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NBC shovels Jts troubl

‘ve had ucplnmymm with every

pressure group ia the world trving to influence

what televisios offers.
mtmnﬂn

{nlﬂmn sm#mw

First, let me say CMMI pmhdy
turn me on

But here | am, runging to the defence than_
at least o the defence.of his company, &y
ductions), because he's being pushed around by a

% group that has no right to make the de-
mands it's making

The Famastic World of D.C. Collins is Zephy's
fext undertulyng, and of course it stars Coleman.
DC. Is a kid who becomes involved with an inept
band of nucléar terrorists, and he rushes to defeat
them by fantasizing, Walter Mitty style.

Collins imagines himself to be one of a number of
heroic figures and acts out his role in their perso-

 Tarzan, Wyatt Earp, Gen. George Patton,
Lukk Skywalker, Hawkeye
Plerce and Indlana Jones
make Coleman’s hero list.
~ And that's where the trou-

ble. B
,Just like one of those

ﬂm'i-mw u:-

e peie 4 grup ol
mmmm
oon!.l.ﬁona clu:d

NBC. the network that Cole-
man's movie will mentuxlly

Bﬂl&mahmmu.-!wmm

Ths
is very detrimental to the psychology of black chil-

dren,” is the way the coalition phrased it

I notice that there are po Chinese heroes on that
list either. Or shert heroes. Or fat ones. Or Filipinos
or Ukrainians Can we expect to hear from each
minority in turn?

Anyway, the heat applied by the BADC was enor-
mous. NBC buckled lgmra\-edundu'lh pressure
Wyatt Earp was out In his place will be a charac-
ter invented especially for the TV movie. His name
is Deadwood Dick and he's a black cowboy

Tarzan &5 also oul. byt with 0o replacement. TV
&% the coalition as stating, “Tarzan & &

Guide guot
 white hes i 2 black man's world, which is effen

sive™ Good txing Edgar Rice didn'y

Burroughs
that, oz literatyre would d’md
‘one of Ly most -rrmgm;h.iﬁ-“

ﬂ&mmm
. m the to keep Patton. The b

ot o Lt

want kim b) tne drill ser
sett portraged in An Officer and a

Interesting, isat it, that ap orgly
claims to be anti-racist is forcing
network and a preduction house to com
their artistic stances for purely racist reasons®

This kind of thing is mortally dangerous. Where
does it end?
iwmymlhat nu‘a TV show, so who
cares” Bu! pressure
are ge away with
much in lunu-peddung
thesa days For the most
part, thev've had their day,
served their purpose
If a 14-yearoid black bid
like Coleman can star in his
own show, head his own pro-
duction company. and choose
his own ba would
seem to lnmcau a reason-
ahhamoumamﬁom
pen to know a few

VIiouK;
hemuymp.{;’l;l_m

L]
1
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and stated the ob- —
ré are no black Patton

George
May also get the boot

" By JOHN CHARLES
" “Who said that genius inh&laﬂnile capacitv for
Leonard Feather
"s about the only thing *nﬂhd jazz critie
k?'ditbewpofh.shud Facts, dates, anec-
e&p& mﬁatmhmﬂlvw

" Introduced jazz films yesterday
hmy*daymplm.lmﬁtyhmm

bn'? ts in action, Feather's
mme shows how tirelessly the 68-year-old

sdwhrhhfavmmhm
poser of many blues (BB. King sang his How
Bluecu Ywmumnedwﬁzmgjanmmh

‘eather is astonishing for his range of knowl-

Gary Coleman
Being pushed around

English magazines in the 30s because not a single US.
publication cared about such music.

Author of the basie reference guide, Encyelopedia
of Jazz, he's written endless articles, album notes, and 2
gﬁdwatedcdnmnfcrmmmnm—mdh

listens toev that happens

His idol remains Duke Ellington, whom he finds
misunderstood.

“It's not the songs he wrote that make him unigue.

tant a composer
He doesn't like tidy definitions of what jarz is but
wonders about such as Cecil Taylor, who reveal

“no steady rhythmic element, no sense of structure or

No place in TV movie

white lds some as old as
40, who would love o trade

him places.

form. The question arises whether or not thaty jarr,

though it's certainly important musuc.”

Marsalis’ technique is limitiess

&aﬁnuumenan-
poser. She has the most exciting big band today * 5

Feather' s favorite sin‘m’ ‘Ella and Sarah

mf\n) is a real Jazz lhﬂ
too. | know Bntty Carter is the critics’ darling,

her intopation that ber
trom being it s s
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JAZZREVIEW

By LEONARDFEATHER

el Torme was prepared to do “Singin' in the
Rain,” George Shearing had an arrangement
of “Here's That Rainy Day,” and in an

emergency they could have joined with Woody Herman
on “Let's Call the Whole Thing Off." Miraculously,
though, at precisely 8 p.m. Wednesday, umbrellas were
lowered at the Hollywood Bowl and the concert went off

without a hitch. Despite a
miserably wet afternoon, the
box office racked up a
healthy 12,213 in ticket
sales,
Allthree artists have been
reviewed here in recent
months: Shearing at Pasade-
na City Coliege, and again
(in tandem with Torme) at
Carnegie Hall; Herman at
Disneyland, where he was
covered only briefly as part
of an all-star jazz weekend.
Shearing this time around
worked in three settings. He

AFTER THE RAIN, STARS AT THE BOWL

too tricky piano duet. The Herman band, which had
opened the evening, then reappeared to join with
Shearing for a spirited “Apple Honey™ that found him in
a jubilantly striding Fats Waller groove.

At the end of this tune, as Lhehsbuwmtmwe
observed—surprise!—Mel Torme sitting in on drums
This provided an easy segue for the Shearing-Torme
set, during which they were (oined briefly by the band.

These two worked together as if they would gladly
have paid for the privilege. The interaction at Umes was
uncanny. Torme was seldom more at ease and never in
better voice, Humor abounded, especially when he and
Shearing scatted “ Anthropology™ in unison, and later in
an overlong, overblown but intermittently amusing
arrangement of “Blues in the Night."

Shearing’s most moving moments occurred early on,
in his exquisite rendering of Duke Ellington's “Come
Sunday,” with strong gospel overtones, (To paraphrase
one of his own jokes, hasn't anyone ever wold him he's
not black?)

The Herman orchestra synthesized achievements by
the various herds over the decades, with the leader
quadrupling on elarinet, soprano and alto saxes and the
occasional vocal. His writers nowadays can avail
themselves of such colors as the flute, the bassdon
{played compellingly by Frank Tiberi) and various
douhles in the pax spection to deal with such demanding
arrangements: as Faure’s “Pavape” and Copland's
“"Fanfare for the Common Man,"

In a more straight-ahead jazz vein, Pau! Maszzio's
muted trumpet and Mark Lewis' fluegelthorn paced Bill
Holman's "Midnight Run.” (Lewis’ father Cappy played
in the band 40 years ago.) Planist/compaoser John Oddo
shared rhythm credits with bassist John Adams, and
Jeff Hamilton, an uplifting presence on drums.

I"”" —— — ———
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flos Angeles Fimes

Torme closed with a fitting tribute to the late Ira

Gershwin, “I Can't Get Started” But the encore,

Mel Torme s e aae Shearing’s tune “Lullaby of Birdland,” was anticlimac-
; i mwmﬁwﬁmmm ;, He. Youjust don't follow an Ira Gershwin gem with a set
B Bt ; “ of cliche lyrics by one B.Y. Forster. Still, it was all in the

of tne set switched from bass to keyboard for a slightly spirit of good fun that dominated this generally
A — — — . | delightful evening.
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"MA'RSALIS A DOU‘BLE FEATURE

st ¥ 'qa joz periormer. Born in New Orleans Oct. 18, 1961,
MMWHMWMMWNmOrmMmde He
haermnm *--' : MMMMTMWMJWM
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Masterworks. IM 37846, digital.
Ffr‘us mmiﬂdehmtntheclassical
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rena, Marsalis shows extraordi-
nary techmical achievament, care-

'11 but comhje and the

Al

Jahann Nepumu.k Humme!—Marsalis
finds new details and ‘wwpdﬁng over-
¥iewsrare in

Hummel's uir.-m_nligned E flat Con-
certo;, for instance. sounds positively
fresh under Marsalis’ ministrations—the
seriousness of the opening movement

Kirkiand is not only a sensitive pianist

)

il

i

I!!:g‘:p’l‘omm!hecompa-

An advantage of this unit is the

Lwo-hnm !xqu line, with his brother

solo, then mkqw al the keyboa:d. -
~ evolving from delidztenﬁ:gienmte lines

but a gifted composer whose “Fuchsia,”
with its graceful, flowing lines and with
Branford on soprano sax, is the atbum's
most engaging original work,

“Knozz-Moe-King" is galvanized by
the energetic drumming of Jeffrey Watts
and by devastating contributions from
both Marsalis brothers.

No satin dolls for Wynton Marsalis: His
choice of Ellingtonia is one of Duke's
lesser-known and harmonically oblique
pieces, “Melancholia.™

~ The sole pop standard, “My Ideal.” falls
just short of the 's high level
Wynton Marsalis plays it as if not totally
conversant with the song’s harmonic and
melodic contours. He could have
achieved a warmer sound, too, had he
played it on fluegethorn, an instrument
he apparently has not yet decided to use

-asa double. ey
_ Completing the combo is bassist Phil’
ler. He is replaced on some cutsby

y Drummond, who a ates as

the composer of “What Ts ‘Ikppening

Here (Now)?" »

i = —

Wynton Marsalis

It is difficuit to emvision what lies
ahead for Wynton Marsalis. Has he
peaked in his 22nd year? Given his
amazing accomplishments at this age,
what new challenges will there be for
him (o take on? The mere fact that his
work raises such questions is a source of

uniqueexcitement initself.

. —LEONARD FEATHER

'VIRTUOSO Qa*rwo

emerging at once urgent and aristocratic,
the siow movement poignant and direct,
the finale (taken at a breezy but never
hectic gallop) perfectly ebullient. t
Throughout, the young musician
shows restraint, a Classical spectrum of |
dynamics, finesse of articulation and
good taste in every phrase. His virtuosity
is immaculate, yet it never intrudes on
the musical line: He does not tamper.
Similarly fresh and gemlike are his
performances of the concertos by Haydn
and L. Mozart, readings which rethink
these noble artifacts without, on'the one
hand, removing their luster or, on the
other, ignoring the possibilities they
Pmenlfwhmﬁemmmotmmnem_ '.




AZZ

BY LEOMARD FEATHER
Reviews in brief

e

UM BRIEFS

mwmﬁ'ﬁ"mm 216 Here is
@ mplendid eample of what can happen 1o lghtweght
malerltn hea v ds, The Canacian gustarist,
mhn‘l‘urmm'i Transcends such
iles 33 “Change Partners” and “Limehouse Blues.”
3 m.m&mmmmqm
i mtinw he is sided by the companiongh:p of
ohcord Juzs reguiars ax Scott Hamilton on tenor
mm Vache on cornet. Best cot. “The Walker.”
creflited 1o Coleman Hawkinx and Roy Eldfidge but
Bised on the chords of "Stomping at the Savay " 4 stars.

o

SCRUSS ROADS ~ Charlie Shoemake Sextet. Discov-
ery DS 878 An expert vibraphonist and busy music
wacher, Shoemake has an all<star cast, not the least
among whom are Tommy Flanagan at the plano and
trumpeter Tom Harrell There s nospecific deficiency
here, yet the expectable joy, spark and fire, the
emolional content. would appear 1o hawe at least
intermittently misiaid. Best ctit: the § by the
late Joe Emiey. 3 stars,

(&

“LOVE WILL WIN." Dave Mackay Trio. Discovery
DS 853 In effect, Mackay provides the angwer to the
gquestion posed by Shoemake (above). Soul is the
ingredient; planist Mackay and flutist Lori Bell, backed
by the eminent bassist Andy Simpkis, serve it up in
substantial portions on “Just Friends,” Mal Waldron's
“Soul Eyes” and three Mackay originals Bell, 25, is a
new talent on whom to keep one's ears trained, 44
stars

o

"SEVEN STARS.” Efji Kitamura. Concord Jazz 217,
The shadow of early Benny Goodman hangs over this

2% in fact, Teddy Wilson is here in : the.

Coodman Quartet vibes sound is supplied on th
by the late Cal Tiader. With some challenging
this might haye worked, but do we really need jet
another “Avalon,” “Satin Doll” and “Misty™ in deriva-
tive versions? Kitamura who was winhing Japanese
jazz polls as far back as 1959, nesds mére stimuiation

cuts

than this occasion could provide. Best cut by far is '

“Somegae to Watch Over Me,” with Ernestine Ander-
Al 7
: Ah\ﬁ-‘:‘ G

"MADE IN JAPAN.” Lionel Hamplon. Glad Hamp
GHS 1023. Caught live at two Tokyo concert halls, the
mﬂw in fine fettie, avoiding the old
cliched rds in favor of new material written and
performed by, among others, saxophorusts' Ricky Ford
(ex-Mingus) and Paul Jeffrev. Although the leader’s
solos stand out, ample space is ieft for Barry Ries, a
Freddie Hubburd-like trumpeter; Tom Chapin, whose
flute lights up “Sans Souci” and trombonist Charles
Stepliens o the Hubbard tune “Jodo. " Sotind quality is

somewhat diffuse, but not enough to limit the pleasures

of & commendably contemporary set.by.as idomitable
veteran. 314 stars.

o
“DARJL ON VIBES. THE GENES'OF FAZZ." Jo%g
Sound 45032 (Box 2449, Menio Park, Caltl 4 E8LE
group doesty't seem to be able to make up it mind

S

s ———

wieiher B3 An updaied Wes Moougomeny growp [ v
%iﬁz,auzm-@m

or Y Jums Quinrtet plus oo —except (hat Dard
(4% & Derwin Groms) & milion mallets shy of Mt
Jackson's creative tapacsty The femt mde slips into
monotony with 43 theee bloes pieces. The presence of
Rodney Jones (who wrote most of the tunes) and
particularly John Lewss and Rar Brown, elevates the
rating from 2103 stars.

o
“LA. 55" Plag Johnson with Gresse Patrol Carell
CM 101 (Carell Mumic, Suite 145, 1164 Venturs Hivd
Studio City ). Dan't be misiod by the Ut This m a 1953
inspired by 3 genre thut was prevalent in the
mid-50e, the sex-organ-guiter -drums lounge combo
(in Uus instance Johnson, Are Hillery, Billy Rogers and
Junnye Stmigh), These are men  ho fenl, dig and empoy
transmitting the -drenched idion that pervades
the session. Johnsen occasionally switches from tenor 1o
alto sux. which he plays cheerfully on "Hard Times
Nothing pretentious here. but the message comies acroes

—— ——
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“THE COMPLETE BLUE NOTE
THELONIOUS MONK_ - _
1341 Ocean Ave. Santa Monica 90401) This
ew cOMmpany. usng malemal o0 loan fom
» Off 0 8 promsang stavt with 14 folir - record -
recorded mainly from 1947 w 1952 The wre
veleran beboppers (idrees Suliethan, Art Blakey, Mt
Jackson ), the tunes sterm Trom Monk's mast Sostrious
yeurs {“Round Midnight, * Straght No Chager ™ “Bput-
trophy™ ). His guirk s pranc i it idiogymieratic seif

A problem. Only completists resdy mﬁjw,
ingly through every uiternate take (offen not ver
different fram the master vermon) will acospt U
album’s pobicy of presenting o meny of the
duplicate. Some of the previousty unsssned miterial is 2
value, but mare often than not the peg
in their selection of the master Uike T
very Informative notes in & boskist
fulars,

— ————— e ——
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? HEATH AND FRIENDS AT MARLA'S
L 55

" hings are looking up al Marlas Memory Lane
B Supper Clult. Onee aguin, over the weskend, the
“ A drummer Albert (Tootie) Heath was in charge,
bringing in different guest solosts each night

.- Beated behind one of the best-sounding drum kils in
town, Heath launched the Friday session with a few tno
numbers. Pianist Victor Feldman and bassist Andy
Simpkins were his companions,

" Commendably, the group. :

apother jam sesston, rehearsed and even brought music
10 the gig. As a result, such pieces as Feldman's “Let's
Go Dancin™™ and Freddie Hubbard’s “Crisis” achieved a
semblance of farm while allowing plenty of freedom for
solo work. Feldman's arrangement of ~“Basin




ARETHA FRANKLIN—Get It Right, Arista LB-8019. Pro-
duced by Luther Vandross. Frankln follows her gold albem
“Jump To It” with another set of vibrant dance numbers and
compeifing ballads. The standout in the uptempo category is
the title track, which jumps to No. 1 on this week’s black
chart. The key ballad is a gutsy remake of the Temptations |
Wish It Would Rain.” Yandross, who also produced “Jump To
18, is'able to bring out all of Franklin's sass and vitality in a
series of endeating rhythm numbers

RICK JAMES—Cold Blooded, Gordy 6043GL. Produced by
Rick James. Jaunly funkster James is “Cold Blooded” in pur
sUil of a new “freak” streak, as he resorts to the hot-blooded,
no-nonsense dance music he's buit his empire upon, while
also moving forwards in fresh directions becoming a super-
star. With the “Cold Blooded" single leading the way, James
stretches and scores on “PLM.P. the SIMP." featuring
Grand Master Flash, “Ebony Eyes” featuring Smokey Robin-
son, and “Tell Me What You Want™ featuring Billy Dee Wil.
liams. The blend of James at play and James the searching
producer-songariler is a strong combination, 2s the charts

AIR SUPPLY —Greatest Hits, Arista AL8-8024. Various Pro-
ducers. This attractive compilation brings logether the

's seven top five hits, from “Lost In Love” to “Even The
hmm " along with twe new songs. One of thase
: Love Out Of Nothing At All" is shaping
it since that hot streak, and also
pop-rock mamstream. It was
Steinman; the other new cut,

Robie Porter.

~The

| M Parker's last album sought to
his fong, tenure with the Rumour through larger en-
gs, only to blunt some of the iter's pep-
‘Here he fronts a tauter, tighter mmrm by
RBrinsley Schwarz on guitar, and theresults should
sppease old admirers while restoring momentum to Parker's
radio reception. As before, he tackles fough rockers (“Just
Man"') and sadder-but-wiser baliads ("“You Can't Take

ﬂl’ Granted™) with eqnal P

 SMOKEY ROBINSON-—8lame It On Lowe And Al The Great
6064TL. Produced by Smokey Robinson & George
Tobin. I! this LP were really to include all Smokey's great hits
it would be a miracle (no pun intended), but the hits included
re his best of the '80s plus three new tunes. Paced by
Robinson’s latest chart climber, “Blame It On Love,” this col-
i features “Cruisin’,” “Being With You™ and “Tell Me
ow'”" on its winning way to bringing Smokey's wispy,
1 love songs Lo generations of fass old and new. With
¢ You" and “Don't Play Anther Love Song,” this

ge has some staying power.

E COLE—I'm Ready, Epic FE 38280. Produced by

k Jackson & Marvin Yancy. There’s fire in this Cole, and

| Mister” Is carrying the torch up the charts, danc-

nd beating the bass. This fiest for Epic reunites Cole with
”ﬂle production/songwriting machine of Jackson & Yancy,
with Cole adding the voice where it counts on “| Won't Deny
You" and “Time Heals All Wounds.” Cole possesses a hyp-
notic voice with both teen appeal and sophistication, and
when style and song are in sync, she's atalent to explore. Her
fans will determine if “Too Much Mister” is tough enough.

HERBIE HANCOCK-Future Shock, Columbia FC 38814,
Produced by Material & Herbie Hancock. The veteran pian-
wst's early fusion experiments may have angered his jazz fol-
lowers, but in retrospect Hancock's electronic funk seems
particularly prophetic, especially as updated here in this col
laboration with New York avant-funksters Material Led by
the leverish synthesizer scratch of “Rockit,” the material
finds Hancock and Material's Bill Laswell and Michael Bein-
horn meshing to hypnotic effect. Dance, funk and adventur.
ous rock will respond.

JUNIOR WALKER-Blow The House Down, Motown
6053ML. Produced by Hal Davis & Junior Walker. Junior
Walker, legendary Motown sax sensation, comes storming
back on “Sex Pot” with volcanic vitality. With vocals rousing
as his sax, Walker & the All Stars recapture the soul/rock rev-
olution with timecapsule perfection and freshened for to-
day’s sound demands, fitin nicely at old or new music parties
with “Rise And Shine,” "Closer Than Close” and “Ball Baby.”
Hot sax at work.

BARRY wnm—n-iluw. Unlimited Gold FZ 38711. Pro-
duced by Barry White. White and his deep voice try to»slb
back into that hit groove, substituting the light-stepping syn-
thesizer of Jack Perry for the string-laden soup of past out-
ings. White's cuddly foghorn still calls, but his call today has
taken on decidely gaspel overtones. The LP turns on “Don't
Forget Remember,” as White !uﬂasubjects such as “Life,"

~

ASIA-Aipha, Geffen GHS 4008. Produced by Mike
Stone. Any magor sheft m the platinum quartel’s fortunes
a thes point will Wiely have more to do wilh changing
radio fashion than with the music itsel, for “Alpha™ &
very much of 3 plece with Asia's top-selling debut’ Geoff
Downes' fugal keyboards, Steve Howe's spiralling guitars
and Carl Palmer's thundenng drumming again surround
bassist john Welton's wistful vocals to give othecwise
modest love songs a sense of cosmic melodrama. The
new songs do suggest a highter editorial rem, as well as &
brisker, uptempo threst o songs ke “Don't Cry” and
“Eye To Eye,” but “new music™ of the post-punk variety
this assuredly un't. Unrepentant AOR and contemporary
AC will doubtiess be gratetul

JOHN CONLEE—Im My Eyes, MCA 5434, Produced by Bud
Logan. Conlee has never had a problem conveying sincere
feeling: his voice is a stylistic instrument capable of every
nuance and subtiety necessary to creale emotion through
song. On this album, he alternates between new material and
covers, of other arfists’ cuts: “American Trilogy,” “New Way
Out,” “Waitin" For The Sun To Shine,” “Lay Down Sally.” One
sr(:g!d for single relem is “As Long As I'm Rockin®

Yi

JOE ENGLISH—Press On, Myrth MSB6750. Produced by
Joe English. Former Wings drummer English and his band
have crafted another varied act of contemporary gospel, with
rock and pop leanings, that are crisply executed and well pro-
duced. English Is showing steady improvement as a singer,
demonsirating more emotional depth. Highlights here in-
clude “Stop,” “Echoes Of The Spirit,” “Press On" and
“Power Of Prayer.”

THE CHUCK WAGON

On Keepin' On, Copper-
field CGLP1115. No pro¢

listed. One of the most vener:

able names in the jic business demonsirates here
that the buoyant sprightly approach to lyrical
interpretation are still effective. The album mixes such oldies
as “Just A Closer Walk With Thee” and “The Great Speckled
Bird” with the more conlemporary “positive” gospel sounds

of “Keep On Keepin' On" and the marvelous “On The Wings_

0f My Victory.”

FlrstT'meAround

THE RAISINS, Strugglebaby Records SBLP 32228 (Distrib-
uted by Hal Bemnard Enterprises). Produced by Adrian Belew.
Adrian Belew, who usually records on his own or with such
acts as King Crimson and the Tom Tom Club, has devoted his
energy to help this new band from Cincinnati. There is no de-
nying the band’s technical prowess and efficiency, but while

Billboard’s
Recommended LPs

pop

MANOWAR—Into Glory Ride, Megaforce Records MRI169666
(Important). Produced by Manowar & Jon Mathias, On they
second album (the first was on EMI) Manowar continues its
assualt on the heavy metal ranks with a loosely conceptual LP
geared toward sword and sorcery myythology. Though vowing
to play “harder, louder and faster” than any of their competi
tion, this LP does contain slower interludes that give singer
Eric Adams a chance to stretch his not inconsiderable vocal
prowess.

MC5—Babes In Arms, Reach Out Intemational A122. Pro-
duced by Wayne Kramer. This cassette-only release contains
“rare put-takes, re-mixes, uncensored and experimental ver
siong, private demos not available on any LP," the liner notes
say. The technical quality of some of these 15 year-old and
older tapes is not always the best. Bul they do capture the
excilement, raw energy and primitive punk tury of what may
have very well been the origingl “hard core” band. And they
also reveal a surprisingly musical side of the band

MALARIA—. . . Revisited, Reach Out International Al23, No
producer fisted. Recorded live in New York and Washinglon,
this cassette-only release captures the curren! sound of Ma-
faria, 3 five-woman band from Germany. This is 2 band that
sings “about fighting. and winning and dying and loving,”
which doesn'l leave much time for pretty little pop songs.
Rather it's a bit gothic and gloomy.

DUB SYNDICATE—One Way System, Reach Out International,

Al21. Produced by Adrian Sherwood. Dub Syndicate appears
to be the nom de plume of English producer Adrian Sher
wood, a master of dub.-What Sherwood does is take reggae
tunes and strip them of everything but the basic thythm track
and a few guitar and vocal licks. The whole thing is then
echoed, reverbed and sometimes electronically distorted,
making for a whole new, somewhat scary music.

NILS LOFGREN-Wonderland, Backstreet BSR-5421
(MCA). Produced by Nils Lofgren, Kevin McCormick, Andy
Newmark. Lofgren’s second Backstreet album restores the
smaller band sound and tougher stance that marked his best
early work, leaving ample room for his molten guitar leads
and fevered vocals. A new covér of Bobby Womack's “It's Al
Over Now™ may entice radio play, but it's the originals that
sound freshest, especially “Across The Tracks ™

LONNIE BROOKS—Hot Shel, Alligator AL 4731. Produced
by Lonnie Brooks & Bruce Iglauer, Three's a charm for this
transplanted Texan, whose Chicago-bred blues have tapped
powng fire since joining Alfigator. The curent set returns

the lyrics are clever and offbeat, none of the four bers of
the band, all of whom sing, sing thal well. They do have a
qQuirky charm, though.

GARY PRIVATE—Secrel Love, Atlantic 80099, Produced by
Fred Munso. This five-song EP atfempts to carve for Private.a
new music niche somewhere slightly to the rightef Billy Idol.
The music is rock with a dance beal, using.a rotating slate of

_musicians, among them Elliott Randall Sal Maidaand Tommy =

ungl&lio.__ o e

BOB & BOB—We an Alone, Polyder 422-813-
395-1. Produced by Jeff The title song here is one of
the left-field delights of the summer—a2 lighthearted look at
the LA lifestyle set to a vibrant dance beat. The comic and

utting his big voice to bigger material in search of a wid usical values make it every bit the equal of Randy New-
p s : * j ~man’s recent “I Love LA

‘audience,

him to a compact quintet setting that showcases his smoking
lead guitar and ebullient vocal shadings, while the program
visits some little known but lusty covers as well as new origi-
nals.

SERGE PONSAR—Back To The Light, Warner Bros. 23914
Produced by Ruby Merjan. As “Out In The Night™ turis into a
major hit with top 20 appeal, comparisons 1o Prince or the
Time seem fnevitable, but Ponsar fits more squarely in the
t&b/disco tradition, The single hil top 10 dance before regis:
tering on thie'black charts, and now Séems inevitable to bring
his slick workoutls, I Want Money," “Golta Get Outside” and
the title tune to a wide pop audience.

Manne plays swingin
faxed, pr&br._-p i
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TERESA BREWER/EARL FATHA HINES-We Love Yoo Fats
Doctor Jazz FW 38810. Produced by Bob Thiele. Brewer's iy
ungeng may be 3 Mguwed taste St the empeccabie pusng
playing of the late Earl Hines sad the compesitions of Fals
Wadler mest cartamdy are not. Brewer sy pleatantly and
Hmes, accompansed by Ml Hinton and Grady Tale, 5 m w
pert form oa this previously ssued 1378 session tonsstiag
mastly of Waller's mutec. Unfortunately, the tithe track_ weit
ten by Brewer producer Thisle and Frank Owens & s em
barrassment

KIM PARKER/ TOMMY FLANAGAN TRIO~Good Girl, Seu! Nete
SN1063. Produced by Giovanai Bonandrini. The stepdaughier
of Charlie Parker and Phil Woods, Kim's backup includes, in
addition to Flanagan's piano, Ed Thigpen on drums and bas
ust Jasper Lundgsard. The sessans were taped 15 months
450 in Italy. Parker shows promise as & singer, offering tunes
like “Close Enough For Love™ and “How My Heart Sings. ™ aad
mmtﬂuﬁuﬂl edly make her 2 more con

LINDA HOPKINS—How Blue Can You Get?, Palo Alto
PABO34N. Produced by Leonard Feather & Herb Wong. One
of the most underrated and unpublicized singers socks atitms
10 tunes eflectvely, accompamied by 2 seplet in which fe
male trampeter Clora Bryant i featured. Seven of the lunes
are producer Feather's. Hopluns has it all, range, intonalion,
heart and power. Maybe this will be the LP that shakes her
loase

Produced by Giovanni Boaandrini. Giufire has been around
on records smce the 19405, playmg clarmet, flute, bass flute,
soprano and tenor saxes dependably. On this sight-song LP;
he s accompanied by four sidemen and an overload of elec-
tromic sounds. Six of the titles are Giulire’s onginals and 1’
quire repeated listenngs to appreciate But lor the fanat
avant-garde jazz fans, “Dragonfly” may be of interest

SHEILA JORDAN/HARVIE SWARTZ-Old Time Feeling, Palo
Alto PABO3ZN. Produced by Herb Wong. Ten tracks by the
veteran Detroit-borm singer spot her singing with bassist
Swartz, a difficult challenge but one which Jordan brings off
well. The repertoire is mainly evergreens, taped in New York
last October. Best of the cuts: “How Deep I8 The Oeean,”
“Let's Face The Music.”

gospel

THE IMPERIALS—First Day In Heaven, Heartwarming R3802.
No producer listed. A compilation of previous recordings for
Heartwarming, this collection focuses on the Southern musi-
cal orientation of this bestselling group. The album is loaded
with such standards as “Swing Down Chariot,” “He Touched
Me,” “The Old Rugged Cross” and “Rock Of Ages™ and carries
 list price of $5.98.

SPOTLIGHT—Predicted to hit the lop 10 on Bilbeard's Top
LPs & Tape charl or to earn platinum certification. PICKS—
Predicted lo bit the lop half of the chart in the format lsted
RECOMMENDED —Predicted to hit the second half of the chart m
the format listed; also, other albums of superior quality.

M albums commercially available in the U.S. are eligible for
review. Reviews are coordinated by Sam Sutherland at Billboard,
9107 Wiishire Biwd_, Beverly Hills, Caiif. 90210 (telephone: 213-
273 7040) and Roman Kozak al Billboard, 1515 Broadway, New
York, N.Y. 10036 (lelephone: 212.764 7346).

Cocker Sued
Over Video Deal

LOS ANGELES-H&Y Produc-
tions and Myriad Productions here
are jointly suing Joe Cocker, Mi-
chael Long and Better Music Ine,
asking $100,000 damages because
they allege the defendants soured a
commercial videotape deal.

According to the Superior Court
complaint, Cocker and the plaintiffs
worked out a verbal deal in March,
1981, wherein the production firms
would shoot'a videotape of a May,
1981 live coneert by Cocker in Cal-
gary, Alberta, Canada for a split of
the worldwide profits. The filing
«claims that a formal pact was sent (o
Cocker. who did notsign it. On Aug.
19, 1982, the plaintiffs allege, Co-
cker refused to honor the written
pact and decided to terminate the

imedMo have in
) abrogate 1




the fourth year, musicians
 from North Americaand
syncopated thythm. Nigh
performances at Shoctor
| Theatre feature Dizzie ;
W Gillespie, Woody Shaw and
Betty Carter as well as
| ensembles and bands including
| Holland's Loek Dikker Quintet,
| the Art Ensemble of Chicago,
| the Franco d’Andrea Quartet
 from Italy and the Alberta Jazz
ﬂ Repertory Orchestra. The Five
| O’Clock Stage hosts a
- workshop, a symposium and
' new band performances at the
| Centennial Library Theatre,
August 15 to 20 at 5 p.m. At the

| same venue, one of the world’s

foremost jazz critics, Leonard

| Feather, speaks on a selection -

of jaz: from his personal
collection; screenings are

August 14 and 21, 2 p.m. There

| are free noon-hour concerts at
Sir Winston Churchill Square
August 15 to 20, and for
children there's a special jazz

workshop, August 20, 11a.m. at

Rice Theatre. Tickets for
Shoctor Theatre are $11.75 to

$15.75; for Five O'Clock Stage,

$4.75 and $6.75, available at
Edmonton BASS outlets.
(403) 4580404 or 458-6855.

[ENROUTE AUGUST/AOCT 1963

.. \ dmonton is Jazz City _ L aofit
- [ August 14to21 when, for | Edmonton sera

méril'mmble Ar:ld;‘
Chicago, le quartette de Franco
; alie et 'Orchestre

Centennial Library Theatre, du
15 au 20. Auméme endroit,

HARRY JAMES, the veteran Swing Era
trumpeter and bandleader, died on July 5
at a Las Vegas hospital, aged 67, He had

| been suffering from lymph gland cancer

since April, but had continued to work,
playing in Los Angeles as recently as
June 26.

James was a survivor the jazz world
almost forgor. In recent years, when the
alleged demise of the big bands was
lamented by commentators, it was often
noted that such veterans as Woody
Herman and Count Basie were still on the
scene. Comparatively few observers
bothered to mention that throughout the

past four decades Harry James had kept

the faith.

He retained a permanently organis
touring orchestra, playing the same br
bravura horn, and showing the same

12| enthusiasm he had always displayed for
| the music of the era that brought him

fame. He was one of the genuine swing

/| masters,

James for many years occupied an
anomalous position. He rose to world
eminence as a jazz soloist, first with the
orchestra of Ben Pollack and later, much

le| more memorably, with Benny Goodman.

During the first years of his own success
as a leader, however, after forming his
original orchestra in 1939, he bct_:amga
symbol of a sentimental, commercialised
sound typified by You Made Me Love
You and all the other best-selling ballad

. | hits that followed.

The style of his popular recordings,

| and the addition of a string section to his
| orchestra, established for him an image
| that brought with it all the appurtenances

of success: motion-picturc appearances,
bookings in all the biggest movie theaters,
frequent stints in Las Vegas. Through it
all, James never lost his concern for jazz;

Harry James: horning in on Gabriel,

up to the last performance, such works
‘as Two o’Clock Jump remained staples
in his repertoire,
James was | 'o monopolise the
i v him, he had
y to other talented
soloists who passed through his ranks,
He always spoke with pride, too, about
the arrangements contributed to his
hbra_ry by Ernie Wilkins, better known as
a writer for Count Basic. James was a die-
hard Basie enthusiast. A year before he
Goodman, he recorded two sessions
leading specifically assembled groups
that consisted mainly of sidemen from

the_l%]sie ranks.
jazz fans, James was a creative

RO AN T
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performer, some of whose best work
was recorded very early in his career. A
blues number, Just a Mood, for which
he teamed with pianist Teddy Wilson,
xylophonist Red Norvo and bassist John
Simmons in the late *30s, became a
collectors’ item.

During the vears of his greatest fame,
he helped advance the careers of many
gifted sidemen: tenor saxophonist Corky
Corcoran, who spent more than 20 years:
in the band; alto saxophonist Willie
S$mith; drummers Buddy Rich and Louie
Bellson, and countless others.

A legendary story is that of the ‘Greft
James Raid’ in 1951, when Smith, Bellson
and trombonist Juan Tizol all left James's
band to join Duke Ellington. Far from
resenting the move, James continued to
idolise Ellington and retained his friend-
ship with the three defectors.

When the casinos in Las Vegas began
to drop the entertainment policy in their
lounges, James found himself no longer
able to spend many months of each year
there. Undaunted,-he expanded his travel
schedule; seemingly impervious to the
rigors of the road, he played countless
one-night stands, loyal to his band,
refusing offers to play engagéments with-

_|out them.

James probably will be remembered
by the public as the man who played a
significant part in the careers of Frank
Sinatra, Helen Forrest and other
He sold millions of records as a
hero in his own right and, at Lis
was received with almost the same
hysteria later reserved for rock stars.
More thoughtful admirers, however, will
recall him as a master musician, a
completely accomplished artist who,
both as soloist and leader, kept uprhis
high standards to the end. '




THREE distinguished jazz musicians have
been honored by the National Endow-
ment for the Arts. They are Count Basie,
Kenny ‘Klook’ Clarke and Sonny Rollins.
Fach receives a $20,000 master award,
the Endowment's most prestigious
award in the field of jazz. This is only the
second year jazz musicians have been
honored in this manner: last year awards
went to Roy Eldridge, Dizzy Gillespie,
Sun Ra and Thelonious Monk, who died
before his could be presented to him.
The NEA also presented grants to
numerous other jazz artists to enable
them to advance their careers. $10,000
each went to Marcus Belgrave, Philly Joe
Jones, Clifford Jordan, Don Pullen and
Larry Ridley. Film producer Renee Cho
was awarded 87,500 to help her produce
a one-hour documentary film entitled
Toshiko Akiyoshi: The Woman and Her
Music. Harold Land was given $4,000 to
support performances and lectures,
@ Percussionist Willie Bobo, one of
California’s most popular Latin band-
leaders, is gravely ill with cancer. A
benefit to help him defray medical |
expenses was held June 26 at the Holly-
wood Musicians Union, p

@ Also suffering from cancer is veteran

_| trumpeter Harry James, who recently had
a tumor removed from his neck; however,
he is said to be progressing well and his
career was only briefly interrupted.

@ Flutist Paul Horn has arranged,
through a Canadian promoter (he lives in
Victoria, Canada), to tour the Soviet
Union for three weeks starting August 3,
A film crew will be going along to make

a documentary TV show out of his
experiences. Also accompanying Horn
will be bassist David Friesen and Friesen's
sister, actress Dyan Cannon, who will
help narrate the show; Robin Horn, Paul's
son, on percussion, and John Stowell
(guitar).

@ The Hoagy Carmichael Society has
been formed in Bloomington, Indiana,
the late pianist/songwriter's home town,
The society aims to promote Carmichael's
music and perpctuate his memory.
Carmichael’s son, Hoagy Bix Carmichael,
has already offered his support for the
venture, Anyone interested in information
should write to the Harvey Philli
Foundation, Inc, PO Box 933, Blooming-
ton IN 47402, Phillips is a professor of
music at Indiana University. The society
was launched n May with a local perform-
ance by pianist Dave McKenna.

@ Demitri Pagalidis, a bass trombonist,
has formed his own big band, 18 strong,
the personnel of which includes Gary
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Foster, Charlie Loper and other members
of the recently disbanded Akiyoshi/
Tabackin West Coast band. The first
album has been released on Mark 56
Records, featuring compositions and
arrangements by Tom Kubis. The band
made its official public debut June 20 at
Carmelo’s,

@ The US Treasury has minted a one-
ounce gold coin bearing the likeness of
Louis Armstrong. The coin is selling for
about $500. Armstrong is the first jazz
artist to be so honored.

@ Veteran record producer and talent
scout John Hammond has put together
the talent, in cooperation with Hank
O'Neal, for a jazz festival cruise set to
leave from Miami on September 10, The
weck-long voyage, which will visit Nassau
and the Virgin Islands, will probably form
the basis for a TV documentary
production. Already scheduled to take
part are Clark Terry, Zoot Sims, Adam
Makowicz, Joe Bushkin, Astrud Gilberto,
Bucky Pizzarelli, Wild Bill Davison and
Jonah Jones,

@ Pianists Derek Smith (now winding up
a tour of Japan with Benny Carter), Joe
Bushkin and Ross Tompkins, and pianist/
actor Dudley Moore, are taping interview
and piano programs with Marian
McPartland for her educational radio
series Piano Jazz,
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FREDDIE HUBBARD REMAINS A GIANT

By LEONARD FEATHER flonguted. kigh-srung soprane solos jend to et ot of
COnlra ‘'n a peeudao-Cslirane sein Nevertheless Fiood
r | The might Bad a milllon ears when Fredidie WA narne W Reep In one’'s mental index fie. aesd Hlubtiard

Hubbard ook 1o the bandstand Thursduy st TOMIDGI U8 yed aguin Wt & glisd bs 2 et 102 ant He
Conterts Ly the Sea. Pomsibly several milbon Clomes Suretay; Rov A vers apens Thursday

since the first half -hour of Lhe opening set was iirod by !—""'__" —

KKGO and ns satellite affiliates around the country

Hubbard may have had this in mind, ar it may just
have been one of those nights when everything seemed
o go right. Whatever Lhe reason, Lhe brogdeast segment
vustained a high level of inepiration, particularly on the
part of the leader

“Inland Birdie,” a quam-calypso McCoy Tyner piece,
served as a galvanizing opener, with Ray Armando's
oonga drums driving the rhythm section and Kenny
Flood, a newcomer o the group, showing promise on
faNOT sax

"Misty,” played as a trumpet solo with sympathetic
suppart by Billy Childs an pano, Hertie Lewls on bass
and Carl Bumet! on drums, offered a magnificent
reminder that when Hubbard takes care of business, he
il in & class slone in terms of maturity and ideational
fiow. Bent tones, trills and sudden ultrahigh notes all
blended imio 8 two-chorus solo, a marvel of spontaneos
constrpction.

Hubbard switched to fluegelhorn and Fiood 1o
soprano sax {with the somewhat subdued Phil Ranelin
on trombone ) for his old standby, “Little Sunflower.” W
ciose out the radio segment Perhaps it was nol by
chance Lhat as soon as the band went off the ajr,
succinctness went oul Lthe back door, giving way
profix excursions on “One of a Kind." which ran o at
least 20 minutes, and the closing “The Night Has a
Thousand Eyes™ Belween them was @ plano interlude
by Childs on “Round Midnight™ notable for its
heterodox approach Lo the song's harmonic patterns

Ad a combo, the seplét is uneven. neither Flood nor
Ranpelin s a match for the jeader in stavang power, and
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JAZZ
CANADA FESTIVAL
DOING IT UP ‘BIG’

By LEONARD FEATHER

DMONTON, Canada—"“Welcome to the jazz capi-
‘tal of Canada!” said an emissary of the Alberta
Mimstry of Culture, onstage at the Shoctor

. A slight exaggeration, perhaps, in view of such
-known events as the Festival International de

" Montreal; yet there is evidence that the arts in general,

2 J ‘and jazz especially, have been flourishing in this oil-rich

__weity, the population of which has expanded from 35,000
#M&omm&

* The jazz festival here, now in its fourth year, could
mﬂwuﬂmwm(}a}gﬂy or Banff or
‘Winnipeg; all it took was one dedicated local aficionado
with the determination and the right connections. He is
ﬁ Vasey, a trumpeter, talent booker and 15-year
dfmon - who has built up the event with the help

“of the 10 yw-oﬁEdumthmSouety.Lheproﬂm

.:ndgm'eﬁe y whose representative was
joted a5 kindly inclined toward “the more affluent,
more upscale group that attends jazz festivals,”
~ “He's right,” says Vasey. “The average age in this
ity is 35 to 40, they have disposable income, they aren't
tied down to families. They can support concerts and
nighteiubs.” ;

Though
as the festival is called, oys a broader musical
canvas than Nice, where the music is mostly main-
stream and be-bop, or even New York, where the
avant-garde gets short shrife. Vasey has booked, for the
eight days, representatives of the Kansas City style
(Jay McShann, Buddy Tate and the splendid Canadian
saxophonist Jim Galloway); a big band from Calgary,
directed by the fresh-from-New- York trombonist Bob
‘Brookmeyer; hard-core avant-gardists such as Antho-
. ny Braxton, Dewey Redman;and the Art Ensemble of
- Chicago. andathreshoﬁ;—ngpam, pseudo- Weather
= trio from Toronto, known as Strangeness
~ Beauty, that turned out o beentirely strangeness.
- Vasey has even brought in groups from Holland (a
pretentious, unswinging led by the pianist Loek
Dikker) and Ttaly (pianist Franco d"Andrea’s quartet).
 Acknowledging the women's jazz movement, he sum-
- moned the female combo Alive! from San Francisco and
20 &nd-new local distaff group called Fllght for
Flight appeared at one of the daily outdoor mncerts
presented free in the small park known as Sir Winston
Churchill Square. As I approached, the pianist, Barbara
Myers, was singing a blues borrowed note for note from
a Cleo Laine record. She was enthusiastically supported
Wyonngwomenonguuar electric bass and drums.
‘The most colorful character I met, and certainly one
of Edmonton’s proudest adopted sons, was Clarence

Clarence Horatius (Big) Miller is a blues singer
in the Joe Turner-Jimmy Rushing tradition.

his girth, in the great Joe Turner-Jimmy Rushing
tradition.

Big, as everyone calis him, lives up to his name. At 6
feet, 3%4 inches, he admits to 250 pounds, a figure that
appears to be at least 50 pounds short of the mark.
Alongside him, Jimmy (Mr. Five by Five) Rushing
would have been a midget. Miller's appearance with

. McShann was a sentimental moment; for five years in
operaledonamgehsma}ler scale, Jazz City, .

Though operated on a much
smaller scale, Jazz City, as the
festival is called, employs a
broader musical canvas than
Nice or New York.

Kansas City in the '50s, Miller sang the blues and played
bass in McShann'’s group.
hwvastframemtoadremngrmehatr
Miller told his story:
“l was born 59 years ago in Sioux City, lowa, but
Kansas i¢ where I was raised and where I studied bass
and trombone. 1 still play both. I played for shows at the

Kansas Vocational School in Topeka, and around that

time I began singing. | joined McShann in "49, and after
leaving him in "54 I had my own band for a couple of
years, I moved toNew York, did festivals and television
and gigs, and made an album for United Artists—you
can't find it anymore.”

In the early 1960s Miller was in Los Angeles, where
he sang at Shelly’s Manne Hole, made albums for

Horatius (Big) Miller, a singer who emerged toward the W(mw deleted, of course), and, most signifi-

v, went 10 Monterey to take part in Jon Hendricks'

atation, “Evolution of the Blues Song,” at the jazz
estival.

Continuing his westward motion, Miller wound up in

' Hawaﬂ.ﬁherehenngandmanagedadubmiﬂﬁi -65.

| Then came the pivotal event that di d the course
' of his life until now.
“The greatest thing that ever happemd&ﬂ me was

that Jon Hendricks get me stranded in VW& He

calied me in Hawati sbout pining a road .show wérsion of
‘Evoiution of the Blues Song.’ Said he had 4 big package
lined up, Canada and every place. He told me (o fly in
and he'd give me back my money on the plane tickets,
Well, to cut a long story short, I wound up in Vancouver
with no way out.

*1 helped some of the others in the show lo gel home;
then 1 began to look around for work. [ played bass and
sang in & pizza parlor. Traveled the hinterlands with an
organist and a drummer. Worked Klondike Gay '90s-
type dates in Edmonton. It seemed like a inendly city
and | wound up settling here and getling myself an
agent.”

Miller's was the classic instance of the big fish—econ-
omy size—in a little pond. “Wasn't no blues up here,” he
recalls. “This was virgin territory. So 1 got things
going.” Because a little gradual education seemed in
order, he gave them impressions of Louls Armetrong—
handkerchiefe and all—before easing into his own blues
groove.

Conditions improved so steadily that by 1973 Big
Miller acquired his Canadian citizenship papers. NoL !
long after, he began teaching and preaching &t the Banff
Centre School of Fine Arts. "They have a great facuity,
Dave Holland, the English bassist who played with
Miles Davis. is the head man; and they've had Antheny
Braxton, John Abercrombie and the great German
trombonist Albert Mangelsdorff as teachers.”

Over the years Big Miller became an expert at
grantsmanship. Alberta, he claims, supports the arts
even more aggressively than the other provinces. With
the help of the Ministry of Culture and of the Canada
Council, a federal agency, he has mounted a variety of
initiatives,

“I told the Alberta goverhment pecplé that these
small towns pay taxes and they don’t see what they are

geumgmretmTheyasreed.sonaswnuﬁm
various small schools to heip the band directors. We'd

" take astudent band and put a concert together and have

a workshop. I'd sing whatever they wanted 0 hear—
Western songs, polkas, you name it; then afterward
they'd accept my jazz songs and blues.

“I've just about covered this whole greal country.
Sang with the Tommy Dorsey band in Kingston:
lectured in Saskatchewan, where they wanted to know
about the blues and Charlie Parker.

“There's been no race problem; peopleacceptvouasa
person. I've always worked with white musicians—even
led an all-white, 16-piece band with Marc Vasey in the
trumpet section. | don't know that I'm a black, here in
Canada.

“I went to Japan and the government paid all my
expenses. Worked in Switzerland the same way, playing
the Montreux Festival, I've worked just about every-
where with damn near everyone, and I can sing
anything and put together a show that'll fit anywhere. |
finally own a home and two cars. So I'm pretuy lucky,”

If there is any moral to the Big Miller story, it would
involve resourcefulness and the ability to turn a
miserable situation to one’s advantage. )

He recalls an incident right after the Vancouver
panic. “I was at a bar, drinking and wondering how I was
going to pay my rent, when a guy at a table asked me to
come over and lalkwhmnehadawmm
big in Canada. He was talking about his -.
asked me whatwasmypmﬂem. I said, 1
any money.’' He asked me how IWWI&M
hmahundred bucks would help. He wroteout a check.

““The next minglmatmemazmw
10 waiting to cash u:em It AL 10:15 he
came in to try tosipp payment, but I was gone!’

You have 10 preu;r‘w in'theming to fool
Clarenge Huraﬂmlﬁﬂlet o

o —
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BREAKING THE ICE

ON VIDEO FRONT

LEONARD FEATHER

he September imzue of Swing Jownal, 3 bulky and
miluential Tokyo magazine, inclodes o siX-page
weclon entithed “Jazz Video.™ Mot of the space is

oted 10 reviews of videccatseltes, now available in

by Sonny Rallins, the Crusaders, Grover Wash-

gion Jr, Al Jarreau, Art Farmer, even ciassic footage
¥ Coleman Hawking and Charlie Parker. The section
hcds with a full-page ad for Toho Video Visual Sound
rary, listing releases by Art Blakey, George Shearing

' i Mike Mairer:

All this is both interesting and frustrating, since the
\ market for jazz has barely started in the United
tes. The Crusaders’ office states that the cassette in
Queation. "Midnight Triangle,” will be available here in
months. Where some of the other material was
ined, and whether 1t will be marketod in the United
Rates, remaine clouded in doubt
The catalogues at such VCR rental resorts as the
' house reveal 2lmost nothing of interest o jaxx
There is one 90-minute Duke Ellington
bred concert, with Tony Bennett and Phillis Hyman as
i, available on MGM/UA, and 4 few feature films

NN L]

= h an “The Fabulous Dorseys,™ but most of the other

d matersal, such as the old Besse Smith film,
: by Ella Pitzgerald and Ray Charles, and a
ple of “Be. of Jazs" mescellanea, apparently must be

Bought rather than rented. In short this

ho
(s

© There 15 however,

marke! seems for the present to be limited to

news Lthat may end
impasse. 1L involves the television series “Jazz in

a,” comprizing one 0- minute special and three
griotig shows

"u: in An;n!rlca" starts out spectacularly. The
is devoted to "Dizzy Gillespie’s Dream Band ™
Max Roach and Gerry Mulligan as guest soloists,

The subsequen! one.hour programs fealure, respec-
. the Max Roach Quartet at Bives Alley in
ington; Gerry Mulbigan's quartet, live 22 Bric’s in
York, and a second Gillespie session with a smaller
, taped at Concerts by the Sea in Redondo Beach.

The first show was scheduled 1o be aired on KCET at

) p.m. Saturday with subsequent shows awring at the

e hour Lhis Saturday and Sept. 17 and 24 They will

be mimulcast on KKGO-FM 105, I you missed the
st show, consolation is at hand, provided you are

: . and the other three shows will enter the market
0 the near future. We are not witnessing the opening of
amy TNoodgates, but, 0 mix our metaphor, the ice has

" a8 a TV project. 18 the culmination

“of a dream deferred Since 1980, it has involved a

plex web of sponsors and organisers, one of whom,

e executive producer Dick Mmbm the
',v, the National Exndowment for the Arts

Wanted Lo fund & w:mu.auy.dwnﬂf@"m of

Gerry Mulligon

grants from the NEA and from Aree Gary Kevs
produced, Staniey Dorfinan directed

“Well e how these four are received by the
public—and in Washington, Mesnwhile Finbasey has
golten the videocassette ball rolling RCA Selectavimon
will be putting out wideodises. Sony plans 10 relesse
what they call a 45 for VCR—chesper, shorter cassettes,
the video equivalent of a single record. We also have
foreign TV deals set.

"Tim Owens. the “Jazz Alivel’ producer, was clasely
invoived in the taping. We pard special attention to
digital. stereo sound quality, wo many TV musse shows
have fallen down on that level

"1 believe the shows work both historically, from the
educational standpaint, and a8 sheer snteriainment. ™

aving previewed all four shows. | can attest to
they fail. The purporied objective was
enlighten the masses concerning the nature, evolyution
and influence of be-bop However, no ciear picture
emerges, either in the mume or in the briel spoken

segments by some of the musicians. Lo key us in on how |

be-bop developed and merged into the other idioms
prevalent today. A seriowus five-minute interview with
Gillespie, and less of his clowning. could have tipped the
scales

The first show, nonetheless, s packed with memora-
ble moments an amasing trutnpet exchange between
Gillespie and young Jon Faddis on “Night (n Tunisia.”

B - :m'rﬂd!dhnm

YT A’ T e p-
The final show for wheeh Gillegee londy an petes.
meegly doesn’t cotme off. BB would seem that the maestro
w pven 100 fret 3 hand 1o rosesd up o buinel of
perworal frends w of thewr abudity or compeL) -
bty Inexplicably, we have both & stand-up Sass. Ray
Browr:, and an electnic bass. Michae! Howell We Bave »
tajented composer, Tom Mclntosh, demonstrating his
lmitations as @ (rombosist. There s also an exiénded.
tpes sequence in which, surprwengt s, Ciliespie thows
st hus mastery of this idiom (vocally and instrumen-
laily) could pot prevemt the overiong forsy from
bomgind down into monotoay. The test Gillegae onginal
@ “Hurks’ Works.” with s elegantiy mobile solo by Fay
Brown
Jarx in America” micoeds al least in bringing a
rubstantial measure of firm-class music 10 8 potentiaily
vast audience. That t fuls a8 instruction can be easly
explain-l

The movers and shakers, who control the program.-
ming of edumationsl televinon. oo aften have been
afrad Lhat an excemsively sducational stance eught
reduce the viewing sadience,

This sud it remains indisputable that the airing of
“Jazz in America” andd ts @ie in the videocamette and
adeodier media marks a valmbie step forward We may
as yet see the day when the lng-play
insofar as new reicases and roncerned, wil become
obaolete, Iving way 10 4 world in which the great men
and women of mzz will pay ws vieual visits for 3230 3
might. courtesy of our local video rental iibeary After
decades of trapeng ot 1o nightetube, ths represents 3
change far which [ can hardly wait 0

— "‘i‘h‘h,.
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jaz” while

Max Roach paying an affectionate tribute 1o “Papa Jo"
Jones, the mling veteran ex- Basie drummer, who i seen
taking a bow; Hendricks in his scat routine on “Sait
Peanuts™ with Paquito d'Rivera, the saxophonist from
Cuba. .

