b R

———

|
i
i




Mel Torme

GAVIN HOUGHAM

Sarah Vaughan

Thejazz chorusthat came from Satchmo

LOUIS’ CHILDREN by Lestie Gourse (Morrow: $19.95, hardcover; $12.95, paperback: 364 pp.)

Leslie Gourse presumably knew that in devoting 2

book to juzz singers she was filling a void. Not that-
the principa! voices have been neglected in previous,

history books, but some lesser, though important,
figures have been given short shrift or were entirely
overiooked.

Gourse bringe ‘v her subjecls = welcome enthusi-
asm. Her premise thai all jazz singers in & sense are
offshoots of Louis Armstrong is valid, up o a point,

Reviewed by Leonard Feather

though .t I= hard indeed to trace a line from Satchmo
to Mabe' Mercer, Helen Merril! and some of her other

Anita O'Day and Carmen McRae are dezlt with
perfunctorily, without interviews,

Why certain obscure pop singers such a8 Phz
Terrell were inciuded, while Marlens Shaw was
among the missing, is questionable; nevertheiess,
Gourse's omissions are less significant than the
pelated light she sheds on Lec Watson, Eddie
Jetferson, Mildred Bailey, Jon Hendricks and somie of
une bigge: names sudh as Mes Tolmne (& sensitive wid
percepilve piece involving s valuable iterview ).
Plawed though it js, "Louis’ v:hﬂdren” is & needed
addition Lo the jazz library.
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VUCKOVICH LEADS
TRIO AT CARMELO’S

By LEONARD FEATHER

= I‘\ uesday evening, before opening as Jon Hendricks'
accompanist at the Vine St. Bar & Grill (where he
is working tonight), the pianist Larry Vuckavich
played a one-night stand at Carmela’s.

Born in Yugoslavia, Vuckovich came to this country
at the age of 14; for some years he has been based in the
Bay Area, Evidently he has acquired a good knowledge
of the Bud Powell style and repertoire, along with an
awareness of the American standards such as "I Can’t
Get Started," to which he brought a pleasant, unspee-
tacular approach with occasionally interesting harmon-
ic variations.

For the most part, however, Vuckovich did not seem
equipped for the role of featured soloist in a major jazz
room. Essentially this was just another jam session of no
particular interest.

Anyone who hires Charlie Haden to play bass is
buying insurance. To this extent the trio offered
momerits that raised the level of invention appreciabl
Haden, & master craftsman, displayed a memory for
hallowed bebop lines along with his perennial agility,

Completing the group was Donald Bailey, a drummer
whose impeccable taste extends to recalling the almost
lost art of playing deft, supple solos with brushes. But
when Bailey assumed his other personality as harmoni-
ca soloist, playing the first chorus of “Stella by
Starlight” on what sounded like a baritone harmonica,
he proved only that asa mouth organist he is oneheak af
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adrummer.
Tonight at Carmelo’s: Full Swing.

e ¢ Feather is The Timex juz critic.
{hstead of following a stralghl chronologieal path, ™
Gourge beging witn five arusis she considers semitial

T e

or symbolic: Cousin Joe (an excellent chapier on this f o i 4 _ ‘ L ; S e —————— .
o-seldom - discussed New Orleans biues veteran), { .-y .
Armstrong, Eithe! Waters, Bing Crosby; then, sur- f 4 - 3 J
prisigly. Frea Astaire and, even more unexpectedly, » _ !

the young scat singer Bobby MeFerrin. Part II is 1 14 Part V1/Friday, April 6, 1984
devoted to the Big Band erz and Part il w f - ;
iseellaneous interviews

\ - Wheu ihe singers were deceased or upreachabie, . JAZZ ANDPOPREV]EWS

' SLIM TURNOUT FOR \frzsnmmmsniss
~ WORLD SAX GROUP

Gourse relied on one or (wo particular sources, not
always the most reliable. She aliowed years to be
chopped off several singers’ ages, or deall with
, Interviewees who had personal-axes (o grind. As for

her claim that Sarah Vaughar's record of “li's
T Magic” sold 2 million, t.he man who producead it

(Albert Marx) twid me: “aA closer-ngure would e

profeséiom.l w’hﬁs wiiliﬁgmnpen up hmnﬁmimdham'

20,000, : _ By LEONAR.D FEATHER
. e ' what's going on. g
The v da;gnma ;ohawr has no uu:jv;gwﬁdemmmg ' 0s Angeles is unready for: mua:c that presents any By oy
oo such information as a pianise who was her‘musical L emands | e ey SRy —
o director for two years in the 1960s. Her surviving Lubstantislueide on the listener. That was
husbands were nol consulted; neiiner were such

t,h.e only conelusion tha,leeu!d be drawn from the

v e Beverly Theatre. The

+ ciose friends as Dizzy Gillespie, M i :
The Dinah Washington chapter aimost wholl - the mezzanine were all
“Omits the vital lwo-year pmudpwneu, ourmg wit.yh but empty during a bni}mm performance by the World
_ionel Hamptou's pand, she made her record debut. © Saxophone Quartet.
M= These adventurous artists ganerate more rlwmuﬁc
© sensitivity, entirely on their own, thanmpex groups that
- havearhythm section. Atonepoint they may sublimate = -
a primitive form—the collective improvisation that
flourished in early smali-group jas g outofita -1
sort of consonant chaos. m;m;hethrwewem

carefully structured lines with a ﬂwmthya

mﬁmmmmmm
~Hamiet Bluiett, o
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ALL-STAR BAND:
AFTERTHOUGHTS

By LEONARD FEATHER

ometimes I've entertained the thought thal jazz
- enthusiasts are divided into two groups: the
Lhinss-nn'z-w!ut-they-used-w-be contingent,
and the forget-about- yesterday advocates.

T&semﬂmetmmudviewmreﬂecwdmthe
reactions to my All-Star Jazz Band columns {Calendar,
March 11 and 18), which I encountered on the
, in the mail or during conversations with

readers at nightclubs and concerts. ;
In the first category were those who felt that
everything of importance happened in the distant past,
. and that even the inclusion of musicians born after the
mmmmammm%mtmm
used 1o be characterized as the “moldy fig" attitude) is
 tolive intransigently in the past. If all the important jaz2
- artista figurished only in the 1930s and "40s, this will
come a8 a surprise 10 such members of my all-star

1970

On the other hand, members of the second group of
readers felt that the orchestra dealt only with the early
roots of the music. It was even suggested that jazz today
is essentially the preserve of small units, and that
therefare 1 should have written off big bands entirely
und concentrated on naming the outstanding combos of
the past 20 years. This position surely negates the view,
heid by & good number of artists of every age, that many
of the most important contributors to jazz through the
decades have been composers, arrangers and members
of the large orchestrasthat interpret their works.

In fact, contemporary big-band jazz obviously in-
cludes such vital comtributors as Rob McConnell
{winner this year of the Grammy award for best big
band); Teshiko Akiyoshi and Lew Tabackin, also
frequent Down Beat poll winners in recent years; Carla
Bley. Bob Florence, Gerald Wilson. Gil Evans and even

JAZZ ALBUM BRIEFS

“DOMINO THEQRY.” Weather Report. Columbia
39147, ;

1 is impossible not to maintain boundless respect for

the no-less-boundless sounds Zawinul can extract

from his synthesizers. In “The Peasant,” for

~ example, there are quasi-Irish reel, bagpipe and
cathedral-like effects, along with a powerful rhythmic
undercurrent. On Wayne Shorter’s tume “Swamp
Cabbage,” he achieves an accordion-esque tonal quality.
The album starts off on the wrong foot-and-mouth,

w™
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members are in their 20s.

Aside from these respected professionals, it is clear
that big-band jazz is being studied and practiced with
unprecedented success by tens of thousands of students
in high schools, colleges and universities. Some of
today’s teen-agers are at least on a jevel, technically
and creatively, with professionals who in the not t0o
distant past were considered the unchallengeable
leaders in this perennially youthful, living art.

Had | ignored all orchestral music as irrelevant, it
wottld have been equivalent 1o claiming that books are
not truly a necessary part of literature and that
everything worth reading can be found in magazines
and newspapers.

[ also had afterthoughts, instigated partly by com-
ments on the column, concerning the theoretical
compatibility of the orchestra. It is arguable that a
certain chemistry is essential to the bringing together of
so large a group, and that this factor would be lacking
among artists of different generations and contrasting

However, the whole concept of the columns was
based on fantasy. The suggestion that these musicians
could not work as a cohesive unit is predicated on hard
reality.

It is also worth pointing out that an almost equally
winmers of the Metronome or Esquire magazine polls,
1956, some of which came off so successfully that they
have been reissued time and again. :

0
Another problem that came to mind (and was

mentioned by a couple of observers) was the absence of
female instrumentalists. True, | mentioned Mary Lou
Williams, but only in a guote inveolving her opinion of
Art Tatum. However, the issue of sex should be
examined in the light of my frequent attempts o
advance the cause of women in jazz, of recording them
on countless occasions and of writing about them
(including a recent series in Calendar).

1 could not dream of displacing Tatum to make room
for any other pianist of either sex (and I'm sure that
Mary Lou Willilams would agree). Nor could L in all
honesty, select a female horn player, guitarist, bassist or
drummer who ranks with the all-time giants I named.

It should be noted, however, that one of the
compositions I chose to be performed by the orchestra
was composed and arranged by Toshiko Akiyoshi.

Given the gradual, belated fading of sex prejudice,
along with increased opportunities for study and for
professional advancement, one can safely predict that in
the not-too-distant future a woman instrumentalist will .
qualify for a place in one of these mythical aggregations.

One correction is needed, involving an error that was
drawn to my attention by a musician I wrongly ignored.
It was the Los Angeles bassist Harry Babasin, not Oscar
Pettiford, who was the first to record playing jazz cello,
in a 1947 session under the leadership of the pianist Dodo
Marmarosa. Pettiford, I should have written, was the
first to recqrd leading his own group as a jazz cellist.
How soon we forget.

If my ponderings of an All-Star Dream Band did no
motre than put jazz on the front burner, encouraging
readers to discuss and possibly argue about some of this
century’s most talented artists, it served its purpose. 0

JAZZLETTERS

THE ALL-STAR BAND:
ADVICE & DISSENT

Leonard Feather presented his dream album with a
dreamy cast of his idols. (“The Greatest All-Star Jazz
Band,” Calendar, March 11).

£ 1, for one, had wanted to read these “anthologies,” I
would have gone to the library where countless books,
many written by Feather, abound with such subject
matter.

His omission of many of the “giants,” namely John
Coltrane, led me to believe that this article was purely
s8if-indulgence on Feather's part and we were merely
victims.

Coltrane emotionally touched many people; he per-
formed for over 15 years with the likes of Miles, etc, But

Feather chose, in my eyes, “newcomers” such as Lew
Tabackin and Bill Watrous, referring to John Coltrane
and Ornette Coleman fans as “students newer to the jazz
geene.” Who is he kidding?

Among artists and critics, talent “ebbs and flows,” to
quote Feather. Give us critiques on jazz albums,
Leonard, but leave the choices as to who is great to us,

the listeners, LORISLAYTON
Palm Springs

My only fault with Feather’s selection was the choice
uf Mike Davis over Charlie Shavers, Clifford Brown and
Harry James. Any one listening to the complete Benny
Goodman series, would have to put James with all the
top trumpet players, Finally, after listening to all my
Art Tatum albums, I'd still rather hear Oscar Peterson.

SID LAZANQU

Orange

Now that we've had a list of jazz greats through 1960,
how about the '60s, '70s and the future? Sticking with'
established cohesive units in combo form, modern jazz's
true incarnation, I nominate John Coltrane’s quartet for
the '80s, the V.S.0.P. Quintet for the "70s and for the '80s
dream ensemble; Wayne Shorter, Herbie Hancock, Jaco
Pastorius and the rest of his rhythm section: Peter
Ehldpe. Othelle Molineawt, and Don Alias. As leader
and inspiration the resurgent Miles Davis. I also

with Carl Anderson, a good singer. hampered by the

silly, simplistic lyrics of “Can It Be Done?” Repeating a .

single idea incessantly (is there any melody that hasn't
been played?), the song provides its own self-negating
answer.,

Zawinul's title number, like much of the album, is
intensely bottom-heavy. Shorter’s “Predator,” strongly J
i

rhythm oriented, a little along the lines of “Birdiand,”
has a brief contribution by the composer on tenor sax.
“D Flat Waltz,” in “a more or less Jobann Strauss kind
of form,” according to Zawinul, shifts ideas and melodies
constantly, sustaining a high level of interest.

The LP's sales will not be helped by an ug
unimaginative cover. Musically, it's a four-star ef-
fort—not the group’s crowning achievement, but guar-

| my Sunday. luo¥ knahT

_ m;teSmh Vaughan for all three decades and
yERApAT, DONALD FEAZELL
Long Beach

PHLOPPED PHOTO

Leonard Feather's article on Al Hirt and his

‘ _ contribu-
,“.?ns to theart of trumpet playing was most informative
("Trumpeter Hirt Has Paid His Dues,” Calendar, March
25), but only through close examination of the article’s
~photceraph does ore learn of Hirt’s most innovative

contribution—playing the trumpet left-handed.
; The p‘npw goof, coupled with Hirt's waprion—ﬁmtation
T'm playing better than ever” was hilarious. You made

RICHARD MEYER
Pasadena

|

“WHAT

O

vl and Nat Ay FNG CALLED SOUL” Cannon-

before released, th
European

ley Quintet. Pablo 2308-238. Never

a 1960 this was taped by Norman Granz during




(o —

it ol . Mgl

N

ONOYLSINHY, SINOT @F M0 YAHIVAL AUYNOTT 9 SUNAINA ZZVI AW

- o AV R N =%
.-;": wl \5:-.,_, = SR (A, Al.,.--‘—-._ e~

JAZZBRIEF 4 |18

ELLA’S DINNER WITH
ANDRE "N’ GERSHW IN
By LEONARD FEATHER

“NICE WORK IF YOU CAN GET IT.” Ella Fitzgerald

and Andre Previn Do Gershwin. Pablo Today D2312140.
itzgerald is an old Gershwin hand, having record-

Fed her first set of his songs with pianist Ellis
Larkins in 1950, at the dawn of the L.P era,

Previn, all outward impressions to the contrary, has
never completely lost contact with the pop and jazz
worlds. True, his career as an active jazz musician ended
20 years ago with a series of engaging CBS albums of
light jazz backed by a string ensemble.

Sinee then, when not dashing across continents and
oceans to conduct symphony orchestras, he has been
seen on the occasional TV interview, talking about
| music of every kind. He interviewed Fitzgerald on one

of these programs a couple of years ago, an encounter

that led to this joinl album venture.

The results are modest, both in the size of the
group—the only other participant is the bassist Niels-
Henning Orsted Pedersen—and in Previn's role. For the
most part he is on hand as accompanist, one whose
sensitivity matched the singer's so well that the
empathy is immediately apparent and admirably sus-
tained,

His few solos reveal that the jazz style he-evolved in
the 19508 has remained largely unchanged, In “Who
Cares?”’ he hints at early George Shearing. He has
“Someone to Watch Over Me” (which forms one third of
a-medley) all to himself, following Hlla's "“I've Got a
Crush on You" and preceding her “Embraceable You."

The earnest, sweelly appealing simplicity of her style
and the individuality of her timbre remain all but

| unscathed, despite a more tremulous vibrato and
occasional slight uncertainties. Rather than compare
these versions with her others, one should accept the
album for what it is: a gentle meeting of two fine minds,
of two artists with great respect for one another and
, aboveall, for Gershwin. O

Photo © Yozo Satoh
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- ALL-AMERICANS PUT IT TOGETHER

| . ByLEONARD FEATHER

I he combined efforts of Donte’s, jazz
station KKGO and the McDonald's

organization proved beyond doubt, in a
live broadcast Friday evening, that there's
more to life than news, weather and ham-
burgers, The club was crowded with withess-
es to a truly extraordinary performance by
the McDonald's All-American High School
Jazz Band (The food chain has been sponsor-
ing these ventures for five years). This year's
20-piece orchestra of high school senjors from
18 states was chosen from 4,000 tapes
submitted in a nationwide audition.

‘\_. mm

ol au it it et work

feet, 2
Nestidy

After -
additional plea:
Juggernaut, still
Buster Cooper

To Robert Curnow, director of bands and
Jazz studies at Cal State L.A., goes the
considerable credit for assembling a unit so
cohesive and so professional that the sight of
these 17- and 18-year-olds, playing demand- -
ing charts from the books of Count Basie, Rob
McConnell and others, seemed like an optical
illusion. Co-
Incredibly, the entire band had not played  ajl “their
together until six days earlier. Under Cur-  tenor-sax battle by
now's firm guidance, it displayed teamwork of  Herma
the caliber that can be the result only of
education, demg:&“ and inspiration in just
the right propo: o

Among half a dozen first-rate soloists,
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either npanies or man-
agers misused the function of liner notes and
turned them into an advertisement for the art-
ist: *Another great album from so and so.' In-
stead of being informative they were hype
and they became wasted space. The audiences
had become far too sophisticated. It's a
shame, because liner notes do perform a func-
tion.” Her statement touches on all the factors
affecting album notes: the general decline in
the use of liner notes. their uses and misuses,
and bow they relate to the record buying pub-
lic. We asked some of L.A. Chapter's album
notes writer members about their specialty,
and their answers follow, between examples
of excellence in album notes, the Grammy
Nominees for 1983 . * '

Noted jazz columnist and critic,
Leonard Feather has written literally thou-

sands of liner notes in the past 35 years, most
of them for jazz albums. He was the recipi-
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ent, with Stanley Dancer. of the first
‘Grammy given for Best Album Notes in
1963 for “The Ellington Era.” From Feath-
er’s point of view, liner notes are not in de-
cline, “They are proliferating a great deal
more than | thought they would. At one point
it looked as though everybody was trying to
nomize by eliminating liner notes. Then
turned out that they do serve a very definite
e, they help 1o sell the album. They
help to explain to the potential buyer what
he’s getting, especiallyif they put on the back
of the album, if it's not wrapped up in such a
way that you can't read them.

“What liner notes should do is try to ex-
plain to the reader what kind of music is rep-
resented here, the artists background, the
sackground of anybody else wtl;gs important
like the composers, arrangers, the sidemen or
sidewomen, and be as informative as possi-
ble. Information is the key word.
~ “There are a lot of véry good liner notes
some are lazy and just dash off a few thousand

_words to a buck, One of the first things [
~motice about album notes is whether they
could have been written if the writer hadn’t
listened to the album. It's absolutely essential

T O TNeIr o

w. olisten to the entire album and to say, if pos-

~ sible, something specific about every track in
it, and every artist in it who has any substan-
tial role. There's no point in having liner notes
HFit's just going to be generalized essays. then
~they might just as well be put in a book as on
the back of arecord. A liner note can be a very
articulate essay, but at the same time it should
be helpful to the listener.”

*Album [Artist: Giants of Jazz |

Joe Sullivan

Label: Time Life

Album Notes Writer: Richard B. Hadlock

“A band fm’ organized by Muggsy Spanier
Jor a job ar a waterfronr club called On the
Levee, and it included Sullivan, clarinetist
Vince Canolica and trombonist Bob Mielke.
Then Spanier got another offer and turned the
Job over to Sullivan. With rrumpeter Byron
Berry replacing Spanier, the pianist turned
his young band into a last hurrah for the spirit
of Chicage jazz. It was a thrilling experience
Sor Mielke, “I felt I was in over my head,” he
said. “There was so much energy coming
Jrom that keyboard, he got all of us playing
over our heads.” Sullivan gave the job and the
band everything he had left, on some occa-
sions playing so fiercely that he tore the nails
from his fingers, leaving traces of blood on the

“but
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piano keys. “I'll wake this band against any
group in New York,” he said proudly.”

Dave Dexter has been Writing album notes
since 1939, when “albums™ were a three inch
thick pile of 78rpm shellac discs and album
notes were printed in little booklets placed in-
side the package. Dexter wrote over a thou-
sand liner notes for Capitol and their interna-
tional “Capitol of the World” series. When
Decca paid him $35. a booklet for the notes
on many Duke Ellington, Woody Herman,
Louis Armstrong, etc. albums, he could not
know how his knowledge of that era would be
paying off today.

“I'm doing more liner notes than ever.
There are so many small, independent labels
that are getting into the reissue field, with the
big bands and the old singers and things that
happen to be my main interest. In general,
liner notes are on the decline, none of the pop
things seem to have any liner notes,

“There’s no orgdnization for liner note
writers, but you know T've often thought
there should be, because it seems to me that
the fees paid to annotation writers simply
haven’t progressed as they have for the musi-
cians and singers and graphic arts experts
and all that. Most of the liner notes being
written today are for the same as 20 years
ago. That just isn’t right.

“Primarily liner notes should inform; with
dates, places, and the more detailed you can
get, the better. To me, the annotation must
include when and where each track was re-
corded. Sometimes I try to work in a little his-
tory, what else was happening in the world,
say in 1939, the start of the war in Europe. |
try to tie it in that way so that the buyer of the
album has a good perception of just how the
world was when that music was popular. [
don’t see any use for annotation if it isn’t de-
signed and written so that the buyer of the al-
bum is more inclined to enjoy the music.”
*Album |Artist: The Fugs Greatest Hits,
Volume 1
Label: Adelphi
Album Notes Writer: Lester Bangs

“Whend plaved “Virgin Forest”™ on that sec-
ond album for my nephew, he had a word for
the Fugs: “These people are sick,” he said.
No, they weren't. They were poets, with a bed-
rock-primitive folkie guitarswarter or two
thrown in to round out the hairmoon pie. Ed
Sanders and Tuli Kupferberg had enjoyed
quite respectable careers as beatniks on the
Lower East Side for several years before form-
ing the band with Ken Weaver, Peter Stampfel,
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SUMAC RETURNS AFTER 15-YEAR ABSENCE

' LEONARD FEATHER

ven far those of us who had never seen her, the

name Yma Sumac has legendary overtones. In the

early 1950s, when Capiwl Records signed her
after a much-acclaimed appearance at the Hollywood
Bowl, hers was one of the most extravagantly praised
voices on earth,

What happened Thursday evening seemed as far
remoyed from the Vine St. Bar & Grili as Granada from
Ashury Park., After seven years of self-imposed
geclusion living in Spain, Sumac wasin town for her first
local showing in 15 years.

A glitzy, dark-haired woman, she lost no time in

incredible slaccato birdlike chirps, delivered With
.[npcm' accuracy,

Several of the songs stemmed from the Andes, where
she spent her childhood, or from Lima, where she
studied music, There was even a 1930s-style tango, with
appropriate rhythms supplied by her combo, under the
direction of the pianist Greg Hilfman.

Sumac’'s sound is pure and her intonation for the most
part secure. Though her dramatic declamations seemed
better suited for the concert stage, she was accorded a
rousing ovation. All four nights of her engagement
(through Sunday) are sold out. After this strange
interlude, jazz will return to the Vine St. in the persons

, of Jon Hendricks & Co., Wednesday and Thursday

revealing that her fabled five-octave range remains

intact. Is she a contralto? A mezzo? A soprano? All of [
these and more, and on a level of high melodrama.

Her multilingual repertoire vacillated between Eng-
lish, Spanish, what sounded like a smattering of Russian
(in "Moscow Nights") and, most conspicucusly, her
unique arsenal of wordles: effects, from a “la-la-la-1a"
nassage in “Sunrise, Sunset” to “wow-wow” growlsand ||
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ANDREWS ON THE DEFENSIVE AT LECAFE |

By LEONARD FEATHER

rnie Andrews is one of the best, perhaps the veéry
best, of the fully active singers in the full-voiced

ballad-and-blues singing tradition that goes back
to Billy Eckstine. He is admired by fans and musicians
alike.

Despite Lthese self-evident truths, Andrews was in a
curiously defensive mood Friday evening at Le Cafe.
Three Limes between selections he made references Lo
criticism, to the fact that it has been suggested he might
sing some new songs, and to his accomplishments,

flos Angeles Jimes & / )¢

JAZZ AND POP REVIEWS

AZYMUTH DISPLAYS

By LEONARD FEATHER

19‘?9, the Brazilian trio known as Azymuth has
enjoyed consistent popularity in this country,
perhaps even greater than on home ground.

Thursday, when the group returned to Concerts by'
the Sea for a four-day run, the crowds were out in full
force, offering a typically boisterous reaction to this
‘uncategorizable unit.

It has been claimed that Brazilians are incapable of
writing inferior songs or of playing with anything less
than the finesse common to the great masters of bossa
nova. Azymuth cannot. honestly be said to bring much
‘eredence to this theory.

Most of the compositions are the work of the keyboard
player, Jose Roberto Bertrami. Anyone who has ever
been exposed to the sounds of Jobim, Baden Powell or
Bonfa will find Azymuth's repertoire singularly short on

E ver since the American release of its first album in

Alex Malheiros, on electric bass, provided some
interesting interludes with his firm sound and generally
inventive solos. The third member, Ivan Conti, also
known as Mamao, came up with some crowd-pleasing
effects on drums.

Ironically, the best item in the set was due to a solo
guest appearance by Luiz Octavio Burnier, a nephew of
Luiz Bonfa, who sang and played guitar on the Jobim

harmenic or melodic imagination. )1}!
I
|
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closing with the remark, “I think I am one of Ameriea’s
singers." Who ever said he wasn't?

What Andrews’ admirers might enjoy, this reviewer
among them, would be not necessarily new songs, but
different or unusual material, and especially more
numbers not associated with other singers. It would be
encouraging if he could earn such close peérsonal |
identification with a particular tune that the first few [
bars would draw the immediate applause of recognition.

An alternative, which he demonstrated himself on
this occasion, is the finding of a new way to deal with' |~
standard material, His interweaving of “Body and Soul"
and “My Kinda Love,” an early Bing Crosby Emmme
off particularly well.

Also effective was the blending of his always
altractive timbre in unison or harmony with the alto
saxophone of John Bolivar. This concept might w
developed further. Bolivar, doubling on flute, was _
of a first-rate backup group led by the pianist Art _
Hillary. The quartet, with Richard Reed on bass and .
Johnny Kirkwood on drums, played a brief and
agreeable opening set.
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| SHELLEY MOORE IN
| . A SOULFUL GROOVE

- By LEONARD FEATHER

i

standard “Felicidad.” His playing, though hardly subtle,

was engagingly rhythmic, and more successful than

Malheiros’ attempt to double on acoustic guitar.
Azymuth plays with enthusiasm, but its hybrid use of
\ samba, funk and quasi-jazz elements seldom manages to
- .. coalesce.

o —

helley Moore is an attractive and cheerful redhead
wh e to the United States from England in the
vocalist with a British jazz orchestra.
 retired for a while, then went
range Ctmnt:;r
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MAKING MUSIC OUT OF A POPE’S POETRY

By LEONARD FEATHER

ome time in July, a vocal aibum will

be recorded in Europe, with English

iyries set to songs adapted from
poems by Karol Wojtyla.

Not ‘very newsworthy, you might

posers. None of them could handle the
job. He had just about given up when Tito
Fontana, a prominent jazz pianist and
owner of a recording studio, asked if he
could haveatryatit"

Fontana finished seven of the adapta-

Campi then flew Lees to Milan, where,
after a month, he completed the 10
works, In due course, a lelier was
received. from the Vatican office ac-
knowledging that although the texts had
been modified, the essential messages

orchestra, is 1o be recorded in July in
Cologne, produced by Campi. The or-
chestra will be conducted by Lalo Schif-
rin, who once commented that “Gene
Lees’ lyrics are the bridge, a twilight
zone belween poetry and musie so subtle
that you cannot tell where one begins
and the other ends.”

Though this will by no means be a jazz
project, most of the orchestra will consist
of men who were members of the

!

s comment. Except that the principal sing- ; . ?

h= aecanﬁngel% present P:prllans will be  Uons: three others were provided with  were suitably retained, and approval Was  Clarke-Boland band. As Lees pointed
£ Sarah Vaughan, and Karol Wojtyla is melodies by another jazz pianist, Fonta-  granted for Lees’ efforts. out, “It's a very ecumenical project.
= better known as Pope John Paul 11, na's friend Sante Palumbo. The 10 works This is heady stuff for Lees, 56, who  Sarah and 1 are not Catholics; Sahib
e | : Yavolved i this un were then recorded last December with  seems to have found himself after 2 Shihab, the saxophonist who's doing all
v . Other figures prece-

S
e
o

-
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dented venture are Benard Ighner. who
will be singing some of the songs, and,
most significantly, Gene Lees.

A poot himsell, but one with strong
musical associations, Leés is a Canadi-
an-born, non-Catholic lvricist, lives in
Oji, and among other activities is the
publisher of a lively monthly pamphiet
known as the Jazzietter. The other day,
fust before Jeaving for Europe, where he
i busy setting up plans for the sessions,
Lees outhned, in his typically voluble
manner, the background of the story and
the ressons underiving his involvement,

“These poemns were written when the
Pope wak s young priest. Many of them
are character portraits of people he had
met;: | mmagine some of them may have
been inspired by things he could have
heard in the confessional,

“There's one called "The Actor,’ which
o reminder of his background. Bariy in
his life, be wa= anm actor and had
amiitions of becoming established as a
playwright: in fact, one of his plays was
produced. But he escaped death in two
accidents, after which he gave up the
theater, Lrned toward religion and be-
came a priest.”

The poems were criginally published
undér a pseudonym—possibiy, Lees
feels, because they were potentially
dapgeros o him. One, “The Armaments
Worxer," deals with the troubled con-
sefence of a man who, employed in an
arms factory, feels thal he has no control
over Lhe worid's potential drift toward
weif - destruction.

After Karo! Wajtyla became a cardinal,
the poems surfaced and were translated
o dozens of languages. Evemually,
. another parlicipant in this venture

Y I . emerged in the person of Gigi Campi.
3.9 | Best known to jazz fans as a concert
r‘;‘, _ .! pramater and as the mastermind behind
: 19 the Kenny Clarke-Francy Boland Big

Sihe

SUNDAY. APRIL 15, 1984

LENDAR

=
<

Rand, one of Eurape’s best in the "60s,
Campi produced numerous albums with
this widely acelaimed international or-
chestra. “He is well known in Italian
society,”™ Lees said, “and his godfather is
the président of taly and a good friend of
the Pope. One day, Gigi happened to be
talking to a gentleman from the Vatican
publishing office; which controls all the
rights to'the poems. He was asked if he
thought they could be set to music,

“Gigi-said it couldn't be done, because
they were such free-form material. But
he looked at the Halian transiations,
scouted around, and asked several eom-

the singer Paolo Orlandi, accompanied by
a string-ensemble, in an album entitled
"Concerto Per La Pace" (literally con-
cert for peace; no concerto is involved in
the American sense of the word). The
results; attractive musically and (as far
a8 my knowledge of Italian goes) lyrical-
ly, indicate that the English version is
almost (to use the most appropriate
adjective) a preordained success,

During a visit by Campi o California,
Lees met him through mutual musician
fnends. Campi knew Lees as a writer, but
was unaware of his many credilts as a
Iyricist. among them translations of Bra-
zlian songs from Portuguese, and of
several French sengs. On learning of
Lees' credentials, he asked whether the
poems might be translatable into English.

“l looked at them and had the same
reaction s0 many other people had had,”
Lees said. *1 just thought it couldn’t be
done. But I wrestled with it, feeling like a
lapidary abput lo crack a diamond. Gigi
kept after me. Finally, after about a year,
I decided the only way to do it was in
Italy, after meeting with the composers,
with permission to make slight changes
in the meiodies |f pecessary, and after
gaining the Vatican's permission to adapt
rather than just literally transhate.”

a2
™ 'y »

'l""ﬁ‘ 5

variegated career. Born in Hamilton,
Ontario, he has worked as a journalist,
eseayist, singer and author. After report-
ing for the Montreal Star, he was the
classical music and drama critic of the
Louisville Times before moving to Chica-
go, where, as Down Beat editor from
1959-61, he displayed a thorovgh knowl-
edge of jazz, as well as an eloquent
literary style and a sensitive editorial
hand. He has since written for Stereo
Review and High Fidelity.

But for many years his principal
oceupation has been the writing of lyrics,
among them the English versions of such
Antonio Carlos Jobim songs as “Corcova-
do" (better known as “Quiet Nights"),
and “Song of the Jet.” He translated all of
Charles Aznavour's material for his first
Breadway one-man show.

Lees also supplied words to the pianist
Bll Evans' “Wallz' for Debby,” to the
Mexican song “Yesterday [ Heard the
Rain;” and to Milton Nascimento's “Brid-
ges,” Frank Sinatra, Ella Fitzgerald,
Tony Bennetl, Peggy Lee and Shirley
Bassey have recorded his works,

At present he is in Geneva, working
with Francy Boland on details for the
arrangements. The album, which will
involve a choral group along with the

B4
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the music copying, is a Muslim. The
composers are Italian, I'm Canadian, the
original lyricist, of course, is Poligh,

“] feel very deeply about the whole
enterprise,” he continued. "I have great
admiration for this man, for his moral
stand on civil liberties, his calls for peace.
Conveying the message of his words has
been a very profound experience for me.

The exact extent of Benard Ighner’s
participation was slightly uncertain at
press time. According to Ighner, he will
sing three of the songs, Vaughan will do
three others, and they will perform three
as duets. Vaughan, away on a cruise, was
unavailable for comment.

1 wanted Sarah from the beginning,”
Lees said, “because of the utler grandeur
of that voice, This will give her a concert
vehicle that's quite spectacular.™

It will also provide Lees. nodoubt, with
the subject matter for a typically literate
essay in his Jazzietter, a publication I can
recommend for the manner in which he
deals not only with jazz but with a
variely of related and even unrelated
topies. Potential subscribers may write to
Jazzletter, Box 240, Qjai 93023. There
they will no doubt learn when, and on
what label, these performances will be
made available in the United States.

Lyricist Gene Lees on adapting the
poems of Pope John Paul IT (inset,
a8 a cardinal in 1969): “C‘onveymg
the message of his words.has been a
very projound eaperwnce for me”
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ARTIE SHAW, BAND |
AT THE PAVILION

By LEONARD FEATHER

ednesday evening, for the first time in three
decades, Artie Shaw faced a Los Angeles
audience, leading his new orchestra at the

Chandler Pavilion.
It was an emotional occasion, and for many the

¢ ET THE MUSIC TAKE YOU.” Cleo Laine and

John Williams. CBS 39211. Laine's second LP

with the British classical guitarist, this is
neither classical nor jazz. Only three of the dozen tunes
are familiar: John Lennon's “Imagine,” Ewan MacColl's
“The First Time Ever I Saw Your Face” and Sergio
Mendes’ “So Many Stars.” Here is mature, intelligent
singing and playing, with support here and there by a
small group under the direction of John Dankworth,
who co-wrote two of the songs with Laine. With so
many slow tempos and such a low-key mood, this will
have a limited appeal. More tunes were needed like the

briskly moving title tune (which doesn't arrive untilthe  Cleo Lain€’s second LP with classical guitarist emotions must have been mixed. I:tevgret that _Shf.;
final cut on Side 1). 3%2 stars. John Williams is meither classical nor jazz. hrmted his role lo condugung and talking was ming
—LEONARD FEATHER with eagerness to hear Dick Johnson, the clarinetist he

This comprises 20 minutes (two long blues tracks) by a had selected to take over his solo parts.

O cextet from the band, plus Joe Pass on guitar, and 20 11_1 nominating Johnson as the most talented a_nd

“HEAVY HEART.” Carla Bley. WATT/ECM 14. minutes (four shorter cuts) by the full orchestra, logical §I::3;cessc1»r & glie throne‘.-hS:'lal\Iwhrrlnade jﬁmgg
Bley's compositions and arrangements for her octet playing originals by Sam Nestico, of which the ballad ?hﬂlce- 'de ':Li_fiy pro e;In \(’;’_f:lis 5 :: 9 ior:hs terb
(augmented here and there by two exira horns) are  “Katy” is best. The band numbers have several Jr;rr;si?l ;regh;v{r erisim: He Qg b KnoW VAT Rot S
notable for the diversity of the cuts. Five of the six  uncredited saxophone and trumpet solos; the latter are . ; R
sound as though they could have been recorded by  probably by Bob Summers, who plays well on the combo On standards from the Shaw band's repertoire, his
different groups. One is an eerie theme dominated by  cuts. There are bright moments, but too few that stand
Bley's synthesizer and her surging organ chords;’ out.3stars. TP
another, the samba-like “Joyful Noise,” concentrates on O
Steve Slagle's flute; a third on Gary Valente's gravelly, “AMBER SKIES.” David Friesen. Palo Alto PA 8043.

Jugubrious trombone, and so forth. The rhythm section, The whole almost measures up to the considerable parts
well served by Kenny Kirkland at the piano, cooks in this generally moody, sometimes modal set. Friesen,
boldly on “Starting Again” but plods on the title tune, an extraordinary bassist, wrote all but one of the tunes.
reducing it to an only partially successful vehicle for High points are Paul Horn's flute on two cuts, Chick
Slagle's alto sax. 3 stars. —L.F. Corea’s eclectic (but not electric) piano, especially on
the attractive “Jenelle No. 4,” and parts of Joe

e Henderson's tenor solos, although he tends to run off at

“WARLY TO RISE.” Dusan Bogdanovich. Palo Alto  the embouchure. Paul Motian’s drums and Airto on

PA 8049, Although Palo Alto is mainly a jazz label, and  percussion round out a strong group. e stars. —LF. |4
despite his use of the title “Jazz Sonata” for one of his
original works, this is mainly free improvisational guitar O

music (the Yugosiav leader has referred to some of it as “A SLICK CHICK (ON THE MELLOW SIDE).” ||
“Balkan flamenco”). There are jazz touches, though, on  Dinah Washington. Emarcy 814184-1. Subtitled “The‘| '

the tunes in which flutist James Newton and bassist Rhythm & Blues Years,” this valuable two-disc set : _ HARRY FISHER
Charlie Haden cut loose. A promising debut for documents many of Washington's earliest successes, | Artie Shaw, left, with clarinetist Dick Johnson.
Bogdanovich as leader, soloist and composer, of interest  from her debut in 1943 through her first No. 1 R&B | - ——— — e el
mainly to guitarists. 3 stars. —LF. single, 1949's “Baby Get Lost,” to 1954's “Teach Me | . phrasing and sound hewed close to the original. Yet it
Tonight.” (She went on to win a Grammy in 1959 for was obvious when he cut loose, as in the up-tempo
2 “What a Difference a Day Makes.”) Although few of “Traffic Jam” and some of the small group tunes, that

“SUITE FOR CELLO AND JAZZ PIANO TRIO.” these numbers fall into the true R&B mold—most are
Claude Bolling. CBS 39059. In yet another of his simply standard blues treatments with jazz back-
jazz-pop-classical crossover works, Bolling shows no  grounds—that category was the only one available toa
logic in the transitions from barogue to jazz and back, black artist like Washington when these tunes were
nor is he more than a conventional jazz pianist. The released. She did well within the false confines, as 15 of
work, in six movements, succeeds to the degree that it “the 27 selections here made the Top 10 on the R&B

there is in Johnson more than a hint of Buddy De
Franco.

The orchestra reflected the preeisicn and good taste
that were always Shaw’s hallmark. A few of the
arrangements stemmed from non-Shaw sources, among

: : : - | them aconventional “Mi " and: Afro
provides a showcase for the extraordinary virtuosity of  charts. Halcm?ki::m:lospm%ﬁf:gfgwﬁg &ﬁ;::]}?nt from
the 28-year-old cellist Yo-Yo Ma. He was not required What's so impressive about Washington, who influ- Ter e most t. reluctant though h 2 &
to improvise, but Bolling provided him with a generally enced such singers as Aretha Franklin and Nancy adiit it the -mpar r asu; ki f.l.l_g e “}‘n;y be-1gis
pleasant vehicle, 3 stars. —LF. Wilson, was that she was a mature, powerful artistfrom Lo " " . 1‘; ﬁ ::redg 2 e °_anT'§;m°bé N, Shavs
the outset. Only 19 when she waxed “Evil Gal Blues™in | & '.pth' e édo 2 ”‘?‘3’& e best songs
= 1943, the searing timbre, sweeping range and true pitch | | 1 1 ohc 08¢ COTPOSE: and arranged by Shaw himself, or
: - 8 g g RANES Al P " sketched by Shaw and orchestrated by Lennie Hayton.
«g9 BASIE STREET.” Count Basie. Pablo 2310-901.  that marked her style were already in evidence, and as | |~ "o/t o ow o Y- ¢ i [
she went on, she just smoothed out the rough spots. £ 29 Any ]?ld Time,” the °ﬂlﬂ3; 5“;13 Billie Holiday sang |
Most of these numbers are at slow or medium slow reurﬁ;li‘;n eder tenur:d with the 1938 Shaw orchesira, }
tempo, which makes the set drag over a lengthy listen, | = '# 5 ﬂ?ﬂ:hmul by ﬂ};{:‘m’ ";ilth Jill Gabriel 3
but Washington’s efforts are so commanding you won't [ Assumingthed fficult task of taking Holiday’s place.
notice much. Excellent jazz work is present on selected ‘Nightmare,” Shaw's original theme song, is another
tracks. “Evil Gal” opens with two choruses of heated | work that has outwitted the laws of obsolescence., |
boogie piano from Milt Buckner; “Oo-Wee-Walkie- The small combo numbers revealed the talents of two |
Talkie” spotlights Gerald Wilson's fervent orchesiras second-generation jazzmen: Gary Johnson, Dick’s son, |
| tions, and_tenor saxophonist Ben Webster slides in | on drums, and a splendid young guitarist, Joe Cohn, son
~ 'blues-ily on “Troublein Mind." 4 stars. of the saxophonist Al Cohn. A
ZAN STEWART he saxo ist Al Cohn. .
S : - k= P After intermission, a sense of deju entendu became |

| intense when the inevitable “Begin the Beguine” |
; 3 arrived. Played by agroup many of whose mem
- Shaw pointed out, were not born when he quit the n
- ~ business, it sounded authentic enough, but authen!
and nostalgia do not necessarily add up to music for the
R P £
Shaw had one of the most sophisticated jozz |
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A BILL OF -
LIGHT FARE
AT PAVILION

By LEONARD FEATHER

the Dorothy
lion, the New
a started out be-

conveyed .in the fi four pieces,
Pseudo-Middle Eastern noises led
into "The Sheik of Araby,” the
opener in a series of antiques played
by a Dixieland ensemble with 30-
year-old arrangements by Billy
May. Decked out with novelty ef-
fects—piecolo solo, xylophone, tuba,
Lympani—this set was a Hollywood
travesly of the kind of thing Bob
Crosby's orchestra played with
more sincerity and authenticity 45
years ago. The clarinet solos hy
Heinie Beau were the sole redeem -
bng feature,

The first half was saved by the
anly new (and by far the best) work
of the evening, Patrick Williams'
§Spring Wings.” Gerry Mulligan
love in and out, playing Williams’
ireity theme and switching from
aritone (o soprano sax for a neatly
onceived interplay with pianist
Dave Grusin. Williams’ writing,
articularly for the strings, made
xcellent use of this orchestra’s
PHILY Lo merge classical and jazz
fements without a trace of
if-consciousness. This was the
‘chestra at its best.

The orchestra seemed afraid,
owever, 1o take itself too seriously
often. Emcee Carl Reiner start -
i the evening on a note of levity.
hen came Billy May’s tongue-in-

Piece for Jazz Bassoon and Or-
estra” (premiered here in 1981),
re a Panama hat throughout and
——ilged in guttural noises on his
Bassoon, which ranks next to bot-
tom (just above Lhe bagpipes) on
1S ¢EsT\ A AWL '5 %"1' my totem pole of unfavorite instru-
ments. In fact, Ray Brown stole this
: number with his bass solo,
! JAZZ AT PAV [LION Sarah Vaughan’s three numbers.
- were composed by Mancini and
Continued from Page ! conducted by Quincy Jones (neither
- of whom wrote the arrangements).
Once she missed a cue and had to be
nudged by Jones, but her “Days of
Wine and Roses"” came off beauti-
fully, As for the voeal duet, if [ may
' borrow a phrase from Gloria Stei-

Please see JAZZ, Page 6

nem. carah Vaughan needs James Ingram like a fist
1

a bicycle,

needs
Grusin and Mulligan returned to join with Yaughan
for the last two [um-s. After the concluding *Mr.
Lucky,” Pat Williams and Jack Elli ie
pertinent speeches.
g still relying too heavily on long-established
. dure, the giants are needed to bring in the bucks, =M -
but isn't there any room for some young, fresh talent?
Where is James Newton? Michel Petruceiani? Anthony
. Davis? The World Saxophone Quartet? Why give this
priceless exposure mostly to people who don't need it?
The fifth anniversary should have been a memorahle
oceasion; instead, too much of it reminded me of the old

made bri

cli about Chinese food. g
—__cliche abou

rn Dixie, Ray Pizzi; soloist in
enry Mancini's well-written

T S B S —
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n Tuesday, five years to the day
after its first concert, the New

American Orchestra will cele-
irate its anniversary in the same place,
he Darothy C r Pavilion, and with
pme of the same parlicipants.

The B0-plus enser —known simply
s the Orchestra in 1979—will again hév-e
Juiney Jones and Henry Mancini on
and, but this time not merely as speak-
rs but as performers. Again, 100, a new
pmpogition by Pat Williams will be
itroduced.

“I'll be conducting Pat's piece,” says
sic director Jack Elliott, who founded
2e Orchestra with Allyn Ferguson (who
vithdrew in 1980). “Gerry Mulligan will
de on baritone sax and Dave Grusin at the
piano. Everything in this program sort of
ties together. For example, we wanted to
do something to celebrate Henry Manci-
ni's 60th birthday April 16. So we’'ll
revive Hank’s ‘Piece for Jazz Bassoon
and Orchestra,’ featuring Ray Pizzi,
which we commissioned in 1981.

“By a lucky coincidence, Quincy told
me that he had once produced an album
of Maneini songs with Sarah Vaughan.
He managed to find some of the original
charts, Richard Hazard, one of our great
unsung talents, will be updating a great
Robert Farnon chart and will also eon-
tribute an arrangement of his own.
Quincy will conduet, and James Ingram
will teamm with Sarah on ‘Two for the
Road." On "Mr. Lucky," Grusin and Mulli-
gan will join in for a big finale.”

To sweeten the anniversary cake, Billy
May, a composer Elliott has long ad-
mired, will open the evening with a
quasi-traditional jazz touch, using a front
line of Dixieland veterans backed by a
contingent from the orchestra. “We’ll be
doing three tunes out of Billy's ‘Sorta
Dixie' album, which I think is a classie,”
says Elliott.

Carl Reiner will serve as host. The
orchestra will measure up to its custom-
ary B84-piece contingent, probably in-
cluding several members of an ancillary
group, the Studio Workshop Institute, of
which more in a moment.

O

The history of the New American
Orchestra is composed of dreams, a
struggle over almost insurmountable
economic problems and a mixture of
artistic successes and failures, with the
balance of the plus side. The premise was
best expressed early on, when Elliott
asked rhetorically, “What's wrong with
being eclectic? The days when people
insisted that you decide whether you
represented classical music or jazz or pop,
orany other area, are gone forever.”

The premise that the NAO could
undertake ventures of which no orthodox
symphony orchestra is capable has been
borne out handsomely. During five years
an ineredibly broad range of works has
been heard, involving elements of pop
musie, jazz, fusion, Brazilian, movie
scores, modern classical compositions.

The list of guest soloists (many of
whom have introduced their own compo-
sitions) has included Bob Brookmeyer,
Oscar Castro-Neves, Jon Faddis, Freddie

“Hubbard, Bob James, Roger Kellaway,

John Lewis with his Modern Jazz Quar-

tet, Shelly Manne, Lee Ritenour, Joe
Sample, Tom. Scott; LiatorSchifrin, Bud
Shank, Grover Washington Jr, Ernie
Watts and Phil Woads. Close ta 80 works

JAZZ
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NEW AMERICAN ORCHESTRA—
PAST AND FUTURE STRUGGLES

By LEONARD FEATHER

have been commissioned and/or pre-
miered.

Even if every concert at the Chandler

Pavilion had been completely sold out,
the organization would still be in the red.
The statistics are staggering.

“Our musicians have often worked ata

sacrifice, accepting $60 for a 2%2-hour
rehearsal and $75 for the performance,”
says Elliott, “when many of them could
be elsewhere playing far more lucrative
jobs. Even then, when you add their
salaries, the $3,500 for each commis-

sioned work, over $6,000 in advertising,

and $10,000 for music copying, you wind. :
up with an overhead of $75,000 for one -inﬂm

concert. With an average ticket price of
$12 and a total ca,padty 013,13733918. do
you see our problem?”

Fortunately someone else did. Last

year a $900,000 grant, to be paid over
three years.[o:&; gmﬁm ‘the
Foundation oW AIMEDICHI
(the NAO's parent body) by the &
necticut General
ny of Hartford.
'NAO musicians and COMPOSEIR.J
been involved in the organization P&
for altruistic reasons, OF beca
was no other WPN"""' e
ese kinds 0l
along with the satisfaction & Fe-
m§§ has been a ouhw

frustration: the total indifference and
non-ecooperation of the record compa-
nies. After five years, the NAO still only
has one LP available, a live set of
selections excerpted from the original
1979 concert, which the Foundation had
to produce and releasemits own,

“It's absolutely crazy,” said Elliott.
“We've presented important works that
have never been heard before, and who
knows when they can be heard again?
It's a crime that this orchestra is not
recorded.” a

Along with the apathy of the record
W

‘beginning to get people into the ball

Jack Elliott, musi¢ digector and

co-founder of the S-year-old New
American Orchestrg: “It's a crime
that this orchestra is not recorded.”

one of my pieces,” said Luther Hender-
son 111, son of the veteran composer-pia-
nist who often worked for Duke Elling~
ton. Henderson III, after earming his
bachelor’'s and master’s degrees at the
Eastman School of Music in Rochester,
N.Y., attended the University of Texas,
graduating in 1980 with a Doctor of
Musical Arts degree in conducting.
“Liuther showed me the treatise ne'd
written for his doctorate,” said Elliott “It
was about the late Leon Thompson, who
was the director of educational activities
forthe New York Philharmonic.”
Fascinated by the account of Thomp-

son’s work in arranging Young People’s

Concerts for TV and generally bringing
orchestral music into the community at
large (including the Abyssinian Baptist
Church in Harlem), Elliott realized that
he, Thompson and Henderson had been
pursuing paratlel objectives.

‘“We brainstormed for a long while,”
Elliott said, “and Luther saw that al-
though we didu't nave the New York
Philharmonic’s budget, what we were

g doing was more relevani, because the
& NAO was performing music most people

can readily understand.”

Qut of their discussion grew the name
Studiec Workshop Institute, with Hender-
son as director. They addressed them-

“z selves to an urgent situation: There was

no program offering qualified musicians
the necessary workshop experience in

.. the studio environment, and no clearing-

house to provide contractors with lists of
suitable minority musicians.

A sereening committee was formed to
audition members for the SWI, Of 190
applicants, 50 were found qualified for
acceptance as full members. Soon the
SWI had its first private recording
session under actual studio conditions;
later they audited the Emmy Awards
show to observe the duties of a musician
on a major TV show.

“It's begun to pay off already,” said
Henderson. “A few months ago Joe
Lopes, the orchestra manager of the
NAOQ, told us he heeded some subs for a
concert. We looked over our list, and
before you knew it, there were four of
our SWI people sitting in the Paramount
Studios at a rehearsal with Jack Elliott
and Jerry Goldsmith conducting. Now
Goldsmith didn't know they were subs;
all he knew was that the -orchestra
sounded fine. So this is how we're
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GARBAREK, WEBER & CO. PACK McCABE’S

Sy LEONARD FEATHER

he best-known répresentative in the
f the ECM brand of music. With a
e ,1 of albums on that label, the Norwegian
::a.v;l..»ui'.a._m:‘.z.xt is now on his fifth tour of this country,
Sal.u.rda‘.' night he drew two full houses to MeCabe's.
Garbarek tends to rely on colors and mood-building,
with little or ne melodic variation on chord patterns.
{races of Coltrane; Rollins, Gato Barbieri and others

have not quite evolved into a full tonal personality.:

Fhere were moments of folksy lyricism and others of
great pawer, bul Garbarek was not the main focus.

- Bberhard Weber, the Stuttgart-born bassist, is the
real phenomenon. A veritable poet of the flprighll bass,
he plays a self-invented instrument with five strings, a
small sound-boxarea andalarge, electric tone.

