


































































} 

J 

1 
\ 

II 
tl 

c; 
51 
ir 
0 

r 
~ 
yc 
B1 

ar 
th 

-
DIZZY GILLESPIE AT CONCERTS BY THE SEA 

VIZZUTTI, BRUNEL 
QUARTET AT pONTE'S 
By LEONARD FEATHER 

I 
f the group seen on recent Thursdays at Donte•s 
sounds more familiar than the ?ames of 1ts leaders, 
there is a reason. Allen Vizzutti, the trumpeter, and 

his co-leader Bunny Brunel, a bassist, are both regular 
members of the Chick Corea band, as is the drummer 
Tom Brechtlein. . 

These three Coreans combine with Ken Sh~ on 
electric keyboards to present a program of music writ­
ten by Vizzutti and Brunei. If a tag has to be attacqed to 
their music, fusion would fit best, though exactly what 
they are fusing is open to question. Jazz and rock? Rock 
and funk? Funk and baroque? Baroque and Brazilian? _ 

It depends wh1ch tune is under discussion, since all s 
these elements were audible at one point or another. L 

Vizzutti, longer on technique than melodic inspiration, 
ran the top-brass gamut from trumpet to fluegelhorn to 
a four-valve, ptercingly thin-toned piccolo trumpet. 

Brunei's velocity on Fender bass is more evident than 
his ability to supply a steady rhythmic undercurrent. 
Like too many technically endowed bassists. he forgets 
that his primary role should be supportive. There was 
more solidity to his work when, on Vizzutti's "Small 
Fry," he switched to a long. bodiless up~t.bass.. 

Brechtiein had similar troubles restra.ining himself, 
sometimes turning Shumi's keyboard solos into drum 
explosions. He also helped render semi-intelligible 
three vocal numbers by Nani Villa. Brunei's wife. 

They will skip Thursday but will be back March 1~, 19 • 
and 26. Meanwhtle. Charlie Callas, a comedian who IJkeR 
to play the drums. has formed a jazz combo that will 
work atDonte's Wednesday through Saturday. 

----------~-~ 
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By LEONARD FEATHER 

D izzy Gillespie's visit Wednesda.y to Concerts by 
the Sea was no ordmary fly-by-night gig. The 
club was ablaze with lights, nus being a session 

for ''Jazz America," which will be broadcast next fall on 
PBS and National Public Raruo. 

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

With Brown and Capers brmging the rhythm sectiOn 
up to the size and sound he deserves, Dizzy was nudge<! 
into operating at full strength, virtually telling us the 
history of bebop through his smoking horn. 

Rivera, a former member of the Irakere group m Ha­
vana, who settled m New York a few months ago. has 
developed into a startling mnovator who moves from 
mordant, Birdli)te bop to mamc split tones and squeaks. 
M?ln~h is a respected film composer who gave up 

playmg m 1969 but was persuaded on a moment's notice 
to pick up his horn again. It was not the w1sest of dec!-

~~--

s1ons; h1s sound and mvenuon. followmt;' a R1vcra ~olo 
came as an antichmax. ' 
. Capers showed a Horace S1l\ er mfluence. espec1ally 
m her assauJt1ve bass- hne punctuauons. Mere should 
have been heard of her. but there hc.d be-en h:.tle re­
hearsal and she lrud out on numbers she didn't know. 

All the tunes \\cere G11lcspw standard£. from ··&-bQrl" 
and "Kush" to "Brother Kmg." 'Ole" and "B:rks' 
Wo~~s." They were preceded by com1c monologue;: 80 
fam1har wat most Cillespte followers ean now r~ne 
along wtth h1m or ant1c1paH· tht• punch !me~. No matlt'r: 
however well known hts word~ or rertam trumpet trip­
let cltches. they are genume ongmals. Gll!espw's store. 
house of gems 11> the Ttffan.v of ;azz. 

Of the regular ~1demen. Tommy Campbell on drllllll> 
lacked the t~ue feeling ior the tdtom. and M1chacl 
Howell'::. Fender bas::- wa~ out of place. Ray Brown,lay­
mg out or. a couple of tunes. was sorely mtssed. Gwtanst 
Ed Cherry. m h1s flamenco mtroduct:on to -ole," lent a 
brtght. splash of contrastm~ non -bop coloratiOn. 

The mater1al taped WednE>sday w1!1 be ed1ted anrl 
hned up w1th segmen~ record<'d at (ocatlons m New 
York and Washmgton. The re~ult. \\·tlt'be a four-mst..'lll· 
ment anthology of bebop m a H'ncs thal Will run to rJoz. 
ens of programs and w11: CV('ntuaJiy encompass the en­
tire htstory of Jazz. 

Bestdes bemg seen on TV around the world. the sencs 
1s bemg set for wor!dwJd<' relea&e on di~c and cassette 
home Vldeo, there w11l also be ongmal souz~~-track rec­
ord albums. At the controls for th1s unprecedented ven· 
ture are producer Gary Keys. co-producer Tim Owens 
(best known for h1s "Jazz Alrve" rad:o ser~esl. and ex­
ecutive producer~ Jeanne Mulcahy of KCET and John 
Goberman of Lmcoln Centtr. where the ftrst prograrr 
was taped two weeks ago. Thanks to them and the 
staff we can at least assum(' that the 30-year televtston 
jazz drought ts over 

GLORIA LYNNE SINGS AT OL' NEW YORKER 
By LEONARD FEAT.HER 4 ~ 

G
loria L)'1J.De,~tbis wi!el(s,..Qttractio!l at the 01' 
New Yorker supper cl~is as mtieh a part of· 
the local scenery as MacArthur Park or the 

Watts Towers, and considerably. more stable than th~ 
latter. 