The Mulligan appearances are agreeable, but in 2
show allegedly devoled to be-bop (a movement In
which he was never deeply invoived), it is iromc Lo see
Pepper Adams, also & baritone saxophonist, a current
poll winner (over Mulligan) and an unsbashed be-bop-
per, sitting in Gillespie's sax section without 2 solo note
to play. _

The Gillespie p well enough 1o work up
as Milt Jackson. Leton and the conga drummer |
should be as valuable to collectors as a classic Gillespie

or how it refates to be-bop it never explained. Nor i it
made clear why the tribute to Jo Jones is repey

‘s own program finds him

. Inchined toward the values
lews  meticalous with hie faclz here:
Gouthern becomes “M

Pranist Jen

of conl and ch Coast
Southern™, dancer Marie

player .

ists of all that
has htm"wuotlﬁq;emfm-wk.u

AZZ PIANISTS: SPEAKING OF THEIR LIVES AND MUSIC

fuom $17.50, hardeover, 321 pp.: $9.95. paperback)
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Reviewed by Leonurd Feather
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48-page overview of sz planiiis and
thewr tradition precedes the Interviews
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This \s generally acourate and reflocts

The
THE GREAT
by Len Lyons
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“North Atlantic Ren” apd “X-4 Pacific.” much of it
originaly by the |eader the = an
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Lyons’ perceptivity, hut hia

Shearing #+ wrang!s called 3 former

stride pianist and “a rweel and gentle

are sometimes way off base
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By LEONARD FEATHER

couple of months ago, when the quartet known

as Free Flight appeared on “The Tonight

Show,” Johnny Carson held up a record and
announced, “"Hereis their latest album.”

The statement was a hair off base. The group that had
just performed on the show was missing one central
figure who had played a vital role in the conception of
this classical-jazz fusion group: Milcho Leviev, the
Bulgarian-born pianist, was out, following a series of
disagreements with his co-leader, classical flutist Jim
‘Walker. The pianist on “The Tonight Show" date was
Mike Garson, who has replaced Leviev as the keyboard
soloist and principal compeser/arranger. As in most
situations of this kind, the reasons for the turbulence on
this Free Flight differ according to whom you consult.
Did Milcho quit? Why the split? Was he fired? Does it
matter?

As is also often the case, the two parties tend to
contradict themselves.

In an interview last January, Walker, for years

' .m—p'iindpal flutist of the Los Angeles Philharmonic,
said: “1 needed a gimmick to capitalize on my flute
playing potential—I thought I could be a jazzier or
something. That's why I asked to play with Milcho.”
After Walker had sat in with Leviev, a mutual respect

| ALl ok - Wy P
ULENCE BEHIND FOR FREE FLIGHT

developed and Free Flight was born. But today Walker
insists: “Actually Milcho wasn't my first choice for a
pianist. Bill Mays was.”

Leviev, in the same interview, paid tribute to Walker:
“I realized Jim had this improvisational potential.” Yet
now he summons his best Bulgarian-accented colloquial
American to declare: “Let’s face it. Jim Walker ain't no
jazz musician.” He is quick to add, however, that Walker
has made “tremendous progress.”

Walker's self-assessment i8 honest: “] don't for a
second consider myself a supreme jazz player, My ears
and my ideas are so far ahead of what I'm able to do now
that a lot of times it makes me sick to hear myself.
However, 1 feel I've made great headway, and not
simply because of working with Milcho. He's a
marvelous musician, and I don't want to say anything
derogatory about him, but I have worked with other
people and spent a lot of time studying on my own.”

Mike Davenport, Free Flight's manager, who in 1980
dreamed up the title, registered it in Walker’s name
only. Leviev learned about this only after the split.

Davenport: “It was not done deliberately to exciude
Milcho. I registered it only in order to open a bank
account. What caused the breakup? Well, everyone in
the band had an equal vole about what and how they

=)
Lo
=
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Free Flight flutist Jim Walker with the group’s

Alexi Zubov, the tenor saxophonist from Moscow, and
Dusan Bogdanovic, the Yugoslavian guitarist. Appropri-
ately, in view of the members’ countries of origin, the
gr;mplmjam adopted the name “Curtain Raisers.”

1 have several options,” said Leviev, “three of which
a:_*euntape;analhwnwith the bassist Charlie Haden; a
p:anosoloset,andanLPwithEddieHarﬁsplaying

. saxophone and piano and scat-singing. I'm trying to
f pl'ace them with a company; I also want to tape a set
| withmy piano-bass-drums trio.” '
. After hearing Leviev’s threesome of Eastern Eml'ope-
| anson a recent evening at the Comeback Inn, I suspect
. that this might be the most advantageous course for him
- to follow. The coming together in Los Angeles of three
musidans from such distant points would make a unique
| m tpaggompany a TV appearance; but beyond that,
- the results are a reminder of the level of artistry and

_, empathy that can be achiéved by such seemingly |

| ‘mllfkelr candidates for a jazz convocation.
is regrettable, regardless of where the blame lies,
that Leviey is no longer a part of something to which he
gave three years of his life. It is arguable, however, that

wver comfortahle

Leviev: "It wasnt mutually agreed. ! was called
overseas on an emergency, and when I returned | found
1 had been replaced.” Leviev then made appearances
under the Free Flight name, without a flute. Davenport
and Walker demurred This is now being resoived by
the lawvers, with Leviev probably abandoning use of
the name.

Ten years ago the replacement of anyone as well
versed as Leviev in classical music and jazz might have
posed & serious problem. In suggesting Mike CGarson,
Mike Davenport knew that he had found someone who
had been working along similar lines and who could
make a compatible partner for Walker.

Brooklyn-born (1945), Garson had 10 years of
classical studies, followed by lessons with Lennte
Tristano and brief studies ' with Herbie Hancock and Bill .
Evans. From 1972-74 he was David Bowie's music
director; in 1978-79 he toured with Stanley Clarke.

Two albums under Garson's own name reveal his
mixed-idiom proclivities. In "Jazmzical” (Jazzhounds
Records), he plays original works and adaptations of
Chopin, Liszt and Schumann. “Avant Garson" (Con-
temporary) finds him dabbling in pseudo-cute titles:
“Chopin Visits Brooklyn," “Classical Improvisations
With a Jazz Flavoring and a Touch of Jewish in D
Minor.” The music is better than the handles. The

album was produced by his old friend, -
former teacher and musical mentor Chick Corea.

“Mike has written hundreds of original tunes,” says
Walker. ' He may add a new, refreshing element Lo the
group. His classical background is not exactly the same
ag Mileho's, but he and I have been going in the same
general direction.”

The upheaval caused by the Walker-Leviev separa-
tion seems not to have damaged the outlook for Free
Flight, whose other members, bassist Jim Lacefield and
drummer Ralph Humphrey, remain: (The group per-
forms Sept. 30 at the Golden Bear in Huntington Beach. )
Both were selected for the group by Leviev. D“.'mb
who points to the success of the Jean-Pierre =
pal/Claude Bolling LP collaboration (which went gold),
believes that Walker, Garson and Co. couild fly just as
high in due course.

“Free Flight now has three albums to its credit (one
on Arabesque, two on Palo Alto), all with Leviev. The
first LP with Garson will be taped in tandem with the
Kronos String Quartet around the time of their joint

Oct. 20 at the San Francisco Kool Jazz
Festival.

A major hazard for~ any jazz group west of the
Mississippi is the difficulty of earning public and critical
acceptance in New York. Free Flight will be tackling
that problem Dec. 17 with a concert at Avery Fisher
Hall. “T hope we'll use that date to line up other work on
the Eastern Seaboard,” says Walker. “We get wonder-
ful response wherever we play, but the band has never
been east of Denver.”

No matter where the expanding horizons may take
him, Walker has removed an obstacle that has
presented a couple of conflicts in the past: “I have
resigned from the Los Angeles Philharmonic, I'll be
playing most of this season, but right now I'm working
out my point of termination.

“Free Flight isn't going to be my whole life, but it
certainly will be the focus. I love the Philtharmonic, and
I've had 15 enjoyable years with symphony orchestras
(he was previously with the Pittsburgh Symphony) but
now I'm going to be a club musician.”

Walker will also pursue a solo classical career. On Oct.
16 at UCLA's Wadsworth Theatre, he will be concertiz-
ing with fellow flutist Hubert Laws, whose adventures
in the dual worlds have paralleled his own. “He and 1
have been good friends, mainly on the tennis court
rather than flutewise, but we've had a distant respect
for each other and I think it’s going to be fun.” They will
be playing mainly duets from the standard classical
literature. -
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. CURTAIN RAISERS: AN ENGAGING STYLE

By LEONARD FEATHER

he Comeback Inn, on Waghington Boulevard just
north of Venice Boulevard in Vemice, s a
restaurant dedicated strictly to health food and
music. In recent months the sounds have taken a turp
for the more jass-orenied
AL present, the ar Tusaday -evening altraction
consists of Milcho lr?:::' al the plano (an upright, but 6 Part VI 'Wednesday, August 31, 1953 & h
adequately luned); Dusan Bogdanovic on a well-ampli- ~ OVIRENS Gmes

fled acoustic guitar and Alexi Zubov on soprano and ST | oy
tomor semphones Becaues they ire. rempectively ARTISTS SET FOR MONTEREY JAZZ FEST
fitting group name has just been adopted, The Curtaln ' 1

3 urena, festival promoters sa o
Leviev, until recently co-leader of Free Fhight, i a ST seon on Sept. 16, 1T = frem most of the EM’:: .;L "
o Festuted artivts Sept. 16 Mel Torme, Clark availsble by sending 4 money order wih o seth

Verry. Buddy Rich and the Buddy Rich Band. Shelly dressed. stamped enveicge for $10 per daily ticken f
w.mmmmmmhmm pETSONG! cheetin) 1o Moniersy fazs Festival Bax O |
Jomes, Mandell Lowe and Andy 326 Mason $1. Sun Prancisco SI02 Tickets slus il
avallabie ut the bax office during the testival Informa.

tsons (408) 37356 "
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ACHIEVEMENT AWARD GIVEN &

JAZZ CRmC LEONARD FEATHER
Times juxz ertie Leonara Poather & ths s ;
|

recpent o Down : ¥ '
il Award AR W Eih g -
The award was established 1 yoary -
R Lhe detil s owes to & -ﬂ:m?m
whoke oo tibutions (o the musie' Mive <o bes
perfarment Record prodisces John Himmond wel M
it reesprent and impresanc Gonege Wein (he Soem l
“lnm"tdmmwuh‘ tenh Pom l
- 3 . “""“’mﬂhhlumm; e
| implies; they are aiso eyebrow ruisers, Ukely o build M L - - AM'fﬂthum&' rtnsa 8
excitement as word gets around. They ‘will return ' al} there and came to the Unite) States i 1906 He tite
Tuesduy 10 the Comeback Inn - ) ' : : auther of “The Biesclopedia of Jazx” end “The Bosk &
i - : Jazz." I




CRUISING ON THE CARIBBEAN

By LEONARD FEATHER

1AMI—For those who could
afford it, the jazz cruise during
the 1970s offered a fashionable
and comfortable setting for the enjoy-
ment of music under ideal conditioms:
attentive audiences whose affection for
the ysounds brought them together,
thanis to a high five-figure talent budg-
ehi or aweek of shared pleasure. Frantic

t JAZZ

dashes from one concert hall to another
were replaced by leisurely ambles from

Twice a year.from May, 1974, until late

1979, the Rotterdam mounted a succes-
‘sion of spectacular cruises, each of which
mw.elvaﬂ! famous big band (Ellington,
an, Rich, Ray Charles, Thad

_Lewia). a iop name singer

Vaughan McRae, Joe Wil-

at Jeast two prominent com-

yeck, Cannonball Adderley, Os-

cterson. Ahmad Jamal, James

, Dizzy Gillespie). These week-

i voyages stopped at Nassau and
"nﬁnm (There was also a memorable,

never-repeated jaunt from New Orleans
to Havana, aboard the Daphne in May,
1977.)

The series was stopped probably be-
cause of the growing popularity of cruis-
es: it was no longer necessary to buy
expensive names (and give away cabin
space) when these staterooms could be
filled with paying passengers. The lure of
jazz became expendable.

Now the concept has been revived, this
time with no pame band, no famous
singer, but on a much larger ship (the
Norway ). True. she is one of the biggest
afigal (at 70,202 tons, outweighing the
QE 11), but the scale of the festival is
considerably smaller and the musical
policy, conservative,

SUNDAY

As we found out on boarding Saturday
in Miami, the jazz element is only one
facet of a broad entertainment spectrum.
In the Saga Theater or the North Cape
Lounge, both seating 500, and in the
Checkers Cabaret with its large dance
floor,; you may indulge yourself at a
scaled-down version of “My Fair Lady,”
a Vegas-type revue called “Sea Legs,” or

- —
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Jazz-cruise talent on the Normy included Zoot Sims and Bucky Pizarelli.

a comedy act. In the Club Internationale
and 10 other bars around this floating
city, trios and a house band offer music

“for dancing or casual listening,

There are, 1,744 passengers—a healthy

. figure, we learn, for this end of the

season, though capacily is well over
2,000. The crew numbers 800.

Jonah Jones, the trumpeter and singer
who opened the festivities, distinguished
himself in the Swing Era before [alling
prey to a bland. mercantile gimmick sold
under the slogan “muted jazz." Today,
leading a lackluster gquintet, he plays
what might be called dol! jazza—you can
expect anything from “Satin Doll” to
“Hello, Dolly!"” He has become a Lester
Lanin of jazz.

Louis Armstrong, in his fading years,
lodged his band in arut, playing the same
tunes in the same order with the same

| soles night-after night. Similarly, Jonah

Jones is hoist with his own 1851 petard.
But the audience lovesit,

The inevitable queslion arises: what
kind of fan patronizes jazz cruises?
MONDAY

An unlikely statistie; among the eight
featured names, the aveérage age s 60.
Age is no handieap per se (wilness Basie,
now in his 80th yearand still on the road
with a_ splendid band), but it hints

| strongly at an avoidance of anything

represennng today’s jazz scene, Since the
passengers’ age has dropped considera-
bly as a result of the impact of TV's

| “T ove  Boal,” why ot Chick Corea,

Herbie Hancoek, Lew Tabackin, Sonny

| Rollins, McCoy Tyner or munllessutherq
. of the post-swing decades?

The Polish jazz pianist Adam Makow-
jcz and the Bra singer Astrud
Gilberto are the mﬁs of the show at
43. The big dadchﬁate Jonah Jones. 73,

and the cornetist Wild Bill Davison, 77.
Gilberto (known 20 years ago as “The
Girl From Ipanema") sang last nighttoa
reaction as mild as her performance,
Cruise audiences require entertainment
and excitement. Tania Maria, who has
been called the Brazilian bomhbshell, is
not pretty and slender like Gilberto, but
compared to her, Gilberto is 2 wet
firecracker. Her son, Marcello, plays bass
in the group, and Paolo Jobim, 33, son of
composer Antonio Carlos Jobim, plays
guitar and sings in a fair imitation of his
father.

While Gilberto worked in the North
Cape Lounge, the relative modernists of
the cast—trumpeter Clark Terry and
saxophonist Zoot Sims—got together
with the guitarist Bucky Pizzarelli for a
relaxed mainstream offering. They were
joined by Joe Bushkin.

A Swing Era pianist who played with
Tommy Dorsey, Bunny Berigan, Benny
Goodman and Louls Armstrong, Bushkin
became independently wealthy some
years ago and works only when he feels
like it. (He is given to such remarks as “I
don't have to do this”.) A hyperkinetic
fast talker among whose favorite subjects
are the many horses he owns (with
justifiable pride) and his prize-winning
horsewomen daughters. Bushkin plays
the way he talks; he has trouble settling
down: Tonight he was distracted, refus-
ing to work with the room's inferior
grand piano and playing only Fender
Rhodes. He also declined to use bassist
Marc Johnson, who brought along a
metal upright bass with no resopince.
Bushkin occasionally likes to sing (a
dismal ditty cailed “Boogie Woogie Blue
Pate”). He plays best when the tempo is
slow and stéady, and by the second set
the rhythmic ocean had calmed,




FUKSDBAY
A datrting SMight during our stop at 5t Thom
V.1 resuinded e it old scidiers, 0 jaus s i Use
militery, o 80 fade sway. While Amtrud Glberos
Yo pliyed § coneert in the band sheil at Charlotte
I nohewd, standing nexrdy, & emsall white- hase
W ol v ol and f’:“__ HP QO™ TRl
v e said, " Do vou know Eddie Sha
Eadie 'y wgs an ol close fremd whose frst 1o
prodisced years ago !‘-:t el he
pumiifitations to became= o big pame i e —all except
sk In wddition to sazophones and clarinet. he played
rumpet, BArmonics, commoeed i sang He worked
with George Shearing. Buddy Rick and Lionel Hamg
wn, toured for several years with Cene Krupa's tno. and
plnyed clarnet with Lowls Armstrong from 1964-65
Then he tuded from et
{'ve been lving here off and on for several years,
satd Shu, who is seroualy i've been back to New
Tork on visite | have W go 0 Puerto Rico regularly for
still well mnough to play weekends
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Tonght 81 the Club Internationale, Adam Makowics
wad 00 e turned off by the piano than Joe Bushkin
but he managed, afler telling the aocdience what he
Wrought of it, W struggle through one set (Impressive in
s modified Totum manner), then impatiently cut his
aecorad sl ehort

Wid Bl Davison, who has been nursing a sore lip,
finally got to play. In his Divieland sextet are two fine
muncians. Chuck Hedges on darinet {why has he been
hiding in Chicago all these years’) and the Florda.
based Eddie Higgine, an all-pupose planist who is
helping out with other groups amid the personnel
rwiteRing Lhat has developed Murphy's law is upon ua.
WEDNESDAY

Scmeone discovered that Arild Andersen, the superb
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Terr) wod Tact Stme, okt of whees Save st = with the
Norway's house band. resding parts and Daving suie
Terrv's exquinine petformance of “ A Ol Ie Boen™ v
* Righlaht of Ow voyage 1o Sate
Chup Horbler, the tromoris handmarer o severs
1 Nrve your typecal atipboard maest
the Newport Youlh Band &t the 1900 festiva
wured with K Winding's low-lreesbone B
Flaying for the variows shows a2 well 3 ma ntstrung
SOL% & dance book and & jusz iBewry Hoehler adrotly
handies  he most demanding oo or (a7 ¢ ses
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THURSDAY

When Joe Bushlin fod 2 quartet &t New York's
legendary Exnbers Club in 1952, he huired Jonak Jorses as
& mdeman Tonight Bushkin whe likes io play Lruompet
for idcks, was wheduled 1o 8t i with Jones for an
“Embers Revisited™ sesgion Pustiin waited by Lhs=
bandstand all evening tut Jopes never called on
him--an newdent about which Sushicn. a surprisingty
capable Lrumpetier (he plared later i ancther paor
was heatadly upset

FRIDAY

A brief wop Thursday at Nassay, lster, o Dosrd
another well received Terry - Stms - Fuzarelll jum. They
draw memmmun.,ewmw
enthusians of muddie Amencs

Today we mopped off ot an uninhabited Babamas
island for ywmimming. ram, hamburgers and mume by a
caiypeo trio from the ship. Calypso groups have the
same effect a3 Howalian bands. at first they remind you
appealingly of whene you are, then they bore you with
their harmonic and rhythmie menotony
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MONTEREY.FEST LEAVES A SAVORY TA

By LEONARD FEATHER &

M

ONTEREY, Callf. —With the final chord
sounded by Woody Herman's Young Thunder-
ing Herd. the 26th Montercy Festival came 03
close around midnight Sunday, leaving fewér causes for
complmnt than any of {1s predecensors in pecent years.
The Sunday altermoon tradition found the main
arustic burden in the hands of this yeuar's award-win-
ning high school bands and soloista. By now we have
become almost blase about the quality of these groups,
Rssuning they will resch near-professional heights,
This was true of the All-Star Jazs Band, composed of 20
students from 10 California schools, with Eagle Rock
High School represented by no less than four members.

The outstanding big band from & single school, the
Judges decided, was that of Aptos High. Directed by Bill
- Berry, the ensemble played "Mutton Leg.” an unfortu-

nate chaice. since Berry's own bunch of high-lying pros
- had played the same tune the night before. The contrast
~ reminded us that although these are gifted amateurs,
* the sound of professionalism and accurate intonation isa
& Tlittle beyond their grasp.

- Eagle Rock High supplied the winning small combo,

with Sharon Hirata on alto sax and Luis Bonilla on
. bombone. Armed with such altraciive material as

Arietie Budwig's "Bitter Sweel” and driven by a
§ Cupable rhyinm section with Mark Melton on guitar, this
. unit reflected the high standards Eagle Rock has

- maintained in it s education program.

A professional duo, compased of Gary Foster on sax
. and flute with Clare Fischer on keyboards, achieved

‘Bume atartling effects with & new instrument. the
- Yamaha FX20 organ, on which Flcher sounded
~ #hnultaneously like a plano, organ and trombone

II.
il h school All-Stars returned to
1“‘:;.?:,,& . voeal trio that has

'i
o

i
f

i

rmeiaind Pem

Eg
!'E H

URDAY

As q_rnuh:thlmﬂlnit?ﬂaﬂ.!h:
Auemied The the trg, pracs hat Ust migic
& Lhe organizaton beft moch 1o be Sestred. adding tha
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Joe Willlams, in the puddle of
Hues barruge, made 3 transition
poignant “Come Sunday ™

Eurller in the
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NOTES OF TRIUMPH
AT MONTEREY FEST

By LEONARD FEATHER
M ONTEREY, Calif.—The 26th annual jazz festi-

val began here Friday on a predetermined note
of triumph: Every seat for every show had

been sold out since June.
The fairgrounds are the same, the ambiance is

unchanged, but there are two important differences this

year. First, Mundell Lowe has replaced John Lewis as

musical director,

Second, because overflow tickets were sold offering

admission to the fairgrounds without access to the main

stage area, additional performances were offered else-

where. In the afternoon they took place at the open-air

ark Stage; in the evening they were at the Night Club,
i i an indoor venue with waitresses offering bar service.
l‘ .w;ﬁi_eme'rtﬂmnem at the Park Stage getting under
R e ay around noon Saturday, insatiable aficionados were
1 = sured of jazz nearly around the clock; however, the
_ f!mpertamacﬁmwaasﬁuconﬁned to the evening and
. thecentralstage.
" mmﬁﬁnﬂy contrasted big bands opened and
- closed the Friday evening show. The Buddy Rich
behemoth roared its way through a powerhouse closing
performance, precisely executed, with one of the world's
greatest drummers at the helm; vet | would gladly have
traded all of its precision for the poise, passion and : -
promise displayed by an ensemble of high school Tania Maria performs at Monterey Jazz Festival.
students that opened the show, the Monterey Jazz
Festival All Stars, conducted by cornetist Bill Berry. percussion-oriented group,

The arrangements played by the youth band were Bobby McFerrin, who also sang wordlessly, needed
texturally richer than those offered by Rich, with a  and used no accompaniment at all for most of his set. His
welcome accent on Ellingtonia. “Day Dream' and “Blue  first a cappella song, “Stella by Starlight,”” was a
Goose,” the latter a rarely heard Ellington piece, hopscotch of leaping intervals, of self-duetting switches
introduced saxophonist Sharon Hirata, who just gradu-  from head tones to chest tones: he became at once his
ated from Eagle Rock High School in Los Angeles, Itis  own melodist and his own bass guitar line. His treatment
heartening to hear this level of proficiency on thepart of  of Chick Corea’s “Spain’” was no less astonishing.
an 18-year-old. The other youths fell far behind her in MdFerrin backed himself on piano for “Moondance,”
solo creativity, but the teamwork and sense of phrasing  then closed his set with a scat improvisation for which
did credit to all hands, and to Berry's skillful direction. he coaxed ad- [ib counterpoints from five young Finnish

Frequently a concert will yield one act that is the  wvocalists,
popular blockbuster, while another will make the true The rest of the evening was heavily Latin and/or
. artistic impact. (They are seldom one and the same.) o
day, Tania Marja brought the crowd to its feet with | -— J r¢ e
‘heayy-duty piano and Brazilian double-talk vocals. g = g
has induced in her an aesthetic decline; her ~ JAZZREVIEW
esponse exchanges with the audience were -
re than an echo of 0-year-od recorangs by L ANAGAN BRINGS ELEGANCE TO BOP

way. She was accompanied by a densely

By LEONARD FEATHER The rest of his repertoire is drawn almost entirely
34 . r from the swing and bop eras. Charlie Parker’s “Confir-
ncredible as it seems, Tommy Flanagan's current 50561 found Larry Gales picking up the bow for a solo
visit to Los Angeles marks his first appearance here o004 enough to remind us that he is one of the jazz
‘as.a piano soloist. Previously, Mm been seen in world’s premier arco soloists. Flanagan opened a second
{aexole of accompanist for Ella Fitzgerald. - get with an unaccompanied “The Way You Look
“Performing Monday al the Hyatt LAX, Flanagan wWas  mqn;ahy* that wandered in and out of tempo, ebbing and

ed only by bassist Larry Gales. Tonight through g, Sefsieiigme g ol b
Saturday, he will switch to the Hyatt on Sunset, leading _"ﬁ"ﬂl Ling tably , way |
y trio with Billy Higgins on drums and bassisL Herbie 4 yihough Flanagan's contributions have never been { y
Lewis. Regardless of the accompaniment, he brings (0 1y rewarded in terms of fame and fortune, his
the bolidiom a f:om_rilc;tim:i ;n_t__l-'sem“‘ﬂly equaled only  poririty and creativity have long since established him
by.a feflow Detroiter, Hank Jones. e pnbligiod iy
;%@s.mmmwgmuemm;mﬁnesmwﬂh. ing . wmmpmmm B e /
thnﬁcmdadmweeﬂm_w of his stay here makes a visit to the Hyatt Sunset ¢ =
ﬁi_‘é'mbe:_noquesuonabomthgmmuehmque R e |
that informs them. _ mandatory experi
 Flanagan lately has been giving special atlention to - -
e works of Thelonious Monk. His version of “Round
Midnight” was graceful and easygoing in contrast to

A

's own stark treatment. “Off Minor

faet, is Lo eleg: 1t ever to be €O
. : > __-_""




. % CONCERT A PRELUDE TO FESTIVAL

SRy LEONARD FEATHER trumpeter, bears 3 physical regemblance Lo the oariy
_ Laxns Armatrong of those 1900 photographs. bul when
AN DIEGO —Summer twns @ fall but the mzz e plays, (here ane sometimes dusconeerting touches of

_ festival oyele, It peoma, never sndn Now it m8ast  bop .

Diega's ture, and on & grand scale As 52 aften happens i local grougs, the band Lnes W
Friday night. the Kool sponsors offered o forelama ol be all things 10 all listeners. making no sttempl ot 3
phat San Diegans could ook forward W over & 10-day  stylistie focus, yet taken on ity own ecloctic terms, il

(through Oet, 2). Pifth Avenue wis cardoned affat  entertaining and musicslly competeat The gunarw,
Sitreet. The gathering crowd sat oo chawrs set upon. Toay Shinsult was BE King oo some biges then
| p street; (he overicsd sardined itsell along the  became Wes Montgomery on the next lune and Barmey
e walka clear back to B Street Kessel on s third.
After (he opening pomp—Mayor Roger Hedgecock An eche of the dlstant past wad Bud Conway, one of
ffering & proclamation, sponsors pratsing community Pl vee KOOL JAZE, Page 3
pvol verment — the Fifth Avenue block party was under
rmy, with munic not only on the street stage (wherethe | === —
d quality was surprisingly good), bul also in feur
(her aread, in or close to the biock. 1L was almost as
@b New York's memorable i2nd Strect had come KOOL JAZZ FEST
. again = Contonyed from Poged
Free Plight. the opening attraction on the main stage, e - Sion Honision henor g —
& surprising crowd pleaser, Jim Walker, the il D N-M*yﬂmmmm
e "M‘;m’:::milml"mmc' Fletcher Hendersen His soto on “Bedy and Soul,”
E- ' .M;I.Mﬂmww % predictably, was o retread of the deathies version by
*-_' Ve P2 Coleman Hawking, one of Nis predecessry with Hen-
ded Lhe pulsing undercurrent. Inother pieces,. Walker |, o
it clear that his ability aa &n improvising solowt '

o B =~

s 2 By now, there had beer, a changng of the guard on
h:ﬁmmwmmhmum- the street stage Free Fight. with s contemporary
i mmymmmm.mm*! fights of imagination, had given way 1o an eight- man
. Judy Carmichasl offersd her conceplion of Stnde Rhode laland. %
fancinating an attractive § Sometimes it is possible (o discern that an inferior
f b‘" Y54k and Jear i is balow the potential inventive level of
ia : - 1 volved. Ro of Blues is & case in paint.
Jack pioneers of her grandparent's generation. Carmi- the artists in Roomful
hael invests hor treatments of the Fats Waller and Earl “‘""WM":‘:“‘“‘W*W
inee works with love as well as technique. i {  genre, it plays loudly employs shuffie rhythms.
and then she sounded slmost loo exact, as If | simplistic though crisply played ensembie riffs. and
hing had been copled note for note off the record: that vary too little. Most of the membery appear -
 pihe sheet mumic, Zex Confrey's “Kitten on the Keys,” .2 hmﬁnwmlzcmuuumﬁ
pver & jazz opos in the first place. was rendered as if has credits that go to the Chariie Burnet band of
were on sulgmatic pilol. A clomng mediey of : ]
pund & New Baby” and “Everybody Loves My : of the music %‘:ﬁ:":‘:ﬂ W-‘ﬂ: ‘ _
= much loc:ur expressing more of the : “"" *""’.' ('MI' . n-athe,w_i"_)l_n ; Ii'nd..il " ! _M_ Sabdd
: men{m in & tightly packed open area caliod Sonny Roilins and Betty (Friday at Mandeville ' | (“Crazy He Calls Me,” a Billie Holday recording of
reet. t 1y pas: : 1949) to the most antique (Irving Bertm's 1923~ Whatll
I Do), Ronstadt applies an hopesty, & firmoess

pacock Alley Midden behind a cafeteria, Lhe trambonist ||

B Cheatham and his wife. Jeannie, who plays |: Intonation and beauty of tone that reflect her spparent
_—tu-%mwwm’m -, T of L il sincerity in undertaking tus venture She doer not
Bes, were center pieces in a jam session - ' CSDoienie). merely impresson of (lasse pop. she hecommes
ke up in enthumasm what it lacks in cohesion. Jim | . Sl e At el rasredbly pﬂ'tdt:h“ ‘_" Mh’ . ]
et muﬁummuw : " o etns thih sk TadkUleimont Most of the mm*:mny.
cher some students among - : of oftestally of i Sodthisnd © though In "Lover Man” and one or Lwe UNEEOre hears |

wns who dug Into o long ivestigation of “No : r full iformation call (619 shght melodie shifts that indicate & jzziike wenstivity.
end of Ronstadt's range, sung in G minor and stazting on
the low G.

Riddie has allowed space for several instrumental
solos that sccentuate the mood rather than bresk . |
Crigtstary are the lenof saxes of Plas Johneon on ||

He Calls Me” and Bob Cooper on two otheg cuts. |

Only once does Ronstadt s phrasing faiter. In thatitle |l
sonl, the pavse between “How 1= the world™ wd™ !
treating you" seema & hair self -conscious. This fa me
quibbling, however, When she has both s fine lyric &

Tears Out to Dry.” Ronstadt generally o
challenge. At 37 she (s jumt old encugh to remembe
By LEONARD FEATHER - S y e Jakebaxes and even TV N
: : vl - The album 5 valuable not omly for its Itrinsie
“WHAT'S NEW " Linds Honstadt & the very § et - suconss, but for the possible turnaround it may effect in |
the Neison Riddie Orchestra. Asylum e, e - the taate of purchasers who will possibly assume that |l
0060, : L g b § “Someone 10 Watch Over Me" is a new song We areall |

: . po———- in Ronstadts and Riddie's debt for an affecting album
no lem fitting ttle would be 2 : _ - e P daiite w0 alfecting of

< "'. to the  the ~ recorded at one
= 5%“ 'mtn:rmgr?m_, But ﬂ*—?

B .. F
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ZOOT. ALWAY 'S HIE, - Siteinane. xio wes thod o vishs gy = Ik . Tolar- podee. smewcs soriaemt ot ous

{N.Y,) Hospital; came into the case. Tocut a very long  Records and in constant demand, Sims is at a career
AN D NOW HAPPY story short, she found I had a dual bacterial infection  peak in terms of creative achievement and pecuniary
resulting in gangrene of the face. Nobody everfoundout  reward. "1 can pick and choose the jobs more than [ used
4 ‘why I'got it. If she hadn't stepped in ano told Zoot the  w. Louise handles all my bookings. I can say ne to
By LEONARD FEATHER infécted skin must be removed immediately, the certain things now, where in my scuffling days [ tended
bacteria would have continued spreading and I couldnt  togay yestoeverything.”
‘ ohn Haley Sims, known to the world as Zoot, is the have survived. There are those who claim that nobody in jazz can
Jqumtessential free-lance jazzman, the ultimate *So poor Zoot, barely over-his own iliness, had mein  achieve the particular blend of virtues heard in Sims’
available improviser whose sinuous tenor saxophone the hospital for three months, seeing me through many  tenor sax (and occasionally, to telling effect, soprano
has graced the jazz horizon since, as a teen-ager, he operations and skin grafts. At my lowest point, when 1  sax). Though inspired by Lestér Young. he developed
played with a Los Angeles band and found himself was so out of it that [ don't even remember suffering,  long ago a sound as personal and a style as appealing as
branded with the nickname Zoot inscribed on hismusic  Zoot was the only person allowed in my double isolation  any on the crowded reed scene.
stand. (“All of us were assigned odd names, but unlike room. He was magnificent: every time [ woke up I saw Another saxophone giant, Benny Carter. remarked
the others, mine stuck.”) him standing there, and he comforted me,” the other day: “Zoot is the outstanding refutation of the
Sims’' career has found him in every possible situation. Going through an ordeal like that must have beenan  negative theory that whites can’t play jazz—and a |
Hm talent and amiable, easygoing personality have jrresistible drinking temptation for Zoot, but he wonout.  beautiful fellow to boot.™ i
“There was just one moment when I thought about it. Many of the best Sims albums are available. Stll in
JAZZ I asked Dr. MdcGuifie what would happen if it kept the Pablo catalogue are “Hawthorne Nights” with big |
spreading—we knew it might be on the way to the  band charts by Bill Holman, “Zoot Plays Ellington” with
‘taken him through four decades of jobs, continent-hop-  brain. She said, ‘You'll probably lose her.’ [ don't think  arrangements by Benny Carter, and others on whichhe
ping as a sideman, gigging as partner to Al Cohn (their  I've been the same since that moment.” is heard with Ella Fitzgerald (the “Fine and Mellow™ §
tenor sax team has been in force off and on since 1957), Although Louise Sims is not yet fully recovered, she  album), Joe Pass, Ozcar Peterson, Clark Terry. Count
~ making the global festival rounds. is ambulatory, her face has resumed its normal, Basie, Jimmy Rowles, Harry (Sweets) Edison, his
. The unpretentious Sims is so easy to get along with  attractive proportions and she hopes soon to go back to  trombonist brother Ray Sims, and the Ray Bryant trioin
" that he even likes and is liked by Benny Goodman, a  Work. But the Sims’ problems of 1982 still were notover.  asoprano sax session. Earlier albums bring his total toat
legendary curmudgeon to whom he has returned “Late in the summer of last year, Zootcomplainedofa  least 50 LPs as leader or co-leader.,
countless times—"1 know Benny’s reputation and the back pain. He thought he had sprained it, but it went on Sims plays better when he's sober. “It's more fun this
strange things he’s done 1o some musicians, but we for weeks, months. One night I checked his tempera-  way,” he said. "1 was always very professional, but
always got along fine.” ture—103. He went to the hospital. Well, npow it washis  when you're drinking you kind of slide over things.
Although Sims’ fame stems in part from his bigband  turn to have a mysterious ailment. After four days of  Drinking never made anybody piay better.
work (he was one of Woody Herman’s original “Four  testing they got him into the nuclear medicine aréd.  «oparjie Parker said the same thing about dope. It's
Brothers” in the exuberant 1947-49 Herd, and amember ~ Where they found an obstruction behind the right .00 how many people get hooked because of his
of what was arguably Stan Kenton's best orchestra in  kidney, so large that they had to perform surgery. reputation. Maybe they even thought they could play |
1953), in the mind’s ear he remains a nightclub-small _ Everything slowly returned to near normal, but the o i which is ridiculous, because you either ha..
group person. He even looks the role, down to the Simseshave tokeepa vigilant eyeonthemselvesandon 16451001 or you don't.”
nightclub pallor. More significantly, for many years he  oneanother. Sims’ ordeal —and his wife’s—has affected him pro- |
lived the part. acquiring a heroic reputation for o foundly as a human being, I hear him accomplishing

conspicuous alcoholic consumption. Therein lies a - , things he never did before,” says Louise Sims. “He was
twofold tale involving Sims and his wife Louise. The What attracted the former Louise Choo to John Haley 4.5 v5 the most loving and kind and giving person, but 1

trials they underwent began almost four ymagoand Sims? “We met at Dick Gibson’s Colorado Jazz Party in 1in what we’ve been et as b ¢
are not quite finished yet. 1969 and were married in 1970. Zoot was charmingly the Sbttt i thrwgi;-yt:ﬁt;w. y‘-l.'oggh
Amyoumtmsmtgomgtobeamermfor unpredictable. We had a dinner date at 21; he arrived personal Usicall
‘Medical Digest?” said Louise Sims. The point was well late and said, "You know, I'm not very good at this—I
‘taken; what she and her husband have endured sounds  don’t talk a loL’ Well, with the first cocktail he started
like one of those “Coping” stmesmPeopiemagazine. talking about his family, and I never got a word in for
- “In November of 1979," said Mrs. Sims, “Zoot came the next two or three hours.” '
‘back from a long tour of Europe complaining about this The Sims family is an extensive subject. “T had six
Like a fool I treated him as if he had , brothers and a sister,” said Zoot; “1 was the youngest.

inally mwmttoadactcx whommdeda_ Ourpamntswmh:vaudewlle.lwq;bominambmbof

i bos A.ngeles. where two brothers and] volunteered for a

igh sc lband.lwaslawhenlbeganworkingmth

r __am%edn@rm‘twhaveachmce.&veup 23
r mgivetglwmg'ztmwantedwhve By §
_mid he was back on the road.” '
trwhleshadbardybegun.()nemormng
%ﬂmwmwworkasmuaxatmemw York Times
(formerly secretary to the late Arthur Hays Sulzberger,
she was later confidential assistant secretary to manag-
ing editor Clifton Daniel and is presently on leave as §
-administrative assistant to A. M. Rosenthal). Her left §
eyelid swelled up and by lunchtime was almost closed.
“By the next day I knew I was exceedingly ill: one eye
was closed, the other was half shut. A hospital did |-
emergency lests; one diagnosis was herpes, another was  §
some sort of bacterial infection.”
Nobody understood the problem; meanwhile Louise
Sims’ face swelled up so frighteningly that when Zoot
- came home from a stint in Toronto he almost went into
shock. (“I didn't believe what I saw. Her face was like a
- balloon.”)

N PN




Tuesday, September 27, 1983,/ Part VI 5

JAZZ REVIEW

A: EMMETT CHAPMAN IS ON THE STICK

By LEONARD FEATHER

. What has 10 strings, no body, is three feet long,
has a five-octave range, and sounds like a
battalion of guitars, electric basses and drums?

A. Emmett Chapman'’s Stick. This unique electronie,
stereophonic instrument, which he invented and manu-
factures (he has sold 1,200 right out of his garage since

. 1975), 15 heard cvery Tuesday evening at Mulberry
Street in Studio City. As befits an invention with such
rare gapabilities, he plays it without accompaniment,

A visit with the Stick defies the eyes, not to mention
ears. During one original composition last week Chap-
man contrived to get a wild 12/8 beat going with his left
hand, suggesting at once an electric bass and a bass
drum, while devising an‘entirely separate and complex
melody line with his i d.

Changing the tone by'1 s of a pedal, Chapman
sounded variously twangy, sonorous, mellifiuous, cav-

. ernous, powerful and vertiginous, producing chords and
single-note runs at dazzling speed over the bass

ostinatos. He is some kind of genius, and for the first 20 |'

minutes or so his technical wizardry is enough in itself
to keep the mind transfixed. :

i —

That the novelly wears off slightly after awhile can
be ascribed to an excess of original material, not all of i
as inspiring or as accessible as the few standards he
tossed in. Chapman tends alsc to lack dynamic
variety, staying at a level of intensity that becomes a
til:::s wearying in the course of a progrem comprising 13
- It would be an experience and a half to hear the Stick
in the hands of a jazz musician, which Chapman
evidently is not. No matter what he is or plays, however,

a visit to Mulberry Street is guaranteed to yield singular
aural dividends.

L

e
. AN

POPREVIEW

RONSTADT SINGS FOR OLD TIME’S SAKE

By LEONARD FEATHER

t was some kind of fantasy. Friday evening at the
IGreek Theatre, a <Cinderella of rock (albeit a
wealthy Cinderella) turned into a princess of classic
Linda Ronstadt captivated an umbrella-hoisting
audience with “What's New,"” “Lover Man,"” “I've Got a
Crush on You™ and the six other timeless ballads in her
trend-bucking new album. Nelson Riddle, whose ar-
ranging and conducting has been an invaluable factorin
the undertaking, also backed her on an up-tempo piece
pot in the album, Fats Waller's “‘Keepin' Out of Mischief
Now." Its easy moderato beat provided a welcome
contrast.

Ronstadt’s initiative has succeeded on two levels. She
has attracted an audience that might never have had
any interest in seeing her, and she has introduced a
series of top-drawer songs to her regular following, who
otherwise would never have heard them. The latter
group’s presence was made .
evident when, after her clos-
ing ‘‘Goodbye” (the only
number on which she sound-
ed nervous), an encore be-
came mandatory, whereupon
she dug back into her other
life for a wildly received

Riddle's orchestra provid-
ed ocecasional solos by saxo-
phonist Plas Johnson, pianist
Don Grolnick and others
heard in the album. Riddle’s

‘instrumental interlude,  VERES
which logieally could have
baen devpted to mome gk hip 4 Ronstadt
Frank Sinatra or Nat Cole hits, was merely a pointless
recap of the same songs Ronstadt had sung or would
_sing later. 9
1f this was a minor error of judgment, what followed
was a major collapse of taste. Ronstadt was joined by a
male and three female back-up voices 1o sing, in early
Andrews Sisters harmony, a series of songs (“Kalama-
200" "Mr. Sandman,” “Chos Choo Ch’Boogie”) that
were trivial 40 years ago and today are valid neither as
nostalgia nor as change of pace. If it was up-tempo
material she was seeking. why not a few of Jon
Hendricks' hip innovations?
of the ballad program. Ronstadt’s effort to align
:::’self with the world of popular classics is a success,
not a triumph. Granted, the same lunes have been sung
with more individuality by the Fitzgeralds, Lees,
Vaughans, but it is no more 7 le 1o place her on a
comparative scale with them than it is for the critics 1o

-

judge her as an oddity, a renegade rocker out to prove a
paint.

What counts is that Ronstadt held her audience with
sensitjve readings, appealing timbre and vibrato, and a
reserve of power (the beautifully held final note on
“Keepin’ Out of Mischief Now") and enough evident
sincerity Lo leave no doubt about her warm feeling for
these ageless melodies and her comprehension of the
lyries. L

One can admire Ronstadt for tackling this project
while finding more irony than profundity in her recent
remark that “this kind of music involves pure singﬁg,
it’s not like rock, where you don't always have to be in 4 |
tune.” ™

The good news is that “What's New” is sellil
beyond expectations, already up to No. 28 with
after only two weeks on the charts, Let us
Ronstadt, having conducted her experiment so
fully, will not feel compelled to rush back to
world where you don’t have to sing in tune.

Comedian Bob Dubac opened for Ronstadt.

pr———— — e
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SONNY ROLLINS, SAX TITAN, AT BEVERLY

NARD FEATHER

Southland visit by Sonny Rellins is such a rare
experience that it was dismaying to find the
erly Theatre not much more than half-filled
&mdayevming[oraemrwtbytham!mdlhe
tenor saxophone.
Rollins remains the perennial maverick. His choice of
. material leans to unlikely old standards: On this
occasion he opened with “I'm Old Fashioned” and later
Qplwdlﬂssingularrhythmlcv:gorto“&mokeGetsin
J!’ourﬂyu. To these, and to a coupie of originals by his
guitarist, Bobby Broom, he brought the same raw
switality he exudes on everything from bop to calypsos.
The West Indian idiom with its three repeated chords
snﬁrh!tb;me cliches was kept intensely alive for almost
mtml, his mhtlety of phrasing and the

ensemble feeling to the first and last choruses,

The rhythm gection is by no means up to Rolling’
standards. Perhaps a generation gap was at work, since
these young musicians, particularly Russell Blake on
electric bass, do not seem at ease with the classic genre
he Broom's solos were fluent but teo
metallic; the drummer, Tommy Campbell, may have
been the victim or the Instigator of a sometimes
confusing sound mix.

Rollins still uses puckish quotations from odd sources.
“La Marseillaise” showed up once in the opening tune
andaevenlihnumttuﬁnga long sole cadenza on
“Cabin in the Sky.” It never bothered me; a sense of
hmisbenignmdevenwdmwmﬂhmda
complex and intriguing personality. But it would not
hurt if he cut down on the calypso content and included
ﬁfmmmmumhmwm
A hint of what might have been added could be
gleaned when Rollins played “Alfie’s Thems" from his
score for the film “Alfie.” Its graceful sound outswung
everythingdae.bmttwmedonlyhrieﬂyandndng

Part V1/Friday. Octaber 7, 1983
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PAPA JOHN RETURNS TO HIS FIRST LOVE

By LEONARD FEATHER

s a member of Jefferson Alrpiane, the viohnist

APapa John Creach couldd cliif tobe the worl i's

oldest rock musician. Bl rock was never his

veal metier, @ point that faay be clarified by a video

[ dacumemlr;l now betng "ﬂ")duﬁ&? under a grant fram
; tize Naional Endowment for the 3715

) T&ﬁdﬂ-}"&?ﬂﬂlﬁg when Somie 4f the vide >.an:g a0k

& at Hop Singh's, 4 fie: afthyigathenng of Creach's

fans assembled to cheer him an'They may have been

ﬁ@mamwhﬂuhw Bedrd, Fartie 66 - pear-ald rotker

s returned. to his fiest 10vey ks, and 10

: «:er,mnfjaaaum

. WS a curious evening, so carefully preparec that alt

Jaccompanying mbdiclipE were reading music

I Wiggine, nstead of playing plana i his usual

pary iyle, was on o traditonolist kick: Red

der was evan heard to slap his bass @ one point.

,ﬁﬁlﬁiﬁm‘ Bill Douglass, marchol through such

W\

vEery early

‘section established a less dated sound on “Stompin’' at
. the Savoy,” the only post-1930 song played during an

antiguities as “Wang Wang Blues” with a quaintly
military beat.

The absence of 2 room microphone on Creach (he was
amplified only for the sound track) reduced his
sudibility in parts of the crowded club. He announced
each tune, dutifully netifying us whether it was wrilien
in 1924 (“Copenhagen”) or 1925 (“Milenberg Joys").
Nothing could fully undo the charm of his easy, legato
style, vet he seemed under pressure dealing with
material that dated back to his childhood. He managed
io cut loose on “Twelfth Street Rag.” and the rhythm

hour-plus set,
1n the context of some as yet untaped segment more in
keeping with Creach’s personality, the music heard
Tuesday may take on a greater significance, IL 1s @
pleasure to have Creach back in jaze company, but the
pleasure will be redoubled when he. h free Lo play what
comes naturally.

S T ——
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N FADDIS’ TECHNIQUE HITS NEWHIGHS

duuauteader Hehalﬂmlmtrm power, qu?"
Northr&dxfsStude:nUmm!}mheﬂamqt mlemﬁ‘lm mmwdrmt:lﬂm{m.
4 on arefmt

n Wednesday, The Tapestry Room in Cal State
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AKIYOSHI-TABACKIN
BAND’S SWAN SONG

By LEONARD FEATHER

"EUROPEAN MEMOINS ~ Toshiko Akiyoshi-Lew Ta-
backin Dig Baswl. Ascent 100G 1510, Ascent Records, 38
West LA SL., New York 10025)

bt this multiple.- award- winoing orchestra
thould be obliged Lo appear ot Lhe leaders” own

I libel, with virtsally no dmtributiof, is an ugly
refleciigin of eondiions 10 the rr("_w-!mlr mdustry. L
e important W ory havex, though, than O welcome
the addition of another collection of Akiyoshi's compon: -
boey

Thie # a swan song for the band she and Tabsckis
crpanes! in Hollywood in 1973 now relocated in New
York. they have an East Coast ensembie It would be
hard Lo IMAING a fore approprale etvol than Uis set of
four works inspired Uy their last European tour

“Remembering Bud™ o a warm and nehly orchestrat -
#d tribwite 10 the lale Bud Powell who was Akiyoshi's
planistic tnapiration. There ks Powell - ke articulation in
some . byl others are introspectively lyrical
The use of flutes backing up her slow solo passage s
typical of Akiycshi's writing

“Feast In Milano,™ a spinted work in an unilkely
méter (1578, o which you may pat your foot five ta the
baar i you wish), makes use of the piceolo lead that has
also teen part of her personality. “Helaang at Zell am
See.” named for & aki lodge in the Austnan Alps. s
umusuad i that Tabackin's tenor sax is heard leading the
reed section Later, he piays 3 beaytiful, impasmoned
solo that will rank among his greatest recorded works,

The second side & taken up by a suite, “Two Faces of
# Nation,” motivated by the composer’s impression of
Germany. The program-mumc concept may be a littie
simplistic (“Part one expresses happier, carefree times;
part two, the trame horror Lo follow™ ), but the contrasts
of waltzing Iyrictsm and stark melodrama, with the use
of Japanese Noh voice, add up to a moving performance
regardless of the source of mnspiration. Tabackin and
several other molmstz reinforce Lhe succession of moods.

If this orchestra had to be dimsolved. there scarvely
could have been a more npresstve way o bring i to an
end One can only hope (hal the new band will come
close o the nobic achievements of iis predecessor.
Satars

D

“STAMMPEDE ~ Marvin Stamm. Palo Alto PA 8022
A New York nudio trumpeter and veteran of the
Kenton and Herman bands, Stamm i surrounded by
five non-soloing homs, a rhythm section, and a
synthemzer (played by Chris Palmaro, who wrote all

eight tunes }, His sound 18 strong and his solos are fluent
No hard juzz here, but the production & first rete and the
synithesizer use discreel. Nobody is aimed sl an arustic
bull's-eye. mehsvﬂl‘!mwm
jazx and fusion. 3 stars.

“OLD TIME VEEBLING" Shella Jordan/Harvie
Swarte Duo. Palo Allo 8088 Any singer who lakes on

-y -

el e of e ding a crdite ale svompatie
wily by o bins player desetven o svedal of horer Jordan
pprrted by Swarta s exceptiomal inchrugee palin i off
Seurtz wrote the Utle lute an affecting us= walis
jordan Ded e own lres o "Quuasiowwie ™ o oid
Chartie Parker ine. Though nod sn artet of Immense
technacal power, Jordas has & personal chare Uhe! lereds
Laeif well 15 med sgperwe stasdards e Lazy Afler
noon,” “Sheeping Bes™ and “The Thinill |s Gone ™ € stars
O

"HANPTON BAWES. " Concord Jam CJ 222 Taper
Hve st Lhe Grest American Mo Hall in 1975 Lee years
before he died. Hawes was i1 & dpecilelive, hughly
inventive most when he Enprovieed “The Statas of

»

Maceo.” & three- part suite that Lakes up the second side.
For contrast there are the standards “Sunny” and “Fly

Me 10 the Moon ™ on Side One, backed by a San _

Francisco bassist. Marke Suracl. The sensitive liner
notes are by Don Asher, the novelist who wrote Hawes'
biegraphy. A welcome and unisual addition to the
Hawes library, 442 stars.

o

“STANDARDS, VOL. 1* Keith Jarrett. BCM 1255
This mirks the beginning of what could beosme a useful
series. The five cuts find Jurrest supported by Gary

r

el KT Prom B trew iy BAR talladry of “Wating
for e Heartarbe Lo (he calviss Mavored Ml of 1
retruseenial ‘L. the @ an iosail o Whe nteolligence of
thast whe ok (b drummer ablall soosly o
taamy of Bt woxrk with Obiver Lake, Anthoerr Deves andd
othery Everylbang voms don 't neod w here, from |
fymice o4 St up vors! groap Sence U 3 an EP, (hesw
= andy IFhr menugies of e merrifulily, Misae | sty
o

“PLUG IT." Claver Lake & Jomp Up Gromaviees
SN What u happenimig here ot Gramisvsion ™ Doss €
NS avant garte labe! st denly thank 4 0 wE
tee’ Oliver Lake & respecied member of the Weorlll
Sasophone Quartet, m on a «ocal group kick, with
penetrating theearhis @ T e kle Down Theary Baby i ‘
Your Leve ™ He calls hus ngw direction “duncd visse "3
call 1t sural pnk food Fof the wtremontal §

sar by
O K-/

“TIME HEMEMBERED mzn-m bt
AT Hecorded lve 1o 195 o Shelly’s Marne Hale I
Hallywoud. thes two-LP set » doohly important.
hadf the materigl @ previous! s unimoed (eight of the
tunes ), and all of . with Theak beacls an bess
Larry Bunker on droms o of enchanting
Second, 1L & anoolated by luracls whose essay Wa
mirvel of tucsdity, be Letls et what was the impactol
Bvane on i sidemen how (he mllrpley worked, dnd
which percen wery the mom: abilqee and challenping
harmorically. Any professsonal jazs wnier could jearn
from the sty le and fow of leracls’ insights Sstars,

o

“SOME THINGS SPEAK FOR THEMSELVES™
Richie Cole. Muse A6, Cole's techpique 5 as formuda -
bie aa his taste W ewecrable. Recorded live dunng his
furst wisit Lo Japan in 1981 Uhis st finds him with tongue
mmm“mhmwmm
{even “1 Can't Get Started” -uw-'rno'lr
Heart”). The best moments are by Bruce
Forman, a first-rate gunanist. The section ia
otiff and hasty on “Lady Bird” “Cherckee” in &
stars O

i R

Peacock on basr and Jack de Johnetls on drums. ©

“Meamng of the Blues” takes on a quasi-Flamenco
coloration toward the end “All the You Are”
brings Jarrett ail the way back 1o bebop. “God Bless the
Child.” at i5% minutes. 15 12 minutes 1o long. mostly
a semi-rock hag A welcome change from Jarrett's

mam 4
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A FLUTIST’S MUSICAL®
MISSION TO MOSCOW

By LEONARD FEATHER

aul Horn, the New York-born flutist, has long had

P a penchant for playing in the unlikeliest places at

the most improbable times. His latest escapade

found him touring the Soviet Union with a jazz quartet,
arriving home just days before the Flight 007 tragedy.

This totally apolitical journey was of a piece with his

1968 wvisit to India, where he played and recorded inside

the Taj Mahal, and his 1978 journey to China, just weeks

before President Carter established diplomatic relations

with the People’s Republic, when Horn taped an album

JAZZ

and played unofficially in a U.S.-Chinese jam session.
& The Soviet visit was by far the most elaborate of his
exotic ventures, lasting 18 days and held under the
official auspices of the Soviet State Variety Agency.
U.S.-Soviet cultural exchanges have been in limbo in
recent years, Horn gained entry through the side door:
as a resident since 1970 of Victoria, B.C., he arranged his
visit through an independent Canadian promoter who
. for years had been importing Soviet artists to Canada. .
. “In effect, it was an American tour; we all had U.S.
~__passports—I, my son Robin, who played drums: David
Fnesen, the bassist, and John Stowell, the guitarist.