D —— e

~ Weber. —_—
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ON DUKE’S BIRTHDAY,
15 CUTS FROM 1957

“"ALL STAR ROAD BA
W2X 39137.
uke Ellington would have been 85 years old
today. Though his admirers have heard these
times by most of the
8 same musicians on other albums, it is important to resist
the temptation to judge comparatively. What matters is
that here we have a two-record set taped live at a June,
1957, dance date in Carrolltown, Pa., and never before
released. On that particular night, the band was in
admirable shape,
| Of the 15 cuts, four are devoted to Johnny
two to Paul Gonsalves, two to Ray Nance (a cornet
Yersion and a vocal version of “Take the A Train”). two
to Harry Carnev, “Stardust” to Harold Baker, “Perdido”
H to Clark Terry and “Bassmeng” to bassi
and some magnificent sax solg work. -
“Diminuendo and Crescendo in Blue” is less notewor-
¥ tor'the long Gonsalves solo than for Duke’s wri
Already 20 years old in 1957, it still stood as
most masterful exampl

ND.” Duke Ellington, Dr. Jazz

tunes played countl

st Joe Benjamin

es of his intricate composing and

The other two pieces are “Such Sw
Othello theme from Ellington’
more brilliant sax teamwork, and a
allots the spotlight to Russ
al Barney Bigard-style cl
trumpet and Duke in a typie
that had seen better days,

If this were the only Ellingto
instead of one among hundreds. it w
to affirm his stature as leader of

in the history of jazz.

eet Thunder,” the
s Shakespeare suite, with
Mood Indige’ that
ell Procope playing tradition-
arinet, Willie Cook on muted
al sclo, playing on a piano

n album available,
‘ould still be enough
the greatest orchestra
—LEONARD FEATHER

"Weber's technique is as staggering as his continual
flow of ideas. One number found him plucking a r:,jn.‘lmiy
with the left hand while bowing a counterpoint \\.’iih the
right. Toward the end of the shaw he was :,-lal.lm_ng the
bass with both hands, creating an exctic rhythmic-me-
lodic effect. o

The drumming of Michael DiPasqua was sturdy,
steady or stormy accor ding to the requirentonis_ of the
momém; his time and control showed a rare COF‘JSISL&’I‘}C_"H
that would put him at ease in any :‘-e',li:_lg,revcnft hl“! J_-lflfi
band. Completing the group was {)awd Porn, & ‘.‘-'DL;-:‘:‘
ECM-style guitarist complete with foot pedal, syn ttV.
sizer effects and sounds that fluctuated from triple forte
to wafer thin, _

Not a word was spoken during the 90-minule ;on:::(']ll:
The compositions seemed to be originals by Garbar

e



Avec sa femme, Cicely Tyson,

Mies Davis, qui devaxt joust I 24 juin

& Parls e qui, page 44,

répond 2ux questions de Leonard Faather,
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C’est en Californie que Lieonard Feather a retrouvé Miles .. :_
Davis. Quelques jours seulement avant que le trompettiste ne s’ :
une nouvelle formation, pour une nouvelle tournée euro;

LES NOUVE

Une rue tranquille de Malibu, & un souffle
de trompette de |'océan. La porte d'une
belle maison s'ouvre : avancant prudem-
ment a l'aide de béquilles, Miles Davis
vient m’accueillir.
Les béguilles ne m’étonnent pas : bien
que presque personne n’en ait parlé, Da-
vis vient de subir une nouvelle épreuve
physique. Il avait déja émergé, en 1981,
d’une longue retraite imposée par son état
de santé. Aujourd’hui comme alors, son
absence s'explique par un probléme dont
I'origine remonte aux années 50 : une ar-
ticulation de la hanche qui se dégrade psu
a peu. -
“w Fi 1t, ils ont dd me remplacer
comp t la hanche », dit-il en s'ins-
tallant devant son chevalet et une tren-
_taine de flacons de peinture. [Le talent de
Davis pour la peinture a surpris bon nom-
bre d'observateurs lors de la parution de
« Star People », illustré de ses personna-
ges colorés et délicieusement stylisés.
Tout au long de notre entrevue, il ne ces-
sera de dessiner motif abstrait sur motif
abstrait — pour I'essentiel de longs traits

reliés & des courbes érotiques, en vert vif
et en rouge avec des touches de brun.]

« Je suis entré & I'hépital en novembre
dernier, 4 New York, reprend-il. lis ont
d'abord dit que I'opération durerait deux &
trois heures. Quand ils en ont eu fini avec
moi, onze heures s'étaient écoulées.
Comme si ce n'était pas assez, juste
aprés ma sortie de I'hdpital, j'ai eu une
pneumonie. Finalement, Cicely et moi
avons décidé de revenir en Californie. »
[Pendant l‘interview, Cicely Tyson Davis
est partie & la recherche d'une maison :
les Davis possédent plusieurs résidences
sur les deux cotes des Etats-Unis.]

Je lui demande quand il pense étre prét a
reprendre son travail. « MAINTENANT ! »
rétorque-t-il avec emphase. Salsissant son
instrument et |"équipant d'une sourdine, il
me dit : « Ecoutez un peu », et se lance
dans des lignes brisées éblouissantes,
montant, descendant, tenant quelques no-
tes, puis il fait des gammes.

« C'était une bonne idée de venir ici. Je
peux travailler beaucoup, presque toute la
journée. Je n’avais pas pu le faire depuis
I"dge de 12 ans — s'installer et travailler
pendant des heures. On apprend tellement
comme ¢a. On gagne en cohérence. N

Ce ne sera pas long : dans deux ou trois
semaines, je n'aurai plus qu'une béquille,
puis une canne. Le seul ennui, c’est qu'a-
vec ma béquille je ne peux pas conduire
ma Ferrari. Le m‘édecin m’a dit que je de-
vrais en prendre une avec boite de vites-
ses automatique. Une Ferrari automatique
— ca existe. »

Davis a tant séjourné sur la Cote Ouest au
cours de |'année derniére qu’on aurait pu
croire qu'il commengait & se sentir un peu
californien. « Pas vraiment. Je pars beau-
coup, tout le temps — je ne |‘annonce
pas, c'est tout. Quelle importance 7 Le
monde est si petit, désormais... J"ai pris
le Concorde pour Londres : le temps qu'ils

~servent le repas, nous étions préts a atter-

T » i,

. Si le milieu «jazz » de Los Angeles ne
s'est guére apercu de sa présence au
cours des derniers mois, c’est sans doute
parce qu'il n'a pas choisi de se montrer
dans les clubs de jazz, mais aussi parce
qu’il ne peut pas conduire. « Je voulais
assister au concert des Crusaders, mais
Ndugu (un ami batteur), qui devait m’y
amener, ne m'a jamais rappelé. Je sors
trés souvent avec Cicely. Nous sommes
allés a la remise des prix de I'lmage de la
Naacp (National Association For The Ad-
vancement of Colored People). La Guilde
des acteurs de cinéma organise une mani-
festation annuelle, nous y sommes allés.
MNous_avons assisté a I'hommage a Lilian

Gish,., J‘aime faire ¢a avec Cicely. Je

'suis aussi allé a la remise des Grammy
Awards, mais il m’a fallu partir avant la
fin, ma jambe se raidissait. »

Mais Davis a « adoré » le spectacle.
« Tous mes gargons ont gagné — Herbie
Hancock, Wynton Marsalis. Le show était
bien organisé, un beau spectacle. C’est
bien que Wynton ait d0 jouer deux fois ce
soir-la, C’est un type bien, et un fantasti-
que musicien ; il a beaucoup étudié. Mais

A

T S
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L PETRUCCIANI:

COMME UNE CORNEMUSE?”

ait Al the Things You are, Some day My
!’rmu Will Come — qui n'est pas vraiment un
standard, mais ¢"a été tellement joué...
JM Certaines de vos Lunm(‘m[mm sont-elles
jouces par d*autres mu:
MP La seule, & ma conn
Michel Graill
que Owl,
JM Existe-1-il des paroles pour certains de vos
thémes ?
MP Non. Des gens m'envoient réguliérement
des textes épouvantables... Je n'ai pas eu de
chance de ce coté-la. Mais ca ne m'intéresse
pas \r.umn.nt Sauf pour deux thémes qui sem-
Al Jarreau..
JM Quelles différences avez-vous vues entre le
public et les conditions de travail aux Etats-
Unis et en France ?
MP Le public est toujours
d'immenses différenc Dis
sa joie de fagon différente,
¢’est quasiment pareil. Les conditions de tra-
vail, sont différentes. Ici, un musicien de
zz, ¢'esl un peu un troubadour, qu: fait les
\.hn un peu en amateur, alors qu'aux Etats-
’N vraiment considéré comme un métier
— gL ¢ “est \.U‘}flllilt par 1 istence du syndicat
ns.

ance, l'a eté par
1, ¢n duo avec moi, sur son dis-

méme... avec
ns qu’il exprime
ais qu'au fond

elles,

utres musiciens ?
MP Relativement peu. J'ai un peu jammé avec
Art Blakey, avec Sherman Ferguson, un trés
bon batteur...

a-t-il une diff ce

: méricains ?

MP Il v a de trés bons musiciens francais qui
pourraient faire une brillante carriére n'im-
porie ot dans le monde s'ils croyaient un peu
plus en eux et en ce qu'ils font. Les Améri-
cains, méme s'ils ne savent pas jouer, croient
toujours a ce qu'ils font : c'est un défaul et
une qualité. E it, il n'y a pas de différence
entre les muw.:u:m. il y a une différence entre
les memalités des deux pays. D'ailleurs, je suis
maintenant installé définitivement aux Etats-
Unis, je ne viens plus en France qu'en vacan-
ces, pour voir les amis, ou pour jouer. Je suis
plus a I'aise pour vivre la-bas, et sur des plans
qui ne sont pas seulement musicaux
JM L’anglais, vous I'avez appris a I'école
MP Non, sur le tas, Au début, ¢'était un peu
difficile. Avec Charles Lloyd avait que
ques problemes. En répétition, ¢’éait du gen-
re : « Bon, on reprend au pont, sur le mi
bémol septiéme tu fais un do a la basse, 10i tu
rentres au piano aprés la seconde mesure aprés
le fa mineur... » tout ¢a en anglais. Tout le
monde répondait : « Ok, I undersiand », et
moi aussi, méme si je n’avais pas compris ! 1l
comptait, et ¥ partais au mauvais mo-
ment ! Je me suis fait engueuler deux ou trois
fois, et j"ai décidé de travailler 'anglais sérieu-
sement. Maintenant ¢'est du passé, Ma femme
m’a beaucoup aidé.
JM Au duo avec Haden vous avez assez vite
ajouté le batteur Eliott Zigmund...
MP J’avais envie de faire un nouveau trio de-
puis longtemps. J'avais arrété le trio avec Aldo
Romano et Furio di Castri: pour la nouvelle
forme de musique que je voulais faire, je de-

enire mus

vais changer les musiciens, atme bien me 1
nouveler, €t nous étions tombés dans une cer-
taine routine. Je me suis d'abord associé a
Charlie parce qu’il habite Los Angeles. Zis
mund vit sur la Cote Est, ce qui pumn un pr
bléeme. Done, avec Charlie, nous avions orga-
nisé une tournée ou, peu a peu, Nous nous
rapprochions de I'Est pour pouvoir travailler
avece lui et préparer nos concerts,
JM Estce important pour vous gue Zigmund
ait- été 'un des de rs batteurs de Bill
Fait plaisir, mais ¢a n'entre pas en
compte. Quand j'ai joué avec lui en
jam session il v a trc quatre ans, quand il
jouait avec Lee Konilz, il v a eu immédiate-
ment un trés bon contact entre nous, ¢'est ¢a
qui a éé détermindnt. Quand je suis resté a
New York wdant prés de deux mois, je me
suis retrouvé sans g i, ¢'a é1é "'un des
seuls musiciens qui m’ait vraiment aidé. Sans
me connaitre. C'est lui qui m'a trouvé le
contrat avec Lee, Lee m’a beaucoup aidé, lui
aussi. Jusqu'a présent j'ai eu d’excellents
CONLacts avec tous ceux avec qui je travaille
Ma musique est quelque chose de gai, )'aime
donc qu'il ¥ ait une ambiance qui le soit aussi
dans le groupe. Charlie, par exemple, était fan-
tastique : un moral, un humour... Il a quatre
gosses, et dit toujours que chez lui c'est
I'"école, @ tous les instants de la journ 11 dit
qu'il apprend tous les jours avec ses enfants.
Je le crois. D'ailleurs je pense a en avoir un,
JM Vous en ferez un musicien ?
MP Non. Sauf si un jour il prend un instru-
ment et joue comme Miles Davis ! La, je me
pencherai peul-étre sur la question... Mais je
ne \-'L‘II.I\]I';!.I"\ pas !L' pousser du Lout, je ..'[nih que
ce seraitl une erreur. En fait, je serais content si
mes enfants étaient heureux en amour, s'ils
aient quelqu’un avec qui partager ILLI.I vie, et
‘est un vrai métier gque vivre en m . Pour
moi qLII suis musicien, c'est parf !1;- dur :
j’ai une vie difficile, je vovage tout le temps
JM Et vous n'avez jamais envisagé d’autre
métier que la musique
MP quand j'étais gosse je voulais devenir
chirurgien — probablement parce que j"avais
tellement connu ¢a que je voulais passer de
l'autre go1é de la barriere. Ce qui comple
mainteéfiant ¢’est d'étre heureux et de ne pas
faire (rop de bétises. Ce que je voudrais, ¢est
que mes gosses ne fassemt pas de bétises : al-
cool, drogue... Surtout gqu'aux Etats-Unis ¢’est
trés facile.
JM Dans le milieu du jazz 7
MP Non, justement. Il faut souligner que les
jazzmen d’aujourd’hui sont clean. Maintenant
est le trip jc g, méditation, natation,.. Et
fa: musique ne peut gue s'en porier mieux.
Non, le probléme de la drogue est ailleurs.
Mais ¢a passera.
JM Coteé souff
Mike Zwerin, ark T Jimmy Owens,
Curtis Fuller — a Nice —, Konitz, Lloyd, En-
rico Rav Comment se passaient les concerts
avec ¢
MP Quund on a Juur avec Lloyd et Konitz, on
a vu les deux extrémes. Quand an arrive 4
faire ses preuves axec les deux, on a carte

1rs, vous avez"déja joué avec

blewe pour le reste

JM Quelle différence entre les deux ?

MP L’un est excité, I'autre ne 1'est pas du tout.
L'un donne dans la méditation, "autre dans la
scientologie. Ils sont trés amusants tous
deux. Les styles, bien sir, sont trés dif

Et puis, il ¥ a une génération de différence :
Lee est plus ancien dans sa facon de voir la
musique, Lloyd est plus moderne, il a toujours
1"espoir, la force du jeune musicien qui un jour
va devenir une star. Lee est déja une star, il
n'a pas besoin de Et puis Lloyd est Pois-
sons, il est réveur...

JM Vous attachez beaucoup d'importance aux
signes du Zodiaque ?

MP Oui. Moi, je suis Capricorne.
je suis tout petit ¢a m’intéresse.
JM Quel est le signe de Charlie Haden ?
MP Taureau.

JM Et Zigmund ?

MP Capricorne.

Depuis que

t bien ensemble ?
MP Formidable ! De I'énergie sous pression.
JM Pour vous, e que I'expression « jazz
gais » signifie quelque chose ?

MP Non. La musique est universelle.
JM Pourriez-vous, 4 I"écoute, reconnaitre des
jazzmen frangais ?
MP Oui, peut-éire, mais pas tellement par la
fagon de jouer. Plutét par le son : les Francais
n'ont pas beaucoup de son. Des gens comme
Charlie Parker ou 1Im Coltrane ont tellement
cherché sur le son qu'aprés eux il n'y a plus
rien, c'est le son total. Bill Evans, pour le
piano, a fait un son monstrueux, d'une beauté,
d'une recherche... Aprés lui, ¢'est pareil : il ne

eut plus rien y voir.
JM Méme pas Michel Petrucciani ?
MP Non, je I'aime trop pour me comparer a
lui, Ce serait une prétention tout a fait dépla-
cée, C'esl un peu comme se comparer a Dieu.
Evans m'a vraiment influencé. Pour en revenir
aux Frangais, et aux Américains, c'est difficile
a dire ; c'est un peu comme de dire qu'il y a
un son blanc ¢t un son noir. C'est faux, ¢a n’a
pas vraiment de sens. Méme le son, c'est sous
réserve..
JM Seriez-vous prét & solliciter une subvention
pour réaliser un de vos projets 7
MP Autant travailler 4 1a poste...
tiste ne doit pas étre subventionné, surtout par
I'Etat. Au liecu de donner de I'argent pour
composer une quelconque rhapsodie, il vaudrait
peut-étre mieux aider directement les mus

- payer leur loyer, leur fournir un bon piano,
une voilure pour travailler, . 11 vaudrait
mieux améliorer les conditions de travail que
subventionner un travail.
JM Vous n'avez jamais eu envie de travailler
dans des formations plus imporiantes ?
MP J'ai envie d'un septette depuis Iunglullps.
Mais il faut trouver les musiciens, et ¢a cofite
cher. Je voudrs un vibraphone, un saxo-
phone, une cornemuse...
JM Pourquoi une cornemuse ?
MP J'ai ¢a dans 'oreille depuis quatre ou ¢
ans, En fait, ¢'est un peu de famille : ma mére
est anglaise, bretonne, et mon arriére-grand-
pére jouait de la cornemuse tous les mati
J trouve le son de la (Swite page 71.)

Non, un ar-
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By LEONARD FEATHER

he door swimg open at the on-
trance 16 'a wall-r s
omn qine ool ey & =
h ah . ) § o
Wern's Wie ="
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ng carefully on

came out to offer gr

T'he crutcl
although there
publicity, D
er physical
iscussed a vear ago
emerged in 1981 frc
yorced retirement.
and again now, wasduetoar
began back in the 1950s with a deterio-

“Finally, they had to put a whole new
hip in,” he said, settling down in front of
his sketchboard and 30 bottles of paint,
{The Davis talent for painting came as a
surprise to most observers.when the
recent “Star People” album was decorat-
ed by' his colorful, delightfully stylized
igures. During most of the interview at

ibu he drew one abstract degign after
nother, mostly long lines connected to
rotic curves, in vivid green and red with
ashesof brown.)

“T'went in the hospital in November, in
ew York," he said. “They.said I'd be in

iles Davis:

HES OF PAIN

1 reason ecould

e 1o hang oulin

en his inability 1o
h the Crusaders
drummer friend],
( take me, never
cely and I goputall the
- NAACFP Image
Actors Guild had

were there. We
an Gish. I enjoy

“We were at the Grammy Awards
show., Had to leave before the end,
though, because my leg got stiff.”

But Davis “loved” the show. “All my .

boys won—Herbie Hancock, Wynton
Marsalis. The whole show was a fine
presentation, well put together. It' was
great that Wynton got to do two num-
bers. He's a nice guy and a hell of a
musician; he really put some time into
studying.

“I didn't understand Wynton's speech,
though. Sometimes people speak as
though someone asked them a question.

.r!‘[z‘ won’t be long. In a couple of weeks I'll be on just
yone crutch, then a cane. The only drag is, I can’t
&'[dn've my Ferrari with the clutch.’

I'aurger'y two or three hours. By the time
hey got through with me, 11 hours had
ggone by.

“As if that wasn't enough, right away
fter I came out of the hospital 1 caught
neumonia. Finally Cicely and I decided
o' come back out here.” (During the
nterview, Cicely Tyson Davis was out
ouse-hunting. The Davises own several
residences on both coasts.)

I asked when he thought he'd be ready
|| to go back to work. “NOW! came the
emphatic answer. Picking up his horn
and inserting a mute, he said, “Listen to
this,” then played a series of dazzling
upward, downward and jagged runs,
several long-held tones, then & few
scales.

“It was a good idea coming out here.
I'm getting a lot of practice in, on and off
all day. I haven't been able to do that
since [ was 12—just sit down and practice
for hours. That way you learn so much:
you really get your tone together.

“It won't be long. In a couple of weeks
I'll be on just one crutch, then a cane. The
only dragis, I can't drive my Ferrari with
the clutch. The doctor said I'd have to get
another car with an automatic.-An auto-
matic Ferrari—they do have 'em, you
know."”

0

Davis has spent so. much time on the
West Coast during the past year that it
seemed he might have begun to feel like
a Californian. “Not really,” he answered.
“Of course, I do come out here all the
time—1I just don’'t announce it. But what
difference does it make? The worldis s0
small now. I took the Concorde flight to

London, and by the time they serve

Well, nobody asked him a question. You
know what I mean? Like Marvin Hagler:
“What do you think about the fight?’ And
he says, Tm going to show the people
that I'm the champion.” Well, nobody
asked him what he was going to show the
people. In the same way, Wynton sound-
ed to me like he was supposed to be the
savior of jazz. But I don’t want to say.
anything against Wynton. A lot of people
don't like me because I don't say any-
thing. Well, other people sometimes say
too much.

(Only the final sentence of Marsalis'
acceptance speech could have been mis-
construed by Davis: Marsalis thanked
“Charlie Parker, Thelonious Monk, Louis

Armstrong, all the guys who set a -
precedent in Western art and gave an art -

form to the American people that cannot-
be limited by enforced trends or bad
taste.”")

“Wynton can play that style very we - .

and so can young Terry Blanchard, w )< B8

with Art Blakey now. Terry's got a lot of

feeling.” S -

Davis is no less enthusiastic about
Marsalis' saxophonist brother, Branford.
to whom he applied his cu s
printable 12-letter endorsement. A
printable excerpt: “1 have Branford on
my new album, ‘Decoy.’ and i it dogsn’t
interfere with anything Wynton hag
planned for him. I'd love to have B):?.n-.
ford do a whole coneert tour with me.”

Davis picked up a casselle, connected |

two small but powerful speakers, and
what emerged sounded like another
winner, Lhere have been a few -

-

changes in his group. Al Xester et SL
Cinelu are still on hand wtt_ h, drurms &t
percussion; Bill Evans shages IBC E55

—

ary - |

Miles Davis, above at the Hollywood

concert-festival circuit, with a date

duties with Marsalis. John Scofield ig
prominently featured (“Sometimes I had
to cool John down and tell him, ‘Don’t
play so much, it ain't so serious’ "), and
Miles has warm words for Robert Irving,
who alternates with Scofield on synthe-
sizers. “T can say to Bobby, ‘I want a
certain sound here,” ask him whether he
knows the patch on the synthesizer to
make that sound, and he'll come right up
withit.”

But his particular pride and joy is the
band’s current bassist, Darryl Jones. “He
has the same approach to music as Jimmy
Blanton—in fact, he’s the greatest bass
player since Blanton, and he's just 22."
(Blanton, who revolutionized bass play-
ing, was 21 when he made his seminal
recordings with Duke Ellington in 1940,)

_ The subject drifted to one that has long

‘been a sore point: the press, its coverage

of Davis and the complaints about his
totallto reporters,

In fact, I was in Faris, with all
® and photographers

nd, and we had a good talk. They

id T was 5 feet 4;

Bowl in 1981, is about to re-join the
set for the Beverly Theatre in June.

vis reacted to this news with feigned
amazement. “What can I have been
doing all those years ago?” The only book
to which he would even offer token lip |
service was “Miles Davis” by British |
trumpeter lan Carr (Quartet Books), “I
think Cicely read some of that one and
liked it. Carr was in London when I was
there, but I didn't have time to speak to
him, and I didn't feel like talking to him
anyway.u

B

As has been the case for almost 30
yea::s. dpprenticeships in the various
Davis groups still lead to individual
ventures by his sidemen. As the voice of
experience, Davis takes pleasure in ad-
vising his musicians about the perils of
leadership. ; '

“It ain’t easy to have guys working for
you. You have to tell them w}ili?g you
want, without hurting their feelings or
embarrassing them. '

_ "BﬂiEvam [Davis' current reed play-
er] was with me in Paris one day and
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je n'ai pas compris son discours. Parfois
les gens parlent comme si on leur avait
posé une question. Or personne ne lui en
avait posé. Vous comprenez ? Comme
Marvin Hagler, & qui on demande « Que
pensez-vous du combat ? » et qui
répond « Je vais montrer aux gens que
je suis le champion. » Personne ne lui a
demandé ce qu'il allait montrer | De
méme, Wynton m’a semblé se prendre
pour le sauveur du jazz. Mais je ne veux
rien dire contre lui. Beaucoup de gens ne
m'aiment pas parce que ]e ne dis rien, Eh
bien, il y en a d’autres qui parlent trop. »
[Seule la derniére phrase du discours de
remerciement de Marsalis a pu étre mal
comprise par Davis : Marsalis a remercié
« Charlie Parker, Thelonious Monk, Louis
Armstrong, tous teux qui ont créé un
précédent dans I'art occidental et ont
donné au peuple américain une forme ar-
tistique qui ne peut étre limitée par des
courants imposés ou le mauvais go(t. »]

« Wynton peut trés bien jouer dans ce
style, comme Terry Blanchard, le jeune
qui est chez Art Blakey maintenant. Terry
@ beaucoup de feeling. »

Davis n’est pas moins enthousiaste a |'en-
droit de Branford, le frére saxophoniste de
Wynton, a qui il applique, dans la conver-
sation, un mot de douze lettres impublia-
ble. Extrait épuré : « Branford joue sur
mon nouveau disque, « Decoy », et si ¢ca
ne dérange pas les plans dressés pour lui
par Wynton, j‘aimerais que Branford fasse
toute une tournée avec moi. »

Davis branche un magnétophone & cas-
sette raccordé a de petites mais puissan-
tes enceintes. Ce que |‘entends semble
bien, encore une fois, étre Fagné d'a-
vance. Son groupe a subi quelques chan-
gements. Al Foster et Mino Clnelu restent
a la batterie et aux percussions ; Bill
Evans partage les anches avec Marsalis.
John Scofield est particuligrement mis en
avant (« Parfois, je devais calmer John,
lui dire : Ne joue pas tant, ce n'est pas
si sérieux que ca ») et Miles parle chaleu-
reusement de Robert Irving, qui alterne
avec Scofield aux synthétiseurs. « Je
peux lui dire « Je veux tel son ici », lui de-
mander s’il sait quoi faire sur le synthé
pour le produire, et il le fait immédiate-
ment. »

Mais c’est Darryl Jones, le bassiste actuel
de l'orchestre, qui est plus particuligre-
ment |'objet de sa fierté et de sa joie : « Il
a la méme approche de la mus:que que
Jimmy Blanton — en fait, c’est le plus
grand bassiste depuis Blanton, et il n‘a
que 22 ans. » [Blanton avait 21 ans lors-
qu'il enregistra ses faces capitales avec
Duke Ellington.]

La conversation glisse vers ce qui a long-
temps été un point douloureux : la presse,
sa fagon de rendre compte de Miles, et la

leurs, j'avais accordé une interview a Rol-
ling Stone. J'en ai lu un petit bout, et je
I"ai balancée : dés le premier paragraphe,
il était évident que le journaliste ne m'ai-
mait pas. Il racontait que je m'étais
acheté une voiture juste pour pouvoir la
garer devant I'Ermitage. |l a méme dit que
j& mesurais 1,63 métre. Je mesure 1,71
métre.
Un de ces jours, quand j'aurai vraiment
bien fait I’amour et que je serai d’ humeur
appropriée, je lirai tout cela, et ¢anem “ir-
ritera peut-étre pas. »
La littérature sur Miles prolifére & une vi-
tesse incroyable. Depuis notre derniére
rencontre, un nouvel ouvrage a été publié
pstones |, du Canadien Jack
rsity of Toronto Press).
ine somme préviue en
deux volumes, il retrace la vie de Miles
jusqu'en 1960. Toujours résolument
tourné vers [‘avenir, Davis a réagi a
cette information avec un étonnement
feint : « Qu'est-ce que j'ai bien pu
faire il y a aussi longtemps ? » Le
seul livre qu’il accepte de citer,
méme du bout des lévres, c’est le
Miles Davis du trompettiste britanni-
que lan Carr (Quartet Books) : « Ci-
cely I'a un peu lu, et elle a aimé.
Carr était a Londres
quand j'y étais, mais je
n‘avais pas le temps — ni
I'envie d'ailleurs — de lui
parler. »
Comme c'est le cas de-
puis bientdt trente ans, ceux qul font
leur apprentissage dans les groupes
de Davis se lancent ensuite seuls
dans |'aventure. Avec son expérience,
Davis prend plaisir & prévenir ses mu-
siciens des périls qui guettent un lea-
der: « Ce n'est pas facile d’avoir des
types qui travalilant pour vous. Il faut
leur dire ce qu'on veut, sans les blesser
ou les mettre dans |'embarras. Bill Evans
[son saxophoniste] est venu me dire, un
jour, & Paris : « Miles, tu n‘aimes: mema
plus les saxophonistes, n’est-ce pas? »
Je n'ai pas pris la peine de répondre. Mais
quand Bill a fait un concert de son coté et
qu'il lui a fallu dire quelque chose & son
batteur, I'autre s’est énervé et lui a répon-
du: «Si tu n‘aimes pas ma facon de
|ouer. pourquoi ne prends-tu pas quel-
qu‘un d'autre ? » Quand Bill m'a
¢a, je lui ai dit : « Tu vois ? Tu vo
gﬁe ce type t'a dit, c’'est ce que tu m'as

Etant donné les tempéraments complexes

‘et souvent conflictuels des membres de

nombreux groupes de jazz, on peut imagi-
ner combien il doit &tre difficile pour Miles
de mettre en prathue ce qu’il préche —
une situation qui n'est pas facm ‘pat \a
souffrance physique g

réticence de celui-ci a parler aux NW ou j"écris, le groupa de B
ters : « Un de ces jours, je ferai un dis- organise, se prépare a atfronter a nou-

cours. A Paris, un jour, les photographes
et les reporters m’entouraient. Nous dis-
cutions gentiment. Certains m’ont deman-
dé : « Pourquoi avez-vous décidé de nous
parler, & nous ? » Je leur ai répondu :
« Parce que vous m’écoutez... » Par ail-

veau le circuit classiqlie des concerts et
des festivals. Miles Davis, bientdt débarv
rassé de seef: béquilles et de.sa.canne, Vi
encore une fois se lance @W q!
monde, — Leonard;Featt;g,;,. Traduction :
Christfanusauﬁm‘) ——
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Georges Acogny et ses

Guitars On The Move, Benoit Widemann dans [’lle du
Docteur Z, Hervé Bourde
accomplissant sa Destinée, Dominique Cravic et Francis
Varis entre Cordes et Lames,
Philippe Delettrez dans sa Treizieme Lune : c’est
en explorant, face a face,
I’actualité phonographique francaise que nous avons
rencontré ces six musiciens.
A propos ou a partir de leur disque, voici comment

ils se sont racontés.

EJRYSE

JAZZ MAGAZINE A vingt-neuf ans, Georges
Acogny, vous avez déja été associé a plusieurs
grands noms du jazz actuel. Pour votre
d e disque, « Guitars On The Move »,
VoI Larry Coryell, Christian Es-
coudé, Mike Brecker. Comment les avez-vous'
rencontrés ?
'GEORGES ACOGNY Pour Larry Coryell ¢a
remonte A trés loin ! Jimi Hendrix a été mon
premier héros. Une de ces grandes secousses
qui donnent un sens décisif a votre vie — j'a-
vais 14 ans. Sa mort a laissé en moi un grand
vide. Je me suis aussitét tourné vers Larry Co-
ryell, ‘qui m'a fortement impressionné. Ul-
térieurement, lors d'une é:msslon du Grand
- Echiquier, je I'ai rencontré, et nousfmns im-
médiatement 'sympamlsé Je lui ai fait écouter
un morceau que j'avais enre - Spiritual
Dance. ll m'a signalé que ce titre était déja
pris ¢f m’a vraiment encouragé 4 faire un dis-

que. A son départ, il m’a offert un de ses al-

bums. Et je découvris un morcean intitulé...
Spiritual Dance, Plus tard, je l'ai revu aux
Etats-Unis. Il m’a alors présenfé 4 ses amis, Ce
furent mes premiers pas dafis la carriére. 11
m'a obtenu une excellente guitare, ma premu},re
Qvation.

JM Vous aviez dé,la mmomré John Mc
Laughlm

GA I répétau alors ave:: Christian Escoudé,

GEORGES ACOGNY :

GUITARS ON THE MOVE

dont j’étais inséparable. John est un musicien [

msccpuonnel Totalement positif & 'égard des

autres musiciens. Avec lui, la générosité parti-

cipe de la musigque.

JM Le saxophoniste Mike Brecker vous auralt :

lui-méme contacté.. i g

GA Coryell lui i

amis parisiens.. : ! :
assister & un de ses concerts au New Mpmurg

Py suis allé. Je lui ai dit que j’ aimerais bien

qu'il participe un jour a un de mes disques.
Souhait réalisé, 4 New York, pour mon
deuxiéme album. J'y ai enregistré, entre autres.
un morceau que ja.1 articuliérement, une
j'ai habité. Beaucoup de nt

c’est une chgrniére thistoire‘du ji

#J—':__ - Ity
46 ° 2 e

| GAA Dakar, 'a]]ais aux co

JM Vous étes a la fois africain, américain, eu-
ropéen. '
GA Mes parents sont africains et je suis né ¢n
Afrique. J'ai la nationalité francaise. Nous
avons beaucoup voyagé. J'ai passé mon en-
fance aux Etats-Unis, j'v ai eu ma premiére
guitare. Sentimentalement, je me sens afro-
américain.
JM En Afrique, entre 12 et 15 ans, quel
conlact avez-vous eu avec la musique 2
5 et je jouais
dans un orc . J’écourtais tout. Rock,
pop... Rhythm and blues surtout (et bcaucaup
de clnss:que, par mes parems) Maintenant en-
core je me E%mp de tout — j'ai d’ailleurs
joué avec anteur de variétés, Pierre Ba-
chelet, avec plaisir, Nous sommes tous musi-
ciens, halte. I
Jm Apr&s 1 Autriche, ol vous avez
joué avec le guitariste de blues Al Cook, vous
vous installez & Paris...
GA Je joue alors dans des orchestres et en stu-
dio... Maintenant j’ai mon quintette.
JM mmsusez-vous vOs partenaires
“GA Mon choix est musical, certes, mais aussi
affectif... Par exemple, quand j'ai rencontré
Da\rid Wielchewsky, un sax formidable que
nté Mm,ﬁm»k dernier. On a
Joué mmblgm Sunsef, ¢'était terrible.
J s a parfois reproché d'étre musica-
« discret »

acun a sa pla.ce, sa co et doit met-

“tre son empreinte au bon moment. Je le

prouve dans mon dlsquc quand cela sert une
composition, je - m’avance. Avant d’@tre instru-
e, je SUis | musicien. .,

JM Que pensez-vous aujourd’hui de Passocia-

“tion drogue-mustquc %

GA T'ai passé de sombres années de ma vie &
€tre un junky. Depuis deux ans, c'est fini. J'es-
sale de progresser humainement. On joue

s Eire. géfoﬁcé' on est clair. J'aime-
ra:s que %i‘mﬁ un message d’espoir..

JM Le business rebute souvent les ¢ W

Vous, cbté affaires, vous avez pIuth I'ai
foneer. .
GA Les maisons de disques (Su te p. 71.)

'3




Our Fine Feather Friend

l by JENIFER HOOD
" In the lingo of the jazzer the pun is
~ mightier than the sword. To L.A.'s studio
~elite the Times jam critic is Learned
 Father. But every Sunday, 52 Sundaysa
ear, Leonard Feather is the most widely
o read jazz columnist in the world.

- Feather admits that “practicing is more
_ valuable than preaching.”” And confesses
| "W he'd “stodied music more, practiced
| plano and arranging more” he'd rather be
. playing than rating. If experience is the
 § best teacher, however, Feather can con-
- sider himself tenured enough to make the
E r rounds of the club and concert scenes,

i

throwing adjectives around, earning his
keep as the premiere jazz critic.

It began almost 50 years ago when,
. *h like our own Joe Woodard, he sup-
8 plemented his musical career with writ-
3 ing assignments. Still he hoped for great
{ things musically and in 1940, after moving
g | Lo the States from his native England, he

faund himsel! waiting with a bunch of
‘ cats for a chanee to show Count Basie an

arrangement, Feather's choice of material
., was "My Wandering Man” a ballad
. designed for the woman traveling with
Basie's band at the time. Basie loved it
and paid the awestruck Feather $50, a
grand sum by 1940 standards, vet Feather
says “1 would have taken $5, or nothing.
My God, it was just a thrill having some-
one of Basie's stature select my
arrangement.”

Feather speaks with humility of his
numerous musical accomplishments but

as writer and lecturer. It was in 1941-42
he arranged to teach the first course in
the History of Jazz at NY's New School of
Social Research. During this tenure he
invited Louis Armstrong, Benny Carter
and Earl “Fatha” Hines among others to
guest lecture. In 1941, when jazz was just
a youngster, a course such as this was
unheard of.

Feather is one of the few jazz writers
who has written for nearly every major
musie publication as well as several pres-
tigeous general interest magazines.
Besides Jazz Times, Downbeat, Rolling
Stones, and Metronome (which at one
time he co-edited), he has written for
Playboy, Esquire, The Saturday Review
and, of course, the Times. Also of note is
his long association with the “Black
press,” magazines like Sepia, Jel and
Ebony. In fact Feather's first U.S. writing
assignment was with Harlem's NY-
Amsterdam News, a piece on the Black
jaz and entertainment scene in England
which paved the way for his continued
suceess as a journalist.

Itis with the L.A. Times, however, that
Feather has carved his greatest niche.
When Charles Champlin was named the
Times Arts Editor in 1965 Feather saw
his chance. He submitted a piece to Cham-
plin, 2 man who had been following his
career for some time, and after sporadic
assignments found himself the first resi-
dent jazz critic in Los Angeles. Peather
notes the association has been genial and
fruitful since 1966. “They have given me
virtually a free hand over the past 18

|
g s with great pride about his achievements
|

“I look for technique,
feeling, and an
understanding of what's
being interpreted—I
want to be moved. ”’
—Leonard Feather

years. | can write about who [ want, when
| want, just about,” His Sunday column
and 2-3 reviews a week are currently syn-
dicated by the Times to some 350 papers
here and abroad, including the Paris Trib-
une and the news-magazine of the armed
services, Stars and Stripes.

Musically Featherhas composed a few
notable tunes such as “Whisper Not,"
“How Blue Can You Get?,” “Twelve Tone
Blues” (Feather's most successful musi-
cal medium has been the blues) and the
tribute to Charlie Parker, “I Remember
Bird." Aretha Franklin has recorded his
“Evil Man Blues” a tune which the legend-

s(2l &4
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TWO EVENTS MARK ELLINGTON’S BIRTH

Count Basie as well as the Duke), the best r

By LEONARD FEATHER
wo commemorative events over the weekend
marked the 85th anniversary of Duke Ellington’s
birth. One was held in a huge hall with a small

group and no written music; the other was staged in a

smali club with a big band and plenty of Ellington-style

arrangements. Neither cancert included a single Elling-

ton alumnus. Both drew disappointingly small crowds.
On Sunday, the actual birthday, homage was paid to

the Duke in the vast, gymnasium-like expanse of

UCLA's Ackerman Grand Ballroom. Four of the 10

Ferguson and John Heard) have been reviewed here in

the recent past. A second bassist, Ken Filiano, wrote

“Solitary Traveler as a duet for himself and Heard, to

modest effect. ' a8

“Among the various requiems (for Juan Tizol and

were provided by flutist James Newton, whose “Prelu
to a Kiss" ended with Echoplex sounds; Kenny Burrell,
oAl s 3 et PuHCaR S wha, hsuld

. have featured himself more, and George Cables at the

A UCLA student d a
pretentious ¢ :

‘anachronistic, as were the four flutes on mm;ﬁk

never heard the sublime Johnny Hodges original.
Bryant's embarrassing effort as a singer/songwriter,
with lyrics composed of Ellington song titles strung
together, proved only that she should stick to the
trumpet. .

Monday at Carmelo’s, a big band ted by the trumpeter
and television composer John Parker showed how to
keep alive the intricate arrangements .

Parker, who evidently has studied Ellington's writing
intensely, reminisced with eloquence and accuracy
about each of the compositions. To his credit, he dug
deep into Ducal lore, reconstructing or rearranging such
gems as “Skrontch,” “Bast St. Louis Toodle Oo”
{trombone solo by Garnett Brown) and "Mobile Bay,"
with Parker's trumpet in a genuine Rex Stewart mood
and Ben Webster's original tenor solo orchestrated for
the five saxophones. : i

'The orchestra sounded less authentic during the solos,
despite good work by Bobby Bryant, Plas Johnson and.

3uddy Collette. John Phillips’ sereaming mnor--sa:awa: -
almost never wrote for flutes) and the inclusion of two
of Parker’s own themes from “Trapper John." Overat,
however, this band came closer to the U
feeling than anyone else this side of Me

forays\\ntdperformance are no less auspi-

}so \ating with the likes of B.B.

vuig) Armstrong, Eddie “Clean-
' VifreOn, and Billie Holiday.

On the subject of Billie Holiday Feather
becomes animated. He expressed dumb-
founded disbelief when I told him | heard
he didn't like Billie Holiday. Au contraire,
I was told, “..that's outrageous! I would
have thought your father a better refer-
ence than that. Why, [ idolized Billie. We
were very, very close. We toured
together. I arranged for her first and only
European tour. [for his Voice Of America
radio program “Jazz Club U.SA."] We
hung out—she cooked dinner for us. |
mean, just to give you an idea of how
outrageous that rumor is, in fact, my
daughter is her god-child!”

| mentioned I'd also heard he didn’t like
Toots Theileman. Feather again was sur-
prised. “I don't like the harmonica as an
instrument but I think Toots is the pre-
mier¢ harmonica player if you have to
play harmonieca, and a fine guitarist too.”

Feather has been televised, airwaved,
and published for nearly 50 years, in lock
step with the growth of jazz music; from
his early association as student to Lennie
Tristano, to friendships with Holiday,
Charlie Parker, and Louis Armstrong, to
the electronic wizardry of the modern era.
Says Feather , “I fought the battle of
bebop when everyone was against it."
Behop, for those of you not in the know,
was jazz between “swing” and “cool.”
characterized by an implied, playful beat.
Feather gives equal credit to Charlie
Parker and Dizzy Gillespie for the be-bop
movement. “Like those famous mytholog-
ical twins." I offered Romulus and Remus.
“No, even closer than that but that will
do. A lot of people say it was Bird alone
but, for me, Dizzy was right there. And of
course Thelonius Monk was there, but
Monk is not be-bop exactly. He wasin a

{Plim turn to
page 6)
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FROM THE jazz point of view the
sensation of this year’s 26th annual
Grammy awards was the double victory
of Wynton Marsalis, who became the
first artist in the Academy’s history to
win both classical and jazz Grammies. He

rformed the Hummel Concerto from
his classical album and Nozz Moe King
from the jazz LP on the CBS broadcast
of February 28, which ran 3 hours 20
minutes and presented some winners and
many nominees.

Another surprise was the victory of
Canada’s Rob McConnell Big Brass (with
the ALL IN GOOD TIME album), who beat
Basie, Bellson, Gil Evans and Bob
Florence in the ‘Best Big Band Jazz!
category. Phil Woods won for ‘Best Jazz
Instrumental Group' (AT THE
VANGUARD ), Marsalis for ‘Jazz Soloist’
(THINK OF ONE), Manhattan Transfer for
the Why Not track from BODIES AND
SoULS, Ella Fitzgerald (her 12th Grammy)
for THE BEST IS YET TO COME, and Mel
Torme, who never won a Grammy until
last year, did it again with TOP DRAWER,
his LP with George Shearing. Pat
Metheny's TRAVELS won as ‘Best Jazz
Fusion’,

B B King copped another Grammy for
“Best Traditional Blues' (BLUES 'N' JAZZ).
Chaka Khan's Bebop Medley won for
‘Best Vocal Arrangement’, and her album
CHAKA KHAN was ‘Best R&B Vocal'.
Dave Grusin's Summer Sketches from his
L.A. DREAM BAND album was victorious
as ‘Best Instrumental Arrangement’.
Ironically Nelson Riddle won for best
arrangements backing a singer, for Linda
Ronstadt’s WHAT'S NEW, but Ronstadt
herself, though she did appear on the TV
show singing a tune from the album, did
not win a Grammy.

Herbie Hancock’s Rockit was named
‘Best R&B Instrumental’, and he made a
spectacular appearance that some viewers
felt stole the show. George Benson's
Being with You, from the IN YOUR EYES

P, took honors for ‘Best Pop Instrumen-
al’. Orrin Keepnews won a ‘Best Liner

otes’ Grammy for the Bill Evans
INTERPLAY reissue.

After the awards broadcast, aired from
he 6,600-seat Shrine Auditorium in Los
geles, a party took place at the Bilt-

ore Hotel, where thousands of fans
mingled in the many rooms where live
usic was presented by the Bob Florence

e —

band, Sue Raney, Heard Ranier &
Ferguson, the L.A. Jazz Choir and a
classical string group, among others.

B The Olympic Jazz Festival at the John
Anson Ford Theatre in Hollywood,
produced by Tommy Vig, will include
the following, some of whom will appear
in a big orchestra under Vig’s direction,
others with their own groups: Benny
Carter, John Carter, Shelly Manne, Ernie
Watts, Jack Sheldon, Bil Green, Al
Aarons, Elec Bacsik, Louie Bellson,
Charlie Haden, Mundell Lowe, Milcho
Leviev, Jimmy Rowles. There will be
four concerts between August 2 and 5.
B The big Olympic Jazz Marathon at the
Hollywood Bowl, assembled by George
Wein, has added Free Flight to a lineup
that includes the Basie band, Joe Williams,
Wynton Marsalis, Bob James and the
Crusaders, on July 23.

B One of the biggest jazz events of the

spring is the Wichita, Kansas Jazz Festival.

TR -

AMERICAN NEWS - fiom Leonard Feather

This year’s event, set for April 27-29,
will feature Jay McShann, Herb Ellis,

Milt Hinton, Butch Miles and Clark Terry, '

all of whom will not only appear in
concert but give clinics, open to high-
school and college students and to the
public. On the final night Ray Charles,
Jeff Lorber’s Fusion, the David Grisman
Quartet, the vocal jazz group Rare Silk,
Phil Woods’s Quartet and the Navy
Commodores will be presented, along
with the winners of college band and
combo contests.

B Branford Marsalis, Wynton's older
‘brother, will soon have his own LP out.
Personnel includes Mulgrew Miller, Ray
Drummond, Robin Eubanks and a 16-
year-old bassist, Charnette Moffett, son
of Charles Moffett, who, according to the
Marsalis brothers, is ‘the greatest!’ ;
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RECOLLECTIONS OF
A REGAL COUNT

By LEONARD FEATHER

Yhe facile cliche to which 100 many wrilers resort
when we lose someone of Count Basie's stature is

that hisdeath marksthe end of an era,
{1t simply ‘&n't true. The era Bill Basie and his band
| represemted came to an end around 1950. when
orchestral fazz in general began falling apart. Basie, ke
" Woody Herman and a handful of others, was simply a’
gurvivor, ignoring the rock invasion and all the other

' potentially fatal blows.

mmummnmondsemmghand
‘@lmost certainly will cutlive him. Yes, the band will still
play @t the Hollywood Bowl July 23, and yes, Joe
Williams will be singing. At this writing, there has been
1o firm decision as to who will lead the band or who will
Aake Aver the piano chair.
mwmmummm
March 26-27, 1985 Count
ﬁhnﬁhﬁmmmmm All
~ of u% who had been close to the situation knew this was
5% B
! mmmammmm“mnm
. bund'’s Mfe. Tagging along for a few days with Louis
1 Armstrong’s band. | reached Kansas City on a humid
| summer night in 1936,
' After | had caught Satchmo's gig, he said. “Hey,
w let's go lisien to some music. There's a place
ﬂgllodtbeﬁmcluh witha band you gotta hear.”

We repaived to an all-night joint where the pay was
$18 2 week for the sidemen, $21 for the leader (but Basie
earned a little extra as organist on a local radio station),
- To my everlastihg regret, my initial impression was
ruined by the atrocious conditions in the club. The air, if
mm«num&mm knocked you back as

i mﬁ‘hu band, only three of whose members
1 “Mwmnﬂ&w!ﬁmmm {Lester Young
ﬂ”mam“‘alt&?mmmr
were cramped together uncomfortably in a crude band
EMMEM in the London Melody Maker,
3, 1838, | observed that “the band works hard and
mmtmogﬁm
—————

JOLLY KEEPS THEM HAPPY AT ALFONSE'S

Iforise’s, a restaurant in Toluca Lake, instituted a

 music policy last January that has proved

successful and may soon be enlarged.

incumbent group is a trio led by Pete Jolly, a

long active in the Los Angeles studio world'but
o well known for his jazz credits.

* Jolly in his early years wasacknowledgedanmof
' most facile exponents of the Horace Silver school.

ents of Silver and of Bud Powell are still detectable.

welcome because they have not been
ﬂ;u'wrked. His openersmu-day was "While My Lady

ee to be as well known as the same writer's “On

n Dolphin Street.” Here, and again in “Never

ﬂévm- Land" (from “Peter Pan”), Jolly demonstratesa
hamoma ear.

‘then he has expanded his approach, although
.0 ,hu“mpatmh-eeomisnofstandards but some

‘melody by Bronislaw Kaper that ,."

Comu Basie at the P!ayboy Jazz Festival last June.

Fortunately, Jonhn Hammond had heard the band just
a few weeks earlier. More perceptive than I in realizing
the group's full potential, he helped Basie to enlarge the
band, found him a manager, Willard Alexander (who
was still handling him up o the end), and bookings were
arranged for Chicago and New York.

The Chicago date at the Grand Terrace Ballroom was
a fiasco, Basie told me: "They had us playing the ‘Poet
and Peasant’ Overture as our big show namber. The
band just didn't make it; nothing in the show gave us a
real chance L display ourselves properly.”

Jimmy Rushing, who had been working in the Reno
as a single, hecame the band's regular vocalist. When
the sugmented orchestra cul its first record date in New
York, all the qualities that had been obscured in the
funky confines of the Reno came clearly into focus.

Freddie Green, the world's greatest rhythm guitarist,
Joined the band in March, 1937, and was still there when
the final chord rang out in 1984,

Basie in those days was playing two-fisted,
hard-driving, Fats Waller-inspired piano, a far cry from
the elliptical simplicity to which he would strip down in
later years. He had the best and loosest rhythm section
in the world; it didn't just swing, it floated. Jimmy
Rushing brought vocal authority whether he sang the
blues (“Boogle Woogie”) or nonsense songs (“Boo
Hoo"). Lester Young became the most talked-about
tenor sax since Coleman Hawkins, who was then
expatriated in Europe.

3 ——— Thetrue marvel of the Basie mystique lay in its ability

!0 dream up "head arrangements,” those incredible
collections of spontaneously devised riffs and counter-
riffe and solos that made for the most irresistibly
disorganized organization in jazz history.
"One O'Clock Jump” was nothing more than a head
arrangement, a biues that modulated from F to D flat,
“Dickie’s Dream,” “Red Bank Boogie,” “Every Tub,”
“0Out the Window,” “Jive at Five"” (based on a riff by the
trumpéter Sweets Edison) were all heads. So was
“Jumpin’ at the Woodside,” which has special signifi-
eance for me, since it was named after the Harlem hotel

finger-boggling tempos. Nick Martinis, sometimes too
restrained at the drums, put his best sticks forward on
the faster tunes in a needed display of dynamic
contrasts.

To Jolly's advantage is the room’s excellent, well-
tuned grand piano. With its help, his most impressive

It
quality is his super- cmﬁdﬁnttouch.parﬁw!arlyontheh nm‘w,m{dmmmmd‘am urned out to be the

up tunes, In “The Trolley Song” and “Cherokee” all
three members met the demands of the racehorse pace.

The group works at Alfonse’s on Thursdays g
Saturdmﬂmhyoutleasvesmethinslobem
mth;mmmmmmmmam

|| Afro-American music, three of his last four drummers

| setson & good night like that,”

e

where the band often stayed, using its basement
rehearsals.

Basie's kindness was typical of the man. Generous,
gentle, loving, he was-the ideal leader. He could be a
disci phr.u',ar when circumstances called for it, bul his
general awtude was more like that of a sideman,
sharing in the common pleasure of making a very
special brand of jazz. Ellington was the genius-writer,
Lunceford the martinet-leader, but Basie was just plain
Biil. There was never a competitive bone in hisbody. To @
a greal exient, fame was thrust upon him; the
hobnobbing with royalty, the poll victories and honors,
came as surprises, not calenlated cbjectives.

O

The story, widely printed last week, that “Basie went
o a small group after World War IT” was misleading. He
kept the juggernaut together clear through the 1940s,
leading a seven-piece group only briefly in 1950-51,
then re-forming the band with the gzid of straw boss
Marshal Royal, the saxophonist, who stayed with him 20
years,

My mind is flooded with special memories. One, oddly,
i8 of that interim small band, with a supert front line of
Clark Terry on trumpet, Wardell Gray on tenor and
Buddy De Franco on clarinet. “That was an exciting
time," Basie told me. "All the cats had a chance to
stretch out."”

