 10 a 2z concert— parents who want to
introduce their children to ez rather than 0 rock ‘o’
roll. We had st least 11,000 or 12.000 people at each con-
cert last summer. attracung Uns compictely different
type of audience
“Let's say, jor instance, you pul Iz on 3 commamat y
concert series That includes. sy, five classical artists, a
Namenco guitarist or 2 folk artst, a clasecal prantst. an
opera singer. Add a jarz group 1o the series and it will

Cdraw all U oibers Ths s what happened when the
Modern Jams Quaritet wed Lo play w sftustions of U
bind yet f you go inte some of these small lowms. rent 5
hall and put on an welatod js convert, nobady w48
Come.

“I's ool that there are more e fane thas ¢ver, £
rather the sonne Lhal iz @ 2 very hap thing and peopin
think 1hey should pet iImvalved with .7

By and large. Won » sohedule s more comeervalive
than some of the jerz orvters would wah ~“Mainstreas
=z ne insasts, e lie 3 meal i srarch of somsesar W
eat it and by manstream | mean every g froms Oecar
Peterson 1o Karl (Fatha) Himes.”

This precegt s clearly bring practiced al ths years
Playtey Festival, with soch long -estsblished names 20

Piease Turn i Pagr 7%
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In person! The extroordinary
American composer

Lukas Foss

Fichard Ewgino wory Jerry Epatem ol
l.m.num chareat, Roland Moritz Mute,
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me220- nopr and, Son Shephard
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I Discover Conductor

Daniel Lewis
“Ore of Calsfornia’s
best kept secrets”
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March 21

8:30 p.m.
Cho-Liang Lin,
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Fri. & Sat. — March 20 & 21 — 830 p.m.
Vm Oherture 1o La Fur:.a del Dystino
BEEI‘!-IM Plano Concerto No. 4

RACI'IMANINOFF Plano Corxero No. 2
James Tocco, Planist

Mr. Tocco replaces the ailing Gary Geaffman,

ongnally scheduled for these concerns)

DVORAK: Symphony No 8§

Directed by ROBERT WOJCIAK
PHO(.RA.II
;c:-lmt‘n.:m ";-r M
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Trrse ismg Fow We Puaw
Molwet de oo A glew .
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Discounts flor semiors, students, military
Phone charge your order today:
Symphony office: (213) 436-3203

121 Linden Ave., Long Beach
Conventon Center: (213) 4363661
All TICKETRON outlets
TERRACE THEATER
W0 Fast Ocean Bhd., Lo

|‘I Beax

Symphony

Beach

RODNEY EICHENBERGER conductor
IN m

:Fr‘h,\hnhm- R 00 PM - Bovard Ausl
Tickets: $4 00 (17 00 studenty & w, Citisens)




LoS ANGELES TIMES - SYNDICATED

BY LEONARD FEATHER -

JAZZ/POP MUSIC

A JAZZ WRITER'S STANDARDS
KNOW NO BLACK OR WHITE

ecently colleague Dennis Hunt of jazz- musician’s life,” which he claims is

The Times inadvertently stirred

up a controversy by writing a
highly critical review of Smokey Robin-
son. Certain black readers, assuming
Hunt was white, accused him of racism.
Others who know Hunt is black were an-
gry that he did not bend over backward
to be kind to ablack artist. .

“My job,” Hunt wrote later, “is to as-
maﬂfomofpopmumwithwtre-
gard to the race, creed, sex or color of the
performer ... Praising mediocrity
would be a flagrant violation of review-
ing ethics.”

Substitute *jazz"” for “pop muisic” in
that first sentence and you have the cre-
do of any journalist or historian, black or
white, who professes to be a jazz critic.

Racial sensitivities work in several
ways for the non-black jazz writer. Logi-
cally, in dealing with an a,rtfonnalmost

“tantamount to condoning the overt ra-
cism that pervades our culture.. . .
Take your choice. In reading my col-
umn you are accepting the words of an
anti-white racist or of a condoner of anti-

black racism, depending on whether you:

believe Walker or Gerheim. When the
flak comes at you from both sides, you
begin to have the feeling you must be
doing something right.

The truth is that even the shghtest
hint of racism is by its very nature in-
compatible with a passion for jazz and the
desire to devote one’s life to playing,
composing or writing about it. A survey
of the history of jazz criticism would re-
veal that the typical jazz critic has risen
above considerations of race in evaluat-
ing the music; however, he has con-
cerned himself deeply with the problems
‘of racism when dealing with the social

- John Hammond was the first shining

~black OF . example. From the early 1930s, he wrote

white, they are evaluax.ed ﬂmomms to
the standards citedby Hunt. ~

which a white writer may be |

Written last year after I had revieweda

performance by the bands of Ray Antho-

ny, Tex Beneke and Mercer Ellington, it

took the form of a letter to the editor:
“This letter is written to protest Leon-

: ardFant.her’a...Hﬂ:(edMe(of)

AU TASER B g ATAE AN n mraey mg

s masada YA BAS

most unanimously disapudwnhlm
ard’s appraisal. . . Itwa.sabadbandand
Dukemustbetmnmgommhas
“Leonard is entitled to his onsbut
. he is unable to give a fair review to
theperrormanceofwhitemtﬁicim. s
For years he has appeared to have been
conducting a one-man black-superiority

crusade, and convinced that its success |

depended on ignoring or putting down .
white musicians, Racism js racism re-
g:.-.dlmo!which direction it is pointed

The writer of this billet douz is Leo
Walker of Hollywood, author of a book
about dance bands. Nowhere did he point
out that in the self-same review I men-
tioned that Woody Herman's band,
which I heard the same evening, sounded
superior to all the other three, including
Ellington's. That would have spoiled
Walker's point; but since his mind is
madem.itwmﬁdbecmeltoeonfuuhim
with facts.

On the other hand, here is Exhibit
Twmﬁmﬂmne'thkB.Gerbehno!Imxg
Beach. His complaint is antithetical to
Walker’s. He is shocked that an agticle
about Ornette Coleman, the black saxo-
phonist, appeared under my by-line, for
in his view this m.vmtoo
late, (If I had failed to write an interview

m’elmy ‘would have com-

about jazz for any of the few publications
* (mostly in England) that would accept
. the subject as worthy of serious discus-

ant illustration of the Bednd! dmﬂ tb. - sion. Simultaneously, he became aware

of the indignities and inequities that were

‘=« being visited on black musicians, and of

the horrors of lynching.
Hammond played a central role, as

talent scout and record producer, in ad-

vancing the careers of Count Basie, Billie
Holiday, Teddy Wilson, Charlie Christian
and scores of others. By selective report-

ing, a Leo Walker could build up a
“black-superiority crusade” case; but the
fact is that Hammond also was sensitive

" to the talents of Benny Goodman, Joe

Venuti, Jess Stacy and Mildred Bailey.
An ardent integrationist, he was closely-
involved with many white musicians.

he late Ralph J. Gleason was an-
other champion of civil rights for
blacks who managed at the same
time to promote the careers of Gerry
Mulligan, Dave Brubeck, Woody Herman
and, later, countless white rock musi-
cians. Whitney Balliett, of the New
Yorker, has combined a total sympathy
for the plight of the black artist with a
ready acceptance of the contributions of
a Bobby Hackett, a Buddy Rlch. a Zoot
Sims.
Nor is this attitude confined to white
writers. One of the most sympathetic

e S e T

€The slightest hint of
racism is incompatible
with a passion for jazz.?

studies in the late cornetist Rex Stew-
art's book “Jazz Masters of the Thirties”
was his profile of Red Norvo. Even the
most militant among the more sociologi-
cally oriented historians of both races
have acknowledged the existence of va-
lid jazz talent among non-blacks.

The critics (and this is true in all the

‘‘arts) are neither as consistent as one

would want them to be nor, for the most
part, as influential as the artists fear
them to be. Glance at any jazz best-seller
chart in Billboard: the top echelons are
filled with albums that were critically ig-

nored or derogated, while at the bottom
of the listings one finds the works that
drew four- or five-star ratings.

A point that has eluded Frank Ger-
heim, in his Ornette Coleman diatribe, is
that Coleman endured his greatest suf-
fering not as a result of critical attacks
but years earlier, at the hands of fellow
musicians, Coleman's worst humiliations
occurred, he himself pointed out, when
men like Dexter Gordon ordered him off
the bandstand, or when Clifford Brown
and Max Roach walked off as soon as
Coleman walked on. Why did Gerheim
fail to denounce the jazzmen who sub
jected Coleman to this treatment?

Too often the musicians, rather than
the writers, initiated these conditions of
hostility and exclusion, delaying the ac-
ceptlance of jazzmen whose experiments
seem too radical. In most instances, the
innovators (and many of their adversa-
ries) were black. Ironically, when Len-
nie Tristanto, the white pianist and pio-
neer avant-gardist, had to deal with op-
probrium or apathy on the part of many
of his peers, it was Miles Davis who un-
derstood him; according to Tristano,
“Miles was the only important musician
who acknowledged in print what we
were trying to do.” So, as in every situa-
tion under discussion here, neither liter-
ally nor figuratively is it all a matter of
black and white.