- *“Our concert emcee was Vladimir Feuertag, a jazz

-mtﬁimd lecturer, He told us that although Chick Corea

* and Gary Burton were there a couple of years ago, they

_only played for U.S. Embassy personnel. Ours was the |
first small American combo to do this kind of a tour,
including both Moscow and Leningrad, under official

auspices. Earl Hines wm aaep{e
his Leningrad and Moscow dates were mysteriously
canceled. The other visitors were mainly big bands,
notably Benny Goodman in "62 and Duke Ellington in
"T1. Listening to our chamber jazz was a totally new
experience, and the people just ate it up.’

Opening in Moscow, the quartet played for eight
nights to packed houses in the 3,000-seat State Central
Concert Hall, then took off for Leningrad, where six

. concerts were held in a 4,000 seater. The tour ended

with two nights each in Vilnius and Kaunas, béth in
Lithuania.

“After Vladimir had introduced us, I would appear
from the back of the house and walk down the aisle
playing the flute, amplified by a remote radio mike. This
really blew their minds. Then the stage would light up
and reveal the musicians sitting there.

“Even after this dramatic start, looking out into the
audience, I would think to myself, good God, how will
these people relate to what I'm going to play? Some, I
later found out, had come hundreds of miles to hear us,
but I'd say 95% or more were not jazz fans, and there
were all ages. But they truly loved the music, and when

Vladimir introduced a tune they'd heard of, like:

‘Summertime,” Nat Adderley’s ‘Work Song,’ or some of
the bossa novas, like ‘Quiet Nights,’ they'd applaud.

“I'd learned enough Russian to introduce the guys and
speak a few sentences, which always brought a strong
reaction.

“I didn’t realize until after the first cquple of nights
what a huge event this was for some of them. I'd never
had a reception like that in my whole life. Not just me,
but all of us. They have this custom of bringing
ﬂowers—someumes at, *he end, but even during a

ﬁuAngelu Gim
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“Wwforﬁmﬁmm who's 23, playeddy
| awalkp,

T solo'hat

.ﬂewm'!'heyahome !

be autographed at any time dunng t.he concert. I was
amazed to see that some of them were my Chico
Hamilton records.” (Horn played in the Chico Hamilton
Quintet from 1956-8; his LPs with the group are rare
eveninthe US.) ;

The intellectual concern for American jazz in the
U.S.8.R. seems to bear an inverse proportion to its
accessibility. As S. Frederick Starr revealed in his
recent scholarly and intensely researched book, “Red
and Hot: The Fate of Jazz in the Soviet Union™ {Oxford
University Press, 1983), the Soviet government has
blown hot and cold in its attitude. However, there have
long been official jazz clubs (the first in Leningrad in
1958); oceasional scholarly articles, and a growing
number of musicians who measure up to high American
standards. (Valeri Ponomarev, after emigrating, spent
four years with Art Blakey's Jazz Messengers in the
trumpet chair now occupied by Wynton Marsalis.) Horn
is enthusiastic about a 21-year-old alto saxophonist,
Igor Butman, whom he heard in a big, state- supported
jazz ensemble.

That the Soviet people could maintain contact
through the years with. our jazz world, despite the
near-impossibility of hearing it in pérson or on records,
is due principally to the nightly “Music U.S.A.” record
program, a Voice of America fixture since 1955, hosted
by Willis Conover. Starr's book calls Conover “the
single most influential ambassador of jazz in the U.S.S.R.
and Eastern Europe. Paul Horn confirms this: “Willis
Conover is like God to them. He brought jazz to Russia

JAZZREVIEW

ARTHUR BLYTHE

IN SANTA MONICA

.,ByI..EONARDFEATHER

Yor the past three years the alto saxophone
{ explorations of Arthur Blythe have been alter-
~ nately supported by two groups, one with a

;;trad:ﬁonal rhythm section, the other with a tuba
“replacing the string bass and guitar in place of piano.
~ The latter was the subject of an approving report when
it appeared at McCabe’s in 1981.
Friday evening Blythe was back at the Santa Monica
room, attracting a small audience and using neither of |
~ his regular backup teams. Instead, he employed local |
~ musicians, one of whom was uaodah‘e!.mm-bjs
_ California days, the pianist Horace Tapscott. :
' Despite occasional growls and passages otme-
. breathing intensity, Blythe was in a relatively conser-
vative, non-indulgent mood. Of the five works per-
formed, the first and last were products of the bebop era,
Charlie Parker’s fast blues “Au Privave,” and the |
. traditional set closer known as “The Theme.” The |
latter, which began at a fast clip, dropped to half time _
along the way, then segued into an ancient Nat King
‘Cole riff, “Straighten Up and Fly Right.” (Kudos to {
" Blythe, by the way, formnmsingtoplayaclom i1
number without a drum solo.)
Themostchaliengmgmomemswereprovideddm !
two Tapscott compositions, one of which, “The Dark |
Tree,” Blythe recorded in 1969 on a Tapscott session. |
The pianist burned furiously under Blythe's insistent
: rhythnucﬁgt*es,withurgemmpportbythmnmer
Gerryck King ﬁdbasdstRobertoMimndm
- Completin* che set were Blythe'sm“F‘aeeleaa
Woman” ai / Tapscott’s “Drunken Mary.” Played
back-to-bar« I th were in a minor key and both were
‘in 3/4 time. _uscott’s solos were an exotic mixture of
Thelonious M..nkandHoraceSilver,wnhhmm of Cecil
lor in the more outside passages. - :
_Th';heﬂlythe—Tapacottreunionwasstdcﬂyam night
stand, occasioned, no doubt, by the logistical difficulties |
otcarrymgonesawngroupaoroaacmmh‘y ltmbejl b

.quartetsbnalocalvisii,
coxnmerciallymoreviéhle
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The case of Leonud
wad; g e hatoran
| Conover "When he wa
savi Horm R leiher was &
prason  Leond }
lepresned THen oot ’-t"‘! B was Lisipn-
ng 1o the Vare of Americs and Conow-
or's Ahow Same on. He sofd me & as=in’t
2izh hiy mterest. L saved hes ife He
AT TSope gt e e volye wilLh Lne
et and today oo of the country's
st Teapeeied sulharilics
Viadinglr Feuettag, oo, 8 amanngly
nowindgeable One mght | wanted w0
play ooe of my fvorite ballads, “We'll Be
Tapether A, and | couldn’ remetn-
per who wrote it Hight away he smiq
O, Carl Fisther wrote that in 1945 He's
a walking sncyelopeda
Along with the experts and the fans
Horn recvived 8 fow distuinpuisahed visi-
Yore
“The Canadian Ambassador, Jeffrey
Pearson. who happens to love jaz2. came
1o one of the Moscow concerta. Congress
man John Conyers of Michigan, who
heads the Black Caucua, called from the
L5 Embassy. caught the show. tame
ckstage and tobd me “Yusef Lateef
sonuda vou his best.” " ( Lateef, a Detroiter,
s ame of Uhe grest modern jazz fiutists )
Just & (L seerungly has forever, the
probliem faces Soviet musicians of finding
decent instruments, reeds, sheet music,
arrangements, récords and books Noet-
wilthsuanding (hes¢ hurdies, a growing
number of muscians can now make their
Bving officially playing iz with the
government's approval
Duvid Goloshchekin, a trumpeter and
planist, & 3 case i point. "He and his
wife. whi's & Singer, are padd regulirly
whether they do two Conoerts a month or
12 which & the maximum allcwed In
either evenl They eich rdeeive X0 rubbes
» month (abou® £300). That may nol
ke rmuch, but their reot 13 25
ind LIviag costs m
R=neral are on tha! level
Coimhchein alks o the audience
guile 3 bit durng his concerts. 90 262
locture presentation dlong with the mu.-
tie | spent 4 pleasant evening at his homs
n Leningrad Hiz wife, molidentally, 9 an
excelient mnger who sounds a lol itke
Ella Fitzgerald They bhave a roomy
apartment with several W_._:Ex_n
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baby grand plano, big pictures of Duke
and other azzmen on the wall From
whit he lold me. it's not a bad life for
them,”

Obvicusly 1ol everyene shares the
Goloshehekin's contentment Horn found
the geseral ambiance drab. “The pecple
don’l seem 10 have 2 real spark e of Lfe in
tSeir eves. There's Do Incentive, so the
sysiem doesn’t work oo well. Sut I don™t
want toget into polities, and | told people
just that when they tned 1o corner me.

*| ddn't go over there 13 be &
mssonary. Sut [ was aware that besdes
playing jrs and having an mformative
time, we as individuals were represent.
ing the Wist @ general and our e i
particular. ol felt thut how we carmed
oyrseives wis importanl [ dont think
that enther of the two peoples ts gelling
the full picture of what the othes & all

about, but all 1 wid »f interviews m

answer o joaded questions was, “We'ee
over here us mumcians; ] don™t try %o
angwer for my government”

One of Hotn's visitors in Moscow was
tgor Gavrilav, premdent of the Jarx Club
of Riga, who trought him ssenples of jasz
LPs ¢n the Soviet Union's state record
label, Melodiva. The Lemingrad Juzz
Erpemble vacliated between New Ovle
ans-givie, free form and hard bop. the
Moscow Chamber Jaze Enserbig wan a
MOTE CONEMPOrary group.

crities, are very much into free a2z and
the gvint- garde, dbut of course games ke
culty in finding records, theyspe om
for one ancther, so they don't Save toa
et ‘oudle keeping up with events;
and of course, there's ajways Willis
Conover™

Harw £ only GEpporinent wiy e
abandorment of 3 propcted fiim thet Wi
1o have teem sade of he o Webad
PES commutted v wrng B bl o9
mewted $I0CO00 up (oot ared wo st ran |
gl o e ZEd memwy Duvel 'm‘
mfter. ariress Dvan Campon, was pEngio
foeme alomg and narraie Uw S ief e
U5 well ma v nest fpose "

That there may Se & weal lme sesse
ihely enough The hasd of the SV
i Fomn tat Bl
spwn only de i ghied repciumns, ben 4
favoralie commonts, and would he er-
eeted in s hed Ling sOudher \ony b

Hoen capw home with &
stompiishroert. "What they
L meams was the spird of the
There s & cortain energy 0 g
reengnier shdl love, af emstional g
Usa' gels through ‘o people of an) age
rousp anywhers, .

“After cur finsl concert o Kbanes
Uhere was an alder worman who clpe
W me, got down on ber knees and kit
my band-— it was actuslly
Sy -and amkd WAth teamy in Res Byee
T've bein working fer (he syespheny
orvhewtes for X0 yesre bt | never Rpard
mizkie frofn the Beart a8 sick an | 89
tonight”

T pam Bope these cultural exhanges
tan be restored. That seems 10 e ope of
ihe first thmgs that gat o2t shetdver
Lhere'd any bed feeling betwenn soun-
s, and 1t's sad, became our tsical
ambassadors are uBialae i Usetr sbility to
pommuncste loveand good fecling,

. "Dnoe night in Moscow fands out inmy
mind. Tt was our last show there, sb we
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Bty free and be happ s 17
rewarding moments | expenenced, that
the cre that meart the mosttc e "G
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sl svenn hore Ot ¥-i6
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Ingductecs §
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FIRST INDUCTIONS

Hall Of Fame Events Set

The first imcuctsons o the Nanonsl bazs
planned during & week long progrim of

The Mall of Fame charered tast February a2 noa-peolit oducsion
foundatem by the Commonwealth of Viegmia will indtialy b s
miv of Wirgimia, where coremones will be hekd OXF
apme the fhent tmo musicsans o b hewnoreed. That sarre das will sor 3%

thar, ctie andd e iy offoring a lecture, winie a8
¢t 1) concert By 'hzm.l"ﬁ Air Force Base s 2w
¢ the Hall of Fame have beon selected by a NJTHF panel, asd
will e scbitnmally hesiirmd Through the lomm of Tw
cians for trmperary dapley durmg the event

ke ™anonal Jars Hall of Fame o schimg » permanent wte hre e B3
usren and portoriung Sty oemter Providing partisl funding for The vark
part of Jare Histoey Week, as proclanmed by Charksttessilie
w teing peowkded by the 5:!‘-:- : Foundstion for the
Hemanituen (o spoemon mchade the Molntite Depastment of Muvic and the
A (1o Amserican A Taies ¢ Mhce of the Unis. of Virginea
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Year’s Struggle Ends With Ceremony

Jazz Hall Of Fame Inducts Greats

By DAN GENEST
ol The Progress Statl

Late jazz greats “Satchmo™ and
the “‘Duke,'" better known as
Louis Armstrong and Duke EI-
lington, were honored as the first
inductees in the National Jazz
Hall of Fame at ceremonies held
Friday night in the University of
Virginia's Bayly Museum.

The ceremony was as much a
tribute to Armstrong and Elling-
ton as it was to the small group of
jazz lovers who struggled for a
year to make the hall of fame & re-
ality.

“It was touch and go for a

closer to a secure future,”’ said
Louise Brandt, curator for the hall
of fame, shortly before the ceremo-
nies took place.

The National Jazz Hall of Fame
was born as dream last winter by a
group of people who wanted to cre-
ate a shrine for jazz musicians and
a tourist attraction for the Char-
lottesville area.

On the way to Friday's induc-
tion, the group endured setbacks
in their attempts to find a building
to house the museum and scorn
from those who felt the hall should
be located in Washington D.C.,
Chicago or New Orleans where

there is a tradition of j jazz.

For a while, an organization in
Washington D.C. had set itself up
as a rival national jazz hall of
fame.

But Friday night, Foundation
President Robert Rutland stood in
front of the 75 people attending
the ceremony and welcomed them
to ""National Jazz Hall of Fame.

Gerald E. Fisher, chairman of
the Albemarle County Board of
Supervisors, said the hall of fame
is a “feather in the cap for a com-
munity like ours.”

Although there is not much to
hall of fame at the present, just a

few partitions of plywoed on
which hang the portraits of Arms-
trong and Ellington tucked into a
wing of the museum, Ms, Brandt
said “'it is a beginning."

Jazz critic Leon Feather said
Armstrong produced his greatest
works in the 1920s and 1930s and
that he was an “‘Amercian geni-
us,”

Ellington, who composed count-
less suites and extended instru-
mental works, was a cut above
such contemporaires as Irving
Berlin and Cole Porter, Feather
said, "He was another (Fedoro-
vich) Stravinsky."

while, but this brings us one step

e T 7 CARMELO'S
BUCKS THE
JAZZ TREND

By LEONARD FEATHER

t is no secret thal in Les

Angeles' jazz clubs during Lhe

past year or two, owners have
been erying the blues as loudly as
musicians have been playing it
Everything has been blamed for the
slump in business, from the weather
to the high cost of talent.

Paossibly this situation is revers-

« ing itself, or perhaps Ruth Hoover,
who took over Carmelo’s earlier this
year, is a cockeyed optimist deter-
mined to buck the trend. Whatever
her reason, she has announced

- important policy changes at Lhe
Sherman Oaks restaurant and bistro
on Van Nuys Boulevard. On Sunday
the club switched to a seven-day-
a-week operation, with Roger Neu-
mann's big band playing a drinks-
and-buffet session from 2 to § p.m.
Sunday the policy will be doubled
up, with a matinee by Bruce Lof-
gren'’s orchestra leading toa 7 to 11
‘p.m. gig by Louie Bellson's battnl-
‘on.

Neumann, the composer and sax-
ophonist whose 17-man ensemble
inaugurated the new deal, has been
working around town for several
years with a personnel stable
enough to interpret his arrange-
‘ments with preeision and enthusi-
asm.

| . 'The muicmns represent an un-
usual eross section of Los Angeles
talent, ranging from 22-year-old
saxophonist Eric Marienthal to
valve trombonist Bob Enevoldsen,

, 63, whose sound and style retain

- their personal character.

Neumann's music neither opens a
gate o the future nor slams any
“doors on the past, Most of his charts
plow a course down the middle,

CURATOR BRANDT, LEFT AND RUTLAND
Portrait Of Armstrong Hangs In Background




JAZZ st
FADDIS TRUMPETS
NEW PLAYING LIFE

By LEONARD FEATHER

on Faddis was the Wynton Marsalis of 1972—a

teen-age wonder of the trumpet who leapt to

prominence and was promptly hailed as the young-
ster most likely to carry the torch handed down from
Satchmo to Roy Eldridge to Dizzy Gillespie.

Unlike Marsalis, whose jazz career has been spent
exclusively as a sideman or leader with small combos
and who has a CBS recording contract, Faddis took the
big-band route, and soon found himself sidetracked in
the lucrative but anonymous world of commercial
recording sessions. He had no record contract, made
only occasional jazz appearances, and seemed to have
withdrawn into the studio shell.

Faddis faced a dilemma that has confronted many
musicians. He found himself at a crossroad and made the
turn marked with the biggest dollar signs. But the
encouraging news is that this clean-living, good
looking, high-note hitting virtuoso has returned td the
world that spawned him.

He has formed his own quintet, recently completed a
tour of California, and will open Tuesday at New York's
Village Vanguard. In 1984 he will play Nice, tour Japan
with Freddie Hubbard and will return to the studio only
if it becomes economically necessary.

Faddis became a studio musician by chance. “It wasa
gradual thing—contractors found I was qualified, and
friends like Lou Soloff and Clark Terry and Snooky
Young recommended me.” And so the comet, after
darting across the jazz skies, was obscured in a world
peopled by Barry Manilow, Sinatra, Billy Joel, Kool and
the Gang, the Rolling Stones, and hundreds more in

_whose shadow he was a music-reading nonentity.

—
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JAZZ TREND

Continued from Page 1
modestly engaging role on tenor saxophone.

The second set was devoted mainly to variations on
the blues, with outstanding solos by Larry Lanetta on
trumpet. Herman Riley on tenor and John Patitucci
(subbing for John Heard) on bass.

Neumann's most ambitious work is “They Called Him
Blue,” dedicated to the late Blue Mitchell, who played in
the band for several years. The first and third
movements again used a blues foundation, but the
second, a hauntingly lyrical t.hgne with fluegel and
ﬁul.eﬁ, came closest to capturing the essence of
Mitdhen' personality.

@m an $8 door charge and a token $2 for the lunch
( us a two-drink minimum), the Sunday matinees
mm likely to lure a substantial audience. At the other
end of the time spectrum, Carmelo’s has announced an
afzer-iham's policy. For a nominal membership fee, on
overy y and Saturday night starting Nov. 4 there
will be ﬁ\'e musie, feod and non-aleoholic beverages
from 2o 4 am.

=
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After!ivmg the Iucmtwebut mmgmous lifeof a
studio musician for years, former teen-age
wonder Jon Faddis has formed his own quintet.

“Most of the time I got no solo work. The best
exception was the movie sound track I did for the Clint
Eastwood film, “The Gauntlet." Art Pepper was on it,
too—really nice; too bad it was a lousy movie.”

The studio world never appealed to Faddis for any

__reason other than the material rewards. “It was easy,
- playing-wise,

but the musiciahs’ topics of conversation
always had to do with money. I got into a crisis period
where I'd go in, do the job and ieave, without talking to
anybody. Besides, the extracurricular activities that go
in that world don't make it casy for a non-smoking
vegetarian who's conscious of hishealth. . . .

“Anyhow, after a few years I told myself that there
had to be more to life than this vicious studio cycle. Last
year I turned 29 and someone said, ‘Aha, Faddis, you
said you were going to be out of the studio business by
the time you were 29!

e —

“Then my manager called me for a 1 normally
wouldn't do, playmgw:thamllm::@
with Richard Davis, the bassist. It felt good. Pretty

my mind was made up. [ had to get away and star

own group. And it's like breathing fresh air again.”

a life in music. Born July 24, 1953 in Oakland, he -

Faddisbeganatanearlyagetopreparehlumeﬂfm

started playing at age 8; two years later Bill
Catalam a trumpeter with Stan Kenton, i

"I'l'tatwaswhenlfirstheard])izzy.l er it
vividly; he played ‘Shanty in Old Shanty Town'|

album called ‘New Wave,” and I was hooked. I
to all the Gillespie I could find.

‘Finally we met at the Monterey li’estivﬂm took
about 50 of my Gillespie albums, introduced myself, &
he sat down on the ground and autngraphed svery
of them. I wasin heaven!” A0

The bop veteran and the youngster soon establi _3?

: » close friendship and a teacher-pupil

relationship.
Faddis' style had been BkenedloGﬂ!eqﬁesacM

': that there is a tendency to forget how many other
» influences have shaped him. “I've listened to them all, |
= on records if not in person—.

Armstrong, Roy Eldridge,
Freddie Hubbard, Lee Morgan, Donald Byrd, Wynton

= Marsalis, Mileg Davis—not the current Miles, but Miles
>~ of the Cannonball Adderley-John Coltrane period. And 1
used to have all the early 1960s records of Woody
2 Herman's band with that real showy flashy lead

trumpet work by the late Bill Chase. But then i learned
things, sitting next to Snooky Young in Thad and Mel's'
band, that were totally opposite and, in my opinion, just
as valid. More recently I've been listening to two
long-gone giants, Clifford Brown and Fats Navarro.”
Soon after meeting Gillespie, Faddis’ teacher Bill
Catalano, suggesting he learn his craft by going on the
road, recommended him to Lionel Hampton, whose band
Faddis joined two days before his 18th birthday. '
“I'm grateful for that experience, but sorry about one
thmgt&mthappeneddwingmysixmomhswithhim.

Count Basie sent me a telegram offering me a job, but -

somehow the telegram was intercepted. I guess Lionel
really didn’t want me to leave.”

Faddis did get to play a concert with Basie later, and
workedon a record session w:thDukeEﬂlin&

The Thad Jones/Mel Lewis orchestra, with which -

Faddis toured internationally from 19'32—%, m hk
major proving ground. “We went to
toured the USS.R.—and during that I
mmﬂsm&mem&@nhsﬁxgmlmm
mostly lead-trumpet work with Thad and Mel, but I had
a couple of solos on the ‘Suite for Pops’ album.”

Toward the end of his Jones/Lewis' association,

Faddis drifted into the studios, but he kept in touch with

jazz through occasional concerts and festivals. He was
presented by Gillespie as the veteran's protege at the
White House concert before Mrs. Reagan and a select
::giz.encethatwasupedfor television in December,
The new Faddis chsemble consists of James Williams,
33, a splendid pianist and composer, formerly with Art
| Blakey's Jazz Messengers, and three musicians whom

. he regards as comers: saxophonist Greg Osby, 23, who |

| came to Faddis from Boston’s Berklee College of Music; |

_Kenny Washington, 25, a powerful drummer, and
| Anthony Cox, 28, a schooled and versatile bassist. 0
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POPREVIEW

TABACKIN RETURNS,
WITH SAXOPHONE

By LEONARD FEATHER
I ew Tabackin, the tenor saxophonist who deserted

the Southland for New York a year ago, is bgck in

town briefly. Tuesday evening found him at
Daonte's, leading a trio with Joey Baron on drums and

ith on bass.

P%t}:: Sli?"nils of this instrumentation are ingscapable.
Excepl for a bass solo interlude, every numbl_ar consisted
of an elongated saxophone solo. That Tabackin managed
more often than not to sustain a mood over thse_ long
stretches is a tribute to his endless ﬂow:: n;elodlc ideas,
ic ingenuity and ox-strong attack. Y A

his;::'t}l;:n Lewtsng oJc{nmpoaa tion “Afternoon in Pariet
was an arresting opener as Tabackin took_the theme's
harmonic contours through a lengthy series of varia-
tions, Tabackin’s own “Desert Lady"” was, regrettably,
me'onlymneplayedonnute.anmsmﬂngmofwlﬂchhe
is a consummate master, although at times he had to

" fightabalky PA system. "
* Baron, who works with Tabackin regularly, has

drummer, Smith's bass solos achieved enough interest

mmaw zed down with “Black and Tan Fantasy,

developed into a vital and consistently supportive [

jazzREVIEW '®7?%

PHILLIPSIS
WORTH THE
LONG WAIT

an old Duke Ellington piece that was principally an
overextended improvisation on the blues, and *'1 Hear a
Rhapsody,” an old pop song taken at a far-from-rhap-
sodic tempo. “Chelsea Bridge™ provided a sample of
Tabackin's eclecticism, reminding us that for all of his
savagely contemporary brilliance he has roots in the
tenor sax masters of the past. ,

Tonight Donte's celebrates its 17th anniversary by
beginning a three-day stint featuring Clark Terry
accompanied by the Ross Tompkins trio,

—t

By LEONARD FEATHER

he Vine Street Bar & Grill,
directly across from the Hun- b
tington Hartiord Theatre, has

ESTHER PHILLIPS

Continued from Page 1

expanded its live entertainment
schedule to what is now a seven-

~ bents have included Benard Ighner,

Given the defections on the local

an hour
rhythm

' bel nd R&B _' Entals, |
- Was worth the wait, for there is no

other sound in cox ' music
quite like hers, and when the mate-
rial is right she becomes soul incar-
nate,

Clarity of diction has never been

her long suit, and on some of the less

familiar tunes the intelligibility lev-
el fluctuated; however, with that

dry-ice timbre she could sing dou- *

ble talk and still get her message

Knees," one chorus of which she
simply hummed, and later the ven-

There were two blues: “Scarred

erable Joe Turner masterpiece

Cherry Red,"” during which she

took over from Gib Noble 2
piano to play one ﬁt :

thick-chorded solos. Guitarist Tony Drake, the
:c:;:rtet's most interesting member, offered hints of B.B.
King in his brief foray. A G
Phﬂﬁpchadnmsﬁmmutqwhmshem e hee
closing routine, involving introductions of memmm
solos by each musician; h_nw:ever. she had second
thoughts and returned to sing “When I Fall in Love,w
one of those standards for which her switching of wor

. 3 ; »d her style ever aime LLr

she was a ueennazﬁ;e prodigy
Her closer was ng
H-'gdme:émmm Hatred Is.”

Upcoming on the Vine Street schedule, Mike Camp- | |

e e iie Hindh
bell takes ovel Sunday, Diane Michelle Mondey
followed by Joyce Wilson Tuesday and W
D L
g Donte's

>TION: Clark Terry’s engagement at Dont!
dowconm mit Sunday as was indicated in Friday's

chilling Gil Scott-Heron song, |

Iglj&; (s

L

review of Lew Tabackin at the same club. -

. silvered over-cover closed on three sides) make it a

RECORDREVIEW -
GET A $350 LODE
OF SINATRA

By LEONARD FEATHER

"SINATRA." Frank Sinatra. Mohile Fidelity, Sound
Lahb SCL

‘ x J arning: Do st place this aiburm on 3 enffee
tabie if your table has & glass top. It simply

Will not withstand ‘the weight of thig

colossal project, ]

Much has been written about the sound quality a 4
production values that lend the 16-album package
gift-appeal aura. This may prove irresistible 1o I
anyone who, shortly before Christmas, finds himseif |
or herself with $850 to spare, ‘I

The sound fs beyond reproach and the Japancsa |
presyings are a high grade of vinyi. Still, the boitom I
line i how a ‘collection of performances has stood up
under the onslaught of time

Many observers find in Sinatra's Capitol period
(19531962, from which all this matersal was drawn ),
the golden years, never acKioved on Columbia
(1343-52) and not surpassed on Reprise, the label he |
founded in 1961, TEey are right in the sense that
Stnatra’s total consisiency in every mocd and |

tempo. the choice of |
material, the sense of |
nightelub  intimacy |
(even when & vast or
chestra surrounded
him) and the quality of |
the arrangements l
{mainly by Nelson |
Riddle. Billy May ang
Cordon Jenkins) rep- |
resented a shining hour

in the history of popu+
lar music, ,

In retrospect, it is remarkable what a great
proportion of the songs Sinatra chose o record |
during the 1950s had been writteft'in the 1920s, "30s §
and '40s. He believed in the great classic-pop, |
tradition and in the men who created it: Burke, Van
Heusen, Cabn, Styne, Rodgers, Gershwin, Mercer.

Though there is a fairly even division betwesn
ballad and rhythm seis almost every track is in
lempo, in keeping with the senise of danceability that
informed many popular voeal records of that time.
There are flashes of jazz: Sweels Edison's muted
trumpet on “Mood Indigo” and manyv others: valve
trombonist Juan Tizolin “I Got It Bad'”

Sinatra was once quoted as belfeving that “Nelson
Riddle is the greatest arrangerin the world. . . .
Billy May is always driving. while Nelson has more
depth, and with Gordon Jenkins, it's just plain
beautiful and simple.” Hindsight shows us that his
taste in arrangers matched his other taients.

The packaging is very fancy; The three layers
(sleeve, fold-out cover open on three sides, and

Juggler's job to replace each disc and get it back in the
box, Complete personnels are iisted. The use of the
original artwork adds a touch of nostaigia. buy
complete sets of albuim notes (there is only one, v
the late Ralph J. Gleason) would have been more
valuable. Volume 3. we are told. “contains all 16
selections from the original edition of ‘Songs for
Swingin' Lovers' " Strange; my COpY  contains
exactly 15songs. |

I'm among those who believe that Sinatra’s §
Reprise years. were as rewarding'as the Capitol
decade, and certainly more diverse in terms of the |
compatiy he kept. He continued to work with Riddle,
May and Jenkins, but was also heard on sessions with
Neal Hefti, Count Basie, Duke Ellington, Woody
Herman, Quincy Jones and Claus Ogerman.

Back to the bottom line: Whatever preceded or 4
followed these 16 albums, all argument. is rendered
futile by the unquestionable conclusion that during
his Capitol sojourn, Sinatra produced a unique lode of
time-proof musie, Maybe $350 worth, 0
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PASQUALE'S: SAD NOTES IN PASSING

By LEONARD FEATHER

bey may have called it Latin funk, fusion or

st plain jazz. bul what came out of the

musicians’ horns Sunday at Pasquale's
amounted Lo & reguiem

For four vears Wnd eight months, owner Pal
{ Pasquale) Senatore struggied against everything
pature could hurl &8 him—=rainstorms, landslides,
high tides, fire, enough problems 1o close Lhe Malibu
club down X times for perioda ranging from.one
night 6 seven weeka, The last straw was the
installation pt an adjoining restaurant of a music
policy; the sounds of which leaked through inle
Senatore’s oceanside retreat

“The sad part.” said Senatore, “was that when
conditions were pormal, we did good business. They
just weren't normal often enough.”

Pasquale's had what many visitors considered the
ieal jazz club ambiance. Instead of a rear wall, a
pictsre window opered out onto a balcony, directly
shove the beach. During quiet solos the sound of the
Pacific Ocean itself begame a gentle rhythm section.

Small though it wasy the room had some of the
greatest names: Nal Adderley, Freddie Hubbard,
Joe Farrell, Pat Metheny, Chick Corea, Harold
Land. Joe Pass, Bobby Hutcherson, Tom Scott, even
the Akiyoshl/ Tabackin Big Band.

“We had some great nights with singers, t00,”
Senatore recalled. “Once the Jon Hendricks famaly
worked here when he had Bobby MeFerrin with

him, and Al Jarreas st i And we had Carmen
MeRae, Manhattan Tranafer. And oo many others
who played some of helr last Sales here Prank
Rusoting, Blue Mitchell Willie Bobwo, Art Prpper

Senalore led the house 10 with a parade of
praniats from George Cubles 1o Rogrr Kellaway, and
such drummers as Billy Higra, Roy MeCurdy and
John Guerin

The Sunday finale brought back many of the
regulars. Drummer Alex Acung led a combo with
Justo Almame: Ray P fronted & quartet with
Mike Lang at the puano. Pasquale on basa and
Guerin on druma. Musicians in the autience pratsed
the mume and cursed the nstability of the Pacific
Coast Highway.

“Thia is our guodby tribule lo & good friend of
music.” said Acuna. “We hope o see him back in
action son.”

That. indeed. is Pasquale’s inténtion. He thinks
Brentwood might be a sultabde location for 3 new
veniure Meanwhile, he and his wife, Barbara, whe
worked with unquenchable patwnce on & ventare
that enjoyed everything excepl luck, are spending
today removing photos gnd press clippings from the
walls, packing up furniture, going through all the
saddeniing chores that attend the end of this
romanee between jazz and Lhe rolling Pacdic
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tire Department of Music, [

piggy-backing loads onto trains.

Leonard Feather, the most

Charlofesville éﬁ‘?
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i
distinguished critic in the nation,

according to Robert Rutland, board dluifrnl:nuof the Jazz Hall of

Fame, spoke to jazZ tans in Campbell Hall October 13, The next night

Feather was a guest of honor at a reception in the Bayly

Louls Armstrong and Duke Ellington, who were inducted mmm
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AH, BUT MOSTLY,
’S BEEN SWEET

1 TEUNARD FEATHER

a recent evening at Carmeld’s jazz club in
§herman QOaks, the room was more than normai-
ly packed with jazz celebrities. At 9 pam. the
e ame evident: Ernie Andrews sang “Happy

. a cake was brought to the bandstand, and
Sweets) Bdison, best known and most admired
the surviving Swing Era trumpeters, enjoyed the
sweet taste of being 68.

Age cannot cut down Edison’s schedule. The next day
hewas off to Japan, with the “Jazz at the Philharmonic™
- troupe, to celebrate (along with Ella Fitzgerald, Oscar
Peterson and a dozen other notables} the 30th anniver-
sary of Norman Granz’s first visit to Japan with JATP.
. From there he left directly for Europe as part of 2 Count

. Basie alumni band for a three-week concerttour.
“Thetmmldomtbtherme. said Edison. “I've
’ Mmmmu& where 1 know 'm never
M{e' ' !ﬁh.butatlustlmgowhmthey best

tI'm trying to do. A A

t has spanned hall zmﬁny Eﬂbon
5 with big bands in the 1930s and '40s,
Frank Sinatra, studio and TV work in
e '505,0:: the road withhisown Qombos

Whhenowspendsatkasthaifhasume

Craeas.

S Sweels' mﬂhwmmdmtmonotestoﬂen
! ‘muted and gently bent) in the background on a Sinatra
recmdgtvemnaway instantly. This sound has become

" a trademark on countless Sinatra performances, just as
‘his-soloy had been an identifying element in the Basie

| band, (Wheh he joined Baste, duripg Christmas week
sev‘eml members of the present Basie band were

" yetbom]

“None of it would have happened,” he says. it

SRR dn'tbeen for my uncle Bob. He raised me in‘a little
Pl e called Beaver Junction, Ky.; my parents had split
yHen Tavas an infant. Uncle Bob owned a farm, and
’E\-eryozjr& on that farm had to do as hesaid.
. “Uncle BEab just loved inusic, He'd play the tuba, my
& 21t would join him on the pump organ, and Edearned
enough organ to play in church: but all I really was
inicresiedin was playing basketball and baseball.
“My unclealso had an old cornet he'd bought out of 2
Searg, Roebugk catalegue, and he taught me the scales.
My aunt helped me to read music, and soon I was

M._ .__.ANAKNGATvasrtﬂjﬁl ==

organa King, who opened a three-night stand
]t;a:pazk& l;!m:e last Thursday at the Vine St.

an as two qualities that long ago

aaablhhed her as unique among jazz smgers:g;‘;r

. timbre, which is light and delicate to the point of
evanmgu:ee. and her range, which sometimes creates |
the illusion that her low notes begin where other|

singers’ upper registers leave off.

A product of the 1950s jazz vears in New York, King |’
slmrn ly with the repertoire of that era. Jazz and
5t ds predominate, some too familiar and
Imeaily-_antiqmted others time-proof. Backed by

: skillfn‘_l;_ ist David Benoit and the father-and-son
team of Jim Di Julio Sr. and Jr., on bass and drums,
respectively, King also did her share of scatting, andon | |

. severalaiapgs ended withawordless.squeakysolo reak | |

that evoked Blossam Dearie,

Harry (Sweets) Edison celebrating at Carmelo's.

working with a little band on a wagon for church affairs,
playing marches—nojazz.” =

Along with a remarkable number of future stars,
Edison was turned on to jazz by the 1928 Louis
Armstrong masterpiece “West End Blues.” From that
point or, “the trumpet was my first love. While Iwasat
high “school in Columbus, Ohio, 1 got a letter in
basketball but I had started really listening—I'd stand
outside a dance hall, where blacks weren't allowed in as
customers but Louis Armstrong was playing. Then
when Pops (Armstrong) played the Palace Theatre,
which was also gegregated, my mother got permission
for mewgo bz_u:kag;ge and listen."”

-

dlmri‘a career began in an orchestra known as
E Peter=Pillars, fed by two saxophonists. After two
or three years with the band in Cleveland and St.
Loutis, he got to New York through a ﬂL.ke. in the form
of a pragmatic deception.
) “A saxophonist friend, Harold Arnold, had ah offer to

"go to New York along with Harold Baker, the

trumpeter. They were both supposed to join Lucky
Millinder’s band. Well, Baker took another job, so

‘i‘(lNY BARNARD / Los Angeles Times

Harold Arnold asked me: “Why don’t ¥ou come along? -

I've got two tickets." That was my chance—I went to
New York under the assumed name of Harold Baker:
When Millinder, complained, Arnold said, ‘Don't worry,
Harry's a fine plaver.’ So 1 got the job/

Bix months later several Basie sidemen living in the
same Harlem rooming house advised Edison to &ry out

e —————————{or Bagie's band. “] went to audition al the Woodside

Hotel—remember ‘Jumpin' at the Woodside'? —and a lot
of those guys were friends of mine from Kansas City.

' Three weeks after ! joined the band, I got my nickname.

Lester Young started calling me Sweetie Pie, and that
was shortened to Sweets.
“When 1 joined the band there was so litile written

| music that it wasall carried around in one thin portiolio.

- We took turns carrying it. Most of the music consisted of
_ head arrangements the guys made up-on the stand, and

-

there was a tremendous, joyful spirit like nothing else
I've ever known.

“For a while [ was baffled by the shortage of music.
One time 1 said, ‘Basie; I don't know what note to play
here.” He said. ‘“What's the matter? You're playing,
aren’t you?' 1 said, ‘Yes, but I want to know what I'm
playing—when the band ends I don’t know whatnote to
hit" Then Basie told me, 'H you hita note o nigm and it
sounds right, just play that same note tomorrow!

Despite one-night stands that might take the bus 500
miles (and wind up at a town where no hotel would
accept blacks), morale and unity in the band were high. -
“Basie was always 50 tactful that no matter what went
wrong, nobedy would ever not feel like playing. I
actually felt I should be paying Basie to work in that
band.”

Among Edison’s side ventures during the Basie years
was an appearance in the classic Gjon Mili filra short
“Jammin' the Blues.” When the Baste band broke up in
1950, Edison worked for a while with Buddy Rich, of
whom he speaks with rare affection, "There was never
anything between us but kind words and mutual
respect. We were dear friends.

“] was with Buddy when Josephine Baker came over
from Paris for a tour and he traveled as her musical
director, When Buddy left | ook over, and we traveled
for quite some time. She was a beautiful person to work
for.”

A tour with “Jazz at the Philharmonic™ was foliowed
by Edison's first West Coast residency. “1 came fo
California in 1952 and one night at a party I ran into
Nelson Riddle, whom T'd known when he was a
trombonist with Tommy Dorsey. He asked me if I was
going to stay around town, and promised he'd call. Sure
enough, I began one of the happiest associations of my
life."

Working for Riddle meant not only the Sinaf®a record
dates, but Nat King Cole, television, concerts. Edison
soon found himself making up to $70.000 a year, big
money in the 1950s. He credits the fellow musicians who
helped equip him for studio work. “Manny Klein, who
was on 80 many dates that I played. taughtl me more
about the trumpet, and about reading, than I had ever
knowm. I'd get to a date a half-hour early and he'd show
me how to mark certain passages ! had troubie playing.”

Over the years, Edison played on records or in TV
series for Mitchell Avres (three years on the “Holiy-
wood Palace™ staff band), Rosemary Cloonéy, Leslie
Uggams. Sammy Bavis Jr., Glen Campbell. Bill Cosby
(with Quiney Jones” orchestrz), Don Knotts, Andy
Williams, Bing Crosby, Don Rickles and Della Reese
There were numerous reunions with Sinatra. most
notably a Sinatra-Basie stint in Las Vegas. For I8
months he led a quintet that backed Joe Willlams.

“The easiesi singer to work with was Billie Holiday.
She'd come in the studio with nomusic, ge! theright key
from |(pianist} Jimmy Rowles, and we'd make up the
arrangements. One of the hardest, surprisingly, was
Paul Robeson. The only jazz record he ever made was
‘King Joe." a blues, with Basie’s band. That was in 1841,
Because of his operatic training he couldnt sing In time
with us—he gol lost. But what a fantastic man, the
epitome of artistry.”

The studio grind ultimately beeame tiresorne, but
Edison always kept up his jazz ehops by taking local club
dates, touring with a small ‘group, ur playing concerts
with the bands of Louls Bellson. Cerald Wilson and
others,

“In the 1960s I got into a lot i tax trouble. I said to

! myself the heil with it. I'il play a small elub, make less
| ‘money and work out a deal to pay off the taxes. So I was

inand out of Memory Lane for a few years, and still did a

| ‘certain amount of studio work, working with some great
| arrangers: Benny Carter, Hank Mancini, Dave Grusin.”

A decade or 50 ago, when he began 10 expand his
traveling schedule, Edison also enlarged his exira-mu-
sical interests. During European visits, or While on a
State Department tour of the Middle East witk Benny
Carter's quintet, he would spend time in museums and
art galleries; he has since accumulated a collection of
prinis by Van Gogh, Rembrandt and Goya that decorate
his Los Angeles home, Divorced, he takes pride in his
daughter, Helena. “She just started at UCLA, majoring
incomputer science. I'm really blessed to have her.

“I'm Blessed in so many things. In all the years I've
been in this business, I've never parted with anyone I
worked with on anything but the best of terms. If I've

- | ever made an enemy out of don’t know
about n." Y mmssan_’ea Ljust
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By Leonard Feather

HIS MARKS THE FOURTH installment in

our series of interviews with some of the
leading practitioners of the art of jazz plano.
As everyone who has stayed with us through
all four articles must know by now, our
underlying hypothesis is that every great jazz
artist, and in particular every noteworthy
pianist, developed his or her interest to a
greater or lesser degree by bstening to rec-
ords. At the very least it was assumed that
records have universally served as one of the
most important influences in shaping the
contemporary musician’s style, attitude, and
creative evolution.

Well, it seems we have finally found a
departure from that assumption. And, given
her personal wradition of unornthodox per-
formance, composition, orchestration, and
keyboard techniques, it seems somehow fit-
ting that Carla Bley would be the one 10
break ranks.

Carla Bley

| have known Ms, Bley slightly, and her
music more than slightly, long enough to be
aware that the only thing one can predict
about her is her unpredictability. Neverthe-
less, her response to my inquiry came as
something of a surprise. N
“I have to disqualify myself from your
questionnaire about influential records,” she
writes. “1 never had a phonograph or any
records, Even now, | only listen to music oc-
casionally — usually in a sodial situation. The
music that influenced me was exclusively
live. | worked (doing menial jobs like check-
ing coats and selling cigarettes) in jazz clubs
during my entire formative period. And
when | wasn't working, | was going to clubs
and sitting there, listening all night as the wite

Leonard Feather is the author of the
Landmark E Of lazz, as well &
many other books and articles on jazz. He has
ako distinguished himsell @ a radio com-
mentator, lecturer, arranger, lyricist, and
composer of jazz tunes. In adkdition to his
Piano Giants Of Jazz column, which ran from
May ‘77 through Sept. ‘80, his contributions
to Keyboard include a study of big-band
pianists (May/June 76}, remembrances of
Duke Eflington (Jov. 78), Stan Kenton (Nov
79), and Bill Evans (Dec. '80). and the first
three installments in this For The Record ser-
ies (May ‘83, July ‘83, and Sept. "83)

or girliriend ol musiclam,. So | can't §ill ow
the form, but for the record, | would bke 1o
say that the groups | loved the most were
Maodern Jazz Quanet, [bassist| Charles Min-
gus, Thelonious Monk, Gil Evam, Count
Basie, [sanophonist] Ornette Coleman. All
composers! Hmmm! Thanks anyway —
Carla™

Obwviously Bley i the exception who
proves the rule. it should perhagn be pointed
out that her musical development mught
have been made easier by her marriage, 20 19,
1o the composer/planist Paul Bley, who per-
haps not comaidentally worked with Mingus
and Coleman. [On the other hand, it seerms
safe 1o say that Carla had a powerful infhe-
ence on her former hushand s well)

Herbie Hancock

Mare typical is the case of Herbie Han-
cock. So much has been written about Han-
cock in Keyboard over the years that any
comment from me at this point would seem
superfluous. | would like 1o make one point,
however: It & my fiem beliei that for all the
haostility he has engendered among jazz cnt-
ics for his commercially successtul funk
records, and despite the outrage his explor-
ations of electronic keyboards have pro-
voked among traditionalists, Hancock Be-
lieves in what he i doing, regardless of jhe
medium he may be working in at any, given
time. His most recem acoustic jazz albufins
reveal no decrease in hils capacity for cibating
first-rate music in the idiom that brought him
into prominence some twenty-odd years

ago.

His selections for this series make it quite
clear where his heart and tastes still e, Firss,
he cites George Shearing's MGM record of
I'll Remember April jout of print], one of the
quintet sides from the "S0s. “1 didn’t know
how to play jazz at the time,” be nptes, “but |
saw one of my high school clssmates
i jazz at a school variety show,
|mmmhmmnzr;mu
spontaneously Create music out own
head. He patterned his playing along the.
George Shearing style 5o very naturally that
Shearing becarne my fint influence.

Drummer Art Blakey and his Jazz Mes-

. with their.various hard bop altxms

not long after. “That hard-driving East Coast
sound was new 10 me at the time,” Hancock
explains, “and | was 50 taken by it that |
practically abandoned listening to West
Coast jazz, which had been my previous

ﬁﬁ
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focus of attenton.”

The Mibes Diavns alburm Milies Ay
lumbia, PC 8613 impressex] memm
TeASOMs

that sounded so heavily mf by Duke,
Ellmgton, and second, the px phrase
of Miles Davis.”
for Herbie was Kind Of Bhue [Coltmbils PC -
8163). “This recording marked my lio ot
OPenness and musical freedom, esetuted
and imphed, made 3 Lasling impression on
Filth among Hancock s chowes wal
Stravinsky’s Rite OF Spring. “The orch
bizarre. the wide range of melodt matorial
All these things gnd more filled mewith deep
nation lor the world of masic and life.”
Jimmy Rowles
universally respecied by his peees than fummy
Rowles. He came up undes.a hesvy Elington
Duke’s saxophone section, recommended
hirn for his fiest major job, with Benny Geod-
betame a master of rich jazz harmonies, 3™
fact that has delighted all of the many great

Another Davis album that had misnng
posure 1o strl modal playing.” he Sas. “The
e
expression, the rhythm both sulbtle .«2:
emotions and 3 tremendos childike o

It s doubtiul that any pianist § more
influence; Ben Webster, them slarring in
man, Inspired by Ellington and Strayhorm, he@
singers he has accompanied, among them

WPeggy Lee, Billig Foliday, and Ella Fizgerald

¥ Rowles prefers not 1o be pinned down to
specific wnes oF His thoughts roam
instead toward antists and m.a_
have helped shape his thinking, First, he gty
Teddy Wilkon's work with the Benny Good-
man Trio, with Wikon's own combos of the
late "30%, s a sideman 10 singer Bob Howard,
and in wlo plano format. “The small group
recoeds, many of them with Billie Halicay.
made me tarmdiar with all kinds of styles, with
hoen players, with Teddy's approach, and

parious types of won, with lyr-
s, pheasing Iﬂ:mham them, and 1 sull
listen 10 those different shierations on
chords.”

Next on Jimmy's list s the immie Lunce-
ford band. When asked what he liked about
this great and underrated group, he replies,
“The whole | have several lavorites,
But #'s i 1o pick one ot of that
collection. Again. | ademired the useof chords
and certain nuances of phrasing. Ofeourse,
there were other strong influences around

]
'Q‘
“Furst, the orchestration m .".

-




BY
LEONARD FEATHER

The Underrated Musician

Recently | received Dick Hyman's
*Etudes for Jazz Piano™ ($10.00,
Kendor Music, P.O. Box 278,
Delevan, N.Y. 14042). It comprises
15 short piano works written in the
styles of as many soloists, from Scott
Joplin, Jelly Roll Morton and James
P. Johnson to Peterson, Shearing,
Brubeck and Evans. The book in-
cludes a seven-inch record on which
Hyman plays his originals. It is an
astonishing achievement. Hyman has
captured the essence of each artist,
even of the almost uncapturable Art
Tatum.

Hyman must be the foremost eclec-
tic in all of jozz, and the most gifted
re-creator of styles: o few years ago
he transcribed some of Louis Arm-
strong’s famous solos, scoring some
for trumpet section, and used this as
the basis for @ triumphant tour of the
Soviet Union with the New York Jazz
Repertory Orchestra. -

Though now at o peak of success
as composer, arranger, pianist,
organist, harpsichordist, synthesist
(he has even tried singing), Dick
6-Overture-September, 1983

Hyman has been taken too much for
granted by too many of the critics.
Perhaps it is because he does too
many things too well; as a result, no
one clear image has emerged.

Dick Cary, here in Los Angeles, has
a similar problem. He has racked up
countless credits playing piano, |
trumpet, frombone, alto horn, mello- |
phone, and composing and arrang-
ing for jozz, pop and symphony or-
chestras. Today, ot 67, he is re-
spected by everyone familiar with his |
work, but most of the jozz history

books have completely ignored him. |

Hyman, 56, has been similarly by-
passed, but at least his versatilitghas |
paid off handsomely; he is one of |
New York’s busiest musicians. *

The jozz historians have tended to |
concentrate too heavily on creative
individuals who, for the most part,
have a single identity. Not everyone
can be an innovator on the order of
an Armstrong, Goodman, Parker or
Gillespie; but we will always need
gifted artists like Hyman and Cary to
keep the flame alive.

| Rob McConnell, leader of Toronto's Boss Brass.
| JAZZ ALBUMREVHEWS—

 SCALING HEIGHTS
' NORTH OF BORDER

Bv LEONARD FEATHER

“AGAIN™ Rob McConnell & the Boss Brass. Vols. 1.& Il
Pausa 7148, 7149. $9, each. Box 10069, Glendale 91209.

b 2 s 3
- uke Ellington once noted that the formula for
success was “being in the right piace. doing the

: right thing for the right people at the right
time.” Perhape. if McConnell & Co. had been'in the hub
of Manhattan during the 1970s rather than north of the
border (they have rarely been beyond Canada and
seldom work outside Toronto), the recognition they
deserve wouid have been theirs.

A valve trombonist. the leader Writes almost &l the
arrangements, many of them for familiar workssuch as
Kurt Wesll's "My Ship.” Lester Young's “Tickle Toe”

¢
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and Billie Stravhorn's “Take the A Train” 1o which he

n ne of the season’s m

./ the Hollywood Palladium by Musicians

Wives Inc. Running from 5 p.m. to }
~the show will be a tribute to the late
Piscitello, w. 4

ho instituted the jazz | Chuck |
Carmelo’s in Sherman Oaks. Aachﬁlara"” PD“??)W o1
young musicians will be set up in hisname.
Part of the proceeds also will go to support
Jason Rosolino Eien, the young son of trombon-
shooting incident when Rosolino committ

!
sujeide in 1978. e

Was brought so much freshness in exiure. Lempos and

| ingtrumantation (the band ingludes two French horns

las well '35 five trumpets and five trombones) that they

| faxe ona new ang vivid life, :

| The-orchestra is rich in 20l0ists. a few of whom are

= we" “%nown I ‘his country through recordings: Bd

| Bicker!, guitar: Moe Koffman, aito sax; Dopr Thompson

~ (now George Shearing's bassist) and Guido Basso.

| whose fiuegelhorn lights up **A Time for Love.”

N The on_‘.-_,v no:}-McConneu chart is fellow trombonist

| Ian McDougall's four-movement “Pellet Suite.” This

takes up thewsecond side of Vol. Il Ason McConnell's
works. the nerformance and recording are Gawless.

Absent “he possibility of 2 U.S, tour, this band simpiy

. ¥




has 10 be heard by the only avalable mesas § stars for
each

0o

“SUPERSAX & LA VUICES" Columbia FU 39140
A= alwavs, the five saxophones reatl flawlessly Med SS9
Flory's harmenizations of Charlie Parker solos, but this
i= 1983 and the novelty has worn off since 1972 The &
addition of five vowes, meilifluous almost at The SIngers &8
Uniimited level

| a fealure
|par

| |

adde 3 helpfu

when Parker recorded =0ld Folkz™ and “In the Stil of '

the Night." he too used a vocal group, the Dave Lambert

Singers. They were not as slick as Flory's five, por was

the 19653 mono recording ideal; but Bird was there, g B

were Charles Minggus, Max Roach and arranger W‘

new dimension; but B

Saturday, November S, 1983,/ Part V. 7 .
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Evans (The Supersax rhythm leam i somewhat & By LEONARD FEA

non-propulsive.) “Supersax & LA, Voices” 12 3 tachni-

cal wonder. and ean be recommended to anyone who ©

already has the Parker originals (still available an
Verve reissues). In short, it's a valld second choice. 3
sLars

8

“ORACLES DESTINY.” Miche! Petrucciani. Owl
032 Recorded 2 year ago in Paris. this is the first solo
album to be made available in this country by the little
man from Big Sur. A mixture of standards and originals
wotlld have made -&-moge ateessible start, but the
journey through his mind is a frequent source of awe in
these extended versions of original works. The album is
dedicated to Bill Evand, whose mantle some observers
fee] Petrucciani has inherited, though he has aiready
discovered a wondrous new world of his own. 4 stirs.

a

“YESTERDAY, TODAY AND FOREVER." Shorty
Shank. Concord Jazz CJ-223. Rogers and
Shank were symbols, in the early 18508, of what was
usually classified as West Coast Jazz. Much has
changed. Rogers 8 back on his horn afler many years
devoted to writing, Shank i8 a more mature and soulful
soloist now, and the rhythm section (George Cables,
Bob Magnusson, Roy McCurdy) has none of that old
Califorma languor. Rogers at times i short on fluency
and emotion, especially on the upbeat “Budo,” and both
leaders suffer from the material in “Wagon Wheels,”
but the album is spotted with splendid Shank (alto on
Strayborn’s “Biood Count.” fiute on Rogers’ “Lotus
Bud"). 3%2 stars.

o

“STEPHANOVA." Stephane Grappelli. Cancord Jazz
(J-225. The utter simplicity of this duo set is at the core
of its charm. Marc Fossel, a young Frenchman, playing
acoustic guitar, is a sensitive foil for Grappelli and the
mmposero{tw-omwmuulsmwmn is :
well chasen, from Miles Davis (“Tune Up”) to Richard |
Rod&mmEdvardGrkg.anpemat?Sphyswim'
morecheuﬁxlseﬂ-mﬁdememgnhedidatﬁ?.mn
deal dinner music jazz. 4 stars,

o

“JACKSON, JOHNSON, BROWN & CO.” Milt Jack-
son. J.J. Johnson, Ray Brown. Pablo 2310-397. Three |
indomitable survivors of the bebop era bring their
vibraphone,
along with guitarist John Colling (whose “My One and

ne of the betler-kept secrets in the Southland

For an hour he can be found in Burbank in his regular
role as section maember, and frequent
substitute conductor, on “The Tonight Show.” Three
hours later, shedding his square image and rading in his
alto sax for & tenor, he may be seen on the small
bandstand at the Gingerhouse Restaurant in Tarzana.

This procedure has been in effect mince April, 1982
Generally Newsom's partner in the front line s
trombonist Bob Enevoldsen. This Thursday. however;
he was teamed with a second tenor player, John
Bambridge, his colleague in Doc Severinsen’s reed team.