A recording artist sinee 1958, sh~ has retained her 
fufl, rich timbre and the ability to convey t.Jle essence of 
songs from every era. . 

She still cruises with strength'and convietion through 
the harmonic labyrinth of Stevie Wonder's "Visions," 
and brings the same honesty and warmth to the Kern/ 
Hammerstein "Folks Who Live on the Hill." 

"Out of This World" undergoes a reasonably success­
ful rhythmic transmogrification into funk, relieved by a 
switch to a jazz beat at the midway point. Lynne even 
manages to take the song "Tomorrow," with its Poly­
anoa lyrics, and rise above them. Here and there she 
tosses in a soulful touch, reminding you that her mother 
was a gospel singer and her mlijor influences have been 
Ella Fitzgerald and Mahalia Jackson. 

Her fluctuating moods succeed with the help of her ' 
perennial aide de camp David Benoit, whose jazz piano 
on "June Night" came across with the same savoir­
jouer as h1s electric keyboard on the pop songs. 

If greatness and fame have eluded Lynne, it cannot be 
for want of talent. True, there are sounds more immedi-

1 at.ely recognizable and distinctive, but hers is a depen-

t_-:::::::::=:====;:=====:~;;::::i) 

dable, controlled voice, and for the most ,art she has 
adjusted her accompaniment and cho~ .of material to 
the requirements of 1981 withOU:t any loss of mte~ty. 

Benoit's quartet played a bl'ief opening set that re­
vealed the jazz facility of guitarist John Pond~l. As al­
ways, Monte Oliver plays tasteiul solo piano during 
cocktails and dinner hoW'. . 

Lynne closes SatW'day. Coming Tuesday, Maxine 
Weldon. 

.wt 
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BLYTHE INSIDE AND 
OUT AT McCABE'S 
By LEONARD FEATHER 

A rthur Blythe, the alto saxophonist and compos~r 
who hac; been the subject of more journahst1c 
commentary than any other jazz soloist in the 

past two years. brought a quartet to McCabe's over the 
weekend for his fir~t local appearance as a leader. 

The term "outside" has been used by critics as a syno­
nym for radical, defiant of the conventions ?f for~. tone 
and trad1tion. Blythe, with his usc of multlphomcs and 
abrupt shifts of mood. rhythm and tempo, is indeed a.n 
outside player when the Impulse seizes him, yet he IS 

capable of revertmg to a style that is. to quote on~ of h1s 
album tJtlcs, "Jn the Tradition." Saturday evemng he 
kept movmg outside and inside as if caught in a revolv-
mgdoor. . 

For th1s reason and others, an evening with Blythe IS 

an invigorating expenence. This was not his "I~ the 
Traditton" group, for which he employs a conventiOnal 
rhythm section; mstcad, he had a superbly kinetic tuba 
player, Bob Stewart, m place of the regular bass, andre­
placed the ptano with a guitar. played by Kelbyn Bell, 

., who developed an often tense and never predictable al­
ternation of JaZZ, rock and funk. 

Blythe opened with one of his more conventional 
pieces. "As of Yet." an apt medium for his display of or­
thodoxy and audacity. The rJimax was a sonorous, tene­
brous tuba solo by StcwarL 
Th~ cloSing work started as space-age bebop, then 

lapsed mlo a 10-mmutc drum ~olo. complete with whis­
tles, a flc..xaton!', anythmg to draw laughter, which had 
not seemed to beth<· 1 rue objective of an otherwise mu­
:.;ically rewardmg evcnmg. 

.... 
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0RCHESTRA PASSES 
ECLECTICISM TEST 
By LEONARD FEATHER 

When 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 Tue.c;day evening at the Dorothy Chandler Pavil­
ion when Elliott took his fourscore hirelings through a 
program of two newly commissioned works and a third 
that was new to Los 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. 

The work was intelligently designed to 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 a slightly 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 
JlDthing in it that called for jazz capabilities. This obser­
vation is not made judgmentally, for Schifrin's examina­
tten of his instrumental options-splashes of marimba, 
~icato figures by the bass section, harp passag_es . 
...r§Buely Middle Eastern flute effects-cut a high, Wlde 
aiiJd handsome swath of sound. 
Wter inte~on, David Grusin's "Cen~nnial Al­

nw.nac" brought The Orchestra in tandem With the 70-
vOice Valley Master Chorale and a .)aZZ rhythm sect1on 
tltat· included Oscar Castro Neves on guitar. Commis­
sibd~ by the University of Colorado, it was first per­
foiioed in 1976 by a student orchestra at Boulder. 

"hom the opening "Divertimento" through the pas­
toril second movement ("Earth Song") to the jubilant 
"R.F.D. Saturday Night," Utis 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
di.vided 2-2-2-3-great foot-tapping music for youx 
average nine- toe<Jlistener. 

Castro Neves added a Latin touch, Chuck Domamco. 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 
the overall result, like the evening as a whole, proved 
that in the right hands, eclecticism does indeed pay off. { __ -=====-==----
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CALEND.AR 
JAZZ/POP MUSIC 

A JAZZ WRITER·s STANDARDS 
KNOW NO BLACK OR WHITE 

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 WSJ closely 
involved with many white musicians. 