All of us, of course, have our preju-
dices; nobody in the jazz writing fraterni-
ty is without his or her predilections to-
ward this or that artist or genre. But ra-
cial generalizations are not part of the
lexicon of jazz criticism. The only “super-
fority crusade” I plan Lo wage is a cam-
paign for superior musie, for creativity,
whether its source be white, Asian,
black, brown or beige. O
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Staff Summary
Times staff member:
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pieces written over
Jazz Critic Leonard |

mcl.ndmgt.heWh:temme\

o

Therououmguamnmafyojabookwmtmbya
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This is a conechg:el riewspaper and magazine
\past several years by Times
ithe omN"quew-

_ ﬂ__ﬁltm;,‘lnmimpmunt
d-breaking tours

y in 1978. There

durmg Colemanavmt.tolmmelee. i

aree —Charles Mingus, Stan Kenum—-md in-
terviews with such artists as Benny Goodman, Art
Blakey, McCoy Tyner. Conneeting recent writings
with their place in history is the recurring presence
of jazz tors: Duke Ellington, Louis Arm-

strong, Billie Holiday, Fats Waller, Bessie Smnh.




Leonard
Feather

Preeminent Jazz
Authority and Critic

JENDERSON ¢ SINGS MERCER SONGBOOK

while Collins sang a gently affecting “Fools Rush In,~
and MacKay intonad the Mercer lyric 1o & little known
Jimmy Rowles sang, “Baby, Don't You Quit Now ™

LEONARD FEATHER '9' 24
=4 he evidence is mounting that thus is Bill Hender-
S0N's year.
. People are stopping him on the street now, in
pgnition of his small but effective acung roie m the
nsid M"a:‘ntm_-uunm
Lypes a8 m m
: Mm'mnmmmum
"— Le Cafe in Sherman Ouks over the weekend, Hen-
e _ﬂdhmd-ﬁnﬂm.lm
Collins at the plano and Dayid
eeriul interaction. For the first set
eated the show they had given st ;
e Yﬂlmd”ﬂ-h
! s ¥

m the first railroad sound e

Mlnahﬂ

hough Leanard Feather has
A been a contnbutor 10 EVEry
r"f'.k']'”‘.hll’ aspexct of jare-

as 4 composer, producer, MUMCERR,
teacher, dug jockey, commeniaton
and leciurcr 11 & as & ar? wrice
and critiC that he 15 Bbest Wnown In
addition to his 12 books (recenth
published » “The Passion for dnrr”,
Horizon) he the past 15
writien a column for the Loa
Angeles Times-Washington Fowt
News Service, which appears in more
than 350 newspapers nutionwide He
has been writing about jazz 1of a
longer Lime than any other person
here or abroad —he began when he
was A eenager growing up
| andon —and has done so Coasc-
lessiy

Feather has contributed signily-
cantly to the cause of women o ey,
for example, he was the fist 1o pro-
duce records the of Sarash Vaughn
and Dinah Washington. He has long
been a champion of bath women's
and civil cights (and is, i (act. a
life member of the BevHillv-Haolly -
wood NAACP)

By the time Feather moved 1o New
Y ork inthe late 1930s, e had already
started writing music, his composi-
tions have been recorded by Duke
Ellington, B.B. King 2nd other greats

has, [or
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It was dunng Feather's New York

=
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e
mnunbmemu.,

cannet walt Lhat long are advised tha:
mmhnhmmm:r
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venrs that Be began hin assocatiges
with such pefiodicals 2+ Downbest,
Metronome (now delunet) and

Faquire (where B¢ was imsirumenial |

i vmitanng their annual jazz poll)
Bevides writing his columne and

other peeces, Which appear inthe LA |

Times on Sungdays and several week-
davs, Feather, who moved 1o Low
Angeics with his wife Jane 20 yoats
ago, Bosis @ Saturday might e
show on IIS{ . He will be the MC

for the Women's Jar: Festival n |

Kanmas Coy later thvs month, and s
giving a lecture on Fllington ut Stan-
ford soon alier that Other ongoing
activities include hosti ng Jar? Cruies
and acting as commeniator lor gz

sation KKGO during the Monterey |

Jarz Festival, He also has the disting-

tion of being the father of singer Lor- |

raine Feather.
“1 do for a living what | would do

as my hobby,™ Feather sayn. What |

that means » that be combines ha
umigue credentials as a jazrauthonty
and hin considerabic talemts as a
communicator with gualitics ofapiel-
lectualiden, conscience and fecundity
His primary vehicle s writing about
jarz. Leonard Feather has prabably

done more to reldy the importange |

and beauty of that music 10 the pub-
lic than anvone ehse glive

- Leah Shahmoon
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By LEONARD FEATHER
sterung o
day &t the.
you may be reminded of

Alexandria, who opened Tues-
“New Yorker in North Hollywood,

Hughes' poem

ahuu deferred. Hers iz one of the great, un-
wmvuuum”hth-dm
aﬂdmﬁt“dhymﬂmmmw
i, reman unfulfiied
Although her drewm has been on hold 1oc ong. Sapp -
ly it has not dned up like & rakun in the mun. nor dd 1t
WﬂecmwmmhnMWa!
rimiral Qistinetion. techmical equipment kod bonesty of
freting Uhat tmpremed sudiences when ahe first setiied
in Ue Southiane jest 20 years age last month.
l”ﬂ-mmwﬁﬁ LI
Alexandria appiied 10 her dozen songs
paying biues-drrven honesty that always his been part
of her personality. mwmn.&-m
compieted an & of Johnny Mercer
which portion of this show, - Be-
joved ” ~When & Woman Lovess Man™ and .
ber You~ among other .
Mmmmmmmtﬂw
Cartney “Here, There and Everywhere,” and ope thal

MEX (nto the archives for such Mercer Americans as

ething's Gotta Give” (words and music by Mer-
RS, “Moment to Moment™ and “Jamboree Jones. ” The
_ dumwmm:ummm




JAZZ ALBUMS

TRACKING
DAVIS FROM
1960 TO '70

BY LEONARD FEATHER

“DIRECTIONS." Miles Davis, Colum-
bia KC2 36472.

ike last year's “Circle in the

I Round,” this is a collection of pre-

viously unreleased material, taking

in a dozen tracks recorded between 1960
and 1970.

The surprise opener is “Song of Our
Country,” a leftover cut from the session
at which Davis and Gil Evans completed
the classic “Sketches of Spain” album.
Davis’ open flugelhorn, at its most lyri-
cal, is wrapped in Evans’ 20-man coat of
many colors: bassoon, flutes, tuba, french
horns, 2

The remaining tracks find Davis at the
helm of a variety of small combos: live at
the Black Hawk in San Francisco, play-
ing his sixth recorded version of “ ‘Round
Midnight" (and hardly his best); an in-
teresting cut from the brief 1963 period
when Victor Feldman was Davis’ pianist
and George Coleman, an underestimated
musician, had the tendr chair; three
numbers with the 1967-68 group that in-
cluded Wayne Shorter and Herbie Han-
cock; and three representing the multiple
keyboard period (Joe Zawinul, Hancock
and Chick Corea).

Because of the chronological sequenc-
ing, the listener follows Davis as he grad-
ually gives up linearity for a comtempla-
tive, few-noted style often composed of

‘,_ isolated stabs, trills and brief phrases.

|
|
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The other elements gradually pervading
the combos are the transition from the
subtle drumming of the early groups to
rock percussion; the other-worldly at-
mosphere established by Zawinul's “As-
cent” in which Miles makes a belated,
slow and stately entrance; and the inex-
orable shrinkage from melodies to
vamps, from harmony to single chord (on
“Duran” bassist Dave Holland plays one
riff throughout while John McLaughlin
goes through his almost Hendrix-like
motions); and from rhythmic sophistica-
tion to constant repetition. By the time
we reach the concluding “Willie Nel-

son,” Davis has entirely dispensed with ,

the keyboards, using only Jack DeJohn-
ette, Holland, McLaughlin and the sopra-
no sax of Steve Grossman.