Clearty this is a job Newsom undertakes for the sheer
love of playing improvised music as opposed to reading
section parts. His attractive sound is slightly reminis-
cent of Al Cohn's, his phrasing impeccable and his taste
in tunes conventional but satisfactory.

NEWSOM IMPROVISES AT GINGERHOUSE

Music starts at 830 and later in the evening

fazzmen from the area are Dkely o mtin,

trombone and bass strengths inlo action |

B ———
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NORRIS, HADEN REUNITE FOR A NIGHT

By LEONARD FEATHER

Y alter Norris, a pianist with a long list of New
thamcmm“uhmmxw

Only Love™ is a gentle delight), Roy McCurdy on drums,
andanr\ger.thcyonthtu!Tuan.prhm
meshes weil with the surrounding boppers. Three of the
seven cuts are blues, balanced by Johnson's best-known
original, “Lament,” and Tadd Pameron’s “Our Delight ™
32 stars. A

o

“THE DAVE FRISHBERG SUNGBOOR VOL, 1L
Omni-Sound N1051. Johnny Mercer was 3 wnter and
singer of variously witty and poignant !yn& Frishberg
not only sings and writes Witly and poignant IyTics but
also fashions harmonically melodies, at:d ©a
first-rate modern-jiss planist. Amotig the titles: Bliz-
zard of Lies™ (a marvelous ca!lc-_mun of conversational
cliches), "My Attorney Bernie. “Wheelers and Deal.
ers,” u study In cyniciam, and the very touching
”ﬁiﬂl‘!nll .. "Pﬂ'hbm mmu;wm wo:
ml‘u . - h

=
o —

efficiencly.

Norris' capacity for culling loose i & more solidly
rhythmic vein was evident In “Jayne” which he
recorded with its composer, Ornefte Coleman, on the
fatter’s debut album in 1958

The most challenging plece was “Synehromeoly”

‘Then it was down 1o earth {or a rhapsodic "Body and




By LEONARD FEATHER
'&rﬁnn%ofm'mmfm
usicians in the Los Angeles area.

&, ) reak a leg,” the traditional good luck exhoria-
tion in show buginess, worked out just fine for

‘ Nan Schwartz—literally. .
She was immobilized for nine months after a s_kun_g
{ \ accident that broke her leg in five places. Her career in

* . television production was at a sitstill.

(™
-

n)les

A‘BAD BREAK IS LUCKY FOR COMPOSER

A woman friend asked her: "Whatl's your real
ambition in life?” The reply: "I guess I v.-?nt_to be a
composer, but it's too late—I'm 22, T didn’t go to
Juilliard; I'm not qualified.” y

The friend encouraged her to study privately. 'I‘_oday.
at 30, she is a busy Hollywood writer of‘ music for
television, winner of an Emmy notqinauon (for a
segment she wrote for NBC's “The Devlin Connection”)
and composer of a major orchestral work, “ Aspirations.
which will be given its premiere L{arch 17 b) _the Nejv
American Orchestra at the Santa Monica Civic. She is

e
.',1!

|

da

ceeding Id
sue as a TV composer, though an aggm once to
her: “Forget it. We've tried representing women
| .composers, and this whole town is closed to women. We
‘| don’t want to give youany false hopes.' g

~“After I got a few credits on my own. says Schwartz,

i

| “the agents started jumping on the bandwagon.”

- e : ich
The Schwartz household was the n,,ht_ place in whic

to grow up with music. Her father is Wilbur Schwartz,
once lead clarinetist with Glenn Miller. now a busy
| studio musician who often works in his daughter’s
orchestra. Her mother, a one-time member of th'e
B Sentimentalists (a vocal group with Tommy Dorsey’s
band), still works asa studio group singer. >
“There was always good music in our .hous_e.
Schwartz says. “While other kids my age were listening

( . one of the best-known big-band locations
difing theSwingBra. © o o
3 ‘Shaw, one of the stars of that era, last performed as

leader of a small combo in 1954 before retiring. He lives

—LEONARD FEATHER

" to rock 'n’ roll, my biggest influence was Bill 'Evang.
" Especially the album he made with Claus Ogerman and
a symphony orchestra. : "
“The negative side of growing up with two suceessml
parents is that you feel intimidated by their success. My

: in Newbury Park, Calif.

dad knew what he wanted to do at the age of 8, my

"% JAZZREVIEW
MARLENA SHAW PUTS
ACCENT ON HUMOR

plateau of acceptance.
Vine Street Bar & Grill, where she opened a
stand to a full house Thursday, Shaw went
omary routine, opening with two old
Someone in Love” and “Unforgetta-
' contemporary area for

low ve long known, her shows are
with especially in the introductory
. Perhaps it is because of this

edy that few, if any, of the elitist reviewers

" mother at 5, but Inever had that driving thing. I stud:ed

| piano but never practiced seriously enough. I ma]orerfl in
- piano at Cal State Northridge but 1 heard a few
¢ discouraging words—so I switched departments and
. went into radio-TV-film preduction.’
: During those years, however, Schwartz gang profes-
\ sionally for commercials, TV and films. ‘I started at 11,
'+ ‘and it was a challenge for & while, but then I'd go into
. the studio and find the'band wax

" had to be over-dubbed. I alsofo

Inc longer counted for, anyt

I(_I'

seriously as a vocal artist; vet her

eption and phrasing, and particularly her
and firm intonation, place her several notches
fashionable favorites as, say, a Betty Carter.
the preamble leading into “Go Away Little Boy”
W longer than the song itself and tiresome for
ho have heard it year in and year out; but the
of her work still lies in the singing, and at her
is a match for all but a handful of the living

encore, a vocalise item called “Big Al,” was sung
endricks/Annie Ross vein, in perfect unison
Dbassist Phil Upchurch. As always, Shaw was as
sual as an aural pleasure, her graceful hand
-reminiscent of Pearl Bailey and Linda

 musicians were Will Boulware at.

Nan Schwartz: “I don’t want to be limited”

So I decided I didn't want to be a singer.”

After fate determined that she would also not
continue in TV production, one of Schwartz's arranging
teachers, Billy Byers, set her out on her third and mast
durable career. “Billy had too many things to do, so one
day he said, “Here, you write this one.” It was a chart for
Pia Zadora's Las Vegas act. Well, I did it, and she used it,
but I never heard it played. Probabiy pretty bad.”

The first Schwartz screen credit was for “Barnahy
Jones™ in 1980. Two years later, her big chance arrived
through an incident typical of the devious plots that
must be devised to bypass sex prejudice. Pat Willlams
was the thoughtful friend who engineered it.

“Pat had been writing for ‘The Devlin Connection,'
but he didn’t want to continue, so one day he said, ‘Nan.
you write a segment.’ T did, and he went In and
conducted it. After they were throtigh saying what a
greal score it was, he turned to me and said, “Well,
there's your composer,’ If they had known beforehand,
they would have been nervous.”

Through this stratagem, Schwartz became the Tegu-
lar composer/conductor on the series in September of
1882, remaining until it went off the air last December.
This marked the first time a woman had ever held down
such an assignment.

She finds sexist attitudes not among male composers
who could see in her a potential rival, but mainly among
producers. “You can’t really blame them, because there
haven’t been too many qualified women, I mean, what if
a 12-year-old kid came to your door and ssid he was
going to fix your TV set? He might be a genius, but
you've never seen a kid do it, 50 you're skeptical. }t's the
same thing with women composers.”’ '

Though her screen credits are not vet numerous

there have been enough arranging jobs and outside

work to keep heractive. i
“I've done charts for big bands around town like Bill
Berry, Juggernaut, Maiden Voyage. I did a piece for the
“Tonight Show" band called ‘Blister Samba'; they played
it coming out of a commercial one night and Johnny
Carson paid me a nice on-the-air compliment.” >
Recently she branched out in a new direction:
songwriting. “Don Ashworth, who plays in the “Tonight
Show’ band, asked me to write a piece for him for
English horn. It came off quite well, and T realized that it

Was a pretty enough melody to make a good song; sol

decided to write lyries to it, with the titie ‘Destiny.” ™
Having passed the hurdle of establishing herself as@ |
versatile and competent writer, Schwartz has othes
ambitions. “I've been working mainly in the area of
television because that's where I've found openinge, but
as far as ultimate goals are toncerned, I'd like to get intd. |
motion picture writing. !
“T don’t want to be limited. Ideally I'd like to have the:
kind of diversified life that a Pat Williams or a Dave
Grusin or a Johnny Mandel is enjoying: an arrangement
here, an album there, a movie, a TV special, whatever
comes up." }
Will the day ever arrive for an Osear or Emmy award
to a female composer? This is less a question of if than of
when and, on that lucky day, chances are that the
winner will be a willowy blonde named Nan Louise
Schwartz, [ '
. L)

il
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B JAZZREVIEW Up With & begualing seif -composed bosss nova, “Dan-
A - beile.”

SAXOPHONIST AL COHN _Conajen loog teen s symbet of good-bumared

, Amall-combo mzz Though oftern Wwo busy

i | PLAYS AT CARMELO'S compating o take time ot for a playing ©ie. he has iow

remie of by virlie blow g persoeality
B.e_,,,, w the number of visiling Rz luminaries The company he kept ot Carmwic's reinforend this

from New York tends 1o dwindle s round-trip  impression: With Lou Levy st the paano. Jummie Smith

plihe fares pour, it 18 a rare and weicome event o0 drums and Monty Budwig on bams he had the

w hen sompone like Al Cobn comen 1o WOWn optimum in rhythmic support. Cohn will be at the Hyatt

A Carmeio’s Friday the room was jumping as the o0 Sunset tonight through Saturday, with Levy and

yvoteran Sehor s honist brought his muscular person- basaiat John Heard —~LEONARD FEATHER

ality 1o bear on Lhe Neal Hefll tune “Fred” and followed | - -
-

w3y
~ flos Angeles Simes \
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BURNETT, KLEMMER IN SANTA BARBARA '

By LEONARD PEATHER
+ Y ANTA BARBARA—Jazz came 1o this culture-

was long on diversity and short on big names.

The Friday and Saturday concerts were held in the
Lobero Theater, a one-level venue of moderate size.
Friday evening the Lobero was less than half-filled as
Car| Burnett, a drummer, leading an ad hoc quartet, took
Lo the stage.

Burnett's repertoire inciuded “Stepping Out” an
early 19608 John Coltrane style plece, and “Blues for
Leon,” a jaza waltz, on which Herman Riley played
soprang end lenor saxes respectively, Both were
compased by the pianist. Liew Matthews. The Burnett
group has no definite personality yeti, but it touched
several bases with no difficuity. The concluding calypso
tune, composed by Riley, sounded as much West Coast
as West Indies

Burnett and his excellent bassist, Luther Hughes,
remained on stage L0 accompany the guitarist Joe
Diorio, A master instrumentalist, Diorio suffered at
times from a thin tone, but his version of “A Child Is
Born” found just the right lyrical groove. In one plece
his repeated shaking of the guitar, as if emptymg It of
iast week's trash, produced enly a vague humming and
seemed 10 be more affectation than effect.

Free Flight, reviewed recently at the San Diego

- festival, went through ts unique classical-cum-jasz

. motions, but the jury is still out on whether Mike Garson
1# a satisfactory replacement for Milcho Leviev either as
composer or as pianist. In his sclos he lacked his
e e e oo i psipss
technique, as his own T g R S FECR y
indicated, i beyond cavil “Ome m:f.” :“

John Kiemmer, who replaced Ramsey Lewis on short : - ~
notice as the closing attraction, lcomed tall, large and
lowd over a six-plece group as he ran through his
fiendishly clever but no longer novel echopiex tricks on
his wired-up tenor saxophone. An agreeable surprise
was the presence on keyboards of Vietor Feldman,
whose unaccompanied acoustic solo was a highlight of
the set and of the evening.

Saturday’'s programi. sporung stronger
names, played to a full house. The long offered
little that was new Of innovative, with one important
exception: Lhe opening set by Osamu Kitagima.

A Japanese-born, Los Angeles-based guitarist and
composer, Kitajima also I8 a master of the Blwa
{ Japanese lute) and the koto, both of which he played in
an exotic work called “Breath of Night.” With Masakesu
Yoshizawa, who played the bamboo flute, and five other
musicians, Kitajima stirred up a heady blend of Japanese
played nothing classifiable 83 jeza, ita creative impulses

= e

—
| T——
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‘WHAT’S NEW??
RONSTADT’S
TO GET SEQUEL

By LEONARD FEATHER

inda Ronstadtis “flabbergasted"” at
Lthe suceess of her “What's New"
album, which she says wassimply a
labor of love. But now she wants to make
another album with Nelson Riddle and
already is looking through Cole Porter
and Irving Berlin song books.

Swimming against the trendy tide,
defying all sorts of warnings, Ronstadt
recorded a set of nine classic pop stand-
atdﬁ-,hnked by Nelson Riddle’s orches-

tra, in an album as different from the
w Top 40 fare as champagne from
Yet “What's New" leaped onto

1e Top 10 pop chart.

"'l'l already a gold record and we
‘expect it to go platinum before Christ-
‘mas,” boasted Elektra Records Chairman
Bob Krasnow. “This is the story of

someone who went with a vision, Inthe = ©

stock market they have what they call
contrarians —people who go against the
market. That's what Linda did.”

‘Why has “What's New" done so well?

The most logical answer i§ that it filled
& void. How many recent collections of
standard songy have been recorded lately
for major labels by Tany Bennett, Peggy
Lee, Andy Williams? Ray Avery, owner
of a record shop in Glendale, summed it
up: “There simply hasn't been enough of
this kind of music on the market, except
for reissues. This is a quality album that
sells to Sinatra fans.

“T've had to feorder it four or five
times. Parents are buying it for their
children, but young Ronstadt fans are
algog@tﬁnsitalgiﬂsfortheirpmma.

‘Peter Asher, Ronstadt's longtime pro-
ducer and manager, said, “As far as the
1y proves that the audience still exists,
‘bt it took someone like Linda to make

i ' to bring these people out

of the eloset and into the record shops.”
- lt mbeeumd that everyone in the
us] iness was amazed al the suc-
“What's New” except Ronstadt
‘”Noi true,” she said. “I'm

sing these songs I
Mﬂlm}yho}.*dﬁvemulddoweu
enough to recoup L = hig investment. I

fantasized that the album would go up to,

say No. 80, stay around there for 3 while,
and keep selling quietly over afew vears.
I had no dream whatever of its becoming
Top 10.

“I've enjoyed promoting this album,
landm 10 the press has been a pleasure,
It's 30 nice to have people ask questions
about the music, and not about who I'm

daﬁ'l!‘."

ecenlly, she’s been listening “to
records like one my parents gave me
when [
F‘iwandlmmmong

As for her collaboration with Nelson

Riddle: “We're already set for several
concerts in the East, in January, along

g;;h a T?apaeipllmhuhky for Home Box
ll‘.‘!a. —

about 9, a setnfduetsbyh'ﬂh -

New’ songs on our fall concerts, because I
felt it would be unfair to both kinds of
music. If I ever did it, I'd probably sing a
long set of the Nelson stuff, then have a
long intermission before coming back to
do arock 'n’ roll set.

“T'd really like to work with Nelson
next year in some of those summer
venues I usually play with the rock 'n’
roll band. There are classical pavilions
designed for orchestrated musie, so it
would work beautifully. There's also talk
about doing the show overseas. It's
expensive, of course, to travel around
with 47 pieces, so Nelson would just take
a rhythm seetion and use local musieians
in eacheity.”

O

The “What's New” story raises ques-
tions. . What would have happened if
Elektra had released an album Ronstadt
made a year earlier, based on a similar

- premise, using some of the same tunes?

Possibly not much, since the setting was
a jazz-oriented group with Al Cohn as

saxophonist and arranger, Tommy Flan-

agan on piano and a few others. The jazz

fans would have related to it, but the . 4 .

rnarket would have ended Lhegmg. The
ision to hire Riddle on the remake

=3 ﬁ'hniwas
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ROSEMARY KAUL / Loa Angeles Times

What if the album had been released
under a pseudonym?

*1 think people would have recognized
my voice,” Ronstadt said.

Suppose an unknown singer had come
along with a similar aibum?

“Hard to tell. People might not have
noticed it. After all, my project evolved
with a lot of promotion, plenty of word of
mouth; it was remarkable that somebody
from rock 'n’ roll was doing this. There
wouldn't have been much oceasion to
comment if it had been done by a cabaret
singer.

“My name helped, sure; but I happen to
be one of those people who believe that if
something is good, it will find its way up,”

With young pecple buying “What's
New" for themselves, youthful ears are
being openeduptoald classic songs. “A
girifriend of mine.” said Ronstadt, “heard
T've Got a Crush on You' and was quite

Whai a great song! I've never

:mdnbefore.

Peter Asher points out that going in
unpredictable directions is nothing new
{or his eiiznb “Linda has been bouncing
diﬂemg&mfw years—rock

2

%
%
%
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“I just wanted

to sing the songs |

love,” says Linda Ronstadt.

Above, at a recent concerti at

which she sang tunes from new LP.

being a very fine, versatile singer.”

Neison Riddle concurred: 1 have to
salute her courage in going ahead with
this venture in the face of what must
have been less than enthusiastic cooper-
ation from the record company. Whatev-
er discussions there may have been about
il—some people complained that they
were all slow tunes—it's an album of
reasonable quality, with an arresting
voice, an authoritative voice, As for the
up-tempo tunes, maybe she didn’t have
as much confidence in them as she had in
her ballads, Anyhow, | now hear we're
going to be working logether again. Isn't
that nice?”

Ronstadt contradicts Riddle regarding
the two up-tempo tunes, “Keepin’ Qut of
Mischief Now” and “Falling in Lave
Again,” which were performed at the
concerts but omitted from the album. “I
really liked the way they came out, but
whenever | tried to sequence the
sides—we were going to use the older
version of "Mischief” with Tommy Flana-
gan on piano—I kept feeling that those
tunes, good as they were, interrupted the
flow, the consistency of mood. Anvhow,
some of the tunes I'm finding now have a
slightly breezier quality, so the next
album with Nelson should eliminate that
complaint,”

Without alienating any discernible
segment of her previously established
followers, “What's New" has brought to
Ronstadt an affectionate appreciation
from-her newfound, upper-age-bracket
fans, “When I'm out shopping, older
people come up to me with a sense of
gratitude. They seem to feel that they
have been revalidated, because in the
1960s there was this horrible dismissal of
their presencs, of the sacrifices they
made throu ! the war years. It wasas if
they had been told: ‘Everything vou
value, forget it, We're throwing it all
out—all your expressions, all your hair-
styles, all your clothes, and all your
music.’

“It began 1o gecur o me how deeply
their feelings must have been hurt, and
what a generation of awful, ungrateful,
spoiled brats we were, Now, I'm not
saying I did this album on a sentimental
‘Thank you, Mom and Dad’ basis. Possi-
bly on a subliminal level I wanted to
recognize what had gone on before us,
and show my gratitude for it; but the
bottom line was, I just loved the songs
and wanted tosing tge'm."
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‘WHAT'S NEW’
WITH RONSTADT

Continued from Third Page

a trend, leading other rock stars to try
out their Gershwin and Gordon Jenkins
chops?

“Possibly, but 'm not sure,” Ronstadt
said. “1 think singers like Chrissie Hynde
and Stevie Nicks are very stylized, have
unique contributions toc make (o pop
music and I don't see why they would
even venture out into this area.” She
might have put it less tactfully; not every
rock singer has the adaptability of a

rock pinup queen of the 708 is something
she seemingly prefers o leave 1o the
tumbling dice. She 12 not 2 woman given
to rigid planning.

“What has happened 1o me could mean
that Il include both Nelson and rock
material in my tours; or I could stop
performing emirely and go live on a

Linda Ronstadt.

Precisely what the future holds for the

the Anglo market, dismissed entirdly the
usual radso stations and Top 40 play, but
maybe the Latino stations would play ir."

It was suggested that at (his'Boin!
nobody Is lkely to discouragé Ber in
anything she wanis to do. Nobody wanis
o guess wrong twice Ik

"Well, yeah, but maybe that's Mv-
ous' A littie healthy resistance is always
good; it makes you put your shoulders
Into the effort a little harder,

“Anyhow. to have a project like
“What's New’ turn out the way it has—
that’s enough to keep me satisfied for a
long time. I'm s0 pleased that it's hard to
describe, It feels like the first album |
evermade.” O

A
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VAUGHAN, BASIE: ALL THE
SURPRISES ARE PLEASANT

| LEONARD FEATHER

sn't it riech? Isn't it queer?
Losing her lyrics so late in her
career—or so Sarah Vaughan
puld have had us believe. But
Bhen, during her glorious “Send In
Clowns" Thursday evening at
je Beverly Theatre, she seemed Lo
Pee her way momentarily, it was
=t possible that the memory lapse
‘®as a touch of theatrics to induce,

‘Bnally, greater applause than ever.
Vaughan recital customarily
inds her with her perennial rhythm
fection: Mike Wofford, piano; Andy
‘Bimpkins, bass, and Harold Jones,
brums. On this occasion their potent
pesence was embellished by the
sections from the orchestra of

{per co-star, Count Basie.

FEven by her own impeccable
'Bandards this was a Vaughan per-
grmance above and beyond expec-

gown, she floated onstage 10 eas¢
into *Just Friends,” stepping aside
midway for an alto sax solo by Chris
‘Woods. For those of us who remem-
ber her embryonic years there was
Tadd Dameron's “H You Could See
Me Now,” but it was Victor Her-
bert's “Indian Summer,” introduced
as Count Basie's favorite song, that
sent hot and cold vibrates up and
down our spine. -

The Vaughan contralto js seldom
more effectively used than in the
wordless singing of an outstanding
ballad. a technique she applied
masterfully to Billy Stravhorn's
“Chelsea Bridge.”

Her sense of humor showed up in
a typical tongue-in-cheek ploy
when she presided over a singalong
for the first eight bars of “From
This Moment On,” surely the un-
likeliest song for this kind of treat-
ment

Please see VAUGHAN , Page 7

Sarah Vaughan,

e

I 0.-I " i J.

by Count Basie and band: sending hot and cold vibratcs up the sbine.

ations, Wearing a canary-colored

e =—

e
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VAUGHAN, BASIE
Continued from Page 1 !

Still snother surprise was “That's AlL” Normally a
m,mvemm.nwummmza
with an interlude for breakneck tenor sax solos by Er
Dixon and Kenny Hing, :

The previously mentioned “Send In the Clowns”
offered a perfect contrast to all the big-band excitement.
Sung with the rhythm section enly, it mnllww
Wofford’s sensfiive accompaniment. o, A

The Cotnt Basie battalion played a relatively shart
opening set. Absent were the vocalist (no doubt due 0
Vaughan's presence) and Basie's eternal guitarist

Freddie Green (he s touring Europe with a band of
Hpﬂmhutwwmwthe!oldnenwuk).
Basie offered essentially the same material he plays
on all his concerts. As always, the ensemble and section
passages were totally authoritative and his solos, while
R TR
: at J I t
blhhﬁﬂ'mymw is ki
mers in his usual solo vehicle Never I8
Another You.” ' .
Now three months into his 80th year and no
m.auumm.numﬁmmm '
usual wry wit and applied tha! sume manner o his few
plano outings. May kis Indlan summer go on forever.

—

——




w2 b3

ECLECT IC RECITAL IN SANTA BARBARA

nJ‘LmNmn FEATHER

ANTA BARBARA-—The mini-festival that began

 in this city Friday wound down Stunday afternoon

with a modest, intimate recital that reflected the
eclectic tastes of producer Tony Molina. _

The setting was the Cabrillo Room of the Sheraton

Santa Barbara Hotel, an airy lounge with a view of the

mne&m at stage right, making for a delightful

ﬁ"he four small groups heard represented as many
diffe ent musical viewpoints. 'I'he swprise hit of t.his

meqcmu shepiayed the ﬁrst
hs set on a new instrument, the Yamaha FX-1,
It.g countless capabilities for programming enabled
toachievevirmdlyamtmpmmsomds to
mellow organ effects, to simulate numerous
‘and reed instrumenls and even to play pseudo-
rithout the mechanical clicking usually achieved
M ahudhnphnbt and a casual, amiable
hmnmedmngrmﬂp!anomdm

Bobllme. whmemloon “mel.ntelate

! AnJohtmmdplamﬁDwayne Smith, an
duo, displayed their intuitive rapport in a series
-compositions that swung back and forth
_mlymdrhythmic.tomlandawmmmuy

and mainly improvised. Johnson played |

mﬂedchmmgujtarbutswitched toelectric
last couple of pieces;

er duo, Milcho Leviev and Tommy Vig on
one, seemed to be finding its way, the dry spells
g with moments of humor and passages of
e interplay. Vig's tendency to kid around gets
piter of him at times, but in a more serious vein he

d some ingenious four-mallet ideas.
ally, there was a flawless demonstration of
be-bop, a genre once considered radical but now
r.m:lumal Buddy De Franco, the perennial giant of the

=

_.,'—'"——' - .-q_=-n__,-."4 3

clarinet, was teamed with his good-vibes counterpart
Terry Gibbs. They were well supported by Judy
Roberts, Bob Maize and Gibbs" 19-year-oid son, Gerry,
on drums.

That this unpretentious concert yvielded so much
superior music was at once satisfying and frustrating,
for the attendance was a f{raction of that seen at
Saturday’s fusion-oriented performance. Poor publicity
was at least partly to blame.

Molina deserves credit for taking chances 'in his
choice of talent. One can only hope thal next year he
will find a way to make the world beat a path to his door.

————
1

| erese————
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Leonard Feather Acclaimed

Local 47 member and OVERTURE
columnist Leonard Feather is this
year’s recipient of Down Beat’s “Life-
time Achievement Award.”

Leonard has long been acknowl-

. . edged as the world’s premiere jozz

writer. The multi-talented Feather
also has international credits as com-
poser, lyricist, deejay, tv producer,
pianist, script writer, talent scout, liner
note writer, concert promoter, lec-

" turer, record producer and author.

But maybe none as gratifying as his
introduction to Jimmy Carter when

——

.’di-r.

Since his earliest daysas a feenage
jazz. critic in England, Leonard has
garnered a plethora of accolades.

Down Beat described Leonard as
**an edueator of enormous influence”
in interpreting jozz to the people
“longer and more consistently than

* anyone else.”’

the President said:
you, Mr.
famous man.”’

“I'm glad to meet
Feather.

You're a very

: 11 _\,- 7
Mmmw:-ollomdmtothe

Wmmmmmm
phrasing, etc., of the original? She must
‘have run out of easy-to-sing melodies in
therockgenre.

Maybe Nelson Riddle’s hand in n;e
project added something new.
‘not the same old Xerox, but lt'lltakeaue
‘helluva record to change my opinion: in a
country that worships mediocrity there
can be only one queen, Linda “Cover

Version” Ronstadt. Why is Calendar
devoting so much space o her instead of
truly vital vocalists such as Phoebe
‘Snow?

CHANDLER WHITE
Hollywood

For your information, Linda, the rea-
son Chrissie Hynde doesn't “venture out
into this area” (dngingnomsandl’aps
tunes) is because Chrissie is an extreme-

LINDA RONSTADT—SHE CAME FROM OUT OF THE OOZE

other venue to revive your dying career

and your last resort was the "Ben-Gay

Crowd.” You should have called your
new album, ““What's Left?”

JOYCE YOVANNONE

‘Woodland Hills

- All this talk about Ronstadt's “What's

. New” is fine, but let’s set the record

straight. Two years ago, Carly Simon
released an album, “Torch,"
songs that could have and some that
already had been sung by Frank Sinatra,
Peggy Lee, etc. Linda's album is great,
Carly's was wq.gd.um first. Just
because it didn't race up the charts, it
should not be overlooked.
~ SCOTT DANIELSON
. SmLtﬂsOhupo

If you choose 1o publish the letter I

ly talented singer/songwriter/musician

Nov. 13). God bless you, my dear! 'I‘oo
bad Felix de Cola couldn’t have lived long

en it!
JEROEI TR gse/t MARVIN H. LEAF
; Los Angeles
Is even the ubiguitous, oft-quoted
- Leonard Feather fooled by Linda Ron-
. stadt? Am I the only one who does a slow:
\ burn when hé hears Ronstadt singing a

who doesn't need the help of Nelson

“Riddle or the props of pre-World War Il
songstokeepha'iuthelameﬁgh,qi

high on the charts.

Ronstadt (erroneously sent to Zip Code
iﬂﬂ) and it is not too iate, please make
ﬁe&ﬂmmlnorchanm

Change lines 1 and 2 to “I have

It's obvious, Linda, thatywlaasm wmm&'n'rdlem

“new-wave” albums flopped and that
your career has been “flopping” around

for the Iastmyegrs or 80, in your vain- and 2

15 and fame.

iince
& g

oﬁmﬁ;ﬁ&em:ﬂmm

- between “twanging”
Mm

".fr

-,

~ MARVIN H. LEAF
& ~ Los Angeles
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ARTIESHAW BEGINS THE BEGUINE AGAIN

By LEONARD FEATHER

he big-band era dies hard Despite seemingly

I insurmountabls logistical and economic probilems
most of them having to do with the cost of
transportation, veterans such as Weody Herman and
Count Basie remain on the road, while the ghost bands
named after Glenn Miller, Tommy Dorsey and others
cling to name values that have endured through the
decades. Mercer Ellington, almost 10 years after his
father's death, keeps the family flame burning brightly.

Now comes the most improbable surprise of the
post-Swing Era. Artie Shaw, who has devoted countless
days, perhaps years, to writing and talking about his
rejection of the band business and reasons for retiring
from it permanently and in total disgust, has revealed
that permanently is not forever. Next week he will fly 10
Boston to start whipping into shape an ensembie that
will be known as the Artie Shaw Orchestra.

He will not be seen with the unit, except perhaps at a
table near the bandstand, offering comments in his
perennially loguacious manner. Front and center will be
Dick Johnson, hand picked for leadership by Shaw. An
alumnus of several name bands (Buddy Rich. Buddy
Morrow, Neal Hefti and, oddly enough, Benny Good-

. man), Johnson has been leading an eight-piece group
| \round Boston. The new band will comprise the
| tandard four trumpets, three trombones, five saxes and
| Sur rhythm players.

““This wasn’t my idea,” Shaw said last week in a call
'om his Newbury Park, Calif,, home. “Willard Alexan-
er, the agent who handies most of the big bands—he’s
een at it almost 50 years—has been trying to talk me
ato it for the past three or four years. '

“1 had very mixed feelings about 4 band going out and
ilaying my music while I'm still on the scene; but Dick
‘ohnson’s manager kept sending me Dick’s records,
sking for an endorsement. I decided that if it was to be
one, Dick would definitely be the man.

_—

" cencept of the Gramercy 5, a combo-N

. wt,:!i_ o

“He's a remarkably talented player on everything—
not only clarinet, but soprana, &ito and tenor saxes and
flute. He says he grew up idolizing me, and the manager
wanled aquote; $o I said that he was the best I'd heard in
a long time.

“Later, when Willard and | talked again, ! told him
that this was the guy we should seriously consider if we
were going ahead. | haven't seen him work, but |
understand 'he had o pleasant personality on the
bandstand, which is something | pever did —1 used to
stand up there frowning.”

Why fs Shaw himself not the choice lo lead the
reconstituted Artle Shaw band? The reason is simple;
When it came t0 instrumental activity, permanently was
indeed forever. Shaw's clarinet, in fact, s now in his
living room, used a8 the base for a lamp shade. ]

JAZZ

wouldn't dream of trying to play again; it would take me
forever to get back inshape.”

The great Shaw yearsran from 1938, when “Begin the
Beguine” launched him as a national figure on records,
through the 1940s. Ftr a while he and Benny Goodman
were touted by press agents as rivals for the “King of
Swing” throne, but the competitive aspect was strictly
hype. Both were superb musicians, both had smartly
unified bands with arrangements that represented some
of the swing vears' most elegant products.

Shaw made headlines constantly with his marriages
and divorces (Lana Turner, Ava Gard-
ner, Doris Dowling and Evelyn Keyes
among others), and with his impulsive
retirements from and returns to the
band business. After his first flight in
1939 he returned the following spring
with an elaborate string-embeilished
orchestra that scored immediately with
“Frenesi,” a song he had heard while on
hiatus in Mexico.

He was genuinely revolted by the
business end of music, by its twisted
values and fawning fans. Nevertheless, all his bands
were top drawer, among them a Navy ensemble that
toured the South Pacific during World War I1.

After breaking up his iast big band in 1850, he went to
work on a semi-autobiographical, semi-philosophical
book, “The Trouble With Cinder..ls” {Da Capo Press).
His fipal playing found him leading & small combo in
nightclubs from 1953-54.

The time since then has been taken up by an
unpredictable sequence of events: five years of relaxing
in Spain, some time spent as a dairy farmer; astint asa
champion skeet shooter in New Engiand, several years
as a film producer and distributor in New York, returns
to writing (a short novel published in 1965, a long fiction
work still in progress).

 Shaw, however, has never been totally out of touch

| with the profession that brought him world notoriety.
He attends an occusional concert and talks enthusiasti-
cally with old friends about every kind of music. He's
aware of the many changes in popular musie.

“I'll be able to do a lat of things with this band that 1
never could before, because 1 was always frustrated
with the dance-band image. There would be thausands
of people standing around listening, which prompted me
to ask why we weren't booked into a goncert hall. The
answer invarizbly was: ‘You can't do concerts. This
mufwdﬂM'weu.Mwm
everything else s for concerls. - % r

“Phe last concert | went 1o was a flute recital by Jim
Walker and James Galway. My God, they played stuff

that an audience wouldn't have sat still forin my day' So
I have a shot now at getting the hand to play Some music
that can be taken seriously.” oo T
Obviously requests for “Begitt the Beguine™ and the
Iikewmhsvetobehammuidtw“an
ShawmuguﬁeJohwnthbuanm
lﬂvmtumusdirectmxsaamﬂtﬂum&ﬂrnlr_
eniough established. There s aisoagood chatice that the
early 108, will berevived. -

; 'Mammm IMOMQ"MW-'
in 1975 (inset). Next week, Shaw will start
whipping a new Artie Shaw Orchestra into shape.

“I'm hoping that as the band progresses i1 will be
possible 1o go off into what the Artie Shaw Orchestra
might have evolved into had it stayed together all these
ym-n

Shaw's enthusiasm is shared by Johnson. “I'm excited
as hell, man,” Johnson said during a call from Boston.
“Artie said that along with some of the oid stuff we can
do some of my things, I'm putting in three or four hours
a day on the clarinet. I've always dug Artie; when [ was
a kid | was raised on Shaw and Goodman.

“I've been very comfortable around here, leading this
eight-piece band called the Swing Shift. A couple of
members will be In the new band, including Gary
Johnson, the drummer, who's my son. There'il be
another second generation jazzman—Joe Cshn, the
guitarist: his father s the saxophonist Al Cohn.™
Johnson said he'’s assembling most of the personnel in
Boston with some help from talent out of the Berklee
College of Music,

“Artie scems deiighted as I am. If some of our sounds
are more modern, that's what he wants. He never stops
moving forward and thinking about what's happening
today; that's the way he was years ago and I guess that's
how he'll always be,” Johnson said.

Because the pre- and post-holiday season 15 notori-
ously poor for show business, the band will wait until
mid-January before making its formal debut. “The first
few dates in December,” says Shaw, “will be a break-in
penod, very much like a show opening out of town.
We'll play some obscure little dates in New England,
just to shake the band down a little,” _

His eagerness is in no measure marred by his lack of
dlirect participation. “I own this band. The audience will

id be a wealthy man in a few years. O

ithin-the giind, _ be aware that I'm taking a very definite personal
T bat; bt I've worked it out with Dick so that if it

L
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JAZZ ALBUM BRIEFS s

By LEONARD FEATHER

“SIMPLY VOL. V1" Blossom Dearie.
Daffodil BMD 106. If she were abell she'd
be tinkling. The singularly dainty Dearie
voeal sound is applied to five of her own
melodies, with sensitive lyrics by Jack
Segal, and to five works from other
sources. Only one, “Just the Way You
Are.” is a well-known standard-to-be.
Among the others are “Answering Ma-
chine,” which will amuse anybody who
has ever dealt with one, and Dave
Trishberg’s evocative “Sweet Kentucky
Ham” (see Frishberg interview, Page
98).

Mike Renzi supplies electric keyboard
sounds to supplement Dearie's piano. The
w ean' is one of East Side Manhattan

Mm
O

uonmthebestsense-manes :

in what seems to be her natural territory.
Backed by two rhythm sections, of which
that on Side Two' (with Kenny Barron,
piano, and Seldon Powell, saxes) is"far
superior, she tackles standards. (“Lover
Man,” “Gee Baby Ain't 1 Good to You,”
“Prelude to a Kiss”) with the airy sound
and the occasional yodel central to her
idiosyncratic jazz style. Counterbalanc-
ing these virtues are a couple of ventures
into camps, of which “Cooking Breakfast
for the One I Love,” from a 1930 Fanny
Brice film, is the most égregious. The title
song is a splendid, too-long-neglected
blues ballad. 3% stars.

a

“BLUESLINE.” Martial Solal. Soul
Notes 1060. The notes claim that “calling
Solal the greatest pianist in Europe is like
calling Frank Sinatra the greatest croon-
er from New Jersey.” Well, not quite; but

ol As v B i

Please__ Turn to Page 103

g e e
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ﬁmﬁl'.l»uedfrom 100th Page
Sola) is a phenomenally talented artist

K‘L

whmvmmtml?‘ramehavebeen-

”‘tm infrequent, Tackling six standards
{four pop, two bop) and three very
substantial originals, he never disengag-
ez the listener's interest. Recorded unac-
companied last January in Milan. 4%
stars, though a couple of cuts border on 5.

o

“SHADOWDANCE.” Shadowfax.
Windham Hill WH-1029. Shadowfax is
‘the group most representative of a new

" idiom aborning. It is not jazz (improvisa-
tion seemingly plays a secondary role)
and despite the electronic effects, it is not
rock. Forget about categories; it is new
md worthy of sermua atudy The sounds

o

-
—

_.f‘.,p' u:-';;'.t-.

. ?ﬁichuds, one of the added start-
- ers, W a dozen hittable instruments
- e % ensemble on
. Mﬁmﬁm mh track. The group is

-
-
-
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~ man. RCA 4746. Subtitled “The Piano
- Music of Zez Confrey,” this is an immac-
h“p——ﬁ:_

riﬂ'_q_}f.ﬁawew_rer. and the'

ulately executed' collection of too-cute

- tunes of the 1920s and "30s by a composer
‘whose titles (“Dizzy Fingers,” “You Tell

"Em, lIvories”) were a tip-off to the
novelty-oriented character of his music,
which turned out to be a short-lived fad.
Dick Hyman could have put his time to
beuer use with an album of works by,
say, Willie (The Lion) Smith. Two stars.

o

“SWINGRASS '83." Antilles 1014.
Buell Neidlinger, a first-call Los Angeles
bassist, is the main mover here, as
producer, soloist, arranger and (on “Blue

) composer. “Sophisticated Lady”
as a mandolin solo? No thoughts are
unthinkable to Neidlinger: even the
loping two-beat on Theionious Monk's
“Friday the 13th” somehow fits, With
wiclin, harmonica and a few others
(among them the former Weather Re-

‘port drummer Peter Erskine), Swingrass
is an unpretentiously engaging hybrid.

3%4 stars.

O

“BOP CITY.” Ben Sidran. Antilles AN
1012. It was inevitable that sooner or
later Sidran would set lyries to, and
record, the old Miles Davis tung “Nar-
dis.” (Try spelling in backwards.) This is
one of six jazz instrumentals to which he
has set lyrics. John Coltrane’s “Big
Nick,” Freddie Hubbard's “Up Jumped
Spring,” et al. All Sidran's, words and
music, are the title song and “It Didn't All
Come True.” As a singer and pianist he is
not quite in the Dave Frishberg class, but
on Mose Allison’s “City Home™ Sidran
achieves a gracious groove recallmg
Allison himself. Phil Woods' alto and
Mike Mainieri's vibes beef up the fine
combobaekmg 3% stars.
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DAVE FRISHBERG, A
PIANIST WITH WIT

By LEONARD FEATHER

succeed as a composer. Somewhat mare rarely, the

planist may sing self-composed works. Even more
infrequently, one finds that the songs are all his or her
own, words as well a§ music, with lyrics that are 2
witty or louching as the melody is engaging.

Dave Frishberg belongs in thig category. A maverick
on every level, he grew up with Basie, Goodmsn and
Giibert and Sullivan; wanted to play bebop like Bud
Powell but wound up in a Dixieland band at Eddie
| “Condon’s, He idolized Frank Loesser (“the great under-
appreciated genius of American popularsong”), but al-
so names Bing Crosby and Sonny Rollins as shapers of

his musical thinking
|  Frishberg is a late bloomer. A professional pianist
| since the late 19503, he matured slowly as a writer and
did not perform his songs in public until a few years ago,
Recently, his voice, which Rex Reed has called “a cross
| between Hoagy Carmichael and Mose Allison.” has
delighted audiences from New York to London and
Paris. ("I had a couple of my songs transiated and sang
them in French. They love it.”)

Every facet of the Frishberg career has moved in fits
and starts. “Back home in St. Paul, they tried to give me
piano lessons when 1 was 8. | was a natural; 1 got to

I: 12 not uncomimon for a first-rate jazz pianist to

where I could play some simple classical repertoire, but

1just hated it; and after two years I quit.

“When I went back to the piano I was 15, played
completely by ear, and just wanted to play boogie-woo-
gie blues like Petg Johnson. I didn't really learn to read
music until T went o the University of Minnesota where
I'was a journalism major but tock music as an elective. 1
just took journalism to get through school, but in the

CON KEYES / Los Angeies Thee

Dave Frishberg matured slowly as a songwriter and didn’t sing in public until a few years ago.

back of my mind I knew that | was going to be a bebop
piano player, like Bud Powell and Al Haig and Horace
Silver.

“I never thought much about writing, but when I was
inthe Air Furce, stationed in Sait Lake City, friends got
me into the local studio scene, which was mainly jingles,
so I'd write jingles and station ID's,”

Once out of the service, Frishberg made the logical
move to New York, where he accompanied Carmen
McRae; “My parents were horrified when they heard |
was playing the piano for a living. One of the only times
they heard me was with Carmen. and they were

e : z

fittingly respectful of my skill as an accompanist.”
Frishberg's drift into Dixieland was aceidental “A lot
of the musicians I met happened to be older; and when
they found out that | knew the traditional jasz
repertoire—from listening to my brother's Jelly Roil
Morton and Pee Wee Russell records—he was a
Dixieland nut—they were delighted and first thing you
know, [ was working at Eddie Condon's.
“Wild Bill Davison, Bobby Hackett, Peanuts Hucko,

Gene Krupa—that was my life for quite a few years. |
was genuinely interested in that oid music.” But there
were other, less jobs: A year on and off with
the tenor sax giant Ben Webster, and then a long stint

-

»

ago this week—in fact, I was supposed 1o join them the
day President Kennedy was killed. and after the gig was
canceled we started the following evening, at the Half
Note. I worked there, more or |ess as the house pianist,
for two or thres years."

Meanwhile, Frishberg's interest in the art of the song
form bad taken firm shape, While he was on the road
with Dick Haymes and Fran Jeffnes (then Mrs.
Baymesl.hq_muhdbyhmaom@plyme
“eute” material. Frishberg went home, sat down, and
composea “Peel Me a Grape,” a clever collection of
effete lines,

“Fran didn't record it, but a couple of my songwriter
friends took it 10 Frank Music, the publishing company
run by my idol, Frank Loesser. Frank published that
and several other songs of mine. "Peel Me a Grape’ was
recorded about a dozen times in a year. 1 thought to
mysclf, hey, this is gonna be easy' Well, I didnt get
another song recorded for eight years.”

Frishberg eventually received a personal csll from
Loesser. who expressed interest in his songs. They met
in Loesser's office and chatted about the creation of
Iyrics. “Later, after a backer's audition for a show, |
p!ayeduthislnﬂemdwespemthmhmmwgetha.
l;;gdmmthmrvemvcrfmtemhema
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" A varacious reader who appreciates literate wriling,

"Frishberg gradually built up his vepertoire with such

, worksas“I'm Hip” (brought to'prdmmence by Blossom

Dearie) and “Van Lingle Mungo,” the words of which
are a laundry list of baseball players, incongruously
attached to a romantic melody. “I'm Hip” was a poem for
which Bob Dorough supplied 2 harmonically sophisti-
cated tune.

It was as-a writer that Frishberg made his move to
Los Angeles in 1971, contributing music and Iyrics to the.
NBC-TV comedy series “The Funny Side.” His most
successful song, ironically, is one of which the adult
public is unaware. “T wrote something called T'm Just a
Bill.' It's the story of how a bill becomes law, in
Cengress. It's been on a Saturday morning children’s
show, sung by Jack Sheldon, regularly for eight years.

.That's my money maker. | also have about eight
recordings now of a song [ wrote with Johnny Mandel,
‘You Are There.'”

Still playing piano with various groups, among them
the Tijuana Brass from 1974-75, Frishberg shied away
from singing except in the safety of his home, or a studio
where he made demonstration records. In 1977 he sang

Jne of them his own affectionate “Dear
“oncord Jazz album. This proved to be

14 'ThmJﬁf#sghmkedmeafl'dlﬂ:eto
‘Crosby in Bing's show at the Concord
myGodlﬂlngmonéofmytho

£ ﬁammm gig, I-performed for close to_

ia
a}

g
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‘and to my surprise and delight,

1 mmﬂmidﬂn’thavetobecom X ""

"T 3 &imtamwiemmlﬂe.bmmelm
getting kind of sick of sitting in clubs playing choruses,
PMWNWBE&WWE”'
Frishberg feels that his songs, their references
their vocabulary, are distinctively American. “Th
what | admired about Frank Loesser, He was

‘Lies"),

eoumerpa:t of Ring Lardner in his use of languag
Lardnuwembeyondbem;umw gptmg 0Ss.
psyche downin print.”

Some of Frishberg's songs deal with eynicism or
hypocrisy (“The Wheelers and Dealers,” “Blizzard of
others with loneliness (“Sweet Kentucky
Ham"). “Marilyn Monroe,” with a melody by Alan
Broadbent, is gently reverential; “Another Song About
Paris™ is delightfully satirical,

Though he still plays gigs as a jazz pianist, Frishberg
today finds himself in demand as the in-person
purveyor of his unique repertoire. “All of a sudden find
myself working continuously, doing my act all over the
world. It's odd, but Los Angeles, where Llive, is the only
place that can offer no more than two days’ work at a
time, So my life in L.A. is devoted mainly to writing, and
my life outside mainly to performing.

“1 recently finished a three-week gig in London. I'm
going back there to do my own TV special next April. 1
expect it will have a general air of nostalgia, as I'll be
dealing with all of my heroes—Bix Beiderbecke, Jelly
Roll Morton, Marilyn Monroe, Johnny Hodges."

What began as a reluctzmt concession has turned out
to be his logical direction: Frishberg today needs no
middleman or middlewoman to interpret his works,
though he still numbers Elossom Dearie, Beb Dorough
and other singers among his staunchest supporters,

“It’'s funny." he says, “I've only recently begun to
realize that what I'm deing can reach out to a much
bigger audience than the jazz or night club audience. I'm
beginning to get the feeling that it has a really big, wide
general appeal.”

He might have added that it also has the respect of his
peers: “The Dave Frishberg Songbook Vol I" on
OnmiSomdeemtﬂswaswmjmtedbyNARAS last
year in the “Best Male Jazz Vocalist” cm.egory It seems
entirely possible that Vol. I, released recently, could

 winaGrammy.

“If it happened,” says Frishberg with a wry smile, “it
would be the ultimate irony:. Here I've spent close to 30
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Dinah Washington’s Earu-.y Years -

By NELSON GEORGE

Dinah Washington is today best
known for smooth, slightly jazzy pop
crooning in the late 19508 on “What
A Difference A Day Makes,” “Unfor-
gettabley” and “This Bitter Earth.”
There was a hard, bluesy edge 1o her
voice, but her matenial was usually tai-

lored to appeal 1o a crossover, iight-

club audience. Most of her duet: with
oiced"Mercury labelmate Brook

.~ Benton fit this mold.

But this wasn't
the Dinah Washing-
1on who dommated
the post-war black
music scene, the one
whose earthy deliv-
ery set the stage for <
the soul explosion
that was 10 come. From 1943 to
1954, Washington had 15 top 10
rhythm & blues hits, including *‘Baby
Get Lost,” “Teach Me Tonight,"”
“Evil Gal Blues” and the now hu-
morous “Telesasion Is The Thing
This Year.” All thedessongs and 23
more are contained on “A Slick
Chick (On The Mellow Side,)” a fine
compilation album of singles from
Washington's now forgotten blues
period. Along with singers such as
Charles and Roy Brown, Amos Mil-
burn and Louis Jordan, Washing!on
was a key figure in black music’s evo-
lution from big band jazz and Jump
blues 1o rhythm & blues and ulti-
mately soul.

But despite Arnold Shaw’s liner

notes and the scholarly tone of this ':

P :m Ven¥5r - M)

column, **A Slick Chick™ is not just a
piece of history, but a funny, funky
album of great 12-bar blues songs
sung with wit by a defiantly guibyck== "
et singer. “Long John Blues” a big -
hit for Washington il 1949, is typi-
cal. Its tonghe-in-cheek lyric about
vistting a dentist (“he thrlls me,
when he drills me™) got it banned on
some radio stations, which shows
how innocent America was then. To-
day the song is downright cute.

* * *

e, 'ygh.'ju:m‘dl'mup{ormawardasa

singer.” Nevertheless, as the memory of Nat King Cole
should remind us, strange things have happened.

You may have won a prize/Won't wrinkle, shrink or
Wd "

Your secret’s safe with me/This is a real good deal

It's finger-lickin’ good/Strictly by the book

What's fair is fair, I'll be right there/I am not a trook

Marooned, meroomed, marooned in ablizard of lies. O

—Lyrics ®David and Samantha Frishberg: Swiftwater Musie '
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ibutes is her diction.
iis with thehmdor
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‘We are fortunate serte

* Tonight and Saturday at Donte's, 'DuﬁdBmgij, will
‘ead a quartet mﬂw m«ﬂmm;ﬂmﬂe&
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BILL HOLMAN BIG BAND AT CARMELO’S

By LEONARD FEATHER

Ruth Hoover of Carmelo’s is the stubbornest club

owner in town, Refusing to recognize economic
hazards, she still hires full orchestras as often as
possible. On Sunday afternoon the ditraction was Bill
Holman's 16-piece ensemble.

An arranger known for+ his loyaity to the eternal
verities of jazz, Holman uses flites sparingly. preferring
the traditional five-saxophone blend. Oecasionally he
takes a tenor solo himself. Holman derives special
pleasure from taking some out-of-fashion piece and
dressing it up in a stylish arrangement. Like Gil Evans,
he seems even more interested in arranging the works
of pthers than in designing his own compositions.

Early in Sunday’s show he announced: “Now we'd
like to play an archetypal South Sea Islands movie
theme from the 1930s, written by Alfred Newman.” It
was all of that, but when Holman unleashed hyg men on
“Moon of Mannakoora,” the tropical lus was
missing; nothing, in fact, remained except the waltz
meter and a rough outline of the melody, which Hohnan
transmuted with melodic shifts and harmonic embel-
lishments. -

In “St. Thomas™ he added quirky voieings to the old
West Indian theme. A delightful treatment of “Just
Friends"” found harmony thrown to the winds while his
horns blew a series of choruses entirely in unison,
weaving one wild new melody line after another on the
50-year-old chestnut.

Hoiman's lyrical side was in evidence when Lanny
Morgan switched to flute to lead the reed team through
Charles Mingus' “Goodby Pork Pie Hat,"

As a composer, Holman was agreeably but less
spectacularly represented by a four-part “Street Suite.”

Fortunately for advocates-of the big-band sound,

Among the band's most stimulating soloists are Bob

— e

Shepherd on sopranc sax, Bob Cooper an tensr sax and
Milcho Leviev at the piano.

The Sunday matinees are being suspended for
Degember, hut big bands remain on the menu: Jugger-

naut returns Saturday evening and Don Menza on
Monday.

Hunter. Columbia 38879, Hi
88-yeaz-old singer in any
unrelentingly rugged sound is hez
in her own songs: ‘“Without Rhythm, ;
pace, with good old-timey lyrics about the
and the Jordan rolling; “Now I'm Satisf
great gospel groove, complete with
and “Black Man,” a traditional blues in
down, with help from trombonist Vic
from Budd Johnson's tenor sax. The
cuts include a splendid “He’s Fum
“Georgia” in which Hunter seems

‘LOOK FOR THE SILVER

™ 2 | ;
" Concord Jazz CJ-226. This happy collaboration brings
) time since her Ellington LP in 1957, As is her custom,
she delivers the melodies straight, no rhythmic or
_melodic chasers, though here and there a jazz timbre 1
detectable. What embellishments there are stem from
Herman's crisp orchestra, pianist John Oddo’s imagina-
tive arrangements, and, on each of the eight cuts, a solo
. Dby at least one member of the band Material ranges
from Ellington 1o James Tayler, Kenny Loggins and the
Bergmans, 4 stars.

0

"IMPRESSIONS OF CHARLES MINGUS.” Teo Ma- 3
m.%m?am.mmbestkmwuua,i.
Mingus and Ellington, is a

taiented composer and saxophonist. There is some
mﬂmm_hm._mmmagvmby

imperfect balance,

;Mﬁmnnmmmmw
m~lm("8mg{nr3eny.”m
W}mms-mum'snmm

_ cuts, his tenor sax the other five. Monty Budwig's
Ceroli complete the combo. Diango ardt’s
“Nuages” is reconsiructed as an upbeat samba, to
¢NEAgINg effect. 4 stara. O S———




7 3}

4E

Performance art
in the form of jazz

The News and Observer, Raleigh, N. C., Sun., August 28, 1983

“Performance art,’”’ music critic
John Rockwell wrote recently in
The New York Times, ‘‘is a form
in which performance takes prece-
dence over real-
istic content.”
Performance art
usually involves
multimedia
forms, intense
cxpression and
the artist as both
ereator and per-
farmer.
. - Sounds like a
: " description of
: “jazz, except for
" the multimedia forms. And even
. those can be imagined from jaz;;s

Off
the
record

By Owen
Cordle

dange-inducing rhythms “ang
theatrical charisma of its bes§ pe
formers, They can even be ima
ined on records, such as

Hopkins’ “*How:Blue €an Youl
(Palo Alto PA 8034 i

V¥
Mugs singer Bessie Smith' in
Broadway musical “Me Bes-
sie™ and who has roots in gospel
music, may have recorded the
next blues Grammy winner, Seven
of the tunes were 'written by jazz
critic and pianist Leonard Feath-
er, and they include a wake-me-
and-shake-me “You Could Have
Had Me Baby" (with traces of .
singer Alberta Hunter's phrasing
in Miss Hopkins’ delivery), a slow,
slipping-and-sliding “Born on a
Friday" and the title cut, a B.B.
King-styled whiner featuring Cal-
vin Newborn’s guitar.

The other instrumentalists are
direct and eloquent, too. They in-
clude trumpeter and flugelhornist
Clora Bryant (where has she
been?), tenor and alto saxophonist
Red Holloway, organist Art Hil- .
lery, pianist Gerald Wiggins (with

. Feather subbing on two tracks),
hassist Bob Maize and drummer
Jimmie Smith.