Then there was the banquet celebrating the band's
20th anniversary. Held at the Waldorf, it was attended
by old friends and alumni, with sentimental speech-
making galore. The shortest and most touching was
made by Harvey Basie, the maestro’s father. I remem-
ber the last sentence: “He is my son, with whom I am
well pleased.”

The first time Joe Williams sang with the band at
Birdland was another night to remember. More than any
other contributor, Williams put the band back up in the
top echelon with “Every Day” and all the other blues
hits, There were many replacements after he left in
1961, but to Basie he remained “my No. 1 son,” with
whom there were frequent reunions.

The 1970s brought very special pleasures as the band
played Caribbean cruises almost annually. Listening to
them enjoying their paid vacations abeard the Queen
Elizabeth 2 or the Rotterdam was an experience like
nothing on earth.

The list of men who pasaed through the ranks is too
long to tackle. Think of the tener players alone: Lester
Young, Herschel Evans, Buddy Tate, Don Byas, illincis
Jacquet, Lucky Thompson, Frank Foster, Frank Wess,
Paul Gonsalves, Paul Quinichette, Lockjaw Davis, Eric
Dixon, Billy Mitchell, Budd Johnson, and of and on.
Multiply this by the trumpeters and trombonists and all
the others and you have an ongoing college of jazz
education.

Think, too, of all the precedents: first American band
ever 1o play a royal command performance for the
queen, first big black band to work the Waldorf- Astoria,
and who knows how many other breakthroughs.

Despke all the racism he had to contend with, Basie
always saw beyond color. As early as 1950, his band was
integrated with the likes of De Franco, Georgie Auld,
Serge Chaloff, Paul Cohen and many more. In 1953, the
trombone seetion included Johnny Mandel, ( Ironically,
given the assumption that drums are the pivotal pulse in

were while.) For 30 years, whenever Basie was out sick,
his No. 1 subat the keyboard was Nat Pierce.

My final memory: March 19, the Hollywood Palladi-
um. Two stolen minutes in his dressing room showed a
once-portly figure now gaunt and weak, yet outwardly
cheerful, happy to be baek with his family after a

three-week absence. Yet, the feali W
that we would never mest e

“Ton bad he couldn't have

ne oul the
wanted.” a friend commented gone ol the Way.Jie

the other day, “between

In his hospital bad mﬂoma,:ha: v
mmel}'han smind.&g thought must
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HAMPTON PERFORMS ON USC'S “100TH’

By LEONARD FEATHER

to be congratulated on his encouragement of USC's jazz

program.
‘ want you to know,” said Lionel Hampton, “that °* s " 4 Rak: o 4 s
- %= : . ok e 335 tab inclu sisiana fish fry in the sylvan
I thisis USC's 100th birthday party, not mine.” The $35 tab included a Louisiana fish i SN

True: The celebration Sunday afternoon at the Seiting of the USC Plaza, a relaxed aftermath to an
university's Bovard Auditorium marked the centenary ruberantevening.

of the College of Music. Today, the school is among the
pation's most respected. Prominent in its program isa | | 4 Tiep
four-year curriculum leading to a bachelor of music ; i Gillespie group.
withgmajor in jazz studies. DIZZ, l GILLESPIE During the ?S«minu;.e showh thire dwa’s ;i::c'ialja:;
The SC Five 0'Clock Jazz Band accompanied Hamp- perhaps 10 minutes of straig t-a_ ead, ins
ton, who has become closely involved with USC's jazz | ¢ AT MEMORY LANE trumpet, The entire concept qf letting artistry become
activities; this was, in fact, a subservient to entertainment is unseemly and unneces- !
benefit presentation to aid a sary in a musician of Gillespie’s stature, :
scholarship fund for the By LEONARD FEATHER He will be at Disneyland on May 26 and 27 as partof
School of Music, : . {ts annual Memorial Day jazz weekend. b~
Hampton, scheduled to o reminder should be needed that Dizzy Gilles- Rt
receive an honorary doctor pie has made a vast contribution as an 1n£1ue_nce — o = R =
of music degree at com- on the entire course of jazz. .Given the right
mencement ceremonies setting and the right musicians (such‘gliants as, say, ng
"Tuesday, was in typical form Brown, James Moody and Lalo Sch1ll’r1|n}l. he w1ll_sull p ' - N
as musician and entertainer, | | assert himself and live up to his near-infinite potential. K E N s - E .
which is to say that if you However, his comedic alter ego was present in full : 3
sifted through the various | | force Friday when he came to Marla’s Memory Lane for
; extensions of the blues and a two-night stand. Imagine, if you wxll.. a_proud I
. “Flyin’ Home," the vocals, statement by Ginespi;a1 that l};;‘zz ifh A;nﬁricz; s classical M uy rI n g s u sy
: ntique musie, leading into such agenda as the following: ;
Lionel Hampton ;.:;e;ir ;::E :f}l:;? r::;sec:llar?ea. L The clarinetist, Sayyd Abdul Al-Khabyyr, starte:d = i~
you found some admirable music of the kind that | | “Night in Tunisia” with a long quott’; agor? Ra;"el z 1 th
established Hampton almost half a century ago as the Bolero™; later he played a screaming falsetto Sodﬂ od Im e s ln e u reu
first virtuoso of the vibraphone. baritone sax and pro uce
: i ' - argling vocal noises By KEN ELLIOTT
The band, unlike many college jazz ensembles, g : loi _ ; _
derived much of its strength from the active contribu- through it. The same soloist Somehow with thé month of May with us, we all get
tions of its leader, Thom Mason. He sat in the reed | | played a Bach flute Sonata, our ‘body clocks' synched and set for summer. Hence,
section throughout, played a couple of fine alto solosand | | accompanied by electric bass, a number of notes to acquaint you with a most busy
' : i ¢ " before returning to his.clari- entertainment schedule. Here goes.. . .
took over the Benny Goodman clarinet role in “Avalon. : . ;
Clearly he is also a superior conductor. After two net for Pat'al McCartney's A DIAMOND LIL BENEFIT ... Diamond Lil,

' rehearsal the ensemble cut the charts with “Yesterday.” whose talents have been featured here on the North
days_ b ! in fact, it 1d have been Gillespie? Oh, sure, he was Shore for many years, will be undergoing an eye opera-
prooywan sl out Ratnlasy f1 TG, 16 Wou : there too, singing and playing tion shortly. Since she does not have medical coverage,
interesting to hear them take on some material more . her many friends are holding a benefit for her this com-

i L Mood.” Christy Belicki on the congas and accompany- I y olding it for
challenging than “In the _ ing the clarinetist on piano, ing Thursday at St. Michael's Hall in Lynn. Featured
bombone aai T Soxwe ol guiar A i picking up his trumpet barely will be an all-star revue with stage, screen and tv acts,
several capable soloists. The band's weakest depart- long enough to offer an in- comics, singers, and novelty acts. There'll be hors
ment was the heavy, unswinging percussion section. khps o vhat wa bl eame o d'oeuvres, dancing, and a cash bar, with the proceeds
William Thomson, head of the music department, h e (notably a movement for the event going for the operation. There's a $10
appeared briefly on stage in a tribute to Hampton and s ; . fr?; SI::(;]H i’ “Gillespiana donation. For further info, contact the ticket chairper-
Dizzy Gillespie Suite”) 2 = : son, Gertrude Koplow, at 599-9124,
T e e 5 A o S : = K * :
o The finale was a long “Oo-Pa-Pa-Da” with more A FREEBEE CONCERT AT M.LT.’s Kresge |
scatting than blowing by the leader and the inevitable L. 5 \ditorium Monday night at 9 p.m. for avant garde |
drum solo by the clarinetist’s 25-)’05!_'-?1& mm - big-band buffs with Jazz Coalition prexy Mark Harvey i
Bagsist Steve Bailey, 23, with his shoulder-length blond with his “Aardvark’ band. Featured will be contem- |
hair, looked and at times sounded like a refugee from a porary compositions® for both small and large |
rock band. An upright bass should be mandatory in any ensembles. A most impressive group.
. Al _»_- $ i * * .

AN IMPRESSIVE HONORARY DOCTORATE
PRESENTATION ... for internationally renowned
music crific, Grammy Award winner, and jazz author-
M. ity Leonard Feather at

. Berklee College of Musie’s
¢ 19 ommencement

~ Ceremonies on May 19.
+ Feather has chronicled
+ just ‘about everyone dur-
_ ing his career and involye-
- ment with the music
* business, In addition, he's
.~ - also a pianist and has per-,
.- formed with the likes of

=G T

| QT

MAY 5 1984

NEW ENGLAND NEWSCLIP

%
1
l
£
|
{
i

+ . such legends as Louis
DAILY EVENING ITEM A A - Armstrong. His daughter,
LYNN, MA 5 U \ Lorraine, is also a per-
D. 32,500

i forn;er and has an album

out in the stores. In addi-
tion to Feather, Oscar
Peterson, the Canadian-
Leonard Feather born keyboard giant will

also recei
Degree of Doctor of Music. Seeve.an Horof

SR Feather, by the i
serve as the Principal Speaker at the co;'imen::;}e;m
* * 4 .
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JAZZ ALBUM BRIEFS

By LEONARD FEATHER

“YOU'RE LOOKIN™ AT ME." Carmen McRae. Con-
cord Jazz 235. A fine idea to select tunes associated with
her friend Nat (King) Cole, but why include “The Frim
Fram Sauce” and “Errand Boy for Rhythm,” which
were idiotic 40 years ago? And why that uninspired jam
session (complete with scatting) on “Just You, Just
Me?" McRae is at her warmest in Bobby Troup's
affecting title song, on “Sweet Lorraine” (on which she
eopies Nat almost note for note) and a couple of other
ballads. Her regular irio (Marshall Otwell on piano) is
augmented by Cole's old guitarist, John Collins. A

3%%-star product by a 5-star artist.

a

“NO QUESTION ABOUT IT." Kent Jordan. Columbia
F( 39825, A mind is a terrible thing to waste. Jordan, 25,
son of a New Orleans music professor and a close
Associate of the Marsalis family, has followed a path
directly opposite of that pursued by Wynton and
Branford. Doubling and over-dubbing on flute, alto flute
‘and piecalo, decked out with inmocuous tunes and

 JAZZ ALBUM BRIEFS
| Continzed from 96tk Puge

content is implicit. Even Abe Most (clarinet, alto, flute)
can’t save thisone. 1 star.

o

“DOUBLE, DOUBLE YOQU." Kenny Wheeler, ECM
25000. The Canadian trumpeter composed six works for
this International group, which includes the English
bassist Dave Holland along with Mike Brecker on tenor,
Jack DeJohnette on drums and an intriguing, impres-
slonistic pianist, John Taylor. “Ma Bel” is a trumpet -pi-
ano duo cul. Elsewhere, Wheeler displays his bold,
mangy style in pieces that are variously abstract,
fast-cooking and unclassifiable, Holland's solos are

k¢

e o S = pp—

Carmen McRae pays friendly tribute to old friend
Nat (King) Cole on “Yow're Lookin’ at Me”

correct arrangements, he has only one very brief track
(Alvin Batiste’'s “Genesis”) that offers a fleeting
glimpse of who and what he might become. For the rest,
it’s education without inspiration. Where's the fire?
Where's the freedom? The notes suggest that Jordan
has synthesized jazz and European classical traditions,
but what we hear is the least of both worlds, 1 star,

a

“BRANFORD MARSALIS.” Columbia 38951, Though
he is a product of the same New Orleans background as
Jordan, Marsalis, like Wynton, has opted for creativity,
originality and allegiance to jazz. Backed by small
groups, with the estimable pianist Mulgrew Miller on
three cuts, he reconfirms what his sideman sessions

| revealed: He is one of the bright new thinkers on tenor

and soprano saxophones. The most successful culs are

Miller's “No Sidestepping.” with 4 tenor solo that blends
passion and logic and Kenny Kirkland's pensive
“Parable.” Bul the most talked-about piece will be
Charles Mingus’ **Scenes in the City."” in which both the
poetry and the actual sound of narrator Wendell
Pierce’s voice recall Langston Hughes. Branford, 23,
may well have a future as bright as his brother’s. 4 stars.

a

“NEW YORK SECOND LINE.,” Terrence Blan-
chard-Donald Harrison. George Wein Collection 3002.
(Distributed by Concord Jazz.) Like Jordan and the
Marsalises, trumpeter Blanchard, 21, and alto saxophon-
ist Harrison, 23, are products of the New Orleans Center
for the Creative Arts (ie., former students of Ellis
Marsalis). With Mulgrew Miller again on piano, the
big-toned Lonnie Plaxico, 22, on bass, this is really the
current Art Blakey Quintet with Marvin Smith replac-
ing Blakey. As Miles Davis has said, Blanchard is a
formidable contender. Six of the tunes were home-
brewed by members of the group; the one standard is a
rather conventional “I Can't Get Started” by Harrison.
But it is clear that these are young lions not about to be
sidetracked by funk or fusion, veltage or volume, With
LPs such as this, and others by the Marsalis brothers,
the phrase New Orleans jo=z is taking on a whole new
meaning. 3}z stars.

O

“MUSICA DEL MAR." Peter Sprague. Concord Jazz
237. The guitarist/composer from San Diego forms an
effective partnership with pianist George Cables. Spra-
gue' switches to solo acoustic guitar briefly on “You
Stepped Out of a Dream,” segueing into “Chick’s Tune”
(Corea), with Cables, bassist Bob Magnusson and
drummer Eddie Moore meshing comfortably. Another
old medley leads from Bach’s “Invention in D” to
Sprague’s “Chanting With Charles.” The cheerful
Calypso-tinged title tune sets the tone for this carefully
crafted, no-risk-taking set. 3 stars.

O

“REJOICING.” Pat Metheny with Charlie Haden,
Billy Higgins. ECM 25006. Here are three superior
musicians in search of a direction. Heads you win; tails

you lose. The A side is more or less straight trio jazz on

old Ornette Coleman tunes, though Haden's simple
“Blues for Pat” comes off best. The B side gets into
over-dubs, production devices; everything from brass
effects to eerie cathedral sounds. At times during “The
Calling” you begin to wonder whether Weather Report
wandered into the studio. This may sell a trillion, but
artistically, the Janus-faced effort just doesn’t work out.
Haden and Higgins, however, perform impeccably. 214
stars. :
El 1
“JUST IN TIME."” Estelle Reiner. I'TI JL 008. There is
a nagging tendency to think subjectively: “Not bad for a

lady who last sang professionally as a teen-ager, 40

years ago.” But what would be the blindfolded, objective:
reaction? Well, not all that bad. Singing a dozen
standards and Dave Frishberg's “A Little Taste,” !

Reiner displays jazz influences (aided by pianist Tom *

Garvin's trio), phrases well, but is just a hair ghy of
professionalism, especially in the intonation department
(Why didn't they try for another take on “Time After
Time?"), 3 stars, f

0

“POSITIVELY VOLUME VIL” Blossom Dearie, Daf-
fodil BMD 107. Dearie's wafer-thin sound and intimate
charm have plenty of help: Jack Segal's literate Iyrics to
five of her songs; Phil Woods’ aito sax on four cuts;
Grady Tate sharing the vocals on two, and M&e Renzi
splitting keyboard duties with her. But the bottom line is
the sensitivily and intelligence of her approach to
classic-pop singing. Bob Dorough's words to Charlie
Parker's “Yardbird Suite” should not have been
Substituted for Parker’s own. Otherwise, no complaints.
(Daffodil Records, East Durham, N.Y. 12423.) 414 stars.

5]

. “L.A.'84." Frank Marocco Trio. Neofonic NLP-108.
hat is it about jazz accordion that's so often
dfsconcmmm problem aside, the fast tunes,
overloaded with be-bop cliches, fail to swing or
generate any sense of original thought. Marocco is

betier served when, as in A Time for Love,” no jazz
i l-s.:ut.",!:ungmg;;: il r.to Page 97
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| OLYMPIC FESTIVAL
TOSTRESSPURE ART

Bv LEONARD FEATHER

fall the art forms that will be represented during
the Olympics, none has a more powerful interna-

tional appeal, and none is more quintessentially
American, than jazz. Yet present plans call for only two
major events celebrating our native-bred music.

One, billed as the Great Olympic Jazz Marathon, will
be staged July 23 at the Hollywood Bowl, with a mixture
of straight jazz, swing and fusion. Full details will be
discussed separately in an interview with George Wein,
who is producing the six-hour show.

Across the freeway from the Hollywood Bowl is the
much smaller (1,200 seats) John Anson Ford Theatre,
still better know to many as the Pilgrimage. Here,
Tommy Vig (who, contrary to erroneous early reports,
will be the sole producer) will function as impresario,
composer, band leader and vibraphonist in a four-day
affair, the Olympic Jazz Festival,

The Ford shows will have a somewhat international
flavor. Vig is a Hungarian; his cast will include artists
from Japan, Germany, Bulgaria and Canada, as well asa
Korean (Vig's wife).

It came as a surprise to many observers that this
judapest-born, Encino-based free-lance studio musi-

jan landed the coveted assignment of putting these
hows together. The accomplishment can be ascribed
2ainiy to his long-term persistence. An aggressive man
rithout a trace of diffidence, he presented a festival
oncept to Olympic Arts Festival Director Robert J.
Fitzpatrick as far back as 1981.

The son of a prominent Hungarian saxophonist, Vig
toured Europe as a boy-prodigy drummer at the age of 7
n 1945, later studying at Bartok Conservatory. Forced

9 flee his homeland during the 1956 uprising, he
entually settled in New York, resuming his education

Tommy Vig's vibes: “The merchanis of music
have misused the word ‘jazZ’ for so long that it has
lost much of its true meaning. The Olympic
Festival will attempt to redefine the word.”

at Juilliard and playing with everyone from Meyer
Davis to Bill Evans. During the 1960s, he worked the
Las Vegas grist mills, taking time out whenever he had
the chance to compose orchestral jazz works and
present concerts at Caesars Palace in that jazz-resistant
town. While in Vegas he married a member of one of the
city’s most popular acts, the Kim Sisters.

Came a second flight—this time from Slot City—and
in 1969 the Vigs settled in the Los Angeles area, where
he divided his time between jazz (on drums or vibes
with Don Ellis, Terry Gibbs, Milcho Leviev and Joe Pass

5 /lo — DN DL A b e
Jazz Voices by Kitty Grime (Q\.tarte't: 5_24.96:
illustrated). This curious anthology compnsest;;.r:;;
merable one-paragraph (sometimes one-sentenc
quotations by or about singers. Some are amusing
anecdotes or shrewd observations, A full chapter is
devoted to fascinating quotes about Billie Holiday.
On the other hand, there are many rema;ks of
staggering triviality (“There’s all kinds of singers,
the ‘s for sure”—Chet Baker), too much gossip and
not enough that adds anything to our store of
knowledge about the art of jazz singing. The quotes
by or about the late Ann Richards are in dubious
taste. Written in England, the book includes a
number of British singers who are unknown here.
The price for 180 pages of these odds and ends is
unconscionable,
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—LEONARD FEATHER
B

among others) and commercial studioc work. He has
scored a few films, mixing classical and jazz elements.

Perhaps because of the boring experience he has
undergone in the studios, Vig says he is determined to
present a festival of authentic jazz.

“No fusion,” he insists. “No jazz-rock. Just real
| jazz—music that comes from the soul.”

This was the thrust of a conversation in which Vig,
detailing the four programs he has lined up (evening
shows Aug. 2, 3 and 4, matinee Aug. 5), referred
insistently to their purity and freedom from the taint of
commercialism. He could have added that this is more
easily accomplished in a 1,200-seater than in the

Ford festival will be devoted. -
| “T want to reestablish the distinction,” Vig said,
“between music that is created to make money and
~music that is created to make music. -
| “There is a prevalent attitude in the music industry’
.that nothing is important unless it sells in gre

S ————

vastness of the Hollywood Bowl, where it becomes
essential to include artists with massive drawing power,
not all of whom play the unhyphenated jazz to which the

worthy of recording and big presentations and awards.

“After all, what did Charlie Parker or Bela Bartok
have in common with Boy George? They are not even
opposites; that sort of negative association would be
degrading to actual musicians, As far as I'm concerned,
Lawrence Welk and the Rolling Stones are the same:
they both represent commercial pop music—primitive,
unimaginative entertainment created to please great
masses of people. They have absolntely nothing in
common with art musie, be it Alban Berg, Vivaldi, Milt
Jackson or Art Tatum.

“The merchants of music have misused the word jaz=
for so long that it has lost much of its true meaning. The
Olympic Festival will attempt to redefine the word and
give it back its old significance.

““We hope to draw a parallel between jazz and sports.
It takes a great deal of talent, practice and dedication to
excel in either field: moreover, both music and sports are
instantaneously international. A French jazzman can
join a Japanese group immediately, without having to
speak a single word in any lahguage.

“Jazz has been the .greatest ambassador for the
United States; the Olympic Organizing Committee
recognizes the importance or presenting it authentically
as America’s true indigenous art form."”

These are not exactly statements of great originality;
however, a glance at the schedule indicates that the
lofty pretensions may be borne out.

Vig has assembled an orchestra that will serve as a
house band performing various new works, cf which
five are his own (one is a song with lyrics by Sue
Raney), Others, commissioned for the occasion, are by
the legendary saxophonist Benny Carter, who will play
his latest original, “You Win Some, You Lose Some”;
Allyn Ferguson, who will conduct his “Pentavalence”;
Gerald Wilson, now preparing “The Flaming Torch™;
Milcho Leviev, who will be at the piano for his new
piece, “The Golden Fleece”; and Albert Mangelsdorff,
the phenomenal German trombonist, whose “Trombo-
Iympic Suite” will be dedjcated to Stan Kenton. Bill
Holman's new composition, topically titled like the rest,
will be “The Five Rings.”

The avant-garde, often under-represented at big
Southland jazz concerts, will have its day, or perhaps its
four days (see listings below for Charlie Haden, James
Newton, John Carter and Albert Mangelsdorff). At the
end of each concert, the band and several guest soloists
will join forces for a sort of orchestral jam. Chuck Niles
of KKGO-FM will be the master of ceremonies.

“It’s almost sold-out already,” Vig claimed. “Of a
possible 4,800 seats for the four nights, 4,000 are gone.”

One problem remains: Even with five complete
sellouts, the gross will be about $100,000, certainly less
than the cost of all these musicians and commissioned
works. One can only hope that the the Los Angeles
Olympie Organizing Committee will come up with
sufficient funds for adequate rehearsals, and that
visitors from overseas will be treated to an accurate,
exciting cross section of the American jazz scene. On

paper, it looks well planned and diversified; on stage,
careful preparation will be essential if the results are to
achieve the producer’s ambitious objectives.

Even assuming the best, it is still inescapably clear, as
one looks through the enormous schedule of events in
all the other areas—dance, classical, film, theater—that

jazz, American’s eternal Cinderella of the arts, once
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JAZZ
BRANFORD: THE
OTHER BROTHER

By LEONARD FEATHER

dttle by litlle, the name Marsolis is beeom!n,g less
mlmslvely associated with that of the trumpeter
4 whase comet has shot across the jazz horizon in
the past two years. Now Wynton's brother, tenor
1 saxophonist Branford Marsalis, gaining ground rapidly
in associations and accomplishments, is the second most
celebrated of the six Marsalis brathers.
His first album as a leader, newly on the market
e  the City,” Columbia 38951), follows others
: heard with Wynton's combo, and one that
r Wynton, Branford and their pianist
’ Branford also will be featured on
" !&Ml&h
m Bm!fmd isa Mmm with strong
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iuﬂumﬁal of all, “If it
for my mother and father, I'd have been just
uﬂhcrmﬁchm.lt'smunmnl ta have

Tenor savophonist .anft;rd Marm_ﬁs, Wynion's
brother, has his own LP, “Scenes in the City.”

two parents who will force you to make a commitment
to excellence in whatever you're going to do. They both
told me: "We don't care what you decide to do; just give
it your best shot." ”

In 1973 the family moved from the suburbs to the city
of New Orleans. Two years later, at 15, Branford
acquired an alto saxophone. His previous instruments
had been piano, and clarinet, which he played in the
school band.

After several years in integrated schools, Branford
left home in 1978 to go to Southern University in Baton
Rouge. “There,” he said, “1 found myself, I really
learned to love myself and my people.”

During his high school years his idols had been alto
players Charlie Parker and Cannonball Adderley; later
he switched to tenor and found role models in records by
Sonny Rollins, John Cpltrane and Joe Henderson.

“In high school I played in funk bands and wanted to
be a media superstar,” he recalled. “But the more I,
pncucedanﬂlistmed.themorelgmmtojamlmehzed
how much more of a challenge it is to do what Bird did
than what Chuck Berry did."”

Asked to clarify this odd comparison, he elaborated:
“I'm not trying to downplay what he did for the rock and
rollers, but he didn't revolutionize anything; he was just
the first guy to receive acclaim for playing the same
R & B that Blind Lemon Jefferson was doing in Texas 30
years earlier. . . . On the other hand, Charlie Parker
not only revoluu'onized a style of music, but a total
technical concept for an instrument.”

Branford Marsalis’ next social move found him at the
Berklee College of Music, He was pleased to find that his

harmony teacher was heavily into Duke Ellington, but

felt that too much stress was placed on technique, “The
writing classes enable you to write charts that sound
like Duke's, but what you never get into is the gist of
why he composed the wav he did.”

: ﬂumm

During the summer vacation at Berklee, Branford
took an offer to go on the road with Art Blakey. At that
point Blakey had an enlarged band with two trumpeters,
the Soviet jazzman Valeri Pomanarev and Wynton
Marsalis. “On that job I played baritone sax, for the first

and last time. What a cacophonous band that was! But I |

s

learned a lot about life on the road.”

Aside from a short-lived gig with Lionel Hampton, his
next job, after returning to Berklee for the spring
semester, was a three-month tour with trumpeter Clark
Terry's band. “Playing with Clark was a thrill, but the
band was composed of college students, and even Clark
said he was surprised at the poor musicianship at some
of these big music schools. All they learn is how to play
soft, or loud, or fast, and the hell with musicality. . . .

“I would never try to start a big band, because you
can’t find 18 musicians, black or white, playing together
with that certain reckless abandon, without all of that
school-taught education getting in the way.”

8]

After the Terry job ended, Branford underwent his
most depressing social change, moving to New York.
“T've always hated that city and what it represents—the
winner syndrome. . . . You're in as long as you're in,
and that's all.”

Lonely, discouraged and out of work, Branford was
about to go home to New Orleans when two offers came
in, both from drummers: Elvin Jones and Blakey. “Even

l though the gig with Elvin paid better, I decided to go
with Bu (Blakey) because | knew Wynton was w:th him
| and I really wanted to play with Wynton again.”

[ By now he had settled on tenor sax as his main
instrument, with soprano as a double. He resents critics’
remarking that he sounds like Wayne Shorter. “Isthata
cardinal sin? 1 mean, just name me five other guys who
can! Sure, 1 admit Wayne was my guru at one time, but
I'm not interested in achieving a distinctive sound. That
will take care of itself. Besides, a lot of musicians with

* CONCERTREVIEWS

FROM PEGGY LEE, A MESSAGE OF LESS IS MORE

1
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By LEONARD FEATHER

ometimes, the day after returning home from a
cruise, you have the feeling that the earth is
mving gently under you, Less than five minutes
into her concert Tuesday at the Westwood Playhouse,
Peggy Lee had the whole room rocking in the same way

~ with*I Love Being Here With You.”

It was immediately clear that all the elements had

falmm?!m'me theater is just small enough to

sh a rapport, even with fans in the
: emwnsideah:,ustajazz -ori-

: ‘l’ateondrmﬁermwial

pianist Mike Renzi
qualhy standards. arnong:

helped establish her seemingly effortless, less-is-more
message. '
There were no big Broadway endings. Only once,
dmngtbebndseat‘*lﬁotn Bad,” did she reach a rare
fortissimo. More typical were the exquisite Kern-Ham-
merstein  “Folks Who Live on the Hill” Michel
Legrand's "Watch What Happens” and a song in
_;mm by aapoimnexplanmonof the Lyries..
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personal sounds are still n
suustance.”

Since the brothers formed their own group late in
1981 they have worked together elmost continuousiy,
though the call from Miles Davis was, he grants,
“fattering as hell” He and Wynton discussed the
pussibility of Branford's accepting a concert tour offer
from Davis, but Branford stid he decided he couldn't
work with his brother and Davis on an “in-and-out
basis."”

Branford disagreed with his brother's negative
feelings about the direction Davis has taken in recent
years, “The band he has now is better than any he has
ever had—no, let me correct that: better than any he
has had in this idiom.”

pleving anything of

O

Though his appearance with Wynton's group on the
Grammy awards telecast last February was a priceless

opportunity for mass exposure; Branford's evaluation of
the ceremony was graphically negative.

“I'm glad Wynton won; his material was great. But, l
anybody in the business who sends in $45 can be in.’

NARAS, so you get a bunch of people voting on music;
they don’t know anything about. How could I vote on
country and western?"

Branford Marsalis has achieved more respect world-
wide in the past two years than many of his well-known
contemporaries could rack up in a lifetime. His tour last
gummer with Wynton and Herbie Hancock’s VSOP 11,
around the same time as the issue of his first LP with
Wynton's regular group, reinforced a suspicion many of
us had held since his first name-group appearances: He
is not merely “the other brother,” but a serious,
dedicated and gifted artist regardless of his celebrated
last name.

Who knows, it may not be too long before he becomes

the embarrassed recipient of a Grammy of hisown. O

CLOSE ENOUGH FOR JAZZ
By Mike Zwerin. 239 pp. £9.95.
Quartet, 27 Goodge Street, London W1,

Reviewed by Leonard Feather

IKE ZWERIN digs bisocials. He enjoyed the
M company of Larry Rivers, who before he
became a celebrated painter plaved saxophone with
several big name bands. He can relate to Woody
Allen, who played New Orleans clarinet in a jaz
lub one night a week. He knows where the King of
Siam fs coming from: the monarch who played jazz
suxophone and once told a visiting American musi-
cian who had jammed with him that if he ever lost
his kingdom he'd like to dnve a New York taxi
during the day and blow his horn at night.

Mike Zwerin understands such people because he
himself is not merely a bi- but a trisocial. President
of a steel company (he took it over from his father);
jazz critic for numerous magazines, and, since 1977,
for the Intemational Herald Tribune; musician, still
active as @ trombonist and bass trumpeter. Except
for the 10 vears in steel, which bored him almost to
death, he has enjoyed every moment of his gig-
hopping career.

This joie de vivre, coupled with & ¥niting style
that is perceptive, brosdminded and mercifully long
on humor (a commodity too rarely found in books
gbout jazz), is part of the success of “Close Enough
for Jazz.” No less valuable is Zwerin's track record

BOOKS

of experiences in music. He has had the good
fortune to be in most of the right places at the right
Limes.

Only once did he miss out on an opportunity that
could have changed his life. At 19, he played two
weeks in New York with a Miles Davis band that
would later become renowned for symbolizing “the
birth of the cool.” But he went back to college; a few
months later Davis recorded the historic band with
£aother trombonist. Zwerin notes ruefully that he
tus “became a footnote to jazz history.”

Nevertheless, along the way, he has just abou
dpe it all, and documented meost of it. The early,
nare directly autobiographical chapters are among
ti2 best, He brings to poignant life his tour with the
¢ thestra of Claude Thornhull when that brilliant,
| «oze-plagued artist was on his last legs, He takes us
¢ the road with the manic men of Maynard Fergu-
5¢1's orchestra with their sick humor and practical
jogs.

the U.S. State Department knew what it was
dchg when Zwerin was sent along as one of two
tos#n whites in the small band led by Earl (Fatha)
Higs that toured the Soviet Union in 1966. A
troabonist and a reporter for the price of one. It
wishere that Zwerin paused to analyze his identity:

My race, my tribe: jazz musiians. Like the

DENNIS THE MENACE 5}”’9}8“5

Solution to Last Week’s Puzzle
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Welsh in Britain, the Bretons in France and Ameri-
can Mohawks, we have been aSsimilated. The assi-
miliation went both ways. Time magazine picked up
our language, advertising executives began using
our drugs. On the other hand we began to be career-
motivated, we wanted shiny machines like anyone
else. We began to compromise to get them. But [ still
have more in common with a Russian jazz musician
than with an American banker. Politics were easy to
avoid; Fatha did not have to enforce his policy."
(Hines had told his men: “We are here 1o entertain,
to make people happy.”)

Zwerin dwells a little too often and too self-
consciously on his Jjewishness. He is more at ease,
and far more interesting, examining his internation-
al travels (he has lived in Paris for 13 years but has
touched down just about everywhere), He is cynical
and realistic about the Janus faces of racism. “The
French basically do not believe white people (except
French white people) can play jazz. I once over-
heard two Frenchmen discuss a concert one of them
had attended. *“Who was on piano?' ‘Sais pas. Un
blanc." The name doesn’t matter, the color was
wrong. Case dismissed.”

The golden age of expatriatism is over, he senses.
American jazzmen are no longer welcomed by Euro-
peans. “We are considered carpetbaggers rather
than evangelists, Inflation has crippled our lifestyle
and the competition has become both tougher and
less friendly. The level of musicianship has im-
proved to the point where many Europeans are now
world-class. They resent the heavy flow of one-way
traffic from America.” Yet Zwerin feels that exiles
in his situation have much in common with the
French jazzmen: like them, he is taken for granted
now in France and is unknown in the States.

Still, the work keeps coming: a tour with a French
rock band, a sympmtic interview with the pathet-
ic, drug-ravaged Chet Baker; a weird attempt to
converse with Sun Ra, he of the Intergalactic Myth-
Science Arkestra (si¢, sic, sic). As long as there is a
trombone or a typewriter around. Mike Zwerin will
be happy with ﬁ? e, while pleasing listeners and

readers alike. “Close Enough for Jazz,” a scattershot
book about a scatiershot life, makes you wish you
were the author's closest friend.

Leonard Feather is on the staff of the Los Angeles
Times. He wrote this review for the International

Howie Kurhan on percussion and vibes.)

The encouragemcnt of audience sing-alongs struck lived for so many ymﬂwmmmmm
me as unnecessary, particularly in “Is That All 'I‘here with the right repertoir
18" —a vocal solo vehicle for which Peggy Lee is -

entirely seli-sufficient,

0Of course, she talked—reminiscences that sometimes
rambled a little too long, about everything from Lanfio_n
1o Japan to her potassium intake. Still, it was done ina

casual spirit that drew its quota of laughs.

After “T'll Be Seeing You," the standing ovation was
long and strong enough to bring her bafk for fou!r
encores, among them truncated versions of “Why Dotr:lt
You Do Right” and “Manana,” and the memorable
Arthur Hamilton “Sing a Rainbow'" from her Oscar-
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JOSE AURELIO BARRERA

DISNEYLAND JAZZ

Continued from Page 1

Wess and Scott Robinson. Wess, the veteran ex-Basie
alto saxophonist, led the reed section admirably and was
well showecased in a brand-new work, “Fading Beauty.”
Robinson, who has been playing drums with adult
professionals for the last seven years in Kansas City, is
now 17 and a phenomenally powerful assel to the
rhythm section,

At Temorrowland Terrace, Dizzy Gillespie led the
same quartel reviewed here two weeks ago. Alternating
with him was Pieces of a Dream, a quartet carefully
designed for those who want their psendo-jazz innocu-
ous and danceable. Elsewhere, Chick Corea was in a

= Beod jazz groove, heading a rhythm section that
included Peter Sprague, one of the emergent great
Buitarists, And Joe Williams was in Jjubilant form,
ricocheting from blues to ballads, with sympathetic
accompaniment by pianist Gerald Wiggins' trio and 4
saxophonist Jerome Richardson,

The most adventurous group booked, Shadowfax, was
not heard during the evening shows, and a scheduling
foul-up made it impossibie 1o hear all but a few blasts of
Maynard Ferguson’s band, The stratospheric trumpe-
ter's set was held up by a fireworks show.

, al

I‘im Ah(vodxi claps hands as husband, Lew Tabackin, plays tenor sazophone,

| TABACKINS TEST N.Y. TOUCH AT
. DISNEYLAND'’S ‘ALL THAT JAZZ’

SWAP:
ATHOLLYWOOD BOWL /1818y

BLUES SINGERS TAKE HONORS

AT ek g el Ly
et

. By LEONARD PEATHER

Il roads lead to Anaheim every

A Memarial Day weekend for jazz fans,

thanks to the annual “Disneyland

and All That Jase" seriés. And, sure enough,

the park was alive Saturday and Sunday

with a generally well-balanced mixture of
sounds.

While most of the seven attractions were

quite familiar on the Southland jazz scene,

there was something new: the first local

performance of the New York-hased band
led by Woshiko Akiyoshi and husband, Lew

iple’s original orchestra, formed in
tes in 1973, went on to achieve

P T p————— ——

-

8, Akiyoshi became the

first woman and first Asian ever to he
declared by polls as the jazz world's fore-
Most composer and arranger, and "Tabackin
rose to No. 1in the flute voting.

Soon 4fter moving back East in 1982,
however, the Tabackins dishanded. The
ensemble they now direct inevitably invites
comparisons, though the most vitally per-
sonal elements remain unchangod. Akiyoshi
still writes all the music and Tabackin is the
same virile tenor saxophonist and totally
accomplished flutist whose solos lent the old
band most of its improvisational strength;

The new orchestra generally, does justice
to the music, though perhaps wilh a tad less
warmth and cohesion than its predecessor.
It boasts two exceptional talents in Frank

Please se¢ DISNEYLAND, Pugil
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AT PLAYBOY JAZZ FESTVAL

By LEONARD FEATHER

ummer breezes and the peren-
nial friendly ambiance in the
crowd ensured the right
working and listening conditions as
the sixth annual Playboy Jazz Fles-
tival began its eight-hour sprint
Saturday at the Hollywood Bowl.
There was no hysteria, no manic
reaction such as greeted Weather
Report when it closed the show
with “Birdland™ in 1981. If any one
idiom can be said to have walked off
with the honors, it was the blues.

. Linda Hopkins earned the first
. slanding ovation by daylight, and B.

B. King was her counterpart after
dark. ‘
In her first Playboy appearance,
Hopkins reaffirmed what has been
common knowledge for years: that
she is the quintessence of a third

blues reinearnation, just as B.B.
King and Joé Williams were in
preceding deeades. Opening her set
in a whité g0Wn, which she later

- removed to reveal a slinky black

leotard and black stockings, Hop-

. kins stayed mainly with the bas-

ics—Bessie Smith's “Gimme a Pig-
foot,” and a commanding gospel
blues; she even turnéd her request
for & beer into a blues. (It was
promptly granted by emcee Bill
Cosby, battle in hand,)

King and his faithful guitar Lu-
cille similarly harked back to the by
now almost legendary material that
has been in his repertoire for dec-
ades. Some of his most emotional
playing and singing arrived late in
the set in the form of a slow,

Please see BLUES, Page 5
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DENNIS KEELEY

AMERICAN NEWS - fom Leorard Feather

THE TWENTY-FIFTH anniversary of the
Duke Ellington Society in New York was
marked by a series of concerts at Sweet
Basil in Greenwich Village. On April 1
Toshiko Akiyoshiand Lew Tabackin
joined forces with Britt Woodman and
Norris Turney in an Ellington-Strayhorn
tribute. Set for the four following Sundays
were salutes to Ellington reeds, with
Turney, Harold Ashby and Joe Temperly;
Ellington vocalists, with Betty Roché,
Joya Sherrill, Anita Moore and Sathima
Bea Benjamin; an ‘Ode to Ellington &
Strayhorn’ with Abdullah Ibrahim, Carlos
Ward, Ricky Ford, Charles Davis, Dick
Griffin, Cecil McBee and Ben Riley; and
finally, on Duke’s birthday, April 29, a
celebration with Wild Bill Davis, Barry
Lee Hall, Skippy Williams and other past
and present Ellingtonians.
B Mercer Ellington’s three-part suite
Music Is My Mistress was premiered by
his orchestra on April 15 at Pace Univcrs—
ity in New York.
W Sonny Rollins has comp!e;cd a new LP;
taped in San Francisco with Clifton)
Anderson (trombone), Mark Soskin (plano),
Russell Blake (bass) and Tommy Campbell’
(drums).
B Composer/pianist Anthony Davis has
received a large grant from the'National » *
Endowment for the Arts to complete work
on his opera, tentatively titled X, based
on the life of Malcolm X. Performance
workshops have been set for several cities
this summer and a full-scale production
will be presented in N ‘ork in the
spring of 1985. Mea Davis is at work
on several other projectsiOn April 7 he
and his ensemble Episteme performed at
Carnegie Recital Hall. On June 8 he will
play one of his earlier works, Still Waters,
with the New York Philharmonic and
guest soloists James Newton (flute) and
Abdul Wadud (cello).
M Palo Alto Records has launched its new
subsidiary label TBA Records, which will
be geared mainly to black contemporary
funk music instead of jazz. The first
release features saxophonist George
Howard, who had a hit on Palo Alto last
year. This will be followed by Victor
Feldman’s Generation Band and an album
by singer Dianne Reeves.
B Blues veteran Johnny Otis will be a
headliner at this year’s Monterey Jazz
Festival, for the first time since 1970.
Otis, who for some years has been a

b o

preacher with his own Los Angeles church,
still works in music occasionally. His cast
at Monterey will include Big Joe Turner,
Big Jay McNeely and Etta James.

B Another famous Otis alumna, Esther
Phillips, has been released from a hospirtal
in Washington DC, where she was report-
edly treated for a liver complaint. She
has resumed work in Los Angeles clubs.
B Louie Bellson, Milt Hinton and Remo
Palmieri are members of a small combo
accompanying Bellson's wife Pearl Bailey
on a tour of the Soviet Union. They are
playing mainly for invited audiences at
such places as the US Ambassador's
residence in Moscow and the consul-
general’s home in Leningrad.

B Charlie Haden has joined forces with
Pat Metheny and Billy Higgins for an
album due out shortly on ECM.

B Inner City Records, back in business
after financial problems, has recorded
bassist Bunny Brunel in a fusion album
with such special guests as Chick Corea,
Herbie Hancock, Stanley Clarke and Tony
Williams.

M Veteran multi-instrumentalist Don
Elliott, best known as the vibraphonist

| with George Shearing's Quintet in the

'50s, is reported seriously ill in Sloan

Kettering Hos;mal in Néw York

M Teddy Wilson has been released aftera
long hospitalisation and is now recuperat-
ing at home in Bristol, Connecticut. He is
expected to resume playing shortly.

‘M Also on the sick list is clarinettist Abe

Most, who suffered a stroke while record-
ing a session with Nelson Riddle. He is
recovering well, however, and is not
expected to be hospirtalised long.

B Rob McConnell, whose 22-piece
Canadian orchestra won a Grammy award
recently, has recorded an album primarily
of Brazilian music, produced in Toronto
by Fernando Gelbard. Jorge Calandrell
co-produced and wrote two of the
arrangements; most of the others wé
McConnell. The album will be rcl

CBS. 5/

M Jon Hendricks, now workin,

York with his regular group,

to write the next album for Mar

Transfer. :

B Dave Tough, one of the most %ﬁectcd
big-band drummers (best known for his
work with Tommy Dorsey, Artie Shaw
and Woody Herman), reportedly will be
the subject of a book now being prepared
for publication. Buddy Rich and Lee
Wiley are also due for biographical books.

BIG JAY McNEELY at the Lingerie Club, Los Angeles, Halloween 1983.
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WATROUS AT DONTE’S

ill Watrous, who presented
Bhis big band Friday and Sat-
urday at Donte’s, has long
been accepted as a trombonist
possibly without peer as a master of
every Idiom, tempo and mood. He
has also racked up commendable
credils as a camposer and arranger,
During the first show Friday, the
orchestra (eight brass, five reeds,
four rhythm and the leader) gave a
good account of itsels. except for
Watrous’ tendency io underplay
his own role, He seemed more
interested in displaying various
less talented sidemen and arrange-
ments written by others.

When'he did take over, he wasin
typically eloquent form, whether
tearing into an upheat flag-waver
Or in a subdued melodic arrange-
ment. Orchestrally, the best chart
Was Patrick Williams' “Too Hip for
the Room,” an ingenious and witty
work that alternated bétween
blues/funk passages and swinging
4/4, the latter highlighted by a
chorus for two clarinets, two alto
saxes and alto flute, The Watrous
band returns to Donte’s Friday and
Saturday,

—LEONARD FEATHER
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NEW RELEASES GET BACK TO BASICS

By LEONARD FEATHER

record industry dominated by pop and rock hits
selling in the tens of millions, the deluge of jazz
reissues, all lucky to reach five-figure sales, continues
unabated.
‘The last month has been particularly felicitous. As
~many have been remarking, too many musicians and
fans—apparently under the impression that jazz began
with John Coltrane—are undereducated and urgently
need to explore the roots. Today there is less excuse
_ than ever before toignore the seminal accomplishments
- Newly released, for example, are 20 more LPs in the
 bargain ($5.98) series assembled by the Fantasy group.
_This brings its total to an astonishing 110 albums.
Among the latést bateh are a sessfon by Oliver Nelson
ng Eric Dolphy; one by Cannonball Adderley
Bill Evans; and sets by Miles Davis, J. J, Johnson,

I t's amazing—and, to be sure, encouraging, With the

were Paul Desmond on alto sax and Cal Tjader on drums.
The Brubeck Octet, too experimental to succeed, cut its
final date in 1950 (included here). A year later, the
soon-to-be-famous Brubeck-Desmond Quartet was
born. As a unique historic document, this is a 4-star
item,

(]

The world’s first jazz label, Swing, is being revived by
DRG Records of 157 West 57th St., New York 10019,
Founded in Paris in 1937 by the critics Charles Delaunay
and Hugues Panassie, it introduced Django Reinhardt
and Stephane Grappelli to records and concentrated on
sessions with such visiling Americans as Benny Carter
and Coleman Hawkins.

Disques Swing in its new incarnation will rely less on
the original catalogue than on other material from the
archives of various European and American labels,

the greatest. Carter distinguishes himself as altp

saxophonist, of course; as composer and arranger (t
exquisite “Blue Interlude”), in a rare appearan s as
clarinetist (“Dee Blues”) and as a superlative trumpeter
in “Once Upon A Time." Among his colleagues o
various cuts are Teddy Wilson, Fats Waller, Coleman
Hawkins and Chu Berry. Production details are sloppy;
no liner notes, no individual solo credits and singers are
listed for seven tunes that contain no vocals. Musically,
though, 4 stars,

“FATS WALLER IN LONDON." Swing SW 8442-3.
Waller’s reputation as a comedy vocalist overshadowed
his role as one of the premier swing pianists. On (his
two-LP set cut in London in 1938-9, he displays all his
talents amply. His six-art piano work, “The London
Suite,” takes up one side; he plays Compton pipe organ
on several tunes, among them four spirituals. The six
cuts included a pipe-organ version of his already famous
“Ain’t Misbehavin’.” The album opens with the only
non-London euts. “Muscle Shoals Blues™ and "Birming-
ham Blues,” made in New York in 1922 were the first
records Waller ever made. Alas, they sound like it. Still,
for 23 successes out of 25 cuts, 4%% stars.

"RIDIN" IN RHYTHM."” Various artists. Swing SW
8453/4. This is where, when and how the Swing Era

*, Woods, Art Blakey and Sonny Rollins. S Deine ek s releaies, four were TeondabiBl o an o e pioneering blaek big bands. This is
; E: R T - . New York, two mainly in London, and none in Paris. For ; = :
- One long forgottenitem deserves individual attention: B Ay St o SHTR TN Bttt mainly a two-LP cross section of orchestral Harlem
 “T'HE DAVE BRUBECK OCTET.” Fantagy OJC-101. ed"’““"m . -“‘m‘h‘““. i Vi Drodd-mid- . \cic (in 1933) reaching its first peak. There are four
-m is the group that launched amg career. . indispensa impeccable works by the Duke Ellington orchestra,

in 1846, the group included five members

4,? who had studied under Darius Mithaud, then a teacher at

~ Mills College in Oakland. Almost all the composing or

arranging was the work of Brubeck (whose “rondo”
says a great deal in 90 seconds), the tenor saxophonist
David Van Kriedt (who later became an arranger for
Stan Kenton), or the clarinetist William Smith, whose
“Schizophrenic Scherzo” i typical of the group’s

o R R

1L
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means.

quirky, unorthodox music, Among the other members

“THE CHOCOLATE DANDIES 1928-1933." Swing
SW 8448, This anachronistic group name was applied to
various theoretically black ad hoe recording bands, five
of which are represented here. Oddly enough, in the
first band all but two members were white; in another,
all but two were black.

At least 75% of the album’s success can be attributed
to the presence of two pioneer saxophonist-arrangers,
Don Redman and Benny Carter. Redman, about whom

. Whole volumes should have been written (instead we

Gary Grossman asked that The Times

replace Leonard Feather as jazz critic (Cal-
endar Letters, July 1). 1 would like to apply

for the job, and while I'm at it, the one of pop
and rock critic too.

I will review all currently popular artists
with positive enthusiasm. Though I hasten to
add, never with too much, a la Robert
Hulburn on Bruce Springsteen.

Why should The Times and its readers
have 1o put up with so many unpopular
reviews, just because Feather and Hilburn
are hung up on the principle of artistic merit
and journalistic integrity—whatever that

I may not be able to please everybody, but

* have book after book about the more colorful but
incomparably less-talented Jelly Roll Morton), was the
first great jazz composer/arranger and an alto soloist
with a light, elegant style. He is heard on seven cuts,
Carteron 11. :

Though some of the charts sound hopeless| y antiquat -
ed, several have retained their validity. A curiosity is
the first record ever made of “Stardust” (October 1928).
The tempo is almost twice what it should be, the rhythm
comically jerky, Redman’s alto solo the only redeeming
feature; there is no evidence that this would become one
of pop music’s most beautiful ballads, Another oddity:
the main melodic strain on “Six or Seven Times,” listed
here as Fats Waller's tune, later became a part of “One
O'Clock Jump,” credited to Count Basie.

In the Carter-led cut there are a few tantalizingly
brief glimpses of the then-moribund Jimmy Harrison, a

eight by Benny Carter, four by Fletcher Henderson, six™
by his younger brother Horace Henderson (a far better

pianist than Fletcher; now 79, he is still active in the

Denver area), and three by the Mills Blue Rhythm

Band.

A valuable bonus is Meade Lux Lewis’ “Honky Tonk
Train Blues,” a piano solo that got the whole hoo-
gie-woogie craze under way. For a second bonus, the
great Buck Washington, then half of the vaudeville
team Buck and Bubbles, plays piano for Colemian
Hawkins on three tracks and has one tune to himself, §
stars,

(5]

The other Swing releases are the two-LP “Fletcher
Henderson 1925-28" (SW 845/8), a musical antique anc
a production disaster (every name on every tune in th¢
listings is incorrect ); “Satchmo Style” (SW 8451, witl
one side devoted to Louis and the other to an obscur
trumpeter named Jack Purvis, one of whose tunes i
“Copyin’ Louis”; and “Harlem Comes to London™ (SW
8444), a pointless mishmosh by various Americans wh
happened to visit London between 1926 and 1938
Production again is sloppy: the Nicholas Brothers
“Keeping a Twinkle in Your Eye" is listed twice bui
sung only once, while “Your Heart and Mine" is
nowhere mentioned €xcept on the label. Who's per-
forming? If Swing is to keep swinging, it had better find

legendary trombonist who to many contemporaries was
I'will please the popular majority because my -
impressions will always be consistent with
the objective measures of popularity: attend-
ance, applause and record sales. Consequent-
1y, you will have to devote very little space

someone who knows how to make up the back copy of
A TR e i - R ——

k | — to letters of disagreement with my reviews. !
1 Everybody will be happy, and a lot better
b oft. THE GOD-FEATHER >
'r Won't they? : 7/! 3 1 found the attack on Feather particularly 1
H : JAMES DONOVAN 1)qu-y Grossman (Calendar Letters, July ironie, considering not only his favorable
1. J Beverly Hills must not go unchallenged. Far from treatment of jazz fusionist Ernie Watts

being antiquated, Leonard Feather is one of
the most perceptive jazz critics anywhere. |
Even though he may be over the age of 25, ]
Feather has been able to appreciate good |
performances, whether the musicians were
of the avant-garde school or any other :
school.

I was present at David Sanborn’s per- Marsalis. Let someone else ra
formance at the recent Playboy Jazz Festi-
val. Feather's review was on the mark. To

(“Ernie Watts—Booked Solid,” July 1), byt |
Walts' comment about the worlg not need- |
ing another David Sanborn '
Lels face it, Feather has been around a
long time and seen jt all He has lauded such

. lnrespwew.theL.A.Jazzfanwho,

questioned Leonard Feather’s lack of con-

- cern and caustic remarks relative to the new
direction in jazz, I must exclaim “Amen!!”