Uneven though it is, the album has
enough moments of discovery on
leader's part, and enough diversity
personnel (others present include Tony
Williams, Ron Carter, Keith Jarrett and
Airto), to assure that this isno mere col-
lection of rejected outtakes. Four stars.

o £

“THE THIRD HERD." Woody Her-
man. Discovery DS 815. A weleome
reissue of material that originally ap-
peared in 1952-53 on Herman's own
short-lived Mars label, The gecorded
sound is surprisingly brilliant for its day.
Musically, it's a mixture of swing- and
post-swing-era big band jazz works
(Edgar Sampson’s “Blue Lou,"” Benny
Moten’s “Moten Swing” and Ralph
Burns’ “Terrissita™), sophisticated dance
music ("I Love Paris,” “The Moon Is
Blue”) and three vocals by Herman, all
with forgettable lyrics. The liner notes
give only partial solo credits: Nat Pierce,
piano; Ralph Burns, arranger (except

i

“Blue Lou," which was Pierce’s, and
“Moten Symg a head arrangement );
3o stars. © —LF.
“VOICES IN THE RAIN."” Joe Sample.
MCA MCA-5172. *"Voices in the Rain,”
the third solo album by Crusaders key-
boaf'dmapiloeSample is a prime exam-
ple of a genre becoming known as “fu-
zak,” je., jazz fusion marked by all the
easy-listening propernes of Muzak. The
material ‘here is certainly melodic
encugh, but it coalesces into a seamless,

languid whole that probably would soi
great being piped into a dentist's wa
room. The backing, by Sample's

er cohorts and other familiar jazz-se
names, is predictably professional but ut-
terly listless and safe. The seven aejg,
tions range from classically tinged com-
posilions adorned with springs (the title
track) to a funk-samba hybrid (“Burnin’'
Up the Carnival”) that's so sedate the
title unintentionally becomes tongue-in-
cheek. Twostars. —DON SNOW,QB«'

“RELAXIN® AT CAMARILLO"
Henderson. Contemporary 14006,
derson’s turbulent, mulhﬂimm
tenor is in splendid company here, Chick
Corea, who played-on all five tunes and
composed two of ther (“Crimson Lake"
and.“Yes My Dear”), is a sy
partner, lending a minor coloration to the
title song, an old Charlie Parker hluu
Richard Davis' bass and Tony, W
“drums round out the group on ;
works; on the other three Tonyi)unn_g
no less agile bassist, and"the Weathe
Report drummer Peter Erskine take
their places.

Henderson is in typically hard-n
form on his own “Y Todavia La Qui

seties of commendable comi)o dates
duced by John Koenig for Contempo

and Joe Farrell sets). Four stars. :
Please Turn to Pogel

ng and the km’s Enghsh

English Eaglish by Norman W. Schur (Verbatom: $2495)

written update of Schur’s 1575 “British
Self- Taught—w:th Comments in
American” is as much entertainment as
education, especially for those of us
who have lived both in the United

Reviewed by Leonard Feather

‘wiil be ready to offer an amen to Oscar
Wilde's epigram: “The English have
mﬂyemlhmsmmmmthzhe
Awiaammdcmmlmw

explaining reverse meanings,
Ek:giishﬂagmh can save the resder
from many an embarrassment. When a
friend calls your show a bomb, don'L be
‘insulted: he means it's a'smash hit. Ina
grocery store, if you want chicory, ask
for endive, and vice versa.

Their brages are our suspenders;
mmmmymm
servige lift is our dumbwaiter: their
dumbwaiter is @ur Lazy Susam An_d
don’t gxpect graft from a bagman; he's

.‘,?ble e

mlyaulralhgnimmm

of 2 long, acrimonious debate that re-
sulted from the verb “table,” which
means shelve to Americans, and the ex-
act opposite (bring up for considera-
tion) to the British.

Words aside, subtie differences of

accasionally in long, fascinating essays.

Clossaries and tables show the differ-
ences between our respective unils of
measure, aulomolive lerms, musical
notation and the dangercusly confusing
numerical

systems (our billion is 2 Bri- |

and their tritbon is our quintillion. It's
safest Lo deal only with amounts of un-
der a billion doliars.

An Amenican-English index enables
proper international exchange.

Fenther writes in American and Eng- |

lish for The Times cad the London Melo-
ty Maker,

3 WhiY Ran
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APTER AND VERSE

DNARD FEATHER

pyone who atlempls to document
he annals of music and ft» mak-
tmum:zt::
&n ever growing body
pnally refer 1o us as walking
] I §
fruth is that an enormous Hbrary
: works, many of them pub- | 1858, d. New York, 1024), composer of
bring the past 20 years, haa made

gasy Lo toss obscure
. up seemingly
when it seemed that everything

possibly want (0 khow about
be right here on the shelves

b our typewriter, the

postman

ed in 1914 W enable composers at long
lasl 1o twrn compensation when Lheir
warks were performed in public for prof-
JASCAP's charter membershup com-
Sprised 170 writers and 22

scme of them born before the Civil War
Of the eight founding fathers, the best
“known was Victor Herbert (b Dublin,

“Indian Summer” and the scores of some
30 Broadway shows. Another, Raymond
Hubbell (1879 1564), wrote “Poor But-
terfly.” still one of Sarah Vaughan's (a-
vorites. Louts Hirsch (1857-1924) wrote
“Love Is Like a Red Red Rose™ and the
score for "Passing Show of 1912~

RODNEY-SULLIVAN
OPENS AT CARMELOS

twp-

e palad Hed Guani™ he
y. aimast oboe -like seund.

Versattlity per we i merely ¥

pluys all these
well be unique in R loxiay.
achieve continual ansfte m

In the rhythm section

per who has

Wmm Jay Anderson,

nstrumenis &

mabies. the Eroup 16
e

are Sueve Baghy, & soldd drum-

Sullivan for simost 20 years

N

ence wark i unenviable Having sssem .
biedd several encyciopedias of jzz, | can
speak from experience: thousands of
ritust be send aflen o ad-
dressos that turn out 1o be wrong. Other
stumbling blocks: the acceptance on faith
of the respondenta’ truthfulness {Who
has the ume or the staff to track down
thousands of birth ceridicaies and pet
their real birth daten”} and the problemss
mvolving deceused subpects with hard-
1o-find hetrs
Sifung the millions of facts i the AS-
CAP tome, one comes acrom & wealth of
odditieds. There are unlikely members
from other walks of life. Red-Bultons
(ASCAP, 63) composed "“The Ho-Ha
Song.” Lols Falans = & member, listed a5
“singer. dancer, actress.” but what lyrics
or music ghe wrote remains untold.

Rasal died (in 1973).

On the other hand, doss a certain
George William Lotsenhiser deserve 58§
lines while Cole Porter and Duke Elling-
ton only rate 43 lines spiece? (No disre.

John Cage, who has a piddling € 42 lines )
Nevertheless, 10 some extent or anoth-

SERTTEGERE
1 l: 4] EEE
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SALAMANDER LIT
BY SWEDISH FIRE

BY LEONARD FEATHER

ANSAS CITY—Salamander? Whoever heard of
Salamander? y
Certainly nobody in American jazz circles, at
jeast not until this instrumental quintet (80% female
and 100% inspired) drew a standing ovation and be-
came the surprise hit of the recent fourth annual Wom-
en's Jazz Festival in Kansas City.

Before telling the story of these unique artists, it
might be advisable to delineate the background that
produced them.

The internationalization of jazz began to gather

& X
"Carnegie Hall Live"
Tonight at 10

Yehudi Menuhin

I Recital

One of a series
of Carnegie Hall broadcasts
made possible by a grant from the

Coach Leatherware Company

momen!um afler Worid “War 11 and has accelerated
startlingly during the past two decades. Inexcusably
overlooked in recent surveys have been the accom-
plishments in Sweden, where the sensitivity to modern
jazz is almost as old as be-bop.

It was to Sweden that the first overseas tour was
made by an American bop combo (Terry Gibbs, 1947). It
was Scandinavia that first played host to a big be-bop
band from the States (Dizzy Gillespie, 1948).

By the end of the 1940s Sweden had developed a
clique of the most accomplished modern jazzmen out-

side America. Rolf Ericson, a trumpeter from Stock- |

holm, spent many years in the United States touring
with every band from Ellington and Herman to Kenton
and Goodman. The first overseas musician ever to win
an American jazz poll was Lars Gullin, voted No. 1 new
baritone sax by the Down Beat critics in 1954.

Swedish jazz continued to be heard in the United
States on records through the 1950s. Aake Persson
(1923-1975), an extraordinary trombonist, toured Eu-
rope with Quincy Jones' band in 1959-60. Monica Zet-
terlund, a splendid jazz-oriented singer, was seen in
New York briefly, in 1960, later recording an album in
Stockholm with the Thad Jones/Mel Lewis orchestra.

Today most of those post-bop-generation Swedes

have given way to a new crop of forward-looking |

youngsters, among whom the group Salamander must
be the most provocative example.