BY LEONARD FEA TilER • 

R ecently colleague Den.nis Hunt of 
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 a black artist. 

"My job," Hunt wrote later, "is to as­
sess all forms of pop music without re­
gard to the race, creed, sex or color of the 
performer . . . Praising mediocrity 
would be a flagrant violation of review­
ingethics." 

Substitute '1azz" for "pop music" 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-blackjazz writer. Logi­
cally, in dealing with an art form almost 
all of whose most vital originators have 
been Afro-Americans, the writer con­
cerns himself with a great percentage of 
black subjects; but whether black or 
white, they are evaluated according to 
the standards cited by HunL 

jazz musician's life," which he claims is 
"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 slightest 
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 iL 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 
issues that have been an inevitable factor 
in the jazz life. 

. John Hammond was the first shining 
example. From the early 1930s, he wrote 
about jazz for any of the few publications 
(mostly in England) that would accept 

T 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 whtte 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 Rich, a Zoot 
Sims. 

Nor is this attitude confined to white 
writers. One of the most sympathetic 

t The slightest hint of 
racism is incompatible 
with a passion for jazz.' 

This is not good enough for certain 
white observers. The following is a brilli­
ant illustration of the brand of mail to 
which a white writer may be subjecte<l 
Written last year after I had reViewed a 
performance by the bands of Ray Antho­
ny, Tex Beneke and Mercer Ellington, it 
took the form of a letter to the editor: 

. the subject as worthy of serious discus­
sion. Simultaneously, he became aware 
of the indignities and inequities that were 

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 amongnon-blacks. 

• being visited on black musicians, and of 
the horrors of lynching. 

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-

"This letter is written to protest Leon­
ard Feather's ... bigoted coverage (of) 
musical events . • • He praiaee the Duke 
Ellington Orchestra, conducted by his 
son Mercer ...• The audience •.• al­
most unanimously disagreed with Leon­
ard's appraisal .... It was a bad band and 
Duke must be turning over inbis_grav 

"Leonard is entitled to his opinions but 
• . • he is unable to give a fair review to 
the performance of white musicians . . . 
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 is racism re­
gardless of which direction it is pointed 
in." 

f 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 

made up, it would be cruel to confuse him 
with facts. 

On the other hand. here is Exhibit 
Two, from one Frank B. Gerheim of Long 
Beach. His complaint is antithetical to 
Walker's. He is shocked that an article 
about Ornette Coleman, the black saxo­
phonist. appeared under my by-line, for 
in his view this happened 20 years too 
late. (If I had failed to write an interview 
during Coleman's visit to Los Angeles, 
Gerheim presumably would have com-

. plained just u loudly; t.bia WfS a no-win 
situation.) • · 
• Ger;heim accuses me of fatnng "to se-

~fttmt~ ~~~~~ ........ -~-- - -------

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-

Staff Summary 
The following is a summary of a book written by a 

Times staff member: 

The Passion fer Jm by Leorytt<t Feather <Honzon. $9.95; 

illustrated) 

This is a collection ·o; newspaper and magazine 
pieces written over the past several years by Times 
Jazz Critic Leonard Feather. He re-creates the per­
sonalities and event& that made jazz an important 
musical idiom. He reports on ground-breaking tours 
~ Russia, China, Mrica and important jazz festivals, 
mcluding the White House~ party in 1978. There 
are eulogies-Charles Mingus, Stan Kenton-and in­
terviews with such artiSts as Benny Goodman, Art 
Blakey, McCoy Tyner. Connecting recent writings 
with their place in history is the recurring presence 
of jazz progenitors: Duke Ellington, Louis Arm­
strong, Billie Holiday, Fats Waller, Bessie Smith. 

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 ~r­
heim, in his Ornette Coleman diatribe, is 
that Coleman endured his greatest suf­
fering not as a result of critical attacks 
but years earber, 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
ceptance 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 pto­
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 pnnt what we 
were trying to do." So. as m 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 fraterm­
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
iority crusade" I plan to wage is a cam­
paign for superior music. for creativity. 
whether its source be white, Astan, 
black. brown or beige. 0 





JAZZ ALBUMS 

TRACKING 
DAVIS FROM 
1960 TO '70 
BY LEONARD FEATHER 

"D1RECTIONS." Miles Davis. Colum­
bia KC2 36472. 

Like last year's "Circle in the 
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. 

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 Zav.'inul'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 the. 
leader's part, and enough diversity of 
personnel (others present include Tony 
Williams, Ron Carter, Keith Jarrett and 
Airto), to assure that this is no mere col­
lection of rejected outtakes. Four Stars. 

0 

"Blue Lou," which was Pierce's, and 
"Moten Swing," a head arrangement): 
3lh stars. · -L.F. 