:g:s Hopkins, wﬁ:

Without emotional overkill but NS AT

with soulful electricity, Miss Hop-
kins and her ensemble drive.
straight for the heart. She caps the
album with an a cappella “Pre-
cious Lord” that is, shall we say,
divine, =2

Powell. You always remember the
chords and touch of Evans. Here,
““Young and Foolish’ and the pia-
nist’s “Peace Piece" reveal the
forever sadness of his best ballad
performances. But ‘“Minority”
and ““Oleo” show that Evans’ in-
fluence as a swinger has been un-
derestimated. Sam Jones was the
bassist ‘and-Philly Joe Jones the
drumfirer of this essential session.

The Original Jazz Classics in-
clude the original liner notes and
cover.art. At $5.98, they are a bar-
gain. ;Seventy reissues ‘are avail-
able ip the series. :

Théh there is Gerald Wilson’s
“Jesgica” (Trend TR-531). Wilson,
who played trumpet and wrote ar- -
rangéments for the Jimmie Lunce-
ford Orchestra in the early 1940s,
has remained a modern and strik-
ing composer and arranger
through the years. He has led a se-
ries of big bands culminating in his
Orchestra of the '80s.

Although three tunes by Duke
Ellington appear on the album, the
band’s brand of swing is closer to
Count Basie’s. Tenor saxist Ernie
Watts takes solo honors with sev-
eral hot spots, the best of which is
a long-winded but interesting out-
ing on Wilson's “Blues, Bones and
Bobby." :

Wilson’s signature — voicings
and lines that give the band the
mobility of a combe yet retain the
power of a large ensemble — is

-finely wrought on'this album.

- Critic Rockwell’s new book, *
All American Music,” further
discusses performance art in a
chapter on Laurie Anderson,
Rockwell’s subjects are new

American composers, and he ana-

lyzes classical, experimental,
electronic, Broadway, Latin, rock
and jazz artists. It’s an enlighten-
ing survey, laced with historical
and sociological commentary.




THE LOS ANGELES jazz club scene,

hit hard by the closing of the Parisian
Room and the financial troubles that
have plagued two or three other clubs,
has taken a turn for the better with the
resumption of a partial jazz policy at Hop
Singh’s. Run by Rudy Onderwyzer, who
formerly had the Lighthouse, Hop
Singh's played host in August to Anita
O'Day, Charlie Rouse, the Leslie Drayton
big band, the Milt Jackson-Ray Brown
Quartet, Alphonse Mouzon, Dollar Brand
and Donald Byrd.

Also stepping up its schedule is the
only club of its kind in Hollywood, the
Vine Street Bar & Grill. Linda Hopkins,
whose new album on Palo Alto was
recently released, worked there in early
August, followed by Terry Gibbs, Ray
Pizzi, Morgana King and others.

Los Angeles’ oldest jazz club, Memory
Lane, now owned by the TV comedienne
and actress Marla Gibbs, also has returned
to jazz with such attractions as Albert
(Tootie) Heath, Victor Feldman and
Benny Golson.

@ Golson’s longtime partner Art Farmer
is in Los Angeles on a visit with his
family. He and Golson will reorganise
their Jazztet in November m record
date and some club work. The alb

they made last March 1 Mil: 1 £

Note is being released |

@ Andy Simpkins, tkg

for his years with anrge 4
Sarah Vaughan, has made his first a

as a leader, for Discovery. On the date
were Herman Riley (saxes), ‘Kevin Quail
(trombone), Mike Wofford (pmno) and
Harold Jones (drums).

Pianist Bill Mays also has cut a date
for Discovery, with Simpkins, Tom
Harrell, Ralph Moore and Shelly Manne.
Mays plans to.move from Los Angeles to
New York, where he will start his East
Coast career by playing an engagement
opening October 3 at Bradley, teamed
with veteran bassist Red Mitchell.

Mulligan performed and @

their roles in jazz histor:

America, a major new

minute special TV pro

September 8. Gillespie was seen le

an all-star band with Jon FAddns, g
Fuller, Frank Foster, Pepper Adams,
Roland Hanna, guitarist George Dnvh.
George Duvivier, Grady Tate, Candido
and Jon Hendricks among others, with
arrangements by Chico O'Farrill.

The second show, on Sepmmbcr 15,
presented Roach's quartet with Cecil
Bridgewater, Odean Pope and Calvin Hill;
the September 22 show had Mul.l:g;m with

L4

from
Leonard

Harold Danko, Frank Luther and Billy
Hart; the fourth found Gillespie leading
an octet with Paquito d'Rivera, Tom
Mclntosh (trombone), pianist Valerie
Capers, Ed Cherry, bassists Michael
Howell and Ray Brown, and Tom
Campbell on drums, The series was partly
sponsored by the National Endowment
for the Arts, a government agency.

@ Jon Faddis, whose deal to go to Japan
with his own group has fallen through

for the present, now leads a quintet with
Greg Osby (alto), James Williams (piano),

Anthony Cox (bass) and K.qu!y Washington

(drums), The combois rec an album
for Geofge Wein's Rejoice

@ Count Basie celebrated his 79th birth-
day on August 21 playing 2 one-night *
stand at Townson University in Baltimore,
but the celebrations continued when he
took part in a big city-sponsored event,
the Kansas City Jazz Festival. This week-
long affair in late August and early
September featured a birthday party for
the Count, with many of his old Kansas
City friends invited to join him. Also set -
to participate in the festival were George
Benson, Ella P:tzgunld and Oscar
Peterson.

@ James Marentic, the saxophonist md

u -3.- aDucovcry album. With
ssions were Tom Harrell g

Jazz Express, October 1983 / 3
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(trombone), Larry Willis (piano), Anthony

Cox (bass) and Victor Lewis (drums),

Marentic composed and arranged The

Bronx Waltz and five other originals for

the occasion.

@ Norman Granz is celebrating the 30th

anniversary of Jazz At The Philharmonic's

first visit to Tokyo by bringing to Japan,

for a five-day visit, a very heavyweight

all-star show: Ella Fitzgerald, Oscar

Peterson, Dizzy Gillespie, Clark Terry,

Zoot Sims, Joe Pass, Nicls-Henning

Orsted Pedersen and Louie Bellson,

(This nnel is not yet definite,

according to Granz's office.) The tour

starts October 9. Bellson meanwhile has

been ledding his own orchestra at Disney-

apd with, among others, Mat Catingub

(l:ad alto), Frank Strazzeri (piano), Bill
{(baritone), Alan Kaplan (trom-

bone) and the high-note expert Walter

Johnson on trumpet. Gillespie has

returned from Canada, where he played

a reunian session at the Edmonton Jazz

Festivalfvith Ray Brown, Milt Jack

Mickey Roker and guitarist Ron E

@® Ron .#Crosby, the whistler (he

himself #'puccolo soloist’) whn]ns fl

a hit on TV recently and has his own

album o Concord Jazz, also

2 Woody Herman LP

also featuring Eiji K

Scott Hamilton, Jack:

Masso and some of thy

Concord Jazz faces.

teamed up with Rosen

a Concord album. W 4
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thrmm records regularly for Norman Granz's  a rock group, or trying io break into the tightly gua.rdea |
Pablo label, is managed by Granz, and works as oftenas  studioscene.
he wants to, with vacations every couple of months. Jazz education, however, is playing an important role

The wpdnl made by Alexander is correct New  in the survival of the big bands. Educators and students

es are shunned. The Akivoshi-Tabackin band,  are responsible for engendering thousands of bookings

in 1973. was supported for a few years by that find the bands playing campus concerts. “Every

RCA, whose Japanese affiliate paid all the recording year,” says Willard Alexander, “we go to the annual

expenses. Even on this bargain basis the U.S. company convention of the National Assn. of Jazz Educatars

stopped releasing the records, most of which are artistic ~ (NAJE). We have an exhibit boeth where lists and

masterpieces of durable value that could not fail, over photgs of our attractions are displayed, and we may doa

the years, to recoup the small investment involved. The  showcase where we introduce one or two of them. Some

Tabackins now have their own label, Ascent Records, of the name bands maintain a close association with the
selling by mail and at the band’s occasional jobs. NAJE and depend heavily on its influence.”

Some bands in recent years have resorted to In addition to conecerts, many of the orchestras offer
independent companies. The Mel Lewis orchestra, a Please Turn to Page 98
spinoff of the 1970s' Thad Jones/Mel Lewis orchestra, - i o T r '
has a couple of albums out on labels that are not too | . T e
readily available. George Russell, a brilliant composer
who surely deserves but has never had a band full time,
was heard recently on a Soul Note LP.

Bill Watrous is a latter-day example of the superla-

*  tive soloist who deserves a big-band setting but has

rarely been able to sustain it. A phenomenal trombonist

* who combines elements that vary from Tommy Dorsey

to 1.J. Johnson to Jack Teagarden, he had a first-rate

_ band in New York that made a couple of Columbia

aIbums {no longer available), but has not yet recorded
Aagulumd:eﬂra. ander points to Watrous

e right re :

. Bill Holman, one 'I..m&ngeles mtrespectaed
‘arrangers, has been leading a big band locally for nine
years, playing only oceasional nightclub jobs, and has
¥el to take his men into a recording studio. Another
West Coast composer, Bob Florence, is luckier: He has

. two albums out on Discovery Records. a third due and '|
- oneran Bosco, butl"hreneehasamhlanthatmmls .

out th!s advan}.age, Most of his musicians work

' - ' ogd studios and could not be

" The same constriction has

ywood- and New York-based

bands, Why go on the road for $400 a week when you

mﬂ‘twicmamgtﬂmnghome?

Bmdsmhas&lddyfﬁnh Perguson's and Her-

man's resoive that issue byJ -to the colleges—

principally North Texas State University in Denton,

Berklee College of Music in Boston, New England

Conservatory—where highly competent musicians earn

a jazz education and will.go on tour for lower salaries. It

<has been said, in fact. that the colieges have been

creating a supply for which there is a relatively small

demand; after earning his degree. the young musician,

thoroughly qualified for big band work, may wind up in

omes. normnlly a six-day operation, opened its T"’m 1

doors Sunday to provide a showcase for a group
kwwnwﬁsg.!m Gmnpouus'o,mhestrso{m

Mse.lu.
Thhpromish!zmlmpﬂedmmamda
mmmmaymmmm 2 y
reality, however, was eunmwth!swmm S T €2t Msiiation 1o recent years
‘band has a library consisting, it seems, of arrangements  he has kept his jazz chops firmly together. Doubling on
mmmwmmwmamm mwwmmmmmw"l’mdm and [
another were working for Stan Kenton'’s orchestza. % “Stella by Starlight” (both arranged by Holman) a
&mng&:m;?as%mmm gz . strong sense of individual ereativity.
gl es an of it would so
kAl VR B o L S L
arrangement of “A Time for Love,” bottom-heavy Wit mgioria) drawn from within its ranks. Despite some
four trombones and a tuba, leading to @ bombastie wmm&wwmmmeﬂmwn
anmmemmemmt;rkmmemamm iy mnmﬁ.;f""“‘c‘“““"“ Nalocs i Loy
:“harﬁm ogpwémw:;nemmwmmdw W w Dmte's Wadneaauy. Dick Berk's Jazz

- 'mgformetwoaetshmd
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JAYE P. MORGAN
SINGS HER STUFF

By LEONARD FEATHER

aye P. Morgan has either benefited or suffered—it is
hard to say which—from a multiplicity of images.

There are those who remember her from “The Gong
Show” as a highly extroverted comedienne; some who
may have seen her in oceasional acting roles in films and
on TV; others who have caught her live in this or that
version of a Broadway musical comedy,

Despite her decades of experience in those media,
Morgan reminded us Thursday at the Vine St. Bar &
Grill that she is never more at ease than in a nightclub
setting with an intimate instrumental background,

The years have been extremely kind to her. Slim and
attractive, she retains her strong, infectious stage
presence. She is a part-time belter, as was made
resnmdmglyclea.ronsuchwmemu-ympu

“Every Breath You Take" and “This Is It,” in which her
combo at times tried to overwhelm her, But her gentler,
relaxedsidemewdencedin"mﬂ:mxﬂm”md
“These Foolish Things.” The latter was equipped with

an extra chorus of lyrics with unfunny references to |

gays and herpes.

Almost without exception, Morgan's material and %

chatter were cheerful and relevant. As the show
progressed, it became clear that she would leave no
stylistic base untouched. She reached into her yester-
years for the “Life Is Just a Bowl of Cherries” hit, with
powerful Latin drumming by Alex Acuna. Next, she
whipped forward through the time tunnel for a sensitive
reading of the too-seldom-heard, Oscar-winning “Ar-
thur” theme,

Finally, it was back to the Sophie Tucker era for a
rowdy, Satchmo-tinged “Some of These Days,” com-
posed in 1910. Wittingly or not, Morgan had provided us
mawmmmdmw
popular music. - e

jr a T T
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LAUREN IS BACK FOR S

ByLEONARD FEATHER (2 (1 6

- eggy Lauren, who is becoming a semi-regularat :
the Money Tree, is back in that Toluca Lake 8 Duoy:

sings aboard the Queen Mary, where she
on to answer any request from “Fla
the Knife.” At the Money Tree the iz

her personality is on display. "
A tall brunette whese! accent never rewggkw. ]

<
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BAND OVERPOWERS
BRAZILIAN SINGER

By LEONARD FEATHER

hings ain't what they used to be in the world of

Brazilian music. Not, at least, if the performance
A of Regina Werneck and her group, Thursday at
Mulberry Street, is any yardstick.

Time was when the sounds of Rio were Lypified by
subtle rhythms, sometimes strong but seldom overpow-
ering. Often a quiet unamplified guitar was all it ook to

'-ubhlh an enchanting ethnic mood.
~ An assessment of Werneck was almost impossible

it was Claudio Slon, the drummer.
Frank Zottol . fhe generally helpful
¥8l: Glenn -Garrett, a

, was reasonably

; Minhuobbugnmtomnmun.

¢ In general it was a disastrous mismatch between an
T singer and an overblowing band. At times it
barely possible m tell wbef.hu' the vucal was in
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DES CHANTEU-
SES DE JAZZ ET NE SEM-
BLE PAS PRES D’ENVISA- | §
GER LA RETRAITE.. AU
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FIL DE CETTE CONVERSA-
TION A BATONS ROMPUS,
NOUS CONTINUONS DE
DECOUVRIR, AVEC LEO-
NARD FEATHER, LES
GRANDS ET PETITS SE-
CRETS D'UNE CARRIERE
BIEN REMPLIE.

LEONARD FEATHER : Parlez-moi de Tony Ben-
nett. Je crois que vous le connaissez mieux que moi...
ELLA FITZGERALD : Je ne le connais stirement pas
mieux que vous; mais c’est un homme trés chaleu-
reux, j'aime sa facon de chanter et il chante des chan-
sons qu'il ressent profondément, cela s'entend. 1l
vient généralement passer Noél ici et il améne ses
filles avec lui.

L.F. : Et qui d'autre encore aimez-vous?

EF. : Vous voyez 1a-haut ? C'est une photo de Sarah
Vaughan avec moi que vous ne connaissez siirement
pas. C'était a Bruxelles, & I'Exposition universelle. Et
1, ce sont les gens que j'aime — Pearlie, Mae, Pops,
Duke, Nat Cole. Les gens que j'ai toujours admirés.
Basie est trés spécial pour moi — je I'appelle
avocat parfois. ['aime bien demander leur avis @
gens parce que je crois qu'aucun de nous n'a la
science infuse. Et vous ne voyez pas les choses dela
méme fagon que quelqu'un d’autre. Vous pouvez
mettre une robe que vous aimez, mais si elle ne me va
pas, j'aime mieux qu'on me le dise. Pareil avec les
musiciens. Si je chante quelque chose qu'ils ne trou-
vent pas bon, ils ont toujours été trés constructifs. Ils
me disent «Ella, je ne crois pas que cela soit au
point», ou, «Cette chanson n'gjoute rien». C'est ins-
pirant parce que vous savez qu'on vous dit la vérité.
Paul Smith me dira : «Cette chanson n'est pas pour
toi.» Keter Betts, pareil; lui aussi, je 'appelle mon
avocat. J'aime beaucoup ca. Quelquefois, nous don-
nons un concert et ils me disent : «Tu n'étais pas
vraiment la, tu n'étais pas a I'aise.» Ou s'ils crient
«Yeah» pendant une chanson, alors je pense que je
chante vraiment bien et les idées continuent a me
;:Lir, Je suis comme ga. |'ai besoin de cette stimula-

Jaime beaucoup étre avec Oscar, de l'autre cité de
I'Atlantique, et faire des jam sessions. Nous avans fait
un programme 4 la télévision ensemble, simplement
en improvisant sur les chansons. A Londres. C'était
un bon programme; je crois que je chante mieux
quand je peux chanter comme je le ressens, mais
vous devez étre avec quelqu'un d'autre qui sait ce que
vous ressentez. Oscar en est capable; Joe Pass aussi.
Et mes musiciens. Ils savent ce que je vais faire pres-
que avant que je le sache moi-méme.

Pour moi les musiciens sont la moitié de ce que je
fais. Vous montez sur scéne avec un mauvais groupe
et vous risquez d'avoir de sérieux ennuis.

Nous croyons savoir ce que-nous faisons mais... A
mes débuts, quand j'étais avec Chick Webb, jinter-
prétais des morceaux swing mais je voulais chanter
une ballade. Chick ne pensait pas que je sois préte
pour les ballades. Avant méme de savoir ce qui se
passait, je me suis retrouvée a en chanter parce qu'il
pensait que j'avais besoin de cette expérience. La
premiére fois que j'ai vu Norman Granz, il organisait
les jam sessions et nous passions au club Alabam. Il
engageait souvent Taft Jordan ou d'autres gars de

ses concerts, et il m'a présentoe; c'est Helen Humes
qui chantait avec «Jazz atth® Philurmonic.» Mais les
spectateurs n'ont pas arrété d'applaudir en deman-
dant que je monte sur'scéne pour chanter; je suis
montée sur scéne, les gens ont aimée ce que je faisais,
et avant de savair ce quii s'était passé, je travaillais
avec Norman. C'est peu de temps aprés qu'il est de-
VENU mon ma.nagar. F $ %

L.F. : Vous ne pensez pas que ce ful un véritable
tournant dans votre vie? .

EF. : Absolument. Un moment crucial.

LF. : 1l vous a traitée comme une artiste de grande

classe, .

EF. : Exactement! Beaucoup ¢ o l'aimaient
pas, parce gu'il était— pas exa i autoritaire,
mais ¢'était toujours a'lui quiil fallait parler, Mo, je

n'avais qu'a chanter. C'était exacternent ce qui me
convenait.

LF. : Quelle est la dispute la plus grave que vous
ayez eue avec lui?

N
EF. : Un jour, nous étions en Ialie, et ils aimaienty &

«Lullaby of Birdlands. Norman, lui, n'aimait pas
cette chanson. Mais jétais bien décidée a la chanter,
Je suis montée sur scéne et il m'y a suivie; il s'est assis
1y, sur la sciéne, il ne voulait pas laisser jouer les musi-
ciens, rien. Il a un cité coléreux, mais j'ai appris a

Awvivre avec. Maintenant, je dis un peu plus ce que je

pense, alors que par le passé je me contentais de bou-
der ou de pleurer, Parfois, nous ne nous parlions plus
pendant quatre ou cing semaines, il me faisait parve-
nir des messages par Mary, Jane ou Pete, mais il ne
voulait pas me parler. Je me meftais & pleurer... je
pensais : «Oh, mon dieu, que faire pour arrivera tou-
cher cet homm#?» Mais maintenant, jaccepte, ou si-
non je dis ce que je pense. Ca vaut mieux que de tout
garder pour soi. Mais le rencontrer ce fut une chose
formidable pour moi.

| Nous sommes comme une grande famille mainte-

nant, avec Joe, Oscar et Basie — cela rend aussi la vie
plus facile, tout le monde peut étre naturel, il n'y a

| pas de jalousie.

l'orchestre pour ses séances de l'aprés-midi, mais il - | 3

ne me demandait jamais rien & moi. Je n'ai jamais |2

Avec Chick Webb

chanté pour lui jusqu’en 1948, ou fassistais & un de

16

Je me souviens d'un soir a Londres, je ne sais pas ce
(que je faisais mais je me sentais bien, et quand j'ai eu
fini, Joe, Oscar, ils étaient tous 1a @ me dire : «Bon
sang, tu avais vraiment envie de chanter ce soir!»
Pour moi, ¢est le plus grand compliment du monde,
quand cest un musicien qui vous dit que vous étes
formidable.

Un autre événement marquant dans ma vie a été de
chanter avec des orchestres symphoniques. La pre-
miére fois, ce fut avec Arthur Fiedler, a Boston. 11 ai-
mait m'entendre chanter «Too Dam Hot:r de Cole

Parter. 1l a dit qu'il aimerait trouver cette femme qui
chantait «Too Darn Hots et Vinterpréter avec I'or-
chestre symphonique. Boston est la ville ou «A
Tisket a taskets est devenue célébre, alors jo me re-
trouvais en pays de connaissance. Nous avons jous

beaucoup de Cole Parter, de Rodgers and Hart; c'esk |

ce que je veux dire, quand je dis que vous n'arrétez
jamais d'apprendre. Vous avez la bilite de
chanter avec un trio, avec une grande formation, avec
un orchestre symphonique. Vous interprétez petls,
ftre les miémes compositions, mais la fagondont vous
le faites vous donne 'impression de vous refibuyeler.
J'ai eu une expérience formidable a Vancotver,il ya.
un mois & peu prés. Nous jouions dans un petit club,
el ¢'était exactement comme dans le temps, un petit
club et vous vous trouvez au beau miliets des gens.

o
'étais ravie! Cétait intime, Il y a une famillegui est )

venue quatre soirs de suite. ’

L.F. : 1l vous arrive parfois de

des petits clubs? o

EF. : Bien sfir. ['étais contente

de lire sur une pancarte «Sold outs {com

vendu). Avant méme que nous ayons eiCxt B
jouer! Nous ne sommes restés la que six jours et cos
six jours ont passé trés vite. C'estum bon feeling, dese
trouver dans un petit club. Dans certaines de ces
grandes salles, il y a un écho, etvous ne pouvez ab-
solument pas communiquer avec les gens. %

iﬁsuisélat.f{

faire des choses qui soientbonnes pour mon pegime,

J'avais perdu presque 22 livres an Europe, je ne
mange que deux repas‘par jour quand je suis Ja-bas.

Je me suis rendue compte’==etiles musiciens me
l'ont dit aussi —que lorsque je ne MaARE pas avant
de monter sur scéne, je trguye mon souffle plis fici-
lement. La seule personne que jé connaisse qui soit

capable de manger et de chanter tout de suite aprés,

). Elle peut manger et
le controle de son souffle.

avons

monde me posail les mémes questions. Du coup,
vous avez envie de ne plus rien dire

Depuis quelque temps, ils me font parler des «svop

du feuilleton tﬂﬂm n'y est
ne répond méme au
ne fume pas, il faut bien que je fasse quelque chage de

mon temps. ' -
Le docteur m'a dit que je pouvais boire un verre de
champagne de temps en temps, mais J'essaye de ne
pas le faire. Je n'en ai pas besoin. Norman s'est moqué
de mol un jour en France, et J'ai essayé de boire,
qu'est-ce que C'est... de la niglisse? Ce n'est pas de
I" mais ¢a y ressemble. ['en buvais et tout
dun - : b
final & chanter. je ne pouvais pas mettre ma langue ma
bon endroit, et ils étaient tous I & m'éclater de rire au
nez! J'ai décidé que non, ce n'était pes pour moi. Je
peux boire du vin blanc, mais je travaille, pas v

LF.: Vous donnez l'impression d'étre en parfaite
: Jo dois faire attention & mes yeux, et je
EF. : J'espére. i mes et
misr' i la frontiere du diabite. Alors il fant
rester modéns, beaucoup des choses que vous aimez,
vous réalisez que ce n'est pas bon pour vous.
Je collectionne les livres de cuisine. Il faut que je vous
montre ma bibliothéque. De tous les pays du monde. |
Clest intéressant. cest comme lire des histoires
d'amour — vous vous surprenez & comparer ce que
deux personnes différentes font avec la méme
viande, ¢a n'a rien & voir. .
U.:me’mdﬂ:mmmrb
portugais. Vous avez été loin avec ca?
EF. : Je ne me débrouillais pas mal, mais & ce mo-
ment-l&, mes yeux ont recommencé & me faire souffrir
g_b;bpauvaispuhnpkha.l'aidﬂatnndcnnﬂ'h
w;mhmmmﬁnm.mm
C'est comme une nouvelle anpe.];i'appmdm a
chanter dans des langues diffirentes. Je chante quatre
— «Corcovados, cela

et chanter

' gens. Nous di-

sons toujours que les gens sant idiots parce qu'ils ne
savent pas parler anglais, mais c'est nous qui sommes

17




LEONARD FEATHER

Jazz Hall of Fame

Recently | was invited to spend a
day ot the University of Virginia in
Charlottesville, VA, to take partin the
induction ceremonies for the National
Jazz Hall of Fame. Louis Armsirong
ond Duke Ellington became the first
inductees; speeches were made and
films were shown. The man behind the
idea, Prof. Robert Rutland, spoke of
the need for encugh funding to make
the Hall of Fame a tangible reality.

Why, you may ask, Charloftesville,
VAT The answer is simple: Prof.
Rutland had the idea, and that is
where he happens fo be. At present
the Hall is not much more than an
idea; at the ceremonies, held in the
University’s Bayly Museum, it com-
prised a few partitions of plywood to
which were aftached portraits of El-

_ lington and Armstrong.

. Thisis not the first such concept. The
i Instifule of Jazz Studies at Rutgers has
been compiling valuable archives of

. = rjazz memorabilia. New York had o

jazz museum, but internal bickering
among the operators tore it apart.
New Orleans was the first city to at-

fsmpt a museum on a modest scale,
6-OVERTURE-December, 1983

but here too there seem to have been
problems.

If we can have a Baseball Hall of
Fame, and if jazz is, as so many of us
have been saying for so long,
America’s truly indigenous art form,
why can’t the National Endowment
for the Arts, or some such financially
equipped organization, com-
memorate this music on a grand and
comprehensive scale?

Jazz has come.a,long way in terms
of prestige and acceptance, but the
errors of omission continue fo glare
at us. Right here in Hollywood we
have a so-called Walk of Fame, on
which your feet may make contact
with some genuinely deserving artists
and others you have never heard of.
Meanwhile, you look in vain for Art

Tatum, Charlie Parker and even Billie
Holiday,

There are 1,769 names on the Walk
of Fame; most recently the Three
Stooges were inducted. Let us hope
Hollywood never tries a Jazz Hall of
Fame; | hote o think who the
honorees might be.

IEBMAN OPENS AND
CLOSES AT DONTE'S

By LEONARDFEATHER
avid Liebman infused an injection of New York
vitality into this week’s proceedings at Donte’s
during a two-night stand (he closed Tuesday).
The sopranc saxophonist. in his first visit to town in
almost a year, worked with a local rhythm section, but
had rehearsed enough to give the impression that this
Was an organized unit.

Liebman has mastered the soprano, a sometimes
recalcigrmg_hom, .80 thoroughly that he resists the
temptation to become infatuated with the sound of his -
formidable technique. Shrill, tumbling cascades of notes
may give way to short, stabbing staceato phrases played
dead on the beat. He knows the value of space and never

*gets carried away.

- Another of his strengths is the ability to make
something new and diverting out of an old chord
pattern. His inversion of “Night and Day,” announced as
“Day and Night,” was disguised with an entirely new
melody and an altered harmonic line. Even more oblidue
was a piece that turned out to be “Old Devil Moon,”
though it took about five minutes to recognize the
. Garvin served a double function as pianist and
composer. His “Elaine,” played as a duet with Liebman
aon flute, displayed the gentler side of their personalities.
A Garvin waltz, "Tolara,” provided a showcase for Joel
di Bartolo's eloguent upright bass.
* The closing flag-waver was “Bright Piece,” a tune
Liebman wrote and recorded during his tenure with

Elvin Jones. This climactic cooker found Garvin in his

rost outside mood, Liebman in a long, energy-packed

ﬁamnt, and a typically intelligent drum solo by Peter

onald, who had maintained a stimulating beat
king that no club in Los Angeles can provide
a two-day stint for a group of this caliber.
ough publicity, Liebman surely should be able
cl «as@p@ﬂow of his admirers for at least four,
I 1
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SAX MAN SCOTT A
GOOD-LUCK CHARM

By LEONARD FEATHER

he pame Tom Scott is almost inescapable these

days, Aside from his many TV writing credits,

he's been involved recently with the scoring of

three motion pictures. His alier ego, Scott the saxophon-

ist, has shown up as a sideman on countless sessions,

mast recently with Vietor Feldman's Generation Band
in “Soft Shoulder” on Palo Alto Records.

As a leader, he has transferred his services from the

Elektra/Musician label Lo another wing of the same vast

JAZZ

conglomerate, Atlantic Records, where his LP, “Tar-
get,” has raced up the jazz charts and has reached the
Top 10. Ironically, it is not a jazz album.

The guestion raised by the album title seems germane
to any discussion of this chameleonic musiciap: just
what is Scott’s target? Does he now consider himself a
pop artist rather than a jazz figure?

“l don't know what 1 am," he replies, iaughing
heartily. “1 try to be flexible. I certainly enjoyed making
the Victor Feldman album; it gave me a chance to
streteh out and play some jazz. There was no make-a-
hit-single pressure, so 1 just went in and had a ball. But
my own record company expects me to have some sort
of hit potential. Maybe I'm vain, but 1 feel this is within
my capabilities, so why not try for it? This way I get to
enjoy the best of both worlds.”

In the process of accommodating himself to the
business end of music, Scott has undergone some trying
experiences. Recently he was hired to write the score,
and contribute some of the songs, for the movie “Hard to
Hold,” starring Rick Springfield. “Originally,” he says,
1 did a Jush, Johnny Mandel type score with strings—a
romantic theme with nice chords and everything. The
idea was to attract a more sophisticated audience to Rick
Springfield.

“Then at the preview the Universal Studios people
decided, gee, we really ought to make the music sound
like Rick Springfield could have written all ofit himself.
So I'm going back to square one and doing the whole
thing with guitars and synthesizers and drums. In fact,
I've been watching a lot of MTV, trying todeal with it as
if I'm a student of this stuff.”

So much for romantic music in a rock star’s movie.

Another recent frustration was the fate of “Going
Berserk,” directed by David Steinberg and

enjoyed warm on the music—I had a )
orchestra p Robert Farnon-style things,
nobody really got to hear it —the picture bombed.”

. The most satisfying of Scott's three ¢
ventmes is “Blame It on the Night,” based on &gsgfy
co-written by Mick Jagger. “I’s a real human-interest

Tom Scott’s life changed the night in the early
1970s when Joni Mitchell dropped into the Baked
Potato to hear his combo, the L.A. Ezpress.

co-written by Kenny James, who sings it. Lyrieally, it
leaves a lot—in fact, everything—to be desired. Anoth-
er, “He's Too Young," lyrics by one G. Leib, is saved by
Maria Muldaur's singing; the third, “Got to Get Out of
New York," was written by Scott, his drummer Harvey
Mason and the mysterious Lee Ving

‘Theurlginpt;haxmglsmangé."m&ott,“lbad-

‘played on a tune called ‘Rapture,’ the rap hit that

Mmm&rveymldmimmmtm

‘myself along the same lines. He came up with a vamp

d 1 called Lee Ving. He's the lead singer with a punk

MMMMMMamsM&A
very interesting fellow.

““He listened to a demo Harvey and I had made of this
thane.mdmdewthismryabwtamckmwho
mmuurmmmpmmmm
but everywhere he looks there's somebody with a
saxophone playing jazz.

“The idea of a Tom Scott number where the
saxophone was sort of the villain intrigued me; and
wouldn't you know it, this song is getting played on

these other stations where they think it's,

KROQand all
starring "
SCTV's John Candy. “It was a real loony comedy, QMI-; like, real hip. So you never know.

thought it was about me.”

Also in the carly 1970s, when he was working at a
small Hollywood ciub, the Baked Potats, leading a
combo that became known as the LLA. Express, Joni
Mitchell dropped in one night. “That was a turning point
in my life. The record of “Cotirt and Spark’ with Joni was
a tremendous hit, and the group went on an extensive
tour with her ™

Next came the George Harrison connection, which
grew out of their mutual passion for Indian music and
their assoctation with Ravi Shankar, the sitar master,
Touring with Harrison's band, Scot! also got to perform
Eastern music with Shankar during the first segment of
the concert programs,

Not long after, a sudden and spontanecus event
brought him together with another ex-Beatle. "1 got a
call from an engineer, who said, ‘I"'m here at the studio
with Paul McCartney, and 1 know you'd be just perfect
for this tune of his. Can you come down right now?" Two
minutes later I was in my car.” The result was Scott's
soprano solo on the Wings hit “Listen to What the Man
Said."

In 1978 Scott was recruited for the Blues Brothers

. band. “That was not a heavy musical experience, but il

was fun, and the band was tight and enjoyable, John

Belushi was In good voice when we started out, but

unfortinately he couldn’t sustain {L.”

Scotl’s last extended experience on the vocal trall was
266-show tour in 1982 a= Olivia Newton-John's musical
director. “1 value these tours because it's useful to
connect with non-musician types of people, bringing my
jazz knowledge to the world of pop, and maybe uplifting
the musical level”

Though he could continué indefinitely making his
forays with singers, his albums as lea:ie: am; sideman

“Iwnnttob:;:u&lwﬁmmmldombe

m&mmwmmmmumv"
“Well, yes, pretty much,” said Scott, “but I'd really

'hkemwﬂuamlwnuulygmtmmcmre 1

bwmmdwmidtulhemuncthalmemuamsa
mood, a scene. I'mhﬂdlmwwthmnghlmw In fact,
rmmwmmmm -

mm_ do not. Moreover, in order 1o get a true 11

§ a‘boutameknroum,amckgw%.?_w.t

playeabymuamum. who has to assume
ofa kid whose mother has suddenly died.”

- Aiming at a commercial target almost invariably

uwolves dealing with lyrics. Of the three vocal tm):lm 1_n
the new Scott album, one, “Come Back to Me," was

toured with her an

, DECEMBER 18. 1983

i tialerted i that 1 cas onty
hMMﬂllmmmmmmk
‘When he does, beu;pndhahnbunl-eya.u

AY.
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JAZZ
A CONFUSING BUT
PRODUCTIVE YEAR

By LEONARD FEATHER

nhmdrcia,mﬁ:}mayberemembemdas the Year
Iof Utter Confusion. Never before has so disparate a
, vaﬂet.yofperfmnmbeenvlsitedonanunsus
,_ﬁclmgpublictnthemeoﬁam'rheword.mfact,nmy
;heun jts way to becoming meaningless, and, sooner or
| . obisolete.
5’ At this writing, the top-selling album listed under jazz
mBﬂIbaardisGeorgeBensons"lnYour Eyes.” Itis not
a value judgment, but rather a statement of fact, to
classify this as a pop album not aimed at the jazz student.
Second on the list is “Future Shock,” Herbie Hancock's
album of multiple-synthesizer digital funk. Anything
under his name acquires the jazz label today because of
his past (and still occasional) associations with it.
Rmmmmpuﬂlin&asyonletym fingers
dgthsvﬂhngdownthemmalhlm&mmeTopm
are on the Windham Hill label. Now 1 happen to believe
" that Windham Hill is making an important contribution,
he works of such artists as ‘William Ackerman,
ze Winston and Shadowfax have been character-
ethereal, mood musie, art/rock and neo-impres-
sm. The jazz content varies from minimal to zero.

\e jazz chart last week added to its ranks none other
inda Ronstadt’s “What's New." 1 welcomed the
rcial success of “What's New,” but Linda
di representing jazz? She must have been as
ﬂtheruto(us.

- Fortunate mwhappmedtobeapmdmve
year iu‘ valid unhyphenated jazz. Large-scale jazz

festivals under the Kool aegis were staged in 18 cities. -

Playboy had another winner in Hollywood. Monterey
mmmaﬁmanymeevmknewwhoWMto
play there.

It was a year when disemkﬂescotﬂdselectr.heh'

purchases from arich variety of new works and reissued .-

classics. New and valuable mainstream and
mwutﬁmedmﬂowonConcordJm.Contempo
rar¥, Distovery, Elektra/Musician, Hﬂ&stoqe.“ruuse.
Palo Alto, Pausa and others, Avant- gardeand’forhmk
was accessible on Black Saint/Soul Note, ECM, Gra-
mavision, Hat Hut and India Navigation. :

In the spring, Fantasy reissued 40 masterworks onits
Riverside and Prestige labels. The venture was followed
.wmmmthummth,agamatthebemphnspm

:  with names like Mose Allison, Chet Baker, Art

John Coltrane, Miles Davis, Art Farmer and on

it a series of “Jazz at
€ itbums on Verve. Most of this
g been unavailable, and some—most
mﬁLWemId set (Verve 815-147)—has
jously been issued. Also revived is the
Iam with two-LP sets by Sarah Vaughan (see
and Dinah Washington. The virtually defunct
O mhgmisbegmning to reappear on a new

Mos
¢ : The bell tolled for “Jazz Alive!,” the syndicat-
 edfive series that had maintained a high standard for six
- years under the National Public Radio banner. All new
mm&p&. 30, though some stations are still
“reruns. A consortium of public radio stations
w o revive the “Jazz Alive!” New Year's
Eveu later this week. A 7%4-hour NPR program
will ring in the New Year in each time zone, beginning
mmmm Zoot Sims at 6:30 p.m. Pacific

ﬂuemmnmmteincreenmch Village, and |

' with Freddie Hubbard and others from 11:30
mmmmmconmwmes@mmdmdo

mmmamwmbehmd
A KLOK T L loeallycn KSBR-FM

.hmmmmmdmg t of these
Thueis, for emmpja, ' -

dﬁsﬁned to soar to great

France, now a resident of Big Sur, he says he is tired of
all the publicity about the “glass bones” disease that has
limited his height to three feet and his weight to 50
pound&WhocanhL ae hin.. More important is his
talent; His piar; svisations place him in a class
somewhere 4“3 Bxll Evans and McCoy Tyner.
Watch for | .dré’nipncan album; meanwhile, he has
one hard-w.sind’ set,""Oracle’s Destiny,” on Owl 032
(distnbuted\&y PolyGrain).

Alternate Man o! Year: Makoto Ozone. Some
critics have “laml * him for excessive displays of
tech:ﬂques..butthmyotmg (22) pianist from Kobe,

Japan shows tremendois promise and doubtless will
find his own, more moderated style, given a couple of
years 10 settle down.

Woman of the Year: Sarah Vaughan. Ironlcaﬂy her
two latest releases are both reissues. One, “The Man I
Love,” on Musicraft 2002, was recorded in 1946-48; the
other in 1954-57 (see “Golden Dozen" below). The
award;- however, is for a concert last month in Los
Angeles at which all doubt was removed that, at 59, she-
isjust that many years more impeccably mature.

Book of the Year: “Red and Hot: The Fate of Jazz in
the Soviet Union, 1917-1980" by S. Frederick Starr
(Oxford, $16.95). An amazingly well-documented,
unique and absorbing work of historiography.

. 0

THE GOLDEN DOZEN

First, a disclaimer: The following are not the “12 best
records” of the year. No one reviewer could possibly
have received, let alone listened thoroughly, to all that
were issued. Thehstshowsacrosssectmnofalbums

LARIY DAVIS / Los Angeles Timea

this incomparable West Coast orchestra, which broke
up last spring (it has been replaced by a band of New
York musicians).

“Light Blue: Arthur Blythe Plays Thelonious.”
Columbia PC 38661. Blythe's alto sax is logically attuned
to the off-the-wall eccentricities of Monk's tunes. The
instrumentation (eello, tuba, guitar and drums) is a
valuable unorthodoxy.

“Time Remembered.” Bill Evans. Milestone 47068,
Yet another posthumous Evans gem, taped at Shelly’s
Manne Hole in 1983 with Larry Bunker and Chuck
Israels. The latter’s liner notes are on a level with his
bass playing.

“Think of One.” Wynton Marsalis. Columbia FC
38641. Marsalis, now a seasonéd veteran of 22, is
challengingly presented with his quintet of young
musicians. With brother Branford Marsalis on saxes, he
achieves a near-perfect balance of freedom and struc-
ure.

“Again.” Rob McConnell & the Boss Brass. Vols. 1&11.
Pausa 7148, 7194. The Toronto-based band, led by a
valve trombonist who writes almost all the arrange-
ments, achieves a richness of textures (there are two
French horns as well as five trumpets and five
trombones) that lends new iife to “My Ship,” “Tickle
Toe" and “A Time for Love.”

“James Newton.” James Newton. Gramavision 8205.

g

Man of the Year Michel Petrucciani of Toulon, Thisis Newton's best representation both as flutist and
France, celebrates his 21st birthday Wednesday.

composer. He performs three intricate and engaging
original works; his pianist, Anthony Davis, contributed
“Persephone,” and the fifth track is a warmly sympa-
thetic rendition of Billy Strayhorn’s “Day Dream.”

“Tate a Tete,” Art Pepper and George Cables. Galaxy
5147. Recorded a couple of months before Pepper's
death last year, this saxophone-piano duo set finds two
superlative artists bringing out the best in one another.

“Night Music.” Woody Shaw. Elektra/Musician
60299. Informal small-group mainstream jazz, with an
overlay of bop and touches of avant-garde. Shaw’s
trumpet and Steve Turre's trombone are dazzling;
Bobby Hutcherson's vibes are a welcome addition.

“Tatum.” Art Tatum. Pausa PR 9017. Seven trio cuts
and four piano solos; three of the latter were never
previously issued. Every Tatum record ever made
belongs in every collection.

“Bill Evans—a Tribute.” Various artists. Palo Alto
8028-2. In this unique two-LP set 14 pianists pay
homage to Evans, seven by interpreting his composi-
tions. Herbie Hancock, Chick Corea, Teddy Wilson,
JoAnne Brackeen, Dave Frishberg, McCoy Tymer,
Jimmy Rowles and George Shearing are among the
participants. :

“The George { Gershwin Songhook.” Sarahe Vaughan.
EmArcy (Meércury) 814-187-1. Paradoxically, Vaughan
wonherﬁrstevaﬁrammythmyea:foradxfferem
Gershwin album, “Gershwin Live!,” with Michael Tilson
Thomas and-the Los Angeles Philharmonic. It was a
classical rather than a jazz album, yet the award was
categorized as “Best Female Jazz Vocal.” This two-re-
cord EmArey set, with arrangements by Hal Mooney, is
far superior in its breadth of selections (24) and in
conveying the essence of Vaughan's greatness and her
jazzroots.

“Phil Wilson & Makoto Ozone Live.” Shiah SM 113.
This duo set marks a promising debut for Ozone (see
above). It was recorded while he was a student at
Berklee, where trombonist Wilson is a teacher. Availa-
ble at $10 from Whale Prod.. 162 Broadsound Ave.,,
Revere, Mass. 02151.0

that successfully illustrate a variety of styles and [—

idioms.

“European Memoirs.” Toshiko Akiyoshi-Lew Ta-
backin Big Band. Ascent 1003 ($10; Ascent Records, 38
West 94th St, New York 10025). A farewell cry from
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NASH & CO.: MORE THAN JUST FR[ENDS

supporl throughout the set by Keith Saunders, an
adveniurous pianisi, by Peter Donald on drums, and
most notably by Andy Simpkins, whese solos through-
out reminded us that he 18 one of the most briliiantly

By LEONARD FEATHER

or the last six years, during the Christmas holiday

season, Ted Nash has returned here from New

York to visit his family, celebrate his birthday and
playagigal Donte's,

The ritual was repeated Thursday before a capacity
crowd when the saxcphonist, now 24, led a quartet in
what was arguably one of the most exciting perfnrm
ces heard in the club all year,

Though Nash is a product of the neo-bebop eya, he
hag developed the ability to take his long, splendidly
conatructed solos several steps beyond that stage of his
development. Opening on soprano sax, he embarked ona
long series of choruses of “Just Friends” thal grew

increasingly intense ide.
Doubling on alto e was afforded superlative

TN e s

h—-.._________ . P

hﬂowhobehtummtq
This father- M-mmmm&emm
example of how jazzmen can Rap.
The pair ¢losed the sel with a loose, happy blues. The
Nashes cught to get together for an album. Mulh:dlhil
calibertstoomdamcapuredmrecnrds.

o ——— i - -

. freshness, 5 stars.

!

JAZZ ALBUM BRIEFS !/'/#

"COMING OUT.” Johnny O'Neal. A
significant debut. O'Neal, 27, plays with
the maturity of a veteran, capturing the
graceful essence of two blues and five
standards. There are flashes of Peterson,
Tommy Flanagan and Kenny Barron.
Best cut: “Joan’s Gospel Blues,” with
O'Neal digging deep into his church
roots. With Ray Brown, Frank Severino.
434 stars, —LEONARD FEATHER

o

“TETE A TETE.” Art Pepper/George
Cables. Galaxy GXY-5147. This duo al-
bum, taped weeks before Pepper’s death
last year, offers a stunning reminder of a
memorable partnership. Except for Ca-
bles’ Calypso-style original title tune and
“The Way You Look Tonight,” with
Cables playing Bud Powell left hand

* bunctuations, this is a ballad album, _
“Darn That Dream,” “Body and Soul” e

and “Round Midnight" have been done

almost to death, yet Pepper, with his..»

impassioned sound and masterful phras-
ing, and Cables, a harmonic and rhythmic -
master, bring to them a reverential -
—LF=-

O
“STAND BY FOR THE JACK SHEL-

DON QUARTET." Concord Jazz CJ-229.
Despite his 16 years on “The Merv Griffin
Show,” where his reputation as a singer
and comic have been well established,
Sheldon is first and foremost a trumpet
player of underrated talent. He sings on 5
cuts but plays on all 10, achieving a
special vocal warmth in Strayhorn's
“Day Dream" and introducing the little-
known verse on “The Very Thought of
You.” Backing him is a strong rhythm
team (Ross Tompkins, Ray Brown, Jake
Hanna), but next time around the addi-

tion of a second horn, or of 1 guitar, might |
bring a needed new dimension; so, for |
thatmatterwm]d'heﬂotmdcfﬁb&ﬁm i

somel tintéd
‘samba- eonverted

been benefited ﬁm a more
setting; with just organ (Ed Kelly) and
drums (Eddie Marshall) thin

fa e .

- —1

‘v.___ ——— Ve B
. An Autobiography of Black Jazz by DW J.

Travis (Academy Chicago: $22.50). The

slight misnomer, for despite the heavy accenle
this is essentially a retrospective of b
business (and, pervasively, of white rack

!romastricuyChJcagopa‘q:ecnve.'meamhma
real-estate dealer with early experience as a musi-
cian, examines black nightclubs, dance halls and
theaters of Chicago mainly during tbeyemﬁbetween
the wars. There are tape-

musicians (moct between 55 and

Jockey,
George Kirby). Despite dmenl ot unsspe!l or
garbled names, and statements we can scarcely take
at face value, this affectionate work stands up as a
valuable slice of socio-ethnological history. Profuse-

| lyillustrated. 1 /1 | £4—LEONARD FEATHER

— ——
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MREVIEW
~AN DERSON TA!
.. CHARGE A’B

ByI‘EONARD mm

mvmm&mmmmmm
I in fine feltle as Ernestine Anderson moved in last
‘weekend fora three-

‘Ariderson’s commadding personality takes charge
&nm&eﬁtﬁml—&hdhnmmmm
arm in constant motion. She has a tendency to let her
songs lag teasingly belind the beat, along with a
penchant for extended, suspenseful endings that are
sometimes almost as long as the songs themselves.

'Brfzhlusm. a paean to urban life in fast waltz

Friday, and “Never Make Your Move Too
mnmmmmlvepamge was a

mm:mm%hmmm
Her musicians, central contributors to the perform-
mmmmm Phil Up-
in short, the brevity of
= Not was amiss, except
ﬁanw?m&My Joanie
k mers,
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roblems and promises for jazz.

the problems, which may

become severe, and the promises, which

have just begun to manifest themselves,
are due W technological developments.

The main danger: Jazz as we have
known it eould be on its way to being
devoured by the electronic revolution.
Many musicians may be put out of work,
while those who are stiil employed may
find an outlet for genuine jazz increasing -
Iy elosive,

This critical situation was discussed at
great length in the December issue of
Keyboard magazine. The headline on the
cover read: “The great synthesizer de-
bate: Are electronic keyboards puiting
acoustic musicians out of werk?” |

The crisis afiects everyone, from stu-
dio musicians to nightclub jazz artists,
from string players to trumpeters to
drummers, Alirmﬁu take the position

The year that lies ahead will present

thms putting countless players of tradi-
tional instruments out of work. More
moderate voices-believe that for all its
ability to reproduce every sound ever
created, synthesizers still sound like
synthesizers rather than the instruments
they purport to emulate.
llean to the second view, From the jazz
s'tandpomt. 1 find that certain nuances of
timbre and articulation cannot quite be
duplicated, I have yet to hear a synthe-
sizer solo that swings in the orthodox
sense of the term. Yet to the more casual
llstengr the synthesizer may suffice
where once a great string or brass section
reigned,

Walter Sear, a tuba player and early
distributor for Moog Music, observes:
"It's true that you can fake an awful lot
with an undiscerning audience; that's the
problem. The digitized trumpet does not
- sound like a trumpet to an experienced
‘musician. The phrasing and articulation

AR windinstrmnent. is not natural to a

. keyboard.”
a Whaths could mean is that in an

JAZZ 84

IS THE ELECTRONIC WIND
BLOWING ILL OR GOOD?

e “—'3

insidious way, the natural method of
creating an improvised horn solo would
be lost if and when the synthesizer
revolution reached serious proportions.

It is true that Joe Zawinul has mas-
tered the intricacies of the synthesizer to
create a valid, vital fusion, but he does
not attempt to duplicate what he once did
as a jazz pianist.

The ultimate proof of the synthesizer's
validity as an independent medium, rath-
er than as a sound-duplicgtor, may arrive
shortly with the release of Oscar Peter-
son's first synthesizer album. He bought
an ARP a decade ago and has since

amassed a large electronie collection. He |

was particularly taken with the Syncla-
vier computer-controlled synthesizer
and plang to use it in his live performan-
ces. In his album, an original suite
entitled “Africa,” he even employs syn-
thetic drums—specifically, an E-mu

Drumulator. According to Peterson, none

of the warmth and intimacy of his piano
timbre is lost in the switch to electronics.

Electronic instruments in forms other
than the synthesizers are of course
making heavy inroads in jazz circles.
Some years ago Ornette Coleman made
an 180-degree about-face by changing
from his avant-garde innovations to an
electronic funk group, with two guitars
and two basses. More recently several
albums appeared in‘which such talented
musicians as the saxophonist Oliver Lake
and the drummer Pheeroan akLaff of-
fered an eclectic mixture of hard
rock/R&B/disco/electronic funk. One
wonders if, had John Coltrane survived,
he would have made such a radical
rejection of the values he had established.
It seems improbable.

I am reluctant either to castigate or
categorize these albums, which have a
place of their own; what matters to the
concerned observer is that they are being
publicized in press releases as represent-
ing the only true progressive black
music, with <> reference to the progres-
sive acousuc fteps-taken by such loyal-

to-the-roots ybung artists as Wynton

By LEONARD FEATHER

Associated Pross

and Branford Marsalis.

The Marsalis brothers are fortunate in
that they have been able, aided by the
power of Columbia Records, to remain
true to the pure jazz they believe in.
Funk is a more salable commodity than
theirs, and most big companies are
reluctant to invest initems thal will not
sell in six figures, e¥en though a lesser
sale might still turn anadequate profit.

Fortunately there are men in
record industry whose beliefs hold out
hope for jazz: Carl Jefferson of Concord,
Norman Granz of Pablo, Albert Marx of
Discovery, and of course Bruce Lundvall,
whose Elektra/Musician label has re-
corded such admirable groups as Steps
Ahead and Sphere.

Asked whether he sees any future for
acoustic jazz in the light of the electronic
impact, Lundvall rephied: “Absolutely!
This music appeals to a smaller, more
sophisticated crowd, and there are plenty

the

Trumpeter Wynton Marsalis, son of
a distinguished New Orieans pia-
nist, has remained irue io pure jazz.

of dedicated young artists around who
believe in it and who won't play electric
funk, any more than 1 would want to
record them if they did.”

It is no coincidence that some of the
most promising players now making
their mark in pure jazz are second-gen-
eration musicians. The Marsalis brothers
are the sons of a distinguished New
Orleans pianist, Ellis Marsalis. Brought
up in a great tradition, they refuse toplay
funk-jazz or any other hyphenate. Pia-
nist Makoto Ozone (hailed here last week
as a Golden Feather award winner) is the
son of a jazz pianist in Japan. Chico
Freeman, one of the most compelling of
the new breed of saxophonists, is the son
of saxophonist Von Freeman. There are
many other such instances.

Jazz in 1984 and the years that foliow
may depend increasingly on new arrivals
whose fathers or mothers either played
jazz or indoctrinated their children before
they could be deflected.

nother dilemma the jazzman will
have to confront is the choice
between a jazz career and the

studio life. As they leave the jazz-orient
ed colleges, many graduates will bc
equipped for lucrative commercial activ-
ities. But paradoxically. the synthesizer
here may be a blessing in disguise; if it
puts enough studio musicians oul of
work, they may take refugeinjazz.

Last year Jon Faddis, an e:-:e:nplary

young trumpeter, became tired of the
studio scene and returned to jazz, Ie acing
a firsi-rate quintet. What 1884 will hold
for him depends, like so many other
cases, on the whims of the recerd
companies. At this writing he has no
recording eontract.

Faddis has come back to a world that
differs greatly from the one he left in the
mid-1970s. The jazz group as a
year-round entity is becoming harder to
sustain; I predict that in the next year or
two it will be near extinction. Gone are
the days when a Dave Brubeck Quartet, a

PAUL

DONYA

Another promzsmg second-genemtzon musictanis 22-year-old Japanese
pianist Makoto Ozone (shown here with trombonist Phil Wilson). |

il
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RICK MFYER / Lot Argvles Times

Trumpeter Jon Faddis tired of the studio scene
and returned to jazz, leading a first-rate gquintet.

George Shearing Quintet or the Modern Jazz Quartet
could remain together for two decades with only
occasional personnel changes. (The MJQ reorganized
last year on a part-time basis after lasting continuously
from 19562-74.) Again, there are one or two exceptions:
Art Blakey has his Jazz Messengers, as he did in 1956,
but obviously that kind of long-established name value
will not be available to combos starting out in the future.

The jazz vocal scene is bleak, Where are the Ella
Fitzgeralds, Sarah Vaughans, Carmen McRaes, Mel
Tormes and Joe Williamses of the mid-1980s and 1990s?
Only one young singer, Bobby McFerrin, has lately
gained enough exposure, with help from a progressive-
minded record company (Elektra/Musician) to assure
him of a bright future in jazz. Perhaps not coincidental-
ly, Lundvell hopes to sign to Lhe same label a young
black singer named Carmen Lundy, for whom he holds
out similar hopes. T

O

So much for the problems. Let us turn to the promises.

Belatedly but most helpfully, a potentially vast new
area is about to open up: jazz video, Although in i1z
infancy and far behind pop and rock video, it is well on
its way. =%

Sony has three jazz video LPs on the:market. They
are all big-band items: “Live Hamp, with Lionel
Hampton; “The Bill Watrous Refuge Band.” and “Rob
McConnell and the Boss Brass.” Each runs about 23
minutes and is available at $19.95 on Beta or $24.95 on

VHS, ﬂesewmtheﬁrumm«cunymlﬁsedwdm
of digitally recorded fuxz performances.