Salamander works out of Gothenburg, which, accord-
ing to its saxophonist-spokeswoman Cecilia Wenner-
strom, is “the most progressive jazz city in Sweden. We

Please Turn to Page 66

“the obvious candidate for the greatest pianist
of the day” Chicage Sun-Times

Tuesday, April 21, 8:30
Celebrity Series Recital

All Liszt program:
La lugubre gondola I and II; Sonata in B minor:
Funérailles; Vallée d'Obermann; 2 Légendes
Phone orders: (213) 972-7611 (Mon.-Sat. 10-5); also at the
Music Center Box Office and Mutual Agencies, Students,
$4.20. Information (213) 972-7211.  MUSIC CENTER
presented by the ., oPAVlLION.
Los Angeles Philharmonic

CHAMBER MUSIC FOR GUITAR
Robert Woiciak conductor—Patricia Garside flute—Mijlton
omas, viola—Theresa Dimond & Martin Jabara
percussion—Michael Sells tenor—DouFras Masek wood-
winds—Lesesne van Amwerp, viola da gamba

Monday, April 20 at 8:00 pm

' Arnold Schoenberg Institute
r Tickets: £5 ($3 senior citizens, $2 students)

! DANIEL LEWIS, conductor

EUD!CE SHAPIRO, violinist; ] AMES VAIL, guest
gonductor EVERLITA RIVERA soprano

& combined CHORAL GROUPS

Academic Festival Overture . . . . ... .. h
Concerto for Violin and Orchesua = aE ﬂf:aa ’?(homh:

Francis Poulenc

Fridag »April 24 at 8:00 p.m.
ovard Auditorlum

TICKETS: $6, $4 ($3sr. cit., $2 students

_lrlg Music Ensemble
ilbert Blount & -
riotte CTWkett Directors
Sunday, April 26 at 3:00 p.m. Bing Theater
‘ Music of ltaly and Spain
: Admission Free
|

Available: 110 Booth Hall &
Mutual Agencies. Credit card
phone orders.(213) 743- 24l 1 ]

LT MR \

-anq“cgo.- 3

CHARGE TICKETS TODAY FROM 12 NOON. PHONE CHARGE 577-5511

THE WORLD’S GREATEST ARTISTS PLAY AMBASSADOR

TODAY @ SUN.® 2:30
{ Saturday readers: Sat. eve., Apr. 11, 8:30)

“A SOLID SUBSTANTIAL HIT!”
~8,F. EXAMINER 3-2-81

“FIRST-RATE,HIGHLY RECOMMENDED!"

—S.F. CHRONICLE 3-281

CAPTIVATING COMIC OPERETTA

The Yeomen 01 The Guard

A fully-staged production with scenery, costumes
and orchestra by The Lamplighters —company of 55,

$12.50, 518-50, $9.50

TOMORROW e MON. @ 8:30
Ist. Prize, 1980 Gina Bachauer Competition

buane Hyjlbert...

BACH, CHOPIN, BEETHOVEN, BARBER
All Seats $5.00 Students & Seniors % Price

THIS TUES.¢ WED.® 8:30

LES ClGARTIEES
I His Trumpet and His Orehestra P ili—

Em— als0 starring

ERWANITA O'DAY

' stm,m.sn $0.50

THIS THURS. @ 8:30'
BELGIUM'S SUPERB EARLY MUSIC ENSEMBLE

ONSORTIUM
il ANTIQUUM

The Golden Age of Antwerp.
$10.00, $9.00, $8.00

TS ALSO:
CHARGE LINE 520-8010
ALL MUTUAL AGENCIES
GROUP SALES 577-5440

1]
S & T e

WED. ® APR. 22 ¢ 8:30
THE MAGNIFICENT
Marilyn

E7

J l'l atZ pianc .
Piircell, Beethoven, Rossini, Duparc,
Alvarez, Turina, Montsalvarge, Granados, Obradors
$15.00, $1880, $12.50

WED. @ APR.29 e 8:30
CHOPIN & THE ROMANTIC TRADITION
“DAZZLING! GLORIDUS! —N.v. Times 3

Cherkassky

Ballade in D min.; Nocturnes in E-flat
Maj. and F min.; Andante Spianato &
Grande Polonaise; Fantaisie in F min.;
Impromptu in F-Sharp Maj.;
Fantaisie-Impromptu, Op. 66; Scherzo in B-flat min.
$12.50, ﬂl 50 $10.50

RESCHEDULED CONCERT
SUN. e MAY 100 2:30

* A supervirtuoso!”

—Schonberg, The New York Times

—==Andre—

Watts

Schubert, Brahms, Chopin, Copland,
Debussy, Liszt. $13.50, $11.50, $10.50

N.® MAY10@ 7:30
“..LUIS LIMA SANG LIKE A
YOUNG GOD...”
—Barnheimar, L,A. Times 10/9/78

LUIS

. Jean Barr pianc i
A superb selection of favorite operatic arias
$12.50, $11.50, $10.50

AMBASSADOR

AUDII’OIIUM

1861 21 TIdY 'AVANNS

WVANTIVD
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-out of this 15-year-olg melody.

having endorsed Grauer's pianistic ~ membered” recalls the early imp
layed at Donte’s back in the late 1960s, ~ Evans’harmonic nuances.

Grauer is working in two d

' ( 'ty Street Sunday, and
' thetrio w:ll work Donte’s agam Monday.
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JON HENDRICKS AT
THE OL' NEW YORKER

" By LEONARD FEATHER

e good times are roiling at the O New Yorker,
where Jor Hendricks is keepmg the torch ablaze
for a tradition that began more than 20 years ago
_with Lambert, Hendncks & Ross
The art of taking oid jezz recards and setting lymics to

st atout on them—not only Uhe tunes but
/' all the improvised for a rare skill in creation
.. and wierpretation. Using four vosces (the others are his
| I'wife Judith, his daughter Michelle and a pewcomer,
| Bruce Scott), Hendricks whips through & program
. manly of Ellington and Baste, the words often slippng
by like a 33% record played 4t 78 rpm.

1" The listener need not strain 1o catch every line,
. bowever, since the group’s infectious jole de vivre com-
. pensates for any problemss in keeping up with [yrics that
41 violate the 55 mph. traffic laws.

41 Because the biend may hot match that of eariier Heo-

demonstrated.
* Bruce Scott. in a role equivalent to that of the late
= tricky, lortuous words 1o ."'. -t
mﬁﬂﬁhwdam-'u-
of Joe Turner in the rocking biues “Roll "Em

“Pete,” then turned 0 sotial, even religious significance
~ 'with his “Tell Me the Truth * The group reassembied to

" vemind us of such 1950s and ‘B0s hts as “Moanin'”
© “Cloudburst” and “Centerpiece.”

 Henfricks' formula, and the instrumental sources of
- “his vocal repertoire, are They would reach a

. Jarger segment of the crowd, however, f he explaned

‘the vocalese art. The group closes Saturday.
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Uneasy Vibes for
Sanders at Opendjneg
:

By LEONARD FEATHER

mrMmMemmm-?rm
Sanders opened Thursday st the Masder Toyage andt

His swirhng. rasping

eventually gave way 10 & synthetic
and beat his chest

m?:dmmhmwmhﬂmw.mm

mnyw"tw-mn'lﬂaw’tu‘ an oad Belly

Erkstine Dallad ance recarded by Jotwn Coltrane. San-

m.mwmmummm.

for his years with the laie
remained 3 master of the upright bass 2

RN ol - _“1?:

TWO DOLLAR BIL

improvisstional
ranged from a driving samba 10 & Midde- Eastern minor
mg‘_y-m- a high-calorie biues Her
Gapacity . more emotional quality surfaced
"My alentine,” for which on the last choras |
10 the alto fute, ymbunng 2 with a meilow |\

Hubert Lavws ot the Chandier Pavition, sounded fike 3 |
£00d bet for recoeds with this diversified dasplay of her
ﬁ.mmhmuummm -'




JAZZ 4119

VENTURA LEAVES
LOW NOTES BEHIND

BY LEONARD FEATHER

harlie Ventura has been up and he has been

down, and take his word, he will gladly accept up

any time. At this writing he suspects better times
are just around the corner—again.

Ventura's is a classic whatever-became-of story. It
might have remained so, had not an old colleague from
his Gene Krupa band days, saxophonist
placed a classified ad in the Internation
Union magazine. It read: “Charlie Ve
w are you?" and was followed by Ruffo’s phone num-
. Ventura, it turned out, had landed, flat on his sax, in

Miami, where he had been working in a musical in-

strument repair shop, playing the odd gig from time to
time. After he saw the ad and called Ruffo, things began
to look up; arrangements were made for him to come out
to Hollywood, where for a couple of months he played
Sunday night jobs at a club called Mulberry Street, lo-
cated, as luck would have it, on Ventura Place.

A great deal remains to be accomplished. Aside from
money'problems, Ventura needs extensive dental work
and has found a friend who is willing to take care of this.
A bassist, Harry Babasin, has helped him get jobs. Ruffo
has lined up ts and musicians for rehearsals
with a 10-piece band.