"VOICE<; IN THE RAIN." Joe Sample. 
MCA MCA-5172. "Voices in the Rain," 
the third solo album by Crusaders key­
board man Joe Sample, is a prime exam­
ple of a genre becom1ng known as "fu­
zak," i,e., jazz fusion marked by all the 
easy-listening properties of Muzak. The 
material here is certainly melodic 
enough, but 1t coalesces into a seamless, 

languid whole that probably would sound 
great being piped 1nto a dentist's wa ur.g 
room. The baclung, by Sample's Crusac. 
cr cohorts and other familiar jazz-se.. on 
names, is predictab1y professi0113l but tr. 
tcrly listless and safe. The seven ~ c·­
tions range from classically tinged con­
posJlions adorned with springs (the ll' e 
track) to a funk -samba hybrid ( "Bum:n' 
Up the Carnival") that's so sedate the 
title unintentionally becomes tongue-m­
cheek. Two stars. -OON SNOWDE.'-1' 

"RELAXIN' AT CAMARILLO." Joe 
Henderson. Contemporary 14006. Hen­
derson's turbulent, multidimenstonal 
tenor is in splendid company here. Chick 
Corea, who played on all five tunes and 
composed two of them ("'Crimson Lake" 
and. "Yes My Dear"), is a sympathelle 
partner. lending a minor colorauon to the 
title song, an old Charlie Parker blues. 
Richard Davis' bass and Tony Willlar.lS' 
drums round out the group on these two 
works; on the other three Tony Dumas. a 
no less agile bassist, and the Weather 

1 
Report drummer Peter Erskine take 1 
their places. • 

Henderson is in typically hard-nosed J 
form on his own "Y Todavia La Qulero; • 
but rambles melodically through a I!U· 1 
per10r pop standard on "My One and Onl1 11 
Love." Another admirable addition to the • 
series of commendable combo dates pro- • 
duced by John Koenig for Contempo:-ary • 
(others were last year's George C'ablts 1 
and Joe Farrell sets). Four stars. -L.F. 1 

Plfasr Turn. to Pa~ ~. ~ 

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 ten6r chair; three 
numbers with the 1967-68 group that in­
cluded Wayne Shorter and Herbie Han­
cock; and three representing the multiple 
keytx>ard period (Joe Zawinul, Hancock 
and Chick Corea). 

"THE THIRD HERD." Woody Her­
man. Discovery DS 815. A welcome 
reissue of material that originally ap­
peared in 1952-53 on Herman's own 
short-lived Mars label. The recorded 
sound is surprisingly brtlliant for its day. 
Musically, it's a mlXture 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 

r-,--------------~-=~~-=~~-------------- ~ 

Because of the chronological sequenc­
ing, the hstener 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. 

4- '.5 

King and ·the kin's English 
~ ....... by Norm.n W. Sellar (Verbatim: $24..95) ·' 

This splendidly researched. wittily simply a traveling salesman. 
Nritten update or Schur's 1975 "British If the linguistic contradictions some-
Self-Taught-With Comments in times seem trivial, consider Win.:.'tOn 
American" is as much entertainment as Churdull':~ report. in his war memoirs, 
education, especially for those of us of a toog, acrimonious debate tbat re-
who have lived both in lhe United suited from the verb "table," which 
Ktngdom and the United States. means shelve to Ame.ncans.and the"!X­

act oppos1tc (bring up for considera­
tion) to the British. 

After absorbing some 5,000 words or 
phrases commonly u..~ in England, but 
either unknown hert> oc different m 
their American mt><lrung. the reader 
will be ready to offer an ;,unen t.o Oscar 
Wilde's ep~am: ''The Eng\i:>h have 
really everything in common '\\ith the 
Amcri~ans. except of course l.ilr.guagc. •· 

ln explaining reverse mP.amngs, 
.. English English" can save the re?der 
from many an embarrassnent. When a 
friend calls your show a bomb, 1lon't be 
insulted: be means it's atsmash hiL !n a 
gro<:el'Y store, lf you want chicor), ask 
for endive, and vice versa. 

Their bra~;~ C&Ce our su..c;penders: 
., ihelr ~eliS are our gort.en:. Their 
·' sci-v1ce lift .Is ta;Jr Jurnbw.:uter: their 

dumbwattcr is. our Lazy Susan. And 
don't ~t graft from a bagman, he's 

Words aside. subtle differences of 
punctuation, synt.ax, ~. pronunci­
ation and the uses of ~tions are 
examined. ~.ocial and political distinc­
tions ~redealt wtth, sometimes briefly, 
cccasionally in :one. fascinating essays. 

Glossaries and tables show the differ­
ences bctweer. our :respecttve units or 
me-a.c.oure auU,molive terms. musical 
notation 'and lh<.' dangcrcusly confu..~g 
nwnencal systemS {our billion IS a Bri­
tiSh milliard. their billion is our trillion 
and their trilhon is our qui.,tillion. It's 
saf~t to di!~ only with amounts of un­
der a billion dollars. 

An Amenean-English mdex enables 
p~ international exchange. 

Fealher writes i1t A mericar. and Erlg· , 
lish for Ttu: Ti111n a~ad the fA:ot.dtJn. MlhJ­
dyMaler. 

.. 
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SALAMANDER LIT 
BY SWEDISH FIRE 
BY LEONARD FEATHER 

K ANSAS CITY -Salamander? Whoever heard of 
Salamander? 

Certainly nobody m American jazz circles, at 
least not until th1s 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 

"Carnegie Hall Live" 
Tonight at 10 

Yehudi Menuhin 
ln Recital 

One of a series 
of Carnegie Hall broadcasts 

made possible by a grant from the 

Coach Leatherware Company 

CHAMBER MUSIC FOR GUITAR 
Robert Wojciak,conductor- Patricia G<~rside.flute-Milton · 

Thoma.s, viola-There!><l Dimond & Martin jabara 
percussiOn-Michael Sells, tenor-Douglas Masek wood­

wlnds-lesesne van Antwerp, viola da gamba 

Monday, April 20 at 8:00 pm 
Arnold Schoenberg Institute 

Tickets: $5 ($3 senior citizens, $2 student') 

usc SYMPHONY 
DANIEL LEWIS, conductor 

EUOICE SHAPIRO, violinist; JAMES VAIL, guest 
conductor, EVERLITA RIVERA, soprano 