A few weeks ago, Sony followed up with four video
singles. These are briefer, containing two tunes aplece.
selling for §15.85 in Beta and $18.95 in VHS. All were

MICHARD FLETCHES

recorded live In concert: one each by Gerry \11- ligan
and Max Roach and two by Dizzy Gillespie, fronu

all-star “dream band" and a smailer group respectively
[hey run from 1€ 16 19 minutes. (A full 80-minute
version &f the Dream Band concert Is available from

-
| ——
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Embassy Home Entertainment.) yentures pro-
duced by other companies will diy resch the

public next year,

The jaza fan who does not yet own a VCRrr.n socn
accepl 1984 as the year of decision. The concept of
seeing and hearing one’s preferred artists on home
BQUIDMENL, with optimum guality sound, has been (oo
rarely available via commercial TV, The VCR revolu-
Uon seemingly Is aiming al more specialized markets.
Though expensive at present, this prospect is enticing,

The latest issue of the Tokyo Swing Journal contains
a section devoled to fazz video, Hiustrated by r
tions of Lthe covers of cassettes by the doz 1 & -:w.tr:g
everyone from Charlie Parker to Billie Hoidgy and
many more recent artists. [f Japan has estabiush-\g this
market, can America be far behind” Along with the'new
Year, a new and productive era may be dawning for,
paz. 0
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mmmmmﬂmmmmuy
- joyful experience. Here were two individualists whase
styles meshed from the first moment. Fariow leans o

mwmm tends to be more

ompleting the group was John Heard. 2 bassist who
mmmmr to every seing.

opportunity for the further tnvestigation dhwlw

both men have long explored. -
Dwuummmmdm;.tbummub'

minimally amplified. Such delicate understatement igall

mmmwmwhmmmwmumrm

for the threshold of pain.

i mumw:w Marshal Royal with

1
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ayum:mmm o .
\he Date Roau. Y m restaurant o

{he attendance and the reaction Friday
ventmulmmm

Jimmy Snuith; ‘the perennial award- Mn‘m
mkchargen&:ﬁpm..mﬂhﬂhrmumm

. mm,mmyuwmut%mmm
'emmrolchﬁ

leve! of rhythmic fury, his potential
F fot sonic grandeur. humhrhllhmywuhtm

wmmmhl lines may last for an
mumchommmnmmuu
muuk,,uﬁmm shaking It every which way but
loose while his left mm‘;‘:“‘m
against it Atmmmuﬂm““w'
"Mood Indigo” that has touches time pipe crgan

A visit with Jimmy Smith has curative properties;
You come away exhilarated, exhausted and sated. He is
the original Dr, Feelgood of jazs. *

This week's schedule at the Date Room; Wednesday,
0.B. Jessie; Thursday, Buck Clarke; Friday and Satur-
day, Maxine Weldon, A

| With m"mm { -"mw
| of the old m

blues, Gn
J mpnt

—

"%ﬁg‘ there were & few standards—"“It's All Right l
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JOSE GALVEZ '/ Los Anigeles Times 1,

Miles Davis

JAZZ ALBUM BRIEFS

By LEONARD FEATHER

e LMOST FORGOTTEN.” Various artists. Co-
lumbia BL 38509. Although this is the title of a
specific album, it could as well apply to a flock

of LPs that debouched over the holiday season from a
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variety of sources. Several were never previously
issued; some were issued only in Japan; others are items
released long ago but withdrawn from the catalogues.

“Almost Forgotten” itself is a collection of cuts by
eight groups. mostly from the early 1960s. One can
understand why some were shelved: Coleman Hawkins'
tenor is pathetically incoherent on one tune, and Wes
Montgomery, playing with his two brothers, plays
briefly and weakly. But there are a few compensations:
Clark Terry plays with three of the bands, and
trombonist J.J. Johnson steers a brisk quintet through
“Bags" Groove.” Slide Hampton, leading an 11.piece
band, offers an incisive reinterpretation of Thelonious
Monk's “Well You Needn't.” 24 stars. "

Speaking of Monk brings to mind his presence in this
same Columbia series. “Monk Tokyo Concerts”
(C238510) finds his legendary 1963 quartet, with
Charlie Rouse on tenor, playing works already available
on many other albums, but some, such as “Blue Monk.”
are troated differently enough to warrant a hearing. 4
stars,

Similarly, Miles Davis’ “Heard-'Round the World,” a
two-LP get like Monk’s (Columbia C238506), is valuable
as a study in contrasts. One disc is a Berlin product, with
Wayne Shorter’s tenor newly added to the quintet, but
the other was taped in Tokyo, during the very brief
incumbency of Sam Rivers,”an avant-gardist and a
somewhat inconsistent performer whose presence nev-
ertheless lends value to the album as a curiosity. 432
stars.

5|

“STRUTTIN' AND SHOUTIN"." Al Grey. Columbia
38505. This too belongs to Columbia’s “Contemporary
Masters Series,” but it postdates the Monk and Miles by
many years. John Hammond produced it in 1976. Grey, a
master of the plunger-muted trombone, is in his element
here, heading a nine-piece band devoted mainly to the
blues: Ernie Wilkins, who contributed the unpreten-
tious, down-the-middle also sits in on
soprano sax in “Star Dust™ Grey's church roots are
plangently audible in “Reverend Grey,” a tune he used
to play with the Basie band. Supportive soloists are the
1r'e Jimmy Forrest on tenor and Waymond Reed on
tru: pet. 3 stars.

a]

S YEET RETURN.” Freddie Hubbard. Atlantic
80108. This quintet was assembled to tour some of the
U.S. and European festivals last summer. Lew Taback-
in's tenor sax and flute team effectively with Hubbard's
ebullient horn, and the rhythm seclion (JoAnne
Brackeen, piano; the redoubtable Eddie Gomez on bass,

_ mdgnoxﬁmwwm out as:aheaivgam oft

The material ranges from a perky West Indian “Calypso
Fred” 1o Brackeen's modal and Middle Eastern “Hei-
di-B.” The title piece is a wistful composition by Joan
Cartwright. "Misty.” a fluegelhorn showcase for Hub-
bard, is another of the many highlights. Too bad groups
such as this cannot stay together permanently. 434
stars,

o

“LUCKY TO BE ME." Ruth Price. ITI 002. Price’s
gentle, sub.-rosa voice is ideally matched by the
well-tempered piano of Tom Garvin, who also writes
intelligent melodies: “Something Funny,” on which
Price sounds like Jackie Cain, and “Loving Friends,”
with Price's gwn lyrics. The program of songs is typical
of her unerring good taste: “Haunted Heart” “My
Romance" and “You Are There,” among others. Only
the opening cut, “Be My Love,” is flawed: a hair too fast
and nervous. Fine additional support here and there by
Pete Christlieb on tenor sax, with Roy McCurdy's drums
and Andy Simpkins' bass. 4 stars,

a .

HEARD-RANIER-FERGUSON. ITI 603. The unity
and interaction in this trio is exemplary. Heard's bass

s

flos Angeles Times

WELDON SINGS AT
NEWLY OPENED CLUB

and Ranier’s piano work as a well-rehearsed team, with |~ W

sensitive support from Sherman Ferguson's drums. On
the last three cuts (“Anthropology,” “If I Should Lose
You" and Heard’s own “Mother and Child”) Ranier
switches to tenor sax, clarinet and synthesizer respec-
tively, handling each with equal facility. But the best
cutz are Billy Strayhorn’s “Isfahan.” a graceful theme,
and Count Basie’s “Corner Pocket.” A promising debut
by a group that deserves lo stay together. 4 stars.

o

38507. Produced by John Hammond, these ave the
products of four sessions involving such eminent
colleagues as [llinois Jacquet or Leo Wright on saxes,
Hank Jones on piano, Jack MeDuff on ergan. The five
originals on Side 1 and four standards on Side 2 are all at
least very satisfying dinner-music mainstream jazz. The
delay of more than 20 years in releasing them is
WMMMWMMEMMwaySM
record companies? 342 stars.

8§

“SHAPE OF THINGS TO COME" George Benson.
A&MSP 93014. "TELL IT LIKE IT IS.” George Benson.
A&M SP 9 3020, Both sets date back to the days when
A&M was distributing CT1, and the latter's producer,
Creed'l'ayhr mmmﬁawonmwu

| still almost entirely as an
hmgdhkaments

=

layed, The titlo of the first album might better have
e been applied 1o the second. Recorded a year iater, in

19&3 ummk.on“ﬂmﬂlmsw 1o Me” and

Out, in the Cold Agaln. " ihal foreshadowed the Benson
MsM.@‘ '.u_.._..,:.__..

k_q

At present the music consists of a mm:
WdTmmmmmm
plano: Leroy Vinnegar, bass, and Frank Severino,
drums. In addition a different vocalist is featured every
week. This week's attraction was Maxane Weldon, Long
a part of the local voual landscape, Weldon has the same
powerful, emotional sound as ever, coupled with 4
jazz-influenced sense of phrasing and of meiodie
variation. During two short sets she applied these
characteristics 10 a series of famitiar Favorites, from
"The Nearness of You" to"As Time Goes By.”

That she succeeded in getling her vibrant message
Across was a triumph over adverse conditions. Instead of.
nwmmlhnMwwoﬂm near-dark ness;
instead of uaing her ar mbsicians playing her
mmm she mm it, ﬁnsing w]meyer

" Orlando-Orsini's is located at 9578 W. Pico Bivd., neat
mm benal o




by LEONARD FEATHER

My Dear Life is the title of an album
made by Sadao Watanabe in 1977. It is
also the name of a live radio show in
which he is heard all over Japan, every
Saturday from midnight to | a.m.,
working with Japanese and U.S.
musicians, Now in its 11th year, the
show is sponsored by a cosmetics
company.

The precicusness of life reflected in
that title was brought home vividly to
Watanabe in 1982 when, after a
backbreaking concert tour of the U.S.
and Japan, he wound up in the hospital
and was unable 1o get back into action
for almost a year.

Visiting Los Angzles during a
promotional tour for the first LP under
his new Elektra/Musician contract, the
50 year old reedman told the story of
his trauma. "‘It was very scary. I was
back and forth for months betiveen the
hospital and my home. The trouble was
with my liver; not due to
drinking—although I've stopped
drinking altogether now—but mainly the
result of overwork. The only real
nwdichnefmhverpwblemsis not to
drive yourself too hard.”’

Until sickness overtook him in Africa
during a concert tour to promote his last
Columbia LP, Watanabe had been a
powerful peripatetic presence in
America, Africa and Europe, touring
extensively almost every year since his
first Newport Jazz Festival appearance
in 1968. For most of that time he has
successfully maintained a dual image,
recording albums that have appealed to
a gmtnl audience but keeping his

bebop chops in fine shape when the
occasion calls for a session with the
likes of Hank Jones, Ron Carter and
_Tony Williams. (Bird of Paradise and I
“am Old Fashioned, both using that
rhythm section, were issued here in the
late Wmlnner(.‘ity)

initial Musician release, Fill Up
The Night (Elektra P-13017), produced
by his percussionist Ralph MacDonald,
is Wﬂfht& pop output: six of the

ek are his own, and on one

‘%Whﬂ&.“ be switches from

aitnln_‘_ anino,

SADAU WATANABE

Back on the Track

jazz type of thing, but nowadays I
compose more in terms of a song than
of just instrumental music."’

The Watanabe story has several
elements in common with that of the
most famous of his compatriots,
Toshiko Akiyoshi. Born in Utsunomiya,
some 90 miles north of Tokyo, he was
turned on to jazz by a firm called Birth
of the Blues, began to play clarinet, and
after moving to Tokyo joined what was
then known as Toshxko Akiyoshi’s Cosy
Quartet.

‘I was about 20 and Toshiko about
24; she was already into Bud Powell,
very dedicated, practicing a lot, and we

| copied many standards from the

repertoire of Monk and Miles. I learned
a lot from her about how hard you have
to work.

**“When Toshiko left to study at
Berklee, 1 took over the quartet.”’
Watanabe soon gained a national
following, and in 1958 recorded a
session along with fellow winners of the
Swing Journal poll.

By 1962 he had decided to follow
Toshiko's initiative by heading for
Berklee. *‘I spent four semesters there
but didn't graduate, because | got a job
with Gary McFarland. During a 10
week tour with Gary I also began
working with Chico Hamilton.

**1 tried to start working in New York
with studio musicians, applied for a
visa, but the immigration office found
out I wasn't going to school and said I
had to go home right away. Later they
changed the Taw and told me to apply
again, but by this time I was a little
homesick and decided, at the end of
1965, to go back home for a couple of
months.”’

The couple of months extended into
three years, as he was not financially
secure enough to afford the trip back to
America. Meanwhile he launched a jazz
school for young musicians. An album
he made with Charlie Mariano,
Toshiko’s ex-husband, won a Swing
Journal award as best Japanese jazz
release of 1968,

That was the pivotal year; in addition
to the award and the Newport visit, he
began to acquire a strong Parker image,
appearing in a Swing Journal “*Salute to
Bird'" concert. Not long after his first
visit to Africa he was signed to
compose the score for an African film,
The Juama.

Through the 1970s the tributes came

" e c

hot and heavy; at one time or another he
won awards in six different categories
for his playing, recording, combo
leading, composing and arranging.

In 1977, in a small Tokyo hall,
Watanabe gave a recital for which he
received the grand prize for Art
Festivals, sponsored by the Japanese
government. *‘I received a medal, also a
prize of about $2,000, which | gave as
a donation to handicapped people.™

As his appeal broadened, so did the
scope of his music, culminating in the
celebrated 1980 recital at the 10,000
seat Budokan Sports Arena. With Dave
Grusin as arranger and conductor,
leading & full symphony orchestra, he
presented a show called How's
Everything? (This was the title of a live
album released soon afterward). After
he had succeeded in filling the vast hall
on three successive nights, his
reputation was more solidly established
than ever.

*“After Budokan, I had a new album
released called Orange Express. That
was my last one for Columbia, and I'm
glad to be with Elektra/Musician,
because I worked with Bruce Lundvall
when he was at CBS, and of course
Musician is the label he started.””

Watanabe today is an international
figure who has transcended the bebop
image, yet he insists: *‘I was raised with
Charlie Parker, and Bird is always with
me. I want to be myself, I like to
remain as natural as possible, but when
1 take a solo [ feel that sometimes my
phrasing still comes from Bird.

** Another of my truly important
influences was Gary McFarland.™
(McFarland, a composer and arranger

y admired by his contemporaries,
died in 1971 at the age of 38). “'Gary
played a lot of bossa nova type things
that impressed me.

**My favorite all time composer, of
course, is Duke Ellington, and more
recently 1 have been most impressed by
Wayne Shorter."

After our interview, Watanabe was
due to leave on a five week tour of

Japan leading an American group. His
sidemen were Onaje Allen Gumbs,
piano; Bobby Broom (recently with
Sonny Rollins) on guitar, Victor Bailey
(of Weather Report) on bass, Buddy
Williams on drums and Steve Thomton
on percussion. He toured the U.S. in
1981 with the same group except that
Wilby Fletcher was the drummer.

If Watanabe's compositions reflect a
certain eclecticism, he claims it can be
partially attributed to influence brought
to bear on him when he was 13 or 14
years old.

“Right after World War IT it was a
big shock to me to hear American radio,
Armed Services broadcasts; that exposed
to me all kinds of American popular
music and jazz. It was a real culture
shock situation. I suppose a lot of that
impact is still with me.”’

The diversity of his output is readily
discernible via his recorded output. *'I
made my first album in 1961, right
before leaving for Berklee. As soon as [
came back from the States, 1 received
offers from just about every record
company to do jazz, bossa nova, pop,
everything. I have been in the studios
regularly ever since, and by now I
believe 1 have close to 50 albums.

*““You can hear a lot of the various
cultures in the Musician album. Say
When is sort of African influenced,
while Morning Calm is Brazilian
flavored. But this whole album comes
as close as any I have made to
expressing my entire personality.”’

Omitted from the album, however, is
Watanabe’s flute. *‘I couldn’t play it on
this occasion because during and after
my illness I didn’t touch it for a long
time. I was scared; I really lost my
chops for flute. But I'm practicing now
and expect to be ready in a couple of
months. "’

Another aspect of Watanabe not
discernible in the album is his passion
(shared by approximatley 100 million of
his compatriots) for photography. An
expert and serious student of the art
since 1975, he expects to have an
exhibition of his work presented in West
Germany early in 1985 under the
auspices of the Leica company. Several
of his photos have been used for album
covers; recently a Japanese magazine
devoted several pages to a review 4 his
visual artistry. His wife also is an
experienced photographer.

Sadao Watanabe today lives a solid,
settled life in his native country. .=
if'he would ever consider returnin,
the U.S. to stay, he said: ‘‘Back hon
have my wife and daughter; | have my
radio program and a comfortable life. I
can always come back to America when
I want to play some dates. It’s nice to
visit here, but I'm very contented with
life the way it is for me now."" ]




/JAZZREVIEW

ROB McCONNELL BAND MAKE%U;

By LEONA fm FEATHER

"B?e Rye Bluen."

elebrating its first U.S. visit in two vears, the Rl F'é‘r 8 attention to thm !.he m:!!utrm which I
McCopnell “Bess Brass" band from T ,} lWMhhomMmthmmmpt'Jm

arrived Sunday atDuntesfurafom -day stay.
This is 2 vast —22 men playing 38 instru-
ments—yet the a 2 i8 bathed in sound rather than
drowned in noise, lquanndJ who writes most of the
arrangements and plays valve trombone, paints in
pastels, turning “Autumn’in New York"” into a coloristic
concerto for Jerry Toth's alto sax and bringing sly

flos Angeles Bimes | (20

TROMBONIST FRONTS
GROUP AT CARMELO’S

By LEONARD FEATHER

hil Wilson, the trombonist, who works regularly
as a teacher at the Berklee College of Music in
Boston, is back in town for a brief tour that

included two nights at Carmelo’s Wednesday and
Thursday.

Last year, when he brought his brilliant young

student, pianist Makoto Ozone, with him, sparks flew.
This time around, he simply led a locally assembled
quintet, with no rehearsal and, inevitably, no new or
challenging material. The result: five good musicians in
search of a direction.

A soloist of unquestioned talent, Wilson was not in
peak form; there were long arid passages, ragged
endings and a generally too casual air. Possibly his sore
throat was to blame. He came to life in the first set
during two duo numbers with pianist Dave Frishberg;

similarly, in the second set, pairing off with bassist John

Heard, he met the demands of the trimmed-down
accompaniment.

Bill Berry's muted cornet injected some needed spirit
into the quintet numbers; Heard and drummer Frank
Capp were in good form.

Ironically, the best : - -
left the bandstand except Frlahbuz. who mg the
contemplative and charming original tune “Eloise,”
!ouowingitwithaphmnohananeuﬂyknym
Morton piece, “The Crave,”

In general the Wilson presentation was lax and

undisciplined, with lulls between numbers while deci-
sions were made on what to play next. Jazz has been
called the sound of surprise, but there were too few
surprises Wednesday evening.

Prank Strazzeri's sextet takes over at Carmelo’s
tonight and Saturday, followed by Louie Bellson's big
band in a 7 p.m. visit Sunday.

e trombones, never ioses touch with the essence of
SWINging Jasz. The rhythm section is meoﬂhehﬂ on
cither side of the border: Terry Clarke on draghs. Jimmy
Dale on pilano and Steve Wallace on hp- were Lthe
Cornernones

An opening bhies showcased £d Bickert, M
premier guitarist, and the fleet John MeLeod on
trumpet. Next, this behemoth of a band actually
sounded dainty in “Phil Not Bill," a sprightly jaze waltz.

The most Jyrical moments of the set were reached
with a vivid MeConneil arrangement of Johnny Man-
del’s “Close Enough for Love” Guida Bassn. the
eminent fluegelhorn virtuoso, has never sounded
Warner or more ingratimting.

The cancluding “Easy to Love,” with Moe Koffman on
alto sax, was a more conventional be-bop chart, yet
even here there were unpredictable rhythmic and
Rarmstic nuances,

T top It off, McConnedl is a dryly funny announcer

/hese infectious personality communicates (o hig men,

lucing a team spirit that has few if any equals on

#lay’s big-band scetie. We are that thanks o
Donte’s, with some funding suppost from the Canadian
government, once again we have this superiative
ensemble in our midst. Reservationa are advised; the
club was packed wall 1o wall Sunday. Closing night i
Wednesday.

e ——

e
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LEONARD FEATHER

‘Jazz’ That Isn’t

| recently noticed, with a mixture of
pleasure and amusement, that Linda
Ronstadt’s gold-selling “What's
New?'” album, after 11 weeks on the
pop charts, had entered the jozz
chart at No. 32.

Graonted this admirable LP has a
few brief, jazz-oriented interludes by
Plas Johnson, Bob Cooper, Tony Ter-
ran and Chauncey Welsch; but by
what possible stretch of the imagine-
tion could Ronstadt be colled a jazz
singer, or Nelson Riddle’s beautiful
string-laden backgrounds qualify as
jozz arrangements?

This is part of a larger picture that
finds the word jozz bruited about for
all kinds of music. In the some list |
found, among the top 20, three al-
bums by pianist George Winston, a
fine artist whose often-ethereal music
has been heard on classical station
KFAC. | do not hear in him any of the
rhythmic improvisational content of

Iq_;z-“h"-..: LA S AN PR

By the same token, musicians who
represent various forms of fusion,
usually with a strong pop-rock or funk
coloration, proliferate among those
so-called “jazz" best-sellers. Only oc-
casionally does an album show up
that fits the purist’s definition of real
jozz: Keith Jarrett’s set of standards,
the Wynton Marsalis combo, Alber-
ta Hunter’s latest jozz-backed vocal
LP.

We can reach one of two conclu-
sions: Either the meaning of the term
jozz has broadened enormously, or
it has become virtually meaningless
and will ultimately disappecr from
our vocabulary. When Herbie Han-
cock’s splendid jozz LPs with such
groups as VSOP and his pop sets such
as “Future Shock’* (at this writing No.
2 on the jazz charts) are all tossed in-
discriminately into the same listings
under the jazz heading, we are in-

o« deed living in the age of confusion.
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MATT CATINGUB: LIKE MOTHER, LIKE SON

By LEONARD FEATHER

mmmabom{a&tt Catingub is conven-
“tional.

Consider his herllage:msfamerlsahhpm
hommmtvni ,mbommWestem
Samoé.

His size 6 2 mite mﬁ:emiu;aﬂds § feet, T¥inches
1al] and weighs in at apoundage over 200, the details of
whtchheprefmnouodhcm ‘He looks 2 little older
thanhiszzm

His musical; etﬁ‘aorgﬁnary Injunior high
school he eameﬁ(!sand.ﬂ)a in music and his parents
were about ready to give up on him. Yet, at 17, he wasa
highly praised member of Louis Bellson’s barid, playing
alto saxophone, composing and arranging. ~

‘I‘hmtheretshnchmceforamermthebigbandhe
leads in Los Angeles: the vocalist is his mother, Mavis

Rivers, a respected performer who recorded many

alburns in the 1960s. A _
While many older and long-respected bandleaders
are having trouble finding a record deal, Catingub is
earning healthy air play with his album, “The Matt
Cnﬂmuhﬁgﬁand.featunnguam Rivers” (Sea

- " he said the other day,
mwmwm low-graded student to
teen-age prodigy. “My parents practicaily had to force
mwm&mmmlyﬁmthepmthat
became my gift, my tool; 1 taught myself to arrange
Mjﬂtma&ep&maMgwngmm

-

L
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WIGGINS QUARTET
AT THE MONEY TR]E.

B]:LEONARD FEATHER - 5
t the Money Tree in Toluca Lake, where singers
are in charge five mg‘ma,a week, the Sundayand
Monday seaainn; for ihe m tw_o months have

for many years one of the Southland’s most
both as soloist and as acmmpanmt

i anleds s :
WtwumSundayhnl_ I hetween familiar

waudnmhmgumnsmxm‘
it Mist Blues.”

“His most valuabt&.pﬂfn,&"_jn the group is Red
cnliender hqmim wh : speakforthe:n-

 Robinson, untenm'sampmne,mmundemtated
time that one wishes the low flame could
In his less pallid moments he suggests an

of the late BmWehster t.anal}yifmt ureauvely

io provide first-rate
ndays at 8:30.
-aklﬁsﬂoney ‘Tree: singer

“1 guess 1 inherited some talent, mostly from my
mother. Later on my dad got out of music and Mom did a
lot of work with Red Norvo, the vibraphonist. Red
became practically one of the family; he encouraged me
no end and gave me the guidance I needed.”

Born in North Hollywood on March 25, 1961, Catingub
was at Grant High School when he belatedly became
serious about music.

“I have to give credit to my high school teacher. I did
aomethmg on the piano that didn’t impress him too
" much, and he said, ‘Tl tell you what: We need a lead alto
sax player.’ I was very hesitant, but he insisted. I went
home and told my parents; they rented me an alto. So it
wasn't until the 11th grade that I began to play
saxophone.”

Once he had made the transfer into the reed
department, Catingub made such rapid headway that he
was chosen for a chair in the California All Star High
School Jazz Band, a specially assembled group that
performs every year at the Monterey Jazz Festival.
Playing alto sax in the band, he composed a suite,
“Monterey 1,” for the occasion and won the festival's
scholarship for his efforts. This consisted of a cash
award and a trip that immediately placed him in exalted
company: He found himself traveling with a Monterey
All Stars group (Thad Jones, Mel Lewis, John Lewis and
Percy Heath) to Tokyo, where they joined forces with
Sonny Stitt, Dizzy Gillespie and Kenny Burrell in the

_ first “Monterey Jazz Festival in Japan” celebration.

His initial encounter with Bellson came about in a
manner as improbable as most of the other develop-
ments in brief career. “My dad had become a pest
control salesman, and he happened to do an inspection
for a gentleman by the name of Bobby Shew—yes, the
trumpeter. Dad told Bobby about me, and soon
aftermrdlwentovertq-‘eehm armed with a tape of

my performance at Monterey. I told him I was interested
in mgeting Louis. Bobby, who was working in the
Bellson band, introduced me to Louis, who couldn’t have
been nicer. Very shortly after that, he called me to play
a gig with him, and I've been with him on and off ever
mm‘!l

In August 1979, the Bellson band recorded Catingub’s
| original “Explosion,” an 11-minute blockbuster with its
composer’s searing alto as centerpiece. He had then
been writing barely two years. The following year,
Caﬁnguborgmizedhisownband.

. The ) include a female vocalist drawn from
within the was natural and logical, he says.
Rtghtﬁumthestanrthoughntwouldbeaniﬁy:dee
to have Mother beside me. As Red Norvo says in his
notes for the album, she has a great ear and a wonderful
| _sense of time.”

The widely traveled Rivers, barely into her teens
when she was voted New Zealand’s most popular singer,
settled in the United States in 1954; five years later, with
Nelson Riddle arranging and conducting, she made her
first album, for Capitol; it was nominated for a Grammy.

Securing jobs for a new, unrecorded big band
presented Catingub with a problem that has confronted
[too many aspiring maestros in recent years, In 1982, he
rﬁnodtbeawardmnnmgorchmraofroshjkom-

At

. with you."” O
! El. Y e

PTON / Los Angeles Times

Bandleader Matt Catingub, 22. Says one veteran
player, “He's just about the most talented
all-around leader I've ever worked with.”

yoshi and her husband Lew Tabackin. Until the couple
moved to New York last year, he juggled three careers,
working with Bellson, Akiyoshi/Tabackin and his own
band,

As revealed by the names listed on the album, his
personnel has an age range that typifies the ability of
jazz players to ignore generation gaps. Buddy Childers,
then a member of the trumpet section, was 58; Bill
Green, the respected veteran baritone saxophonist, is
now 58, “Catingub is a genius," Green says. “He's just
about the most talented all-around leader I've ever
worked with.” '

At the other end of the scale are 20-year-old
trombonist Mike Fahn, 18-year-old drummer Kevin
‘Winard and 21-year-old lead trombonist Andy Martin.

Because the big band outlook seems somewhat dim to
him, Catingub is filling in his time with a variety of other
jobs. “Right now I'm really concentrating on electric
keyboards—that's sort of my second ‘ax.* I'm doing pop
and rock studio work. I don't mind that, because you find
good and bad in every area. When people like Al Jarreau
and George Benson are considered pop stars, that's good
pop music.

“As a matter of fact, a few friends are working with
me on a pop project. 1'd like to have a pop group with hits
on the radio, but that doesn’t mean I'm giving up
anything—Ijust want to add that to the list of things I'm
into."”

His multiple activities have involved international
travels. He was in Japan three times during 1982, twice
with Akiyoshi/Tabackin and once as a guest soloist with
a Japanese band. Europe has heard him in person twice
with Bellson and once with Akiyoshi/Tabackin.

Mother and son are continuing their careers separate-
Ly and jointly, Rivers is due for a date soon at Sherman
Oaks’ Le Cafe. Recently she has recorded a new album,
and thereby hangsa tale.

“This was Mother’s date, but I put together a small
group to accompany her. It's for Delos, a new
compact-dise company. I did the arrangements, and we
‘went into the Annex Studios in Hollywood. While we

‘were walking in there, she turned to me and said, “You

know when I was last in this studio? I was here to make
an album for Reprise—and at that time I was pregnant




,femzaf Feather's Choices For

THE © GREATEST
~ JAZZ PIANO TRIOS

NCEAGAIN WE ARE privileged to wel-

come the distinguished jazz critic Leon-
ard Feather to our pages. Born in London in
1974, Feather studied there at the St. Paul
School, then came to the U.S. in 1935, becom-
ing a naturalized citizen in 1948. His credits
are many and varied. As a pianist, he has
recorded with Louis Armstrong, Jack Tea-
garden, and others. Asa jazz composer and
lyricist, he has written hundreds of pieces,
many of them recorded by Armstrong, Duke
Ellington, Ella Fitzgerald, Sarah Vaughan,
Yusef Lateef, and Roland Kirk. Feather has
conducted a weekly show for KBCA radio in
Los Angeles, served as master of ceremonies
at the Newport Jazz Festival, and taught jazz
courses at many colleges. His TV program
The Jazz Show received an Emmy Award
nomination. Perhaps best known as a writer,
Feather has written numerous books, includ-
ing Inside Bebop, The Book Of Jazz From
Then Till Now, Laughter From The Hip (with
Jack Tracy), From Satchmo To Miles, The
Pleasures Of Jazz, and, with Ira Gitler, The
Encyclopedia Of Jazz. His weekly column in
the Los Angeles Times is widely syndicated,
and his articles have been published in Down
Beat, Esquire, Gallery, and many other maga-
zines, including Keyboard, where his contri-
butions have included a study f big-band
pianists (May/June '76), remembrances of
Duke Ellington (Nov. '78), Stan Kenton (Nov.
'79), and Bill Evans (Dec. "80), a series on
famous pianists’ favorite albums (May '83,
July "83, Sept. ‘83, and Nov. '83), and his Piano
Giants Of Jazz column, which ran from Sept.
‘76 through Feb. '81.

LTHOUGH THE PIANO has long been
Aa staple instrument in jazz, it hasn't
always had the opportunity to be
played with the kind of sensitivity and dexter-
ity to which we have grown accustomed in
the music of the modern virtuosi. In search-
ing for reasons why this is so, we might de-
bate all sorts of musical factors that have
altered the jazz landscape since its early
years, but | think we can safely say that when
chamber jazz, played by small combos rather
than rocking bigger ensembles, began open-
ing the door to a more intimate type of
player, jazz piano began to shine with a new
and brilliant light.
What is there about the trio setting that is
so conducive to expressive piano playing?
Foronething, it simultaneously focusesand
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broadens the planist's musical horizons. The
unaccompanied pianist has unlimited struc-
tural freedom, but at the cost of the kind of
exchanges with a rhythm section that often
stimulate inspired improvisation. The big
band pianist can enjoy the thrill of playing
with a powerful ensemble, but the tradeoff is
that he or she is often tied to a clearly defined
partwithin the written arrangement, In the
trio format, however, the keyboardist can
enjoy most of the advantages and suffer few
of the restrictions of these two extremes, by
having the oppartunity to juggle the roles of
soloist and accompanist, rhythm player and
melodic improviser, even adding bass lines to
these interchanging responsibilities from
time to time.

Despite these plusses, the trio format
didn’t catch on during the first ten years of
recorded jazz. During the decade following
the Original Dixieland Jazz Band's hallmark
1917 sessions, few attempts were made to
record this embryonic idiom in a subtle or
intimate manner, partly because jazz was still
fundamentally a dance music played without
benefit of sophisticated amplification in less
than sedate clubs, a fact that encouraged
musicians to sacrifice introspection for

-straightforward rhythm and performance

volumes that could compete with audience
noise levels.

There were a few exceptions to this rule,
however, though some of them featured
pianoless groups. For example, in 1926-27 the
violinist Joe Venuti, teamed with guitarist
Eddie Lang, waxed a series of memorably
understated works, There was also, in 1927, a
curiosity with Bix Beiderbecke on both
cornet and piano, Lang on guitar, and the
saxophonist Frankie Trumbauer, in a piece
called “For No Reason At All In C." Gener-
ally, though, jazz — espedially jazz involving
the keyboard — was recorded either by
piano soloists or by groups ranging upwards
from five pieces.

This soon began to change, In 1928 a
German-born pianist named Mel Stitzel
(1903-53) took part in an unusually relaxed
trio session, The leader was a 19-year-old
clarinetist named Benny Goodman, and the
third participant was drummer Bob Consel-
man. They recorded “That's A-Plenty” and
Goodman's own “Clarinetitis.” This triowas &
forerunner of the Benny Goodman Trio that
would achieve world renown several years
later.

Teddy Wilson's key role in the later trio,

along with the discreet drumming of Gene

Krupa and Goodman's matchless virtuosity,
established thisas the first genuine example
of the piano chamber jazz setting. The first
session by this ageless threesome, on July 13,
1935, produced “Bady And Soul,” “ After
You've Gone,” “Who,"” and “Someday Sweet-
heart.” Wilson's style was hailed in s day as a
retrenchment from, or at least a contrast to,
the incisive, more strongly rhythmic work of
Earl Hines. During the next few vears Wilson
rose quickly to become, along with Hines
and Fats Waller, one of the predominant
plano influences of the day.

It is noteworthy that neither Goodman
nor Wilson seemed inhibited by the absence
of a bass player, though in later years Good-
man would invariably add a bassist to provide
what seemed like an essential harmonic
foundation. To this day the early Goodman
Trio sides retain their self-sufficiency and
validity. Historically this was the group that
broke the color barrier by becoming the first
interracial unit to perform regularly in public,
but musically it was the combo that placed
the spotlight on Wilson as a vital new figure in
jazz.

The next significant chamber group, and
the first to be led by a pianist, was the Nat
King Cole Trio. Cole (1917-65) organied itin
Californiain 1937, first structuring it at times
asaquartet, with Lee Young on drums, but
the trio did not begin recording until 1940.
This group was important both for the
strength of its inherent musicianship and for
its catalyfi€'contribution 1o small combao jazz.
The instrumentation, with Oscar Moore on
the still rare electric guitar and Wesley Prince
on bass, achieved an unprecedented unity
with its neatly organized arrangernents, often
using Moore and Cole in harmony or unisan
passages,

Cole sang occasionally on tunes like
“Sweet Lorraine” and the memarable blues
“That Ain’t Right,” but his main contribution
was as.a planist, Reflecting the influences of
Hines and Waller, he was so importantinstry-
mentally in the trio years that he won the
Fsquire Gold Award as the No. 1 planistin
1946. The trio,meanwhile, was voted No, 1
small comba inthe Down Beat poll each year
from 1944 theough '47.

The plano/electric guitar/bass instrumen-
tation was widely copied during the 19405 by
such groups as Johnny Moore’s Three Blaz-
ers, the Page Cavanaugh Trio, and the Soft
Winds, featuring Lou Carter on plano, Herb
Ellis on guitar, and John Frigo on bass in 1947,
Although Cole retained a guitarist and bassist
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LOOKING IN ON THE
GREAT MUSICIANS

By LEONARD FEATHER

he camera having predated the art of jazz by

many decades, it should stand to reason that

photographers were ready to go tnto action from
the first moment Buddy Bolden blew his powerful
cadenzas across the river in New Orleans.

hug while mnor brother Hank looks quizzically away
from them,
Fw&emﬂmﬂth«mmmmmﬂn&&mﬂm
are two unfargettable exceptions, The late Art Pepper,
I¥tng on a hotel-room bed, unwitlingly conveys the

Reason, unfortunately, conflicts with fact. A variety
of causes kept most of the pioneer jazzmen all but
undiscovered by the photographic community, Jazz, of
course, was primarily a ghetto product ignored by the
vast mass of white Americans. Even the' white
musicians were regarded as an oddity, sarning no
respect by most social standards and certa\nly deemed
not worth the trouble of visual preservation.

Thus we find that there is only one picture in
existence of Boiden, and of questionable authenticity at
that; the photos of the Original Dixieland Jazz Band, for
all their fame, are relatively few. Louis Armstrong was
almoest never photographed as a child or adolescent.

Despite these problems, jazz picture books have been
cropping up intermittently since Orrin Keepnews and
the late Bill Grauer edited “A Pictorial History of Jazz"
(Crown, 1955), now out of print. A recent and far more’
comprehensive counterpart appeared in 1982 with the
publication by William Morrow of “Black Beauty, White
Heal," subtitled “A Pictorial History of Classic Jazz,
1920-1950," by the indefatigable Frank Driggs, the
world's foremost collector of jazz memorabilia, and
Harris Lewine. The subtitle makes it clear that the
editors chose that particular starting point because the
previous two decades Went virtually undocumented,

In the last two or three decades, the capturing by
camera of jazzmen in action (or occasionally in repose)
has become an art practiced by so many jazz fans thata
new breed of jazz photo book has emerged, one in which
the pictures are not simply anthological miscellanies but
are the product of a single crahsman. An cutstanding

Histe :
Gottlieb, which appeared in 1979 and ‘consisted
phomhshkmbetweenlsssandm

CANOL FRIRDMAN

; ¥ o
The late Eubie M.m as a conductor,
All these books placed a Heavy actent on the past

mmwmwmmm at hand, which i a
book just received and likely to be more enthusiastically
acclaimed than any previous work in its fieid,

“A Moment's N’m m of American Jazz
Musicians™
GCiddins ( mxm
only 85 photographs of 74 m!
Fnedmswwthsmhmummhp;wm
(The title, by the way, was inspired by the John
Coltrane composition “Moment’s Notice.”)

Friedman, born in Brookiyn in 1955, works as a
portralt and fashion pholographer hﬂw York.

in this collection span the years from

to 1983, What sets her work i 2 class apart from that of
most of her predeceasors is that these are not action
pictures: There are no trumpets pointing skyward, no
stage shots in which admerofmm‘cal instruments,

mwkmﬂ;m

powuﬂﬂbhﬁemd“&ﬁﬁmﬁnm We
m#m&um“m as human

Mthmeu{'

mwmmw&ﬁ';:?“ A
m&mmwmﬂm( women
mmmammm!ﬂum

backstage somewhere, posing as a conductor. ( His wife
later revealed to Friedman that it had always been one
of his dreams to conduct his ewn orehestra.)

The settings are many and varied. Here is the veteran
trombenist Vie Dickenson agginst the background of a
wall al Eddie Condon’s ¢lub emblazoned with phote-
mﬂmmmmmamm

_—

—:?\‘I

traumas of his chaotic, drug-ridden carcer. There Is an
even more wrenching melancholy to the shot of Chet
Baker—a revealing view of the one-time fair-hajred,
good - looking youngster wha aged 100 soon and too fast

The accompanying texts by Giddins are so consistent -
ly well written Lhat one wishes there had been a little
more of them and a mite less white space. Most are about
200 words long, vet Giddins. in a single paragraph.
succinetly combines biographical details with an assess-
ment of the artist’s style, role and contribution, and
suggests a few recommended albums.

Although it can hardly be called an essential
component of every jazz library, “A Moment's Notice™ is
a Ltrue wark of art. one that can be recommended as an
\deal gift for any concerned student of jaz=.

=

“Stomp Off, Let's Ga!” by Johin Chilton, published by
Jarz Book Service of London, is subtitied “The Story of
Bob Crosby’s Bob Cats & Big Band.” It is now available
at $12 from Otk Lawn Books, Box 2663, Providence, R.L

Chilton, a British eritic, is one of the most painstaking
researchess ip janz. In this well-documented work, he
zeres inon the contribution of an orchestra that has

mmmw@ummm

s omitted any mention of it

Angelenos as a ety councilman, he played in the
#ax section in 1936- Szhdmmowngmwthebmdsof
Jipmy Dorsey, Benny Goodman and others,

“Stomp Off, Let’s Go!" is an informative work that
fills a void in the decumentation of fazz. There are
u=trations, but the reproduction is barely adequate,
The bottom line, however, is the valueof the text. D
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JIM SELF: TO THINE OWN LIMITS BE TRUE

writing. If I may be forgiven the observation, the sextat
as it stands is Self-limiting,

By LEONARD FEATHER

. he discovery of something' new and different
* B inverisbly holds out hope for any lisl.em;r sat_ed
with the estabiished jazz names. A case in point

was the debut Wednesday at Hop Singh’s of a group

billed as Jim Self Plus Five. :
" Self plays a tuba—actually two tubas that differ in .'
plich—and doubles on the EVI, a hand-held mouth- !
n synthesizer that can sound like anything fr_om a
Mss clarinet 1 a piceolo. Joining Self in the front line is
i harmonica player, Ron Kalina. The other members
play guitar, vibes, bass and drums. This unorthodox
sgtrumentation at least guarantees that the unit will
ind like nothing else presently audible. In his ad-lib
solos, Self gets around handily on tuba, overcoming the
inherent problem that this is hardly the most attractive
vehicle for improvisation. On the EVI, he produced
ame antic effects playing Milcho Leviev's attractive

_ Mueh the same observations can be made concerning
Katina. Perhaps the best thing about jazz harmonica |
: ﬁthltﬂme are not too many of them. Kalina’s
technique and ideas transcend, to some extent, the
it -in difficulty of making his medium sound pleasant.
ne sextel’s choice of tunes is beyond reproach.
ting with Kalina's “Children at Play,” the title tune
» group’s album, they moved along to C;uc:
ards ag Benny Golson’s “Whisper Not,” Chic
“Spain” and Freddie Hubbard's “Up Jumped

Since Self obviously Is agmed and versatile musician,

- .WOODY HERMAN

‘arrangement is

iContinued from 58th Page
a complete flop."
A

gly, he expects soon to invest some of his

ne (89 J can indulge my hobby™) in other pursuits:
Enotably, he is beginning to make his way into the

#ield of TV commercial endorsements. Another source
of relief from the endless round of touring with a big
band is his imminent stint at New York’s Rainbow Grill..
He opens there Tuesday for four weeks, leading a

seven-piece group.

“I like working in a smaller setting every so often: it

would probably be rewarding to hear him in a setting

red less 16 novelty and more to colorful, challenging ~ * .«

1
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CHICK COREA SHINES IN CLASSICAL STYLE

BRLEONARD FEATHER
-

Lis doubtful that any musician identified with jazz
, has tasted success in more diverse arcas than Chick
Carea, Sunday al the Beverly Theatre the chamele-
ofift: pianist-composer erjoyed what may have been his
finest hour, in a predominantly classical program that
conld better be evalyated than categarized,
\¢ centerpicce of the evening was a st ng quartet.
oS of the first half was devoted to Corea’s “Lyric Suite
for-Sextet," with vibraphonist Gary Burton as the sixth
participant, This worked even hetter in person than on
ibum; the integration between strings and soloists
be interpiay hetweer Corea and Burton were on a
lofty fevel. For good measure there were
eces from their 1970s collaboration: Steve
:"Filllﬁ’g-.‘ﬁrace" and Corea's prancing waltz,

* Bl

Arings (two of whom, cellist Fred Sherry and
Carol Shive, were also heard on the record)
With a rare onencss, & flawless sense of time and
‘1o deal spiritedly with the most demanding

oond hall Burton was heard unaccompanied

r-old Osear Levant tune, “Blame It on My

T With '3‘@ strings in a brooding suite

- by Corea. With his eye-boggling
ue, he is as original and ereative a
aver graced the music world.

- nto his 1976 “Spanish Heart”

album for “Day Danse.” Then it was just he and his
Boesendorfer for a reflective, Monkish butl overextend-
ed "Round Midnight." Gayle Moran’s semiclassical
soprano. was heard to fair advantage in her own
composition, “Your Eyes Speak to Me.” * !

Though the musicians played with serious dedication,
a pervasive sense of enjoyment radiated from the stage.
At one point Corea even borrowed Ida Kavafian's violin,
played a Lwo-bar tremolo and promptly gave it back.

This spectacular recital ended with two encores that
turned out Lo be the most jazz-oriented works of the
evening: “La Fiesta” and “Bud Powell,” with Corea and
Burton alone on stage and having the time of their lives.
As did weall.
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gets me out of my doldrums. When my band sounds
good, I'm up there having a marvelous tirme, but I do
much less playing and a lot of listening. With a small
combo I really have to get down to business and play.” -

_ Chances are that this group will make an album for
Concord Jazz, the corpany that has helped immeastura-
bly during thelast three years to build Hermian's morale
and his record visibility by producing him in a variety of
settings. (Recommended: “Woody and Friends," Cl-
170, taped live at Monterey with the band and guests
Dizzy Gillespie, Woody Shaw, Stan Getz and Slide

: also’“My Buddy," ary- Clooney with
the Hermanband, Cl = =5
i At the Rainbow Grill will be twio graduates
nd, ﬁ'?ﬁr;@'and drummer Jake
Hamilton. When the New York gig ends, Herman will
reassemble his regular Herd and take off again, once
more justifying his nickname, “Road Father™ 3

Asked to recall the one event that stands out among
his recollections of things past, Herman saifl “Our
40th-anniversary concert, in November of 1976 at
Carnegie Hall, was a highlight of my entire musical life.
It was an indescribable feeling to be surrounded by my
regular orchestra along with Stan Getz, Zoot Sims and
S0 many other alumni, who are still my friends after all
these years."”

Another question brought a less forthright answer: If
he had to name one of his bands that stood out above all
the others, which would it be?

“I don’t feel 1 have the right to name just one. I always
say the best band is the one I'll have next year. In fact,

-r
= 0

Hanna, along with

{ the only favorite I'll pick is Duke Ellington. I want

everyone in the world to know he’s been-my No. 1
influence—yesterday, today and forever.”

__n-‘liw-amnu--. Al _AE
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WOODY HERMAN
ON HIS NTH HERD

By LEONARD FEATHER

(4 ost of the guys in my band are in their 20 In

fact. most of the fellas in alf my bands have

been voung. It's just the coach that got very
old.™

The self-deprecating speaker was one of the jazz
world’s indomitable survivors. Woodrow Charles Her-
man in his time has coached an endless parade of
burgeoping jazz talents, Some have remained with him
for many years, learning their craft, then taking off,
perhaps en route to international fame, When there was
no organized jazz education to speak of, a seat in Woody
Herman's orchestra was the logical objective for a
young musician. His was a one-night-standing schoo! of
music; a peripatetic education in itself.

Herman is regarded by countless musicians as a
standard-bearer of values that have held good through-
out his 47 years as a band leader. The young, aspiring
jazzmen who have filtered in and out of his ranks
invariably look back in gratitude, attesting to his
patience, encouragement and broad-mindedness as a
leader.

“It's much easier to get new men these days,"” saysthe
maestro, who turned 70 last May. “T've been drawing a
lot of players from the Eastman School in Rochester,
N.Y., where they turn out some fantastically good brass
players. I've also found a wealth of young talent at
Indiana University and at North Texas State Universi-
Ly—they both have very extensive jazz education
programs. And of course the Berklee College of Music in
Boston is always a cradle of jazz talent.”

That Herman managed to get through 1983 on his
perennial full-speed-ahead schedule seemed little short
of miraculous to insiders who knew the traumas he had
already endured. Late in 1982, the club that had been
opened in his name in New Orleans, where he had hoped

| torealize a cherished dream by spending 36 weeks there

“every year, folded up after 1 months of financial

struggle. A week later, Charlotie Herman, his wife of 46
years, died in Los Angeles.

Friends convineed him that the best therapy wotld be
an immediate return to work. He played a date in
Sweden, then reorganized his band,and. aside trom time
out recently for an operation. sopat the rest of the year
touring.

— was new (o me, Coleman

WoodyHman,herepIayingaijamsmion.is
still going strong after 47 years as a band leader.

“Actually, 1983 turned out to be a great year. We did
vuyweum'ihghnd;wemkedmeafthemmjam
festivals—Nice, the North Sea, Montreux—and various
smu«mmlmy.whjchmaﬁmfwm?ben
therewmdmesmGermany.Hnﬂand.Smhmall
very encouraging. because [ still find a higher leve! of
enthusiasm overseas. I guess we just have an overabun-
damdevmhinginmnommuy.sopeoplelendto
takeﬁngameforgnnted.andthixtakes!tswﬁon
the impact of jazz,

“Sull, there were plenty of gratifying dates at home,
particularly when we visited high schools and colleges,
We didn't just play concerts, but took part in clinies with
the music students. It's inspiring and good for the soul. 1
love working around youth. Our kind of music calls for
energy, enthusiasm and dedication, and that’s what
youthisall about.™

Herman was 23, younger than several of his sidemen,
when he started, playing his first dates at the Brooklyn
and New York Roseland ballrooms late in 1936, Bands
had slogans in those days: Herman's was “The Band
That Plays the Blues.” Along with the bilues, there were
overtones of Dixieland.

“Some of my biggest herges-were Doveland players,
but a great turning point in my life that made me aspire
Lo other things was a record by a group called the Mound
City Blue Blowers. It featured a tenor sax plaver who
ins, along with Glenn

Miller, Eddie Condon, Pw Russell and Hed

McKenzie playing the kazoo.« *

“Originally we had a two-beat band, playing music
that people could dance to. By the early 1940s. the
transition began—first an Ellington phase, because |
idolized Duke, and then into the new be-bop sounds,

! “By 1945, we made the biggest dent—1 guess we had

the hottest band in America.” The Herman Herd (a

name given the band by critic George T. Simon) even

= —
2 [¢ [ed |
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Weather Report, Mel Torme, B.B. King and Ray
Charles will be among the artists at the sixth annual
Playboy Jauz Festival june 16 and 17 at the
Hollywood Bowl. The schedule, announced by
producer George Wein at a press _eenl’erenuq-
Tuesday at the Playboy Mansion, will also feature a
tribute to the late Willie Bobo, who died last year.

As usual, the event will consist of two marathan
sessfons. The Saturday presentation, running from
2:30 to 1] pam., will include Torme, Woody Herman
and his Orchestra; King, ‘L.indg Hopkins, the Shorty
Rogers Reunion Big Band, the Yellowjackets, the
James Newton Quartet and a return visit by
Weather Report. : _

Participants in Saturday's tribute to Bobo will

PLAYBOY JAZZ FESTIVAL DUE AT H(

LLYWOOD BOWL

de festival emcee Bill Cosby, Don Alias, Oscar
Brashest, Don Pulen and Bob's 15-year-old son
McRae, David Sanborn, Jaco Pastorius’ Word of
the Playboy ul,smmmmmw
Bellson, Kenny Burrell, Jackie MeLean and Zoot
Simaudmm{l:lwh oy

had ts own sponsored radio show., an accomplishment
unheard of for a jaze orchestra,

Ot of that hand came
¥years an Oscar-

the Hollywood studio and jazz scenes; Chubby Jackson:
Shorty Rogers; Red Norvo, and a legendary, nonpareil
drummer named Dave Tough. who died young,

Such was the prestige enjoyed by Herman that Igor
Stravinsky consented to write what turned out to be his
first and last work for fazz orchestra. “Ebony Concerto,”
performed at Carnegie Hall in 1946, met with miked
reviews, but Herman looks back on it 852 gem. a of
art tha: should neMMWbmm”mﬂwm
write jazz.

To reminisce with Woody Herman is to open up a
great vault of memories packed with names that have
become individual links in the chain of jazz history.
From the “Four Brothers” band of 1947 came hon-
ists Stan Getz, Zoot Sims, Al Cohn, Jimmy Giuffre and
the late Serge Chaloff. Further down the road were
Shelly Manne, Lou Levy, Vince Guaraldi, Vietor
Feldman, Jimmy Rowles, Red Rodney, Bill Chase; and
that only takes us to 1859,

Symholkofdnmnﬁnumnrepnmnedhytbe
ongoing Herman story is the presence in his trumpet
section, for the last three years, of Mark Lewis. In the
brass team from 1939-46 was Cappy Lewis, Mark's
father.

Observers who tend 1o think of Herman's as
essentially a white hand forget that Ernie Royal, Gene
Ammons, Oscar Pettiford, Milt Jackson, Major Holley,
Nat Adderley and Al Dailey, among others, passed
thmughthemnks.limnrecalhwithammgrm:
“Dizzy Gillesple played with me at the Apollo Theatre,
and we recorded one of his early big-band arrange-
ments,*Bown Under," 1 gave him some very serious
adﬁce—tpjdhhnheshmﬂdsiveupmmpetand
concentrate on writing. Another of my sage observa-
tions.” One of Herman's recent additions is
Byron Stripling, a 22-year-oid black student from
Eimmnwhoiaphmleadmdjnz-w

A doggedly forward-looking attitude has

from :

Coltrane, Frank Zappa, Stevie Wonder and Carole King.

The band's experiments have gone as far afield as &
striking arrangement of Aaron Copland’s "Fanfare for
the Common Man™ and Gabriel Faure's “Pavane.” Of
the latter, Herman says: “It’s not a fazz treatment, but
an interpretation from our point of view. using bassoon.
flutes, bass clarinet and so forth. We've been delving
into great musicians’ works forever. and it doesn'"t
mzwtomewhetherthey're&umtheehsmaLm
rock or any other field.”

Deaplte the steady pace of his schedule, Herman
finds Itasdtmcuuasemtoun-napmﬁtfmm
the band itself. “In the last few years,” he says,
“I've come to the conclusion. as Duke Ellington did
much earlier, that leading a band is reaily a hobby—
something you do because vou love it. As a business, it's
Pleaxe Turn to Page 60
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' BESSIE TO FLORA: A
E;voc& FAUNACOPIA
' By LEONARD FEATHER

“THE JAZZ SINGERS."
P24113.

Fof many singers, the process of assembling jazz

Vartous artists. Prestige

anthologies—or, for that matter, recorded compi-

iations of any kind—was inhibited by the necess:-
1y to draw exclusively from the vaults of one particular
record company. As a result, the job was as easy as
making fruit salad when only bananas and pineapples
wereavailable, -

With the liberalization cf rules at RCA, CBS and
elsewhere, the leasing-out and exchange of masters has

 become more and more commonplace. Typical of the
consequences is “The Jazz Singers,” for which the
material was drawn from half a dozen sources.

A half-eentury of vocal jazz is represented in the 23
performances, chrenologically arranged from Bessie
Sriith and Louis Armstrong, the founding ancestors of
the art, %o Joe Williams and Flora Purim in the "70s. Ed
Michel, who compiled this unigue cornucopia, managed
mmmpomtemanymksﬂmta:eapartofh}story

Mildred Bailey's tbeme song, “Rockin’ Chair”; Ivie
And!amwithﬂ:emﬂngmbandm"IGotItBad"

mms Moody’aumdmu.w" Annie Raoss’

3 ‘. . . \ thech’ld"'I
kllthenmnimﬁun.umhm phrasing, sensitiv-
mmlnhmﬂchuhaotmlodicvmonsmmemder
The blues is 8 common denominator,
E hel:d one form or another in the richly contrasted
e ﬁﬂa@ﬂh&muﬁm&mmyammng
and others. Joe Carroll's “Got a Per ny, Benny” is the
wukmmkbmhmmwhiand ; that
Miche! ineluded ﬂmmnweﬂasumseby Abbey
Lincoln and Flora Purim, at the expense of such

MCCORKLE SINGS
- BLONDES’ SONGS

: gymumb FEATHER

" usannah MeL‘orkle. a Caiﬂoma born singer who
- Wy has been m.ravaganﬂy praised by ritics in New
Toﬂ;. made her Lns Angelas debut T‘ﬁm:sday ina

' _vea}, Mx;Cotkle normally

_nsing taste in her choice of !