The roller-coaster curves of Ventura's career are

noteworthy for the parade of names they invalve. Some

Venlura sidemen went on to become Oscar recipients
(composer-pianist Ralph Burns) or Grammy-winning
composers (Neal Hefti and Johnny Mandel, both ex-
Ventura trumpeters); others established solid careers in
jazz and studio music: Buddy Rich, Shelly Manne and Ed
Shaughnessy, all former Ventura drummers; Chubby
Jackson, bass; Red Rodney, trumpet; Billy Byers, Ben-
ny Green, Bill Harris, Kai Winding, Carl Fontana, trom-
bones; Jackie Cain and Roy Kral, the pioneer bop vocal

But meanwhile, I was in headlines all over the papers.”
Ventura left town hastily and settled in Denver,

T e | e

i : e . i £
Charlie Ventura: “I haven’t reached my peak . . .
team who sang in Ventura's award winning combo.

Between 1945 and 1949 Ventura earned five trophies
from Esquire, Down Beat and Metronome as No. 1 tenor
saxophonist or as leader of the most popular small group
in jazz. There were other peaks: leading his own big
band at the Paramount Theater on Broadway; working
opposite Charlie Parker on 52nd Street; touring the

working there with the guitarist Johnny Smith. From
there he moved to Minneapolis. The next decade was a
jumble of peregrinations: a visit to Japan with Krupa in
1964 as part of George Wein's World Jazz Festival; a
stint as co-leader of a group featuring Frank Sinatra Jr.,
a return home to Philadelphia, and a long, painful bout

with another illness.

He tried LasVegas again, in 1968, leading a quartet
and conducting a disc jockey interview show. By now it

had been a considerable time since he had played the ’ & r
major jazz clubs or recorded. A new jazz generation had |
sprung up and Ventura was all but forgotten. ]
After a stopover in Philadelphia he moved on up the
road to New England. “I got to know the manager of the
Sheraton chain in New England, and wound up playing
all over the Cape Cod area, with Dave McKenna on pia-

no and Bobby Hackett on cornet,

“Then in 1977 some guy booked me into Poland. I was
supposed to get a couple of thousand a week, but thiscat
ran off and I was left with not even enough bread to go

home,

“By now [ had had enough of agents and managers
and the whole business; I decided that it was time to get
away, so 1 went into a self-rehabilitation program. Al-
though I never got entirely away from playing, 1 be-
came an upholsterer, and I taught improvisation at
Trenton State College in New Jersey.

“But there was another disaster that beat all the rest.
After playing a Caribbean eruise out of Miami, 1 arrived
back onshore and struck up a conversation with a cab-
driver, who said he played Tenor and was a fan of mine. I
guess he was in cahoots with the bell captain at the ho-
tel he took me to; anyhow, I ended up with nothing but
the clothes on my back. All my horns were missing,
along with $2,000 in cash. So T was stuck in Miami.” %

The Florida sojourn, some of it spent working at the
musical instrument shop, and playing for a few months
at a Fort Lauderdale supper club, kept him going; but he
was at a low ebb when the call came from Ruffo. Hisar- =
rival in Los Angeles last January marked a turning
point; there was no place to.go but up. ' "

~he hard road he_‘hés traveled has left Ventura
- without a detectable trage of bitferness. Asked
~what he would do differently if he'had to relive

his life, he replied: “I'd learn to
phone. I had about three lessons, &

vish I could read

music better. Other than that, I have no regrets.

“I feel very fortunate to have lived and worked
among the giants of our time—Duke, Louis, Basie, Diz- =
zy, Lester Young, Bird. Obviously 1 wouldn't change

any of that,"0J

L mm—
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world off and on for many years with Gene Krupa.
(“The first time I left Gene, with his blessings, he put
close to $50,000 into my big band."”)

He was on a hit record. “Dark Eyes,” by the Gene
Krupa trio, for which he was paid flat 1945 musicians’
union scale, $33 (but later versions, on which he was the
leader, paid off substantially better),

Along with the awards and the records and the other
euphoric moments, there were the not infrequent lows:
the recurring instrument thefts (on seven defferent oc-
casions); the nightclub venture that failed; the gastric
ulcer that led to the removal of two-thirds of his sto-
mach; a divorce and a disastrous second marriage to a
beautiful blonde singer, Dell Scott (who is now herself a
whatever-became-of); the marijuana bust in Las Vegas,
and the mysterious disappearance of all his cash and his
promoter that left him stranded in Poland in 1977. Ven-
tura was never very good at taking care of his money,
his horns or his health.

Mulling over these vicissitudes, he stopped short and
said: “Let’s go back to the beginning. I was born Dec. 2,
1916, in Philadelphia, the fourth of 13 children. I started
playing sax in 1931 and my early influence was the late,

~great Chu Berry.

“I worked in Gene Krupa's band from 1942-43, until
he got into that trouble, and rejoined him when he reor-
ganized in '44.” (The “trouble” was a trumped-up pot
charge that cost Krupa three months in jail.)

In 1950 Ventura opened his own room, Charlie’s Open
Houae,mNew.TerseyuutaidePhﬂad_eipMa.f‘lwm_lld
book big names into the room—Gene, Buddy Rich, Diz-
zy, and pop singers like Patti Page and Rosemary
Clooney—while I went out on the road. But it was too
much work for my family—1I had my wife, my brother-
in-law and my dad all involved in the operation. My
wife couldn’t adjust to that kind of life; we were di-
vorced and I sold the club,

“That's my greatest regret, because if I hadn't sold
the property, I'd be a multimillionaire WWhere my
parking lot was, they now have 300 apartments.”

with Krupa, he led his own groups
‘long m m‘ m\.ve'

ent, and found a st

body had planted it. 1 was a big and you could get

a promation by turning in someone important. My fin-
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Local 47 of the Musicians’ Union has formed & comemst-
tee 10 deal with this matter We responded to Mr Brown

THE WHITENESS OF STUDIO ORCHESTRAS o s e e e~ |

By LEONARD FEATHER 238 contracts over 3 15-moath period in 1979-80, out of contracting the Oscar show for Henry )
8.974 job calls only 67, equivalent 10 % of 1%, were | ;14 we made sure there are black murolns— we have st
he of of 1 MNoMmWahlﬂ’Uﬂnd]mmmmnml 3 8
” m dm”_ the percentage of minority group members, but the | jonneon
wﬁ"# ‘lk‘:m o e overall figure 18 assumed 10 be weil into the double-digit  wham |
o m‘::k ml lm area. This apparent imbalance is blamed on the contrac- | names of
. tton on another s aphs tors by many performers. However, a survey of leading
committee was formed by Local 47, the Los Angeles
branch of the American Federation of Musicians, 10 look
» inta the problem.
e e s TS i et S e
' an t aspect of the situation. “Years ago.” he/  Pat Willlama, another ooer and sd |
+ ophonist Buddy Collette, drummer Earl Palmer and  Up an importan ago,” he ;
trombonist Garnett Brown. Brown also remains pres- %;ammuuwuummu “1 tell them whom | want, but Wto trouble Fi
“dent of MUSE (Musicians United to Stop Exclusion), a me three trumpets, three trombones, five saxes, 100  they use their own discretion. If “'lfﬂ?"ﬁ
|

}mm.ummmmmm violing'—and never mention names. Nowadays, they| certain amount of responsibility of b
' m.hmmhmmm mention everybody in every chair. I'm just a robot who!  “Tt's an awful situstion. and Lhad no ides how bad it K
m&umumm“.m“ does what I'm told to do.” was until | had dinner with j and he gave me ,.j
- sic for the screen and lead the orchestra that performs £ those figures. | said if that's the way things looked I'd
4 it; the instrumentalists (sometimes numbering as many use Earl to contract a date for me g ]
as 100) who are hired to play the music and the contrac- players. _  for many | vy ."u:
- tors, who act as middlemen, securing sujtable musicians _ ' - ; iead mmer nﬂhaﬁ
It was recently revealed that, according to a study of : empioyers. ~edadepr s

mer would tend to ameliorate the situation. since most

white contractors are ! iliar enough with many

Mm‘muﬁtvmﬂﬂ m,::;:.:.:'m:mmmm
partment is handling it. | do nat have the right or the | ¢ ypom men and women who were working the studios |
ths. back when there were two segregated unjons, when

Local T67, the al!-black union, almost never was called
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JAZZ ALBUM BRIEFS

CHARLES MINGUS
'HIS MUSIC LIVES

By LEONARD FEATHER

MINGUS DYNASTY: LIVE AT MONTREUX. Atlan-
tic SD 16031. Charles Mingus died in January, 1979,
Mingus Dynasty is a group with a floating membership,
consisting principally of Mingus alumni. It was orga-
nized by his widow, Susan Graham Mingus, to perpe-
tuate the musie and the memory of the uniquely vital
and creative bassist/composer.

During this concert at a festival in July. 1980, the
Dynasty bhoasted unusually strong personnel. It was
symbolic (or perhaps necessary) that Mingus’ place was
taken not by one but by two bassists, Mike Richmond
and Aladar Pege. Both are exceptional legatees of the
M:ngus tradition and are in peak form on “Haitian Fight
Song,” in which they are heard to advantage in solos
and in fascinating interplay. Pege, unknown in the
United States, is a Hungarian virtuoso whom Sue Min-
gus discovered at a jazz festival in India.