& combined CHORAL GROUPS 
A'ademic Festi.val Overture ....••.•. johannes Brahms 
Concerto for V1olin and Orchestra .•••...• Ellis B. Kohs 

. PREMIERE · 
Glona •...................... Francis Poulenc 

friday, April 24 at 8:00 p.m. 
Bovard Auditorium 

TICKETS: $4 

1£~ly flusir l.Ett.armblt 
Gilbert Blount & 
CHarlotte Crockett Directors 
Sunday, April 26 at 3:00p.m. Bing '!heater 

Music of Italy and Spain 
Admission Free 

Available: 110 Booth Hall & 
Mutual Agencies. Credit card 
phone orders:(213) 743-7111 

' momentlU:Il after World War n 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 modem 
jazz is almost as old as be-bop. 

Jt was to Sweden that the first overseas tour was 
made by an American bop combo (Terry Gibbs, 1947).1t 
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 modem jazzmen out­
side America. Rolf Ericson, a trumpeter from Stock­
holm, spent many years m 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 1900, 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 

P!Rast Turn to Page 66 

ALFRED 
BRENDEL 

.. the obvious candidate for the greatest pianist 
of the day... Chicago Sun-Times 

Tuesday, April 21, 8:30 
Celebrity Series Recital 

All Liszt program: 
La lugubre gondola I and II; Sonata in B minor: 
Funerailles; Vallee d'Obermann; 2 legendes 
Phone order!.: (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 QNTER 

O.P'AVil.loN 
Philharmonic 

THE WORLD'S GREATEST ARTISTS PLAY AMBASSADOR 

TODAY e SUN. e 2:30 
(Saturday readers: Sat. eve., Apr.11, 8:30) 

"A SOLID SUBSTANTIAL HITl" 
-S.F. EXAMINER 3-2-81 

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

$12.50,~. $9.50 

TOMORROW e MON. e 8:30 
1st. Prize, 1980 Gina Bachauer Competition 

Duane Holbert piano 

BACH, CHOPIN, BEETHOVEN, BARBER 

All Seats $5.00 Students & Seniors % Pritt 

THIS TUES. e WED.e 8:30 

LfS fltiARli 
;:::=::His Trumpet and His Orchestra,. .. ,t=::~;;JI;;;:r 
----also starring==--=-===-=----

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

The Golden Age of Antwerp. 

$1 0.00, $9.00, $1.00 

WED. e APR. 22 e 8:30 
THE MAGNIFICENT 
Marilyn 

HORNE 
=====:=.~ ~rcell. Beethoven, Rossini, Duparc, 
Alvarez, Turina, Monrsalvatge, Granados, Obradors 

$15.00, SJ..Wtr. $12.50 

WED. e APR. 29 e 
CHOPIN & THE ROMANTIC 
"DAZZLING! GLORIOUS! -N.Y. Times 

Ch 1~huraky eraass 
Ballade in D min.; Nocturne~ in E·flat 
Maj. and F min.: Andante Spianaro & 
Grande Polonaise; Fantai,ie in F msn.; 
Impromptu in F·Sharp Maj.; 
Fantaisie·lmpromptu, Op. 66; Scherzo in 

" A aupervirtuoso I" 
-Schonberg, The New York Times 

~~Anclre---

Wq,~tS 

Jean Barr piano 

A superb selection of favorite operatic arias 
and so $12.50, $11.50,$10.50 

AMBASSADOR PHONE CHARGE 

577-5511 AUDITORIUM 
AMPLE FREE PARKING 

"0 
> 
G) 
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JOANNE GRAUER AT MULBERRY STREET { 

By LEONARD FEATHER 

J
oanne Grauer has been bringing her talents to the 
local nightclub scene ever since the days when it 
was not considered gauche to compliment a female 
mus1cian on her good looks. 

This department, having endorsed Grauer's pianist!C 
ability since she played at Donte's back in the late 1960s. 
will gladly risk accusations of chauvimsm. It still seems 
relevant that watchmg her at work is a visual delight: 
however. it's what emerges from the keyboard that 
counts. Even on the acoustic upright piano she played 
Sunday at Mulberry Street, her lyriciSm and delicacy 
were undimmed. coupled at times with a strong and 
propulsive left hand. 

Grauer as a composer can establish a gentle mood. as 
in "Logging." or a quirkily rhymthic lme such as 
"Gork." You believe her when she tells you this was in­
spired by a monster she saw in a science-fiction movie. 

But monster music is not her true bag; more typically 
her ongmal pieces reflect her love of animals. The 

quietly impressionistic "Portrait of a Lone!) Giraffe" 
was inspired by a VISit to the L.A. Zoo. 

Interspersed among the originals are such standards 
as "A Time for Love." in which she coaxes new meanmg 
out of this 15-year-old melody. Bill Evans' "Time Re- ~ 
membered" recalls the early lmp.ression made on her by I 
Evans' harmonic nuances. 

Grauer is working in two different settmgs these ~ 
days: Mondays she is at Donte's with bass and drums. 
but at Mulberry Street her lone accompanist was Valda 
Hammick on electric bass. 1 

Hammick, who arrived here a few years ago from her 1 
native Australia, conquers what are sometimes said to 
be the inherent limitations of the mstruments: Her l 
sound never distorts. she supplies a firm. solid rhythm i 
when It is needed. and she is capable. both as accompa­
nist and soloist, of limning buoyantly melodic. rhythmi­
cally mfectious lines. 