Wastﬁmnmevmﬁng Sﬁeglec_t_ed

"h'such trifles as “With Plenty of_;f_ o, o

"¢ "‘Mhmﬂmy']‘aughtb!e Dancmg

ral o&which MeC&rkle,abpue&- gr
g in Love Again” in

iwless German aud\hnpeccable English. “Re-
¥y Forgotten Man," from her Joan Blondell
itically effective and benefited from a

v _was backed solely

ARRY ARMSTRONG / Los Angeles Timen

Tunes by Billie Holiday, Ray Charles, top, and Louis Armstrong are included in “The Jazz Singers.”

SarahVaughanwdealtanunfmhIowbvme

inclusion of her very early “Lover Man"—not that she
-Sounded-tess-than perfect

‘burning title tune and the easygoing “El Sueno.”
Saxophonist Charlie Rouse contributed “Pungpking”

i1 the-studio; DUt the pressing Dl ™ 4 minor 24-bar biues with an intriguing bass

(or perhaps the original acetate) was just enough
off-center to be vaguely disconcerting.

Still, it would be churlish to complain about an album
that offers so much of value by the likes of Ella
Fitzgerald, Dinah Washington and even the early,
_pre-screaming Aretha Franklin in “All Night Long,”
recorded when she was 18. The flaws in “The Jazz
Singers’ are not important enough to justify any rating
lower than five stars.

O

“LYRIC SUITE FOR SEXTET.” Chick Corea/Gary
Burton. ECM 1260. Corea’s seven-part wark for piano,
vibes and string quartet is essentially classical chamber
music, with dashes of jazz flavoring. Skillfully written
and played, it is most notable for the waltz movement,
with Corea and Burton in their best solos, and for cellist
Fred Sherry’'s contribution to the subdued beauty of
“Dream.” 4 stars.

= o
“T'LL BE AROUND.” Lois Boileau. VKB 112883

4 (VKB Productions, 14755 Ventura Blvd., Sherman Oaks

91403), Best known locally as the proprietor of Le Cafe
in Sherman Oaks, where she usually hires others to do
the singing, Boileau is a subtly authoritative singer, as
she reveals in this tastefully conceived, expertly

| executed set composed of 13 songs, mostly familiar

standards. Her intonation is flawless, her high-note
endings pinpoint accurate; note particularly the
hummed opening and closing passages on “Sophisticat-

| ed Lady.” ‘Sympathetic backing by pianist Buddy

Motsinger’s trio. 4 stars.
O

“FLIGHT PATH.” Sphere. Elektra/Musician 60313.
Breaking loose from the image of Thelonious Monk
(represented here by only one tune), Sphere applies its

# personalized quartet sound to works written by three of
‘] its members. Pianist Kenny Barron wrote the swift,

vamp. The pensive “Christiana” was composed by
bassist Buster Williams. All three, and drummer Ben
Riley, exemplify modern acoustic jazz at its best: Here is
invention without preténsion. 4} stars,

s

“PUTURE'S GOLD.” Ricky Ford. Muse 5296. Ford, at
29 a veteran of the Ellington, Mingus and Hampton
bands, adjusts old traditions to new conditions on his
tenor sax. “You Don't Know What Love Is” is a ballad
for '80s ears; “Goodbye Pork Pie Hat” is Ford’s tribute to
Mingus (the tune originally was Mingus' farewell to
Leéstér Young). The other six tunes are Ford's owm,
played sometimes in unison with Larry Coryeil’s guitar.
Pianist Al Dailey and drummer Jimmy Cobb seem to be
holding ‘back; only bassist Ray Drummond pulls his
weight in the rhythm section. 3 stars,

o

“ALTO ANNIE'S THEME." Richie Cole. Palo Alto
8036. Playing alto, tenor or baritone sax, Cole is
variously frantic (“Jeannine”), romantic (“Key Lar-
go”), lyrical (“Sheaf of Wheat,” a beguiling duo cut
with pianist Dick Hindman) and satirical (“Call of the
Wild,” with Tarzan effects and Cole overdubbing all
three horns in a parody of the World Saxophone
Quartet). At least he is never dull, and the support by
Brian Bomberg on bass and Victor Jones on drums is
impeccable, 3% stars.

O

“WAYFARER.” Jan Garbarek. ECM 23798. The
Norwegian saxophonist is one of Europe’s most influen-
tial musicians. His free music (for want of a better
name) is heard here in six original works, with guitar,
drums and the great bassist Eberhard Weber. It is
possible to admire the cerebration and respect the
virtuesity in this genre while finding it too austere,
moody and ultimately depressing. Rhythm is almost

‘nonexistent, the melodic imagery unfocused. Is it

emotional? Perhaps in the transmission, but not in the

~ receptionatmy end. 134 stars. 0
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FAREWELL TO PASQUALE'S

They may have called it Latin funk,
fusion or just plain jazz, but what came
out of the musicians' horns on an
October Sunday afternoon at Pasquale’s
amounted to a melancholy requiem.

For four years and cight months, owner
Pat (Pasquale) Senatore struggled against
everything nature could hurl at him —
rainstorms, landslides on the Pacific Coast
Highway, high tides, fire, enough problems
to close the club down some 20 times for
periods ranging from one night to seven
weeks. The last straw was the installation,
at an adjoining restaurant, of a music
policy, the sounds of which leaked through
into Senatore’s oceanside retreat in Malibu,
less than an hour's drive from Los Angeles.

“The sad part,’ said Senatore, ‘was that
when conditions were normal, we did
good business. They just weren't normal
often enough.’

Pasquale’s had what many visitors
considered the ideal jazz club ambience,
Instead of a rear wall, a picture window
opened out on to a baleony, directly
above the beach, During quiet solos the
sound of the Pacific Ocean itself became
a gentle rthythm section.

Small though it was, the room hired 1!
some of the greatest mames: Nat Adderley,

Freddie Hubbard, Joe Farrell, Pat Metheny,

Chick Corea, Harold Land, Joe Pass,
Bobby Hutcherson, Charlie Haden, Tom
Scott and even the Akiyoshi-Tabackin
Big Band. It was at Pasquale’s that Michel
Petrucciani made his Los Angeles area
deburt (see JAZZ EXPRESS 42).

‘We had some great nights with
singers, too,’ Senatore recalled. ‘Once the
Jon Hendricks family worked here when
he had Bobby McFerrin with him, and
Al Jarreau sat in, And we had Carmen
McRae and Manhattan Transfer. Not to
mention so many others who played some
of their last dates here: Frank Rosolino,
Blue Mitchell, Willie Bobo, Art 4

Senatore led the house trio with a
parade of pianists from George Cables and
Larry Willis to Roger Kellaway and Frank
Strazzeri, and such drummers as Billy
Higgins, Roy McCurdy, Ralph Penland
and John Guerin, s

The Sunday finale (Octobes 23)
brought back many of the regulars,
Drummer Alex Acuna led 2 combo with
Justo Almario; Ray Pizzi fmnm.i a
quartet with Mike Lang at the piano,

Pasquale on bass and Guerin. Musicians in
the audience praised the music and
cursed the instability of the Pacific Coast
Highway.

g‘Thi§ is our goodbye tribute to a good

friend in music,’ said Acuna. ‘We hope to

sce him back in action soon.”

That indeed is Pasquale’s intention,
He thinks Brentwood might be a suitable
location for a new venture, Meanwhile,
he and his wife Barbara, who worked with
unquenchable patience that enjoyed
everything but luck, are removing photos
and press clippings from the walls, packing
up furniture, going through all the
saddening chores that attend the end of
this romance between jazz and the rolling
Pacific.
e e

A HUGE LINEUP of jazz stars has been
assembled to ph}’ at the l‘[u“}'\mnad
Palladium in ‘A Tribute to Chuck
Piscitello'. Piscitello is the drummer who
ran the jazz policy at Carmelo’s until his
sudden death last spring. Proceeds of the
benefit concert will go to help Jason
Rosolino, the young son of Frank
Rosoline; Jason was blinded and left with
severe psychological damage when the
wrombonist commirtted suicide and killed
his other son i 1978.

Organised by Musicians' Wives, Inc, the
concert will feature Ernie Andrews, Steve
Allen, Rosemary Clooney, Stan Getz,
Jack Lemmon, the Tonight Show
Orchestra, Ruth Price, Supersax, Full
Swing, Erniec Watts and others.

@ Miles Davis was the subject of 2 major
concert held November 6 at New York's

!:: 0O ':'- rL':
Jazz Express, Dec 1983/Jan 1984 / 3

Radio City Music Hall His own group
took part and he was given numerous
awards and tributes. The event was
presented by the Black Musicians'
Association,

An all-star band including many Davis
alumni took part: Art Farmer, Jimmy
Owens, J ] Johnson, Slide Hampton,
Jimmy Heath, Jackic McLean, George
Coleman, Adams, Walter Bishop
Jr, Buster Williams, Philly Joe Jones and
Roy Haynes.

Quincy Jones conducted an orchestra
in a nostalgic set bringing back memories
of the Gil Evans days (but Evans himself
was not onstage to conduct his charts).
In addition to the music there were such
performers as dancer Honi Coles and
hosts Sammy Davis Jr and Bill Cosby.

Miles appeared 1o be in excellent
health and good spirits,

@ A previously unreleased tape made by
Cannonball Adderley’s group during a
European tour in 1960 will be released
soon on Pablo. The combo at that time
featured Nat Adderley, Victor Feldman,
Louis Hayes and Sam Jones, Also due on
Pablo shortly is an album of George and
Ira Gershwin's music by Ella Fitzgerald
and Andre Previn as 2 duo (with bassist
Ne:limn&q Orsted Pedersen on some
tracks),

@ Guitarist Emily Remler is now living
in Charlottesville VA with her husband
Monty Alexander, Remler was set to
record in late Qetober with John Dearth
(trumpet), Eddie Gomez (bass) and Bob
Moses (drums). continged p19

SUBSCRIBE TO JAZZ EXPRESS!!!
For a mere £5,00 you can receive a
year's supply of JE, mailed to you on
publication. Make surc of your copy
now. Cheques/POs to Jazz Express,
29 Romilly Street, London W1,
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‘BLUFE WISP BIG BAND

. By LBONARD FEATHER

‘BLOWS AT CARMELO’S

a I7T-man

s t Carmelo's over the weekend,
i ensemble known as the Blue Wisp Big Band

bilew into town, blew for two nights, then blew

o |is way back home.

]

*

The group was heralded in a press release as “the big

“band that put Cincinnati on the jazz map.” It is good to
. know that there is a jazz map in Ohio, and that
- ~Cincinnati isonit.

‘The cooperative unit, which works one night a week
on home territory, is an assemblage of Cincinnati studio
and symphony musicians, a couple of music teachers
and a sax player who is also a professor of English.
There's no leader, but John von Ohlen, a former Stan
Kenton drummer, did the announcing.

. The rhythm section, which also includes Steve

- |Schmidt on piano and the outstanding Lynn Seaton on
- hass, is one of the orchestra's principal assets. Another is

_-its ensemble precision. Friday’s session was taped for a

&

five album, and it is doubtful that many takes had to be

-+ rejected for lack of good teamwork.,

2

. The trumpet section boasts one superior soloist, Al
“~* Kiger,-and one, Tom Hagans, who seemed to be having

b il

% lrouble getting his thoughts and his chops together. Bill

-
.~ were no flute doubles among the five saxes; with the

- exception of an intriguing arrangement by saxophonist

A

<4

emner en trombone and Mike Andres on soprano and
Blto saxes are the most competent of the other horn men.
- The chief liability is a general lack of any sense of

‘ sr'ml!ﬂwm or originality in the arrangements. There

Larry Dickson of Wayne Shorter's “Footprints,” there

~was no attempt Lo find new tonal textures, Several
. works out of the Duke Ellington library were per-

rmed, bt none with the-authenticity that Bill Berry's

. band brings to them.

The problem about listening to the Blue Wisp may

- have been that our regular exposure, in this same club,
- 1o the music of such master composer/leaders as Bill

- Holman and Bob Florence has left us spoiled or jaded.

. Even the proliferation of first-rate college jazz ensem-
' blesoffersa challenge that this band can barely meat,

. No chauvinism or condescension is intended; it is
- entirely possible that the next important big band will

- ¢ome to us direct from Cincinnati, or Pittsburgh, or even

- Ii_sﬁiaux Falls. It just didn't happen Friday evening.

i : 2/ 12
A jazzman with horn

improvises his dream

A TRUMPET FOR JACKIE by Robert Oliphant
(Prentice-Hall: $13.95: 224 pp.)

Robert Oliphant, the author of “A Piano for Mrs,
Cimino,” which became an award- winning television
drama staiting Bette Davis, has followed with a
novel resembling its predecessor only in title,

The central figure i Jackie Hayes, who was a
circus musician, then a promising jazz trumpeter and
band leader. Detoured into other aress, he becomes a
radio personality, a television performer and eventu-
ally achieves material suceess as a TV producer—a
life in music carelessly abandoned.

He has all the accouterments- of economic accom-
plishment, but the splendid home in California, the

Reviewed by Leonard Feather

Ferrari, the attractive and ambitious wife, somehow
fail to adg up tomeaningiul existence. Oliphant paints
a sensitive portrait of a man trapped by material
achievements aware that his yearnings remain
unsatisfied.

Through a chance meeling with an Austrian jazz
club president who remembers Hayes and would like
to see him return to music, Hayes gradually moves
toward his unfulfilled dream. Tired of being manipu-
lated by a wife who wants him to expand the
businesg, by an ex-wife with career ambitions of her
own, and by a daughter who wants an expensive
house, Hayes rebels. ’

Oliphant’s characterizalion is one many readers
may recognize in themselves: Some, like Hayes, will
see how they gave up Lheir own shet at greatness;
others will see greatness as an idle dream.

There are overtones of Gauguin: Hayes' Tahitiisa
small town in Spain, where he begins the transition.
Eventually he reaches his promised goal, an engage-
ment at the Montreux Jazz Mestival. A surprise twist
at the end reminds us fhat this is no less essentially a
story dbout the vagaries of human relationships.

Like Hayes' horn in the finale, “A Trumpet for
Jackie” ringstrue,

Feather is'The Times’ jozz critic.

{ i 4

[
|
increase tne involvement of new, young people in'the
voting process. It's been successful; we have s :
hundred new members already. You see, people who
join the academy have a tendency to stay there, so |
unless we, keep this campaign going the average |
member’s age is going to continue rising. The more
musicians we have making our judgments, the |ess
criticism we'll have to take from misinformed people” |
Another. aspect of NARAS to which Melvoin feels

development of the compact disc. As part of our
year-round activities, we must be constantly diligent
about recognizing technical achievements along with
the artistic developments.”

An inevitable question for every devil's advocate in a
NARAS discussion is the televised awards show, which
has seemed to be essentially a pop/rock program aimed
at maximum ratings. Both jazz and eclassical music
invariably get short shrift.

"I don’t entirely agree,” Melvoin said. “Certainly on
this year's show, and on a couple of previous ones I've
been involved with, a lot of effort has gone into booking
classical and jazz elements. Part of the -problem,
especially with the classical artists, is that they are
booked so far in advance; by Jan. 10, when the
nominations are announced, we may discover to our
chagrin that they are spread out all over the world. This
Year for the first time, an artist was nominated in both
classical and jazz categories—Wynton Marsalis—and
he's going tebe on the program in both capacities. We're
also. announeing a posthumous me achievement
award for Charlie Parker.

“Because I am who | am, part of the jazz community,
and am in the position I'm in now with the academy, I'll
be paying very close attention, seeing that thereisn't a'
shred of evidence left to back up that old accusation
about shortchanging jazz.”

But suppose  the program were divided equally
between jazz, pop and classical. It wouldn't get much of
arating that way, would it?

“It has to be balanced carefully,” Melvoin conceded,
balancing his words carefully. “But T'll tell you this:
Nobody at CBS or anywhere else has ever intervened on
behalf of less quality. Not once. Everyone invelved
belieyes this is a crown jewel evening and, we hope,
shows the academy's aims in full flower. It's been
working: every year it seems to grow in importance.”

Every year also, apparently, it keeps growing in
categories, When NARAS started in 1958, there were a
mere 28; today there are 67, of which only 16:to 18 reach
the TV show live. Inevitably, this must diminish the
value of an award when so many are passed arcund, yet
the various subdivisions are always rationalized. ‘"This
year,” Melvoin said, “we split the Latin categary into
three, to accommodate Mexican- American musie, the
tropical-Latin salea of New York, and the international

pop stars like Menudo. We've also split the video artist, heisconscious of the need to be alert and ready o
category: In addition to best album, we now have best  change. : :
short-form, to take care of the video 45s.” “I'have twin daughters, 20 years old, who have sung

Were these splits necessary? Clearly the academy’s  oOn records with me: and my son, who's 22, has played
officers think so,.but it is not impossible to foreseeaday ~ drumson some of my film scores. If I'm ever in danger of
when the number of categories hits the 100 mark. The  becoming out of touch, I know they'll keep me abreast of
danger of spreading everything so thin isreflected, for  the new happenings.” !

- example, in this year’s Best Jazz Instrumental Perform One of his principal concerns now is the establishment
ance, Soloist category. Three of the five nominees of a NARAS Hall of Fame in Atlanta, now in its final
showed up again in the Best Jazz Group division. stages. “We'll have recordings, memorabilia, arti-

facts—it will be a unique repository. Don't be surprised
B = - _ if we have a remote from there as part of our 1985
Melvoin is as well aware as many of the critics that  broadeast.” P, - T T
- NARAS has never been, never can be, all things toall Wil Melvoin then still be the man at the top? -
. Voters, But like his predecessors, and probably more “It's a one-year term, but maybe they’ll ask me to be
- _than most in view of his own prodigious talent as an  president again—# I'ma good boy.” [J - i

e =
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MELVOIN FITS IN GIGS WITH GRAMMYS JOB

By LEONARD FEATHER
G like speaking fer the miusie industry—speaking
for the ideals the academy represents it's the
great nor of my Hife™

rk was made " ofYfer day by. someone
who, though his niame (s less than world famous. hasa
job that impinges on anyone who listens 10 recorded
music. He's Michael Melvoin, president of the 6,000-
member National Academy of Recording Arts and
Sciences (NARAS), whose annual Grammy awards

presentation will be seen on CES Feb, 28,

A 1859 Dartmouth graduate (BA in English litera-
ture), the affable Melvoin is the first NARAS president
who also i active as a jazz musictan. Only last weekend
he played piano for Joe Williams at the Vine St. Bar &
Grill,

His credits in other areas—pop, rock, motion picture
and TV scoring—are lengthy and impressive: He played
on John Lennon's “Imagine,” the Beach Boys' “Good
Vibrations" and on “ABC," the Jackson 5's second hit.
He composed the music for the films " Ashanti,” *“King of
the Mountain” and “Main Event.” After a decade of
intense activity in the studios, he retwrned in recent
years to the jazz field that brought him his first
recognition; mainly he has been gigging and recording
with saxophonist Pete Christlieb.

Presiding over the academy, which-he says.ng is doing
as a service to the music community (officers, trustees
and local boards of governors are all volunteers), is a
situation that came upon him gradually: I loined the
academy in the late 1960s at the suggestion of Dave Pell,
the saxophonist and producer who's now president of
the Los Angeles chapter. Eight years-ago [ joined the
L.A. Board of Governors; later I became a national
trustee, then national vice president. I was president of
the Los Angeles chapterfor two years prior to becoming
natiopal president last June. ,

“The job can be quite time-congiiming, especially at
this time of vesr with the awards and the TV show

| | coming up, but I've been able to juggle my hours to suit
my playing dates, A president bas to visit all the other
chapters. So far I've been to Atlanta, where I performed
at the Pops Festival. and to New York: 1 still have to

. visit Memphis; Nashville, Chicago and San Francisco.
“The communities in these citles have divergent
viewpoints that sometimes cancel each other out

—

- t ] —d

Musician Michael Melvoin, head of the National

Academy of Recording Arts and Sciences.

Obviously it's impossible o please everybody, but 1
have to try to iron out any problems that arise, 10
represent and mediate the collective will of the national
trustees.

“It's unu=ual for someene whao's so busily involved in
music 10 have this post, so there may be a different slant
to the premdency at I'm handling it. I'm deeply
concerned with the importance of excellence in music.
NARAS gives Grammys and Grammys mean excel-
lence. Consider the immense diversity of the Idioms
with which we're invoived: the focus on popular music
gets 50 intense, peoplé may lose sight of the fact that
(Grammy= have gone (0 the late Glenn Could, o Queen

Ida’s Bon Temps Zvdeco Band. to Phii Woods, o

Machito. All these msics are important ito people’s
tives, and the Grammy i a celebration of thar™

t i= no secret that for two decades there have been
complaints that Grammy awards, particularly in'the pop
field, are 100 often given 1o records that have had
tremendous sales and distribution, while first-rate
performances that have not sold well and are on poorly
distmibuted labels have tean neglected.

"There have been problems,” Melvoin acknowledged.
“but the academy has done 4 fine job of reaching out to
the smallegt companies. Thiz vear there are 92 labels

But had he ever seen anyihing thal had only mmdest
sales become record or album of the year?

“I think you're dealing here with a s=mantic
cul-de-sac, because popular music by definition fymusic
that a lot of people like, Sure. the exposure factor cannot

BLACK LADIES OF SONG |

HERE'S TO THE LADY

830 PM @D

Debut' A tour-weex series aboul the Iives and ca
reers of outstanging black female SINgers ooenrs
with a trbute 1o Billie Holigay

Bom in Baltimora in 1915 Holigay began sing- |
ing professicnatly at 18 ang recorcen sver 200
SONgS dunng 3 career that spanned three decades,

But her success as a &

Was marred Oy drug

adaoiction. which fanded bar n Feceral prisgn |
fuined her voite ang nasterad har death (she oled |

al age 44

The program traces Bifle s career and trouties
perscnal life through vintage photographs him
chios (inciuding & 1935 shert with Duke Elington |
and a him called ‘Sympnony in Black | nterviews

with Lionel Hampion

Carmen. McRae

Sarah

Vaughan and jazz critic Leonard Feather and ex-

cerpts from her recoraings J
who portrayed Holidas

~ Billy Dee Williams

MeKay. in 197284

Lo

St P

—

be discounted. but let's take Michae! Jackson as an
example, He ls 8 phenomenal success, but he is also
phenomenally gifted The people he iz surround®d with,
from Q { Quincy Jones T on down, are world-sinss pecole
The academy |t delighted with his success, Sihgers love
the fact that he sings in tune. Musicians love the fact
that he has mastered the synihesizers and kevboards
and so forth So | don't belfeve I'm fost equating
popuiarity with excellence.”

-

An even more abrasive subect of controversy has
been the alleged comservatizm of the rock awards
Times Pop Music Critc Robert Hilbum has accused the
academy of consistently failing to.récognize the artists
who have heiped 10 reshape popular music in general,
He has pointed gut that in 1965, when stch vital items as
Bob Dylans "Like a Rolling Stone.” the Beatles'
“Yesterday™ and the Rolling Stones’ "Satisfaction™
were released. they were bypassed in favor of Herb
Alpert’s "A Taste of Honey" as' record of the ysar.
Similariy, top honors went Lo (livia Newton-John's “1
Honestly Love You™ in 1974, the Captain and Teninilles
“Love Will Keep Us Together™ in 1975 and Christopher
Cross’ “Sailing” in 15920

Hilburn feels that the academy judges by mechanies
and professionalism, like a schoolieacher who recogniz-
3 2 paper’§ neatness over original thought Hilburn also
says that only when a Stevie Wonder or 2 Paul Simon
combines substance and craft within the mainstream
tradition do members respond, bul the mavericks
outside that tradition are still ignored

“I've spoken to Hilburn about that,” Melvoin said,
"and I think his attitude i& somewhat myopic. Pop
criticism doesn’t always focus on the same aspects that
the academny voters are concermed with, The soctoiogi-
cal sigriificance of a particular piece of rock "n' roll is ot
2 component of what we require. It should be no surprise
to Robert that good singers like people who sing in tupe,
and good musiclans like people who play more than one
chord, and good arrangers lke clever and wondecful
textures, good composers prafer well -constructed melo-
dies, good songwriters prefer lyrics that are witty or
smart or effective orat least coherent,

"So the critic's point of view has a different focus,
evaluating the overall cultural or sesthetic affett &
movement might have on fans: but he shouldn™ be
gurprised when our judgment diverges from his ™

The @z2 voting has been 8 similar cause of contention.
Some observers feel that the long-estabiizhed names
tend to eliminate any hope of victory for mast young or
avant-garde artists. Noted Melvown: “The jazz nomina-
Gons are decided not by the entire membership. but by
streening committess of experts (n the yarious cities:
then the genera! membership voles for final decisionson
the Crammvs."

It still remaing & {3ct that Ella Fitagerald has won 11
times, that even Sarah Vaughan did not win her first
Grammy until ast year (a8 did Me! Torme}, and that
lesser names such a¥ Ernestine Anderson or Sus Raney
Raven't 4 praver in this exalted company. Sisnilariy the
Akivoshi-Tabackin orchestra, though nominated five
tmes and voted the world's foremost hig band in several
eritics” polis, cannot compete with, say,. Count Basie, an
gight-timewinner. _ ™ ~

Melvon's reply was cautions. “Things are changing:
there are signs that thoughtful minds &re.at Work. Look
at the appreciation of Crick Qurea for his serjolts work
an opposed to his fuson atbums.” { True: Corep and Gary
Barton won jointdy in 1978 and in 1981). Névertheless;
there s & probilemn here, he granted, and | can oniy be
solved by recruiting Founger members into the Acade-
my.

“That's one'of the things I found ot T had w'do as

ppaident [ started 8 national outreach program (o

—————————— e
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WILSON'S BIG BAND DRAWS A CROWD

By LEONARD FEATHER

he right formula produced the desired results
when Gerald Wilson's 19-piece orchestra played

the Wadsworth Theater Sunday. The ingredients:
UOTLA's Student Committee for the Arts as producer,
supported by the musicians’ upion and KKGO, which
dirgd part of the show live, The price: zero. The
Huteame; a standing-room-only,
erowd.

Wilson, a veteran maestro who launched his first
Hand in Los Angeles in 1944, took a while to get into
High gear but, during the broadcast second segment,
¢ame Lo life with a vengeance,

The first haif, though it ran long enough to constitute
an atbum, consisted of only two tunes, both elongated by
&0 many ad-lib solos that Wilson’s talent for weaving
colorful orchestral textures was scarcely noticeable.
Although most of the soloists (including guest trumpet-
er Clora Bryant) maintained a high level, they were
hampered by a balance that found the bass player,
Stanley Gilbert, miked loud enough to be heard in San
Pedro,
~After intermission this situation improved, as did the
tghtening up of the musie, During the hourlong airing,
the band gol through six tunes and part of a seventh,
enabling the audience to hear evidence of Wilson's
achievements as'a creative writer, yesterday (“Blues
for ¥na Yna,” his perennial blues waltz theme song) and
today (several euts from his latest albums).
~ “Viva Tirado," the best of his matador-inspired
works, featured trimpeter Oscar Brashear in rare form,
followed by Jerome Richardson on flute, Milcho Leviev

an electric keyboard and a startling high-note finale by |

trumpeter Rick Baptist that breught all those who were
pat already standing to their feet, Ig. more relaxed

yein, krnle Watts’ romantic side was displayed in his

tenor sax solo on “Sophisticated Lq;dy

-,ﬁm ky Young's plunger- muted trumpet, in Elling-
g p_en s “Don’t Get Around Much Any More,” was another

p
- -
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_ TRm RETURNS
' LONG HIATUS

I eard, Ranier &F&rgugun. a trio formed locally in
1982 by the eminent bassist John Heard,
-reeﬂn\rened Thurad&y night after a Iong hiatus

| tunealhnt.supbiemgnt the familiar star'
oundari wapﬂymmw-n :

standing-ovation

crowd-pleaser in an evening that proved a point worth
emphasizing: Given the appropriate attraction and the
publicity, there is a big and enthusiastic college-age
erowd for orchestral jazz in the grand tradition. And, of
course, the price was right.

Coming to the Wadsworth next in this series: Eddie
(Cleanhead) Vinson, March 25.

2  Part VI/Friday, February 17, 1984

LAINE, DANKWORTH
IN RESIDENCY AT USC

Jazz singer Cleo Laine and her husband, composer
and saxophonist John Dankworth, will be featured at a
weeklong residency at the Arnold Schoenberg Institute
at USC beginning Wednesday.

Laine's residency, the first in the institute's history,
will consist of three workshops; she also will present a
Feb, 28 concert, “This (residency) is a departure for
us,” says institute director Leonard Stein. “We hope it
may lead to annual residencies by other prominent
arti-‘sf.a L

' Laine will sing Schoenberg's “Pierrot Lunaire” at 8
p.m. Feb. 28. at Bovard Auditorium, USC. She will be
accompanied by the USC Contemporary Chamber
Players, conducted by Stein. After the Schoenberg
work, Laine will sing pop and jazz selections, accompa-
nied by Dankworth and the USC Jazz Band.

The concert will be a benefit—the first for the
institute in its seven-year history—for the school’s jazz
programs. KKGO's Chuck Niles will be the host. Mayor
Tom Bradley is chairman and Lou Rawls co-chairman

of an honorary benefit commiltee for the concert.

The Dankworths \ln.ll er master-class/workshops
on songs, ballads and tunes Wednesday; recording
techniques Feb, 25, and jazz singing Feb. 27. A dozen
workshop participants have been selected from taped
auditions submitted to a pariél of experts. The classes
willbe open to the public fm.mudl

John Dankwmth

Laine, who has established her reputation in jazz, pop,
musical comedy and opera, first sang “Pierrot Lunaire”
in 1974 at the Edinburgh Festival- Dankworth, in
addition to leading his own groups and arranging music
for his wife, is the composer of an opera -ballet and
several motion-picture scores.

The British-born Dankworths hava heen married
since 1958, when Laine was the vacallstm his big band.
They have performed. in. the United States annually
since 1972, and they now maintain a second home in
Northern California,

Workshop int’ormallon. 743 5362. Concert informa- |
tion; T43-7T111, —LEONARD FEATHER

* JAZZREVIEW s,h_ “.._,:

“WYNTON MARSALIS

* By LEONARD FEATHER
The”‘ are exhilarating times'for Wynton Marsalis.

22-year-old trumpet virtuoso has become

nost publicized new personality in music.

* Leading his quintet in a’concert Friday at the Beverly
Wm, he left no doubt that all the hoopla is justified.

Both as soloist and composer, he is a symbol of

ababiuﬂe mastery and authority. At times his sound is

4 pure and full enough to remind us of his accomplish-

. ments in classical music, although there are moments

. when a special tonal effect may recall Dizzy Gillespie or

Rex Stewart. Variety is the keynote in his constant flow

_ of unpredictable ideas. Intensity, lyricism, long phrases

v- followed by short, stabbing interludes, gradual

* fade-outs as he gives way to one of his sidemen; these

~ are justa few aspectsof a typical solo.

_ underestimate the power of brother Branford Marsalis,
xhgtr shoulders,

ﬂnr_u_: ez

- 0 T C‘?'Y 1
ng with Jeff Watts on drums and :

gh on baas, he eonsmutes paztof a Mhmmﬂen

Although he is the lesser known of the sIhlings, never

soprano mdlcatbd_ that he will soon have
Iooking oy ~  Onlyin “Luilaby for Colin,” wtthWalkerplwmgalto

___._,___,__._._—_-——-——"—"‘ql A

EARNS THE HOOPLQ,

as dynamic and cohesive as any in jazz today.

Only two of the pieces played originated au&bﬁc ‘the
quintet: “Monk’s Mood” and the Charuewn
standard; “Smile.” The group’s perfor “was 2
continuum, one tune segueing into the for more
‘than an hour. Not untik it was all over did the leader
speak, and by then even he could not recall exactly what
we had heard and in what sequence. Would it really
interrupt the flow of thought if he paused now and then
to announce between numbers?

Concluding his brief speech, Marsalis said, “I hope you
are culturally enriched.” We were indeed.

The use of the quartet Free Flight to play the first
half was not an ideal choice. True, the teamwork was
admirable, and the material (works by Prokofiev, Bach
and the group's keyboard player, Mike Garson) is
expertly arranged. Jim Walker’s flute was 1eehnically
perfect; Garson played heavy, ﬁmnhoyant piano remt-
niscent of Dave Brubeck.

flute, did a true emotional message come across. If the

. rest of the set seemed a little lame and tame, it took the

Marsalis group to show us what had been missing:
ﬂtntl&g@lmmdmul.
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- delicate, heunting. sensual. ethereal, "
“mpamn.mmm o

four key members.of Shadowfax are all in their

early 30s. “] glways listened to every kind of

music.” says Greenberg & mative Chicagoan.

“When | was growing up | heard John Coltrane; then

suddenly. at 18, | heard these Albert King records and
got off into blues music.”

“We'd all play around the South Side of Chicago In
various blues bands,” said the Okizhoma-born Stinson,
“Phil and | worked together; Chuck used to come hy and
jam. Our band introduced the old-time blues singer
Hound Dog Taylor to white kids; the people went crazy
when he worked with us. Another band I worked in fora
while was Rufus, before the Chaka Khan days.”

When Stinson and Maggini found themselves out of a
job, the bassist, who had moved to a sprawling
farmhouse outside Chicago. began working with Green-
berg and Stinson on music of a more challenging naturel
“We converted the basement into a musical rumpd
room,” said Creenberg, “then put in a four-irack
mﬁnmmmmmwﬁumﬂ fresh

Stinson added. “We did a huge amount of lstening,
Mwmmmmmmm ‘Listenlo’
this." and it would be some weird voodoo chants from
Africa. Then maybe g Walter Carlos album, a m

JAZZ

SHADOWFAX'S NEW
LEASE ON LIFE

By LEONARD FEATHER

f you've never heard of Shadowfax. read on. As

much as any unit that has come 16 prominence in

the past year, this adventurous hybrid sextet
deserves documentation and examination.

What are the elements that characterize the sound of
Shadowfax? American, African, Indian, Chinese, Japa-
nese, Buropean? All these, and more, Their performan-
ces incorporate classical, rock, folk and (minimally)
lazz; they are variously acoustic and electric. Precisely
because its compositions are so hard to pin down, the
group has acquired a broader audience than its members
or its record company (Windham Hill) ever dreamed
possible.

Recently, Chuck Greenberg, who produces the
albums, composes some of the music and plays
saxophones, flute and lyricon, discussed the success of
the experiment he started in an lilinois farmhouse in
1972. With him was G. E. (Greg) Stinson, the
guitarist/pianist/composer who was his partner from

TORY BARNARD / Los Angeles Times

the start, along with the bassist Phil Maggini.

“I'm leaving tomarrow on 2 brief trip to Japan”
with Wil
Hill,
Japan next
August. I'll be back here in Los Angeles. of course. in
ﬁmefwom?rwucmcmatmemlym
That the group’s success has now spilled tmu the

Greenberg ssid, “to play a few concer
Ackerman, the guitarist who d
mwmmmmm&wﬂﬁm

gr it fiFst, Formed in
wiax took four years to Land a record deal;

| SHADOWFAX: NEW LIFE

| Continued jrom 85th Page

| members on this LP: Jared Stewart on piano and
| synthesizers, and Jamil Szmadinski, who plays viotin,
batone Vidhﬂéand alto psaltery, an ancient stringed

instrument.. expects 10 retain the sextet size

- andpowblyadﬂamaﬂhmemberbefmthﬂapanese
| tour. (Both “Shadowdance™ and its predecessor “Sha-

dowfax” (C 1022) have miscellaneous percussion effects

|| by the Hollywood studio drummer Emil Richards.)

(reg Stinson, left, and Chuck Greenberg of the

sextet are finding a bigger audience
forMmemmdmmud

wjhﬁﬁmhmmwmm
Phil Maggin! and I moved 1o California, while Greg and
ourdrummer, Stuart NevilL. staved in Chicago.”

The West Coast proved hicky for Greenberg; i1
addition to pop studio sessions and sound -track work, he
100k part.in a session with guitarist Alex de Graasi for
Windham Hill. This led to a reorganization in 1982 for &
Windham Hill album of the Shadowfax foursome, along
with De Grassi and several other ringers. In its new
incarnation it was even more eclectic, a fusion in the
truest sense. Critics have called jt pastoral, exotic,

othér hand, ‘New Electric India,’ thmqam;m. has
been different every time we've played i."”

Asked how he felt about bemng listed on the j@zz

best-seller chart, Greenberg replied: “We're just happy
to be on any chart! It seems as though anything that'sa
little creative, that isn't mamstream and can’t be
categorized on one of the other charts, gets listed as jazz.
But we never had any pretensions of being a jazz group.”

The big shock was to find themselves in that most

inaccessible of areas, the pop chart. “When we looked
and saw we were up to about 145, we just laughed. After

—'——ﬂ-—-'-.d—-'"-—_.,

Davis album, and of eotiree, John McLaughlin,

. “Don Cherry, who was Ornette Coléman's trumpetes'
hamm,mmdwmxmwmﬁhm
among the first who had the cancept of putting together
many diverse Jonds of music. siretching out the
bourviaties™ 3 :

Actording 1o Greenberg, “It wasn't really a band; it
wis an experiment. We didn't even have a name until
three days before our first gig.”

How was the somewhat unlikely name selected”

“Phil was going through a Tolkien book and found
this word Shadowfax; it was the name of Gandalf the
wizard's horse In 'Lord of the Rings' and had a nice
image to it. no we all sald yeah * :

Stuart Nevitt, the percussionist, born in 1853 in
Elizabeth, N.I, studied at the University of Miami, left
for Chicago in 1974 and became the fourth permanent
mﬁdMMﬂﬁmMnr
trade show,
wind instrument ¢
mmmmwh:mmmmum
he said, “and that's how | became the guinea pig for the
lyricon. It's basically 2 woodwind synthesizer; it has a
reed, and you blow into it as you would a saxophone.”

Since Greenberg's initiative a decade ago, the lyricon
has become the most widely used new reed instrument,
Mummmbymmhmm

On the group’s most recent album. “Shadowdance”
(Windham Hill WH-1029), he alternates between
lyricon, tenor sax and flute There are two additional

Please Turn to Page 50

all, we did our albums on such restricted budgets;
besides, we've always just tried o do music that we
liked, without making any concerted effort to become a
commercial success."”

Stinson out: “We have become more aware of
playing for people. Intheeﬂﬂ?mvhﬁ’“m
denied access to any record deal, we were basically a
very wmmmmmmmmw
aggressive.”

Greenberg summed it up on behalf of
wgmmummmmmggmm
lets dnmythmgwenn& sound
ammmwwmﬁmm"
unique.”

The rewards experienced by mmmm
kind to whici most bands are exposed when their sole
alm is to create music of unadulterated quality. Unique
may be a siight exaggeration, but rare—and wel-
comeé—would be right on the money. O

—

ith both records selling briskly by the
standards of what is best classified as art
music, the band is becoming increasingly
mobile: Several northern California dates are coming up,
followed by a Midwest tour in April from Minneapolis to
. Texas. There has already been a consistently successful
East Coast tour,
Some listeners have found it difficult to determine
| where in the music of Shadowfax composition ends and
improvisation begins. ¢
“It really depends on the fune,” Greenberg said.
| “We've been doing a lot of ensemble playing, which I
like, because it creates a framework for various
mlrmnentsandahroadmrgeafcolors.'rhemwasa
time in Chicago when we had played together so long
that we could make up spontaneous compositions—we'd
walk onstage and just play whatever we felt for 45
minutes.”
“On the latest album,” Stinson pointed out, “my tune
‘Song for My Brother’ is completely arranged. On the

L'__

——
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'GETZ UNVEILS HIS NEW TWO-MAN BAND

By LEONARD FEATHER

op Siegh's was crowded Sunday evening, and
H with good renson. Stan Getz had something new
in store for us,

“ Over the years (make that decades), innumerable
gifted pianists have passed through the ranks of the
Gletz Quartet, starting with Horace Silver and including
Mase Allison, Chick Corea, Jimmy Rowles and JoAnne
Brackeen. None, however, enjoyed the special brand of
expostre that comes with membership in a duo.

4 pact V1/ Wednesday, February 29, 1984

Getz unveiled his new two-man band Sunday ina
preview of a forthcoming album for Elektra/Asylum.
His colleague is Albert Dailey, who worked with the
Getz foursome in 1972-73.

The self -sufficiency of Getz and Dailey was immedi-
ately apparent. This alliance has an intimacy that allows
for endless leeway: There are changes of tempo, meter
and mood, retards and pauses and, above all, a pervasive
maturity that calls for no tricky experiments—not even
anything unusual in the repertoire, which comprises

. such pop standards as "My Ideal,” “You Stepped Out of a

Dream” and “Emily,” along with Charlie Parker's
“Confirmation” and Miles Davis’ “Tune Up,"”

The artistry of Getz stands out in stronger relief than
ever in an era when this pure, pristine use of the tenor
saxophone sound has been all but jettisoned. He said
more in simply playing the melody of “Lush Life” once,
through than is often achieved nowadays by others
playing a thousand notes a minute.

Dailey was astonishing. This was not just accompani-
ment; it was a complete partnership. Understating here,
building to climaxes there, finding new harmonic
byways for old songs, he provided a phantasmagoria of
shifting rhythmic patterns and melodic conceits.

His solo number, “Lover Man,” was rich with odd,
intriguing dissonances. In a later blues piece he even
out-Monked Thelonious. Dailey today belongs in the
forefront of the jazz piano elite.

One can only hope that this new team will be
presented to the widest possible audiences, for it offers
reassuring evidence that jazz chamber music of this
caliber can survive.

flos Angeles Times
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CATINGUB LEADS BAND AT CARMELO’S

By LEONARD FEATHER

Matt Catingub, who leads a triple life jumping
from free-lance jobs to Louis Bellson's orches-
tra to his own big band, became a maestro
again Monday at Carmelo's. The room was packed when
the alto saxophonist, who will turn 23 in March, took his
19 sidemen into orbit,

‘Every item in the book was arranged and several
were composed by the leader. The precision of the

~ ensembles, the contagious pulse of the rhythm section

and the professionalismof Catingub’s writing all were
apparent in the opening tune, “Don’t Be That Way,”
notable for a dazzling soli chorus by the five trombon-
ists.

Impact would have been even stronger had the tempo
tieen a little more relaxed. The band’s only significant
!mlt s G‘aungub's tendency at times to let his

m ‘as “Take the A 'I‘rajn whlch in this version
sounded like a nonstop uptown express, rolling at a mad
pace that defied even the talented valve trombone

' g@ht ilike Fahn to make much order out of his solo.

*S

The rhythm team includes a splendidly steady
19-year-old drummer, Kevin Winard. Jim Cox at the
piano was an important driving forece even though he
had no solos.

Catingub's alto sax (backed by four fluteson “When I
Fall in Love”) and Eric Marienthal’s tenor were the
most persuasive soloists in a splendid reed sectign, and
Dick Hurwitz stood out among the five trumpetérs.

Calingub, a delightfully amiable front man, intro-
duced his vocalist as “a rising starlet.”’ It was, in fact, his
mother, Mavis Rivers, whose three sensitive vocals
were highlighted by a wordless passage on “Don't
Blame Me," sung in unison with her son’s saxophone.
This band knows nothing about generation gaps.

The set closed with an instrumental buw to the "40s,
aptly titled “Bopularity.”

Seated in the audience was one of the great jazz
pioneers, Red Norvo, who played a central role in

guiding Catingub’s career. He can rightly take pride in

his protege’s achievements.
Mavis Rivers will appear Thursday at Le Cafe,
accompanied by the Alan Broadbent Trio.”

2 [29]0¢
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UNIQUE PIANIST
AT CARMELO’S

By LEONARD FEATHER

Tonight, the final evening of Michel Petrucciani's gig
al Carmelo's, the clubwill be jammed to capacity. This is
not so much a prediction asa hope, for if a talent as rare
and special as his cannot draw mere than the meager
crowd that attended his opening Wednesday, we do naot
deserve to have him in our midst.

The diminutive pianist, just back in his adopted
country after a triumphant tour of Europe, can achieve
more while suffering from jet lag than anyone else could
after a sound night's sleep. H:‘ts unaccompanied set
seemed to be composed mainly bf original compositions
or improvisations, though he'has a unique facility for
easing surreptitiously into familiar works: Suddenly, a
chorus or two late, you realize that he is playing “All the
Things You Are,” or the Bill ns'piece “Very Early,”
but Pefrucciani plays va.nat}ons on di\rermons on
digressions.

His left hand indulges in unforeseeable tricks, moving
from a solid four-beat pulse to wild cross rhythms to
improbable chords. He never stays long with any
particular tempo or beat or melodic pattern, preferring
toswitch concepts as the mood hits him, Whatmlglus is
thatitisall very nourishing to the soul,

When he does,play a standard, such as “My Funny
Valentine” or “Prelude to a Kiss,” he invests it mth
such freshness that it takes on a new and :
character. Nothing was announ: gxx:ent torm pie’ée
a Swedish folk song called ‘f'l.‘mu

He has been mmpamdmsﬂlévm, McCoy Tyner
and others, but in the final analysis he sounds like
nobody but himself. Petrueciani, who turned 21 just a
few weeks ago, is the most gifted and original new
pianist to come along in. . A visit to Carmelo’s
tonight carries a guardntee of rich rewards.
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as vice president of the Los Angeles ¢huptér. Recently,
she became a guest faculty member of the Dick Grove
Schoal in Studio City, teaching voice and the overall
performing arts.

Her separation and recent diveres has led toa change
in priorives: “1 really want to do now what [ wish I had
done after that first coming-out job at Donte’s back in
Ti—go out there and play more ciubs. maybe get inlo
concerts and festivals, Right now, the problem is that ] °
don't have a manager;{'m just doing everything on my
oW

She admits she needs to be s&n in New York, “at
some place ke Mighsel's Pub, However, I'd want w0
take Bob Florence plong with me—his trio gave me such
greal support orrthe Mandel album,, ., 7

Meanwhile, she stays busy with other local projecta.
4 Last vear, she took part in & unique veniure, "Supersax

With LA, Voices™ (Columbia F'C 391409, for which the
savophoniat Med Flory wrote arrangements based on
2 old Charile Parkes alto-sax solos, adding a five-piece
voeal group in which Raney was the Jead voice apd
i ' y = Flory sang bass. The record was well received; she and

Singer Sue Raney, 44, is making plans for @ Fiory now areat work on a second aibm.
belated emergence from the commercial closet. Recently, she began rehearsing for a show, “Too
Marvelous for Werds: A Celebration of Jehnny Mercer,”

advancing Safah Vaughan's career ( he signed her 1o his

1o be produced by Paul Werth. This is still in the
Musicraft label in 1046), almost ran out of superiatives  preliminary stages, but she says chances are it willopen

JAZZ

A SINGER (ALMOST)
NOBODY KNOWS

By LEONARD FEATHER
Tnm is & lemptation 14 call Sue Raney the singer

nobody knows, though that would be an exagger-
ation. After ill, she did earn a Grammy nomina-
tion this year in the female jazz singer category.

She’s played Las Vegas, opening for Don Rickles and 1!
others; she has made nine albums, only two of whichare
presently available, ’ ;

Her TV appearances have included the “The Tonight 5
Show" and Bob Hope and Dean Martin shows, Ap
inveterate Dodger fan, she's sung the National Anthem
almast annually for the team; her record of “Dodger
Blue” is'in the Baseball Hall of Fame in Cooperstewn, '
N.Y.

Nevertheless, the extent to which she has been seen
and popularly acclaimed is infinitesimal compared 1o the
number of times she has been heard as gn anonymous
behind-the-scenes voice in jingles for innumerable
commercial products.

1
|

Blame that sausage company. One day around 1972, a
friend of her then-husband/manager Ed Yelin had a
client, Schirmer Sausages, that needed a musical radio
spol. As one thing led to another, a Hollywood-based
office was founded. EYE (Ed Yelin Enterprices). It
became a thriving business, enabling Raney to retreat
from the public eye as she began grindingott not only
sausage paeans but hymns to Johnston's Yegurt, Cup 0"
Noodles, Orange Crush, Gulf Qil, Toyota and the like.
Often she has written Iyrics and music for her
customers. The slogan at EYE was, “Whether or not
you've heard of us, you've heard us." '

“It was easy money, and I didn't have to travel,” she
explains. “I love studio work; vou can go in looking any
way you like and make $750 in just a few hours.”

The reference to her appearance is ironic, since those
of us who have followed her career feel there are two
strong objections 1o Raney’s having deprived the public
of her presence: a voice that is exceptional on every
level—style, timbre, phrasing, wit, tenderness, rhyth-
mic sensitivity —and a rare physical beauty.

O

Raney, 44, talked the other day about plans for her
belated emergence from the commercial closet. (A 1976
gig at Donte’s was her first nightclub job in five years;
since then, she has been occasionaily at Le Cafe and
Carmelo’sin Sherman Oaks.)

Born in McPherson. Kan., ratsed in Albuquerque,
N.M., she was encouraged by her mother, a singer, and
soan was a child prodigy and local celebrity. “1 had my
own TV show at 14. After finishing high school, I moved
out to Los Angeles with the family. Right away I did the
Jack Carson show on CBS, one of the last live radio
series. I was only 17 when I made my first album, for
Capitol, with Nelson Riddle's arrangements.”

Involuntarily, at 24, she quit. “My third Capitol album
was just due out when I got hit by a car. I had a lot of
broken bones and was out of action for quite a while; but
this gave me time to think, and I decided I seriously
wanted a career, Around that time. Ed came into the
picture and helped me try to get my life together.”

She married Yelin in 1966, and for a long white the
husband/manager relationship worked well. Hindsight
tells her that hermove into the pop field was ill-advised..
“If 1 could turn back the clock, 1 would have focused on
jazz. played all the jazz rooms around the couniry. But at
that time it would have seemed like the kiss of death to
call myself a jazz singer. It's confusing when vou have
managers and agents and P.R. people pulling you in so
many different directions: You've gotia bé more
show -biz if you're gonna open for Don Rickles, you've
gotta get a hit record.”

The hit record never quite arrived, From Capitol, she
moved to Imperial Records. “My producer there told me
how to sing the songs, and when [ hear those ghxrlgs now
I just dée . . . whereas I think I couid hear the Mandel

album 10 years from now and still be proud of it.”" (“Sue |

Raney Sings the Music of Johany Mz_mdei." DiscoVery
DS 875, earned her a Grammy nomination. }

ﬁ"i’!'-' i
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in assessing Raney. “She’s hard-working. sincere, and
in my entire career in the record business, I can't think
of anyone who has been more wonderful to work with,
TRE album ts moving well, and we're already planning
another, for which we'll add two or three homs ®

During the early Yelin years, Raney did her share of
traveling: There were stints In Australia and Peru, 2 trip
to London with Neison Riddle, brief visits 10 Puertg
Rico, a New York job with Flip Wilson: but. basicaily,
when the commercial business bloomed, she welcomed
it as a relief from the road. "TI'm really not @ true:
Gemfni—you know, “You're fond of trave! and you love
change'—that's not true of me. I enjoyed staying in Los
Angeles because it kept me busy and, for a long time, it
held my marrisge together.”

The full-time residency has enabled her to take on
other challenging aseignments, For several years, she
was on the board of governors at the National Academy
of Recording Arts and Sciences. and for one term served

here this spring prioe 1o 2 national tour, for which the

reluctant Gemini will make herself avaitable.

She will not give up the fingle business entirely; In
fact. one of her ambition®s now i= 10 start her gWp
company. "I want to call it SRO—the Sue Raner
Organization—and I'd like to think of it as romethiog 1

can still have when I'm 50 or 60 yearsold.™

Another relationship she will never abandon s with
the Dodgers. “In my new album. I'm going t¢ do that
Michael Franks song, ‘Love Is Just Like Baseball ' I'm

" sure the Dodgers people aregoipg (o appreciate that "
" How does she feei about. the possibility of winiag the

“There’s obvious!y not much chafite of that, |

getting the nomination is an unbelievable thritt. f

o

look at the kind of company I'm in: The other nominees
are Ella Mitzgerald, Sarah Vaughan, Ernestine Ander-
son and Betty Carter.d feel I'm'in 2 very special place,

and I love being there." O

.
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HEATH, JORDAN SHARE BILL AT DONTE'S

played an electric bass left-handed. All were apparently
a generation vounger than the co-leaders and far

By LEONARD FEATHER
Bt .

Yhe murquee oatside Donte’s on Friday augured

well, The names billed were Tootle Heath, the
‘A drumming member of the Heath Brothers, und

»d Jordan, the tenor suxophonist, who has 8fwgzz

1o his credit (24 as a leader ).

* Promise, alas, ks not always delivery. Completing the
group were three locally based musicians: Joel Gaines,
plano; Ray Fuller, guitar, and Keith Rouster, who

e
L < i

yzalion.
The first two tunes,

farm and content.

g _____

removed from them (n accomplishment and conceptuals

without Jordan, were
electric examples of feckless funk, the Tirst written by
Games and the second by Grover Washington Jr. In the
latter, the bass repeated 1wo notes ad nauseam. Even
 went Rlong with the groove, playing atypically,
while the guitar whined through a solo that was shortor

When Jordan joined the group, things picked (ip a
little. He i still a fluent soloist with a strong, e

sound. The guitarist switched 1o a jazz style and H

provided solid backing, but a basic
remained. 1t was almost like Jistening
from separate worlds.

Jordan is & talented compaser, but nobody. partiewlar- |

DLy

WO Zroups

ly those who have heard his early recordings of
“Bearcat” (with Cedar Walton, among others) or of
“The Highest Mountain™ { several versions with all-sta

rhythm sections), could expect him to be inspit

great heights in this oddly mixed company. He deserve

better, asdid the zudiq_\ce._




»

Pl

'57 A GOOD YEAR FOR JOHN WILLIAMS

By LEONARD FEATHER

“HERE'S WHAT I'M HERE FOR.” John Wiiliams.
Discovery DSSOL

{th Williams piling his Boston Pops credits
W&tﬂp his movie-score triumphs, and with a

musical devoted to Harold Arlen’s songs now
running in Los Angeles, this 1957 reissuae, a reminder of
his jazz past as pianist and arranger playing 12 Arlen
sangs, could hardly be more timely. Using a rhythm
section supplemented by five trombones and/or four
maxophones, he wrote charts that were workmanlike
though seldom inspired. The trombone tracks, such as
“Let's Fall in Love" and “Stormy Weather,” come off
better than those with the sax team, which have an
anemic, old-time West Coast Jazz sound. On a couple of
tunes, Williams' piano sounds downright funky. Like
Andre Previn, he had a jazz career that may not have
hinted at the vast talents he would show later, but still
was nothing to be ashamed of, 3 stars.

a

“DOUBLE, DOUBLE YOU." Kenny Wheeler. ECM
1-25000. Both as composer and trumpeter, the Toron-
‘to-born Wheeler has made 2 name for himself, mainly in
Europe, s a distinguished and distinctive figure in the

free-jazz movement. With Michael Brecker on tenor sax

__and & rhythm section that is powerful both individually

e

* " five men on the 14-minute “Foxy Trot" share the credit.
‘Phis could have been a five-star set, but “Mark Time"
“lapses into one of those inevitable closing drum sclos.