I've been an avid fan of jazz for decades

and I too realize Feather’s allegiance to the

old jazz styles and performers. Should new

artists like David Sanborn, Jeff Lorber,

Spyro Gyra, etc., be punished because they

view actsina
genre that aren't o his taste, et an.

are progressing with the musical times? my ears, Sanborn was not playing true jazz musicians turn out Fuzak.
How about the thousands of fans and | but a juiced-up form of Muzak. ANN HODIAK
would-be fans who are being shortchanged CHARLES M. WEINER | Glendale
by such biased opinions? Don't fire Leonard, o Hw,,lm&nss_lg_ s e e
but please do find someone a little more up to ' " S
dateand more attuned to today’sjazz music. .
\ ' A
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PLAYBOY JAZZ FESTIVAL

FROM SOUL TO SWING AT THE BOWL

By LEONARD FEATHER

ig Dat
Wein can ¢
second 4

.4g:n!1. I"r.t?

of

Festival
produced by Wein, drew a capacity. house bringing
aggregate two-day attendance at the Hollywood Bowl

above 32,000,

Wein assembles his showswith the care of a diner al a
Chinese restaurant: one trom Column A, one
Column B, ete,, the columns
being big band, mamsireanm &
Swing, avanti-garde, Latn,
vocal, fusion and. soul, o
name just a few, But soul B
was the prime ingredient
Sunday: Ray Charles closed
the show with a perform-
ance that varied little from
his reguiar act, yei he
worked with an energy and
passion that suggested this
was the first time he had
ever played and sung “Geor-
gia" or “Busted" or “What'd
18ay.”

Charles still can make a Baptist hymn out of anvth:ng
from “Oh What a Beautiful Morning” to “Some
Enchanted Evening.” His blues-fixated piano is the
perfect complement to his voice: meanwhile-his legs,
daneing wildly in and around the area-of the pedals,
have a life of thelr own. Watching himi§ half the joy.

His crisp, well-organized jazz orchestra, with Clifford
Solomon as musical director, provided the kickingest
big-band music of the festival, The Raelettes, appearing
in the final four numbers, were mainly decorative as
always.

A second vocal conquest was Carmen McRae’s parade
of timeless songs. From “Lush Life” to “Sweet
Lorraine” and an old Billie Holiday blues, she was in
total, magnificent command. Taking over from Marshall
Otwell at the piano, she accompanied herself and played
abrief, neat soloin “As Long as 1 Live.”

The eight-hour concert began with the astonishing,
award-winning Palos Verdes High School Band, offer-
ing solo and ensemble work of near-professional caliber.

from

Ray Charles

relcome. The attempt at vocalise by Red Mitchell was
iy and out of place, but Allison’s eld-couniry-boy
Bluek voice was as affecting as ever. )

ii"m e Haden's Liberation Music Orchestra, in a
series of themes inspired by everything from the
Spanish Civil War to El Salvador. actually improved on
his album of this material, recorded with New York
musicians. “Ballad of the Fallen” alternated wildly
between way-outside music (Ernie Watts has never
been more furipusly inspired) and flamenco-like works
with conservative harmony.

Haden's bass, shear's trumpet and Mileho
Leviev's plano contributed potently to the outhursts of
outrage in the politically inspired pieces, arranged by
Cérla Bley. “Let the chops fall where they may™ seemed
at times the watchwaord, although there were melodic
interludes between the passages of chaos.

Usear Bra

Ensemble brought the whistling, yelling crowd to its
feet. His set was embellished by the assured, emphatic
singing of Dianne Reeves, whose “I Got It Bad" drew a

—

A cheerful interlude by Tito Puente’s Laun Jazz |

leading his Word of Mouth group, than about his bizarre
deportment. Hurling equipment across the stage (even
ncluding his bass) might have seemed fitt ng at a
late-'60s rock event, but at a jazz festival in 19842 The
resuit: probably the only booing ever. heard at the
Playboy Festival. The set was abruptly cut short and
Carmen McRae ¢ ame on early, David Sanborn's fusion
quintet, although received as if he had just invented the
saxophone and was offering the first public demonstrs
tion, was neither a model of aesthetic excellence nor o
stage decorum. One sideman delivered & solo wllh
shoeless feet dangling over the apron. Sanborn played
consistently below his known jazz capability.

If it 1akes a Sanborn to draw audiences who otherwise
might never be exposed 1o Carmen McRae or Charlie
Haden, the bargain is worth striking. In his shrewd way,
after 30 years of festival experience, George Wein has
learned how 1o please most of the people most of the
lime.

Note: Weather Report is 13 years old, not 18 as
reported Monday in a misprint,

P
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The Playboy All Stars (Jackie MecLean and Zoot Sims 2

on saxes, with Mose Allison, Kenny Burrell, Louis

Bellson and Red Mitchell) are all men of distinetion
whose casual jam went well, McLean's impassioned alto,
hardly ever heard in Los Angeles, was particularly

partial standing ovation.

Less was observed about the music of Jaco Pastorius,

e =
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ARRANGERS’
ENSEMBLE

AT DONTE’S

. By LEONARD FEATHER

SMA (not the most felici-

tous of acronyms) is the

American Society of Music
Arrangers. Tuesday evening at
Donte’s the society held what was
announced as its “first annual” Big
Band Bash.

Under the direction of Ira Hear-
‘shen, the 18-man ensemble, organ-
ized just for this occasion, might
best. be classified as a “‘considering”

L. Considering that if-:_hﬁ!i_‘ﬂ

ander contributed an old arrange-
ment of “Milenberg Joys" that
sounded like Bob Crosby crossed
with Count Basie) to contempaorary,
in a funk-oriented original by Liz
Kinnon,

The evening's outstanding
achiever, both as composer and
soloist, wag Milcho Leviev. His
“Golden Fleece,”" painted in rich,
bold strokes, was performed with
brio and with an extraordinary
piano solo by the composer that
suggested a compendium of key-
board styles from 1928 to 1999.

John Magruder sat in, enlarging
the sax team from five to si, while
the orchesira played two move-
ments from his “Downtown L.A.
suite, a brilliantly scored work with
‘Asian, Dixieland and blues touches,

‘On several works the solos were




Warmmg up, Linda Hopkins discarded white aawn as she dngs the biues at the PZayboy Jazz Festival,

BLUES DOMINATE PLAYBOY JAZZ FESTIVAL

Continued from Page 1
insinuating minor-key blues. For conu'ast, he has added
a {emale vocalist, Debra Boston.
The flutial James Newton, who dedicated his per-
led the day's most

! formance to Charles Mingus,
tive instrumental group. A gifted and voiatile
st, he introduced two engeging guest soloists to

%mm Allan Iwahara, who in the Mingus
f ye Pork Pie Hat" showed how logically the

mwmmmam seLting; and John Carter, who
has transcended the traditional boundaries of the

_elarinet. as he made ciear tn “Ismene,” a Newton work

Tbased on unusual, Monk-like intervals.

‘The well-intentioned tribute to the late Willie Bobo,

played by a disparate group with Bobo’s son, Eric, in the
percussion section and with Bill Cosby as a sort of traffic
cop, just didn't jell. The sound on Sonny Sharrock’s
guitar was atrocious; singer Bill Henderson seemed
tl-at and out of tune. Besides, any time vou take
'wamga Brown" as the main course and try to
swallow it with doses of Dixeland, bebop, Latin and
&vant garde, the result can only be indigestion.

Weather Report now has a formidable new percus-
sionist in Mino Cipelu, formerly with Miles Davis.
Pogsibly because too much of the material was new and
unfamiliar, the world's best fusion unit did hot reach any
censpicucts new peaks. Wayne Shorter's saxophone,
encased In a wvast envelope of heavily arganized
arrangements, had only one seemingly extemperaneous
Solo, leaving most of the melodic ad libbing 10 Joe
Zawinul, a2 masterful soloist who has become by far the
more dominant figure in this 18-year-old partnership.

Fusion of a far more modest brand was served upina
pleasant, uneventful set by Yellowjackets, with planist,
Russell Ferrante closer to creativity than his col-
leagues

Woody Herman, now in his 48th year as the eternal

l-am Father, ran his welcome ancient-to- modern
Bamut. Never at a loss for new solo talent, he presentzd
John Fedchock as arranger and trombonist in “Pools,”
then fielded a promising  young tmmpeter By!!m
Slﬁpplmg. in “Dog Day.” The Herman band ‘was

B
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plagued by sound problems that reduced its impact.

The Shorty Rogers Reunjon Big Band, though
composed of top-echelon local musicians, fell flat both
musically and in terms of audience reaction. Such 1953
Rogers pieces as “Shortstop”
Sigmund Freud," jerry-built with conventional riffs and
bebop cliches, were vietims of the test of time. Only
some of the soloists, such as trombonists Carl Fontana
and Dick Nash, relieved the tedium.

The Rogers bandsmen redeemed themselves, as
accompanists to Mel Torme, whose flawless artistry and
choice of material (he blended “Soon It's Gonna Rain®
and “Here's That Rainy Day") deserved a larger
audience. Too many sound-sated fans had left after B.B.

H\)ED-! ARY KATL

IEJU‘»;‘

Lok Angeles Times

King was through. Perhaps for thig reasor, Tt
seemed to stop short; he finished by sitting in with theg
Rogers band on drums for one tune, ending the cumrl
25 minutes ahead of schedule.

Torme

and '‘Sweetheart of

ZOOT SIMS IN FINE FOR}

1

By LEONARD FEATHER ,

Noﬁaigxe note: Back in the early IQTDBZth!mng

brought his tenor saxophone to town for a gig at;

Shelly’s ManneHole, the Hollywood club'n .
aged by Rudy Onderwyzer. The ManneHole 1
gone, hutlastwaekend&msmbﬂck.thisumeteamed-.

with the Shelly Manne Trio at Hop Singh's—owned by _,.-——;——'——-—“

Rudy Onderwyzer.
The partnership was doubly welcome, given the
paucity of Sims’ solo chances as a member on the

previous weekend of an ad hoe sextet at the Playboy .

Festival.

The Manne threesome played a mood- mtch‘

i ,mﬁmmaﬁnmyattﬂbutesmmem

wmmmmmpmmmmm-r

most elegant in a ballad medley, bassist Monty Budwig
in superbly supple form on a blues and Manne, as

ﬂwy&aparadigmoidhmﬁmbothamﬁmmm .'

" and soloist.
Simsthenambledonstasemmm{cﬂ!ymnmﬂam
- manner. Playing an instrument that may well be the
abused in the artillery of jazz, he brought to every

~ plece the too-often forgotten essentials: beauty of tone,

& lqteadyﬂowoﬁmaginationandtommvoidmceoim

hav%beanénedueaﬁantabetaldaboutmch

s “Comes Love,” “In the Middle of a
__“'mx Shadow Waltz” and an early ‘Mercer

-
%y, S
L—

mblemmhenevernpoke-farmanyitmlﬂ-'-f

*x
_' “"I'an!ght : Sha]l Ma. l\"

" Official figures were not given, but the crowd waﬁ

" . z estimated at a healthy 15,000, 4
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Pops by Thomas De Long (New
Century: $17.95). This belated biogra-
phy reminds us that Paul Whiteman
brought to prominence more important
composers, singers and instrumertalists
than any other impressario of his day.
Though branded as the king of jazz, he
once said: "1 know as much about real
jazz as . Scott Fitzgerald did about the
Jazz Age." Yet his ambitious orchestral
ventures, involving popular dance mu-
sic, semi-classics of the “Rhapsody in
Blue" order and brief swaiches of jazz,
did indeed elevate the public perception

Jof non-classieal music and indirectly
Lnelped the genuine jazz of Duke Elling-
¥\ ‘on tone of several black composers he
fieol wrissioned Lo write new works). De
¥long's painstaking research has result-
“ed in"a well-balanced assessment of

Whiteman's controversial personality.

—LEONARD FEATHER

AT HOP SINGH’S

The session ended with “Changes”—an ancient ditty
butmmquwmmmmwshwmmgme
changes that turn a 1927 bauble into a 1984 gem. Sims’
‘presence here, though brief, was a booster shot for all of

m'wﬁn still believe that delicacy and harmonic

‘ . R
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ommercial success in any musi
depends on econgmic faelors:
canny awareness of what t o

wants. Artist

1€ audience
€ success involves other priorities: talent,
total dedication to one’s craft, empathy among the
participants and, at least in the case of jazz, geographic
location.

This last prerequisite has played an odd role in the
story of Toshiko Akiyoshi and Lew Tabackin. For four
years, from 1978 to 1982, the orchestra that they had
co-led since 1973 defied the tradition that everything of
value in jazz happens in New York. Based in Los

Angeles, the band earned worldwide critical acelaim
[ and won many popularity polls: Pianist/conductor
Akiyoshi was named the foremost composer and leading
arrangerin jazz (the first woman and first Asian ever to
win in either category); lenor saxophonist/flutist
Tabackin was voted Down Beat's No. 1 on flute in 1982,
] and for all four years they had Lhe No. 1 big band—a
precedent, incidentally, for a married couple.

They toured Japan several times, Europe briefly, and
were heard occasionally on the East Coast, ft North
Hollywood remained their home and the jobs there-

1 abouts were sporadic.
Late in 1982 they pulled up stakes, took over a
F brownstone on Manhattan's West Side, disbanded the
i L.A. band and formed an orchestra of New York
. musieians. After months of scattered jobs, they lined up
4 a recent tour that included a well-received weckend at
— ——

development as a composer. Besides, when I tried other
projects with a small group, people didn’t take it
seriously. I'm making it clearer now that 'm available
for other things."

Between big-band gigs, the Tabackins work separate

contexts: Under the nominal leadership of Freddie
Hubbard (“"Sweet Return,” Atlantic 80108}, he is heard
in an ali-star quintet with JoAnne Brackeen at the
piano. His solos, both on tener sax and flute, blend
splendidly with Hubbard's horn.

During its brief visit to I.os Angeles in late May, the
Akiyoshi Orchestra spent a day at Chick Corea’s Mad
Hatter Studios, recording a new album.

“We're still under contract to RVC in Japan,”
Akiyoshi said, “but Lew and I have the American |
leasing rights for our own company, Ascent Records.” |
Distribution is still a problem; many of their albums are
sold by mail out of their home/office at 38 West 94th St.,
New York 10025,

Last year in Down Beat, the Tabackins dropped to
second place in all four of the divisions they had
previously won. Tabackin discounts the significance of
this slip. “It was a year of relocation, and we didn’t
perform as much as we wanted to, The polls helped us at
first, because bookers could say ‘Here's the No. 1 band" |
and get a slightly better price. Look, Basie was No. 1 for |
a long time, before us, and I'm sure it didn’t bother him
when that stopped happening.” (Ironically, Basie
returned to the top slot in last December's listings.)

Polls aside, no artist has yet emerged to surpass
Toshikn Akiyoshi as a creative composer, texture-rich
arranger and commanding leader. Tabackin, on either
coast, remains an individualist of extraordinary stature.
Whatever the future may hold for this unigue couple, it
Jannot fail to take into account their firmly established

ccomplishments. '
L
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“Jazz Is My Native Language,” Renee Cho'’s docu-

) nlary film dealing with Toshiko Akiyoshi's life and

“9es, will be presented by Filmex on July 17 at the
art Theatre, O

- e

trio engagements. Tabackin has also played in other

| | AKIYOSHI, TABACKIN: DO THEY ¥ NEW YORK?

Distvland ' ‘ nore

"We've been on the road for almost three week‘“_ag
Akiyoshi said, “We'll be going to Japan again., o
Uctober, and since we're so much farther away N0ay
we'll try to line up some West Coast dates on the way. ‘-he;i

"Am I glad we moved? T wouldn't put it that Strong ;.4
But | like New York—frankly, I'd be happy either wa’' $

Hiring sidemen was easier the second time arount,
1973, her talent as a writer was an unknown quant} poey
decade later, as she puts it, ¥ had some credentials n and
was easler 1o attract a team of great ensemble mus.
who were also fine jazz players.”

e,

H w
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Tabackin is far more affirmative. “The move Mm,hr.

decision. I felt that if 1 were to grow, I needed a cha’
some stimulation, an environment where there was the
zind of constant activity you find in New York."”

Both Tabackins agree that breaking up was, to quote
Neil Sedaka, hard to do. “The old band had a warm,
gentle relationship that we'd built up over the yvears. We
were like a family. You can't accomplish that over-
night.”

g"T’hat.‘s true,” Tabackin said, “It was tough to give
that up, start all over and face the unknown. But it's
been a positive thing, There's a lot more intensity back
East, and a greater proportion of younger players who
are into playing jazz, willing to scuffle and pay a lot of
dues, Musicians move to Los Angeles to get into the
commercial studio scene; their interest in jazz becomes
secondary.”

The band is younger on average than was its

' California counterpart. ‘““We have mostly guys in their
20s,” Akiyoshi said. “But oddly enough, two of the most
important men now are the oldest and youngest: Frank
Wess, who's 62, and our drummer, Scott Robinson,

! who's 17." :

Although critical reaction in New York has been
favorable, it has not matched the wild enthusiasm that

' greeted the West Coast.band during its swift rise to

eminence. Tabackin feels that avant-garde or free jazz
played by small groups is a preoccupation with the
eritics. -

__There’s so much emphasis on that so-called ‘new

THE GOD-FEATHER

Gary Grossman (Calendar Letters, July

~ 1) must not go unchallenged. Far from

being antiquated, Leonard Feather is one of
the most perceptive jazz critics anywhere,
Zven though he may be over the age of 25,
Feather has been able to appreciate good
performances, whether the musicians were
of the avant-garde school or any other
sehool. '

I was present at David Sanborn’s per-
formance at the recent Playboy Jazz Festi-
val. Feather's review was on the mark. To

| Iy ears, Sanborn was not playing true jazz <
| .butammwaomo;m_‘j‘:“_ L =
i CHARLESM. WEINER
' © LosAngeles |

[found the attack on Feather particularly

-

After moving to New York, Lew Tabackin and
Toshiko Akiyoshi have hit the road again with a

new band composed of East Coast musicians.

music'—I don't know what's so new about it; we used to
do the same stuff in the '60s, only better. I've heard
better bands playing on street corners than some of
these highly touted groups, so I den’t quite understand
it, but the public ultimately makes itsown decisions.

“One good thing that's happening is that I think
there's finally a breaking away from the John Coltrane
fixation. I see an interesting new tradition developing.”

Meaning that youngsters like Wynton Marsalis are
showing the way?

“l have mixed emotions about Wynton,” Tabackin
said. “His classical album was first-rate, his playing in
general is admirable—but there are still a lot of gaps to
be filled in. He talks so much about the importance of
tradition, but I don’t think he’s really absorbing it. I'm
confused by his rhetoric, the way he deals with the
media. Perhaps he’s just telling people what he thinks
they want to hear him say,

LARRY DAVIS / Los Angeles Times

“What I do find happening in New York is that we

have young guys who really understand the music of
the bop and post-bebop days and incorporate it into
their playing along with the more contemporary
elements.” 2

~ Akiyoshi interjected: “What we are finding is really
gutsy people.” B g _

_ The gutsy people are now working for a single leader.

~ Foradecade, the ensemble was burdened by the longest
- and least memorizable of names: the Toshiko Akiyoshi-
- Lew Tabackin Big Band. “We have a gig every Monday

- called Lush Life, and we've been billed

night at a plac ,
as the Toshiko Akiyoshi Jazz Orchestra, featuring Lew

Tabackin, says the forrier co-leader. “I felt from the
beginning that this is the way it should have been,
_because it was set up as a vehicle for Toshiko's

lronic, considering not only his favarable
weatment of jazz fusionist Ernie Watts,
(“Ernie Watts—Booked Solid,” July 1), but
ing another David Sanborn. T Sy

-----

~ genre that mﬁ’_uohh"._ 11et’s excuse
him for no! going into ecstary When gif
msiciRns turrrout Fuak, r
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Berklee grads hear jazz critic

By Ernie Santosuosso

Glebe Staff

Artistic success does not necessarily grow in
direct proportion to one’s education anymore
than commercial accomplishments are neces-
sarfly an indication of musical achievement,
jazz critic-composer Leonard Feather told some
434 graduates yesterday at Berklee College of
Music Commencement exercises at Berklee Per-
formance Center.

Duke Ellingten and Count Basie, he said,
‘were basically self-taught and eventually they
led the greatest orchestras in the history of jazz.

The honorary of doctor of music was
conferred upon both Feather, who served as
principal speaker, and pianist Oscar Peterson.
by college president Lee Berk. Earlier in the
week, Dorothy Share had accepted an hanprary
doctorate in behalf of her late husband Robert
Share, Berklee provost, who died last month.

“Michael Jackson may sell 33 million re-
cords,” sald Feather, “'but that doesn't make
him 48,000 times more important than Bran-
ford Marsalis, Toshiko Akiyoshi. Jo Zawinul,
Alan Broadbent, Gary Burton or any of the oth-
er truly significant artists of our time...and by
the way all of those I've just named studied at

Dr. Herb Wong
National Chairman
Radio / Records

“Evil Gal Blues."

Berklee.
“It Is the artist’s duty not to concentrate on

———————,

mass sales and not to take too seriously the ad
vice of all eritics, many of whom may be musi-
cal idiots,” Feather told the gathering of gradu-
ates and their families.

Peterson stressed the need for individual
dedication above all else. That dedication, he
added, included respect for one's musical instru-
ment and respect of the medium in which the
graduate is going (o be Involved in his or her
career.

"I'm aware of my technical virtuosity.” he
said. "I've always said | can teach somebody
short of his being a total paraplegic to play pi-
ano and play it fast. The thing is to play some-
thing while you're playing that way. That's the
malin thing.”

He decried the practice of “selling out for eco-
nomical ends because you sell out yourself cre-
atively,

“Be an individual. Don't be a mass thinker.
Within each individual lies the hope of this par-
ticular world."”

Dean Richard Bobbitt cited Feather's accom-
plishments as author, — his “"Encyclopedia of
Jazz' is a required text — educator, instrumen-
talist, composer and lyricist, concert and record
producer and television and radio producer.

The roll of yesterday's graduates included
108 fore'gn students.

| \ f
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u e LTiving Me Lraty

were xdmp!«.b of his unique wl[ng and brilliance

Essential early Torme, extremely wseful for vocal jaz JQM»
students, not just for historical reasons necessarily, but for t &
the innate treasury of helpful concepts of jazz phrasing \* |

and flexibility. ) Q22 B8\ CHID RL‘GIVRVAL -

LINDA HOPKINS. “How Blue Can You Get,” Palo
Alto PA 8034. You may recall Hopkins' marvelous
singing as the star of the “Me and Bessie,” portraying
Bessie Smith, her first Idol or her other tiumphs on
Broadway. Perhaps ;ou'lve caught her on one of her 79
appearances on “The Tonight Show” on NBC-TV. Ms

Hopkins concentrates on blues on this album, mostly

tic Lecnard ather whose reputation

a blues and song writer for over 300 titles chiefly in the

caped a good number of

ing vocals are augmented

Y band—Red Holloway, Clora
Bryant—a crackling trumpeter in the Edkridge school,
st Gerry Wiggins, etc. Dip your ears into “Bomona

Why Don't You Do Right” or two which were
with Dinah Washingtor

“Salty Papa Blues”
You won't sit still long on this record

lazz crif:ic Leonard eather receives hood
wonorary degree at Berklee.

Oscar Peterson, honorary degree remp:ent
applauds at Berklee ceremony yesterday.

GLOBE PHOTO BY JOHN BLANDING

g presentation o
GLOBE PHOTO 8Y JOHN BLANDING »
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Ernie Watts has “mizved emotions about how fartagoin cafmnerczal terms.”

- ably flexible.

JAZZ

Watts.

1f ever a musician could be called
ubieuitous, it would be this 38-year-old,
Grammy Award-winning (“Chariots of
Fire,” 1983, Qwest Records), all-
things-1o-all-men artist, whose working
day may start anywhere from 6 to 11 a.m.
and end somewhere between 8 p.m, and 1
anm.

How he does it is easily explained. He
has all the qualifications; Though best

aosmwsrmnb/wme-“mﬁ

known as a tenor sax soloist, he is fully  orchestra. Tomamy’s producing the whole % ¢
equipped to take studio assignments on  thing, and on the first night, Aug. 2, he‘g e
all the saxes. clarinets, flutes, oboe, feature me in the opening number, = If
English horn. When called on to impro-  ‘Faster, Higher, Stronger!”
vise, he can switch styles with chamele- “Right now I'm particularly interested +

5/‘ up
in edusational jobs. I just signed with an
ageney to takemy quartet to colleges and

. high scheols. 'l do master classes, my

sidemen will give individual classes, and
we'll play both with the quartet and in
the context of the school band. I'm
concerned about the future of music,
about passing along the traditions. It's a
fulfilling experience relating to young
people what's going on now and where it
came from."

He is also involved in a current series
of concerts end a video with his perennial
friend and associate, the guitarist Lee
Ritenour, Last week they played in
Chicago at the National Assn. of Music
Manufacturers' Convention; this week
they will have played dates in Concord,
San Diego, Los Angeles (the Greek
Theatre Saturday) and Costa Mesa (to-
night at the Pacific Amphitheatre).

How Watts juggles all these bouncing
balls—concerts, clinics, clubs, movies,
records, TV—while reLaining his job with
Doc Severinsen muy seem mysterious to
the point of incredibility, but his arrange-
ment with “The Tonight Show” is agree-
“T joined the band back in
1969, when they were out here occasion-
ally for visits; after they moved out 1o
L.A. permanentiy I became a regular.
But things are made very easy for me; if 1
cant make the show, I have a list of

]
competent subs 1 can send in. I manage to
do it two or three days a week, It's still
nice to have a steady job!” (The show
pays more than $250 a night.) :
“—One.area he hopes to phase out of his
schedule iz the nighteiub. “I'm disen-
chanted with the whole club nmmmr -
with the booze and the smioking=—it’s an
unhealthy environment.” .

Movie sound- ﬂw;k work, on the other
hand, has betn"taking up an increasing
proportion of his Time. Watts chuckled as

or two takes.

!
the tour I did with the Rolling Stones;
while I had a couple of days off irom the
Stones he called, and we did the album in
a couple of days—everything in just one

“Why dldlwin?lguessalntofpeoplel
knew saw my name, and thoughi to
themselves, hey, John Williams already
had umpteen awards, let’s vote for Ernie.
It’s hard to figure out the music business.
Impossible.” Despite the award, he adds,
the album still hasn't sold enough to

711 (8¢
ERNIE WATTS—BOOKED SOLID

onstage personality, “A jazz festival is
supposed to present serious music, right?
And they're out there eating lunch or
talking; they see music as entertainment.
People have gotten away from dealing
with music as anart form,”
Nevertheless, while continuing his

daily commercial rounds, he still finds
time for the occasional concert venture. .4

“I'll be there all four mghu at t
Olympic Jazz Festival with Tommy

————

album was made in 1977.)

I'd make a lot more money.” - .

_And I like what I played on a Freddie
"Hubbard tune called ‘Rahsaan’ in his
album ‘Bundle of Joy.'" (Watis was
really reaching back here; This CBS

Ernie Watts today would seem to be at

a peak of success, enjoying a life of
continuous variety and heavy financial

-~ returns. Yet he is not completely satis-
fied. “If I sang and tap danced, I’uh&

Asked what his present lifestyle !:asi

—

By LEONARD FEATHER |
magine, i you Will, the following onic adaptability. ‘
Iscenarﬁo: Why Watts maintains this heotic \ i
You decide to take in a matinee at  schedule is another matter. It is a ol |
your local theater. “Ghostbusters” is  question of economics, He may dash Iroi .
showing, with a score by Elmer Berr a recording session, for which he insists
stein. It includes solo passages by Drn ie  on double scale (a three-hour date may | ©
Watts. bring fn $400 to $500) to a concert that 1
Driving into Hollywood, you flipon the  pays minimal wages, or a free benefil 10 1
car radio and hear the latest albums by  helpout a friend, simply because he likes
Jermaine Jackson, Rebbie Jackson and themusic.
Sergio Mendes, All have solos by Ernie Recently he was at his boldest and }
Watls, best, working himself into a John Col-
Arriving at the Vine Street Bar & Grill, trane frenzy with Charlie Haden's Liber- ||
you settle down for dinner, and for a set  ation Music Orchestra, during the Play- ¥
of live music by the Ernie Watts Quartet.  boy Festival at the Hollywood Bowl. “I 1
Baék home, you turn on KNBC Chan-  couldn’t tell whether the audience was i
nel 4 and there, sitting in the sax section into Charlie’s music,” he said in the '
of “The Tonight Show” band, is Ernie pleasant, placid voice that belies his i 'l

he recalled: “The other Hay I was driving
downammm&ukwmmeyhad.
arow of billboards l'nrh bunch of movies.
I did a second take wheh I realized that I
played inall of them.” He was involved in
Dave Grusin's score for “The Pope of
Greenwich Village,” worked with Elmer
Bernstein on the above mentioned
“Ghostbusters,” and was hired for
“Grand View USA,” “Moscow on the
Hudson” and “A Soldier’s Story,” the Jast
of which particularly intrigued him. “It's
based on 4 play about black Gls in World
I, andwhatmtdowninthesegtegﬂaﬂ
Army. Herbie Hancock wrote a really
fine score—watchout for thatone.”
Among his future record assignments
is a follow-up to last year's Grammy
winner, an album under his own 1 name,
Asked how he felt aboutm ard; he

;e

_wﬁwhﬂmhnzh

recoup its budget.

This time, though the album will again
be for Qwest, Quincy Jones will turn over
the prooucing to Watts himself. “I have
mixed emotions about how far to go in
-commercial terms, You know what Quin-

prevented him from attaining, how he
would live if given unlimited monetary
reauuroes he hesitated a moment, then

"IlnveColerado.I'dhketohaveamue
place there. In general I'd like to trav-

ey’s doing, and eertain ! that are el-maybemtumeplaeefwtwaor
commercial I don't feel right about three months, get to know the people in
musically, The world doesn't need anoth- ﬂleueaahdu‘ade!deaswithﬂam,;m

er David Sanborn, or another Grover
‘&shingwnm'mhaenmnjelawa. ‘T&-&kemdevmemm
They're doing that, and there's e hof studying piano, writing more music
Mf‘mwwmm vit] I ean now. New York might be a
be markeeamg, Ei:lf'ﬁ!ﬁ  place to do that, but I wouldn't want ta
v&mmm Rl

%mmmwmmmme and
than & lot of the records da nowadays. So _' ea

from them.

Wqﬁfﬂwﬁwt’m

_bmedd.lwm:oun
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~ “DECOY.” Miles Davis. Colum-
bia FC 38991. At this stage in his
evolution, Davis must be somewhat

less exclusively viewed as a trum-

 peter than as a leader also deeply

{nvolved with the synthesizer, and

7/ R /84
DAVIS STILL CONCOCTING
NEW BREWS IN ‘DECOY’

By LEONARD FEATHER

ome recent jazz releases, rat-
- ed on a scale of one to five

His horn is heard extensively,
muted, in the title cut, in overdubs
on “What It Is” and in a long,
riveting 3/4 solo on “That's Right,”
for which Davis and Gil Evans
share arranging credit. On the
other hand, he plays synthesizers
‘only in “Freaky Deaky" and almost
exclusively in another track, put-
ting his knowledge in this medium

tooften engaging use.

The soprano sax work is divided
between Bill Evans and Branford
Marsalis, the latter adapting him-
self fairly well to this very differ-
ent environment. The key side-
man-soloist, however, is guitarist
John Scofield, who also co-com-
posed all three works on the supe-
rior B side. Robert Irving, billed as
co-producer, aiso had a hand in the
composing on the A side, which
includes the very short and insig-
nificant “Robot 415.”

The new/old blues concept Davis
established in “Star People” is not
followed up here. Still, from a
longer perspective there has been
considerable progress, especially

o

/

“baum tyng the work together
are at odds with the heavy rhythm
on "Dawn in Wisconsin North
Waods." Though overproduced at
times, this is a promising debut in a
fusion groove quite different from
that of Evans’ ex-boss (who, by
way of a bonus, contributed a

pamting for the back cover). 314

slars. Y

“SYMBOLS OF HOPL" Jill
MeManus, Concord Jazz CJ 242, Tn
a distinet change of pace for this
label, the New York composer-pia-
nist makes her Concord bow,
adapting 1o fazz four pieces written
by Hopl song-poets for traditional
dance rituals and adding three of
“her own works inspired by visits 1o
New Mexico and Arizona Tom
JHavrell, on. trumpet and fluegel-
norn. caplures the spirit particular-

B iyt vl Based an deeply felt emo-

Linns, this eress - fertilization of two
cultures (one of which, as McMan-
it gently reminds us in her notes, is
“the first Native American music™'}
i3 & veltureésome enterprise, suc-
cessfully carned out. For originali-
ty of concept and execution, Sstars.
]

“EVERY DAY | HAVE THE

BLUES." Joe Williams. Savoy Jazz
1140. A historical oddity, this
brings us Williams' pre-Basie 1951
version of “Every Day,” sung in a
vocal unison overdub with a barely
adequate seven-piece band. He
was already an assured, compelling
blues singer, aithough only on two
of the five blues cuts does the band
do him justice. The ballad “They
Didn't Believe Me" falls short of
the eonviction he showed in later
years, but “Defour Ahead" comes
off well. As a collectors' item, 3
stars.
O

“INFANT EYES.” Bill Kirchner
Nonet. Sea Breeze SB 2017. Kir-
chner’s second outing as a leader
has its moments: a colorful impres-
sion of the Wayne Shorter title
tune; highlighted by Glenn Wil-
son’s baritone sax, and the puckish
piccolo-vs.-bass effects in  Bill
Warfield's “A Little Cireus Music.”
The free-jazz piece, Jane Ira
Bioom's “2-5-1," involves trum-
peter Brian Lynch in a far-cutside
foray. But Kirchner's arrangement
of Sergio Mendes’ “So Many Stars”
is rhythmieally insensitive, and
played too fast for such a lovely
melody. Despite expert writing and
playing, there is a certain lack of
warmth this time around that Loo

— =

often reduces the impact. 3 stars.
O

“SUNNY DAYS STARRY
NIGHTS." Sonny Rollins. Mile-
stone M-9122. To hear.an artist of
Rollins' long-established reputa-
tion grind out one ‘casual small-
group date after amother is to
observe the waste of an immense
talent, Here he winds his way
through no less than three quasi-
Calypsos, the mandatory couple of
standards, some {wo=tenor over-
dubbing that doesn’t quite came off
and one slow, thoughtful Rellins
original, “Wynton,” that risss
above the surroundings. Despite a
good rhythm section and occasional
help from trombonist Clifton An-

derson, the set reminds us that it's

high time to give Rollins an inno-
vative orchestral setting, perhaps
with some- gifted young arranger
who cotld offer him mere chal-
lenge. 2stars.

O

“SOLAR.” John Abercrombie
and John Scofield. Palo Alto 8031,
An invigorating surprise, this
brings together ‘hese two guitar-
ists workingin what is essentially a
straight jazz groove, with bebop
overtones. The Miles Davis titiei-
tune proceeds from splendid solos/

- ==

on the group level, since “Man
With the Horn" three years ago: o
stars,

(8]

“LIVING IN THE CREST OF A
WAVE." Bill Evans. Elektra/Mu-
sician 60349. The former Miles
Davis saxophonist makes his
group-leading bow here. With
Mitch Foreman on keyboards
(both Foreman and Evans double
on modular Oberheim), he shows
his capacity for delicacy in “The
Young and Old,” which starts as a
waltz before .changing meter and
gathering in rhythmie intensity."
The synthesizers achieve a power-
fully orchestral effect in the title

e

by Abercrombie and Scofield to a
finely meshed contrapuntal! pas-
sage. With Abercrombie doubling
on electric mandolin in two tunes
and with sturdy support from. Peter
Donald’s drums and George Mraz's
bass on thréé of the-seven pieces,
this 18 a happy collaboration in-
spired in part, according to produc-
er/annotator Orrin Keepnews, by
Wes Montgomery and the late Bill
Evans. 4% stars.

o

“OH WHAT A MEMORY WE
MADE,. . . TONIGHT.” Peggy
King. Stash ST-238({P:0. Box.390,
Brooklyn, N.¥. 11215). Remember
Peggy King? Semiretired for many

years, she was'all overthe medis in
the '50s—albums, clubs, mavies,
TV (co-starring with Gearge (Gob-
el). In this comeback LP, she is
generaily at ease with the spirited
jazz setting—Mike Abene, piano
and director; Dick Sudhalter, trum-
pet; Gefie Bertoncini, guitar, et al.
The title tune is the first recording
of an old but hitherto unknown
Johnny Mercer lyric. Credit King
with infallible taste in material;
Rodgers, Gershwin, Arlen, and her
own collaboration with Dick Hy-
man, “I Always Think It's Love.”
For those who like their pop/jazz
songs on the easy side, gn agreea-
ble'set. 312 stars.
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HORACE SILVER SHOWS STERLING FORM

By LEONARD FEATHER

orace Silver has a secret,
one that he has guarded
throughout his career. He

has at his disposal the same seven
white and five :

black keys
that are found
in every other
pianist's scale,
vel somehow
he produces
from them
compositions
that have
their own
charm and, of -
ten as not,
their own instantly recognizable
character.

Tuesday evening Silver opened
atl the aptly named Silver Sereen
Room of the Sunset Hyatt, for an
unusually long run, through next
Wednesday (off Monday). He fol-
lows the same pattern he has used
from the start: The theme is played
by trumpet and tenor sax, mostly in
unison with occasional splashes of

Horace Silver

harmony; the soloists then take
turns, with Silver usually last,
leading 1o a repeat of the melody.

That this simple formula works
50 well reflect€'not only the unique
quality of his writing, bul the
overall strength of the group. Man
for man, this is as gifted a quintet as
he has led in years.

Brian Lynch, on trumpet and
fluegelhorn, had some spectacular
moments, especially in the blues-
and-gospel-tinged “1 Don't Know
What I'm Gonna Do.” Ralph Moore
has a full, bold tenor sax sound but
never gets carried away with him-
self. Bob Maize is one of the most
inventive bassists now in_ecircula-
tion, and drummer Carl ‘Burnett
integrates himself deftly into every
arrangement.

Silver at the keyhoad}/m_mains a
master of horn-like, singie-note
lines, using right-hand chords only
occasionally for contrast, or for a
special funk effect. Though he has
written lyrics to most of his recent
compositions, they work at least as
well instrumentally. Particularly

moving were “Brother Handy,”
one of a series honoring black
composers of yesteryear, and “My
Spirit’s With You,” from an orches-
tral work he was commissioned to
write as a tribute to Duke Elling-
ton.

The long set (almost two hours)
ended with one of his early piaces,
the relentlessly racing “Nutville,”
with Silver's notes raining down
like a shower of halistones, his
tense articulation as potent as ever.

For anyone who believes in the
values of acoustic small- group jazz,
the Silver Screen Room and Hor-
ace Sllver are the place and the
name to bear in mind this week.

I

|
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of the argument that musicians
making their living in the studios
!Oee either their inspiration or
fncl.linalinn when it comes to play-
ng jazz. Whether sultry and sensu-

11184 | |
SCHEDULE FOR OLYMPIC JAZZ FESTIVAL

—~r“7

By LEONARD FEATHER An all-star orchestra will appear  Johann Strauss “You and You” Ous or frenzied and ferocious, he-
every night under Vig's direction, waltz, in the guise of an inlerna- brings to every tune # sens. ¥
inal arrangements of the playing new compositions commis-  tional jam session. Tickets are still constant invention, pinpc ;
schedule for the Olympic Jazz  sioned for the occasion. All the availabie;call 480-3232. 5 ing and a full, perfectly :
Festival have been an-  workshave ap Vig and the AR 111 sound, eek

nounced by the Los Angeles Olym-
pic Organizing Committee. The
event will be held Aug. 2, 3and 4 at
8 p.m. and Aug. 5 at 2 p.m. at the
John Anson Ford Theatre.

F ¥
| Pianist Michael Melvoin clearly J ;
 enjoyed proving that the presiders. " '
- & of the National Academy of |

irected by Te . e R not prevent him from 8 ;
Produced and directed by Tom- vill also introduce a new f° Not prevent him from maintaining i
my Vig, with Chuck Nilesof KKGO  piece; trumpeter Ehrumrﬁlnﬁ _ " ﬁﬂamasanacﬁwmd creative
as creative consultant, the festival and a singer who will repre- | g azz soloist, :gs___: well supported
will have Willis Conover, longtime  sent South Korea, host of the 1988 | . R t Jim Hughart and drur
jazz broadeaster for the Voice of ' 2 T ) Do : y
America, as master of ceremonies. 3 Progr
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JAZZ AND POP MUSICREVIEWS

GHOST OF SHOWS PAST IN BOWL SERIES

By LEONARD FEATHER

hat in the name of jazz is
going on here? .
Rosemary Clooney sing-
ing "Come On-a My House” and
““Goody Goody™? A trumpet player
imitating Harry James’ saccharin
8:year-old solo on “You Made Me
ove You? In the first concert of a
or series called “Jazz at the
“Bowl"? i
. If there's anything the music
- world doesn't need, it's another
] band. Yet that’s what we
R ﬂwithme.lameshand.ﬁg.lae
ves handling the horn parts.
Gr:s?hhoﬁdiy conceived show got
under way Wednesday evening,
the first three numbers were
“Don't Be That Way,” “Tuxedo
+dunction” and “Shiny Stockings.
" Thus we had Graves’ impression o
~James’ impression of Benny Good-
man, Glenn Miller and Count Basie.

- When the band got around to
actual James material, with a cou-
ple of voeals by Cheryl Morris
(who i3 ne Helen Forrest), the
show wasn't any better, It was still,
for the most part, dreary, spiritless
and above all unorigigal. Why must
we conlinue to insult the memory
of artists who, in their heyday,

~ 'made a real g,onu'ibution to popular
musice or jazz?

‘When }S'ne Buddy Rich band took
_over, the sense of uplift was imme-
diate. The leader’s energy is as
~powerful at 67 as it was when he

launched his first band “:hl%t
. Though the band has no distine
'persoualita in terms of the ar-
‘rangements, there was enough su-
' perior writing and playing to sus-
- tain interest. The sax soli choruson
* “In a Mellowtone,” the ingenious

Vvariations on "One O'Clock Jump,”
-and the alto sax showeased on “God

Bless the Child" made up for the
-arid spots.

Rich identified no soloists, tunes,
COMPOSETs Or arrangers, Aside from
the featured billing for tenor player
Steve Marcus, we were told noth-
ing. The concluding drum solo
drew a deserved standing ovation.

Except for the aberrations noted

above, Clooney's set was agreeable,
All those albums backed by small
¢ombos seemed to have loosened
her up. Though still not a jazz
singer, she is a first-rate interpret-
er when the material is right.

Her long Duke Ellington medley

Was notable for two little-known

o e

tunes— “Blue Rose" (the wordless
title song of an album she rgco_rdeg.
with Ellington) and “Grieving,
with the seldom heard Billy Stray-
horn lyries. Best of all was the
lovely Melissa Mancheste_r-Carol
Bayer Sager ballad “Come in From
the Rain.”” Clooney was backed by
the Rich band, with her own
pianist-arranger John Oddo.
Attendance was a somewhat
slack 10,421, Next in the series,
_Aug. 15, will be Oscar Peterson &
Milt Jackson and the L.A. Four.

e T
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MUNDELL LOWE WEARS MANY HATS

By LEONARD FEATHER

daptability is at once a help
Aand a handicap in the es-

tablishment of a musical
reputation. The case of Mundell
Lowe illustrates that multiple,
overlapping careers can bring high
esteem among one's peers along
with a low profile in terms of mass
recognition.

In order to validate Lowe’s cre-
dentials you could consult Woody
Allen, for whose film “Everything
You Always Wanted to Know
About Sex” he composed the score;
or Tom Laughlin, the pro-
ducer/director/star of “Billy
Jack,” with which he was involved
as composer/arranger/conductor,
If further checking were required,
good sources would be Peggy Lee
(he worked with her both as
guitarist and as producer of her
Emmy-nominated TV special)y
Sammy Davis Jr., Sarah Vaughan,
Dinah Shore or Carmen McRae, for
all of whom he arranged and
conducted albums; Merv Griffin, on
whose show he was the staff
guitarist for six years: or Charles
Champlin, who hosted the “Home-
wood” series on KCET for which
Lowe was musical director.

More recently Lowe has worn
other hats: in education, as teacher
of a film composing class at the

Dick Grove School in Studio City:
and, in talent scouting, as music
director for the Monterey Jazz
Festival, an assignment he took
over last year when John Lewis,
busy with his Modern Jazz Quartet,
relinquished the job after 20 years.
The next festival, set for Sept.
14-16, will be the first on which
Lowe has been involved in the
planning from the start. This is the
world's oldest continuous jazz festi-
val in one city, an annual cynosure
for the faithful since 1958. Produc-
er Jimmy Lyons has established it
so0:solidly that the five concerts in
the 7,000-capacity fairgrounds
were sold out three months in
advance, It is Lowe's guess that
75% of the same audience re-books
and returns every year,

Those who missed the boat this
time can take heart: Ground admis-
sion tickets, still available, will
offer a cross section of talent
(including some artists doubling
from the main stage) at the Garden
Stage and the Night Club, both
smaller areas in the fairgrounds
that were established to give solace
tothe overflow.

“That was an idea Jimmy and I
took to the board of directors last
year,” says Lowe, “to provide ey-
éryone with some alternative en-

J

tertainment,”

The chief complaint lodged
against Monterey is that its sucpess
and consequent camplacency have
given it a conservative image, with
many of the same attists appearing
almost every year, and with ligle
Or no recognition of ‘newer diree-
tions in jazz.

Lowe tends to agree, “Last vear
was better than it had been for a
long time; at least we had Wynten
Marsalis and Jon Faddis. But we're
gearing now toward a whole drive
that will help bring in young
people. Of course, we've had the
high school jazz competition win-
ners for 14 years at the Sunday
matinee, but I'm talking about
adding some great new pros, at the
evening concerts and the Saturday
blues afternoon.”

Johnny Otis, who organized &
superb blues show in 1970, will be
back this year with a lineup that
promises to align authenticity with
innovation. Along with some of his
early discoveries such as Esther
Phillips and Etta James, Otig will
introduce Kathy Carllile, 19. “She's
a wonderful little blues singer"
says Lowe. “Her father is the
guitarist Thumbs Carllile” 0tis
will also make the world aware of
John Chrisley, a jazz harmoniea
player, age 14. Another promising
youngster, percussionist Eric Bobo,
16, son of the late Willie Bobo, will

be a guest with Tito Puente’s Latin
band.

Bobby MeFerrin, the unigue vo-
cal gymnast who dispenses with
words, will attempt to duplicate his
1983 triumph. At the other end of
the generation gap will be Billy
Eckstine, who hit the 70 mark on i
July 8.

“One thing that has been wrong
With the festival in the past, and
which is being corrected,” said
Lowe. “is the use of people from
other countries who play all kinds
of strange music. Sure, there are
sOme greal jazzmen overseas, bu!
that group from the Philippines
thatcame over ip '82 couldn’t have
been there for musical reasons, Nei
do we need somebody from Yugo-

o slavia or Sweden if he's Jjust copy-
| ingthe Americans.”

.
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NEED A FESTIVAL?
LET GEORGE DO IT

By LEONARD FEATHER

eorge Welin, who at this
paoint might enter the dic-
tionary as a synonym for

jazz festival, left New York a few
days ago, headed for Nice, where
the annual Grande Parade du Jaz=z is
under way.

Behind him were half a dozen
Kool Jazz Festivals, the Playboy
festivities In Los Angeles, the per-
ennial New Orleans gala, and other
events that involved him directly
or indirectly. Ahead are the Great
Olympic Jazz Marathon July 23 at
the Hollywood Bowl (followed by
several other “Jazz at the Bow!”
events under his guidance), Kool
festivals in six more cities, and
dozens of conyvocations all over
Europe for which the promoter will
sublease some of the hundred-plus
American musicians he has export-
ed. From Europe he heads for
Madarao, a somewhat remote ski
resort in the north of Japan, where
the faithful will be entertained by
the likes of B. B. King, Hlinois
dacquet, Freddie Hubbard, Spyro
Gyraand Gary Burton,

These details merely scratch the
surface of Wein's plans for the
coming months. Always resource-
ful in gecuring subsidies and spon-
sors, he will present three Burope-
an festivals under the sponsorship
of JVC, a Japanese company. The
(irande Parade, as always, is finan-
cially alded by the city itseli.

“I don't know why,” Wein said,
“but every festival this year is
doing beller than last year. New
York was 10% ahead of 1983. Miles
Davis’ concert was received dnd
reviewed like a religious revela-
tion, With more than 40 events in
venues all over town, we had
rrobably the greatest musical cross

o

section ever. For example, we
presented the minimalist composer
Philip Glass and his ensemble: they
communicated so well that 1 feel
they opened up new vistas for the
festival.”

A presentation as long and broad
as New York's leaves unlimited
leeway. At the other extremity.
how does one present a festival
concentrated inte a single day?
Analyzing his choices for the
Olympic marathon, Wein conceded
that “it's kind of a mixed bag, but
that’s the name of the game,
You've got Wynion Marsalis,
who'll play some great music with
Young arusts; you have the Cru-
saders, who are still a big draw and
will get-the younger people inter-
ested.

“Bob James played to a capacity
house the other night at the Avery
Fisher Hail. 1 don't listen to that
kind of music much, except to see
how it fits into my festivals, and 1
know Bob's records have been very
soupy at times; but he's getling into
more of a jazz feeling for my
concerts, and his band today is
really swinging in the electronic
fusion way,

“Free Flight, of course, is a
different kind of fusion; their use of
classical and jazz elements is ac-
ceplable to a wide audience.”

Rounding out the six hours at the
Hollvweod Bowl will be Joe Wil-
lams, reunited again with the
Count Basie orchestra. Reaction to
the baml since the leader’s death
has been generally favorable, with
saxophonist Eric Dixon copducting,
and some of the better, long-neg-
lected arrangements disinterred
from the library. The pianist is Tee
Carson, who subbed !orBame Utum
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~ Also ruled out are rock and |

fusion, "I have problems with fu-

sion; it's a halfway house between
rock and jazz. Why put it under the .

_banner of jazz?”

The music that arouses Lowe's’

strongest indignation is the

‘avant-garde genre typified by Sun .

Ra, recently hailed by one critic as
4 “poet/prophet/keyboardist/
tomposer/bandleader” and just
elected to Down Beat's Hall of
Fame (while Sarah Vaughan, Os-
car Peterson and Gil Evans wait on
‘the sidelines).

“I just heard one of Sun Ra's

albums,” said Lowe, “and I find it

halﬂtobeueveﬁwaeclaimhehas

... \.

;

George Wem always busy ser:mg up concerts, says, “1 don't
know how many people like jazz, but they sure like festivals”

during the past year.

The main problem that now
confronts not just the festival pro-
moter, but the entire jazz scene, is
the need to discover new, exciting,
youthful artists who can become
temorrow's headliners. Undimmed
though their talents may be, many
of today's long established box
office draws are not going to be
around forever.

During the last three years, these
needs have been met only by a
handful of newcomers, most nota-
bly Wynton Marsalis, his brother
Branford, the French pianist Mich-
el Petrucciani, the Japanese pianist
Makoto Ozone. All are between 21
and 23. Of the four, only Wvnton
Marsalis is an established box-of-
fice draw.

Wein feels that while some of the
critics have been very helpful to

hhmnNewYort.oﬂmarefamng-

downont.hepbof:__‘

Anmmymandﬂamm
- rays, and they spend a lot of time
'~ on them, but the public simply isn't
interested in them. No matter how

i ,mmhthey’rewﬁitenah_uul,w
~can’t draw any people.” (Bnansmn.

39 anduurray.zsmg axophon:

isl/'eomposers: Murray is a member
of the uniqgue World Saxophone
Quartel.) "Why didn't they do an
article on Bireli Lagrene? They
really missed the boat on him."

Lagrene was one of the twa

principal surprises at the New York
festival—both, coincidentally, gui-

Larists, Lagrene, 18, lives in Alsace
Lorraine, where he has long beena
wonderment,

source of local
(Readers may judge for themselves
on “Routes to Django” (Antilles
1002) and “'15" (Antilles 1009).)
According to Wein “He shows that
you can be totaliy creative and
totally exciting in a style that is 50
years old. His playing reminds you
of Django R@ha.rdl, but he doesn’t

copy him. . ls totally free in his
impxtmsa usmg the harmonies
of the jazs

is Incredlble Tears
¥ eyes as I saw a kid up
gie Hail, without an

sel, gavs Wein. “he played two
ousiy, with a

gustar lines simulEarke

fullness vou'd iformally expect onl

froin a planc

“Of courze, | want io broaden the
audiences for discoveries itke La-
p""t 1e and .}n'da" | expect to hring

Aagrene o next year's Playhoy
P‘(«-L:‘.'ai "

Coupled with the difficulties in
finding young artisis and new di
rections that will have a broad
appeal, Wein has a uphill fight
convineing some communilies Lhat
his festivals serve a useful puryg

“It in't like a rock {estival,
where you gan gross a couple of
m:!'.:r'-w Y& can walk down the
streetdid find anybody with some
cash % hrh be happy to invest in

WGSE,

that. But #’s a lot easier now for

jazz than it used to be.”