The duo will be back at Mulberry Street Sundav. and 
the trio will work Donte's agam Monday. · 
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VENTURA LEAVES 
LOW NOTES BEHIND 

strumem repatr shop, playmg 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 dCal 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, HarfY Babasin. has helped him get jobs. Ruffo 
has lined up arrangements and musicians for rehearsals 
with a 10-piece band. 

BY LEONARD FEATiiER 

C 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 

~ight have remained so, had not an old colleague from 
hts Gene Krupa band days, saxophonist Musky Ruffo, 
placed a classified ad in the International· Musician, the 
Union magazine. It read: "Charlie Veift!Jra-where the 
hell are you?" and was followed by Rutf>'s phone num­
ber. 

.ve~tura, it turned out, had landed, nat on his sax, in 
Mtamt, where he had been working in a musical in-

. . 

The roller-coaster curves of Ventura's career are 
noteworthy for the parade of names they involve. Some 
Ventura 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, 

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 
19&4 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 Las 'Vegas 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 ~ 
major jazz clubs or recorded. A new jazz generation had 
sprung up and Ventura was ali 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 this cat 
ran off and I was left with not even enough bread to go 
home. 

"By now I had had enough of agents and managers 
and the whole business; I decided that it was time to get 
away, so I went into a self-rehabilitation program. Al­
though I never got entirely away from playing, I 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 cruise out of Miami, I arrived 
back onshore and struck up a conversation with a cab­
driver, who said he played t'enor 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 I was stuck in Miami." 

The Florida sojourn, some of 1t 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. His ar­
rival in Los Angeles last January marked a turning 
point; there was no place to go but up. 

T he hard road he has traveled has left Ventura 
without a detect~ble tra~ of bit~rness. Asked 
what he would do differently~£ he had to relive 

his life, he replied: ''I'd learn to re~y play the saxo­
phone. I had about three lessons, and wish 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 I wouldn't change 
any of that. "0 

CM.rlie 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. 1tenor 
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 
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 fiat 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 pol 
charge that cost Krupa three months in jail.) 

In 1950 Ventura opened his own room, Charlie's Open 
House, in New Jersey outside Philadelphia. "I would 
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-! 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 today. Where my 
parking lot was, they now have 300 apartments." 

After more time with Krupa, he led his own groups 
again, winding up with a series of lops runs in Las ~e­
p& .one qight he .was headed for lhe New Frontier, 
~where his wife Dell Scott -was stngtng,~when he was1 
stopped. "Six guys_ ~e dP, 'ient jnto Icy glove com­
partment, aM found a ·small Vial of marijuana. Some­
body had planted it. I was a big name and you could get 
a promotion by turning in someone important. My fin­

~P.,lts,..w~en't on the yi~li~~pped the~~ 
~ "'oo... ~ 

') 





JAZZ ALBUM BRIEFS 

CHARLES MINGUS: 
HIS MUSIC LIVES 
8} 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 music and the memory of the uniquely vital 
and creative bassist/composer. 

During th1s concert at a festival in July, 1980, the 
Dynasty boasted 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 
Mingus 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 
"Ysabel's Table Dance" and best known of all, the gos-

MUSIC FOR VIOLIN AND JAZZ QUARTET. NY5/ 
Michal Urbamak. JAM 001. A promising first release · 
from this new cowpany (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 1ts 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; Roy Haynes 
on drums. Four stars. 

__ , 

equally effective. The closing out, an Indiamzed verSkm 
of Sonny Rollins' "The Cutting Edge," has Spr&gue on 
drone guitar against the sounds of a tamboura and a Su­
trl Box. Ms. Kevyn Lettau's vocal effects are Jmagina­
tively conceived and executed. Five stars. 

LIVE AT THE VILLAGE VANGUARD. Red Rod· 
ney/Ira Sullivan. Muse MR5209. The Rodney/SullJvan 
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, flucgelhorn or tenor sax and plays 
each in a style that fits the theme and the instrument. 

THE ORIGINAL 14 + 2. Willie (The Lion) Smith. Rodney's trumpet and Sullivan's soprano combine mo­
Commod re XFL 15775. Known in his earlier years as a dal and bop forms in "Lodgellian Mode." Five of the six 
stride pianist and a strong influence on Duke Ellington, cuts were specially written for the group; the sixth is "A 
Sm1th later developed a delicate, totally personal style Time for Love," played spontaneously by Sullivan and 
as composer and soloist. This is the definitive 1939 Lion Rodney on fluegelhorn and trumpet Three-and-a-half 

The U!te Charlie Mingus was the inspiration for the 
Mingus Dynasty, a group with floating membership 
consisting principally of Mingus alumni. 

pel tinted "Better G1t 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 to 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 in~pired; Sir Roland Han­
na at the piano and Billy Hart on drums round out an in­
tense rhythm section. 

It 1s not necessary to compare any of these perfor­
mances with Mingus' onginal treatments. His spirit and 
creat1ve power remain potently present throughout. 
This band reflects Mingus and all the Mingus sources of 
m~piralion-the blues, the Holiness Church. Duke El­
lington. Mingus would. have been proud of it. Five stars. 

album, with eight original pieces (among them the clas- stars. 
sic "Echoes of Spring") on the first side, and siX stan-~r:==:=:======--=---=-=-=-======-===:;;::;::;,_.J 
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 muSic Jan and man. Four-and-a-half stars. 