This tune and three others will be familiar to most |

Mingus followers. having been heard in earlier versions:
the frantic “Fables of Faubus,” the flamencoesque
“¥sabel’s Table Dance” and best known of all, the gos-

|
|
|
r
P

The late Charlie Mingus was the inspiration for the
Mingus Dynasty, a group with floating membership
consisting principally of Mingus aelumni.

pel tinted “Belter Git Hit in Your Soul.” The other cuts
are “Consider Me,” inspired by a Langston Hughes
poem, and "“Sketch Two," composed during Mingus® last
year.

It is difficult to apportion the credit, but much of it
must go Lo the longtime Mingus sideman Jimmy Knep-
per, a volatile trombonist, who sketched five of the six
arrangements. Randy Brecker on trumpet and Joe Far-
rell on tenor are at their most inspired; Sir Roland Han-
na at the piano and Billy Hart on drums round out an in-
tense rhythm section.

It is not necessary Lo compare any of these perfor-
mances with Mingus’ original treatments. His spirit and
creative power remain potently present throughout.
This band reflects Mingus and all the Mingus sources of
inspiration—the blues, the Holiness Church, Duke El-
lington. Mingus would.have been proud of it. Five stars.

MUSIC FOR VIOLIN AND JAZZ QUARTET. NY5/

‘Michal Urbamak. JAM 001. A promising first release

from this new company (the name is an acronym for
Jazz America Marketing). Urbaniak’s violin is at its
most convincing with the jazz/rock fusion albatross re-
moved from its neck. The choice of material is admira-
ble, with three Horace Silver originals, three by Urba-
niak, Stanley Turrentine’s “Sugar” and the moody
Wayne Shorter melody “House of Jade,” notable for a
fine bass solo by Buster Williams. The other partici-
pants, all seasoned mainstreamers, are Kenny Barron,
piano; Ted Dunbar, an underrated guitarist; Réy Haynes
on drums. Four stars, e

THE ORIGINAL 14 + 2. Willie (The Lion) Smith.
Commodere XFL 15775. Known in his earlier years as a
stride pianist and a streng.influence on Duke Ellingten,
Smith later developed a delicate, totally personal style
as composer and soloist. This is the definitive 1939 Lion
album. with eight original pieces (among them the clas-
sic “Echoes of Spring”) on the first side, and six stan-
dards on the second, followed by two maverick tracks: a
piano duet with Joe Bushkin and a trio cut with Bushkin
and Jess Stacy, neither of which is memorable. But the
14 solos are much more than historical curiosities. The
Lion, black by birth and Jewish by choice, was one of a
kind as musician and man. Four-and-a-half stars.

CITY LIGHTS. Jimmy McGriff. JAM 002, Jazz organ |

LPs, which once glutted the market, now are only occa-

sional and usually insignificant. McGriff is among the |

few who have kepl the genre engagingly alive. On some
of the six cuts he is aided by a homsaction,_ with Harold
Vick's tenor in fine fettle on “Jimmy’s Room.” The al-
bum notes are confusing; two alto players and two gui-

tarists are listed, but who plays which on v[hat” Three- ;|

and-a-half'stars.

THE PATH. Peter Sprague Xanadu 183. You will |
search in vain for a dull or trite moment here. The La- |

tin, African, jazz, vocalese and other elements are per-

fectly wrought into a fascinating unity, particularly on |
the combo tracks featuring Sam Most's flute. Sprague |
alternates among classical, drone and electric guitar. |
The duo tracks with Bob Magnusson on bass are almost |

equally effective. The closing out, an Indianized version
of Sonny Rollins' “The Cutting Edge,” has Sprague on
drone guitar against the sounds of a tambeura and a Su-
trl Box. Ms. Kevyn Lettau's vocal effects are imagina-
tively conceived and executed. Five stars,

LIVE-AT THE VILLAGE VANGUARD. Red Rod-
ney/Ira Sullivan. Muse MR5209. The Rodney/Sullivan
group has improved in personnel and repertoire since
this May 1980 taping; still, it is intriguing to hear these
two reformed beboppers in a modern groove, and par-
ticularly impressive to follow Sullivan as he picks up a
soprano sax, flute, fluegelhorn or tenor sax and plays
each in a style that fits the theme and the instrument.
Rodney’s trumpet and Sullivan's soprano combine mo-
dal and bop forms in “Lodgellian Mode.” Five of the six
cuts were specially written for the group; the sixth is“A
Time for Love,” played spontanecusly by Sullivan and
Rodney on fluegelhorn and trumpet. Three-and-a-half
stars.

| ——
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JAZZ IN BRIEF s LIGHTHOUSE WIL
L e Fod REOPEN WITH JAZZ

e Lighthoupe whh clased March 25 wiheen
Koty Onderwvser, who had opersied & nnee
1502 scid omt 10 & new owner, will reopen shortly

it 119 Jass pole Y BLAct
Lang adverused &9 "t worid's cidest jaEs sttt s
waterfront @ive” ihe Hermosa Beasch veoue has been
aeerrslen end modermiged The prosent owner, Poul
Hennowey, 4 working with talew cordinator Onse

swelled, and
making it tmpossible to play property *
Similar conditions nught also account for a few some -
Freddie Hubbard. The LP

?unn. “Teardrop " Drummer Toty
ee.” with Hubbard absent. has some of Shorter’s best
work. Three sars
“SRCOND COMING.” Jimmy Smith. Mo MJ- 12830
Smith remains the noopareil jasz crgamst and ihe
reurion with guitarist Kenny Burrell and drgmmer
Grady Tate amured plenty of fint-rale jamming.
however, the resulls could have been conmderably up-
pwdbynmmmmecmdmm
Mummumsmmmtmmmﬁmm
ldnudtonwoa;umf-mhummuy
attractive “Yesterday | Heard the Rain™ would have et
heiwﬂ-'ﬁm_mn‘ > G S
n _“I"“ | ."l-:.z - _1_"_' “‘ ;r ::'-'::"'1'. '_'_‘;‘ e N |
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'CHAMELEONIC COREA AT PASQUALE’S
: -

 BYLEONARDFEATHER
,th's&ﬁ#hﬁ-n:mm
A indoor impulses, wis the scene of & singular bene-
Bbu room Lo play three shows (all sold out in advance )

'.‘l‘:eu-ul: Mhlﬂﬁu&l many \nstrumental. “Softly - - -

dies or a mixture of the above. Perhaps because he was

playing for kicks, not money, Jxx was iy i the
forefront, and Cored’s choice of material reflected his

wide-ranging interest in the great pop and ez stan-
dardsof the past. g : ' - i
Like 80 many other " v ' : LT F I .

into new areas, he still seems 10 be &
demonstrated
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By LEONARD FEATHER

or the past two weeks, the Southland jazz world
has been undergoing a thorough process of pre-
servation, via tape, for National Public Radio.

In town for the project is the Washington-based pro-
duction staff of “Jazz Alive!l," NPR's awa_nrd-wmmng
show, heard weekly on some 200 F'M stations nation-
wide, including locally KCRW, KCSN_. _KCPB. KPCC,
KLON and KUSC. Among the clubs visited have been
the Parisian Room, Donte’s, Coneerts by the Sea, Pas-
quale’s, Carmelo’s and the Ol' New Yorker. _

“We're trying to present as mmpmhenstvg a pi.l':l.tzx"e
as possible of what's going on in Los Ange_les jaza, -san:;
producer Tim Owens. “In addition to taping dozens of
hours of music, we've interviewed jazz men who are

veterans of the local scene and have reminisced for us:
John Collins, Les McCann, Bobby Troup and Buddy

mong others.” \
cojklft];:te's.gan early stop for NPR's sm._md truck Er-
nie Watts' quartet provided an eclectic mixture _o{
straight jazz (“Skylark,” with Watts in powerful contro
on alto sax), fusion (a rock-samba with Watts on tenor
and Russ Ferrante on electric keyboard) and one oddity

—m ey T Y

he played the horn without holding it to his mouth, ." _
‘The overall impression, especially on this’ nove
was that Watts is going for a broader audience
feels he can reach through straight jazz. In the
some of his individuality of tone and style is b
dermined. However, he still plays in regular .
settings, and proved the point a few nights later a %
quale's. He will be back at Donte's tonight. 1 .J |
Pasquale's also was the scene of a rare event Fr _]J:!
when an all-star septet was assembled for a pure, pa i
. -gionate jam session. f ; ' _ .
Oscar Brashear, in his fluegelhorn treatment of “Fady
and Soul," offered heartwarming evidence of hiss {
creativity, coupled with extraordinary techmcai
ess. George Cables’ piano and Peter Erskine’s dry
were scarcely less compelling. Lanny Morga;\‘n. on @i’
sax, bopped his way engagingly through “Stella by
Starlight.” : )
All these sounds will reverberate around lhed:‘
network sometime next fall, in thé form of three”
Alive!” specials, each three hours long.