Drawimng 15,000 people 1o the
Holivwood Bowl does not consti~
tute drawing 15.000 jazz fans.
Laughing, Wein observed: *I don't
know how many people like jagz,
but they sure like festivals. Any-
how, once you've drawn them in,
Yyou can expose them to some great
music. We need good straight-
ahead groups and the best fusion
groups. Fusion bands are a vita]
part of any festival that's looking t
draw sizable crowds; they add
excitement, enable people lo have a
good time, and the bottom line i
that's what most of the audience is
locking for.™

The time-consuming uperatioﬂ

of Wein's ever growing business
empire has not reduced his direct
emotional involvement with music.
On the contrary. he has been
feeling the urge to become more
involved nexi year as a piano-play-
ing participani.

“I worked a few jobs a while back
with the best band I've ever put
together: Warren Vache on cornet,
Scott Hamilion on tenor sax, Norris
Turney on alto, Slam Stewart on
bass, and Oliver Jacksop on drums.

For the first time, I feel my group

can hold its own on merit, instead
of just being thrown in as an extra.”
The personnel of Wein's combo
reflects his basic taste. He leans
toward the mainstream, though he
has never allowed this predilection
to interfere with the complex and
wide-ranging selection process
that has given work to countless
musicians of every stripe.
Ifbuatness hasmpmvedasmuch
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been recetving. This is deing young
musicians a greal disservice by
giving them a terribly distorted
{mypression of what jazz is all abont.
What is the use of teaching siu-

dents the difference between right |

and wrong when they are being
told this is great musie?”

Obviously Sun Ra's chances of
appearing al Monterev are remote;
however, artists who unquestiona-
biv represent today’s music will be
heard In September. Among them
is Dr. Denny Zeitlin, the respected
psychiamrist who, as pianist and
composer, maintains his dual ca-
reer with experimental recitals in
the Bay Area; Charlie Haden, the
award-winning bassist and winner
of a recent Record of the Year
award, who will play in Zeitlin's
trio; and Maiden Voyage, the ex-

ceptionally gifted orchestra led by
saxophonist Ann Patterson.
“We've never had a ladies’ band,"
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Mundell Lowe: Still “in the market for new people, fresh ideas.”

said Lowe, “and this certainly is the
one,”
The Monterey debuts of these

CON KEYES / Los Angeles Times

young and/or experimental artisis
will not necessitate the elimination
of previous visitors, including some
long-familiar faces. Lionel Hamp-
ton, Ernestine Anderson and Ri-
chie Cole (joined by Janis Siegel of
Manhattan Transfer) will be back.
Clark Terry, Bill Berry, Full Swing
and Transit West, Lowe's own
group, will also play return dates.
The house rhythm section this year
will comprise Lowe; Hank Jones,
piano; bassist George Duvivier, and
drummer Shelly Manne (who will
also play a set with his gwn trio).

With the Monterey plans firmly
set, Lowe has begun to concentrate
on reorganizing the other facets of
his variegated career, which dates
back to the last years of the Swing
Era. Mississippi born, raised in New
Orleans, he moved through the
Manhattan jazz ranks, putting in
two years at the legendary Cafe
Society. As he recalls, “T was the

‘only white guy in the band, which
was a lot of fun for me, because if 1
had tried to do that in New Orleans
in those days, some big, fat, red-
neck sheriff would have stomped in
and thrown me out.” Later there
were jobs with Red Norvo, Billy
Taylor and, for eight years, the
NBC staff orchestra. He moved to
California in 1967.

Lowe has a sentimental attach-
ment for Monterey. Not only has he
played there every year since 1970,
but in 1975 he and singer Betty
Benneft were married the day
before the festival, in true Stein-
beck style, in Doc Ricketts' Lab on
Cannery Row.

For the past couple of years

Lowe’s film and TV work has been
in limbo, neither for lack of talent
norbecause he wanted it that way.

“When 1 first came out here, I
went to work at Screen Gems on a
series called ‘Love on a Rooftop.’ 1
racked up a lot of fine TV and film
credits, but in those days there was
an unwritten law in the studios that
the composers didn't play, so I
hardly got to touch my guitar for
six years, Finally 1 decided I
couldn't live that way any more; I
went back to playing with Peggy
Lee.

“Right now, ideally, I'd like to
have a 50-50 situation, between
wriling and playing; but a wvery
strange thing happened a few years
ago during the musicians' strike.
Everything shifted, and after the
strike ended, a lot of players and
wrilers never got back into the

chairs they'd had before. So it's
almost like starting over for me.
The *Strike Force' series for ABC-
TV was the most recent thing I did.

“1 don't want to get back into
that grind of scoring music week
after week; it's too emotiopally
draining. I'd just like to write for
two or three good films a vear, and
maybe a few television episodes.”

Meanwhile, Lowe already has his
ears open for Monterey 1985, “1 stiil
get calls at all hours—'T have this
great band, can | send you a tape?’
And I want it that way, I go over
everything with Jimmy Lyons and
make suggestions.

“1 want people to know that
we're really in the market for new
people, fresh ideas. I'll continue o
welcome those phone calls—hut
please, not in the middle of the
night." O
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JAZZ FINDS
NO SUMMIT

By LEONARD FEATHER

he jazz component of the

Olympic Arts Festival is far

from the summit meeting it
might have been.

While Joe Williams, Wynton
Marsalis, Shelly Manne, Charlie
Haden and Tommy Vig will be
there, the festival has failed to
include such renowned artists as

- Miles Davis, Dizzy Gillespie, Ella

Fitzgerald, Woody Herman, Oscar
" Peterson and Sarah Vaughan.
 They are among the dozens of
. internationally celebrated figures
who might have been expected to
represent, in this eventful period,
what has often been called Ameri-

ca's one truly indigenous art form.
- The fact is that out of scores of
- eone ,.W'm_pm&@t;uons
a ng th
%ame'a.- < G--wi{l&e offered only a?
Monday's Great Olympic Jazz Mar-
athon at the Hollywood Bowl and

at the four-day Olympic Jazz Fes-

* tival at the John Anson F.
Theatre Aug, 2-5. i

‘The short shrift that has been

| accorded tojazz by the Los Angel,
. Olympic O e

_ comes into sharper focus if one

anizing Committee

branches of music.

| examines the treatment of other
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On March 19, Leonard Featber and
Oscar Peterson were awarded Honorary
Doctor of Music degrees during the 1984
Commencement Ceremonies at the
Berklee College of Music in Boston,
Featber also gave the commencement
address to the students. Ed.

JOE WILLIAMS has been set to tape a
one-hour documentary for TV, and
possibly for more general use. Entitled
Reminiscing in Tempo with Joe Williams,
it is produced by Don McGlynn, who was
responsible for the highly successful film
on Art Pepper. This reporter is participa-
ting in the writing of the script and inter-
viewing Williams, who will perform songs
recalling various stages of his career. The
film is being shot at Carmelo's in Sherman
Oaks. Harold R Udkoff, a businessman
and jazz-fan, is the executive producer,
M Wynton Marsalis will join forces with
Sarah Vaughan for the first time when
they perform in this‘'summer’s ‘Evening
at the Pops’ series featuring John Williams
and the Boston Pops Orchestra. Set for
July 9, the program will include Marsalis
in a solo performance of Haydn's Trumpet
Concerto in Eb. Vaughan will sing jazz
classics and will join Marsalis in Sepzember
Song.
M Following in the footsteps of Carly
Simon and Linda Ronstadt, another
leading pop star has moved into an area
unprecedented for him. Barry Manilow,
for the last album under his contract with
Arista Records, decided to assemble an
all-star jazz group to record a set of his
original tunes, in an LP entitled PARADISE
CAFE 2 AM.

Manilow hired guitarist Mundell Lowe

| to suggest the musicians for the dare.

They were Gerry Mulligan, Bill Mays,
Geoigc Duvivier and Shelly Manne. One
of the tunes features a Manilow melody
set to a previously undiscovered Johnny
Mercer lyric, When October Dies.

Two other singers joined Manilow for
duet tracks: Mel Torme in Big City Blues
and Sarah Vaughan in Blwe. According to
Manilow, ‘My first love has always been
jazz. Recording this album is the high-
light of my career.”

M An hour-long special made for the
Public Broadcasting Service, Stephane
Grappelli in New Orleans, will be aired
July 8, The 76-year-old violin virtuoso
taped the show before a live audience in

AMERICAN N

an intimate cabaret setting. His accompa-
nists were Martin Taylor (electric guitar),
Marc Fossett (acoustic guitar) and Patrice
Caratine (bass).

B Third-stream pianist Ran Blake, chair-
man of the Department of Third Stream
Studies at the New England Conservatory
of Music in Boston, is taking time out

this summer to tour Europe and the US.
The tours will be a promotional tie-in
with his latest Soulnote album, SUFFIELD
GOTHIC, on which he is featured with
tenor saxophonist Houston Person. After
appearances in France, Spain and Switzer-
land, he has two dates in Los Angeles,
July 20-21, as well as a live national

public radio show from Chicago on July 15.

M Fostina Dixon, the virtuoso saxophonist,
clarinettist, composer and singer, formed
her own group recently. Known as Winds
of Change, it has played in New York

with Bertha Hope (piano/vocal), Pam
Parrick (percussion/vocal), Ed Cherry Jr
(guitar), Kevin Harris (bass) and Lewis
Nash (drums).

B Despire stories of declining business in
many jazz nightclubs, one Los Angeles
room is defying the trend by expanding
its policy. The intimate room known as’
The Room Upstairs at Le Cafe in Sherman
Oaks, which has been featuring live jazz

s e | ' -

EWS - fr;nLeonadFeamer

{mostly vocal) three nights a week for
the past couple of years, started a five
nights-a-week policy June 14 with singer
Estelle Reiner. The new schedule will call
for music every Tuesday (the Beverly Hills
Unlisted Jazz Band will perform weekly
for three months beginning June 19) and
Wednesday (Margie Gibson and her trio,
June 20 through late August). Others set
for summer dates are Dave Frish
(every weekend starting July 6); Jane
Harvey, the one-time Benny Goodman
vocalist now making a much-praised
comeback; Sue Raney with the Bob
Florence trio; and Helen Merrill, playing
her first California date in several years.
B Drummer Bob Moses has been
appointed to the Jazz Faculties Study at
Boston’s New England Conservatory. He
is also working on a drum instruction
book.
M Pianist Tete Montoliu made a rare visit
to California in May, his first in four
years, playing a series of club and concert
dates with bassist John Heard and
drummer Sherman Ferguson.
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an honorary Doctor of
Letters from University
da officials during recent
nvx_encement exercises in

fingernails splattered in her
e. Wearing a patch over the
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FREE FORMS & WINTER SEQUENCES
Ralph Burns

Free forms (Places please/Terresita/Tan-
talion/Vignette at Verneys/Cameo/Li-
lieth/Someday somewhere/Spring is) —
Winter sequence (Dasher/Dancer/Pran-
cer/Vixen/Comet/Cupid/Donner/Blit-
zen)

(Raretone 5017-FC/Forsyte)

Nr 1: Tony Miranda frh, Danny Bank fl, Lee Konitz as
(i fyra delar), Burns comp arr p, Ray Brown b, Jo Jo-
nes dr, fyra violiner, en viola, bcl, oboe, fagott. Insp. i
New York, 7 avgusti 1951.

Nr 2: Joe Wilder tp, Kai Winding tb, Jimmy Buffing-
ton frh, Bill Barber tu, Herbie Mann 1, Yinnie Dean
piceolo-fl as, Ralph Burns p comp arr, Billy Bauer g,
Oscar Pettiford b cello, Osie Johnson dr, Leonard Fea-
ther dir. Insp. | New York, september 1954

Ralph Burns kom som 19-dring till Charlie
Barnets orkester 1941 och hamnade nagra
ar senare hos Woody Herman. Dir skrev
han bl a Early autumn, som vi brukade ho-

ra i svensk radio som signa

Dahlgrens jazzglimtar fran New York. Det~
var 1948, och sedan dess har Burns mesta-
dels befunnit sig i jazzens utmarker eller,
dn oftare, pd helt andra musikaliska falt.
Det har handlat om film- och TV-musik,
sangbakgrunder och slikt. Med luftbubb-
lorna efter den sjunkande storbandsskutan
kom det Aren kring 1950 upp en hel del mu-
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Burns — later bedagad numera.

sik med mer eller mindre konstmusikaliska
pretentioner — nagot som lite senare kom
att fa beteckningen "third stream’, en
slags fusion mellan jazz och klassiskt. Na-
gonstans i den sfaren ryms musiken pa
denna skivas forsta sida, eller rymdes for i
dag later somligt som hdmtat ur ljudban-
det pa en Asa Nisse-film. Andra delen av
Free forms, U ex — man riktigt ser hur Eu-
lalia 11 dansar fram ldngs stengirdsgardar
och diken pa en solig men ack sd svartvit
smélandsvig . . .

Lite elakt sagt, mahdnda. Men musiken
ar i langa stycken dverarbetad och i dn
langre stycken direkt trist: det later som
nagot man kan hora i en restauranghdogta-
lare och som man knappt ldgger mirke till.
Burns eget cocktailparty forstdrker det in-
trycket. 1 fyra av "satserna’’ dyker Lee
Konitz upp som géstsolist och dad — endast
da — glimtar det till. Plotsligt finns dédr en
levande ménniska. Men han har s4 mycket
emot sig ibland, att han néstan inte lyckas
tringa fram,

Baksidan #&r mer jazzmusikaliskt orien-
terad med olika solister i varje del. Winter
sequence dr for dvrigt frukten av ett sam-
arbete mellan Burns och Leonard Feather,
som ocksa medverkar som dirigent. Nu &r
det inga strikar lingre utan mer "'viist-
kustjazz”' som pendlar mellan schmaltz
och robust swing. Men soloinsatserna ar
ojdmna och musiken blir sillan intressant.
Och det skrivna kdnns stundom oerhort
bedagat.

Det hir var ursprungligen tva 25-

centimeters LP pa Clef respektive MGM.

Jag tycker att det dr en overloppsgdrning
att Aterutge alltihop: ett par spar med Ko-
nitz hade platsat i ett samlingsalbum, kans-
ke tillsammans med ndgon av delarna pd
sid tva, Windings solonummer t ex eller
Pettifords. Om ens det . . .(Lars Westin)
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JAZZREVIEW

Trumpeter W ynton Marsal:s during solo at Oiymmc Jazz Mnmthon
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AN ‘OLYMPIC MARATHON’:

SOME RUN AND SOME WALK

By LEONARD FEATHER

utting all his Olympic eggs in

one Bowl, producer George

Wein assembled what was
billed Monday as "“The Great
Olympic Jazz Marathon.” Of these
five words, the first and third were
incontestable; the fifth qualified if
you consider a marathon complete
in 52 hours. (Only the Playboy
concerts, running three hours lon-
ger, can claim wue marathon sta-
tus.)

This leaves us with great and
jazz, both of which were only
intermittently applicable, though
the 12,098 fans at the Hollywood
Bowl seemed satisfied with much
of what they heard.

The first half of the pregram
moved slowly. Free Flight, once an

exciting classical/jazz fusion quar-:

tet, has made a new flight into a

rock-fusion bag, devoted mainly to
original piéces by the pianist, Mike
Garson. True, toward the end the
quartet plaved a movement from a
Prokofiev sonata, converted into
rock rather than jazz. But Jim
Walker, still a principal flutist with
the L.A. Philharmonic, has devel-
oped into a confident jazz soloist.

Wynton Marsalis' quintet went
over the heads, and voices, of the
audience. It was still daylight, and

in the box area he had to compéete

with chattering, chicken and wine.
His six-tune set included three pop

standards, ‘with his' own muted

horn and brother Branford Marsalis
on soprano sax in an elegant “Lazy
Afternoon.”

Bob Jameés led an 11- hm:nhgmg
through a fusion set tha
crowd like a thunderbolt, with
Harvey Mason playing electronic

ARTSS
FESTIVAL

drums and Gary King, on electric

bass, suddenly scatting a Charlie -
Parker blues. A piano-flute duet by

James and Alexander Conjic pro-
ﬂdedawelcome mature imer!ude.

show the Count Bas,\e Omhesh'a
The train has kgpt on

b 'mwj:hothuéghtracﬂs are so e enly
laid out that Ioeomoﬁun seems

automatic.

With saxophonist Edo Lﬁﬂm in
charge, there have evlen been og:;
vements. Long neg ectdd w
gumehas “Blues in Hoss' Flat” and
“You Got IL.” both by Frank Fos-
ter, have been brought back into

the library.

This is no ghost band, but essen-
tially the same ensemble that
played at the Palladium last March,

mumgawz,,ms

tith the Count Basie Orchestra at Hollywood Bowl.

THON

battle (Dixon and Ken-
I on “Jumpin’ at the
" recapturing the loose,
us joy of the early Basie

g the Crusaders to follow
Joe Williams was a big

- Worst of all was the

during their 75 minutes,
reat trumpeter Harry
Edison. Instead of play-
e Basie band, in which
ey figure for many years,
saddled with the inept
I pianist Joe Sample, who
away from this brand of
long that he didn’t even
right changes to “Memo-
i: " the only tune Edison

ars also had a voeal-
Williams, about whom

§ were notable:; Her dress

itive, and she should have

fjrstsongaquartartone
s ]
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Leonard Feather and Oscar Peterson Are Honored at Commencement

Celebrated music critic and jazz authority
Leonard Feather and internationally renowned
pianist Oscar Peterson were awarded the
Honorary Degree of Doctor of Music by Presi-
dent Lee Eliot Berk at Commencement Ceremo-

- nies held.onMay 19 at the Berklee Performance
Center. :

In delivering the Commencement Address,
Feather reminded the 434 members of the 1984
graduating class that artistic success is not
necessarily achieved in direct proportion to
one's education anymore than commercial suc-
cess necessarily reflects musical accomplish-
ments. Feather pointed out that two of the
greatest jazz artists of all time — Duke Ellington
and Count Basie — were basically self-taught
musicians.

“Michael Jackson may sell 33 million records,”

- Feather continued, “but that doesn't make him
33,000 times more important than Branford
Marsalis ('80), Toshiko Akiyoshi ('57), Joe
Zawinul ('57), Alan Broadbent ('69), Gary Bur-
ton ('68) or any of the other truly significant
artists of our time. .. It is the artist's duty not to
concentrate on mass sales and not to take too
seriously the advice of all critics, many of whom

" may be musical idiots."

Feather was introduced by Dean Richard
Bobbitt as having “earned distinction in almost

Warrick Carter Named

____Dr Warrick L_Carler, Chairman of.ihe Div

ision of Fine and Performing Arts of Governors
State University in Park Forest South, IL, has
been named to the new position of Dean of
Faculty at Berklee, effective August 6, as
announced by President Lee Eliot Berk.

Co-Chairman of the [azz Advisory Panel of
the National Endowment for the Arts and outgo-
ing President of the National Association of Jazz
Educators, Dr. Carter is an accomplished jazz
composer and percussionist who has performed
with such major figures as Billy Taylor, Donald
Byrd and Clark Terry.

As the chief administrative officer for faculty
affairs, Dr. Carter will be responsible for main-
taining the quality of instruction at the College.

His duties will include coordinating faculty
recruiting and appointments, balancing instruct-
ional needs with faculty capabilities and needs,
and maintaining a familiarity with and concern
for all aspects of faculty life.

Dr. Carter will also chair or serve on various
administrative and faculty committees as well
as advise President Berk on faculty personnel
policies.

President Lee Eliot Berk (center) is shown with Honorary Doctorate recipients Leonard Feather (left) and Oscar
Peterson after Commencement Ceremonies at the Performance Cenler.

every area of the jazz world — as author and
educator, as instrumentalist, composer and lyri-
cist, as concert and record producer, and as tele-
vision and radio producer.”

Universally recognized as “The World's
Number One Jazz Critic,” Feather is the author
of a weekly column appearing in more than 350
newspapers around the globe. He has written
numerous books, including the definitive Ency-
clopedia of Jazz series, and his liner notes for the

Dean of Faculty

Dr. Warrick L. Carter (right) at Commencement, where

he was introduced {0 the Berklee Community by Dean

Richard Bobbitt.

landmark album The Ellington Era earned him a
Grammy award in 1964,

An accomplished pianist, Feather has per-
formed on recordings with Louis Armstrong,
Jack Teagarden, and B.B. King, among others.
He has also written hundreds of compositions,
including “Signing Off,” recorded by Sarah
Vaughan, Ella Fitzgerald and George Shearing,
and “How Blue Can You Get?,” one of B.B. King's
biggest hits.

Oscar Pelerson, hailed by President Berk as a
world-class piano virtuoso “whose performance
demeanor blends thoughtfulness and elegance

with a genuine concern for his audience,” echoed
Feather as he warned the graduates against “sell-
ing out for economical ends, because you sell oul
vourself creatively.”

“Be an individual,” Peterson said. “Don’t be a
‘mass thinker." Within each individual lies the
hope of this particular world.”

A 1975 Grammy winner for his acclaimed LP
The Trio, the versatile Peterson has hosted a
popular award-winning jazz TV program in his
native Canada and is the recipient of the coveted
Medal of Service of the Order of Canada and
Toronto Civic Medal.

Winner of numerous down beat and Playboy
Polls, Peterson frequently participates in lec-
tures and seminars at leading colleges and uni-
versities throughout the world.

The annual Commencement Concert on Ma y
18 at the Performance Center spotlighted the
music of Feather and Peterson and featured the
Berklee Jazz/Rock Ensemble and the Berklee
Jazz Choir as well as a trio led by senior pianist
Cyrus Chestnut, of Jarrettsville, MD, recipient of
an Oscar Peterson Scholarship Award.
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BRANFORD MARSALIS QUARTET BOWS

By LEONARD FEATHER

QY Vhis is my very, very first
performance with my own
quartet, so [ hope you will

©  makeallowances.”
With these words, Branford

Marsalis introduced himself Tues-

- day, the first of his two nights at
_* Concerts by the Sea. No allowances
' “were needed; in fact, there was a

o -

audience. But at Howard Rumsey's
Redondo Beach rendezvous, the
conditions were just right: an inti-
mate room and a group of fans who
listened instead of talking.

With an album of his own al-
ready out, the young saxophonist is
showing signs that an independent
career awaits him. As a leader heis
personable; as a player, he exer-
cised formidable power on “My

sound, unlike the shrill tones that
too often emanate from this de-
manding instrument.

His group boasted an incredible
sideman in bassist Chrnett Moffett,
son of the noted drummer Charles
Moffett. His tone and time were
impeccable, even during a speed-
of-sound flag-waver. An impres-
sive debut—doubly so when you

y : able. recall that Moffett just turned 17.

© striking contrast between thisper-  Shining Hour” without ever laps- Because his othjer regular side-
formance al?d his gig the previous ing into fashionable hysteria, then men were not available, Marsalis
night at Hollywood Bowl. displayed his gentler side in the old used his brother's pianist and

There he had been a sideman in
his brother Wynton's quintet,
playing for a vast and inattentive

ballad “For All We Know." '
Switching from tenor to soprano
sax, Marsalis evinced a warm, rich

—

——

dx:umrr(er. Kenny Kirkland and Jeff
Watts. In “Passion Dance,” a Mc-
Coy Tyner tune, Kirkland's solo
bore a strong resemblance to the
style of the composer.

Tonight at Concerts by the Sea:
George Howard.

ﬂosm;lw&imts i /LB
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BENNY CARTER IN RARE CLUB PERFORMANCE

By LEONARD FEATHER

inding Benny Carter ina local
nightelub is not unlike com-

. ing across an original Picasso

at the May Co. This week the
perennial alto saxophone giant
came back home, following a Euro-

pean concert tour, for a four-day

booking (through tonight) &t the
Vine St. Bar & Grill.

‘Carter has long been the jazz
‘world's preeminent symbol of ele-
gance—sartorially, in his demean-

. ar. and above all in his music, both

a8 composer and improviser,

His gift for fashioning exquisite
themes, then embellishing them
with ad-lib extensions, has esiab-
lished him throughout his long
career as a master of melodic
architecture, At Thursday's show

{which was broadeast live nation- |
wide), “Summer Serenade’s” light '

Latin beat and sensible harmonic
lines offered proof of the first point;

the improvisational aspect was best ;

e ——

OOPS!

Olympic Festival of Atts,
1 have no connection=
conncction-—wilh this event.
In addition, Joe \\_"Qhams
and the managers of Sard
Carmen McRae have confirm
will not be performing at this f ;
were never committed to doings
sting. 4
lhc"l"lllw crgror no doubt was not Origif
yours, but that of the Olympic Arts

brochure, in which our names Weret

without authorization.
‘ Leonard Feather

Your item Stating that 1 \';clp:ﬂ “\
sther” ympic Jazz restval
e i A * Jupe] is incorrect.

_and never had any

displayed in four dazzling choruses
on the old standard “All of Me.”
Just after the quartet went off
the air, pianist Gerald Wiggins was
showcased in “Lover Man" in
which a solo chorus was also
accorded to bassist John B, Wil-

—_—

liams, Both are inventive, techni-
cally adroit artists. Completing the
group was one of the most depend-

able of all small-combo drummers,
Jimmie Smith.

On Thursday, Carter will pre-
miere a large orchestral work in
the Olympic Jazz Festival at the
John Anson Ford Theatre, Sunday
through Wednesday, Anita 0'Day
will take over at Vine St.

1

has assured me,

h Vaughan and
irmed, that they
estival and

o, contrary 10

nally
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HERB ELLIS SLIDES INTO
BLUES MODE AT DONTE’S

ByLEONARDFEATHER =

! . 7 hen Herb Ellis opens his
mouth, there’s no longer
much of the Southwest

left in him: but when he opens his

itar case and eases into a few
bars of the blues, Texas still cozes
from every string.

Friday evening at Donte's

' marked his first local solo appear-
ance in more than two years; these
dayshe!sacsptiveoftheroaﬁ.
Ellis has long been regarded as a
master of the post-Charlie Chris-

tian school, but with additional

characteristics. He is, for instance,
a virtuoso ballad soloist who will
submit Cole Porter's “I Love You"
as a pensive, persol ¢
ment, deftly chorded, before allow-
ing the rhythm section to join in,
doubling the tempo and indulging

in hard-swinging flights of fancy.

nalized state- °

Ross Tompkins, bassist John Gian-
nelli and drummer Ted Hawk were
off and panting. At one point,
Tompkins and Ellis indulged in an
extemporaneous fencing match—
two simultaneous solos, with each
man listening intently to the-other.

Regrettable though it is that ad
hoe groups of this kind cannot stay
together and work out more inter-
esting and original material, within
the inevitable confines Ellis,
Tompkins & Co. kept the invention
and excitement at a consistently
high level.

|

-

-

Even “Wave,” the Brazilian song ~

that Ellis introduced with one of his

ic tongue-in-cheek an-
;};ﬁn&lmenm.g took on a blues col-
oration before he was through with
it; along the way there Was a quote
trom “Ode to Billie Joe.

Next, the blues arrived officially
in a totally unplanned piece that
found Ellis blending 1930s Texas
funk with '80s harmony and tech-
nique. After his solo foray, pianist
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derley.

such a scene would be even

today, 20 years late

Lhe sax
g ' would

¥ Raollins: In faet,
similar examples of the awe with whidh our
Parkers and Rollinses are regarded may be
found in a hundred countries where jazz has
penetrated.

be

phonist on the

Wayne Shorter or So

Jazz has had an elusive fascination around
the world sinee the end of Waorld War |,
when the black saxophonist Sidney Bechetl
toured Europe and the white Original Dixie-
land Jazz Band triumphed on a visil Lo
London. The music spoke a rhythmically
infections language to which many people

AMERICAN

cotld readily relate, but, even more signifi-
cantly, it soon acquired an intelleciual appeal
for which there was almost no counterpart in
ils native country.

While America was treating it mainly as a
niusic for dancing or entertainment in speak-
eagtes, fang in England, France and Sweden
listened intently to its improvised and or-
chestrated messages. They listened not only
to Louls Armstrong and Duke Ellington, who
were at least well established at home before

r first vigits o Europe in the early
16 men like Joe Venutt 1he viotinist
wio, while all but unknows to the America
Dlic, Was welcomed as 3 hero in 1934 by
iritish jazz fans, who for years had coliected

The depth of this devotion led 1o several
iniiatives that turned jazz inlo a prophet
with far less honor in its own country than in,
for example, Sweden, where the world's first
all-jazz magazine, Orkester Journalen, made
its bow in 1934, or Belgium, where in 1932 a
lawyer named Robert Goffin wrale “‘Aux
Frontieres du Jazz,” the first book anywhere
to treal the musie geriously as anart form. By
the mid-1930s, little more than a decade after
jazz had begun o be preserved on phono-
graph records, in-groups of fans overseas
began i0 hold meetings, exchange views and
listen to the latest releases; occasionally they
would also hear live jazz. In England, they

Piease Turn to Page 4
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Hot: The Fate of Jazz in the Soviet Union”
(Oxford University Press), “Conover has
done more for the spirit of American culture
in the world than anyone else.”

Estimates of Conover's audience vary from
30 million to 100 million. Though his pro-
grams sometimes were jammed years ago in
the Soviet Union, his voice has long been
accessible to anyone within reach of a
radio—anywhere except the US., where,
paradoxically, he is not heard.

“When [ first heard Conover’s show,"” says
the Polish violinist Michal Urbaniak, “Twasa
teen-aged classical violinist. “He turned my
whole life around. I actually cried when I
heard Louis Armstrong.” After become an
accomplished jazz saxophonist and violinist,
Urbaniak emigrated to the United States in
1977.

Typical of thousands of letters Conover
receives is one from a fan in New Guinea: “I
look forward to your show every night as the
only bright spot in a very monotonous
existence,”

Not long after “Music U.S.A.” made its
debut, the State Department undertook its
first live jazz venture, dispatching an all-star
orchestra led by Dizzy Gillespie on tours of
the Middle East and Latin America. This was
1956, by which time jazz had long since
become solidly established, and not merely
as a cultist phenomenon, in countless remote
and improbable areas. Since the spectacular-
ly successful Gillespie endeavor, similar
pilgrimages have been taking place at irreg-
ular intervals, many of them to Communist

LOS ANGELES THVIES/CALENDAR

countries.

One scene remains vividly in my mind: A
young man in blue sports shirt and white
slacks. clutching a pop bottle as a saxophon-
ist onstage Look off on a hard-driving blues
chorus. The young fan mopped his brow,
removing the cardboard cap that bore the
legends “World Jazz Festival” and “Drink
Coca-Cola.”” As the solo reached its climax he
cried “Blow, Sleepy, blow!"” and, turning toa
young woman beside him, said in English,

AMERICAN

“Sleepy's really wailing tonight!”

It could have been Monterey or Newport,
but this was Hibiya Park, an amphitheatre
where 5,000 of the hipper Tokyo youngsters
had gathered. Sleepy's real name is Hidehiko
Matsumoto, The concert was part of a vast
three-rhythm circus assembled in 1964 by
George Wein, comprising a modern concert
(Miles Davis, Carmen McRae, et al), a
Dixieland-and-swing show (Red Nichols,

Gene Krupa), and a pop program with the
Tommy Dorsey ghost band, Louis Bellson,
and the Sharps and Flats, Japan's most
popular big band.

A few nights later 1 saw an even bigger
crowd, many without umbrellas, sitting
devoutly through a rainstorm at the outdoor
Mariyama Music Hall in Kyoto, where Miles
Davis led a quintet that included Herbie
Hancock. The accelerating pace of the jazz
invasion had already brought to Japanese
audiences the bands of Ellington and Basie
and most of the leading combos such as Oscar
Peterson, Dave Brubeck and Gerry Mulligan.

Jiro Kubota, one of Japan's innumerable
jazz critics, told me, “Jazz today is a form of
intellectual snobbery as well as entertain-
ment for our young audiences. Our old
pentatonic scale actually sounds less natural
to these kids than the European diatonic
scale. Besides, jazz is thriving here because it
is a symbol of America, like chewing gum
and chocolate and all those cold soft drinks."”

Japan, like France and most European
countries, is ahead of the U.S. in the intensity
of its involvement. In the last Down Beat
readers’ poll, for example, the winners in the
trumpet division were Wynton Marsalis,
with a mere 849 votes, followed by Miles
Davis with 497; this in a country with a
population of 226 million. In the last Swing
Journal readers’ poll, Miles Davis cdme in
first with 14,082 voters; Marsalis, the run-
ner-up, earned 9,946. (Swing Journal, print-
ed entirely in Japanese, runs to 350 pages a
month, five times as many as Down Beat.)

By far the biggest jazz book ever published
is Italy’'s “Grande Enciclopedia Del Jazz,”
consisting of four large volumes, 1,600 gages
of profusely illustrated alphabetized biogra-
phies. i

Comparable staries might be told concern-
ing the aspects and degrees of enthusiasm in,
for example, India. Many American musi-
cians have taken part in Jazz Yatra, the
annual festival in Bombay. In 1980 the
audience was astonished by the virtuoso bass
work of Aladar Pege, a bassist from Hunga-
ry. In the audience was the widow of Charles
Mingus, who was so moved by his perform-
ance that she promised to give him one of
Mingus’ basses. Two years later, Pege pres-
ented himself at her New York home and
picked up the gift.

The stories extend to ail those areas
where, for jazz, there is virtually no Iron
Curtain. In Warsaw, the magazine Jazz
Forum is printed bimonthly, in Polish and
English editions, by the International Jazz
Federation and the Polish Jazz Society. In
the Soviet Union a healthy cadre of talented
young instrumentalists has developed. De-
spite varying temperatures in the Cold War,
distinguished visitors from the West are still
welcomed. Only last March, Pear] Bailey was
in the Soviet Union under State Department
auspices, with her husband Louis Bellson's
Jazz group.

Governments may fall and rock stars may
rise, but jazz stubbornly survives and
thrives, still a note of peace in a turbulent
world. O

* SUNDAY, JULY 29, 1984/PAGE B

—



- —-—
Ir
i
! i
| b
P —
B
e
e ——
1 — .
. = -
—
rL
- >y
e |
-, o Mg, v, te
——— |
=
= " - - s
. Tow -
R - "
3 Ay ’ T
- 4 T — '
- — T -
3 s 2 .
e
- - - =
_':E‘l._ - £ o — i ol -

— fﬂ-\\.-qnib.u

M\-Fr.\
LaT -




her '|L.'-ud_a d, c:
The closing s
ineluded a ~ml'|ts 0
arrangement
Lights  Are Low,"
theme based, coincidentally, on a
harmonic pattern simil hat of
“Olympian,, Cymbals,” and Vig's
own “Olympian Lady) a ballad
well suited to the delectable Carter
personality.

Willis Conover,
aimed at dignity but lapsed into
prolixity, ‘»= yor Tom I'i,-‘a-:iim-j.
made a sucecinet welcome SDEeE
and had the good taste to stay
hear the show,

Under 'ld' rtised, underbudget-
f" with too few warld-c¢l

draw a c‘uad the ¢
wnl_. iwo-thirds of the outdoor.
1,200-seat house. T{:-mgi*- S pro-
gram will include blu t
Jimmy Witherspoon, ths nt
German trombonist Albert ‘Tdt
gelsdorff and a set by pianist
Leviev.

rter
L- d"t\l“l Vig
"5 “When

v %

Larler

the enmcee,
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mUp and Down Blues Singer

Esther Phillips Dies at 48

By LEONARD FEATHER

Esther Phillips, one of the most shortly after she signed with the
personable and dynamic blues Otis group.
singers of her generauon died “At the end of the (recording)
Tuesday morning at date they had 20
Harbor General minutes left, so he
Hospital in Carson of wrote out this song
complications from about lady bears in

liver and kidney ail-
the forest. We only
ments, She was 48, e s e

Born Esther Mae one take. It sold a
Jones in Galveston, million.”

Tex., her roller- Her death came
coaster career began less than two weeks

with three yearsasa after that of another
member of the John- Otis protege, Willie

Otis blues show, |
l‘Sut.(ua' was billed then Mae (Big Momma)

o m Thornton. Both
as “Little Esther. ' .. 78 women had been
Shewasonly 13in  Esther Phillips scheduled to appear

1949 when she re- " with the rhythm and
corded her first hit, “Dou-  blues pioneer at the Monterey Jazz
ble-Crossing Blues," with Qtis' Festivalin September.

band. The recor came about, Tarnishing the | i
o el s ng the luster of her first

Please see PHILLIPS, Page 2
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Rating the
Los Angeles
Olympic Arts
Festival

Its organizers promised to deliver an
| Olympic Arts Festival that would signal Los
Angeles’ emerging importance as a cultural
force in America. How well did they succeed?
Here are the judgments of siz Times critics

W"

B

R .

CIVIL warS;" for the leaky acoustics at the

new Royce Hall; for the shows from abroad

that didn't have the expected authority,
such as the Epidaurus Festival's flat “Oedipus the
King."

Nevertheless, a world-class showing. America
hasn’'t had many international theater festivals.
This will be the one to sheot at in the future.
Neither old-line nor avant-garde, the festival
shrewdly introduced us to directors and companies
we didn’t know (most memorably Ariane Mnouch-
kine's Theatre du Soleil), illuminating texts that in

LOS ANGELES 1984
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E— s I|
who were asked to rate the Festival on a scale £
of 1to 10: -
i
.Dan Sullivan, Theater s
- ]
oints off for aborting Robert Wilson's “the  general we did know (Shakespeare, the Greeks.) |

So we weren't lost, but we did have to work a
little, which is always good for audiences. The
message, strengthened by the unfamiliarity of the
language, was that theater can be boldly "“unreal”
and yet strike closer to the heart of things than the
surface deceptions of TV realism. Can doso, that is,
when presented with the skill of such champion- i
ship actor-athletes as Mnouehkine's company, If i

, the Olympics is about aspirations, this festival left

local theater some superb role models. Statistics: 30 1
companies, 37 separate productions, 327 perform- :
ances. All-over score: 9.2,

Tommy Vig plays the vibraphone in jaz2

concert. In background is Benny Carter. William Wilson, Art

he fine visual arts marched inte the
Olympic Festival amphitheater looking like
a once-great power fallen on hard times.
The team included a dignified but thread-
{ bare roster of 21 exhibitions, some more about sport
: than about art, others so safe as to appear dull on
paper.

The County Museum of Art displayed 75 French
Impressionist paintings. Exciting as Sominex, Well,
“A Day in the Country” turned out a gold medal
event. Persnickety connoisseurs melted before a

VIG-OROUSNIGH
AT THE OLYMPIC
JAZZ FESTIVAL

bent tones, sky dives, roller-coast-
er runs and an incredible climax

ARTS
FESTIVAL

By LEONARD FEATHER

fficially it was “The Olym- that found him aiming the bell of ~ ==
Opic Jazz Festival,” but a his horn info the Bulgarian Milcho rMoomful :f PCIauduieB:ongls ﬁnas'éacsk. ?mnh?f:.
suitable subtitle Thursday Leviev's piano to draw out eerie § -Qn and top Pissa nd Sisleys: that

looked just like their own trip to the domesticated
French countryside. Scholarly juices got running
over such earthshaking issues as whether later-
day artists like Gauguin and Van Gogh belong in an
Impressionist show. A perfect 10.

Nothing else was quite so graceful, but energetic
performance abounded. “Automobile and Culture”
at the Museum of Contemporary Art is a flashy
compendium of glamorous vintage cars and related
artworks that seems to address the L.A. myth.

Two exhibitions at the Newport Harbor Art
Museum revised aesthetic estimates of so-called
“gsecond-generation” art of the late 1950s. A brace

reverberations.
An overwhelming innovator,
Hino was heard again, along with
Credit Tommy Vig with endless  the Canadian flutist Moe Koifman,
Dinitiative and ehergy. He was not in “Olympian Cymbals," a Vig
only the sole producer but also piece featuring Shelly Manne,
leader of the 20-piece orchestra, whose druraming was & tie beam
the composer and arranger of most  holding the band together through
of the new works, the vibraphone an evening of often difficult, un-
soloist—and husband of the fea- smngmg music. “Olympian Cy_m
tured vocalist. ‘bals” was Vig at his best. Noth
The Hungarian-born musician  was too complex; the chord patt

has sprinkled the four-day festival was as comfortable as an old rock-

evening at the John Anson Ford
Theatre would have been “The Vig
Parade.”

of theme shows devoted to ethnic and folk art
styles wafted an international aura one had feared
would be missing. Shows on California themes like e
USC's "California Sculpture” and “Art In Clay” at
the Municipal Art Gallery in Barnsdall Park were !
more worthy than galvanic but did represent the
home team. Robert Graham'’s controversial “Olym- y
pic Gateway" in Exposition Barnsdall Park remind- :
ed one and all that California art, like California
wine, has attained international stature. -
In the end a combination of quality, variety and A __ l
number left an unexpected impression of festive ls
cosmopolitan celebration. It was a whoopee. In art '
it left a feeling of unrepeatablilty like 10 bulls-eyes
jerked into the target by luck. The festival was a | ey-
first, H un-
Its combination of variegated arts generated a
spirit that crossed disciplines and made everything mpa-
buoyant, Everybody hopes it will be repeated mpa-
every two years or so. Next time it may be gand
necessary to exercise more guile in shaping the . .
ensemble of art exhibitions, particularly those in is for
smaller galleries. id to '
The Olympic Arts Festival generated its own
euphoria. Getting it back ig likely to require some
coaxing, but it is eminently worth the effort,

il

cord-

with international spices. Thursday  ing chair, leaving the soloists un-
il was an astonishing Japanese encumbered.
cornetist, Terumasa Hino, who On the debit side, too many

Leonard Feather, Jazz

ary—
a the

provided the evening’s greatest passages scatlered through the
surprise. His solo on “T'll Remem-  evening were weighed down by
ber April” was a wild fusillade of Please see JAZZ, Page 6

he jazz community is still smearting over the.
short shrift accorded in the Arts Festival to
this globally admired musical form. :
e il Ciotat Oty rapic s Wiy,
‘events: the so- azz Mara-
thon” at the ‘Hollywood Bowl July 23 and the

James Band and Free Flight. The concert was E‘f
redeemed by the Count Basie Orchestra, still a ttern
potent force under the leadership of Eric Dixon,and
by the gri blues vocals of Basie alumnus Joe spect
Williams. A five for the marathon. . 1 her

The Ford Theater series g;gau ahaku’:irbm& )
pretentmwm‘h producer Tommy
_ Tﬂdwchestra. but gethered

l

i
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JAZZ

L.A’S LAVISH SPREAD OF SOUND

By LEONARD FEATHER

he Olympic Jazz Festival
hits its final chord tonight

after a four-day run at the
John Anson Ford Theatre. Howev-
1, jazz is not suddenly folding up
its tents and leaving Los Angeles.

Visiting Olympian observers
need to be informed, while local
aficionados may want to be re-
miiided, that a flourishing night-
club scene continues to offer a
lavish spread of sounds. In fact, as
the jazz listings on the opposite

page make clear, the opportunities
for examining most aspects of the
jazz world are available in dozens of

a

The most remarkable develop-
smenl of the past two years has been
the swift risé of the Vine St. Bar &
Grill (addresses and phone num-
bers of all clubs mentioned here are
in the listings). Situated in the
center of Hollywood, a few doors
south of Hollywood Boulevard, the
room has been operating less than
three years, began using local jazz
groups in the summer of 1982, and
only since June of 1983 has un-
leashed a cornucopia of top-rank
jazz singers. A particularly strong
iineup has been assembled for the

Clympies season.

Ron Berinstein claims that the
suecess of his room is due to a
prudent booking schedule, mixing
locally based artists with others
who seldom have achance to work
in town. The policy is about 85%
vocal, with instrumental groups
now and then. The gentral location
has produced fringe benefits, at-
tracting Hollywood celebyities,
says Berinstein, “When Anita

ODay was here Fooemly, s |
A oY

w

Anton came in cne dight and sang, ¢

with Dudley Moore at the pianc.

The same night, Tim Hauser of |
Manhaitan Transfer made a guest |

appearance.”

Open seven nights a week (Sun-
days are usually reserved for tune-
simiths interpreting their own
songs), the club is split down the
wmiddle; on the left are the dining
room tables (food is good but
expensive); to the right is the bar,
where drinks are $3. (As at almost
all clubs, there is a two-drink
minimum.) The admission varies
with the strength of the attraction,
fluctuating from $5 to $10.

O

Donte’s in North Hollywoad is
the oldest local club continually
active with jazz, founded in 1966.
(Marla’s Memory Lane on Martin
Luther King Boulevard has been
around much longer with non-jazz
periads.) Carey Levereite, a for-
mer choreographer now the sole
pwner-of Donte’s, has seen the
room through a roller-coaster life.
At one time big bands were often
hired (among them Kenton and
Basie), Nowadays it's mostly local
small groups and singers, main-
stream and bebop; with occasional
LOS ANGE(ESTIMES/CALENDAR

T

fusion groups. The room needs
redecorating but remains comfort-
able, with a bar in back (drinks
from $2.50 up) and a restaurant
with surprisingly good food. Ad-
mission from $3,50 o $8. Donte’s is
dark Sundays.

]

Carmelo’s in Sherman Oaks has
much the same musical stance as
Donte's except that big bands sre
hired more often (11 altogether
during this month). Carmelo’s was
operated as a music room by the
late Chuck Piscitello, a drummer
who quickly established it as a
hangout for musicians. Shortly be-
fore Piscitello’s death last year, the
room, enlarged to accommodate
150, was taken over by Ruth
Hoover, not a musician but a
genuine enthusiast who has main-
tained The. club’s high musical
standards. He at Donte’s, ce-
lebrities such as Sarah Vaughan or
Carmen McRae are Nable to drop
by and sing with the incumbent
group. Open seven nights. Admis-
sion is $5 to $10, drinks $3. Food is
fair,

]

Hop Singh’s in Marina del Rey is
the biggest of the jazz rooms,
holding 350. Rudy Onderwyzer,
who owns it, ran Shelly’s Manne
Hole in the "60s and the Lighthouse
in the '70s, but when Hop Singh's
opened in October 1981 it was cnly
minimally dedicated to jazz. After
two years of hiring everything
from folk to.rock, Onderwyzer
moved slowly back into jazz.
Though he uses fusion bands,
mainstream artists such as Zoot

Sims, Shelly Manne and Kenny
Burrell are frequently heard. Re-
cently he has been trying out
experimental groups such as Sub-
ramaniam, the Indian violinist, and
Vinny Golia's highly contemporary
ensemble. Admission ranges from
$3 to $15, the latter only for a big
imported name of Art Blakey or
Stan Getz caliber. The best word
for the food policy would be token-
ism. 6

The Room Upstairs at Le Cafe in
Sherman Oaks, is as small and
intimate as Hop Singh's is big and
cavernous. Seventy is a full house,
78's a crowd. Lois Boileau; the
singer, who launched this pleasant
rendezvous in 1980 (she occasion-
ally hires herself), uses name vo-
calists (Jackie & Roy, Bill Hender-
son) and occasional instrumental
units. Recently the schedule was
expanded from three to five nights
a week (Tuesday through Satur-
day), with the inimitable Dave
Frishberg now a regular on Fri-
days and Saturdays. No cover. The
large restaurant downstairs (good
but somewhat expensive) is the tail
that wags the upstairs cats.

O

The Silver Screen Jazz Room, in
the Hyatt Hotel on the Sunset
Strip, was the hrainchild of the
Israeli-born Jona Liebrecht, a pas-
sionate fan who installed jazz here
in May 1982. Using mostly duos and
trios, whese music he says brings
affluent jazz types and offends
nobody, he has begun expanding
from four nights a week (Wednes-
day-Saturday) to six (adding Sun-

days and Tuesdays). His cover,
which has been anywhere from
zero to $5, zoomed to $9 when the
Horace Silver Quintet took over for
a recent week. No drink minimum
is imposed in this comfortable club
with its upholstered living room
ambiance. There is an adjoining
restaurant in which the music
cannot be heard.
a

Concerts by the Sea is the be-
low -stairs room at the entrance to
the pier in Redondo Beach. Opened
in 1972, by former Stan Kenton
bassist Howard Rumsey (who for
many years ran the Lighthouse), it
is the best designed room, a minia-
ture theater with a good view from
every seat, good sound and light-
ing. Lately, Rumsey has offered
fewer straight jazz groups and a
profusion of fusion. Because there
is no food, minors are not admitted.
There is a one-drink minimum.
Admission varies widely: $2 for the
occasional Tuesdays and Wednes-
days, though normally it's a four-
night room, charging $5 Thursdays
and $10 Fridays through Sundays.
(For Sarah Vaughan's engagement
Rumsey hit the ceiling with a $20
cover.)

O

The latest jazz club is David
Abhari's One for L.A. on Cahuenga
Boulevard. Since his March open-
ing Abhari has shifted somewhat
from the mainsiream toward a
Brazilian/Latin/Caribbean sched-
ule, though bebop groups still play
an occasional gig. Open seven
nights, with food; big bands Sun-
days from § to 8 p.m. Coveris'$3.50
to $5. Drinks $1.50 and up.

0
A few doors north of One for L.A.

is pianist Don Randi's Baked Pota-
to, long a popular hangout for the
young, fusion-oriented crowd.

Randi’s own group, Quest, plays |

Wednesdays through Saturdays,
various small bands round out the
seven-day week. There's a $5 cov-
er and an interesting menu com-
prising various offerings all en-
cased in a baked potato.

a

This is, of course, only a small
part of the picture. Two restaurants
in Toluca Lake, the Money Tree
.and Alfonse’s, offer quality duo or
trio music and singers. The Come-
back Inn in Venice has been pro-

viding occasional examples of the |

more experimental sounds rarely
heard in the Valley clubs, bringing
in Horace Tapscott, James Newtian,
Milcho Leviev and Charlie Haden.
At My Place in Santa Monica
provides an assortment of singers,
groups and, on Sundays, big bands,

Farther out, in Anaheim, you
will find a musical bonus in the
traditional tourist trip tc Disney-
land, where the summer big-band
palicy is in full swing (starting
tonight, Artie Shaw; next week,
Lionel Hampton).

An advantage for out-of-towns

ers is that the Los Angeles clubs
offer a chance to hear some of the
important artists who rarely travel:
bandleader Leslie Drayton; saxo-

phonist Pete Christlieb, pianist
Ross Tompkins and several of {heir
colieagues in Doc Severinswi's|
band on “The Tonight Show,” and!
many singers—Lorez Alexandria,:
Maxine Weldon, Sue Raney, Pinky

Winters. As for those of us who live

here, let the foregoing details pro-

vide us with a reminder to count

our blessings. [

Lo
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German trombonist_Albert Mangelsdorff plays at the festival. __Louie Bellson displays his unusual two-bass-drum tech
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he group known as Prez
Conference, which per-
formed Wednesday night at

Carmelo's, was organized in 1978
by the tenor saxophonist Dave Pell,
Although only two of the original
members remain—Pell and Bob
Cooper—the concept has proved
more durable than the personnel.

Pell wanted to do with solos
transcribed from records by Lester
(Prez) Young what Supersax had
done with Charlie Parker solos:
harmenize them for a saxophone
section, effectively making valid
composition out of timeless im-
provisation. Bill Holman deserves
credit for most of the success of this

,PREZ GONFERENCE AT CARMELO’S

out Young’s solos inte arrang
ments for three tenor saxes and a
baritone,

The cool, mellow blend of the
reed team makes for an atiractive
eénsemble sound. Bob Hardaway
was the third tenor and John Lowe
subbed for Bob Efford on baritone.
The repertoire has remained al-
most unchanged. Lester Young's
vehicles were mostly blues or sim-
ple 32-bar tunes: “I Never Knew,"
“Just You, Just Me,” and the classic
“Lester Leaps In.” Given Young's
cloge association with Count Basie,
it was appropriate to pick Nat
Pierce, once the Count's alter ego,
for the piano chair. Frank Capp's

Chuck Berghofer rgimijed out the
rhythm section, wigh jBill Berry's

. )
dependable cornet Mmaéd for ocea-
sional brass contrast.

When the group went outside its
normal area, attempting to simu-
late the solos of Woody Herman's
saxophonists in “Four Brothers,”
intonation faltered, the band
sounded unrehearsed, and some-
what in need of a conference call
Theoretically, though, the formula
should work for any sax solos
worthy of orchestral embellish-
ment.