CITY LIGHTS. J1mmy 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 kept the genre engagingly alive. On some 
of the six cuts he is aided by a horn section, with Harold 

1 
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 what? 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 I 
alternates among classical, drone and electric guitar. I 
The duo tracks w1th Bob Magnusson on bass are almost 
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'JAZZ ALIVE!' TAPES LOCAL MUSICIANS 
DyLEONARDFEATHER 

F
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 "Ja1.z Alive!," NPR's award-winning 
show, heard weekly on ",orne 200 FM stations nation­
wide, including locally KCRW, KCSN. KCPB. KPCC. 
KLON and KUSC. Among the clubs visited have been 
the Parisian Room, DontP's, Concerts by the Sea, Pas­
quale's, Carmela's and the 01' New Yorker. 

"We're trying to present as comprehensive a picture 
as possible of what's going on in Los Angeles jazz," said 
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 
Collette among others." 

that might be descnbed as a Watts "happerung."In 
he played the horn without holding it to his mouth. 

The overall impression, especially on this no~ 
was that Watts is gomg for a broader·audiencethan• 
feels he can reach through straight J3.ZZ. In the proca; 
some of his individuality of tone and style is bc1:!J 
dermined. However, he still plays in regular a 
settings, and proved the point a f~w nights later at fla. I 
quale's. He will be back at Donte's tonight. 

Pasquale's also was the scene of a rare event Fndn 
when an all-star septet was assembled for a pure,paa 
sionale jam sesRion. 

Oscar Brashear, in hiS nucgclhom trcatmentof"Boly 
and Soul," offered heartwarming evidence of h1ssoullu1 
creativity, coupled with extraordinary techmcal prow 
ess. George Cables' piano and Peter Erskme's drums 
were scarcely less compelling. Lanny Morgan, on 
sax, bopped h1s way cngagmgly through ''Stella ~ 
Starlight." 

Trombonist Garnett Brown plays at Pasquale's. 

At Dante's, an early stop for NPR's sound truck. Er­
nie Watts' quartet provided an eclectic mixture of 
straight jaZz ("Skylark," with Walts in powerful control 
on alto sax), fusion (a rock-samba with Watts on tenor 
and Russ Ferrante on electr1c keyboard) and one oddity 

All these sounds will reverberate around the NPR 
network sometime next fall. m the form of three "Jm 
Alive!" specials, each three hours long. 
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RODNEY & SULLIVAN: 
BEYOND BEBOP 
By LEONARD FEATHER 

This generation's conventions were yesterday's re­
volu.tion. This ax_iom. true of most art forms, is 
part1cularly apphcable to jazz. The bebop that 

~e~ms conservative by today's standards was the object 
m Its 1940s heyday of vitriolic attacks in the press. and 
eve!l among the more reactionary jazz musicians was 
revlled as some sort of heresy. 

Ta?ay·~ mu~i~ has moved several stages beyond the 
relative Simplicity of bop into areas that are variously 
modal~ atonal or attempt to fuse African. Brazilian, Incli. 
an. Asian and other clements. Among the still active be­
hoppers of the 1940s, many arc still content to play the 
sa~e old songs. Some, such as Supersax, do it with a 
twist new enough to revitalize the form. Others go 
through the motions with all the verve of yesterday's 
mashed potatoes. But the survivors who deserve our 

unqu~lified re~p~t are those who have changed with 
the limes, des1gnmg 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 
and most. talk~d ab?ut new. combos in jazz, are exempla. 
ry cases m.pomt. 'I he mus1c they have distilled is fresh 
a?d contagious in its spirit. diversity of forms and melo­
di~. ongmahty. Flexibility is the name of their game. 

Part of the reas.~.n for the acclaim we're getting," 
says Red Rodney, ts 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 
hne people can identify with." 

Sometimes kiddingly known as "The Red Sullivan 
Show." Red Rodney and Ira Sullivan are an odd couple 
mdeed, m appearance and background: one a short, red­
headed Jewish trumpeter and fluegelhornist (born 
Robert Chudnick) whose career has been a series of 
traumas marked bY. all the problems of the bebop era· 
the . ot.her a t.alUsh, composed and devoutly religio~ 
Chnst1an w~o. because he has chosen to spend much of 
~Is hfe m Chicago and Miami, has never gained recogni-
tion commensurate with · ents. 

Had Sullivan spent. the last two or three decades in 
New York or Lo.s Angeles, he would long ago have been 
world-famo~. He .belongs to that rare breed of jazzmen 
who can sw1tch w1th equanimity from brass to reed or 
woodwind. In any given set he may be represented as 
composer, trumpeter, flutist, fluegelhornist, alto or ten­
or o~. soprano sax?phonist. Moreover, as Rodney points 
out, Ira sounds different on each instrument." 

.Sullivan. assents: "It would be just a show-biz gim­
mlck 1f I ptck~ 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 
k~?wn anyone who hasdone that successfully. 

Basically I considered myself a trumpeter; that's 
what I beg!Ul playing when I was 3t2, just big enough to 
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Of his own low points, Sullivan commented: "I really 
I don't remember any, and that's by the grace of God .. st. 
t Paul spoke about forgetting the tnmgs that ar~ behmd 
; you and pressing forward to the mark of the htgh 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. . . 
"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 mote like 
churches than saloons. People are really coming in to 
listen; the music is no longer just a background for ca­
rousing." 