W &

Trombonist Garneit Brown plays at Pasquale's.
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i RODNEY & SULLIVAN:
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unqualified respect are those who have changed with
the times, designing new concepts while retaining the
essence of their origins.

Red Rodney and Ira Sullivan, who teamed up last
year to form what has since become one of the hottest

BEYOND'BEBOP

" By LEONARD FEATHER

volution. This axiom, true of most art forms, is

particularly applicable to jazz. The bebop that
seems conservative by today's standards was the object
in.its 1940s heyday of vitriolic attacks in the press, and
even among the more reactionary jazz musicians was
reviled as some sort of heresy.

Today’s music has moved several stages beyond the
relative simplicity of bop into areas that are variously
modal, atonal or attempt to fuse African, Brazilian, Tndi-
an, Asian and other elements. Among the still active be-
boppers of the 1940s, many are still content to play the
same old songs. Some, such as Supersax, do it with a
twist new enough to revitalize the form. Others g0
through the motions with all the verve of yesterday's
mashed potatoes. But the survivors who deserve our

T his generation’s conventions were yesterday's re-

q

and most talked about new combos in jazz, are exempla-
ry cases in point. The music they have distilled is fresh
and contagious in its spirit, diversity of forms and melo-
dic originality. Flexibility is the name of their game.

“Part of the reason for the acclaim we're getting,”
says Red Rodney, “is the variety of textures we can
produce. No matter how far out we go, whether we play
modal or boppish or whatever, there's always a melodic
line people can identify with."” s

Sometimes kiddingly known as “The Red Sullivan
Show,” Red Rodney and Ira Suliivan are an odd cotple
indeed, in appearance and baekzround: one a short, red-
headed Jewish trumpeter and fluegelhornist (born
Robert Chudnick) whose career has been a scries of
traumas marked by 2! the problems of the bebop era;
the other a tallish, composed and devoutly religious
Christian who. because he has choscu to spend much of
his life in€hicago and Miami, hasnever gained recogni-
tion eommensurate with hisgalents.

Had Sullivan spen thé last two or three decades in
New York or Log Atigeles, he would long ago have been
world-famousyfe belongs to that rare breed of jazzmen
who can@Wwitch with equanimity from brass to reed or
woodwind, In any given set he may be represented as
composer, trumpeter, flutist, fluegelhornist, alto or ten-
0r or soprano saxophonist. Moreover, as Rodney points
out, “Ira sounds different on each instrument.”

Sullivan assents; “It would be Jjust a show-biz gim-
mick if T picked up a sax and played it in the same style
as the trumpet.

“Benny Carter was one of my main influences; he
proved you could play both sax and trumpet with a dif-
ferent style on each. Aside from Benny I've never
known anyone who has done that successfully.

“Basically 1 considered myself a trumpeter; that's
what I began playing when I was 332, just big enough to

M= -,




By LEONARD FEATHER

ow does Art Blakey do 12° Every new editiom of

the veleran drammer’s Jasz Messengers brings

al irast one valuable newcomer to Wi mile . mgh.
sear - long et of discoveres.

This ume i1 @ & trumpeter Wynion Marsalax. from
New Oricans. stands in the spol once occupied by Das-
jld Byrd, Freddie Hubbard Chuek Mangione, 'Woody
fhaw and the Hussias import Valers Ponomarey

Opening with the band Tueeday &t the Maden Voy-
o Marsalas roved (hve registers a0 if the homm had sey
p-league xalves No wied leape 1o his fertile mind that

i incapabic of executing He has it all —the bl -ciear
pund, the perfect tming and phrasing. the passon, and

st surpenting of wll Uhe maturny,

Surprising, bocause Marsalss 15 all of 10 years nid
Lss aninnishing when vou learn he s 3 second -gonera -

DIy JATTILAN

Tenor saxophonint Billy Pieree lacks the energy and

piceive force of hin prédecessor, David Schnitter, Sull
n the hand i Bobby Watson, whose ferocious solo on

own composition, “Fuller Love,” whipped the au
jence into & frenzy

Piamsl James Williams haitied impossible odds. The
Ma:den Vovage should replace s piano. or fix its auho

gysiem. o both, These problems were the sgbyeet of an
outhurst by Flahey, who inveighed apaingt the indagnd
s A0 wheh MER ThaeCLans Are saboit ted

Alongeade the leader » 4 soled basast. Charbes Fam
brough. formerty with McCoy Tyner b compostion |
“Lattie Man" and the oid Charhe Parker biues “Ohery | |
provided the mest Lymics! Messenger maments

Hakey's voluine was vasl but never overpowesing |
there @ not & Arummer Rall his age who can dosrinats |
and drive & band with such Wlal compmandd. He will e 41 |
1 through Saturday - i l

TAPSCOTT AT CONCERTS BY THE SEA %
ﬂs'-l'l’!lm!l:m | fuery planist,
Tt e e et e

' gfoups such s the Pan African Peoples
Arkestrs Given his proven artistry and many credila,

-— = - T his ene-might stand Wednesday at Concerts by the Sea

o Heared a promise of gresl excitement

Promise 1 not fulfillment Tagecotl brought 4 seven
puace combo. unusual only in that it inctuded (wo bass
players It ook the group more Lhan &0 bour to play two
numbers

The first was & fust minor bluss: except for (he open -
ing and closng half minutes, this was all ad b, without
even any organzed backing for the soloista. Al about axt
<horuses & minute, for 30 minutes. this added up W 180
choruses of the blues. Even such admirsble talents an
the tromborfist Gearge Bohanon, and & promisng young
alto saxophonist named Gary Bias, eould not meet this
challenge '

The other piece staried with Tapecott, a vital and
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I| RODNEY & SULLIVAN

Continued from Page 86 _
Of his own low points, Sullivan commented: “I really
don’t remember any, and that’s by the grace of God. .St.
Paul spoke about forgetting the things that are behind
you and pressing forward to the mark of the high call-
ing. Now my calling, from the crib on, was the trumpet,
even though I got my life cluttered up with the saxo-
‘| phone and this and that. o
| “The Bible says you're refined in the furnace of afflic-
|| tions; but I'm not saying that God would have us all be-
| .come self-destructive. That’s just something one en-
counters in, shall I say, the jazz world. But I firmly be-
| lieve that today anyone can become a great jazz musi-
cian without falling into any of the traps that existed in
our generation.

*I thank God that today I find myself working with
young musicians who don’t drink, don’t smoke, who
show up for the job half an hour early, who are totally
dedicated to the playing of music. We are living in a dif -
ferent world from the bop generation. I told Red that
the last three clubs we played looked-more like
churches than saloons, People are really coming in to
listen; the music is no longer just a backgrotnd for ca-
rousing.” § . e

~ The Rodney-Sullivan alliance was firmly cemented
when they signed a contract recently with CBS Rec-
ords. (Previously they were with Muse.) “Bruce Lund-
vall, president of CBS, came to us,” said Rodney, “and
told us he wants exactly the kind of music we’re play-
ing. At Muse the producer wanted bebop of the '50s and
"60s. Not that we've rejected bebop; if someone comes in
and asks for ‘Donna Lee,” we'll do it and love it.”

“The funny thing about it,” said Sullivan, “is that
when we play some bebop, these gray-haired couples
will snuggle up to one another with that ‘Martha,
they're playing our song!” look in their eyes. Even one
club owner, when he gaid ‘Keep playing that sweet mu-
sic’ I thought he meant the ballads, but he really meant
bop. Oh yes, we’re still aces with the over-30 group.”

True, but the basic-premise underlying the Rodney-
Sullivan ethos is that while change may.not necessarily

~ be equated with progress, stagnation ﬁﬂléevﬂto avoid

above all othgi‘s. O

IN BRIEF

AR

“DARK ORCHID.” Sammy Nestico. Dark Orchid
601-04018. Count Basie's principal composer/arranger
since 1968, Nestico fields two bands of his own: on the A
side, an enlarged group with French horns, playing
light contemporary jazz/rock; on the B side, a regular
orchestra of Los Angeles jazzmen playing three Basie-
type pieces and an agreeable ballad, “Samantha,” fea-
turing Bud Shank on alto sax. The results do not show
new and exciting facets of Nestico’s talent; he should

o ‘have aimed his sights higher and worried less about

mmercial acceptance. Three stars.
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‘club by his father, was 15 §

in Charlie Ventura’s band)."

(etAfter a 20-year hiatus)y,

‘booked into a ciub in Pt Latergs

the house band. I'd spent. 15jears
adily at clubs for long stingRe

asked me to work with him aly

New York. He sent me a planeg !

on me until he wore me down.”