Tonight and Saturday at Car-
melo's: the Shelly Manne Trio,

group. He's responsible for fanning

OLYMPIC ARTS JAZZ REVIEW

drums and the eloguent bass
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CREATIVITY, CAREFUL PLANNING WORK IN CONCERT

By LEONARD FEATHER

o quote Benny Carter's tune

on opening night: “You win

some, you lose some.” On
balance, Tommy Vig, producer of
the four-day Olympic Jazz Festival
at the Ford Thealre, won much
more than he lost,

He kept his promgise to steer clear
of fusion, funk or rock. And the
production ran without sound
problems and with almost no lulls.

On Friday, both the music and
the attendanee hit a higher level
than at the previous night's open-
ing. Gerald Wilson conducted Vig's
orchestra with his usual jumping-
jack body English in an illustrious
new work, “The Flaming Torch,”
for which he fashioned a rainbow
tonal coalition.

He topped it off with his old hit
“Viva Tirado,” aided by Herman
Riley on tenor, Joe Davis on trum-
pet and Vig on vibes, all of whom
played admirably every evening.

The contemporary flute of James
Newton, ranging from a pure sound
to split tones, growls, hums and
howls, contrasted well with the
bebop: flute of Moe Koffman, who
played his 1957 “Swingin® Shep-
herd Blues™ and later delivered a
superbly constructed alto sax solo.

Sue Raney, abetted by her pia-
nist/arranger Bob Florence, has an
across-the-board appeal to all but
two groups: those who envy her
blond beauty and others who are
jealous of her perfect intonation,
wide range and sensitive phrasing.
The delicate charm of "Skylark”
and the boppish humor of "“‘Basical-
ly Speaking” worked equally well
for her.

It was a grand night for drum-
ming. Louie Bellson displayed his
incredible two-bass-drum tech-
nigue in Vig's "Olympian Concer-
to" and “That's Bellson," written
for him by Thad Jones. Shelly
Manne, after watching in cbvious
delight, joined Bellson for some
fun-oriented four-bar exchanges in
the finale.

Another Vig original, “Commu-
nique,” worked hest when he and
pianist Milcho Leviev offered a duo
exchange of mutual admiration,

. emulation and humorous hesita-

tions.

Saturday began with Vig's “Fas-
ter, Higher, Stronger,'” which
served as the opener for every
program but showcased different
foloists each time. Hearing the

_same chart four times in four days
 gives the critic an unusually good

_thance to evaluate it. The decision:

strong plus, with extra credits Lo

and Thom Mason.

“Trombolympic Suite” by Chick
Sponder, dedicated to Stan Kenton,
revived the less ponderous aspects
of Kentonia, with vivid, well-
meshed passages by trumpets and
trombones.

Leviev's “Golden Fleece,” an
attractive melodic theme for or-
chestra, spelled out a virtual histo-
ry of jazz piano as the composer
shifted stylistic gears with dizzying
speed. His solo version of Dave
Brubeck's “Blue Rondo a la Turk"
far outclassed Brubeck’s original
interpretation,

Saturday also brought Jimmy
Witherspoon, conservator of our
national treasure, the blues, in a set
that could have continued all night
if the crowd had had its way.

The phenomenal German trom-
bonist Albert Mangelsdorff joined
the orchestra in “Just for You,” a
lovely Vig ballad, but showed his
personality best in & solo per-
formance full of multiphonic ef-
fects that found him playing and/or
singing two or three notes at once.
Unglaublich!

How many surprises can you
look for in one concert? Vig pulled
yet another out of his hat when
James Morrison, 21, a music teach-
er from Australia, left himself and
his listeners breathless with &
stunning trumpet solo. Later, rid-
ing along in Vig’s “International

Ok Yoon Kil casts a Korean folk

song in blues on his soprano sazx.

Teamwork' blues express, he
proved himself no less brilliant as a
trombonist.

The final concert, a Sunday mat-
inee, ran an hour too long, due in
part to the reuse of orchestral
warks and soloists heard in earlier
shows and partly because two
great artists outstayed their wel-
come. Mangelsdorff’'s un-
accompanied “Mood - Indigo,” in
which he simulated almost the
entire Duke Ellington Orchestra,

with three lesser numbers. Big Joe
Turner, the Kansas City paterfa-
milias of the blues, now 72 and
grown huge, sang from a seated
position just. about every blues
verse he could remember.,

[ §

Ok Yoon Kil, a Seoul brother of |

the soprano saxophone, took a
Korean folk song based on the
pentatonic scale and somehow
turned it into a blues, Arne Domne-
rus led a Swedish group through a
perfunctory set livened only by the
clarinet of Putte Wickman.

After intermission, anticlimax
set in. By the time clarinetist John
Carter and trumpeter Bobby Brad-
ford, a respected tomorrow-land
twosome, got to the stage, their
complementary avant.gardisms
were played to a rapidly dwindling
house.

The windup was a slam-bang
blues played by seven musicians
from seven countries; Hungary's
Vig on drums, Bulgaria's Leviev at
the piano, America's Dave Stone on
bass, Morrison and Mangelsdorff
and Alexei Zubov from the Soviet
Union on tenor sax.

In terms of diversily, creativity
and avoidance of commercialized
vulgarity, the Vig parade turned
out to be the most intelligently
planned jazz festival seen here in
several years and, by all odds, one

o I S—

R

lending her voice to Rita Hayworth
and others for whom she dubbed
sound tracks in 1240s movies, it

lwas in New York in the '50s that
Anita Ellis established herself as

the quintessential sophisticated

East Side cabaret singer.

| Her sensitivity, control and lack
| of histrionics were ideally present-

ed when she teamed a few years
%wim pianist Ellis Larkins,
~whose values are very much akin

was a triumph, but he followed it  of the most jubilantly festive.

T - ——
ELLIS/LARKINS IN (e ;
DISAPPOINTING BOW i ;; fﬁ';?%‘igﬁ‘“ very little was
e e s 7 noit-chesity T v

‘cause of noises in the room and
‘then because she wasn't sure she
was in the right key (but she
‘resumed in the same key). Later,
‘she interrupted yel another song,
cutting off Larkine' solo and in-
structing him to “just play it the
way iU's written.”

It was a disconcerting experience
for us longtime Ellis admirers.
Clearly up-tight, she offered ex-

‘cuses (“Since 1956 I've only sung

ance in a ), and toward

ng that “my voice
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interminably be-

CLYHPIC T#22 FESTIVAL =
the flaming torch &=z

backed only by trombones and tuba. ;
Bill Holman’s The Five Rings, al-
though written with his ecustomary

To quote Benny Carter’s tune on open-

ing night: “You win some, you lose i ;

some,” On balance, Tommy Vig, producer bY LEONA&D FEATHER
of the four-day Olympic Jazz Festival
(Aug. 2—5) at Los Angeles! Ford
Theatre, won much more than he lost.

He kept his promise to steer clear
of fusion, funk or rock. And the pro-
duction ran without sound problems
and with almost no lulls.

Credit Vig with endless initiative and
energy. He was not only the sole pro-
ducer but also leader of tne 20-piece
orchestra, the composer and arranger
of most of the new works, the vibra-
phone soloist — and husband of the
featured vocalist.

The Hungarian-born musician sprin-
kled the four-day festival with interna-
tional spices. Thursday it was an
astonishing Japanese cornetist, Teruma-
sa Hino, who provided the evening’s
greatest suprise. His solo on I'll Re-
member April was a wild fusillade of
bent tones, sky dives, rollercoaster runs
and an incredible climak that Afound
htm aiming the bell of his horn into

the Bulgarian Milcho Leviev’s piano to
draw out eerie reverberations.

An overwhelming innovator, Hino was
heard again, along with the Canadian
flutist Moe Koffman, in Olympian Cym-
bals, a Vig piece featuring Shelly Man-
ne, whoee drumming was a tie beam
holding the band together through an
evening ot _often difficult i.mswnsins
his best. Notlitug “too dmnlex, 'che
chord pattern was as comfortable as
an old rocking chair, leaving the soloists
unencumbered

On the detnt side, too many passages
scattered through the evening were
weighed down by pretention, permeat-




POP MUSIC

FRANK SINATRA, QUINCY JONES DO IT THEIR WAY

 ByLEONARD FEATHER

“L.A. IS MY LADY.” Frank Sinatra with the
Quincy Jones Orchestra. Qwest 25145-1.

There are historical overtones here. In
1965 Quincy Jones conducted the
Count Basie band on a Sinatra session
for Reprise, the singer’s own label. Now the
baritone turns the tables, taping a set for
Quinecy Jones' company.

In another role reversal, Lionel Hamptnn
in whose 1952 band a teen-age Quincy Jones
played trumpet, appears here asone of Jones’
galaxy of jazz sidemen.

Nobody expected producer Jones to un-
derpin the Chairman with Michael Jackson
songs or charts; on the contrary, this album
succeeds because neither the winds of

change nor the faint breezes of nostalgia can _

be detected. Sinatra and Jones simply went
the Ralls-Royce route in (erms of material,
arrangements, musicians and state-of-the-
art sound (a bow here to Phjl Ramone, who
recorded and mixed), .

When you read that ‘it took four grown
men to arrange the title tune, and two
married couples to compose it (the Bergmans

and the Joneses), you may be skeptical—but
listen. The jigsaw pieces fit together to
surpass even “My Kind of Town,” one of
Sipatra's ‘biggest city songs, by a country
mile.

This tune and two others were recorded in
Los Angeles, the rest in New York. Eight of
the 11 are oldies—there’s even one very,
very oldie, the 1918 “After You've Gone,"”
which gets a royal runaround with help from
George Benson and Lionel Hampton. Sam
Nestico wrote five arrangements, Frank
Foster two; both are veteran Basie writers

and both supplied these 1984 studio heavy-
weights with perfectly erafted work.

How does Sinatra sound? The question is
an inherent redundancy. True, nil-pickers
may detect a slightly uncomfortable start on
“It's All Right With Me" and one or two
other minor flaws, but overall he is com-
pletely and compellingly in his element
There are romantic moments, even touches
of strings, but “If | Should Lose You" and "A
Hundred Years From Today,” beth normally
ballads, take on a loose, loping beat.

The Fred Ebb lyric for “The Best of
Hverything” sounds like a litany on whatev-
er connates class to the singer: a Rembrandt,
a yacht, a show dog, a fine wine. “Teach Me
Tonight" and “Until the Real Thing Comes
Along” have extra sets of witly words, added
for the occasion by Sammy Cahn.

As for “Mack the Knife,” what do you do
with this creaking antique but satirize it?
Sure enough, after opening with bassist
Major Holley's comedy noises and cruising
through Marc Blitzstein's traditional lyrics,
Sinatra adds lines (written by Frank Foster,
who arranged it) that invoke everyone from
Satchmo, Darin and Ella to Quincy, Benson
and Hampton. Foster also used those upward
modulations that are endemie to the song.

“Right at the end of the title song is a sound
that may remind you of the superb band
Jones led in the early '60s. Showing yet
another aspect of his all-encompassing music
world, Quincy Jones is back at his jazz roots,
with the Chairman mest commandingly in
charge. O
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absurd assertion that Peterson
cannol sustain a coherent impro-
line,

vised melodic

“Lush Life"
Peterson

JON A __FEATHER

iy he md concert in the
“Jazz &l the Bowl" series
' Wednesday was a modest
&ffair with a cast not of thousands
ymafhhlfadozm The L.A. 4
Oscar Peterson and Milt

i o played the second half,

e ~ mﬂe has been heard during the
. last two vears of the L.A. 4, whose
wmmm e'll;n;:;wna;:' gone their own

sy ways, Their

mmim brougm to a geceptive,

) * JAZZREVIEW

| MULLIGAN, PHILHARMONIC AT BOWL

audicnee the same values they !
have always represented: a conser-
vative, eclectic approach that of-

A=—feps something for everyone.

Laurindo Almeida has always
been the ringer. A veteran guitarist
who misleadingly acquired a jazz
irmage through his association with
Stan Kenton, he avoids jazz im-
provisation. The swinging was left
to Ray Brown's bass, Bud Shank's
post-bebop alto sax and Jeff Ham-
ilton's drums,

Almeida is at ease in the songs of

\. 4, PETERSON-JACKSON AT THE BOWL

his native Brazil and in the classics;
when he played Beethoven's
“Moonlight Sonata” while Brown,
using his bow, played Thelonious
Monk's “ 'Round Midnight” as a
counter-melody, the centuries met
with beauty, dignity and logic.
Mare a commercial erowd-pleas-
er than vital jazz group, the L.A. 4
quit at half time to the regret of
many among the 10,791 present.
Peterson, like many artists
whose technique is enviable, has
been accused of abusing it. Recent-
ly. a New York crmc made the

¢t

€. -

promptly dispelled this notion in
his variations on “0ld Folks,” then
displayed his mastery as a melodist
with a graceful original, “Love
Ballade.” But his Ellington médiey
fell down twice, with overripe

lodic bare.

rococo runs in Billy Strayhorn's
and a thr‘owawu;-'
ueatmenl of Juan Tizol's “Cara-
van,” always a harmonie and me-

After two solp numbers by Mill
Jackson (an unaccompanied vibra

phone is like & bell ringer withou

Le

‘belfry), the two men joined forces

__F"——-—‘-——

for collective inspiration. Peterson
and Jackson had an affinity for
each other, for subtle rhythmic
pulsation and for the blues form,
which they employed twice in their
brief but brilliant encounter.

Jackson will return Sept. 5 as a
inember of the Modern Jazz Quar-
et

e T

By LEONARD FEATHER

chosen a more awkward moment to
offer the greeting. The concert
- Friday at the Hollywood Bowl
" (repeated Saturday) had just

. outrageously. A better handle for

‘ the balance ’%f the program would

- have been “Gerry Muliigan Meets
" the L.A Phﬂhmomc.

(4 elcome,” said conduc-
tor Erich Kunzel, “to
an evening of jazz."

Though it was not exactly a
er, Kunzel couldn’t have

opened dismally and would close

had been subjected to ‘Ellington
Fantasia,” arranged by Ralph Her-
mann. In the time it would have
taken to present one of Ellington’s

serious orchestral works, the Phil-

harmonic dashed off snippets from

a dozen of Duke’s popular song-hit

warhorses. The attempts to gener-
ate a jazz feeling were laughable.
For Mulligan, what followed
gave him a chance to shine as
saxophonist, quartet leader and
com . The American premiere
of his "Entome for Baritone Saxo-
phone and Orchestra,” his first
attempt Lo write. Idi't full sympho-
ny, succeeded not only as a vehicle
for his plaintive solo passages but

jalao in demonstrating a facility, for

—

string writing. Mulligan’s hsrn:
weaved its subdued way in and out
of the 10-minute work, sustaining
the strong melodic sense that has
always markedhlswnmm.

ined the a for -
J}l?mru:«ed version of 4 piepe first
played by a small group in 1971
“The Sax Chronicles, wa.n me;;t
by Harry Fri Tecom,
N{ulhgany themes in the styics of

tenti :
priedzsast,rous fmﬂlt'- W“ %
e

= EERE S RS

P,

.



JAZZ

e/19

-

TOP TROMBONIST MOSTLY MUTED IN U S.

By LEONARD FEATHER

Ibert Mangelsdorff. the
German jazz musician who

amazed listeners in his re-

ent Log Angeles appearance al the

Olympic Jazz Festival, is by -no
means unhonored or unsung,

He has been called the most
extraordinary musician on the en-
ire European scenc. Compet m,g
with the more publicized Ameri-
cans, he has been voled the fore-
most artist on trombone in coumnt-
less polls both m the U.S. and
Europe.

Starting with a 1958 visit to
Newport in an International Youth
Band, he has made nine visits to
this country, astonishing audiences
in New York, New Orleans and
Monterey; yet aside from a live
album of that first visil, he has
never made a record in the US,,
and he has not yel been able to
arrange a tour here.

Mangelsdorff is not your
run-of-the-mill trombone virtuo-
s0. Since 1972, he has been perfect-
ing a technique known as multi-
phonics that enables him to play
and/or sing three notes at once
through the horn, to astonishing
visual-aural effect.

“It happened by accident.,” he
said the other day. “In avant-garde
music you spontaneously try any-
thing, 1 just used my voice and
found I could get an overtone along
with the note I played and the one |
sang. I've got it to the point where [
can play all kinds of ehords, not just
simple triads.”

Even before he developed this
technique, Mangelsdorif had
earned the admiration of such
astute observers as John Lewis
(who called him “the greatest since
J. J. Johnson” and recorded an
album with him}, Elvin Jones, Don
Cherry, Lee Konitz and Charlie
Mariano, with whom he has be-
come a central figure in Europe's
eclectic avant-garde/jazz/rock
scene.

None of this might have hap-
pened had not his elder brother,
Emil, brought home some jazz
records to their Frankfurt home
when Albert was barely into his
teens. ‘1 was impressed—
shocked!—and the idea of becom=
ing a jazz musician occurredto me.

“BEmil was already piaying pro-
fessionally; sometimes he'd take
me to where he played in a night-
club under a hotel. They had
guards outside, what they called

the Streinfendienst—patrol service. |

If word got to us that any Gestapo
people were coming in, they would
announce it, and we'd change the
music, or give German titles o
American tuhes."”

This masgquerade ended abruptly
when BEmil Mangelsdorfl was
drdfied in 1943; the following year
he Was taken prisoner by the
Russians, who held him until 1949,
Though emotionally shaken, he
resumed his career and became o
respected soloist, composer and
leader.

“I was luckier,” savs Albert. "1
was drafted in April of '45, but we
deserted—four friends and 1—we
ran off and hid in the mountaing,
We did what we could to hold off
starvation; we stole chickens from
farms—anyway. just a few weeks
later the war in Europe was over,
and we came home,”

After playing guitar for a while,
he started on trombone in 1951
“For a while I was under the
inflyence of the Lennie Tristano
cool school; but I never conseiously
copied anyone, and by the early
'60s I had found my own way 1o
go."

Frankfurt had an active jazz
scene that enabled him to lead his
own group on a radio station and to
play at local clubs such as Story-
ville. Though his travels are world-
wide and he seldom gets to spend
two weeks back-to-back at home,
he 'still lives there. “I am now
co-owner of one of the clubs, the
Jazzkeller. The original owner was
about to sell it to someone who
would have stopped the jazz policy,
so my father and [ took it over.
We're not making any money—just
keeping it alive as a place for young
musicians (o go."”

Germany (primarily West Ger-
many and Berlin) has long had a
thriving jazz community; the annu-
al fall jazz festival in Berlin is one of
Europe's most ambitious and ex-
perimental. American avant-garde
or free-music groups have enjoyed
far maore success there than at

home. However, according to Man-
gelsdorff, the emergence of jazz
education has changed that situa-
tion slightly.,

“In the "60sand early Tz a lot of
guys didn't care ahotl education:
they just blew, Some of what came
out was phony, but I wouldn't put it
dowrn, bocause it was YEry Impor-
tant for the jazz movement on the
Continent; it made European musi-
pians feel more independent of the
Americans.”

Today the Hochschule Fur Mu-
sik in Cologne has a Jazz depart-
ment headed by the Cleveland-
born {rombonist Jiggs Whigham.
“There are also clinics and many
private schools led by jazzmen.”
says Mangelsdorif, “so the young
musicians are far better schooled;
they are more bebop oriented anda
little less concerned with the avant
garde.” .

Having savored the taste of
every brand of iazz, Mangelsdorff
has lived in the best of all possitile
worlds, He has recorded an entire
album unaccompanied; has worked
in duo, trio, guartet and big-bangd
settings, and continues to play
everything from straight-ahead
swinging jazz to modal to thé freest
of the free. He composes almost all)
the music for these groups. ~ « - . =

For the past 20 years on and,oﬂ*
he has been helped in his diverse
voyages by subsidies from the
Goethe Institute, “There happened
to be one fellow in their center in
Munich who was much interested
in jazz, who felt we deserved as
much support as the poels and
classical musicians. The Institute
commissioned me to play a long
tour. In 1964, I was in Turkey, Iraq,
Iran, India, Hong Kong, Ceylon,
South Vietnam. For a while I was
invelved with the musical charac-
teristics of those countries; I incor-
parated some ragas into my library,
and recorded a work by Ravi
Shankar. But in general, I have
mnever taken much music from
‘outside sources; I still try to do my

{.‘
!

German tromboenist Albert
Mangelsdorff ut Olympic fest.

own thing."

Like most jazzmen, he feels that
the music is better appreciated in
Europe as an art form than in the
U.S. He points to the number of
Americans who make much of their
living abroad at the dozens of
festivals and clubs, then come
home to spend their earnings. Un-
fortunately, as he points out, this
does not work in réverse; Europe~
ans visiting the United States vare-
ly get to play more than a few
¢oncerts before having to return

‘hame.

%

f—————

. Last year, Mangelsdorif went to

New York with the Globe Unity

Orchestra, an avant-garde bunch
of Germans, Americans and Eng-

lishmen. It was founded in 1966 by

a pianist, composer, mover and
shaker named Alexander von
Schlippenbach; Mangelsdorfi has
been a member since 1969. “For the
past three years it has been a
completely improvisational big

AURELIO JOSE PARRERA

s |

band—nothing written, nothing
even talked about'—and wsa are
emoying it tremendously; there
really sn't anything else lge "

Juggling his lime scheduie with
singular deftness, he also hanages
to record twice a month for a radio
fazz group In Frapkfurl, and 1o
retain meémbership in the United
Yarz & Rock Ensembie. “That's a
fusion band composed of rock and

misiciang including the Ger-

it Eberhard Weher, the

saxophonist Charlie

Mariano, trumpeters from Canads

and Holland. 1 e playing with

them—! find all of these changesof
setiings very stimulating.”

Though the trombone today can-
not claim the mess popularity it
enjoyed in the days of J. J. Johnson
and Kai Winding, Tommy Dorsey,
Jack Teagarden, Trummy Young,
and the other pioneers, Mangels-
dorff refutes the suggestion that it
has gone intoa creative decline,

“There's a fellow named Ray.
Anderson, from Chicago; he's 3%,
very popular in Europe, and plays
everything you can play on tha»;'
trombone—jazz. funk, punk, .
Therc's Eje Thelin from Sweden,i
who's played with George Russell's |
orchestra, Conrad Bauer in Bast
Germany, and several right here in
the States. People should know
mote about these guys.”

That Mangelsdorff has a unigue |
talenl and enjoys the respect o!l
knowledgeable contemporaries is

beyond dispute; that he rémains all
but unknown in the native gountry
of jazz is almost beyvand b
wonders what might B
pened to George Shearing, Tos!
Akivoshi, Jean-Luc Ponty and oth-
ers now equally successful had
they not decided on emigration as
the logical route to fame. 0 "

American
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“HARLEM

(T HE VOICE.” Bobby
McFerrin. Elektra/Musi-
clan 60366, It is fitting that
this should leave the reviewer at a
loss for words, since the album
itself is 909 wordless. It is com-
posed of unaccompanied vocal im-
provisations, taped live during a
concert tour in Germany. Switch-
ing registers like a yo-yo, McFer-
rin supplies his own rhythm sec-
tion, real (by chest-beating) or
implicit.
Using humor as a pervasive
element, McFerrin practices an
ted form of vocal hyp-
nosis, Though he induiges in wild
rearrangements of Lennon- |
McCartney's “Blackbird,” James |
Brown's “1 Feel Good,” Charlie
Parker's “Donna Lee” and Stray- |
horn's “A Train,” most of what you |
hear is his own, and much of it
geems completely spontaneous. |
Some skeptics may pass this off
as a bag of tricks, as mere gim-)
mickry. Nonsense. Here we have
true mastery of what is virtually a
new extension of the vocalise art. If
you don't believe, listen tu “A
Train,” in which McFerrin gently
satirizes the now-tired and cliched
seat singing of the '40s. 5 astounded
stars.
—LEONARD FEATHER

e 2 S

i

A

Lorez Alexandria. Discovery DS-
905. Backed by pianist Gildo Ma-
hones” quartet, with Herman Riley
on tenor sax, the perennial Los
. Angeles favorite tackles eight
songs with Johnny Mercer lyrics.
Her full sound, never excessive in
volume or drama, retains its char-

BUTTERFLY.” heroic performance with overtones
of Satchmo and Buck Clayion. The
songs range in age from 26 (Gordon
Jenkins' “This Is All T Ask") 1096
(*America the Beautiful”); coinci-
dentally, these are the two best
cuts. A unique LP with some
moments of great beauty. 4 stars.

" acter best in “Skylark” and “Man- o

dy Is Two,” but when the tempo
rises, as in “This Time the Dream’s
on Me,” there are traces of her old
habit of lagging too far behind the

beat. 3 stars.

“AMERICA THE BEAUTI-
FUL.” Ruby Braff/Dick Hyman.
George Wein/Concord GW 3003. In
this live session at a high school
near Pittsburgh, Hyman, a master
of every keyboard, Lackled a 1927
Whurlitzer pipe organ. For the most
part, he transeends the troubles
inhereqt in dealing with this pom-
pous instrument, hewing close to
the Fats Waler tradition. His part-
ner, cornetist Ruby Braff, offers a

“DINO’S '83." Pete Christlieb
Quartet. Bosco § (P.0. Box 2085,
Canoga Park 91306). A perennial
member of “The Tonight Show"
band, Christlieb remains firmly

g —L.F. planted in jazz via club gigs and his,

own record label, His tenor sax in
“Speak Low"” and “Like Almost
Like" is bold and vital; other cuts,
composed by his pianist Mike Mel-
voin and bassist Jim Hughart, re-
flect his sensitive side. Like the
above-mentioned Heath Brothers
album, this includes a new version
of Randy Weston's “Hi Fly,” but
this one is in exultant double-time.
Nick Ceroli's drumming is a strong
connective link. 314 stars.
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PIANISTS FLOCK TO L.A.

By LEONARD FEATHER
In Los Angeles jazz circles, last

week was marked by the inva-

sion of the piano players. In
addition to Oscar Peterson and Ellis
Larkins, Dick Hyman was at the
Vine St. Bar & Grill on Monday and
Adam Makowicz played a four-
night engagement at the Hyatt
Sunset,

That New Yorker Hyman could

spare us only one night was deplor-
able, for he is the most bewilder-
ingly eclectic and technically daz-
.zling pianist in jazz today. An hour
with him is a virtual course in jazz
piano history, from turn-of-the-
century rags to a song from
“Yentl."

Along the way we heard James
P. Johnson, Jelly Roll Morton, Fats
Waller (“Jitterbug Walia” with
liberal touches of Art Tatum), and
several works from such non-pia-
nistic sources as a Chopinesque
“Russian Lullaby,” an exquisite
treatment of “A Child Is Born,” and
Irving Berlin's “Soft Lights a!nd
Sweet Music,” the title of which
Hyman mocked by transforming it
into a mercurial stride vehicle.

Working without a rhythm sec-

making the upright piano

" gound like a nine-foot grand, Hy-

man sat almost expressioniess, sav-
all his emotion for the music.
It's a safe bet that if he returns fora
longer run, with advance publicity,
every pianist in town will make
tracks for the Vine St.
Makowicz, who left Poland for
New York in 1977, displayed a
facility almost as remarkable as

. Hyman’s. Though his repertoire is

more conventional, he brought to

such standards as "My Shining |

——

- S———

[

Hour" and “Tenderly” an engaging
blend of dazzling single-note lines,
subtle chordal alterations and, now
and then, two-handed parallel lines

_He was powerfully supported by
Richard Maloof, a Los Angeles bass
player who should be better
known. When Makowicz tore into

ho Cares?” at an impossible
tempo, Maloof, unfazed, went right
along in a four-beat that required
close to 350 notes per minute. But
there is much more to this duo than
technical pr Visitors to the
Hyatt's Silver Screen jazz room
were handsomely rewarded.
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BENEFIT DRAWS CROWD

GUITARISTS PAY TRIBUTE TO LENNY BREAU

By LEONARD FEATHER

L was the ultimate ifrony. Just

about every Monday night this

year at Donte’s, Lenny Breau
had been displaying. to generally
small crowds, the art of playing the
gulitar,

This Monday, Breau's name was
again on the marguee, but with one
word added: benefit, Breau, 43, was
found dead in his apartment swim-
ming pool Aug. 12, and the session
had been orgenized to aid his
widow, Jewel, and her 3-year-old
daughter, Dawn Rose Marie. The
irony was that the name of Lenny
Breau drew the biggest crowd the
club had seen in years.

“It would have been nice,” said
Donte's owner Carey Leveretle, “if
peonle had shown this much inter-
est while Lenny was alive,”

Some of the talk in the over-
crowded, overheated room dwelt
on how Breau had lived and how he
died. (The coroner's office has
revealed that his death was an
apparent homiclde, with marks on
the body consistent with strangu-
lation. ).

But most of the guitarists who
flocked to Donte's were also con-
cerned with his contribution 1o his
art.

“He had a harmonic sense all his
own,"” said Mundell Lowe, who led

- —— —
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. HONORED AT BERKLEE — Syndicated columnist and in-
ternationally famed jazz authority Leonard Feather, who was
awarded the Honorary Degree of Doctor of Music from .
Boston’s Berklee College of Music at Commencement Cere- -
monies, is greeted by Alma Berk, Director of Public Infor-

mation at the college, in the elite Berklee Performance C_;cntc_r.
Feather’s prodigious talents as a composer were {:Fogmzcd. in

a special performance of his classic jazz compositions during |

the 1984 Commencement Concert featuring the college’s most
prestigious ensembles.

e
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Toluca Liake:

She has dates at Dontc's the next. oLl
two Wednesdays and a return 8
booking at the Money Tree Sunday

and Monday:

Sheldon poses the musical ques- |

S geme T
'SHELDON SINGS, PLAYS, W

By LEONARD FEATHER  tion:

new face and two new

hands in town belong to

Nina Sheldon, the pianist

and singer from New York who
made her first local call Sunday and
Monday at the Money Tree in

=

the first set. “'His {deas sounded s¢
simple, but they were really so
complex.”

Lee Ritenour, a top studio gui-
tarist, recatled, “When 1 was in my
Leens, my dad took me to see Lenny
at the old Shelly's Manne-Hole.
What he did wss way beyond my
comprehension. Years later, he
gave a couple of clinies, and just
about every studio guitarist in town
was there to learn from him.
Lenny’s scope was way beyond
jazz, He had a classical background.
He played everything from coun-
try to pop.”

“One of his greatest admirers
was Chet Atkins,” said Shelly

Manne, who plaved in the second
group, accompaaying John Collins
and Al Viola. "Chet staged a big
tribute 10 him Sunday in Nash-
ville."

So eager were the guitarists io
pay their respects that they had to
pair off. Herb Ellis and Joe Pass
recapiured the magic mutual stim-
ulation they had last displayed
together in this room 11 years ago.
They were followed by Joe Dioric
and Ron Eschete as the night wore
on and the congestion in the room
grew thicker,

Jewel Breau, carrying her
daughter and caught in the crowd,
escaped to a quiet back room and
lefL early, apparently overcome,

Contributions may be mad€ to |,

Musicians’ Wives Inec., care of

Donte's, 4269 Lankersheim Blvd. |

North Hollywood 91602,

e
- -a-—_.-—’—— - P ’

{los Angeles Times  Sat, Aug. 25 1984

JAZZ REVIEW

ONE NIGHT, FOUR VOICES
IN A RARE SILK WEAVE

By LEONARD FEATHER

mall, jazz-oriented vocal
groups are in such short sup-
ply that the only complaint
one could lodge against Rare Silk
was the brevity of its visit. This
infectiously inventive quartet
made its local debut for a single
night at Hop Singh’s Thursday.
Technically, it was its second
local gig, but the Rare Silk heard in
a Benny Goodman concert four
years ago at the Hollywood Bowl
was a female trin of which two
members, sisters M
Gaile Gillaspie, are s

1 on hand.

_tw

cappella; the thythm team came in
for the chorus, followed by a
sensitive Jim Ridl piano solo.

Rare Silk's sources of material
are as eclectic ‘as s blend is
magnetic, Along the way we heard
Buffa's Grammy-nominated ar-
rangement of Freddie Hubbard's
“Red Clay,” Marylynn's lyrics 1o
the Stanley Turrentine instrumen-
tal “Storm," ‘and even a Jimi Hen-
drix adaptation, “Up From the
Skies." Toward the end came the
Eddie Harris “Freedom Jazz
Dance,” perhaps the trickiest, most
O o
anna a b g a origi-
nal, “Burn IL" : 8T
The rhythm section (also featur-

ents demanded,
moments when

made for an effective contrast,

*"‘"‘5.
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THE COUNT BASIE BAND, with various
personalities fronting it, is booked solidly
through the end of the year, according to
| Basie's office. The band appeared at
Disneyland, with Joe Williams back as

1 k in late June.

' ( featured
and |

both the Basic and Harry James bands,

| the latter featuring trumpeter Joe Graves.
| M Mercer Ellington, who spends much of - ) ' :
. ﬁ.upmcnt across the stage, even including

| his time living in Copenhagen (his wife is
‘Danish), has announced that he is donating
to Radio Denmark nearly 50 boxes of
unreleased studio tape recordings made by
his father between the early '50s and his
death in 1974. ‘There is enough material
for at least 14 albums, ’ says Ellington,
Sneluding small groups,as well as larger
tral picees that have never been
sutside the studio.”
John Heard, well known for his
h Oscar Peterson, Count Basie,
g soon to retire his bass
s time to his art work.
ton of Heard’s brilliant drawings
gs was held at the West 43rd
in Los Angeles in July.
Jazz Festival, held at the
'wood Bowl June 16-17, was a
rercial success, drawing more than
D fans during the two eight-hour
‘concerts. Linda Hopkins, in her first
Playboy appearance, and B B King
the strongest reactions on the
day. Some of the best instrumental

- | music was offered by James Newton, who
: m:.'a performance to Charles
| Mi: e featured two guest stars,

Allan Iwohara (koto) and John Carter
(clarinet). Weather Report, which now
ineludes the former Miles Davis percussion-

1St Minu Cinelu, featured too little of
Wayne Shorter. The Shorty Rogers Reunion
Big Band, composed mostly of studio

Jazz musicians, fell flat with Rogers's

1953 bebop cliche pieces, though the

soloists, such as trombonists Carl Fontana

and Dick Nash, were well received. The
Rogers band also accompanied Mel Torme,
whose choice of material and artistry were
flawless as always. )

The unquestioned star of the Sunday
concert was Ray Charles, in a typical
setting with his full band, directed by

ifliﬂ’ord Solomon, and The Raelettes.

AMERICAN NEWS - fion

Charlie Haden's Liberation Music Orch-
estra, with a West Coast personnel that
included Ernie Watts, Oscar Brashear,
Milcho Leviey, John Carter and Marty

Krystall, among others, was superior to

the New York band heard on his album,

playing the same Carla Bley arrangements.

_ The conversation piece of the day was
the incredibly bizarre behavior of Jaco
Pastorius, leading his Word 'Of Mouth
group. Among other things, he threw a
‘music stand, microphone and other

own bass. The audience booed this
chaotic performance, which was cut short
as Carmen McRae was hurried on to start
her set 10 minutes early.
M The Horace Silver Quintet, reorganised
again, made its first Los Angeles appear-

ance in a long time when it played a week -

in mid-July at the Silver Screen Jazz Club.
Currently in the group are Brian Lynch
(trumpet), Ralph Moore (tenor), Bob
Maize (bass) and Carl Burnett (drums).

B Composer/trumpeter John LaBarbera
was musical d;irector for Jazz Time, taped
for national TV at New York’s Beacon
Theatre. Trombonist Doug Sertl led a 17-
piece band, and others who took part were
Chaka Khan, trumpeter and comedian
Jack Sheldon and dancer Hinton Battle.

M Isuzu Motors Inc is sponsoring the
1984-85 concert tours of Linda Ronstadt
with Nelson Riddle’s orchestra. The
Ronstadt album of pop classics WHAT'S
NEW, which amazed the music industry by
selling well over a million in the US alone,
has led to her decision to give up singing
rock 'n’ roll and coneentrate on more
sophisticated ventures, She and Riddle are
now planning a second album together.
Their tour was set.to begin June 29 in New

Leonard iéthct and Oscar Peterson receive
the honorary degree of Poctor of Music from
Berklee president Lee Elior Berk, 19/5/84.

Leonard Feather

Orleans and will play the Universal Amphi-
theatre in Los Angeles August 16, Featured
sidemen will be Plas Johnson (tenor),
Tony Terran (trumpet), Chauncey Welsch
(trrombone), Don Grolnick (piano), Toronto
guitarist Bobby Mann, Bob Magnusson
(bass) and John Guerin (drums).

B Makoto Ozone, one of Berklee College's
proudest graduates, was due to arrive in
Los Angeles in early July to record an
album at Chick Corea's Mad Hatter Studio.
It will be produced by Gary Burton, a
longtime member of the Berklee faculty.
M ] oe Zawinul has two unusual recording
projects in the works. He plans to cut one
or two numbers with Miles Davis, and has
also agreed to make an album with Dizzy
Gillespie — their first collaboration.

M Armand Boatman, an Oscar Peterson-
inspired pianist who is not as well known
as he deserves to be (mainly because he
lives and works only in and around
Phoenix, Arizona), has taped an album for
release on Pausa Records. Recorded live

at Gregory's, a club near his home, it
has,Curtis Stovall (bass) and David Wilson
(delims).

B-Drummer Grady Tate and pianist Mike
Renzi are co-leading.a combo backing

| Peggy Lee at the Westwood Playhouse in

¢ other members are John
3 Howie Kurhan (vibes/
Hughart (bass).
who has signed with
has taped an album
with Grover Washington,

percussionist Ralph Macdonald. Burrell
also took part in two albums recorded in
Los Angeles in late June with an orchestra
led by Mercer Ellington. The band
included some of Ellington's regular side-
men from New York, augmented by
several West Coast musicians. Numerous
old Duke Ellington tunes were revived,
1l doubling on guitar, electric
anjo. Ellington will lease the
(s to an as yet undetermined label,
‘imes magazine will hold a

mJ
convention September 27-30 in New
York, with Dizzy Gille: ie as guest of

honor, and with panel discussions on many
topics. Billy Taylor and saxophonist Jane
Ira Bloom will talk on ‘Women in Jazz’,
Mike Hennessey, Monty Alexander and
Clark Terry will discuss ‘Jazz and the

Music Industry’. Red Rodney will be one
continued on page 6
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JAZZ ALBUM BRIEFS

By LEONARD FEATHER
(A ULL CYCJE" Don Sebes-  soloists. Clearly it is the leader on
ky. GNP (rescendo GNPS  electric keyboard, his son Kenneth
2164. The composer-ar-  on guitar, probably Alex Foster on
ranger, confrontedWith the task of  soprano sax and, in most cases, Jon
writing an orche album, faces Faddis on trumpet or fluegelhorn.

a problem. If he qeates new works,
their unfamiliarity may render
them unsalabld If he plays the
compositions of others, the results
may be calledsecondhand, deriva-
tive,

In this album, Sebesky has found
the solution. Leading a 12-piece
ensemble, he offers six familiar
pieces: John Coltrane’s “Naima,”
John Lewis' “Django,” Bud Pow-
ell's “Un Poco Loeo,” etc. Howev-
er, while retaining the spirit of
these tunes (except in Miles Davis’
“All Blues,” which emerges heavi-
ly disguised ), Sebesky has brought
so much of himself into the treat-
ments in characters, colors and
textures, that they take on a new
and fascinating life,

The perfect integration of or-
chestrated and improvised solo
passages (often simultaneously)
brings to mind the masterpieces Gil
Evans created in his collaborations
with Davis, though Sebesky has
accomplished this on a reduced
scale (Evans had 21 players). Here
we have a state-of-the-art repre-
sentation of the jazz orchestral
genre, Inexcusably, annotater Gene
Lees neglects to credit any of the

Whoever they are, 5 stars for all
hands. One can only hope that
Sebesky, who spent too many years
on commercial projects, will con-
tinue to experiment along these
lines.

]

“BLUECITY JAM.” Billy Mitch-
ell. Pausa PR 7158. Not related to
the erstwhile Basie saxophonist of
the same name, this Mitchell has
many functions: producer, compos-
er, keyboards, synthesizer, Head-
ing an agreeable, not-too-forceful
contemporary rhythm section, he
is well supported by John Bolivar
on flute and alto sax. Here and
there; along with the funk and
hints of reggae, you find insignifi-
cant singing of less than profound
lyrics (“You really turn me on,”
etc.). The best is saved for last, a
long and relaxed “Love Tonight
and Forever'" with Sal Marques on
muted trumpet and a le-la-la-type
wordless vocal by Cheryl Barnes. A
4-star cutin a 2%a-star album.

a
“STARDUST.” Gienn Zottola

149 (P.O. Box 92, Station A, Flush-

ing, N.¥Y. 11358). Too many fine

musicians on the West Coast are all

but unknown to Easterpers—and

vice versa, as this LP handily
proves. Zottola is a rara avis in that,

a8 a trumpeter, his rools go back

not to Miles or Dizzy but to Arm-

strong (the resembiance in the title
cut is startling ), and also in that he
doubles guite capably on alto sax.
Several tracks pit him effectively
against another alto, that of the
!longtime Ellingtonian Norris Tur-
ney. They have a supportive
rhythm section, two of whose
members, bassist Mike Hall and
pianist Harold Danko, contributed
new tunes. The drummer is Butch
Miles of 1970s Basie renown. Zotto-
la turns an unpretentious set into
an evenl notable for his taste and
versatility. 4 stars.

o

“EVIDENCE OF THINGS UN-
SEEN.” Don Pullen. Black Saint
BSR 0080. Hearing this solo recital,
nobody (particularly pianists) can
fail to.be shaken out of complacen-
¢y by the breadth of Pullen’s
textural canvas. The 11%%-minute
title cut moves from haunting ten-
derness to staggering intensity and
frenzied tone clusters. “Victory
Dance” is at times more ordered,
with West Indian/African over:
tones. As the notes point out, there
are passages in “In the Beginning”

that “the mosL traditionally eared

might find abgminable,” but often
one can look beyond the seeming

* «ghaos to{indPullen s«sense of logic

amid the fury. In any event, he

with a straight-ahead blues and a
brief gospe! piece. This is, in fact,
an all-encompassing portrait of the
preeminent figure in today’s pia-
nistic avant-garde. 442 slars,

a

~“INSIDE OUT." Bob Summers
Quintet. Discovery DS-8%7. A
member of the Count Basie trum-
pet section since 1980, Summers
piays fiery horn (“There Will Nev-
er Be Another You") and cool,
unruffled fluegelhorn (“For Heav-
en's Sake”). As a composer, he
évinces a keen sense of melody and
harmony in “JR.'s Tuné” and an
unabashed post-bop derivation in
the blues “One for Yardbird." Lan-
ny Morgan's assured alto and the
strong rhythm section (Frank
Strazzeri, piano; John Heard, bass;
Chuck Flores, drums) complete an

. unpretentious quintet in a group

style that recalls some of the Blue

Note albums by Horace Silver and
Lee Morgan. 4 stars.

=]

“BROTHERS & OTHERS.” The
Heath Brothers. Antilles AN 1016.
This rare reunion brings together
Tootie (drums), Percy (bass) and
Jimmy Heath (saxes) in an un-
spectacular, congenial mainstream
session. There are bonus sidemen
(the violinist Joe Kennedy and
trombonist Slide Hampton on two
cuts apiece) and bonus instru-
ments: Stanley Cowell, the pianist,
plays a kalimba (thumb-piano},
and Percy plucks the cello-like
“baby bass” on his calypso-tinted
composition “Islandized.’” This
piece and brother Jimmy's “Nice
Peogple

“Indiana”) are the best examples of

t.hepervasweabimgﬂvahy 3%
stars, O

—

(based on the chords of

EHE SPIRIT OF NEW ORLEANS Lwﬁs  a

ONARD FEATHER

"M‘: FEET CAN'T FAIL ME
ﬁ'«g Dirty Dozen Brass Band,
=torge Wein/Concord GW 2005,

he excuse, sometimes ugsed
by white promoters of tradi-
tional-jazz events, that they
mainly white musicians be-
t‘ne blacks have forsaken the

v idioms, is neatly refuted here,
This all-black band from the Cres-
tent City (actually two-thirds of a

, and with only four brass
ments) has not merely re-

the spirit of classic New
ﬁ'laans music but has updated itin
datyle that is unique and ingratiat -

mg:

The instrumentation is part ‘of
the secret: Much of the band's
energy derives from the use of 4
parade-style snare drummer, a
bass drummer, no piano, and, most
valuably, a tuba player, Kirk Jo-
seph, whose staccato two-beal
pumping lends the group much of
itscharacter.

With two trumpets, two saxes
and a trombone making up the
front line, the band is meticulously
organized wider the direction of
trumpeter Greg Davis. Solos,
though generally expert, are of

r‘ e

————w

secondary importance: this is pri-
marily an ensemble group in which
the impact stems from unconven-

tional voicings and agepertore of

astonishing diversity.
Harmonically, the band is thor-
oughly traditional, yet some of the
melodic lines -
sophistication.

“Bongo Beep,” Thelonious Monk's

QumteLQumeLFamousDoorHL ﬁmﬂu down to earth by ending |

“Blue Monk" and. quoted during

the title tune, Art Blakey's “The
Theme." Al the other extremity is

“Li'l Liza Jane," a tune that is older
than salt, played with high-step-
ping marching-bahd verve. The

ment of the Lirescme, MOnOWONGUS

for its unprecedented use of gener-
ational cross-currents, the

A mmummﬂm

- only weak cul is @ elumsy arrange- -
“Caravan.” Despite this one flaw,

=

nis' “Bluea for _'Br'eakfasi." The to prodﬁc’.e Jazz dance music: f:.lnco
ornate, unaccompantied “1 Cover O F‘arrih S arrangements are.mu
the Waterfront” could have been tooshort {mostly under thr

retitled T Visit the Waterfall.” No
stars for Shearing’s grammar (he
writes that Sonny Raollins’ “Pent
Up House” “gives Don and 1 a
chance to loss some ideas back and
forth"), but 4 stars for his piano,

O
“POETRY.” Stan Getz and Al-
“bert Dailey. Elektra/Musician
60370, Dailey, pinnist with Getz's
“quartet from 1973-75, rejoined him

= last'spring, when they toured as a

duo. On June 26, Dailey died sud-
denly at 46. This posthumous re-
minder of his lyriciem and harmon-
ic subllety, and of the empathy
evineed in their duo performances,
is poelry indeed. Getz plays su-
perbly on five jazz standards; the

- elosing cuts on each side, “Lover
Man” and “Round Midnight," are
pianomim Sstars,

a

“COUNT BASIE KANSAS CITY
STYLE" RCA AFM 1-5180. ‘Now
subtitled “Young Bill Basie With
the Bennde Moten Orchestra,” this
was available for many vears in
RCA's Vintage series. Playing
full-fisted, Fats Waller piano, Basie
is prominent, along with singer
Jimmy Rushing (on four of the 18
shorl cuts), and several soloists
rising out of mgmmd 1929-1932
ensembies of * s Swing,"
“Pdlr"lm! dle!ﬂmHot Umm

Durham, t -

'IMB}

utes), and the songs aremn
pophits (“"Moonglow,”"
for a Blue Lady™), Fap
son, there are no brass:
Basie at this time had a
personnel that should
ailo\n‘edloﬂexilachnps' L 248

iy
A d
“THE NEW OSCAR i
FORD SEXTET.” Debut OJC-
One of a new set 6f classics
available by the Fantasy m
& historically valuable re-
minder that Pettiford, the preemi-
nent bass virtuoso of the 1940,
later achieved prominence as a jazz

this is a

cellist. (The bass duties are taken

over on four cuts by Charles Min-
gus.) This group had an unconven-
tional front line: French horn (Jul-
ius Watkins) and tenor sax (Phil
Urso). Quincy Jones’ “Stockholm
Sweetnin'” and Pettiford’s blues
“Low and Behold” best illustrate
the leader’s cello mastery. To ex-
tend what was originaliy a iﬂ" Lp
two tunes have been a th
Pettiford on bass, cut in ¢
gen shortly before his death theu

n 1960, At $5.98, abebophamuad
stars.

D ———
‘FULL CIRCLE” Bruce For-

man. Concord Jazz CJ 251. Now
Wﬁned.mwrestraxned_i‘m.

I
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Pino Candini, Stefano

«Free Forms & Winter Se-
quence 1951-1954»: (1) Free
Forms: Places Please -X / Terre-
sita / Tantallon / Vignette At
Verney’s -X / Cameo / Lileth -X
/ Someday, Somewhere -X /
) Is (2) Winter Sequence:
Iﬂgx’ / Dancer / Prancer / Vi-
xen / Comet / Cupid / Donner /
Blitzen.

(1) Tony Miranda (cor. fr.), Lee
Koniz (alto - solo nei brani con-
megmﬁ -X), Danny Bank (fl.),
Ralph Bums (p., am., comp.,
dir.), Ray Brown (cb.), Jo Jones
ﬂntt) pin 4 viol., viola, cboe

.ingl., fag., cl. basso non
cati. New York 7-8-51.

) Joe Wilder (tr.), Kai Win-
ding (trme), Jimmy Buffington
(cor. fr.), Bill Barber (tu.), Herbie
Mann (fl.), Wi:maaL m[ﬂ.. all;
to), Danny Ralp]

w mp., dir.), Billy
Pettiford

Qnests due suite composte e
e da Ralph Bums, riedizio-

mmﬂmomenw magico del
| compositore-arrangiatore; inol-
tre, un successivo movimento di
m;)s. il IV, fu in seguito
¢ intitolato Early Au-
tumn, e divenne uno dei capola-
vori dell'orchestra di Herman.
Per la verita a Burns vanno rico-
nosciuti i meriti di aver arrangia-
to per quell'orchestra quel Cal-
donia che rappresentd un gran-
de successo e che, ancora oggi,
il bandleader mantiene in re-
pertorio, e di aver composto e
arrangiato Bijou, un pezzo fon-
dato su ritmi latino-americani
che, all' epoca. fu molto apprez-
:ﬁfodida Igor Stra Maim:
questo personaggio non
esauriscono qui. Bumns fu capa-
ce di coniugare con estrema
brillantezza il linguaggio del jazz
con quello delle forme accade-
miche, una contaminazione a li-
vello ideologico, quasi mai for-
male. E, ancora, vanno ricordate
le qualitd di arrangiatore raffina-
to e al contempo robusto, ma so-

| prattutto il suo senso dell'equili-
brio che regna sovrano nei rap- |

Arcangeli, Roberto Capasso,
Feden hi, Enzo Fresia, Aldo Gianolio, Giorgio Lombardi, Manobum
e Piacentino, Gian Carlo Roncaglia, Bruno Schiozzi, Luigi Villa F}‘edd!

porti tra pieni orchestrali e inse-
rimenti solistici. Resta po:b il
dubbio della potenzialita di lea-
der di Burns, perché questi due
lavori, pur buoni, non sembrano

gustosissimi bozzetti i
ognuno dei quali & affidato a un
solista che forse, pil che im-
provvisare, legge la sua parte.
Piu felice appare Free Forms
con un uso appropriato dei violi-
ni e una coloritura originale, ma
anche qui, i momenti pitl squisiti

sidevono a Lee Konitz con quel

lavoro di Burns, fa conoscere al-
tra musica del pianista, compo-
sitore e arrangiatore. Musica di
ottimo gusto e molto personale;
ma, in definitiva, le opere pil in-
cisive di Burns restano sempre
quelle con l'orchestra di WOo-
dy Herman.

H.L.
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Wednesday

GARY FRIEDMAN

Los Angeles Times
night's heat didn’t crimp Sarah Vaughan's singing.

JAZZREVIEW

By LEONARD FEATHER »

espite a scorching night that
might have tempted the star
to change her name from

Sarah Lo Sahara Vaughan, a crowd
of 10,581 turned out for the latest
recital in the “Jazz al the Bowl"”
series, produced for the Philhar-
monic by George Wein. The singer
ghared billing with the Modern
Jazz Quartet,

The more conditions turned
against her, the better Vaughan
seemed to battle them, During her
Gershwin medley, the breeze blew
her music away, yet she managed
to use the confusion to her advan-
tage, kidding around, changing
keys and generally turning immi-
nent chaos into delightful disorder,

Gershwin played a central role:
In addition to the medley, there
was her opener, an a cappella
*Summertime” to establish imme-
diately the special sense of magicin
store for us. The program was a
well-balanced melange of Sassy
the jazz vocalist and Sarah
Vaughan the prima donna of popu-
lar balladry.

The purest Vaughan, for this
seasoned observer, could be found
in the reflective moods of “Moon-
light in Vermont,” “I'm Through
With Love"” and of course her
majestic “Send in the Clowns"
finale.

Vaughan was one of the first
modern singers to master the scat,
vocalese and related forms. If there

S

VAUGHAN, MJQ AT BO

was a slightly excess
wordless arton thiso
Leaves”™ ent)
words, for example),
was eloguently just
Strayhorn’s “Chelse
superb melody for w
no lyrics simply bece
been published.