-

R

and. collectively (John Taylor, piano; Dave Holland,
bass; Jack de Johnette, drums), he has produced a
provocative and often stimulating set of six original
works. The horng' interplay on “Three for D'reen,”
Holland's phenomenal solc on “Blue for Lou” and all

| “Why? Why? 4stars:.

- FULL SWING TRIO COMES FULL CIRCLE

o - - .
“CONCEPTS.” Mark Levine Quintet. Concord Jazz
£J-234. Here is what a jaded critic looks for: new names,

-

as the late Cal Tjader’s pianist, surprises us by showing
up here as a superior valve trombonist and composer.
The three opening originals are “Keeper of the Flame,”
acompletely charming tune with an infectious rhythmic
undercurrent; “After You,” with strong solos by the
leader, Chuck Clark on tenor and John Halle on piano,
and “Greased,”’ with a stop-and-go motif. On the B side,
Levine’s adventurous writing is applied mainly to
standards, among which Freddie Hubbard's “Up
Jumped Spring” best respects the tune.

Admirers of Fats Waller's “Jitterbug Waltz" are in
for' a shock. Levine subjects it to radical changes of
chords, melody and even meter—it’s no longer a waltz.
This may sound at first blush like heresy, butit grows on
you. “Skylark" is a trombone tour de force at a rather
dreary tempo. The notes tell us nothing about the four
unknown but very capable sidemen. 4 stars.

O

“SUMMER STRUT.” Andy Simpkins Quintet. Dis-
covery DS 892. That Simpkins is an unsurpassed bassist
who has assembled a group worthy of him comes as no
surprise. What does astonish is the contribution of
Kevin Quail, a young trombonist who works as an
accountant in San Diego (a situation I find unaccounta-
ble). With Herman Riley’s extrovert Texas tenor, Mike
Wofford's piano and Harold Jonies on drums, there is
neither a weak tune nor a deficient chorus from top to
bottom. Even the 10-minute “Wrap Your Troubles in
Dreams” justifies its length: It has one stunning solo
after another, 5 stars. O

B

“NAME OF THE GAME." Phil Upchurchy JAM 018.
The name of the game must have been “Commercia
it.” The busy, versatile guitarist operates below his
potential. This longtime admirer cannot understand
why Upchurch did not upgrade the concept, material
and arrangements. Two of these insipid tunes have

new themes, fresh ideas. Levine, previously known only

)

flos Angetes Jimes Mar. 10 1984
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W0 the three years since its founding, Full Swing, a

B wvocal tr1o barn of record producer Richard Perry's

Y

i _Idea of a Swing Bra/contemporary pop fusion, has
succeeded where others have failed and foundered.

~ The group’s 1981 record. "Swing,” was met with

»
N

bl
1

mixed reviews and poor sales; it has become what the
~ trio calls a “semi-cult album.” Despite that, the group,

currently without a record contract, stunned New York -

~ audiences at last summer's Kool Jazz Festival, wowed

'em at last September's Monterey Jazz Festival and
_ continues Lo pack area jazz clubs.

' ay night at the Vine St. Bar & Grill, a frequent

vood home for Charlotte Crossley, ine

_and newcamer Arnold MeCuller, Full Swing

] noted action with an appealing first sel

quartet led by planist Andy Howe, Full

Swing wag thoroughly professional, dressing its best

musical act with naturally inspired choreography, |

amiable patter and attractive costuming.

Full Swing's repertoire has been garnered from
informed sources, Song§ such-as Jimmie Lunceford's
“For Dancers Only,” Duke EBEllington’s “Rockin’ in

Rhythm' and “Creole Love Call,” and Charlie Barnet's

“The Right Idea” are given renewed life via stylized

arrangements and stylish new Iyries by Feather.

“Jumpin' Into One O'Clock,” her medley of “Moten
Swing” and “One OQ'Clock Jump" was particularly
effective.

Though the focus of Full Swing is enserable, effective
solo turns were taken by McCuller on “Sweet Lorraine,”
Crossley on “'Crazy He Calls Me" and Feather on
Antenio Carlos Jobim's “Walers of March.”

—A. JAMES LISKA

e

—

~~d O

ey 1ol :
voeals by Mariena Shaw, who also rates a better fate.
For his brief, pleasant unaccompanied solo track, one
lone star.

o

“JUST FRIENDS."Red Norvo. Stash 230. Would you
believe yet another version of "Jitterbug Wzltz"? Here
it is. Jazz history’s first mallet virtuoso (he piayed
xvlophone in the 1930s. waxed his first solo date in '33)
hasn't made an inferior session in all those years and
isn't about to start. His vibraphone and Bucky Pizzarel-
W's guitar are sympathetically mated, with support by
piano and bass (no drums) in a blues and seven
standards. Recommended not oniy to longtime Norvo-
philes, but particularly to those who have not yet
learned about his unigue contribution. 4 stars.

o

“FIRST TIME OUT." Danny Turner. Hemisphere
0001 (P.0. Box 3578, New York, N.Y. 10185). This new
company is operated by two Basie sidemen, and the
initial release is performed by a third, the alto
saxophonist who joined the band in 1976. As is made
clear by the opening cut, his own “Flight of the Bird,"”
Turner was heavily influenced by Charlie Parker and
has the chops and soul to deal with the Bird-like
treatments of “I Love You,” “All Alone” and other
standards. In more relaxed moments (“End of a Love
Affair"'), there are traces of Johnny Hodges, Fine
support by a mainstream rhythm section: Gerald
Wiggins, piano; Red Callender, bass, and Basie's current
drummer, Dennis Mackrel. 338 stars.

a

“BYE BYE BABY.” Ed Bickert, Concord Jazz CJ 232.
Mellow, mature sounds from Canada’s preeminent
guitarist, with a well-chosen rhythm team: Dave
McKenna at the piano (they work as a duo on the title -
tune), and on the other cuts Steve Wallace, an
nobtrusively effective bassist, and the ubiquitous Jake
Hanna on drums. The selection of songs brings tormind &
good steak dinner: not too rare but not gyerdone. For
example, Billy Strayhorn's “A Flower Is a Lovesome
Thing,"" Horace Silver's “It’s Time,"” and Clare Fischer's
beguiling bossa “Pensativa.” 4 stars: : i

O

“JUNE NIGHT.” Svend Asmussen. Doctor Jazz
39150. Surprisingly, this is the first LP taped in the
United States by the veteran Danish violinist with
American musicians: Bucky Pizzarelli, guitar; Oliver
Jackson Jr., drums; Milt Hinton, bass, and the British-
born Derek Smith, a buoyant pianist. Asmussen strongly
resembles Stephane Grappelli, even outswinging him
here and there. Except for his own engaging minor
theme “Nadja,”" these are all tunes the maestro grew up

. with: “Lazy River,” “Sweet Georgia Brown,” “Just a

Gigolo” and the like. Relaxed and tasteful jazz in a
tradition that won't lie down. 412 stars.

o

“INTRODUCING ROGER NEUMANN'S RATHER
LARGE BAND." Sea Breeze SBD 102. The focal point
here is Side 2, Neumann’s composition, “They Called
Him Blue.” Dedicated to Blue Mitchell, who played
trumpet in the band from 1975 until his death in 1979, it
is deseribed as a suite in three movements. Actuaily, it
comprises two sets of variations on the blues, separated
by Part 2, a warm and affecting ballad. All five
trumpeters have sojos, though Larry Lunetta in the first
blues and Jack Trott in the ballad share the principal
honors. Side 1 comprises three standards (Neumann,
playing tenor sax, is the nonaggressive scloist on
“Emily”), as well as the title tune from “Flintstones,” a
barren tune that has become inexplicably popular
among jazzmen. However, the solos, notably Alan

. Kaplan’s trombone and Tom Ranier’s piano, help to
'. redeemit, 3%2 stars. O

=
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By LEONARD FEATHER e1ic ne Lim
ssume Lhat tir 4 !
standing still, st
sume that the en 1 B
span of jazz i8 at my disposal.
| ;‘.!1_:[‘.g with every performer

who has ever played'a role In
[]u evolution of our most prized
indigenous art. And further as-

sume rh< | can take any of

H these artists, each at the he -ght
of his/her power,

all together in a 8
ole for the purpose of f
\Ibum—a dream record playe

ANDICE BERGEN'S |3 T . " CLINT EASTWOOD'S
ANDID MEMOIRS ' & . FEMINIST FILMS

\gar Bergen's. daughter The most important and
nembers growing up in influential feminist film
v shadow of a dummy. maker in America is ..

derick Mann mterwew Clint Eastwood? Commen -
1e 19 tary, Page S




Miles Davis,
== Trumpet/
Fluegelhorn

Clarinet

el L [ A TR

GREATEST ALL-STAR
HAZZ BAND
Pontinued from First Page

o take into consideration qualities they
S have in common: vitality, individuali-
y of sound and style, emotional impact
nd, most important, spontaneous crea-
vity —stimulating and exciting on the
p tempos, lyrical and alluring yet
qually unpredictable in the ballads and

This is the single most vital element in
azz, one that can't be found in even the
brilliant of classical musicians, who,
matter how perfect their performan-
are invariably interpreting some-

. That, in fact, was the primary
of the art for me when I first heard
Armstrong's “West End Blues”

than half a century ago in a London

1 shop. .
y orchestra is normal size by today’s
band standards; There are 21 basic
s. (Rob McConnell's Boss Brass
; Gerald Wilson and others often
- around 20.) The five men listed as
est soloists were added either because
nent of a jazz orchestra or

= Saxophone

Charlie Parker,
Saxophone

To start with the leader, it's inconceiv-
able that such an ensemble could have
any other director than Duke Ellington.
Throughout his career, he showed an
unmatched ability to bring out the best in
everyone who worked for him. I'm not
speaking only of his accomplishments as
a composer/arranger (it goes without
saying that his ability to weave fascinat-
ing tonal textures has been matched by
very few, if any, who followed him), but
rather of his majestic presence. Ellington
could impose discipline on the most
undisciplined and oddly matched assort-
ment of personalities; thus his masterful
control would be particularly valuable in
the generation-jumping lineup of the
dream band. As was often said of him, the
instrument he played best was the

My trumpet section begins with Louis
Armstrong, just as jazz itself took its first
giant step under his guidance. Young
artists like Wynton Marsalis point to
Satchmo as the fountainhead. He had an
unsurpassed purity of tone, a basic
simplicity of approach, and the ability to
create a sense of spontaneity and swing
even when he was hewing close to the
melody. When there was no melody, asin
the traditional blues form, he would
create his own; he was the Thomas
Edison of improvisation, lighting the way
for all who followed, and happily we have
another Edison invention, the phono-
graph, to offer permanent proof.

‘Roy Eldridge hds often been called the

Saxophone

link between Armstrong and Dizzy Gil-
lespie, but he was much more. To what
Armstrong had contributed he added
many new elements: longer, crackling,
fiery phrases, sudden upward and down-
ward movements, growling guttural
sounds and often a sense of intensity that
surpassed even Armstrong's. Though his
creativity was undimmed until a heart
attack put an end to his playing a few
years ago, it was around 1942, playing
with Gene Krupa’s band, that he reached
his pinnacle.

Dizzy Gillespie, whose first records
bore a striking resemblance te Eldridge,
soon found his own direction and became
an innovator who, in establishing the
bebop revolution, radically changed the
language of jazz. It was as if he had
learned newer and more complex rules of
syntax, and a seemingly limitless vocab-
ulary, where his predecessors had spoken
basic English. He and Charlie Parker
made a series of seminal recordings in
1945, but Gillespie’s formidable tech-
nique and ideation continued to evolve
until the early 1970s, so I would pick the
latter period.

Miles Davis, a maverick and ever-
shifting figure for 35 years, has adherents
for every stage of his career. His most
important contribution was a retrench-
ment from what some heard as the
excesses of bebop to a more restrained
(read cool) manner that was best reflect-
ed when, switching from trumpet to the
mellower fluegelhorn, he recorded three
memorable orchestral albums with ar-
rangements by Gil Evans: One of these,
“Sketches of Spain,” showed most elo-
quently the extent to which understated
beauty could be instilled into a jazz solo:

Guitar

for this reason I would choose 1960, the
year in which that LP was completed.

8]

The trombone section presented prob-
lems. Reliable experts like Benny Carter
have assured me that Jimmy Harrison
(1900-1931) was the first truly great jazz
trombonist, but he left too little recorded
evidence. Certainly Harrison and Jack
Teagarden (1905-1964) were mutual ad-
mirers and probably sounded much alike.
Teagarden appealed to me mainly on the
basis of a quality often sought but too
infrequently found in improvisation: a
sense of ease, of legato laissez faire. His
solos had a seamless, deceptively effort-
less sound, whether he was playing or
singing; moreover, unlike most white
musicians then or now, he was a master
of the blues. A

A whole generation of Teagarden-in-
spired trombonists followed his lead, but
I would opt for the original, preferably
between 1947 and 1951, when, touring
with Louis Armstrong’s small group, he
was at the height of his instrumental and
vocal power.

Another colossus of the trombone was
J. C. Higginbotham, whose blowzy, ener-
gy-packed sound graced some of the best
swing-era bands; but he had to be
bypassed in favor of Vic Dickenson, who
represents one of the other characteris-
tics I find admirable: a sense of humor.
Dickenson'’s richly rhythmic, slyly comic
style has graced jazz since long before
the birth of Bill Watrous, his section -
in the dream band. My year for ™
son: 1957. )

Watrous, the second-youngest, .

d

bér of my orchestra (born in 1939), S
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JACKIE AND ROY, McRAE IN CLUBDATES

By LEONARD FEATHER

P he Oaks were alive with the sounhd ‘of music
L Specificatly, Sheeman Qaks, Friday and Sstarday
v evening the judicious phserver could hear the

Veteran vocal team of Jackie and Roy at Le Chfs, then

ambie around the corner and cateh Carmen McRae at

Carmelo’s,

Jackie Cain and her husband, Roy, Kral, have been
together g0 long that, had he %o desired, Harry 'Traman
could have invited them to sing at the White House,
Now as then, they dispiay a light, airy and sophisticated
npproach to material that (s selected with consummate
taste.
< Friday evening, they began with several Cy Coleman
Songs, one of which, “Doop Doo Be Doop,” proviesd that
nonsense songs don't havels be (rritating,

Though most of their charm lies in the unique
character of their vocal unison, there were occasional
solo items: “Why Tryto Change Me Now?" for Kral, and
for Cain the imaginative music and lyrics of "Bomn to Be

Blue,” to which she attached a long, almost Hebrele
elosing cadenza. ;

seldom-heard set of lyrics, written by Sally Swasher

s

o

underlying tendemmess
Four of her selections stemmed from her early

repertoire of her idol, Bilkie Holiday. Such trifles as “I'm
Gotina Lock My Heart and Throw Away the Key'
would not have survived bt for the special warmth
Lady Day brought 1o them; By the same token, McRae
resuscilates thern through dynamie contrast, melodic
variations and a sense of phrading that has long been
second nalure W her. ;

« “Upside Down,” a Brazilian song with English [ynics,
proved Jess effective, lacking (he gentle quality one
agsociates with this genre. More typical of the Meiace
persunality was Thelonious Monk’s "Straight No Chas-
er.” a tricky biues line that began with just Leftwich's
bases playing in Barmony (a sich below thewoea! line)
Then the piand and drums joined in as she =ang a

An is her eusiam, McRae ended the set by S€compa-+
nying herselfl at the piano for two numbers. Hee display |
of harmorse sensitivity at the keyboard reminded us |
how important a role true musicianshipiplays in vocal

As ever, the Krals indulged in partiaily ww% -
wordless works. Clifford Brown's “Joy Spring” was | = V1, Tuesday, March 13, 1984

““You're a Builder Upper” did they allow nostalgia to

-take precedence over quality. Other than this, the set

« was a total delight, R

* They return to Le Cafe on Friday formrﬂgh{‘lhaled

‘on their Grammy-nominated eollection of songs by

* Stephen Sondheim, - .

- At Carmelo's, the deep purple sound of Carmen By LEONARD FEATHER G

- McRae offered a contrastingly rich and no less valid "
concert, the

p . Superbly backed by pianist Marshall Otwell, | l Ven years agoial & Pllgrimage |
program. Superbly bac y plan ars e late Willie Bobo introduced his then 5, a8

- “drummer Donald Bailey and a ppemomenal bassist : ,
‘named John Leftwich, McRae re ug that along 2 guest percussioniat. This revieWer sensed that »
' P new caroer might be under way.

‘ With that sometimes hard surface! '

‘voealise from top to bottom. Only in the 50- year -old: Seoe =
JAZZREVIEWS
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BETTY CARTER AT
VINE STREET BAR

By LEONARD FEATHER

- etty Carter has always taken pride in being an
uncompromising jazz singer. Once limited toa eult
following, she now has such broad acceptan

that a recent Down Beat poll mmmm%m to
Sarah Vaughan. Ry

-7 Currently at the Vine Street Bar and Grill (through
Qaturday), she is displaying her umﬁ.&ﬁant freedom
from convention, The audience loved her; she elicited
spontaneous bursts of applause for a trick phras
burst of scatting. : .

To her credit, too, is her avoidance of overworked
songs. Several numbers ;:t’.;e m ‘her own composi-
tions or little known works by others. . gag)

Despite these advantages, all was not as it should
have been. Her smoky sound is attractive; not n;:
almost total lack of a vibrato. Over the y_e,a:qglwba

" intonation problems; on this occasion tbey were -o&w“
uncomfortably in evidence. In “The Gooda_l_.ﬂe. ;
' icuous, as were a series
ﬂgtneumcox.\sp_ o Wi":;’
Goodbye,” from her Grammy-nominated afbum, an¢ 3
Gﬁob i{dymes-ume called “Make It Last,” both were
-performed at funereal tempas. !
~ At the other mremi:“ wu;s tthh;. m.m“
Moonlight Can Do, & have 40
oblivion had Billie Holiday not recorded it a half century

ago. Carter went for a reductio ad ebsurdum, almost

totally avoiding the original melody, p!aymggnmawilh
the lyrics, moving 10 & n.mdom scat interiude, lettinsm
Benny Green take a fine piano chorus, then induiging

a voice-and-drums duel with Louis Nash.

wordless, ¢! .

e ——E

Since Willle Robo's death last year, Eric has been
leading a band similar (o his father's, with some of the
same personnel. Now & high school junior, he will be 16
in August, but at Hop Singh's Friday, he displayed a
maturity far beyond his years

Standing out front with an array of percussibles, the

youngster integrates his rhythms expertly intg the

nondeseript instrumental, it served
wpwmumumwwmmm
10 the ensuing duo vocal riffing by Bobo and tne veteran

mwmuwmmwmnm.mwm
m}m number spiced with ngenious tonal -

DOtwigusly Erie Bobo cannet yet il his father’s shoes,
u»uummmmmmw

orbright
BEAU FRONTS DIXIE COMBO

raditional dies hard. Currently its principal
Jocal outlet ts Stevie G's. hidden n a Studio City
 shopping center at Venturs and Laurel Canyon

s since laat July, packing the
‘ﬂﬁ;\ﬂmu

einte Boau has been

ERIC BOBO FOLLOWS FATHER’S BEAT

free-for-all ensembles that characterize this idic

seldom heard here, a belter description
small-combo swing music,

each solo refiecus an orderly mind coupled with .
spirited sound and an approach creative enough toavold
the obvious. Though inspired by Benny. :
apowerful individualist, :

Bob Havens, Sunday’s guest solotst, took the mati-
nee's 1op honors. Imagine i you can a trombonist who
plavs the blues like Jack Teagarden. then biows his way
through "1 Pound a New Baby" with the speed and
control of a Carl Fontana. His singing also had a faint
Teagarden touch as far as one could tell, though two

The sther front-liner, Dick Catheart, re-created the
theme from “Pete Kelly's Blues,” which he played inthe
movie. His tone and style recall some of the better ars
moments of Hurry James,

- The rhythm section, with Johnay Varro on ptano and
Gene Estes on drums, i3 notable for the presence of
Morty Corb, A bassist with a decades-long list of credits

Goodman), he hu :

selections overlap the repertoire of less traditional
groups (“Cotton Tail,” “"Just Friends™), i
It would be fascinating Lo hear what they might do

s 4
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JAZZ—STILL A STEPCHILD AT THE GRAMMYS

By LEONARD FEATHER

™ he most noteworthy aspect of this year’s Grammy
awards and the TV show was not how many
(1‘trmmnyq Michael Jackson won; not how many
nqutns were on his outfit; not even the burning issue of
what happened {o his left glove.
“ No. The real importance of what the voters said was
that for the first time in NARAS'’ history, an artist won
Grammy awards simultaneously in both classical music
and jazz.

The artist was Wynton Marsalis, though you might
hardly have known it from a glance at the press
coverage. The media for the most part buried this story

sar the bottom or omitted it entirely. Classical music
and jazz are significant art forms, conceivably almost as

le as rock 'n' roll or country music. When
Marsalis, a 22-year-old prodigy, achieved such a
stunning victory, one would think it might be worth a
‘few headlines. But no—not for jazz, nor for the music of
Haydn or Mozart or Hummel which Marsalis celebrated
in his winning album.

'I'he way the TV show was assembled provided a
virtual parallel. Two birds were killed with one
mm stone by letting Marsalis play the Hummel
Work md one piece from his jazz albuni. Aside from a
‘brief film clip of Charlie Parker and passing nods to the

- pther winners in these categories, that was the extent of

the jazz or classical music in a show that ran three hours
and 20 minutes.

“Why don't they just stop pretending that it's
anything but a pop-and-rock show?” said singer Sue
Raney, a former NARAS officer who has at heart both
the interests of music and the integrity of the Academy,
“There should be a separate program for classical music
and jazz, perhaps on cable or public TV.”

‘Martin Bernheimer, who says he “gave up long ago”

Grammy situation, was invited to take part this
p @s a presenter in the pre-telecast ceremony. He
decllned.

has mﬁ% million albums, more power Lo h:l;m and to
Quiney Jones. But do Jackson’ make him 230 times as.
noteworthy as a jazz or classical artist who has sold
100,000? If Sir Georg Solti rated a mention in the
newspaper reports, it was only because he now has 23

N

L.ATTINES ?:.-"‘ii

awards, three more than Henry Mancini. If the jazz
artists are similarly ignored, an exception will be made
for Ella Fitzgerald, because she has now won 12
Grammys.

Perhaps some day Sue Raney’s idea may be acted on,
and possibly artists of Marsalis’ caliber will be accorded
the press space and the air'time they deserve.

Shelly Manne had the cogent last word on the whole
subject. Asked whether he had attended the awards
show, he said: “No. I'm giving up my membership in
NARAS, I've decided I'd rather contribute to the blind
than to the deaf.” O

THE JACKSON/JONES AWARDS

God forbid 1 should say anything that detracts from
the Michael Jackson/Quincy Jones Awards evening.
But the August body of trustees, or whatever they call
themselves, that runs NARAS didn't see fit to recognize
in its prime-time awards the fact that (Pablo Records
recording artist) Ella Fitzgerald—who won her 12th
Grammy this year—is the only winner in the history of
NARAS who won a Grammy in the first year of its
existence, 1958, and now, in 1984. I'm curious as to how
many of the multiple winners this year will still be

winning 26 yars hence. NORMAN GRANZ

Pablo Records
Beverly Hills

At the Grammys it was interesting to watch seasoned
jazz artists like George Benson, Herbie Hancock and
Quincy Jones vie for the greater commercial rewards of
rock—while a 22-year-old jazz trumpeter stood up and
played on his own terms of pure musicianship.

1 was equally impressed with what he said in
accepting his second award. Not a word about himself,
just an obviously heartfelt thanks to Park-
er/Armstrong/Monk/ et al. for their contributions to
America’s greatest indigenous art form, which, he said,
is never trendy orin bad taste.

The contrast of commercialism and, for the most part,
mediocrity, with the uncompromised talent and integri-
ty of Wynton Marsalis was inspiring to watch. And to
hear, I thought he outelassed everybody there.

JAMES DONOVAN
Beverly Hills

ARIST LENNY BREAU AT DONTE’S

%g,.mwm FEATHER

T onte's is a good place to hang out on a Monday
3t D ‘evening, since the regular attraction there, until

further notice, is Lenny Breau, a guitarist of
quam -legendary cult stature.

- Ni ing about Breau is predictable. He seems to have
‘inspired less by other guitarists than by pianists.
evening he played three compositions by
“Funny Man” “Very Early,” and the
‘Will Meet Again,” as well as McCoy

" and Michel Legrand'

: vent_ion' I may-_ be at,tributed in_

1 as to hear: Using all

“Noelle's

with the right hand, a counter-melody with the left and
a bass line with the right thumb. Often a performance
will begin unaccompanied, rubato, before he goes into
tempo, joined by drummer Ted Hawk and the bassist
(regularly Harvey Newmark, but on this oceasion
Putter Smith was subbing).

Even when he plays war horse tunes, Breau finds a
way to renovate them. '“My Funny Valentine” was
played partly as a waltz. On "Secret Love” he suddenly
modulated into a higher key for four bars, then came
back to earth. He will also stick in an occasional wrong
note purely for laughs. Breau's sense of humor is
capricious, When the instrument began crackling and
briefly went dead, he said, "I can't understand vhrhatgl_
wrong with this guitar—I had it tuned at the factor y.”

Many years ago another guitar glant. Wes Montgom-
ery, was known as “The Golden Thumb.” Donte's
Monday night man deserves some title such as
“Platinum Fingers.” One hates to throw the word
genius around carelessly, but it can safely be applied to
Lenny Breau.

- seems !.Hitqn to be playing a cadenza
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AMERICAN NEWS - fiom Leonard Feather

AN EXCITING lineup has been announced
by producer George Wein for the sixth
annual Playboy Jazz Festival, at the
Hollywood Bowl June 16-17. Many of the
artists will be making their first appear-
ance at this event, among them, on the
first night, B B King, Linda Hopkins, The
Yellowjackets, James Newton's Quartet
and the Shorty Rogers Reunion Big Band,
which will bring together such stars of the
'50s as Bud Shank, Bob Cooper and many
of Rogers's other associates from the early
‘West Coast Jazz' years. ;

Also set is a tribute to Willie Bobo, who
died last year. Organised by comedian Bill
Cosby (who will also emcee the festival),
it will feature Bobo's 15-year-old son Erie,
a percussionist, who has been making
local gigs leading a group composed
mainly of his father’s sidemen: Oscar
Brashear, Don Alias, Ndugo Chancler,
Rudy Johnson, Byron Miller, Jimmy
Oliver, Don Pullen and Sonny Sharrock.

Rounding out the first concert (which
will be a marathon, as usual, running
from 2.30 to 11pm) will be Weather
Report, Mel Torme and Woody Herman's
Young Thundering Herd.

The second night will see the Playboy
debut of Ray Charles, his orchestra and
the Raelettes; Charlie Haden, with 2
reorganised Liberation Orchestra using
West Coast musicians; a Playboy All Stars

TOMMY WHITTLE &
BARBARA JAY'S LP

‘THE NEARNESS OF YOU'
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£5.00 (postpaid UK)

29 Oundle Ave, Bushey, WD2 3QG
Tel: 01-950 5338

combo with Mose Allison, Louie Bellson,
Kenny Burrell, Jackie McLean and Zoot
Sims; Jaco Pastorius’ Word of Mouth
band (he was at the Bowl before as a
sideman with Weather Report), David
Sanborn and Carmen McRac.

B Phil Woods A, Hal Galper, Steve
Gilmore and Bill Goodwin have announced
the addition to the group of Tom

Harrell on trumpet and fluegethomn. They
will now be known as The Phil Woods
Quintet.

Harrell has played and recorded with
Horace Silver, The National Jazz
Ensemble, Gerry Mulligan, the Mel Lewis
Orchestra and George Russell, as well as
being a leader in his own right.

The Woods group celebrated its tenth
anniversary on February 14
B An unusual lineup of jazz and pop
singers has been assembled for Too
Marvellous for Words, a musical stage
presentation of songs with lyrics by
Johnny Mercer, set to make its bow in
Los Angeles in April. The cast will include
ex-Ellington singer Herb J_cﬂ’rics, singer/
composer Bobby Troup, singer and
actress Barbara McNair, Morgana
and Amy Weston, daughter of Jo Stafford
and Paul Weston. Marty Paich is writing
the charts, Don Trenner will conduet and
producer Paul Werth is writing a Mercer
style rhymed narration.

@ Bill Berry, musical director of the
annual Jazz Weekend in the scaside town
of Otter Crest, Oregon, has lined up an
all-star show for this year’s cvent, May 4-5.
Rob McConnell will fly in from Toronto

to make a rare US appeanince; Tete
Montoliu from Spain will be on hand, as
will Harry ‘Sweets’ Edison and Berry
(trumpets), Benny Carter, Pete Christlich
and Lanny Morgan (saxcs), Mike Melvoin
(piano/organ), John Collins (guitar),
Monty Budwig, John Heard and Jim
Hughart (basses), Shelly Manne, Nick
Ceroli and Sherman Ferguson (drums)
and singer Joe Williams.

B Gerald Wilson's orchestra, rarely heard
in person in recent years, was reassembled
for a wildly acclaimed frec-admission
concert at the Wadsworth Theatre,
organised by UCLA students. Most of
Wilson's regulars were present. The
personnel included Bobby Bryant,
Snooky Young and Oscar Brashear
(trumpets), Thurman Green and Garnett
Brown (trombones), Ernie Watts and
Jerome Richardson (saxes), Harold Land
Jr and Milcho Leviev (keyboards), Stanley
Gilbert (bass) and Paul Humphrey (drums.
B Red Norvo, the veteran vibes star
scldom heard on records these days, hasa
new album on Stash Records, backed by
the Bucky Pizzarelli Trio. Chris Connor
also has 2n LP just out on the same label,
backed by Pizzarelli, pianist Ronn
Kassoff, bass and drums.

B A new group with 3 unique instru-
mentation, featuring tuba and harmonica,
made its debut recently on records (an
album for Discovery) and in person (sn
appcarance at Hop Singh’s in LA). Jim
Self, the leader, plays a 5-valve CC tuba
and a 6-valve F tuba; Ron Kalina is
featured on harmonica and piano,
Completing the combo arc Jon Kurnick
(clectric and classical guitars), Ernie
McDaniel (acoustic and clectric bass) and
Harold Mason (drums).

B Chick Corea and Gary Burton, who
were reunited, along with a string guartet,
to record Corea’s Lyric Suite for Sextet,
made their first concert appearance with
this group at the Beverly Theatre in
Beverly Hills,

8 Bobby Childers, alumnus of many
name bands from Stan Kenton to
Akiyoshi/Tabackin, is now on the Jazz
Studies faculty at the De Paul University
School of Music in Chicago.

B Shelley Moore, & striking jazz-onented
singer, made her LA debut recently at Le
Cafe. British-born, she onginally came to
the US in 1960 as vocalist with Vic

Lewis's orchestra.




ILLUSTRATION DAVID FEBLAND

Compiled by Leonard Feather

generation barriers. It doesn't matter how you like it—

l t is the music of an entire nation. [t knows no borders or

from the blues of Billie Holiday to the New Orleans
sounds of Lottis Armstrong and Jelly Roll Morton, from the
ragtime of Scott Joplin to the swing rhythm of Benny Good-
man, from the bebop of Thelonious Monk and Dizzy Gilles-
pie to the progressive tones of Dave Brubeck and the modern
beat of Miles Davis, Charles Mingus, and Mahavishnu John
Meclaughlin. Jazz is our native music.

You may be familiar with the recordings listed below;
others you may never have heard. But they are the SO greatest

jazz albums ever produced.

Many artists whose names are not listed below can be
heard in various anthologies (Smithsonian Collection, Ency-
clopedia of Jazz, Singin’ the Blues). Records marked with an
asterisk (*) are two-LP sets; all others are single LPs unless
otherwise stated. The time period represented covers 65
years, starting with a 1916 transcribed Scott Joplin piano roll
in the Smithsonian set; the most recent item is Free Flight.

1. Toshiko Akiyoshi-Lew
Tabackin Big Band—Insights
(RCA)

2. Art Ensemble of Chicago
—Nice Guys (ECM)

3. Louis Armstrong Story,
Volume 3 With Earl Hines
{Columbia)

4. Count Basie—The Best of
Count Basie (MCA)"

5. Bix Beiderbecke— Bix
Beiderbecke Story, Volume
2, Bix & Tram (Columbia)
6. Eubie Blake—The 86
Years of Eubie Blake
(Columbia)*

7. Art Blakey—Caravan
(Prestige)

8. Clifford Brown-Max
Roach Quintet—At Basin
Street (EmArcy)*

9. Benny Carter—Further
Definitions (Impluse)

10. Ornette Coleman— The
Shape of Jazz to Come
(Atlantic)

11. John Coltrane—A Love
Supreme (Impulse)

12. John Coltrane— Giant
Steps (Atlantic)

13. Chick Corea and Return
to Forever—Light as a
Feather (Polydor)

14. Miles Davis— The Birth
of the Cool (Capitol)

15. Miles Davis—Kind of
Blue (Columbia)

. 16. Miles Davis and Gil

Evans— Sketches of Spain
(Columbia)

17. Miles Davis— Bitches’
Brew (Columbia)

18. Eric Dolphy and Freddie
Hubbard— Outward Bound
(Prestige)

19. Roy Eldridge—The Early

Years (Columbia)*

20. Duke Ellington—Duke
Ellington 1940 (Smithsonian)
21. Duke Ellington—
Camegie Hall Concert
January 1943 (Prestige,
three-record set)

22. Various Artists—
Encyclopedia of Jazz in the
'20s and ‘30s (MCA)*
23.Various Artists—
Encyclopedia of Jazz in the
40s and '50s (MCA)"

24. Bill Evans— Village
Vanguard Sessions With
Scott LaFaro (Milestone)®

. 25. Ella Fitzgerald—Duke

Ellington Song Book
Volume 2 (Verve)*

26. Free Flight—Free Flight
(Palo Alto)

27. Dizzy Gillespie—
Composers' Concepts
(EmArcy)*

28. Benny Goodman—
Camegie Hall Concert, 1938
(Columbia)*

29, Herbie Hancock— Speak
Like a Child (Blue Note)
30. Coleman Hawkins—
Coleman Hawkins
(Commodore)

31. Woody Herman—40th
Anniversary Carmegie Hall
Concert (RCA)®

32. Earl Hines—
Quintessential Earl Hines
(Chiaroscuro)

33. Billie Holiday— The
Billie Holiday Story,
Volume 2 (Columbia)®

34. Keith Jarrett—Great
Moments With Keith Jarrett
(Impulse)*

35, Eddie Lang-Joe Venuti—
Stringin’ the Blues
(Columbia Special
Products)*®

36. Jimmie Lunceford—For
Dancers Only (MCA)

37. Charles Mingus— Great
Moments With Charles
Mingus (Impulse)

38. Modern Jazz Quartet
—Concorde (Prestige)

39. Charlie Parker— Charlie
Parker (Warner Brothers,
six-record set)

40. Oscar Peterson and Joe
Pass—Salle Pleyel (Pablo)*
41. Bud Powell—The
Amazing Bud Powell (Blue
Note)

42. Various Artists—
Singin' the Blues (MCA)”
43. Bessie Smith— The
World's Greatest Blues
Singer (Columbia)*

44. Various Artists—
Smithsonian Collection of
Classic Jazz (Smithsonian,
six-record set)

45, Art Tatum—Art Tatum
Group Masterpieces (Pablo,
eight-record set)

46, Art Tatum—Art Tatum
Masterpieces, (MCA)

47. Art Tatum—Art Tatum
Masterpieces, Volume 2/
James B. Johnson Plays Fats
Waller (MCA)®

48. Sarah Vaughan—I [ove
Brazil (Pable)

49. Fats Waller Piano Sole
(RCA Bluebird)®

50. Weather Report—
Weather Report
(Columbia) [
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RED VELVET SWINGLES IN SANTA MONICA

By LEONARD FEATHER

ot Lhe second concert of it Aifth sedson, the New

American Orchesira moved from s Dorothy

Chandler Pavilian location to the Santa Monica
Clvic Auditorium. Instead of smuring 3 fall house
Saturday night, this swilch had the opposite effect.
Couid it be that the smadler hall is not elegant enough
for the regulars® How else o account for row after row
of emply seats’

The poor turmout was doubly dissppointing In that
this waa one of the more rewarding evenings assembiled
by music director Jack Elliott Most mgnificantly, the
abdentees missed the firnt Jocal appearance of the
rearganized Swingle Singers, » unigue vocal ortet Jed by
the American-born Ward Swingle Hiz 10608 group,
formed in Parts, War best known for 1ts album “Bach’s
Greatest Hits,” The present unit uses some of the sarme
concepts, wordlessly minging Bach and Mozart a
cappella, leaving the original works intact But edding a
fazx flavor through the infecticus use of vocalise.

To round out thewr repertaire, they used material in

Double Six of Paris version of Miles Davis" “Baplicity™)
The group schigved a superd bland and range. Such
pieces as "Flight of the Bumblehes” wers played
strictly for laughs, but when they take themselves
serioualy, the Swingien are xul generis.

Too bad they didn't quit while they were ahead.

Instead, they joined farces with the orchestra to perform
a dreary and protentious pew work by Jeremy Lubbock,

English ("Fascinating Rhythm”™) and French (the ald" -

JAZZREVIEW

BASIE’S BACK—AND ISN'T HE SURPRISED

The Quest’
oocAsion.

one of Nive plecsy —ommissoned for the

Of the other four, the mont successfiyl () iy uee of Lhis
ensemhbln’s vast resources was Nan Schwwrt's “Aspira-
tiona " Her writing for sirings was partculariy sensi-
tive. Though It included a capabile tenor rax solo by Boh
Tricanico, this was primanly an orchestral showoase.

The so-called Concerto for Jarz Clannet and Orches-
tra by Jorge Calandrelll should have omitted the word
“Jazz,” since the solotst, Eddie Daniels, though he read
his part admirably, improvised hardly at all during the
three movements. Manny Albam’s skififully designed
concerto for Bud Shank's alto sax provided some of the
evening’s purest and best ad libbing. 3

“Hailo From the North™ by Canada's Rob MeConnell
sounded too much like an unnaturally expanded version
of a chart written for his big jazz band.

Overall, this was a program that challenged the
listener even when it didn't quite succeed The New
American Orchestra b fulfilling an important function
and deserves the full support of Southland musie lovers

wildest and oidest lindy hoppers imaginable—and
hundreds more knotted areund the bandstand. And why
m?memmnyouﬁndammmor

By LEONARD FEATHER

andemonium!
P No' other word could desc:-ihi;e the emg:mfs% :ma:
occurred midway through the second set o
Basie's dance date Monday at !.heHoll_r_wpd_'PalMum
Dennis Roland was singing Eve'rym Well, you
said to yourself, all right, OK, buthe’s no Joe Williams.
Then, unannounced and unbeknown even to Bade.
Joe Williams stepped forward. Took over. _Amid l.he
uproar, he finished out the tune, ending in a duet with
Roland, then on his own sa&g;wo more blues he had
rought to this band in the 1950s, .,
. '(I)t iras one of those evenings you take home with _you.
and file away in your memory bank. Here was H_i!l Baste
among his colleagues after an illness that hadmlﬂm
hospitalized, then recuperating in his Bahamas kme.
for more than three weeks. His joy at being back on
stage clearly elevated the band to a rare peak of unified
creativity,
ﬁe@o&adm@mwummmm
pallroom was packed to the bursting point. e
countless fans dancing—among thém some of the

Nothing can duplicate the specil :
N lange that marked hir first might back, but Basie i

with 115 again, alive and swinging, and that in {tseif is a0
occasion for rejoicing.

S—————

e ——

\_/E
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CALENDAR

SIDE 1

and arranger, Duke Ellington

Benny Carter

“When Lights Are Low” Composer and arranger,

THE DREAM ALBUM: 50 MINUTES OF CLASSIC JAZZ

“Milestones” Composer Miles Davis, arranger Gerald Wilson
“A Child Is Born” Composer and arranger, Thad Jones
“Diminuendo and Crescendo in Blue” Compaser

“Giant Steps” Composer John Coltrane, arranger Billy Strayhorn
“Fine and Mellow” Composer, Billie Holiday
Prelude No. 20 Composer, Chopin, arranger

“Farewell (to Mingus)™ Composer and arranger,

SIDE 2

Gil Evans

Toshiko Akiyoshi

VISIONS OF
DREAM TUNES
IN HIS HEAD

By LEONARD FEATHER

ast week's column was devoted toa
consideration of which jazz artists
might constitute the all-time, all-
star dream band to record an imaginary
album. I promised a second column which
would deal with the problem of assem-
bling material for use by this mythical

; for many years, the compiling of

an appropriate repertoire for a jazz
ensemble depended on the decisions
made- by the leader. He, in turn, fre-
quently tended Lo bear in mind the tastes
of his audience, which might lean to
established popular works. There are
many exceptions to this rule: such maes-
tros as Duke Ellington and John Lewis
(of the Modern Jazz Quartet) have
simply provided the public with material
that more often than not they compeosed
themselves, hoping that the public would
simply accept it on its merits.

That attitude has changed considera-
bly in recent years. The influence of
record producers, intent on achieving
maximum sales without regard io opti-
mum artistic value, has been brought to
bear on artists who, at some cost to their
integrity, have opted for pragmatism.
Actually, the problem is not as new as
one might think: During the big-band era
this was reflected even in occasional

lapses by Ellington (who recorded the -
. immortal “La Dé Doody Doo”), Benny

“Ti-Pi-Tin"?) and many others. (They
had producers back then too.)

Some artists have been able to subli-
mate even the trashiest of tunes but, in
the case of the all-star dream orchestra,
assembled in my fertile imagination and
discussed here last week, there would be
no such difficulties, since the production
would be left in my hands.

Let's assume that in addition to access
to these 26 musicians I eould turn to any

_source Lo provide the tunes and arrange-

ments for an album. An average LP
nowadays contains around 25 minutes of
music on each side.

o

My first decision would be to break up
the program into at least four composi-
tions per side, with as much diversifica-
tion as possible in the character. of the
works—different moods, different
tempos, but all close enough to the
mainstream to provide a suitable com-

~mon ground for the participants. One of

the worst misfortunes suffered by jazz
has been the tendency to extend a given
piece to such lengths that monotony and
boredom inevitably set in.

John Coitrane showed that such pro-
lixity can work, but his case was excep-
tional. When Miles Davis stretches the
playing of a single (and often quite
simple) composition over two entire
sides, the result may not measure up to
what he has often accomplished in five or
six minutes,

- Coincidentally, both Davis (as leader)
and Coltrane (as-sideman) took part in
the classic version of our opening track,
“Milestones,” composed by Davis and
recorded by him in 1958. Tn ils day it
seemed innovative, for instead of the

- usual complex web of chords on which so

simply of a 40-bar chorus built entirely
on two separate scales. It provides an
ideal opener for any group of any size in
any album. ;

I envision Miles himself taking the first
solo, followed by Dizzy Gillespie; Joe
Pass would then offer a break between
horn solos by playing a chorus, after
which Benny Goodman would step in.
Oscar Pettiford, our bassist, might find
here an ideal vehicle in which to over-
dub a jazz cello solo. To close it out before
the final ensemble, the last ad-lib inter-
Iude would be allotted to Charlie Parker.
Time: six minutes. I would use the
arrangement by Gerald Wilson, whose
orchestra was the first to record thisasa
big- band vehicle.

Thad Jones, during the early years of
his orchestral co-leadership with Mel
Lewis, composed and recorded “A Child
Is Born,” unquestionably one of the most
exquisite pieces to be incorporated into
the literature of jazz. It is a waltz, but not
necessarily a jazz waltz, since the melodic
and rhythmic structure are very basic; it
only becomes a jazz entity when played
by musicians who are qualified to Lrans-
late it into that language.

Art Tatum introduces the melody in
this imagined version, followed by John-
ny Hodges on soprano sax; of all the
giants in this ensemble, none would be
more capable of doing justice to Jones'
brainchild. Subsequently, Bix Beider-
becke on cornet shares a chorus with
Benny Carter on trumpet, with a brief
ensemble passage to close it out. Thad
Jones himself, of course, supplies the
arrangement, which consists mainly of
backgrounds for the soloists. Time: five

Ellington originally composed *“Dimin-
uendo and Crescendo in Blue” for his

% Goodman (who can ever forget his

many jazz tunes were built, it consisted

|

1937 orchestra, but it vaulted to renewed

life, and became the greatest crowd-
pleaser of his career, when he revived it
at the Newport Jazz Festival in 1956. The
reason: Paul Gonsalves, Ellington's irre-
pressible tenor saxophonist, kept going
nonstop, driving the crowd into a frenzy,
playing a total of 27 choruses. After the
sensation aroused that day, Ellington
often told interviewers: “1 was born at
the Newport Jazz Festival, July 7, 1956."
Certainly his band, in effect, underwent a
rebirth.
o

From the viewpoint of our album,
however, what is important about “Di-
minuendo and Crescendo in Blue” is that,
broken down into its essentials, this was
nothing more or less than the traditional
12-bar blues pattern, given unprecedent-
ed luster and complexity by Ellington's
orchestration. In our version, the original
arrangement would be retained and the
solos allocated not to one but to three
saxophonists, Lester Young and Coleman
Hawkins on tenors, followed by Duke’s
own Harry Carney on baritone. This
would run about eight minutes, giving
them all a chance to stretch out. i

Benny Carter’s “When Lights Are
Low'" has special memories for me, since
I produced the original version when |
Carter wrote and recorded it for a,
London record session. It has become
jazz standard, admired for its mele Qf
charm and easily negotiated harr J,
contours. Carter, of course, writ &
arrangement for this occasion, an &/
his alumni, Miles Davis and J. J. '
play the first solos. They are fo
Johnny Hodges, Art Tatum, J
Lionel Hampton and finally ¢ {{
time on alto saxophone). Th ,
about six minutes to fulfill ¢ Sosi’j
quota for the first side. 8y

Car)
ea,.ii_
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ELLA’S BACK AND THE OLD
SONGS ARE GOOD AS NEW

Uy LEONARD FEATHER

Kilave

Ella Fitzgerald in concert at the Universal Amphitheatre.

rom the first four measures of
“Sweet Cecrgia Hrown™ at
830 Friday evening at the

Universal Amphitheatre, Eila Fitz

gerald effectively pat us on notice
that she was back and rarng 0 go
Four weeka of inactivity on an eve
doctor’'s orders had made her doubly
ready o face an audience In her
hometown

Thia wan In some respects &
traditional Pitzgerald performance
M jeast 10 the extent that she
inciuded many reilable oidies, some
of which have virtually become her
pernonal property. Elaswhere slong
the way, though. there were several
items not regularly associated with
her, or performed in a manner that
departed somewhat from the norm.
In the latter category was the
venerable “Taint Nobody's Busi-
ness,” for which the impeccable
Paul Smith Trio accompanied her
with an Infectious boogaloo beat.

Even In the famillar pieces, how-
ever, there were surprises of the
kind that are, as they say, second
nature io her pow. In “Tangerine,”
for example, after the line “she has
them all on the run,” she reminded
us of her unimpsired range by
taking the next line; “her heart

belonge to  just e an
higher

A weloome inclusion was Lhe
metliond

- -
the Night the oid

exquinte Somewhere In

Naked Cuy
TV theme), heard in the album '.‘-f;«'
just earned her |2th Grammy
Award But the most 'l--r:.--‘_'.".:r.g mo-
ment was @ g she added a2t a
postscript to the gpening set “A
wWays. A tribute to the 43nd wed
ding anniversury of two old friends
When it comes straight from Ella's
heart. you know #—always

The anly probiem. due posaibly 1o
the use of & rock 'n' roll engineer
wia the sound inn the rhythm sec
ton. Hebby Durham's drauma were
ot affected, hut the basa of Heter
Betls boomed and resogn \
fpctnusly, and on the ballads Paal
Smith's pano also came acrose a
hiir too heavy

After intermission Jos Pass of-
fered an unaccompanied series of
gultar solos. Moving in and out of
lempo on “Yesterdays," bringing
out all the melodic and harmanic
essence of "The Touch of Your
Lips” and “Wave,” he played finger
style much of the time, the pick heid
firmiy between his leeth for starage
purposes e employed it on some of
the more hard-driving pansages

Plecaw swe ELLA, Pope &

ed con

————

ELLA FITZGERALD

Continued from Page 1

Either way, he remaing the uitimate in jazz artistry. His
sound seemed purer than ever, to the point where you
forgot that an amplifier was involved. We hereby award
him the Order of the Purple Plectrum, '

As has become the tradition, Pass was then joined by
Fitzgerald for several duets, Oddly, she announced h«
intentions to sing some Bllington, but then smr:nd with
“The One 1 Love Belongs to Somebody Else,” a 1924
song by Isham Jones and Gus Kahn. But the next
number was Duke’s “Do Nothing Till You Hear F'rom
Me,” and on that low note in m;w fifth bar, she m
duck it; she dipped. In fact, her notes were no |
impressive than the highs: She ended “Imagination” by
landing smoothly on a C below middle C,

Hermtmedleyo!ﬁmﬂlhnmgsmgofdm
leading into the rip-roaring wordless ginale on “Flying
Home,” backed by Pass and the trio, The standing
gvation led to an em::m‘euln chfme of history's most
inexplicable hits, “Mack the Knife.”

t;Jlfp\wulc’t be a pleasure to state that the house was
packed; it would also be quite inaccurate. Parhu:“ ::
opening a E&md more to appeal would




JAZZ
TRUMPETER HIRT
HAS PAID HIS DUES

By LFONARD FEATHER

[ ' 7 hat doyou think of my ex-piano player's
1d? Sun of a gun can play that horn, cant
1] -H

The sbsatyaion was made recently by one celebrated
trumpeter abotit another. The speaker was Al Hirt; the
ex-piano piayer was Ellis Marsalls, who worked in Hirt's
band in the late 1260s; the piano player’s son, of course.
is Wymton Marsalis. '

Ironically, most of the printed mentions of Al Hirt in
the past two years have been hidden in long disserta-
tions about Marsalis, referring to the fact thal it was Hirt
who gave him his first horn, Sinte there may be a
substantial body of Marsalis enthusiasts who are only
vaguely aware of Hirt's identity, the time seems right to
correct this situation.

There are few aspects of the Hirt and Marsalis
backgrounds that run parallel. Both received their first
trumpets at the age of 6; both are thoroughly skilled in
‘classical music and have appeared with symphonies;
both admire the same pantheon of jazz horn men. There,
however, the resemblance ends.

Recently, visiting Los Angeles to tape two television
programs of traditional jazz (for which he not only led
his quartet but also served as a very articulate host),
Hirt remintsced about his lengthy career.

“My daddy was a cop in New Orleans. He had a
partner named George Hartman who liked o play
trumpet; 1 was fascinated by the instrument, so my
father went to a pawnshop and found one for five bucks,

“Hartman gave me my first instruction; I played in
the Sons of the Police Department Junior Police Band.
Later 1 studied with a real legitimate teacher, all
through high school, then went on to the University of
Tilinois, where I met a Dr. Frank Simon, who had done
cornet soles for John Philip Sousa and was then head of
music at Cinginnati Conservatory. I received a scholar-
-sh:lp 0 the conservatory, and eventually played with

ns rvatory orchestra; it was so good that we used
‘hour every Saturday morning on the Blue
—NBC radio. To supplement my income I
working with dance bands—the first one was

] Humm who had an all-male orchestra at that

' who fora long time played stnctiy
lead t.rum qonﬁned himself to that role for eight
vears at a local radio station. By then he had acquired
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Al Hirt at 61: “I'm playing better than ."

Fountain on clarinet. Together they worked at Dan
Levy’s Pier 600 Club, and later at a bigger club along
Bourbon Street.

Around 1960, Hirt's powerful. bravura style and
startling physical presence (he stands about 6%2 feet
and in those days weighed in at around 300 pounds)

began to establish him as a TV personality. With the"

heip of a long series of RCA albums, he became a
national figure, playing Las Vegas and New York's
Basin Street East, guesting on the Dinah Shore and
Andy Williams shows, but without deserting his
classical ties.

“T still do a lot of work with symphony orchestras,
mostly in the pop vein, but I've recorded the Haydn
Coneerto, the Brandenburg Concerto, and so forth. I did
a lot of touring with Arthur Fiedler, played with the Los
Angeles and New York Philharmonics, and 1 still enjoy
keeping one foot in the symphonic area.”

In 1968, Hirt was in his New Orleans club (which,
after the withdrawal of his partner, changed its name to
Al Hirt'sy when, as he recalis it, "Wynton, who was
then 6, and his brother Branford, who was 7, would
come down to the club in the daytime and Wynton
would start banging around on the piano. 1 finally said,
‘Hey, let’ s gel that kid away from here. Give him this
trumpet.”

Marsahs allowed the gift horn to remain in its case for
six-more years; he remained principally conterned with
academics and sports. When he finally took it up, he did
so with a fierce dedication.

*I never dreamed the kid was gonna get that good,”
says Hirl. ““What a magnificent player he's become!”

Around the time Marsalis was taking his first lessons,

enough jazz skill to form a small combo, with Pete

Hirt was developing into a show business personality

phenomenon and had mmmnahmm
critics feit he was enly aliowing his audi

the superficial, showmanly aspects of his talent;
however, he has always been admired by fellow
trumpeters for his technigue and power.

He is honest and at times almost self-effacing in
analyzing his contributiong, "1 once deseribed myself as
a pop-commercial musician with a successful format,
but still, fazz is my real love. It wad great being
influenced by Satchmo. Oddly enough, when I was
growing up ! really wasn't aware of the wonderful
variety of jazz sounds in New Orleans, because T had
always aspired to be a classical player. But eventually 1
became more aware. Tnat wasn't until I came back to
New Orleans, after being in the service and later touring
with bands.

“All of a sudden | became conscious of these great
things, and | thought to myself, wow! This has been
going on here all along and I never heard it. I hadn't
even realized what a fantastic player Pops (Armstrong)
was., S0 now I was in my 20sand Oinally finding out
about the famous legends of jazz, and I'd been playing
since I'was 6,

*Obviously I'm not an innovator like Miles Davis or
Dizzy Gillespie, but I do think I have my own sound, and
I can copy other people’s styles pretty well. What 1
really wish, though, is that | could improvise like Miles,
Dizzy, Art Farmer, Clifford Brown, Fats Navarro—all
those phenomenal innovators. I never could think up
the things they do off the top of my head.”

Despite his extensive travels, television credits,
concerts (including a remarkable Carnegie Hall appear-
ance, taped live, with an all-star orchestra assembled by
Gerald Wilson), and record sessions, usually in New
York, Hirt still used his club as a pied-a-terre. New
Orleans meant a return to home, family and the
ambiance in which he had grown up.

Last year came the turning point. “I finally became a
little disenchanted after staying in the elub off and on
from 1955 to 1983. So I quit. | subleased the club to some
people who are doing a fast-paced Atlantic City-type
show there.

“For a while I tried to be Count Basie; I formed a big
band to go on the road, but everybody started saying to
me, “Whydon't you play more?’ Of course, in the context
of the big orchestra I had to let other soloists share in
the playing, but after a while 1 realized this wasn’t what
people wanted to hear; besides, frankly, I can make as

much money with four men as 1 did with 16, and play

more solos too."

Al Hirt today seems to be more conscious of the need
to express himself in musical terms that are meaningful
to him; a recent hearing revealed that he is less given to
the excesses that used to delight crowds and disturb
critics.

“I'm very pleased with the musicians 1 have now,” he
says, “I just turned 61 and I'm playing better than
ever. 'O
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