Both men had been hiring ans who were many

gea;s their juniors, drawn from the University of Miami
tgrwugvan or Berklee in Bos ey. “We have
et saidsﬁbecam"" ese youngsters ﬁioour school,” Sulli-
et use they are the post-Coltrane genera-
tion. Now Red and I don't want tgbe Jabeled as bebop-
1Be_m, like relics from the old days, but on the other hand

——

IASTACRTSY

whad
the young musicians need to be indoctrinated into our

roots, the traditions of the blues and ‘I Got Rhythm." So
there's a mutual, stimulating give-and-take within our X
Though he has always been a master of improvisa-
tion, Sullivan thinks of himself primarily as a melodist.
During guest appearances at colleges he often asks the
band director whether the students are being taught

- how to play ballads. “They always louk at me as though

I've said something very profound, and they’i#say, ‘No,
but I'm gonna start today.” All those students I saw at
the ‘University of Miami could play every Coltrane pat-
tern and all the standard textbook patterns for jazz, but
you can't use that on a club date; I mean, how many
limes can you play those set patterns on ‘Stardust’? The
essence of all music is in the melodic structure. When
we were coming up we even learned the lyrics of a song,
so that we could bring the right feeling to our interpre-
tation of the melody.”

Sullivan and Rodney differ sharply in their listening
tastes. “Very seldom will I listen to jazz,” says Sullivan,
“] usually find myself involved with classical music,or
Peruvian gamelan music, or Ravi Shankar, or a Japa-
nese virtuoso playing a shakuhachi flute, or Lester Flatt
and Barl Scruggs; anything but what I'm involved in as
a player. I've listened to several fusion groups, but
found that the electricity covered up a lot of their indi-
viduality. I prefer to spend my time listening to music
that stirs my heart. Jazz does that when I'm performing
it, but playing it is one thing; sitting around listening to
it is another.”

-tﬁr'e work a anguard. L
mains the master—the teacher and father of usall.”
Because their lives had assumed patterns that have
logical, it seemed appropriate
or low points in their
the zenith is

the present moment. _
Rodney, “the good old days are right now.”

As for the low points, “There were five or six,” Rod-
ney conceded. “One time I tried to commit suicide. I was
strung out, deeply disturbed, disgusted with everything,
and took 40 sleeping pills. A friend in whose apartment I
was staying came home and saved me, I look back now
and say thank goodness; I'm very happy with the way
T'm now growing old gracefully.” '

Please Turn to Page 88
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TANIA MARIA’S BRAZILIANCE

By LEONARD FEATHER

unknown to American audiences,

but this state of affairs is unlikely
to endure. Born in Brazil, based in Paris,
she has made her belated entry into the
U.S. record world with an album, “Pi-
quant” (Concord Jazz Picante CJP-151),
that is everything its title implies.

As a pianist, she has been likened to
everyone from Oscar Peterson (who, in
fact, was her first jazz inspiration) to Me-
Coy Tyner, Keith Jarrett, and Bill Evans,
all of whom she names as idols. As a
singer she defies comparison, though she
cites such influences as Milton Nas-
cimento and Antonio Carlos Jobim, and
sounds at times like Jackie Cain or Anita
O'Day.

Tania Maria is one of a kind. Three of
the album’s eight songs include passages
in Portuguese, two are in English; but al-
most every track is at least partly devot-
ed to her scatting, a buoyantly personal
form of vocal onomatopoeia for which
she improvises piano lines in unison with
the wordless singing. Mingled in her per-
formances are eléements of Latin music in
many forms—jazz, contemporary balla-
dry and touches of the blues. She is, as
Duke Ellington would have said, beyond
category.

HerAmm-ic.anLPdebutwasdue toa
lucky accident. “Charlie Byrd, the
American guitarist, heard me in Austra-
lia.” (Byrd, in a neat coincidence, is the
musician who, by ng Stan Getz
to record ““Desafinado” and “One-Note
Samba” with him, triggered the bossa
nova revolution in this country 19 years
ago.) “Charlie invited me to work at his
club in Washington, D.C,, and he told
Carl Jeffetsnn of Concord Jazz Records
about me.”

Jefferson assigned Cal Tjader, the vet-
eran Latin-jazz vibraphonist, to produce
the album, on which Maria is accompa-
nied by Tjader's rhythm section. The re-
sult moves effortlessly from funky swing
to sensuous ballads to the cooking inten-
sity of the vocalese finale, “Vem P'Ra
aoda " Four of the eight tunes are Tania

aria originals, all blessed with the me-
lodic grace that seems to come with such
uncommon ease to the Brazilians. Of the
others, one is Antonio Carlos Jobim's

T he name Tania Maria is still all but

“Triste,” sung in English and in the
Esperanto of scat: another is the album's
only English pop standard, “It's Not for
Me to Say,” which provided Johnny
Mathis with a best-selling single in 1957.

On a couple of cuts Tania fleshes out
the singing with scat overdubs, On
“Comecar de Novo'' she presents the me-
lody first by whistling it, before intro-
ducing the Portuguese lyrics. As you
may have gathered by now, dull
moments with Tania Maria are about as
easy to find as a wrong note in an Oscar
Peterson solo.

How to define her vocal or instrumen-
tal style? A true original, refreshing from
the first bar, she has devised a personali-
ty, vocally and at the keyboard, that is
too elusive to analyze in words. Nor is
she ever predictable; relaxation and
warmth on one tune give way to relen-
tlessly rhythmic, improvisational vigor
on the next.

Curiously, though France has been her
home since 1974 and French, in which we
conducted the interview, has become her
second language, she prefers to avoid it
in her vocals. “There are only two lan-
guages I know of that have the right
rhythm for my music: English and Por-
tuguese. Even though I admired the
Double Six of Paris, a wonderful vocal
group that was popular in the 1960s, 1
don’t believe that jazz and the French
language belong together."”

Born in 1948, the daughter of a Brazili-
an metal worker who plays guitar in his
spare time, Tania Maria names Sao Luis
in the state of Maranhao as her home-
town, but lived for some years in Rio and
Sao Paulo.

“I started playing the piano at 7, and
devoted several years to classical studies
at a conservatory, but before long I
developed an interest in Brazilian popu-
lar music and I wasonly 13 when I began
playing dance dates with pop groups.”

Her family wanfed her to have a
career in law, and for a few years she was
sidetracked. She took up music again at
22 but found too many problems inherent
in a career that confronted her with the
babble of nightclub customers and the
rattle of dishes.

A break from this grind came with an

Brazilian-born Tania Maria has made her U.S. record debut with * Piquant.”

invitation to inaugurate a Brazilian
nightclub in Paris. “I was invited to stay
three months, but Paris has been my
home base ever since.”

During this time she resumed a re-
cording career that had begun when at
the age of 14 she made her first album.
Her output now includes four LPs made
in Brazil and five in Europe, but only
“Piquant” was produced and released
here, during a two-week visit to the San
Francisco area.

“This wasn't my first visit to Ameri-
ca,” she says. “Hardly anyone remem-
bers it but I was at the Newport Jazz
Festival in 1975. Sarah Vaughan was
starred in the same show. This was im-
portant to me, not only because of the
privilege of being on the same bill with
her but also because I found myself
working under true concert conditions,

when I felt I had the complete concen-

tration of the audience.”

ince then she has been able to find a
S similar ambiance in many other
concert halls and in certain clubs
that manage -somehow Lo keep the
sounds of silverware at a minimum, such.
as Ronnie Scott’s in London and Mi-
chael's Pub in New York.
During her brief U.S. visit to tape the
album Tania Maria made one appearance,
at the Great American Music Hall in San

Francisco. Cal Tjader, whose group ap-

peared opposite her, said, “With that
wonderful, loose personality and au-
dience rapport, she could make it here as
a supper-club attraction along the lines
of a Bobby Short or a Blossom Dearie.”
Minimizing his role as producer, he
added: "I had never produced a record in
my life, but Carl Jefferson sent me one of
her European albums and asked me to
take this assignment. ’

“Well, she came in the studio with her
husband, who's a Frenchman, and all
these songs, ready to go. All 1 did was
chew a pencil and try to look like a pro-
ducer, sit and listen, and occasionally say
‘a little too fast’ or ‘a bit too slow.” She
really took care of business; we had the
whole album finished in eight hours.”

Without doubt, Tania Maria could be-
come a regular and respected. visitor to
America, given good mamgement and
the chance to make more records along
the lines of the new one. This summer
she will be back, playing festivals at San-
ta Barbara, Concord and Monterey (thi
last as part of a Latin-American night
along with F'!oza?uﬁm Airw de oth-
m" o, J' T

Since a cdmp'eimm zm- of the
United-States may hot yet-be feasible,
your main option for the foreseeable fu-
ture is the album. I suspect Cal Tjader
may have launched his producing career
on just the right note. “Piquant” is th
stuff of which Grammys are made, O
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