With Quincy Jon
charge of her recor

tumn

e o

)

d

Art: Open Season

Exit Labor i"&_\-‘; enter art season. Ne
Shows open this week, about half of he
the weekend. Among the most promixi
billings are “Post Olympic ..-5;:-!"' a B
American exchange at Los .ﬂ.ngvl; s Cor
rary Exhibitions (LACE). and John K
full -gallery installation at Los 'xu led
tute for Contemporary Art 1E.,£!-‘",-‘-, ), e
ing the institute’s 10th birthday

Dance: A Sampling

. T'he Dance Exe hange, a four-event
oi works by local anrcr:g: aphers I("{l.'
}{I:n‘:;!lzl and Saturday at Bin the r'n'._.: 1
I'he programs, sponsored by the Los A
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THEEVOLUTION OF MILT JACKSON

By LEON\RD FEATHER

ibn (Bags) Jackson is-at
pace with himself and
te world.

On theface of it, this is a less
than eara-shattering statement,
but to thrie who have followed the
career al the sometimes embit-
tered coaments of the wveteran
vibraphorst and composer, it will
come as a welcome and even
surprisingoulletin.

His reent ventures have as-
sumed seteral guises. In mid-Au-
gust, he shared the Hollywood
Bow! stage with Oscar Peterson;
Wednesday, he will be back there
as a member of the Modern Jazz
Quartet, dviding the evening with
Sarah Vaighan, Other bookings
will have him leading what has
become his own regular group,
with Cedar Walton at the piano,
Mickey Roker on drums and Ray
Brown (who manages both this
group and the MJQ) on bass.

Exactly 10 years ago last month,
the Modern Jazz Quartet, after
what appeared to have been a
phenomenally successful 22-year

A

life at the top, broke up, mainly
because Jackson, dissatisfied with
what he felt were insufficient fi-
nancial rewards, quit to go out on
his own.

The men went their separate

ways: pianist-composer John Lew-
is to teach at City College of New
York; bassist Percy Heath to form a
group with brothers Jimmy (saxes)
and Albert (drums); Connie Kay to
free-lance, mainly as the drummer
at Eddie Condon's in New York.

Public demand made reunions
inevitable: There was one in 1976,
for a live recording taped at Carne-
gie Hall Then -came a five-year
lull. Jackson picks up the story
from there:

*John Lewis came and asked me
to do six concerts in Japan. I felt 1
owed the others the opportunity to
make this tour for really good
money, because for all those years
we were together we never did. So
after those six dates we sat down
and worked out a plan to try it
again.”

Since then, the MJQ has recon-

!l | lx.g

vened on an increasing scale: At
first, it was to be two or three
months a year, but the calls for
dates continue to grow.

“Sure, it's much better financial-
ly now,” Jackson says, “but still
disappointing in terms of how I feel
we should be rewarded for this
group on ‘the basis of what it
represents musically.”

Though Jackson made it clear
that he spoke only for himself, he is
officially the public-relations rep-
resentative for the MJQ. It seems
unlikely that many observers, ei-
ther within the group or among its
followers over the years, would
take issue with him. If the values
brought to 20th-Century music by
this group, with its unprecedented
mixture of gentle jazz, baroque and
chamber music influences, Were
rewarded financially on the basis of
creativity, the MJQ's members
would make Michael Jackson look
like a pauper.

“When we were together per-
manently durmg those 22 years,”
Jackson says, “1 did have financial

o}

Milt Jacksam “The bottom Ime
is, what do you aim to accom-
plish between the time you
come and the time you go?’

security—but it wasn't just because
of the quartet. It was a collective
group and each of us drew out a
salary, but it got to the point where
I was making more money on the
outside. Did you know that [ wrote
the first television commercial for
Harvey's Bristol Cream? And
played on it?

“T decided to start making my

| ‘ A L.A.A .

monéy work for me, with the'help
of my wife—she's been with Met-
ropolitan Insurance for nine years.
A lot of musicians aren't business-
minded, and if you're not, you are
definitely going to get ripped off.

“*Speaking as a black man—and |
try to stay away from racism and
that kind of thing, but I have to say
this—we never knew enough about
investments. I take my hat off 10
Miles Davis; as soon as he had the
chance, he had a manager make
good use of the money he made. My
own broker told me about some
famous names—peopie who made &
fortune and wound up with noth-
ing. Their agents and managers
never told them how to invesi
because, the way I see it, they were
teo busy stealing the money for
themselves.

“1 managed to get around that;
otherwise, T might still be strug-
gling, playing every gig to make
ends meet.”

The future logks bright for Jack-
son individually and for the MJQ as
a unit. “We are in touch with a
group of people who run a large
agency, and they're very interest-
ed in setting up a concert tour,
planning a full year ahead. We'd
play with major symphonies, and
we'd just work weekends—maybe
Please Turn to Page 56

L.AAA
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. FRANK FREAK FREAKS OUT FANS

Criticism of Sinatra Vocals Brings Angry Response

By DENNIS HUNT

: he voice on the phone was angry:
!1 “How dare you say those things about
Frank! He's the greatest singer and a
great man, and betler than anybody out
there today.”
The unhappy caller was an old acquaint-
ance. He objected to my demurrals printed in
last Sunday’s Calendar on Sinatra's new
' LA Is My Lady" album. And he wasn't the
only displeased persaon.

In the article, I praised the production,
arrangements and choice of material but

e R A

* found little to cheer about in Sinatra’s vocal

!
(f_ performance. Also I identified myself as a
. | Frank Freak who admires and regularly
‘ immerses himself in Sinatra music—the old
* * Sinatra. To me, his best period was from his
rookie years in the early '403 through the
mid-"60s.

i

| eastigate me, 1 was listéning to Sid Mark's
KGIL radio show early Saturday evening
(there's also ane on Sunday mornings 9 to
11) devoted to Sinatra music. T don’t recall

Ironically, when this fellow called to -

mother of one friend called it “the most
moving song about a city she'd ever heard.”
My detractors questioned my skills as a critic
as well as my character. One woman, the
aunt of a friend, saw my comments on
Sinatra as an attack on senior citizens.

a

The next day there were more calls, some
from strangers who got my number from
who knows where. And it was more of the
same. The most vehement caller reasoned
that the rough edges on Sinatra’s voice
qualified him as a jazz singer.

“Jazz singers,” the woman argued, “can
get away with any kind of singing. I listen 1o
him as I would listen to a jazz singer. It's the
emotion that counts.”

She acknowledged that she’s a closet
Frank Freak, even though she's only 23,
usually a Bruce Springsteen age or perhaps
Prince. “Ilove Sinatra,” she said, “but I don't
tell my friénds because they wouldn’t under-
stand. They'reinto Devo and Van Halen.”

Which songs were playing, but it was@™. All these calls usually started with some-

\soothing, vintage Sirfatra. I needed soothing _
. about that time as the guy on the phone-

¥ tontinued his rambling defense of Sinatra’s
, tontemporary music, citing “Theme From

= o New York, New York™ (1980) as an example
£ of what he can do now,
3 More people called Sdturday night to
L complain. Obviously they had picked up

i early editions of the paper and felt the need
' toeall maand harassme right NOW!
They were particularly protesting my
4 putdown of the song“L.A. Is My Lady.” The
IAGE 2 /SUNDAY, SEPFT. 2, 1984
BIAW AN - LA
)

__thing like “Ilike your writihg but. . . ,”

Hefte, to the best of mw recollection, are
some of the choicer comments:

One man said he was a musician who
played in an orchestra that accompanied

Sinatra back in the "40s: “I don’t hear Hin

hitting any bad notes. His voice has lost a'
little from the old days but not much.”

A woman boasted that she was a bob-
by-soxer who swooned over Frank when he
Was a teen idol: “I still love to listen fo him.
To me, he sounds the same as he always did.”

Most of the callers chastised me for being
oo much the purist. “Lighten up and give
Frank a break,” said this buddy who nor-
mally has a breezy attitude about every-
thing. “He’s just a guy out there trying to
make it. Give him credit for being in his late
'60s and still being able to turn people on."”
Good point,

A young woman accused me of having a
Hitler mentality. I hung up on her.

A couple of friends called to say | was
brave to rap a Legend. Two others said [ was
stupid to knock a Legend.

O

The negative feedback didn't surprise me
but I never expected so much of it—or that it
would be so fervent. Some of those people—
many of them friends—were really mad.
tried to defuse their anger with a lightheart -

ed response—but that didn't work. I noted
that it was only an article; | emphasized that
it was not really that important. But it didn't
work.

The point of my piece was t offer the
perspective of a Frank Freak who was
disappointed. I don't expect that I changed
many people's minds, although a gracious
Leonard Feather, our éritic of record, had
some second thoughts. (See his adjoining
comments.)

Nothing I heard in what was a weekend of
arguing and debating has altered my opin-
ions. I'm still the same devout Frank Freak. I
haven’t changed. But obviously I'm much

less popular than I was. So don’t call me: I'li
call you. O

Readers praise and pan: Hunt's commen-
tary, Page 87.

ne of the essential qualifications
O for a critic is the willingness to
admit he has been wrong,

After reading Dennis Hunt's essay last
Sunday denouncing the praise lavished
on Frank Sinatra's new album, I listened

* again, very carefully.

My review admitted to minor flaws;
Dennis spelled out major flaws in consid-
erable detail. The truth, I now realize, is
somewhere in between,

On ‘one point, however, I was dead
wrong-and Dennis (along with almost
every other reviewer) was right. In the
first flush of hasty enthusiasm over the

THAT WAS NO ‘LADY’

production, arrangements and sound
quality, I had kind words for the song
“L.A. Is My Lady.” The more I listen, the
less T hear in it, lyrically and melodically.
What possessed me to claim that this
trivial tune was in any way comparable
to "My Kind of Town” or “New York,
New York'?

Unlike Dennis, I am not a Frank Freak,
but merely someone who has admired
him through the years and will admit the
truth when something is wrong,

Mea culpa, and thanks, Dennis, for
setting the record straight. [
—LEONARD FEATHER

!
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DRUGS AND MUSIC: THE
FACTS BELIE FICTION

By LEONARD FEATHER

ecently, I attended the fu-
Rnerai of someone [ knew asa

friend and admired as an
artist. Esther Phillips, or “Little
BEsther” as she was called when 1
first saw her as the teen-age hit
maker with Johnny Otis’ band, was
only 48 when she died—not of an
overdose of anything, but of the life
style into which her long battle
with various drugs (including aleo-
hol) had led her.

Otis told me that two protegees
he had planned to present at next
month’s Monterey Jazz Festival,
Phillips and another blues singer
who died recently, both had cirrho-
sis of the liver,

A few days later I was at a
benefit for the family of Lenny
Breau, the nonpareil guitarist, dead

addicts, according to present scien-
tific belief, no longer have addie-
tive personalities. It may be hard
for the outsider to believe that
years ago (decades ago, in fact),
such upstanding citizens as Joe
Pass, Gerry Mulligan and Charlie
Haden were heavily involved with
hard drugs, but all haye long since
put their habits behind them. The
healthy Miles Davis is a more
recent addition to the list.
Generalization extends even to
smoking. Bubie Blake, going into
| his 99th year, was still puffing
away at cigarettes (but warned
younger men that they might not
be so lucky). On the other hand
Nat King Cole, clean living in
general but a heavy cigarette
smoker, died at 47 of lung cancer.
Cole was outlived by Louis Arm-
strong, who in later years spoke
openly and affectionately about
pot, which he said he had used
during most of his adult life. Louis

at 43. He, t00, was not a direct
vietim of drugs (his case was z
homicide, with no suspects or mo-
tive known at this writing), but 1
remembered reading in the notes in
one of his albums that he “fought a
severe drug problem for almost 10
years."

Then there was Frank Butler,
the superb drummer from Kansas
City whe at one time, having
cleaned up his act, worked as a
drug-abuse counselor, Butler died
of cancer July 25; he was 56.

Thus, four deaths within a four-
week span, and a grim reminder of
an association the media have de-
lighted in exploiting: jazz and
booze, or jazz and junk.

By the standards of the press,
“Shoe Salesman Picked Up on Pot

i)

Armsirong’s case provides a re-
minder that although many junkies
started on marijuana before turning
to harder drugs, potl will not neces-
sarily lead to anything stronger.
Nor will it in all cases prove as
harmless as it was to Satehmo;
experts have been arguing this
point for decades without proving
much except the nonexisténce of
reefer madness.

Although teen-age alcoholism
has shown an alarming rate of
increase in America, and despite a
virtual national cocaine epidemic,
there are hopeful signs, at least
within the jazz commumty. A new
generation of dedicated musicians,
typified by Wynton-and Branford
Marsalis, offers a heartening image:
in everything from their clothing to
their personal habits they show
that they mean business. Knowing
all too well what happened to the
Prezzes and the Peppers and the
Birds, they will, hopefully, never

Billie Holiday

Charge” has never made as useful a
headline as “Jazzman Nabbed With
Narcotics." What follows is an
attempt to set the record straight as
impartially as possible.

Unquestionably, there are many
artists who might be alive, and
contributing actively, had they not
destroyed their health through
easy access to drugs (the word is
intended to include alcohol). In
1931 Bix Beiderbecke was the first
famous victim; the drug of his
choice was liquor, and he died at 28,
Dave Tough, one of the great
drummers of all time (with the
Dorsey, Shaw, ‘Goodman and Her-
man band), drapk and drank and
died at 40 in 1948. Dinah Washing-
ton took some pills and some drink
one night in December "1963; the
mixture proved fatak She.was 39,
In 1980 the- troubled life’ of Bill
Evans came to its tragic conclusion.
He-was 51. Will the story neyer
end?

Historically, the pattern began in
the 1920s with a druig that had not
vet been re-legalized, alcohol

| During the 1930s marijuana came
| intocommon use in jazz circles with
considerable help from the late
Milton (Mezz) Mezzrow, a medio-
. cre clarinetist who, locking for a
better source of income, turned to
, selling pot, and found many cele-

| brated clients among his fellow

nmwmuemwlatercom

. a self-serving and grossly inaccu-

| rate autobiography, “Really the
Blues,” which discussed his adven-
tures with opium and other cheer-
ful topics. This was the first of
many books that would help distort
and overpublicize the jazz-and-
dope cornection.

It does not require any deep
psychological insight to explain
‘what brought jazz and drugs 1o-
gether. From the beginning, the

Lester Young

underworld element that stupplied
it—an element not unlike some of
the fringe characters who hang
around today, pushing other illegal
wares. The proximity, the tempta-
tion, and the frustration of knowing
that one's artistry was being deni-
grated or ignored, proved too much

for those with addictive personali-

ties to endure. For many who were
black, there was the. even more
crushing burden of segregaunn and
racism.

By the 1940s heroin had eplered
the scene, and“he’ prevaleRt ra-
Tionalization was«f-haries.Park-_
er uses it and plays so great, Wity
shouldn’t I?” But Bird, who died at
34, always insisted that “1 never
play better than when I'm cold
saber.”

Because most drugs (with the
odd exeeption of alcchol) are ille-
gal, the users have been treated as
criminals while the real culprits,
the pushers, continue to walk the
streets unchecked. As the pushers
went about their profitable busi-
ness, Billie Holiday, Art Pepper,
Ray Nance, Lester Young (whilein
the Army), Hampton Hawes and
dozens more served time behind
bars, a procedure that I doubt ever
provediobe rehabilitative.

The heroin influx coincided with
the be-bop era; in fact, the boppers
as a group became branded as
junkies, and indeed, there was a
time during the 1940s when such
bandleaders as Woody Herman and
Billy Eckstine had great difficulty
keeping their archestras clean and
disciplined.

For some, the experiment with
junk was a youthful aberration
from which they eventually
‘emerged. For others, there seemed
‘o be no end Lomeprohlem. After
his various arrests in the 1950s and
early 1960s in the US., Raly and

Gene Krupa

Iy marked on his face, an old manin
his mid-30s. But he, oo, finally
managed to pull himself out of
what had long seemed to be a
bottomless pit.

Today, of course, cocaine is the
nation's, as well as the jazz commu-
nity’s, most serious concern, The

« statistics in an exhaustive survey in
the September issue of Playboy
should be frightening enough to
turn off jazzmen and laymen alike.
Among other points, a team of

. three leading scientists who have

* been researching coke during the
past 10 years revealed that it is
indeed addictive, and mul:h more
dangerous than they had ptmws
Iy believed; that cne can overdose
on it, that the proportion of
who become addiets may be

a8 30%; and that one out of every
10 Americans has used it at least
once—ergo, no’ t, at lessl one
out of every 10 jazz musiclans—
and, given the circles in whichthey
move, perhaps considerably more.

Coke use varies mainly sceord-
ing 1o the user’s income brackel;
obviously, sidemen in name groups
are more likely o be able (o afford
involvement than scuffling
free-lancers. It bothers me that
two of the singers I most admire, as
well as a few of my jazzmen idols,
are known users; it is alarming to
read in Playboy that “all three
major drugs of abuse—aleohol.
heroin and coke—can produce a
continuum of effects from mild
intoxication to death.” 9
~ However, it disturbs me just as
much that books and movies by or
about Billie Holiday, Hampton
Hawes, Charlie Parker and Anita
O'Day have sensationalized them
as dope-fiends instead of immortal-
izing them as artists.

Gene Krupa, who never hurt a

had nothing but contempt for the  allow their lives to be destroyed by | musicians were obliged 1o work in  Germany, the brilliant trumpeter ggxmm“ﬂuﬁmi:

users of harder drugs, whom he  the temptations that surround | places where they were motn;iu %I;l:k = Same- betk {9 TS $100 fine, but in 1943 he went to

dismissed as “dope addicts." Hehad  them in a dangerous society. ed by prohibition booze, and by savages of m dﬂ" for 90 days, later lj;ﬂe

little use for_ liquor; ?n a_published While it would be naive and w — S xSl lhabmt T

le}ter to his English Joum?:llst hypocritical to pretend that liquor subject s udpdon

friend Max Jones, hg wrote: We and other drugs didn’t play bavoc | ; o mm mm‘w-ml i

didn't do much drinking lush. with the lives of many gifted jazz lﬂnxinmthe ds. O thwem\

When we did, we always figured 3rjqi5 gver the past half contury,it | Puagerside and Oscar Peiewsons

pot would eyt liquas any.me. would be unfair to link the jazz | are never considered for TV seripts
Louis completed his three score o ity at large with these ar movies. Clean living lﬂhe;ran}y

years and 10, and (as his doctor . . |gences. 6 . | Viee: that doesn't make good eop

once confirmed) suffered no dis- = i . ‘Generalizalion i the qlm—gf

cernible damage from grass, unless The Esther Phillipses came up gt ! 3 | every diseussion abour drigs.

one counts the nine days he spent @ difficult time, in a perilous envi- - - t “ | few laymen realize that age

in Los Angeles city jail aftera 1931  ronment. It does not seem unduly | - - ,% recreational drug may be

arrest. The only conclusionone can  optimistic 10 conclude that the i ’:J | man's poison: that the

draw is: different smokes for differ- ~ Marsalises are more likely to rep- £ P N - i _

~ ent folks. resent the wave of the Mi‘&:‘g < ; ¢ j
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[HE FINEST MUSICIANS
FOR GREAT GET-TOGETHER

v LEONARD FEATHER

ENVER—Itis unlikely that
any individual has accom-

plished: more for the ad-

wincement of an art form on a

vear-round basis in a single com-

1y than Dick Gibson has re-

c@ ntly achieved for this handsome
L2 il hiogpitable eity,

During the last vear, Gibson's
\te activities have taken three
Wiain forms. First, he continued 1o

vesent (as he has regularly for
E /e years) a series of concerts by
al l-star and ad hoc jazz groups at
Wy e Paramount Theatre (now sus-
(Bnded while the theater under-
gees a resioralion). Second, he
¢ sumed ownership, along with his
w ife Maddie and 17 investor
Fiends, of KADX, the only jazz
¥oudio station in Colorado and one of
purhaps six or seven 24-hour jazz
ovations in the United States. He is
‘ense of the station’s regular and
w ogtarticulate dise jockeys.

e must be doing something
¥y ¢ht," says the portly, 58-year-old
basinessman who, after, various
O<tramusical ventures, now de-
voites his life to jazz, "Sinece we
Bought the station last February,
fZz'venues are up 400% and our
|\ stenership has grown from 20,000
#5 50,000. Of course, we cancen-
¢ ate on the kind of jazz you hear at
6* _i -

Phat brings us to Lhe third aspect

-audience but has
af tracted worldwide publicity: the

ck and Maddie Gibson Annual
o2z Party. Every Laber Day
; the Gibsons handpick
MAasielans they rank among the
wrld's finest and allow their pay-
102 guests 1o feast ona series of jam
¢ ssions.

Qriginally, the parties, with 10
Vrusiclans and 200 customers, were

held in Aspenor Vail;in 1971, they
moved to the Broadmoor Hotel In
Colorade Springs. 1 began attend-
ing the parties that year and have
only missed one since, For the last
three years, Gibson has moved
back to Denver, holding the ses:
sions' in the ornate chandeliered
Grand Ballroom: of the Fairmont
Hotel.

The party has grown in the
number of musicians (this year
there were 48, used in every con-
ceivable eombination, with a new
group taking to the stand about
every 35 minutes), and in the paid
attendances, now up to 550. De-
signed for the well-heeled and
inaceessible to the down-at-heel
(though a few patrons save up all
year in order to'make the scene),
Gibson’s bash costs $200 per pa-
tron, to which must be added, for
most visitors, hotel accommoda-
tions, meals, drinks and plane fare
for the growing number of custom-
ers from around the country and
overseas. This year, they came
from 31 states and Egypt. Brazil,
Spain, England, France, Australia,
Mexico and Canada.

In other wards, for the average
couple, the 30 hours of musie that
began at 1:30 p.m. on a Saturday
and ended at 8:30 p.m. Labor Day
represented a healthy four-figure
investment. Yet it is doubtful that
anyone has ever complained of not
getting his money's worth.

As for the musicians, many of
whom c¢ome here from opposite
coasts and meet only once 2 year,
they are in seventh heaven. (The
Gibsons were in 22nd heaven; they
started the partiesin 1963.)

All are paid a substantial sala-
ry—net, since all fares), hotel ac-
commodations, meals and drinks
are put on Gibson's tab. For the

Trombonist Slide Hampton plays at the Dick and Maddie Gibson Annual Jazz Party in Denver. |

jazzmen as for the customers, this is
as much a social as a musical
occasion; many of the musicians
bring their wives or girlfriends.

This has been a summer rich in
honors for the Glasgow-born trom-
bonist George Chisolm. Not only
did Gibson fly him in from London
(for the second time), but a few
weeks ago, at Queen Elizabeth II's
birthday party, he was awarded the
Order of the British Empire—*for
services to jazz,” according to her
majesty's official announcement.
This is just one step short of a
knighthood.

As icing on the cake, he found
himself sharing a bandstand with
one of his oldest friends and idols,
the composer and saxophonist Ben-
ny Carter. Not that they hadn't
worked together before: Chisholm
was a member of Carter’s interna-
tional orchestra in Holland in 1937.

The Carter-Chisholm reunion
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was one of many extraordinary
parinerships during this magical
weekend. Two second-generation
jazzmen took part in sessions with
their fathers, The 27-year-old Joe
Cohn, who has a regular job as
guitarist with the recently revived
Artie Shaw orchestra, revealed his
mature taste and technique accom-
panying the veteran tenor saxo-
phenist Al Cohn in a poignant
ireatment of “When Your Lover
Has Gope.”

John Pizzarelli, 24-year-old son
of Bueky Pizzarelli, teamed up with
his father for an intricately fash-
ioned guitar duet on “Autumn
Leaves." Later, the younger Pizza-
relli supplied the sole backing for
Ray Brown, who bowed his bass
with classieal authority in a version
of Thelonious Monk's *'Round
Midnight.” o

Dick Gibson rules his parties

T a————

od;
SRS

e

Contos 'Sextel..

MONTEREY FEST STARTS FRIDAY

By LEONARD FEATHER

he Monterey Jazz Festival,

the ,oldest continuous jazz

& celebration in one location,

will start for the 27th time Friday

at 8 p.m,, with matinee and evening

shows Saturday and Sunday, in the

7.000-feet Monterey County Fair-
grounds.

Participants will include Lione!
Hamptgn's orchestra, Benny Cart-
er, Al Yol Lockjaw Davis, the
Johnny Ous Rhythm & Blues Re-
union, Tito Puente, Batucaje, this
year's prize-winning high school
musicians, Billy Eckstine (who will

co-host Sunday evening), Ann

Patterson’s Maiden Voyage Or-
chesr.ra_and the Monterey All-Star
Band with 14 world-eclass jazzmen.

Though tickets to the main arena
have long since been sold out, there
are grounds admission tickets still
available at $10. They will offer
access to both the Night Club and
the Garden Stage, where many of
these same musicians (and others)
will be performing. They include
the following: '

Friday: Singers Bobby McFerrin,
Ernestine Anderson; Vince La-
teano'’s Trio; Richie Cole, James
Moody, Clark Terry, Slide Hamp-
ton, Bill Jackson's Trio, the Paul

Saturday: Shelly Manne Trio,
Janice Siegel, Full Swing, Mundell
Lowe’s Transit West, Dr. Denny
Zeitlin’s Trio, JB. & the Night
Shift, and Mark Naftalin’s Rhythm
and Blues Revie.

Sunday: An ail-star Japanese
band, plus trumpeter Bobhy Shew;
Eddie Duran; Mark Levine Quintet;
Bruce Forman; singer Bobbe Nor-
ris with Larry Dunlap, Bill Berry,
the Monterey Jazz Festival All
Stars and the Tuba Jazz Consort,

The Night Club will be open
every evening from 8 to midnight.
The Garden Stage will be open
from 6 to 8 p.m. Friday, from noon
to 6 p.m. Saturday, and from 11 g.m.

to 8 p.m. Sunday. £

-
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with what might be called a Mi- |
chael Jackson technique: one open |
hand and one velvet glove. On the |
one hand, he determines who shall

play, with whom, and when; on the

other hand, he leaves everyone

completely free to select the tunes

to be performed.

Still conservative in his tastes,
he does not suifer flutes gladly,
though the saxophonist/flutist Bud
Shank did get to switch horns a
couple of times. Nor is he enamored
of most amplified sounds; however,
this year, in addition to four electric |
guitarists, he invited Milt Jackson,
the second vibraphonist ever (o
play the party. (Red Norvo was
here once in the mid-'70s.) Jack-
son's sensitive solo on Johnny
Mandel’s “Close Enough for Lave” |
was the newest tune heard in a
weekend that leaned toward daily |
doses of “Body and Soul,” numer- |
ous variations on the blues and pop |

= or jazz standards from half a dozen |

decades,
Typical was “The World Is|

| Waiting for the Sunrise,” a great

crowd-rouser when Peanuts
Hucko (ex-Glenn Miller, Arm-|
strong, Geodman, Teagarden) re-
minded us that the clarinet, in
talented hands, remains a valid jazz
vehicle.

Gibson almost never hires sing-
ers, though this year he had
planned to present Toni Tennille as
a surprise guest (the deal was
squelched on short notice by her

agency ). The few vocals heard this

—
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year issued from the - tonsils of

_ At any given mo-
ment, there may be from two to 13
musicians on stage. When it's just
two, they are usually pianists,
Seated across from one another at
two well-tuned grands, playing
totally unprepared duets. Dick Hy-
man and Dave Frishberg had never
worked together before, yet their
collaboration on Jelly Roll Mor-
ton's “King Porter Stomp” was a
masterpiece of dovetailed inspira-
tion,

]

The challenge of competition and
the spirit of cooperation are often
combined with astonishing ingenu-
ity. For some of us, the most
exciting moments took place when
all eight of this year’s trombonists
took to the stand, miraculously
working out a harmonized ar.
rangement of “Don’t Get Around
Much Anymore.” The participants,
all graduates of Basie, Goodman
and other swing-era bands, were
Carl Fontana; Urbie Green, Slide
Hampton, Bill Watrous, Al Grey,
George Chisholm, Frank Rehak
and Tr the former

Tuesday of a stroke while vaca.
tioning in San Jose. The party, it
turned out, was his final job. )

Many of the best moments were
gentle, lyrical, played by smaller
groups. There was no more touch-
ing solo than “Here’s That Rainy
Day,” asplayed by guitarist Barney
Kessel, and no more heartwarming
interlude than the set of biyes

-
=

When the final figures come in,
they will probably reveal that the
Gibsons lost several thousand dol-
lars this year. They have been in

the game not for profit, but for the
love of music: nevertheless, they
have to find a way to wipe out the

red ink next time around, Whatev - !

er they do, it will be in keeping
with the Gibson tradition that has
brought more timeless jazz to Colo-

rado than anyone would have I-

dreamed possible 22 years ago.

0

In my article last week about jazz
and drugs, 1 didn't make clear that
Anita O'Day has long since cured
her drug habit, s}

.t
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'JAZZ AND TRADITION MIX AT MONTEREY

, By LEONARD FEATHER

ONTEREY, CALIF.—At

no jazz festival anywhere

in the world do the social
good vibes come closer to over-
shadowing the music in importance
than the three-day gathering at
the Monterey Jazz Festival.

When the 27th annual festivities
got under way Friday night, you
could see many of the same ushers
greeting the same ticket holders
who held the same seats last
year—and the same cusiomers
finding the same seat mates.

In 23 visits, this reporter has
followed the lives of one couple
across the aisle: first going togeth-
er, then newly married, then par-
ents of a first, a second and a thi*d
child. Monterey, in short, has come
o represent musiec, continuity and
tradition.

A sp-called “Saxophone Sum-
mit" on Friday brought Benny
Carter, Al Cohn, Lockjaw Davis,
James Moody and Richie Cole on
slage, though they spent precious
little time piaying together. Davis
stole the henors, charging into
“The Breeze and I" asif the breeze

were a huricane, bul nobody had a

- chance to stretch out in this hasty
Py convention.

R s 5 'y Ernestine Anderson, who sang at
ek & " 4 the first festival here in 1958, wag
i $h% 1. | outof sortsor il at ease, despite the
o L% excellent house rhythm section
S W (Hank Jones, on piano; Mundell
« Tl Lowe, the festival’s musical direc-

+ lor, on guitar; Shelly Manne, on

drums, and George Duvier, bass),
along with Clark Terry's trumpet,

More than two hours into the
show, the crowd and the concert
came alive as wvocalist Bobby
McFerrin, who has a way without
words, demonstrated his unique
facility for jumping octaves, chang-
ing tones, often becoming a human
rhythm section while weaving wild
improvised lines. McFerrin has
started a new and exciting chapter
in the history of vocalese.

At any Lionel Hampton per-
formance, the question is how the
time will be divided between Hamp
the great jazz artist and Hamp the
entertainer. For at least half an
hour, valid music won out. But then
came “The Battle Hymn of the
Republic,” which the band played
twice in succession, and soon the
vibist was singing and the orches-
tra was running a fever.

This intensity carried over into
the Saturday matinee. Billed as the
Johnny Otis Rhythm and Blues
Reunion, it was dedicated to the
memory of the late Esther Phillips
and Big Mama Thornton, both
originally scheduled to appear.
Their replacements could not have
been more powerful. Inspired by
the 12-man Otis band riffing away
behind her, Ernestine Anderson
redeemed herself, singing a slow,

mean, heart-felt blues, and follow- -

ing it with “See See Rider.”

Linda Hopkins revived some of.
the classic blues lines associated
with Little Esther, The prevailing
pandemonium (coupled with fran-

tic dancing in the aisles) became
very nearly deafening when Hop-
kins deciding it was tambourine
time, was joined by most of the Otis
iroupe in a gospel interlude

Despite a few excesses on the
part of Etta James, who equates
volume with emotion, and Big Jay
McNeely, who stomped around the
arena with his tenor sax, this was
the most successful Saturday blues

4 Part VI/Tuesday, September 11, 1984
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ARTS COUNCIL HONORS SHELLY MANNE

By LEONARD FEATHER

* T here were times, Sunday af-
terncon at the John Anson

Ford Theatre, when vou

could close your eyes and imagine

vourself back at Shelly's Manne
Hole.

The occasion was a tribute to
Shelly Manne, presented by the
Hollywood Arts Council as a bene-
fit for the council and for the
Musicians' Relief Fund. Surround-
ing the drummer at various points
were Conte Candoli, Russ Free-
man, Bob Cooper, singer Ruth
Price and other old friends from his
years as the owner of Hollywood's
most successful jazz rendez®ous.

The affection felt for Manne by
everyone who knows him was
expressed in the form of various
citations and presentations (one
from Armand Zildjian, the national
symbol of eymbals) as well as in
the music itself, performed by some

40 artists and, almost without ex-
ception, first-rate.

David Benoit, a pianist who is
bullding a pop reputation while
flexing his jazz credentials, opened
with a set highlighted by Bill
Evans’ “Waltz for Debby.” Benoit
and guitarist Jim Fox were in rare
form after the meter switched from
3/4 to 4/4. The quartet was joined
by Ernie Watts for one number and
by Full Swing for three.

Manne himself took over at the
drums with the next group, al-
though later he was spelled by
several others, among them Louis
Bellson, whom emcee Chuck Niles
of KKGO persuaded to sit in on the
spur of the moment. Many of the
evening's best moments were vo-
cal. The elf-like Ruth Price was as
engaging as ever. Mose Allison
sang as if he and his piano were out
on the front porch back home in
Mississippi.

Monique and Louis Aldebert, the

most freshly inventive vocal duo in
jazz today, had to wait until 8:15
(the show had been scheduled to
end at 8 pm.) to offer to a
diminished audience their delight-
ful “Los Angeles” (now there's a
truly superior song about our city),
Chick Corea’s “La Fiesta” and
Lester Young's “Tickle Toe.”
Produced by Teri Merrill-Aar-
ons, the program moved along
smoothly for the most part, but
bogged down during the last two
hours. The final group, led by
trumpeter Steve Huffsteter, played
to a handful of listeners. Similarly
penalized were guitarist John Col-
lins and trombonist Bill Watrous,
whose exceptional ballad solos de-
served a wider audience.
Attendance was held down by
the threat of a 100-degree day that
failed to materialize; still, there was
compensation in the good vibes
generated by Manne's many
friends, both on stage and in the

audience.
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show sinee 1970, the last tim
was in charge.

Outstanding in the blues parad
were Hddie (Cleanhea
with his gravel voiee and al
Barbara Morrison, an Otis regular,
and, in a remarkable finale, a small
white singer named Kathy Carllile,
the 22-year-old daughter of coun-
try musician Thumbs Carilile, She
sang traditional blues wverses as
authentically as if she were Linda
Hopking' sister. As Hopkins herself
commented: “She's unbelievable!”

T INSIDE CALENDAR

Benny Carter plays at the
Montaray Jazz Fastival, Leonard
Feather reviews. See Page 3
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BENEFIT FOR BILL HOOD

usiciuns’ Wives Inc. held
another -all-star benefit
Tursday evening at Car-

melo's. Organized more than 20
vears ago, this group of volunteers
I# ‘known for its fund-raising
events o help alling musiclans or
the widows and families of those
recently deceased
This tme It was an evening for
Bill Hood. & saxophonist and flutist
known for his work with Sinatra.
Quunev Jones. Benny Goodﬂ_um and
eouniless others, he recantly un-
derwent - a lofuye M“ﬁ_ﬂ!l- He
Nost hie ability ta play lﬂd}hﬂﬂng .
« 10 relearn how to ; -_M;

Fie wan :
we. ‘After the Dot Meni

ax a parade’
wot. Dave F-'rlnh -

———

" Rader,

berg plaved and sang some of his
willy sougs. Mundell Lowe’s quar-
tot, Transit West, was foihed by
Benny Carter, with whom Heod
once recorded a miemorable jazz
date Erni¢ Andrews sang with the
Juggernaut band, Bob Eneveldeen
led & group of musicians from
Hood's own band, gno Supersax
played the final set.
A5 15 Ustially the cage, the aware.
pess of a4 good cause brotghr gyt
the best 1n evervone. An aud
packed with Hood's friends ap
admirers was wel rewarded forthe
$10 door charge  Azcirding b
More  thans - $2000 wis |
ridsed
Donations may be gent 1o MWL,
Box 4685, North Hollywood, 91607,
= LEONARD FEATHER
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JAZZ REVIEW

FILM MUSIC FEATURED AT
HOLLYWOOD BOWL FINALE |

By LEONARD FEATHER

he summer's final “Jazz at
the Bow!" concert Wednes-
day was the most intelligent-
ly planned and expertly performed
of the series.
The title was “Jazz Goes to the
Movies,” with Mel Torme and
George Shearing as the interacting
po-stars. Although there was a
Jjitle cheating (“Send in the
Clowns” is not basically a film
product, as Carmen McRae admit-
ted), the concept worked well on
several levels.
> For starters, there was a most
“yesourceful instrumental set by Bill
. Berry's LA, Big Band. Instead of
“ysing obvious material, he revived

the seldom heard music from Duke

: 's unorthodox film scores
#for “Anatomy of a Murder” (pains-
“1akingly transcribed by David Ber-

er from the compaoser's 1959 re-
“eording) and “Paris Blues.”
= Berry's band also remained on
age to play intermittently, and
valuably, during the second half
Wwith Shearing and Torme. Torme, a
fifelong movie buff, was clearly in
his glory, teélling us not only film
titles and composers but of the
starg, and which movies he was a
part of. In the case of “Pick
Yourself Up,” he even detailed part
of the eorny plot line of “Swing
Time" before singing the song,
with Shearing supplying ev-
ervLhing from a fugue passage 1o a
. iparallel line for Torme's scatting.
Shearing and Torme have be-
come such an empathetic pair that
on a tune such as "Give Me the
Simple Life” everything falls into
place: the tempo, the groove, the

\ piano obbligato and solo. Torme

was in superlative form on “It

JUDY GRAE!

Mel Torme

The two worked in other combi-
nations: Shearing in tandem with
his incomparable bassist Don
Thompson, who also wrote two
arrangements featuring orchesura
accompaniment. Shearing’s choice
of duo material was surprising. He
played three waltzes in a row,
followed by one of Henry Mancini's
Jesser works, “Royal Blue." In
general he was looser and in more
spirited, swinging shape during the
segment with Torme.

The program's title was best
represented in a long medley for |
which Torme, using the Berry
orchesira with Dave Frishberg at
the piano, took us through a virtual
history of MGAK musicals, even
starting with (what else?) a li-
on-like roar, then skipping from
one song snippét, one key, one
tempo to another in the vocal
counterpart Lo sleight-of:hand.
Torme is & master of jazz-oriented
pop music geared both to enter-
tainment and musical values.

Carmen McRae, backed only by
bass, drums and Pat Coil's piano,
seemed less involved with the
evening’s premise, She told us very
little about the song sources, but
infused a witty note in her
two-tone version of “Secret Love,"
sung, as she explained, in the styles
of Doris Day (“Calamity Jane,”
1953) and Carmen McRae (tempo
doubled, rhythmic nuances added).
She ran her usual 100-yard dash
through “Thou Swell" (three cho-
ruses in 90 seconds) but exerecised
her special timbre and emotional
capacity in a Latinized “Speak
Low.”

This rewarding evening drew
the substantial attendance it de-
serves, 11,394, Moral: concept
shows succeed.
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TWO SIDES OF FOX QUINTET
—ONE HARD, ONE MELLOW

By LEONARD FEATHER

ince the death last moenth of
Lenny Breau, Donie's has

been using various guitarisis
to fill the regular Monday-night
slot. This week and next the in-
cumbent is Jim Fox, best known
locally for his work with David
Benoit.,

The Fox quintet has a dual
personality. The first two pieces
were sirictly pop instrumentals,
one hard and leaden, the other
more on the mellow side. Saxo-
phonist Doug Norwine played an
EWI (electronic wind instrtment )
to dubious effect; Fox, using a
Fender Stratocaster, and Frank
Zottol, on electric keyboard, were
held down by the heavy drumming
of Walfredo Reyes. »

Then, without so much as a puff
of smoke, the scene was transmog-
rified. Suddenly here was Fox
playing a regular jazz guitar, Dave
Stone switching to upright bass and
Reyes making tasteful use of
brushes in a trio version of “Shiny
Stockings.” The highlight was a
tricky bop variatien written by Fox
and played in octave unison with
the bass.

Fox went solo for a harmonically
sensitive treatment of Bllinglon's
“Prelude to a Kiss." He was joined

il

TIMES Oct, 1984

‘Might as Well Be Spring.”

American piano pl
their Bulgarian a
finale of the 1984 OJF.

8/26

by the versatile Norwine on flute
for a comfortable, two's-company
rendition of Gershwin’s “Swoon.”

The full group reassembled for
an overstaled work, the title of
which Fox (ranslated from the
Portuguese, This attractive melody
was hrutalized rather than Brazil-
janized.

“Tangerine'” found Norwine
congistently inspired in a three-
chorus foray on allo sax. The
quintet took it out with “On a Roll,"”
a blues-flavared rock piece with
Fox living up to the title on his
Stratocaster.

This group has not yet found an
identity; possibly it will not need
one. A personable leader, Fox may
be able to keep the attention of his
fans on the jazz entrees by feeding
them pop as appetizers. His roots,
however, are in Barney Kessel
rather than Jimi Hendrix.

A Donte’s veteran, guitarist
Howard Roberts, will be on hand
tonight and Thursday with a group
inciuding Ernie Watts and Don
Grusin.

i

——WEST COAST NOTES

Patricis Wilierd

Miicho Leviev and Leonard Feather meld
British roofts in the International Jam Session
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'MANILOW: WHERE DO
YOU GO FROM THE TOP?

By LEONARD FEATHER

ven by superstar standards,
E you could say he's had it all.

Name an award: Barry Mani-
low has won it, from AGVA to
Grammy to Tony to Emmy, Name a
figure up to 50 million and Manilow
by now has sold it, from the very
first Arista LP (platinum) to "Bar-
ry Manilow Live" (quadruplé plat-

inumm ). Name™a major city on any

continent; chances are Manilow
played it on his “Around the World
in 80 Dates™ tour in 1982-83. Turn
on “Life Styles of the Rich and
Famous™ and there he is at the

. Royal Festival Hall, playing a gala

N

charity concert hosted by the
Prince of Wales and Princess Di.

The trouble with success at this
altitude is, where do you go from
there? How do you move onward
and upward from the top?

The other day, stretching his
long legs and pausing to reflect, the
38-year-old singer/composer/pro-
ducer talked about the latest and,
he feels, most important gamble of
his career.

“After a few months relaxing, I
said to myself, ‘What do I miss?
And the answer was, I missed
music. I missed the desire to makea
record that didn't involve the pres-
sure of Top 40, and I wound up with
this.”

“This” is his new Arista album,
“2:00 A.M.—Paradise Cafe,” unlike

. anything he has dared to do before.

Recorded live, it is a low-key
continuum that segues from one
original song (Manilow calls them
saloon tunes) to the next, with a
basic accompaniment by five dis-
tinguished musicians: Mundell
Lowe, guitar; Gerry Mulligan, bari-
tone sax; Bill Mays, piano (sharing
the keyboard work with Manilow);
George Duvivier, bass, and Shelly
Manne, drums. On one track, Sarah
Vaughan joins in for a vocal duet,
on another, Mel Torme is similarly
teamed.

“I would get into trouble calling
it a jazz album,” Manilow says,
“because I'm not 4 jazz singer. I'm
10l scatling or anything. I wouldn't
want to be compared to Joe Wil-

I

/23] 9ep

liams. But it's an album with a jazz
feeling.”

Actually, searching through the
Manilow discography, you find hid- |
den treasures that are more direct-
ly jazz-oriented. In the first album,
a decade ago, he sang Jon Hen-
dricks’ “Cloudburst.” The second,
the one that put him over the
mountain with “Mandy,” included
a Hendricks lyrie to an old Basie
record, “Avenue C.” “Manilow
Live"” offered new versions of both,
along with the Basie-Hendricks
“Jumpin' at the Woodside.”

In “2:00 AM.,” there are no such
up-tempo jazz moods. Most of the
songs are in a minor key and a
laid-back groove. The concept for
this elegant collection goes back to
Manilow's teen years, when he
heard the sensitive guitar of Mun-
dell Lowe.

“He was one of the people I
really glommed onto as a kid. No
other guitarist I've heard, except
Joe Pass, has achieved that velvety
thing. What really turned me on
was a wonderful Carmen McRae
album Mundy was featured on
around 1961, ‘Bittersweet." I decid-
ed the only way to go was the way
Carmen went, straight ahead, with
a small combo and classy tunes. I
didn't want to sweeten it with
strings or anything—that would
have turned it into Muzak.”

Manilow had never met any of
the participants except Bill Mays.
Once the plan was decided on, his
first move was a call to Lowe.
“Mundell was interested, though I
don’t know what he thought he was
getting into; after all, I'm a pop
singer, so we were sort of tentative
about each other. But after we ran
through the first song he said, ‘This
1s nice,’ and after the seeond, “This
is really nice!’

“I ran to get a tape, because
although he wasjust reading froma
lead sheet, I could sense how ,
valuable he would be in arranging
the songs, and I wanted to preserve
everything he played,

“As for Gerry Mulligan, he's
been a hero of mine for years. I had
no idea how popular he is until I
read they were going to devote two,
nignts to him with the L.A. Phil-%
harmonic at the Hollywood Bowl
last month.”

Manilow plays the basic piano
parts, but because he was concen-
trating on singing live-and did not
want the responsibility of playing
the fills, he left most of 15¢ embel-
lishments to Bill Muys, whe also
doubled on Rhodes.

Lowe recommended the bassist
George Duvivier. “We hrought him
in from New York,” Manilow said.
“I think he had the most fun of
anybody, and we sure did become
friends that week. George is one of
the giants; he's recorded hundreds
of singers, from Lena to Sinatra, As
for Shelly Manne, I was nervous
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Barry Manilow's new LP, “2:00 A.M.—Paradise Cafe,” features

T 4 p
five top jazz players and duets with Mel Torme, Sarah Vaughan. Manilow observes: “I've only heard gﬁﬁgf@
snatches of her album, but I'm sorta
i BEEE - . . lad she did it and it went over so R A e o .
about hiring*him because of his  were overdubbed; in both tracks, gia L & —

big-band background, but I needed
the best drummer who could play
tastily without using much of his
power."”

The two guest singers also were
strangers 1o Manilow. “I've been a
fan of Mel Torme as long as I can
remember, but when I went over to
his house, it was our first meeting. I
played the song for him on the
piano—Big City Blues'—and he
read the music and sang it along
with me. We found that we blended
really well—he's a former group
singer, as I was in my jingle days.”

On the tape, the two voices show

the voices are ingeniously interwo-
ven oralternated. )

Manilow contributed all 11 melo-
dies, with lyrics by writers who, for
the most part, are “people I've
worked with throughout my ca-
reer, Marly Panzer, whom I went
to high school with; Adrienne An-
derson, Bruce Sussman and Jack
Feldman, all friends for 15 years.
These people are family, and it was
like a family project.

“The one exception was ‘When
October Goes,’ which has a lyric by

Tos Angéles Timne

JUSE GALVEZ

$Rt33tiilikl [ ] BEy
: 1 ’c"h review, anc_f !he!v'put him
down as hard as they db me, =0 [
dom't fee! alone. When 1 put out my

Rp—_
I\R‘nw Marnr Jz)hrr‘v'-e Widaw
Ginger sent me a stack gl his
I picked three of

unused |yrics;

s L I AND NS
contintidg 4 uéﬁﬂ prJdou&w-
clated with Ronstadt apd Tond
Tennille. Whatever happens, he

i, then tried this one out ina  first album that 'Cloudburst’ Was  will see 1o it that the public ' made
oneery and it went over beautiful-  on, it got greal reviews; butagseon  aware of what he hasattempled

as-] hit with "Mandy," bam! They
started slapping me around. It
like the more syecessiul |
the worse they hated me.
t-shot crities, the Rolling

i of guys, they don't take

Among other plans he has 58t up
a tour, starting Oct 5 in Salt Lake
City and working his way sast; an
eight-day booking opening Nov. 1
at Radip City Music Hall, and a

Stone three.part interview an the “To-
: what [ do very serngusly.” tay™ show to air early next month. |
ing What matters: is that Mantlow  He will have a differsnt back-ug ‘ J
g takes his own work serletsly, and  group on the tour. but bopes 1o |
g b rded the tran that "Paradise Cafe” has already re-creale the ambianee he cap :
tions b tween tunes and figured I'd brought him a special satisfaction.  tdred in the studio,

“It's a comfortable album: I came

How will the crities react Yhis

. up with some nice melodies, the  time? “T don't know, Maybe il |
"We were doing a videotape, and lyries are gorgeous and, of course say it puts you to sieep. ek e

the musicians, including Sarah and
Mel, are icing on the cake.”

\J\ ‘m Manilow stands to acour

i rancial rewards asice, |«

the diresine gaid,

plaving

"‘Would you mind
Paradise Cafe”

time? So we had our music all in

Ulie oore

Paradise Cafe we fu

thev’ll think it’s brilllant | Waghel
prouder of this than of
mything else ['ve ever done. Mak -
» me more thrlls than a

1 be

e it oo
e 5=

roller-coaster.” O

114 P r elevation of poptilar taste,
went on 1o the une, and the I—-_.__ p ——
ney wres | o 1Hes 15ler " e ad
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'ErE (one, and that was the album! e
{ never went back 1o those individ- MAN[LOWEST

o '“"_'-.'.F‘-‘ We'd done the previous . Barry Manilow (“Manilow: Where Do You
cay. They were all crying and ¥ Go From the Top?” by Leonard Feather,
{rhf‘i:i":nglli the control room. Sept. 23)? Ha, ha, ha, ha, ha! Hey, maybe

The commercial possibilities for A Robert Hilburn could do a piece on his home
this unique venture have led rise to v

comparisons with Linda Ronstadt,
despite sharp contrasts: Hers was P
an album of famous songs, with

eople crack me up.
elaborate orchestral arrangements, PR 4

el n

well, because in a way it does point |§
toward an audience that might like
what I've done. At least the record
company feels secure that there's
an audience out there.”
A question concerning the possi-
ble reaction in the critical fraterni-
ty turned out to be a sore point.
Manilow has been blasted merci-
lessly in the press; for every bou-
quet-tossing fan, there seems to be
an insult-hurling critic, ‘LL_
“T've been reading my clippings
and they do upset me a little. On
the other hand. I read a Lionel

town! Ha, ha, ha, ha, ha! Hey, he looks more
like King Charles Il than Zappa!
Ha; ha, ha, ha ha! Barry Manilow? You

)

%
[

e e ey

£

S S

a remarkable similarity, almost as .

if Manilow were the Velvet Mist. - . ] _ _ \ 2 17y

“Yes, a lot of people have said that. / , JAZZREVIEW U12e

I guess as we worked together, he { . :

started to sound a little like me and i NI T ! ?

vice versa, ! RON ESCI_IETE AT DONT‘E S

beriri :ﬁ;ﬁ: é?ﬁ;f:n’af’vh‘if‘féﬁﬁ ; By LEONARD FEATHER in “Old Folks”) or using a pick,

: : : ' : - Eaehete displays:a superb tech-

She came thoroughly prepared— , on_Eschete, the Louisiana-

told me she'd had the flu in Chicago born guitarist Who has been (bt vanmen . vorn o

and sat listening to the cassette for working around Southern o, Jim Hall. He met his mateh in

three da}rs memorizing it. ".\ » U&Iﬁmm lm dﬁ\'ﬂt&s much me who enwed Lhat uﬂs was
“I had set aside four hours for N of his mofmqumn& atthegmtar not merely a guitar soloist with

recording the song (“Blue”), and = Mmmm uec’mmy in Holly-  accompaniment, but a trio in which

she seemed surprised. ‘What are [[ | 10 eouln Gg hi mwmm all hands pulled their weight.

we making, an album? And, of & ° Hﬂm Satea m‘ﬁﬂss Play tWo  Maize's solos matched the leader's

course, it didn’t take that long." | Eschete (pronounced Esh-TAY) ;mf w‘;‘:’;iv&ghfemﬁ

(The Torme and Vaughan contri- = normally uses a trio with John  faotor uting 8 %

butions are the only parts that Perett on drums and Lnther msmt sNatgcgm ol ) andl

e N ’ Hughes on bass. Becaime

b The trio lent | to
s‘“m ﬂm;;tounh
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THE SPIRIT OF NEW ORLEANS LIVES

By LEONARD FEATHER

“MY FEET CAN'T FAIL ME
L NOW.” Dirty Dozen Brass Band.
| George Wein/Concard GW 3005,
~f ‘he excuse, sometimes used
by while promoters of tradi-
tional-jazz events, that they
mainly white musicians be-
use blacks have forsaken the
¥idioms, is neatly refuted here.
1-black band from the Cres-

with only four brass
pts) has not merely re-
e spirit of classic New
Bans music but has updated it in
gle that is unique and ingratiat-

ing.