The Rodney-Sullivan alliance was firmly cemented 
when they signed a contract recently with CBS Rec­
ords. (Previously they were with ~use.) .. 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 ~aid '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 is the evil to avoid 
above all others. 0 

JA.Z~ IN BRIEF 
BY.L.ijONARD FEATHER 

,.DARK ORCHID." Sammy Nestico. Dark Orchid 
601-04018. Count Basie's principal composer/arranger 
since 1968, N estico 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 
have aimed his sights higher and worried less about 
\ommercial acceptance. TID:ee stars. 
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~lub by .his father, was 15 at Rodney 19 was playing 
m .~harlie Ventura's band). ' ' 

Aftc: a 20-year hiatus.•sullivan said, "Red was 
booked mto a club in-Ft. ~dale Fla where I had 
the house b<l;nd. I'd spent 1~ ~ Fl~rlda, working 
stead•ly at clubs for long sli~ Red got all ~xcited and 
~ked me to work with him allbe ymage Vanguard in 

ew Yor~. He sent me a plane~ket and kept working 
on me until he wore me down " 

Both m~~ h~d been hiring ~llicians who were many 
r:r~~t~Cir JUniOrs, drawn from tbe University of Miami 
t t Ivan or ~rklee in Boston for Rodney. "We have 
o ry to season these youngst . l " S ll' van said "b ersmto our schoo, u l· 

tion N ' ecause they are the P<lst-Coltrane genera-
per; li~: ~ed afnd I don't want to be labeled as bebop-

' re tcs rom the old days, but on the other hand 

,. 
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 · 
group today." 

Though he has always been a master of improvisa-
tion, Sullivan thinks of himself primarily as a melodist. 
During guest appearances at colleges be often asks the 
band director whether the students are being taught 
how to play ballads. "They always look at me as though 
I've said something very profound, and they'!+ say, 'No, 
but I'm gonna start today.' All those students I saw at 
the 'University of Mtruni 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 
times 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. 
"I 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 Earl 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." 

Rodney remains more closely involved ~th the core 
of jazz. "I listen to everybody, but I believe Freddie 
Hubbard is the most magnificent trumpeter today-he 
can do thlhgs w;th such ease, grace and beauty. I enjoy 
Woody Shaw vccy much; he sits in · 
we work al the Vanguard. Dizzy Gillespie, of course, re-
mains the master-the teacher and father of us all." 

Because their lives had assumed patterns that have 
been less than obvious or logical, it seemed appropriate 
to ask what had been the high or low points in their 
careers. Both men immediately agreed that the zenith is 
the present moment. "Musically and socially," said 
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 
I'm now growing old gracefully." 

.. 
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TANIA MARIA'S BRAZILIANCE 
Br LEONARDFEAntER 

T
he name Tania Maria is sttll all but 
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 Mc­
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 
m 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 urtison with 
the wordless singing. Mingled in her per­
formances are elements 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. 

Her American LP debut was due to a 
lucky accident. "Charlie Byrd, the 
American guitarist, heard me in Austra­
lia." (Byrd, in a neat coincidence, is the 
musician who, by persuading Stan Getz 
to record "Desaflnado" 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 Jefferson 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 'fjader's rhythm section. The Je­
suit moves effortlessly from funky swing 
to sensuous ballads to the cooking inten­
sity of the vocalese finale, "Vem P'Ra 
Rod a." Four of tne eight tunes are Tania 
Maria 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 

'"Tnste," sung in Enghsh 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 smging with scat overdubs. On 
··comecar de Novo" she presents the me­
lody first by whistling 1t, 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 m 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 mterview. 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. I 
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 Marfa 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 was only 13 when I began 
playing dance dates with pop groups." 

Her family wanted 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 rtightclub customers and the 
rattle of dishes. 

A break from this grind came with an 

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." 

S ince then she has been able to find a 
similar ambiance in many other 
concert halls and in certain clubs 

that manage somehow to 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 
Franc1sco. Cal Tjader, whose group ap-

peared opposite her. said. "W1th that ~ 
wonderful. loose personahty 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 I 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 management 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 (thiS 
last as part of a Latin-American nighl 
along with Flora Purim, Airto. and oth· 
ers). · .t.,.-

" 

Since a comprehensive tour of the 
United States may rio&. 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 the 
stuff of which Grammys are made. 0 -.. 


	LF SB29-000
	LF SB29-001
	LF SB29-002
	LF SB29-003
	LF SB29-004
	LF SB29-005
	LF SB29-006
	LF SB29-007
	LF SB29-008
	LF SB29-009
	LF SB29-010
	LF SB29-011
	LF SB29-012
	LF SB29-013
	LF SB29-014
	LF SB29-015
	LF SB29-016
	LF SB29-017
	LF SB29-018
	LF SB29-019
	LF SB29-020
	LF SB29-021
	LF SB29-022
	LF SB29-023
	LF SB29-024
	LF SB29-025
	LF SB29-026
	LF SB29-027
	LF SB29-028
	LF SB29-029
	LF SB29-030
	LF SB29-031
	LF SB29-032
	LF SB29-033
	LF SB29-034
	LF SB29-035
	LF SB29-036
	LF SB29-037
	LF SB29-038
	LF SB29-039
	LF SB29-040
	LF SB29-041
	LF SB29-042
	LF SB29-043
	LF SB29-044
	LF SB29-045
	LF SB29-046
	LF SB29-047
	LF SB29-048
	LF SB29-049
	LF SB29-050
	LF SB29-051
	LF SB29-052
	LF SB29-053