The instrumentation is part of
the “secret: Much of the band's
energy derives from the use of a
parade-style snare drummer, a
bass drummer, no piano, and, most
valuably, a tuba player, Kirk Jo-
seph, wWhosé ataccato two-beat
pumping lends the group much of

__itscharacter.

With twe-trumpets, two saxes
and a trombone making up the
front line, the band is meticulously
organized under the direction of
trumpeter Greg Davis. Solos,
though generally expert, are of

e ———

—
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secondary importance; this is pri-
marily an ensemble group in which
the impact stems from unconven-
tional voicings and a repertoire of
astonishing diversity.

Harmonically, the band is-thor-
oughly traditional, yet some of the
melodic lines have the inspired
sophistication of bebap. In fact, the
selections include Charlie Parker’s
“Bongo Beep,” Thelonious Monk's
“Blue Monk"” and, quoted during
the title tune, Art Blakey's “The
Theéme." At the other extremity is
“Li'l Liza Jane," a tune that is clder
than salt, played with high-step-
ping marching-band verve. The
only weak cut is a clumsy arrange-
ment of the tiresome, monotonous
“Caravan.” Despite this one flaw,
for its unprecedented use of gener-
ational cross-currents, the Dirty
Dozen earns a clean bill of health: 5
stars, i

“LIVE AT THE CAFE CAR-
LYLE." George Shearing, Concord
Jazz CJ 246. In one of his best live
sets, Shearing for the most part is
in flawless form, using such points
of departure as Charlie Parker's
“Cheryl” (with an astonishing solo
by bassist Don Thompson), and
Herbie Hancock’s “Tell Me a Bed-
time Story,” a piano duet by Shear-

~ing and Thompson. There’s even a

pleasant though somewhat tenta-

tive Shearing vocal, on Matt Den- \

SPIRITED JUGGERNAUT |
JUST KEEPS ON ROLLING

1o/9

T ae———ig

nis' “Blueg for  Breakfast.” The
ornate, unaccompanied “I Cover
the Waterfront™ could have been
retitled “1 Visit the Waterfall." No
stars for Shearing’s grammar (he
writes that Sonny Rollins' “Pent
Up: House™ “gives Don and I &
chance 1o toss some ideas back and
forth™), but 4 stars for his piano.
D-

"POETRY.” Stan Getz and Al-
bert Dailey. Elektra/Musician
60370. Dailey, pianist with Getz's
quartet from 1973-75, rejoined him
last spring, when they toured as a
duo. On June 26, Dailey died sud-
denly at 46. This posthumous re-
minder of his lyricism and harmon-
i¢ subtlety, and of the empathy
evinced in their duo performances,
IS poetry indeed. Getz plays su-
perbly on five jazz standards; the
closing cuts on each side, “Lover
Man" and “Round Midnight,” are
piano solos. 5 stars.

O

“COUN'T BASIE KANSAS CITY
STYLE." RCA AFM 1-5180. Now
subtitled “Young Bill Basie With
the Bennie Moten Orchestra,” this
was available for many years in
RCA’s Vintage series. Playing
full-fisted, Pats Waller piano, Basie
is prominent, along with singer
Jimmy Rushing (on four of the 16
short cuts), and several soloists
rising out of the rugged 1929-1932
ensembles of “Moten’s Swing,”
“Toby" and the like: Hot Lips Page,
trumpet; Eddie Durham, trombone
and guitar; Ben Webster, tenor sax.
A historically valuable example of
pre-Swing Era big-band jazz. 4
stars.

O

“BASIC BASIE." Court Basie.
Verve/MPS 829-291-1. Released
as part of a new series of reissues
by the Polygram conglomerate, a
1969 session finds Basie's piano a
little more prominent than was
later his custom (he weaves his
Way in and out during Benny
Carter's “Blues in My Heart”). But

to produce jazz dance music: Chicy
O'Farrill’s arrangements are much
too short (maestly under three min-
utes}, and the songs are mostly old
pop hits (“"Moonglow,” “Red Roses
for a Blue Lady”). For some rea-
san, there are no brass solos at all.
Basie at this time had a powertul
personnel that should have been
allowed to flex its chops. 244 stars.

a

“THE NEW OSCAR PETTI-
FPORD SEXTET.” Debut 0JC-112.
One of a new set of classics made
available by the Fantasy group,
this is a historicallf\; valuable re-
minder that Pettiford, the preemi-
nent bass virtuoso of the 1940s,
later achieved prominence as a jazz
cellist. (The bass duties are taken
over on four cuts by Charles Min-
gus.) This group had an unconven-
tional front line: French horn (Jul-
ius. Watkins) and tenor sax (Phil
Urso). Quincy Jones' “Stockholm
Sweetnin'” and Pettiford’s blues
“Low and Behold” best illustrate
the leader’s cello mastery, To ex-
tend what was originaily a 10" LP,
two tunes have been added, with
Pettiford on bass, cut in Copenha-
gen shortly before his death there
in 1960. At $5.98, a bebop bargain. 4
stars.

O
“FULL CIRCLE.Y Bruce For-

man. Concord Jazz CJ 251. Now °

impassioned, now restrained, For-
man is a sensitive guitarist who, on
four cuts, is supported by the
vibraphonist Bobby Hutcherson.
Their digit-defying version of “Gi-
ant Steps” and a successful transla-
tion of “Summertime” into a 5/4
meter-are among the best of the
eight cuts. George Cables, as pia-
nist and composer in the attractive
ballad “Helen’s Song;" is a central
contributor. Forman wrote two
originals, the lilting waltz “Circu-
lar" and the laid-back “Desert
Rain.” Latin and gospel elements
round out a well-planned set that
indicates a bright future for the

By LEONARD FEATHER

:i ' ver the weekend at Carme-
" lo's, the Frank Capp-Nat
Pierce Juggernaut tempo-

original, “Tarragon,” under-re- ||
hearsed but still convincing, all had | |
their own character.

Still; the most moving proof of

this seems to have been an attem pt  28-year-ojdleader. 4 stars. O
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writing comes frem a man of
Feather’s credentials. And “neatly

X : the orchestra’s enthusiasm and : \ SRR futed” Is : id
b varily became the Frank Capp- dedication was the old Basie favor- [ (® (28 ;;zgt;ncerevea such'a sad, snide
. Dave Frishberg Juggernaut. Co- ite, “Moten Swing.” Its blend of _ 11AZZ RACISM? TRERne. b D
i - leader Pierce is on tour in Europe. relaxation and energy offered & :

o M g { Peather, in his Sept. 30
total refutation of the argument, || . ‘.,-,“ ghﬂmm:g the :lzt.mm --Ms;,reppeet

too often advanced by chauvinistic |1 (¢ g 35" " by the Dirty
New York critics, that Los Ange!é's | -'{nﬁnrgémmiw a truly
jazz. lacks vigor. Those critics ] e spirif. plus an inability to

should be flown out here—or, bet- e call
3 : reach a valid conclusion logically,
ter yet, Juggernaut should be hired S e flowing

1 t New
%r?i?al:ﬁgzel“?sﬁi“\:a? R N \ “The excuse, sometimes used by
s white promoters of traditional-jazz

! Except for a few moments when
Frishberg's more modern, less Bas-
1e-like piano was heard, the differ-
ence was negligible.

With drummer Capp at the helm'
of a potent rhythm section (Joel Di
Bartolo on bass, Ray Pohlman
playing rhythm guitar) and a
trumpet section of Johnh Audino,

one example. Here’s another, the
Sacramento Jubilee on Memorial
Day weekend: More than 100 bands
from around the world, but less
than a dozen black musicians—out
of 700-plus musicians. And except
for all-stars, invitations are to the
bands, not individuals.

Is Feather intimating the pre-

; g 15 Ernie Andrews, the band’s per- ts, that use mainly white {6T0uSth B e 3 .
g;ﬂolgfcr%;mgm&ee (li:::li qrel:ir!'lig' ennial vocalist, was in particularly i gue.gciansbecﬂ:zeblacks have for- ggsnsmracy ﬁg tradiuu'l:nal 1‘}:"-: ‘
the same spiril" displayed when it €Baging form iin “Just the “{ay saken the early idioms, is neatly “teaders throughout the world to bar
was first heard almost pine years ~ You Are” and “Tie a Yellow Rib- refuted here. This all-black band  plack musiciang?

l; ago. Several of the most valugble ~ bon,” although the brass sect:gn. ... has not merely retained the I am not even saying I have
i original members are still on }g_gd: '?;{:::L drowned him out on he i of lass fonfm :::ﬁ: Pm”&mmngw g
' Herman Riley on tenor sax, Gar- T < ut has updated " one B i hention to
vett Brown and Buster Cogper on. " The club, fairly full on Friday ?mique and ingratiating.” ask thatif Feather is going to write
ot boncs, ! despite Yom Kippur, will present One album proves that blacks ' ahout traditional jazz (and suggest
 'The strong Basie orientation re- big bands ev,%y Monday this have not in general moved into  racism), he might first investigate
 mains, although this is by nomeans  month: Toshiko Akiyoshi on Mon- other idioms!?!  the worldwide traditional jazz fes-
the band's sole direction. Jeff Clay-  day, Dee Barton, Oct. 22, and Roger | 1 find it incredible that such ' tival scene before “neatly” refuting
ton's alto sax feature, “Loverman”;  Neumann, Oct. 29. For those who | . e anything?
Bob Ojeda’s fast-moving “Catnap” like their orchestral sounds i DENISE
with Plas Johnson's controlled and  straight, no_chaser, Carmelo’s is . s 3 MH-LER
flowing tenor sax and the Al Cohn  still thebestbetintown. - _ s e Cs'abasas o
b
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big-band work witheces Brown, Wood:
typically good humor; his wit was as legend-  Herman and, longest and most nowhly, Stan
ary as his mastery of the drums. Louis Kenton: studio jobxs that called for pamplete v
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the blow:
or—as in

problem with drugs or alechol. When Shelly
Manne died Wednesday morning at 64, the
shock was total. When
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BANG THE DRUM SLOWLY

Shelly Manne’s Exquisite Music Ceases at 64
By LEONARD FEATHER

hen the jazz community suffers a
premature loss, usually 3
warning signal that
a lingering illness
several recent cases

5 us for
r old age,

—& Enown

iz & opemaste lardy vl .
= Bracicus lady who ac

divorces, he was married for 41 years to the

mpanied him on his

nl svrasl e -y wn of o b - o | e 1"
wonal travels and shared his inter-

65 and Lhe need Lo raise funds

e was honored by the Hollywood

Bellson, on hand to pay his respecis, zai in.
musiclans who had worked with Shelly in his
oid Mannre Hole days made ita heartwarming
ion. with the honoree himself playing
during much of the six-hour tribute,

ed back w the davs

ret

mastery of aspett of the art of
percussion, and the assignments for which ke
was oo little recogriized. composing lhe
scores for television programs and movieg

In 1947, he won the Downbeat Poll, the
first of dozens of such awarde that wonlé

every

Street when Shelly, statoneddn | come his way over Lhe vears
Ath the Cogst (umrd. weds] c "
New 'th the Coast Guard, w Ju;d_d.mp He was never prouder than on the day he
in at the cluhs to sand keap  ga. hired to play the role of one of his idols,
ascal shag Dave T in "The Five Pennies,” the
- Danny Kaye movie about Red Nichols. It was

He was w the last day a complete
musician, aware of all the developments and
welcoming new movements in jazz. When
bebop arrived, he played on the first recerd
ever made under Dizzy Gillespie's leader-
ship. When Ornette Coleman was on the
verge of starting another musical revolution
in 1958, Manne took part in otie of Coleman's
earliest sessions.

That was the year before ke launched
shelly’s Manne Hale, a club he started pot
with greal financial reward in mind, byt
because he felt the need for his fellow
ans to find a rendezvous, a place
where they could wvisit or perform. The
respect he enjoyed enabled him to bring ta
loliywood the elite of the &z world from
John Coltrane and Miles Davis in the eariy

MUsic

uniguely meaningfial 1o m, for very early in
his career, in 1940, he had taken over from
Tough in Joe Marsala's band,

Shelly Manne didnt care 1o travel too
much, and when he did. Florerice (Flip)
Manne, who was 4 Radio City Rockeite when
they met, usually went along with him, Their
passion was treeding show horses at themr
ranchin Suniand,

Ear| Palmer, a fellow drummer who today
15 secretary/treasurer of American Federa-
uon of Musicians Local 47 in Los Angeles,
recalled his first and last contaets with
Manne. “I met him around 1952, when he was
with Kenton and I was in music school in
New Orleans. Because of the racial problems,
I'had trouble getting 1o see him backstage,
but when he saw what was ha . he

Here was a man who represented the  Aris Council, orly 17 days before his death, : _ : said: ‘Let that man in. He'safriendqf@me.' .
antithesis of the all-too-common public  with an afternoon concert at the JohnAnson 19605 to Cannonball Addesley and Thelon~ Then | introduced myself, and he spentan |

misconceptions about jazz artists. Instead of
smoking or drinking or finding some other
way to destroy himself, Shelly Manne lUved a

Ford Theater, the only motivating force was
umversal respect for his contrit

musicianship and his character. Mayor Tom

ation, his

1ous Monk a decade later
During those years, he kept his own group
together, often working at the ciub on

hour answering my questions. v
“The day before he died, he was of the
phone Lo me about some drums e wanted to

clean, happy life. He was gifted as few men Bradley declared the date to be Shelly weekends. Though he was a superiativé  present Lo some needy kids, Manne, he was™ |
are in a demanding profession. Instead of Manne Day; citations were presented from  eombo leader, over the course of a career beautiful. I'm proud to t2ll people | haveq |
comending -with * personal problems and - - theeityand others. that began in 1889 he had done i il daughter namedSheliy."' Qoo page s |
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SHEARING PUTS IT ALL TOGETHER e 8 e of e et
: : ' framﬁges_ h rd tune into -
: N A €r. with such variations as *]
By LEONARD FEATHER “Nightfall.” da% at the Money Tree, bare, threw my clothes o??eve‘:;f
ast month the George Sheay- A verbal tribute to Art Tatum led cleaﬁf”&gf :;,f t,-su:].?ep;)\ﬁ:irwo? : wheg, glbrmy Sealien
ing Duo played a brief and o an almost note-for-note ereation full, attractive contralto sound with It's not always funny. An other-
4 less than spectacular set a¢  of Dvorak's “Humoresque” as Ta- a well-controlled vibrato, Second.  Wise warm treatment of the beguil- J
part of a show at the Hollywood lum recorded it. Then came the - she has an unquenchable sense that Ing song “You've Changed” is i
Bowl. piano duets—a Thompsgn COmPO-  Jife jgnot all that serious, hardly improved when the line £
All that was absent on that sition, “Stratford Stomp,"” in which The opening “Dindi,” sung out of “You're breaking my heart” pe. .
oceasion was abundantly present they interacted cheerfully, and a tempo with Eugene Wright bowing  comes “You're tireakmg my back.”
Weédnesday evening at the Vine St “Lullaby of Birdland,” in which his ba "'?béfm-e;piaﬁisx. ka.reanefE Sometimes the comedian and the
Bar & Grill. For example, Shearing  this famous Shearing_ SONE WaS  nandez set a tem was relatively Singer in Palao are at odds, yet she
Wwas provided with a second piano, subjected to some of those too-cute, orthodox. as an up-lempo IS can sustain a mood and a style
enabling his phenomenal bassist,  pseudo-Bach gimmicks that havel -7 5veIs Here (o & " despite one that suggest she has done her
Don Thompson; to take himonina  lost their novelty yalue, 3 sudden rise in her vocal volume ©f listening to Carmen McRae,
couple of keyboard duets. Playing a 92-key Boesendorfer contral. = Of course, she will sound even
Essentially this 75-minute set  that produced a superlatire 8¢ 34, On the third song, however you belter when something is done
Was a three-part production: Shearing seldom allowed B knew smnethmg& was happen- about the Money Tree's piano, I
Shearing with bass, Shearing alone  pensity for humor to distra!* £ ing when “Sometimes I'm Happy, they can't keep it in tupe, they
(this segment included two vocals)  his primary talent. When il e * s Sometimes I'm Blue” was followed shouldn't keep it. Palao wil} remain
and Shearing sharing his pianistic  to the bottom ling (and the lop e, by “Sometimes I'm Catholic, Some-  for three weeks (off Sundays and 1 8
gifts with Thompson's, for that matter), he is thoquitites- | o 'm a Jew.” This developed Mondays). ~L.F. i 4
All the elements, then, were in  sential jazz pianist, a virtuoso im- | ————— 2 = == — 1}
place: an intimate setting, the room  provising melodist whose mastery ; 1
packed with attentive listenersand  has few equals. - . ' ’ 5
) He will be on hand through = e

a program that brought into play

his delicacy of touch, his long-fa- Saturday. Before he opened the | >

vored “locked hands" style, his  first show was sold out forall four - g ‘ \ _

- affinity for bebop (in theold Char-  nights, but with luck youmaybej . PR SR
lie Parker tune “Crazeology”), his  able to catch a second set. [, ey y B
gentle way with a waltz (“Diane”) wTh oAt " -1
and, of course, Thompson's total PALAO AT MONEY o
empathy and ineredible solos (on 3 . ] =
"Hi Fly" he displayed a guitar-like : 1
facility). L 1

Among the unaccompanied
works were a pleasant Gerry Mul-
ligan melody to which Shearing
sang Mel Torme's lyrics; a mildly
amusing vocal parody on “You're |

he Top” and, be L A

€, a beautiful reminder of | (
lovel nq-.:long-néglecled_l -
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Cruising
with an
ali-star cast

‘ " <] } L) ¥,
Joe Williams, George Shearing and Clark Terry enjoy the sun on deck.

by LEONARD FEATHER
Jazz aboard the world’s greatest
ocean liners is no novelty, but the
recent double-barrelled venture on the
S.S. Norway (two back to back,

eek 1008 oy

levels—quality and quantity of the
music, good vibes among the musicians
as well as social contacts between
performers and passengers, glorious
weather, generally good food in
limitless quantities.

The Norway is the largest of all
cruise ships—17 stories tall, 1000 feet
long. Last year Hank O’Neal and Shelli
Mae Shier produced a modest jazz
voyage, but there were
problems—budget limitations, short
range planning, a couple of
temperamental musicians, and a sense
of disorganization.

Nevertheless, the potential was clear,
since the attendance was a healthy
1700. This time around, O’Neal and
Shier were rewarded with a year long
preparation schedule and a greatly
expanded budget. The results paid off
handsomely: over the two weeks, there
were 3,500 passengers, with every cabin
occupied.

The personnel for the second week
involved 46 musicians, of whom 32
were hired by O’Neal and Shier; the
other 14 were trombonist Chip Hoehler
and his remarkably capable house band.

For most of the musicans this was
virtually a paid vacation. Many of them
brought along their wives or girlfriends;
although a schedule was printed
assigning them to certain sets in the
three venues (the 525 seat Saga Theatre,
the spacious Checkers Cabaret, and the
brightly lit, 250 capacity Club
8—JANUARY 1985—JAZZ TIMES

| Nice Festival. As at Nice, there were

Internationale), pl —
disregarded or expanded as everybody,
at one time or another, seemed to sitin
with everyone.

In a sense this was like a combination

usually at least three choices available at
overlapping times every evening. At one
jam session, Benny Carter (playing

|- some very lyrical trumpet as well as his .

typically elegant alto) was joined by Bill
Allred, the trombonist from Wild Bill
Davison’s group, by Sayyd Abdul
Al-Khabyyr, the clarinetist and baritone
saxophonist from Dizzy Gillespie's
quartet; and by Kenny Davern. The -
contrast between Sayyd's avant
garde-leaning tonal explosions and the
orderly, swing rooted clarinet of Davern
made more sense than might have been
expected out of this seemingly
incongruous group.

At one point an eightyish lady, who
assured me she had been on all 12 of
the Rotterdam cruises in the 1970s,
couldn’t resist entering the dance area in
the Cabaret and performing some solo
gyrations. Benny Carter, always the
gentleman, stepped forward, trumpet in
hand, and joined her for a tum around
the floor.

Also during this set, Bobby
Rosengarden gave way to Mel Torme,
who is no mere dilettante but a
thoroughly adroit drummer. In fact,
toward the end of the week, Ruby
Braff, assembling a session for the
Theatre, selected Torme as his drummer
out of several available (others included
Nassyr Abdul Al-Khabyyr, son of
Sayyd and also a member of the
Gillespie guartet; Jackie Williams; and
Jake Hanna). For Jake this was not only
a gig but a honeymoon, with his bride

i 'm’-‘-"'"‘ "‘*.M— -

departin

-

~ Torme’s tumns at the drums
exemplified a delightful aspect of the

cruise, the oppportunity to hear artists
arting. from thei ual setti

X section,
reading parts with Hoehler's band.
Hoehler later retumed the compliment
by sitting in and playing some
impressive trombone with an ad hot
Carter combo.

George Shearing and Torme,
predictably, guested in one another's
sets. I have never heard George play
better, or Torme sing more brilliantly
than during this week. It probably didn’t
hurt that Torme was in particularly good
spirits; during our first stop at St.
Thomas, he was married in the town of
Charlotte Amalie to Ali Severson, a tax
attorney, with Shearing as best man. A
highlight of the Shearing-Torme
collaboration was their scat vocal duet,
an amusingly worked out mixture of
Lemon Drop, Airmail Special and
other standards of the bop era.

Norman Simmons, who was on hand
officially as Joe Williams' accompanist,
and Mike Renzi, working similarly for
Torme, had opportunities to display
their talents in various small
instrumental settings. Dizzy’s pianist,
Walter Davis, also worked in other
capacities.

Some of the brightest moments were
provided by Clark Terry and Zoot Sims,
both holdovers from last year's cruise.
Zoot's appearance was 4 heartening
surprise, since many of us knew that he
had been seriously ill. He not only
showed up, but played with a conviction
and strength that suggested a triumph of
mind over matter.

[ Zoot also took part in one of two

*‘Meet the Stars’’ sessions, for which
passengers were invited to the Cabaret
to direct guesfions at a panch.of

indeed on board because of the music.

During one of the sessions, Torme
stepped out unexpectedly to sing
‘‘Happy Birthday Dear Zoot,"’ to which
Zoot replied, ‘‘I'm 59 today, but I have
the body of a 57-year-old man.""

For Joe Williams the week provided
opportunities to hear him in numerous
settings: with his own rhythm section,
as a guest star with Shearing, and with
the Hoehler band, for which he brought
out his own big band charts. It was
notable that in the Cafe when he sang a
blues set, the audience remained seated,
in rapt attention, but when he tumned 0
ballads and pop songs, the small dance
floor filled up i i s

The per: list was a virtual
paradise for trumpet freaks in particular.
Dizzy Gillespie was everywhere,
playing even better in other groups than
with his own quartet, in which he
tended too much toward comedy. Doc
Cheatham, at 79 the oldest musician
afloat, has retained his pristine qualities
of lyricism and logic. It was fascinating
to hear Dizzy sit in with Doc to play
Royal Garden Blues. Clark Terry
was ubiquitous, playing with the big
band, as well as several combos. Ruby
Braff joined with Scott Hamilton for
some elegant, eloquent moments. Wild
Bill Davison, now 78 and not long
recovered from a serious illness that had
him sidelined for several months, was in
good spirits and seems to have his
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HENDRICKS STRETCHES OUT AT VINE ST.

™

By LEONARD FEATHER

he thought of Jon Hendrick
without his vocal group eon-
Jurés up images of a one-

stringed violin. Yet there he was
Wednesday at the Vine St Bar &
GrMYL Juet he and his thy ec
toty exeept fo n

deegrative appear

Hendricks {(simging her husband’s
lyries o a Louis Armstrong im-
provisation on “Star Dust”).

This total exposure offered Hen-
dricks a rare chance Lo stretch out.
From his own original song, "The
Upener,”'to a closing Joe Williams
blues, he was in exuliant, life-af-

firming forr [.::".g::'._i.' that fuazy
edged Umbre 10 bear on an ahclent

Davis tune, *Wa Witk
long scatl interlude; his old stanie
‘onng Me That Wine,” complels

with monologue and ---‘..;'.1. g &nd

the aptl
”nq‘ ! \!m i
Hendricks' several walents were

' Holand Kirk song

in sharp focus: jJame vocalist, witty

pieces go
lines that you have u f...

keep pace. Bul the gentler nide of
Hendricks ia never far away. The

concert with Duke
presented In hoth ita forms: as a

1-of e~ tentury New Oricans
a*‘. p.fa:htngtm truth, bending it
2 little, and winding -.1;. with

pacan Lo Satchm

The lyrics w same of his It
by in such a tor

Wng he sang k

slow, exgqusitely melodic praye:
“Come Sutuday and as a dou
bied - up celehrat Little D

Danced™), both with Ellingion's
own words

For the past two years his planist
has been David Leonhardl, an
imtense and swinging arust alert Lo
Hendricks® every mood, Locally he
has added two fine musicians, Allen
Jackson on bass and Clarence
Johnston on drums.

Hendricks the solo singer offers
most of the delights found In
Hendricks the vocal quartet leader,
The evidence will b& on hand
Lhrough Saturday.

PATRICK DOWNS / Log Angeles Titses
Jon Hendricks at Vine St.—in exultant and life-affirming form.

lyricist, ballad singer, narrataor,

and, at no cost to his musical 1

authenticity, entertainer.

During one tune he put a drum-
stick o his lips and, by whistling,
simulated a piccolo solo, In a seg- |
ment from his show, “Evolutionef |'
the Blues," he told the story of |
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A NEW LIFE, NEW PLANS, NEW VALUES

By LEONARD FEATHER

JAI—The house is quiet
Oand comfortable. The aro-

ma of incense fills the air. In
a small side room, a candle burns
under the photo of Sathya Sai Baba,
spiritual father to hundreds of
thousands. Among his disciples for
the past 10 years have been May-
nard and Flo Ferguson, just back
home from their annual trip to
India, where they visited Baba.

The iron-lipped trumpet master
from Montreal, who dazzled the
jazz world when he blasted his way
into the Stan Kenton orchestra,
today is a white-haired survivor of
the big-band era. He feels spiritu-
ally and physically renewed, has

dieted his way down from 205 to
175 pounds, but “I have to get my
chops back together. 1 performed
before Baba in the ashram near
Bangalore, but 1 haven't played for
the last six weeks.”

In the background, the TV set
runs, sound turned off, showing
documentary scenes that focus on
Baba and his followers, while Fer-
guson talks about his travels, his
new life, new plans, new values.

“I'm glad I first went to India 15
years ago, before it became so
Westernized. I miss seeing all the
women wearing saris, Everyone
seems to be TV-crazy now. In the

cows as you did; you don't see as
many sheepherders playing their
flutes to keep the sheep together.”

The Fergusons have found guid-
ance and solace through their guru.
This has not been an easy year for
them. Last February, they lost
their only son, who died in a fall
from a hotel ledge. They have four
daughters, one of whom, Kim, is
the band’'s efficient manager. On
the day of their return home, they
learned from Kim that Ferguson'’s
booking agent and friend for many
years, Willard Alexander, had just
died.

“Willard was the man behind

main streets, you don’t see asmany Benny Goodman, Basie, almost all

< N d o
’ o .r‘l m\ .S
Seven years after his sudden

leap to success, Maynard Fer-
guson seems to have mellowed.

that attitude of ‘OK, now we're
gonna give you some hip producers

himself, producing his own album
live at San. Francisco's Greal
American Music Hall. Pala Alte
Records has secured the U.S.rights
to the album. One of its most
impressive cuts is Billy Strayhorn's
“Lush Life,” part of which finds the
maestro showing rare restraint,
using a mute. Another is “Bebop
Buifet,” a long kaleidoscopic view
of bop as seen through the compo-
sitions of Parker, Miles Davis, Gil-
lespie and Monk.

Another aspect of Perguson's
varied interests was revealed this
summer during New York's Kool
Jazz Festival, when he took part in
an all-star jam session.

“T've always been against com-
petition. That ‘battle of the bands’
slogan sells tickets, but score-
boards were made for sports, not
music: You don’t put up a sign that
says ‘Oscar Peterson 78, McCoy
Tyner 39." However, 1 do get a kick

— s ——— ey ~ - Of them—a one-man campaign for  and we're gonna really have some  Out gf working in small groups
178 A T—— — the big bands. When wehadourbig  hits’ And beyond that, there's the  Within a context of mutual respect:
R X hit single with the theme from pervousness when you're under that’s why playing with Wynton
w ‘Rocky,” he took me to lunchatthe  eontract to a major label like Marsalis wasaball. v
- - '__3, TR o __] 2 Friars Club and was so proud tobe  Columbia; you're trying not to be “Wynton was listening to me in
2 g"g © 9.8 ::'i"u o b ﬁ walking around among people like too militant, to find the Buddhist the wings. W‘e were doing some |
) S & ¥ g &= O N | George Burns with his top-of- middle path of listening but still Straight-ahead blues, with Tvner,
- Ej g'ﬁ%g 2=385 % W = the-pops star.” rowing your ownboat. Youbeginto  Eddie Gomez on bass and Peter
:_‘{.:E‘ 5-3 = "_”.,_%@E & m l:g The success of the “Rocky” wonder, where do you draw the Erskine, who was my drummer in
. gz %E g-.,ggjﬁ 2 § é’ w | single (“Gonna Fly Now") and of line’s '75-"78 before hg joined Weather
2B = 5] % = g;‘; *xj e O .52 4 the album that included it (“Con- “I came out of the bebop era, and  Report. A fantastic rhythm secuan?
‘ g < e % %% 5_'5 203 E N é | quistador™), earned Ferguson a | guess that's still my first love, So I grabbed Wynton by the hand
ggﬁ P-;—,-;»E‘ - §§' -a?_’ E O | unique place in the big-band world; along with a love for a lot of the and said, ‘Open up your case and
5 =R = 5.&. " g.é’ = | he alone was able to crack the pop young, contemporary things, g€t your horn out.' With my white
e %: = % 3 2sgzs * t charts. Today, he looksbackonthe  which alot of my own contempora-  hair, I guess I can get away with
g §°§U3 i‘é“ﬁ-ﬁ = ’_'c,f | 1977 excitement with mixed feel- ries don't share. Someone like so‘Lfndiniglike I'm giving ordem‘
9—"'% SR T g &f;?;w _ | ings. Bruce Lundvall could relate to my I wish T had a tape of what
27228 Z2&5%%Ts " | “1 had given them a pop hit, and feelings. But he's no longer with happened. Wynton plays those
'_< from that point on this was all they  the company—and neither am 1.” ma{'ve!ous p':edal tones in the 1a\§'cr
- ‘E:ggg f.:i g._% 250 wanted to do with me. They had Ferguson picked up the ball register. Well, we were Lrad1‘ng
{ e W-%'m slae R a5 < O = —— =—————- phrases, and when I went really
| =732¢g E‘_% = _”;:'U =3 upstairs he went way downstairs. It
3 3% =3 R . i E;:;" > E it in an interview. Actually, having Ferguson over the years has got so good, I actually stopped and
Efzs =5 53 Fgg £ é: : to let someone go is my unfavorite  often been the butt of critical | | laughed. That's what festivals
| RS §§°§ 88 "aRg P part of being a bandleader, espe-  contumely, chiefly on the grounds | | should be all about—festive! Later,
il &8558 g§'-°-. §_§ ) W cially when he’s a wonderful play-  of his alleged commercialized use | | we had Herbie Haneock sitting in
| gs82-8%3¢% ggg—ﬁ : | er.” of what might be called Third | | 100"
1 E: E S 5 E’E.‘S gggﬁ w Ferguson's present orchestra, Scream music. He has learned to | | At the Kool concert, Ferguson |
1 82:=23 e - on ES e like all those before it, shows signs  live with the barbs. “T let the cards | | worked with another of his many L
23 28" 332 EBagm o C) ] of developing similarly great tal-  fall where they may; whether I gel | 1 celebrated alumni, Slide Hampton, |
~SZ=B88 7 2E£3% . | entsof the next decade. Thoughthe  a great or a mediocre write-up, I'm | | his trombonist and arranger in the .'
gERas §§. o 5 4 w 4 band is on the road nine months of  still doing what I believein. late 1850s. During that time, the
bl R BT R e the year, he continues to enjoy the “Right before 1 go onstage, I ||| other members, coincidentally, in-
& travel and the challenges, attribut-  clear everyone out of the dressing cluded Joe Zawinul and Wayne
%-g BE :ﬁfg 5-535 Fggjg EZ8ES S gg;‘s_ ing his unabated enthusiasm and  room and I meditate. The spiritual ||| Shorter, who 12 years later would
: EE’%&“ 283 E}-é S<3= g._gc 5 z w3 So = 2 peace of mind to a rekindled spiri-  life is really the next hip erama_nd become co-founders of Weather
5 el gy ¢ g_&g PaEe g,ﬁ agg®’ > E§ i O ' tual awareness. it better be, because the alternative Report.
- EEE9, gmg'ﬁ BED ow FEEE<R o % “Baba teaches that you should is chaos and the Bomb. People |§  “Wavne left. me to join Art |
gggﬁg 2 g&‘.‘gﬁ 5 %E ;.;3. E-'-;-}: n‘;l'g'é E;’ L "u start spiriluality at an early age, should learn what grat_ificat}on | Blakey. Joe Zawinul, I felt, was
HES o £ EE’ =3 g8 g 54 E, g:_""ig’ .Eé‘ = g-g 3 with an awareness of God, and an  they can derive from spmtual_uy. W ready for other things, so I let him
EE E‘Rg' = 3 2% S o 5 .-:‘-'é‘ ﬁ;:&;ﬁ‘ § % &8 e 3 g educational system that teaches Being in control of your own m;nd, . go. I don't feel anyone needs to go
258 g ag g_-g' %‘m 2 .53 o B 3“}%’,3 3 2 5.5 morality instead of concentrating your body, all your senses, is @ |& out with a bad karma because you
Egg 28 <nf o £z Egéga - f 2 m so much on what it takes to make thrill, . , . : - |g found he didn't fit your particular
&%‘Eﬁﬁ 52 é.'g- g g SEa R, . § | money, Our school system hasalot ~ “When I meditate, I just remind | & and, but I noticed Joe made fun of
; § g g EE f;é"?_E ) §§§ §.‘3’2 = § 5 3 93 of problems, but you don't see'any  myself what a wonderful gift 1 ~ —— |
: i’*g 5 9 ) = BY oo = £z 2 §. o hooliganism among the music stu- ‘have; I thank God for my ab:lu.__v to | .
! mg 5 -.%g g3 §_=E" 52522 g“‘g-‘l’-% 3582 dents, because they have a real bringjoy to people through music.”
el 7 e T | ‘interest, a sense of direction in Listening to Ferguson in the
e =% * their lives. privacy of his home, with an occa-
i ot = %E S § §_§ E ,gé‘ggg 5_::::' S § § E?é" “My father was a school princi-  sional quiet aside from his wife, one
l Q = §°§ 35. 2B29EES8E é: 8% ®E  pal and my mother was a school-  is surprised at the contrast between
2 .58 E; g 5% : “‘; =z g "E‘ a teacher, Luckily, they were both  his pubhr.t persona—l.}_le extrovert,
et R =5 %3 o gﬁ'&-ﬂ gi 8 suchavid musicfans thatonceIfell  bravura instrumentalist—and the
J BaESES 80 ‘é 5 S88F inlove with the trumpet they let  man behind the mask—relaxed,
4 P 2Zas 5 S =8 g L E | me play all I wanted. If there was  realistic, even humble.
I S88snss A _gamS= 2 2 | any trouble, it was because I After the pressures that followed
i EE=Soga ,,_:mE-E&‘ = . : hool  hissudden leap to top-level success
_ p e lge o6 5 @85S started ignoring my general schoo is sudden leap to top
g S®REUE mAEZTEOG =EEXE  work I was a very good student seven years ago, he seems to have |
sgZSg 85 &% gw E’ & 5" until 1 heard Louis Armstrong. mellowed. The conquistador may |
gESRZ ?-_"5'- "5BR8588 523 Whenpeople ask me whoweremy  achieve many more conguests, but | .
§ 55 g.ﬁ_ i 2 b E._t'n = .r.!n . g @g- | main influences, I tell them, ‘My it is improbable Lhat_ he will be b'
j peZNSRE o g 85 5 £ 2835  mother and Louis Armstrong,’ and  coerced into making any decisions
— : . M that's really true.” *_ at odds with his basic beliefs. 0
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/VEATHER REPORT PUTS

By LEONARD FEATHER

! istorically, progress has al-
_ ways been much more gen-
. eral than retrogression, as

Darwin once said (or could it have
heen Howard Cosell?). Progress of
a somewhat startling nature was
represented in a package that ar-
rived last week.,

It contained a Video 45 entitled
“The Evolutionary Spiral,” and
subtitled “a dazzling multimedia
montage with a musical sound

| track by Weather Report."

It represents a step in vid-
eo/music beyond the status of
productional tool designed merely

i tohelp sell records, into a fresh role

as an aesthetic experience In its
ownright,

The principal mover and shaker
in this event was the producer,
Mark L. Mawrence, whose previ-
ous credits include the production
of films with Nobel Prize-winning
scientists about global problems.
The credit line at the end, thanking
“our friends in Sweden,” presuma-
bly implies recognition of Mawr-
ence’s close relationship with the
International Federation of Insti-
tutes for Advanced Studies,
co-founded by the Nobel Founda-
tion in Sweden and the Rockefeller
Foundation in New York.

Teamed with Mawrence was
Larry Lachman, the director and
co-producer, who began exploring
the fusion of visuals and sound
while studying at the Berklee Col-
lege of Music in Boston. Lachman
helped develop & technique that
combines animation, film and video
into what attempts to become a’
seamless form, complementing the
mood and flow of the music.

Of course, there have been jazz

4TS AUDIO TO A VIDEO

videos before on a modest scale. bt
most have been fairly brief,
straightforward presentations of
the performers. Japan has been far
ahead of the United States in
producing for this market Trum-
peter Freddie Hubbard, who just
returned from Japan, reporis that
he has made three videos for
Japanese companies, two of which
were produced in this country but
have not yet been released here.

“The Evolutionary Spiral” is an
ambitious achievement in what is,
for jazz, a different and daring
genre. Archival film, multicolored
special effects and computer ani-
mation are employed in an unpree-
edented blend of ereative music
and dazzling imagery.

The production supposedly at-
tempts to take Lhe viewer on “a
journey through time: from the
birth of the universe, through an-
eient cultures, to the present world
of High Tech, and on toa vision of
art in the future,” It all sounds a
little pretentious, though not with-
out justification.

Released by the Sony Corp. in
cooperation with CBS Records and
Earth Sky Productions (founded
by Mawrence), the $16.95 video is
most notable for the astonishing
beauty of the computer animation,
for which Joni Carter served as art
director.

Anyone gxpecting to see Weath-
er Report will have Lo be prepared
for something far less literal. In
faet, only a few human faces are

n in brief glimpses, and none
looks remotely like Josef Zawinul
or Wayne Shorter: Instead, we are
treated to a series of moving
globes, concentric circles diminish-

Weather Report's conceptual video " The Fuolutionary Spéral” is
billed as a “multimedia montage with ¢ musice sound trock”

ing and growing, sunsels, SWans on
iakes, and a sort of 2ist-Century
kaleidascope of cflen-stunning ef-
fects in glomous colors

About haifway through, after a
fade o black, comes the only
sublitle: “The splitting of the s1om
thanged evervihing—save man's
mode of thinking.—Albert Ein-
stein.” Along the way. thére are
indlcations of the advance of elvili-
zation—Lhe names of the Wright
Brothers on their patent for the
airplane, views of 2 space launch,
astronauts, satellites.

During this voyage in time and
space, we hear Weather Report
playing Zawinul's compesition
“Procession,” followed by Short-
er's “Plaza Real,” and briefly, un-
der the losing credits, Zawinul's
“Two Lines."

Though the fact is not made clear
on the video packet, wiich has no
annotation, these three works are
simply an ahbreviation of the first
side of Weather Report's Columbia
album “Procession.” in the identi-
cal order.

The obieci, one assumes, was Lo
integraie the sounds of Weather
Report with vivid and ingeniously

drums, Victer Bailey on bass and:
Jose Rossy on percussion.) _
in futii!@‘jawﬁdeﬁé the o musi-
ciant should be given an active
_cn@am role, working with the
"aia artists and computer ani-
m specialists, synergizing one
pth.ﬁ’i' s contributions, instead of
.-r;-:—'feiy making available already-
recorded material. Certainly, oo, it
‘would not damage the overall ef-
‘fect 4 the artists were allowed to

combined images. Although “The
Evolutionary Spiral” beyond ques-
uon is & briliantly conceived and
exetuled visual experunent
despite the success of the music on
its own ‘Jevel, there s almosi B
real correlation between the sights
End soinds.

The changing of a tint, a pattern,
even a movement of some of the
abatract images 1o correspond with
a new passage or altered coloration
in the music itself, woulfhave been
the logical way o unifythe two
media. As it stands, this might as
weil have been a2 video for which
the decision 10 use Welather Report
came after the facl. To put it
anclher way, almost any Weather
Report slbum couild have served
the same series of ‘visuals, and
almost any visual panorama con-
ceived by someone wilh Lhe artistic
vision gf a Joni Carter could have
employed this sound track.

Neither the sound nor the video
should take precedence in a project
of this nature, yet'One has the sense
that the group was treated rather
casually; the package doesn't even
st the names of the other musi-
¢ians, {They were Oscar Hakim on

and

—_—

——

K‘d yet igm gifta mﬁ be

umqma- “interest in the same
general area, is a 9%2-minute “Vid-
eo Profile” with Miles Davis, which
reportedly includes a fascinating
interview with Davis. as well as
footage from performances on his
recent Buropean tour. Of course,
this may not involve any of the
conceptual mastery seen in “The
Evolutionary Spiral” If not, the

ideal solution would be & blend of
both approaches.

Certainly “The Evolutionary
Spiral” demonstrates that video
music can evolve into an art form

in its own right. This effort, how-

ever;snarks only a beginning; &S
one of the press relesses admits, it
is "seen by industry inmders as a
Model-T Ford in conceptua! vid-
eo,” We can hardly wait untl they

T
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THE PATIENT IS HEALTHY, PANELISTS DECREE

By LEONARD FEATHER

EW-YORK—The patient is

| healthy; jazz will survive.

That was the consensus

reached at the Jazz Times conven-
tion. s
Organized by Ira Sabin, publish-
er of Jazz Times magazine, this has
been the only convention of its kind
held anywhere. A microcosm of

—_—

every facet of the jazz world—mu-
sicians, educators, critics, disc jock-
eys, producers, concert promoters,
agents, record dealers—it attracted
350 visitors from 10 countries.
Though there were jam sessions
every evening last weekend, the
focus was on 29 panel discussions
held in three rooms at a mid-town

hotel. (Usually there were three
seminars taking place.simultane- .

ously, a situation that should be

rectified next year.) The panelists,

among whom were such
world-class musicians as Clark

Terry, Herbie Mann and Billy Tay-

lor, were all unpaid volunteers.
Dirzy Gillespie, touted as guest of
honor, put in a token appearance,
mainly for the TV cameras, but did

not take-an act.we rg‘; either asii.

player o panelist. *
‘This was a time
tlﬂnkmg, estabhshed i

buginessman ml_mtl‘m its art-
istry orha'ﬂbiin'-!'l :

i theworlﬁ. They nid qu;ltﬁ'nphonia._ -

Technology, he w0
be the savior. “Compact discs, th

=

¢ ﬁrlgﬁdeni of CBS

_ ra T — I P

Y gﬂe:t' of.honof at
uu mmputm. disital record wi

ﬁw

X ﬂ '—'r” 3

Mlﬂum it was puinted :
ol thﬁ there has always beena t
! 2 re‘vf * : Blue Note label, which

ception is Bruee m former
and later of
’iﬁ‘&/ﬂ“ﬂiﬂm Records. Now

}fork conventzon

Capitol/EMI, where he is
of the new l(anhzrtan

andjazzarem'fmms.Stﬂ]
of EMI wants me to

s

‘some of the great classic

_jazzofthelmand'w In

January, we’ll have 20 rei sues
from the old catalogue, remas ered
d!,;ltal!y;- 10 will be issue: on
compact diSes. We'll' also start
making new albums with exviting
young talent for Blue Note. .ilong
with the albums, our first release
will include four videocassettes by
Thelonious Monk, Bill Evans, Duke
Ellington and Buddy Rich.”

Convinced that the future of the
industry is audio-visual, Lundvall
pointed out that MTV’s new chan-
nel, VH-1 (Video Hits), which will
start operations in January, should
bring new opportunities for Az
video, since it will be more «dult-
oriented than the present MTV.

The future of jazz in home video
was the subject of a separate panel
discussion. The demand for soft-
ware is growing fast, we were told,
and jazz fans' need for videocas-
sette recorders is increasing daily.
Claude Nobs, producer of the Mon-
treux Jazz Festival, reminded us
that he has been videotaping for 11
years and is constantly busy ob-
taining releases fraif the hundreds
of artists involved. Another prolific
source of jazz videos will be the old
“Soundies” (primitive video juke-
baxes on which jazz was eftn seen
and heard in the 1940s).

Jazz, of course, has always been
shortchanged on large an W’l

_ screens alike. mmww

to a small, dedicated band i collec




0 be the world's largest.

r; poignant interlude one eve-

ning at_the convention was Cher-
ok's screening of rare Shelly
Manne clips: the young Manne at 27
with Stan Kenton, at 29 with
Woody Herman, a 1958 trio piece
with Shelly joining Andre Previn
on a blues; and, preceded by a
verbal bduquet to him from Oscar
Brown Jr., Shelly leading his 1962
Manne Hole quintet. ]
Many of Chertok's best clips

Orrin Keepnews, veteran record producer:

Tve heard countless times that jazz is dead,
but just look at the tremendous resurgence in
reissues, the proliferation of independent

record companies.’

came from ov;rma. where jazz is
in greater demand on television.
Foreign work opportunities in gen-

eral were the topic for a lively .

discussion, with such panelists as
the producers of jazz festivals in
Umbria, Italy, and Pori, Finland;
and the trumpeter Ted Cu:
who also served as director of the
convention's nightly jam: sessions.
Some of the comments:

Curson: “Sure, there’s lots of
work for Americans, but it isn't
easy. You have tolearn to love
train travel, figure out complicated
plane schedules, and get a list of
cheap, clean hotels where you don’t
have to get a key for the toilet. In
any case, if you stay over there toa
long you become just another local
musician.”

Amy Duncan, pianist, and jazz
critic for the Christian Science
Monitor: “How are my chances

over there? Will promoters hire

less-expensive musicians?”

Claude Nobs: “No. We survive
on the Miles Davises.”

Jyrki Kangts, Pori producer; “I
don't agree. We must use some
lesser names—-people enjoy getting
to know them."

Actually, mar y unknown college

Jack Kleinsinger, a New York
concert promoter, said: “It's a mat-
ter of life styles. Some people are
too old and have outgrown the

nightelub li @ 100 young

mea format:

e Bebop Erd’ or ‘Salute to

Swing’ or whatever. Nightclubs;
for the most part, don't do concept
shows.” 3

Despite the prestige and profits
accessible in the concert hall, some
jazzmen still opt for the club gigs.
Flutist Herbie Mann said: “] used to
do mostly concerts in the '60s and
"70s, but I've come to realize that
clubs are a means of establishing a
“close rapport with the audience. So
1 figured out a way todo clubs: I list
my expenses, the club owner fig-
ares out his, and we share in the
profits.”

Drummer Mel Lewis, who or-
in 1966 and now leads it on his own,
has played almost every Monday
night at the Village Vanguard since
the orchestra was formed. “The

jazz bands visit Furope, sometimes |

under corporate sponsorship, They |

do it for the experience and expo-
sure, are not usually paid, and are
generally well received. But mean-
while, as pianist/educator Billy
Taylor pointed out, this deprives
many deserving professionals of
work opportunities.

On the home front, the future of
jazz nightclubs and corcerts was
debated. It is no secret ‘hat club
wners have been suffering, partly

-

ic Coflaboration,” “New Technolo-

gy: Electronic Media” and the like,
Ira Sbin wisely allowed us to wind
down with a final panel on a lighter
note,

Entitled “The Good Old Days,” it
turned out to be a free-wheeling




JAZZ ALBUM BRIEFS

By LEONARD FEATHER

YHOT HOUSE FLOWERS.”
Wynton Marsalis. Columbia SC
39530.

The New Orleans prodigy has
done it again. After winning
an unprecedented pair of
Grammy awards for classical and
jazz albums, he has now entered an
area that might best be character-
ized as accessible jazz, directed at
the popular market.

With the exception of the title
1une, an attractive Marsalis origi-
nal, all the compositions in this
unique collection are old pop songs
(“Star Dust,” 1927; “T'm Confes-
sin’,” 1930; “For All We Know,"”
1934; “When You Wish Upon a
Star,” 1940; “Lazy Afternoon,”
1954) or early jazz works: Duke
Ellington’s little-known 1953
“Melancholia” and John Lewis’
1954 “Diango.”

On paper, this looks like a pre-
.tentious production, with Marsalis’

up as a work of art? 5 unqualified
stars.
O

“TEN GALLON SHUFFLE."
Toshiko Akiyoshi Jazz Orchestra.
Ascent 1004. (P.O. Box 20135, New
York, N.Y. 10025.) This is the first
release by the band organized early
last year in New York. Admirers
(and former members) of the West
Coast ensemble that brought
worldwide acclaim to Akiyoshi and
Lew Tabackin may be upset by the
latter’s implication, in his notes,
that the old band’s energy level
and solo strength were inferior to
that of the present orchestra. Such
comparisons are gratuitous. Both
bands achieved greatness on the
strength of Akiyoshi’s composi-
tions and Tabackin’s tenor sax and
flute mastery. Like its predecessor,
this group boasts other gifted indi-
viduals, most notably Frank Wess,
whose alto sax is ideally showcased
in “Fading Beauty.” Wess even has

{ ‘regular sideman augmented by 20
mmsa. woodwinds, and Robert
Freedman as arranger/conductor.
. Your reflexes tell you: Qur new
q mnnpendoihas sold out. Then you
play ‘the. album and realize that
instead of abandoning his princi-
. ples, Marsalis, with considerable
help from Freeman, has shown yet
another aspect of his seemingly

a flute solo on “Jamming at Carne-
gie Hall,” in which Tabackin’s
tenor, Akiyoshi's piano and three
other soloists are involved. “Blue
Dream,"” an extended work, is rich-
ly textured, with Tabackin's flute
and Jim Snidero’s alto sax in color-
ful surroundings. The beautiful
model adorning the cover is Aki-
yoshi’s daughter. 422 stars.

‘boundless artistry.

The strings are used discreetly a
and with sensitivity. Marsalis stays “MAKOTO OZONE." Columbia
closetothe melodiesor variesthem  C 39624. Like Toshiko Akivoshi,

_ in'many attractive ways. Oceasion-
. ally, we hear from anether solo-_
ist—his saxophonist brother Bran-
ford, or pianist Kenny

Ozone, now, 23, came to the U.S. to
study piano at Berklee College in
Boston. In person he has displayed

a formidable technique that some
critics found excessive, but on this
debut album of original composi-
tions, with vibraphonist Gary Bur-
ton and bassist Eddie Gomez added
here and there, he seems closer to
Debussy or Ravel than to Oscar
Peterson. Though the full scope of
his talent is not revealed, he is
bound to go onward and upward
from this promising start. 4 stars,

0

“RIDIN" HIGH.” Sue Raney.
Discovery DS 913. From “How's
This for Openers” (by her pianist,
Bob Florence) to the closing “No
More Blues” by Jobim, the new
Raney album again shows her
flawless pitch and taste. “I Let a
Song Go Qut of My Heart” is a
five-star cut, but “Baseball,”
played for comedy values and with
a muddy reverb sound on the
fluegelhorn, is of two-star caliber.
Raney tends to sing songs like
“Star Dust” and “Body and Soul”
almost too literally; she has the
capacity for loosening up and
should feel free to do so more often.
Nevertheless, a solid 3%2 stars.

O

“REBIRTH OF A FEELING.”
String Trio of New York. Black
Saint 0068. Three formidable musi-
cians: (Billy Bang, violin; James
Emery, acoustic guitar, and John
Lindberg, bass) try too hard todo
too much in these five hyper-ec-
lectic cuts. As the liner notes say,
on “Ephemera Trilogy” Emery
“crams as many notes as humaniy
possible into a small space.” Yes.
That's what's wrong. The 14ls-
minute “Utility Grey”’ begins with
two long bass solos (one bowed,
one plucked), provides some food
for thought but little soul food, and
lapses into utter boredom. 2%
stars. O

TYNER TRIO IN TOP FORM /!
AT CONCERTS BY THE SEA

By LEONARD FEATHER

he McCoy Tyner Trio now
- appearing at Concerts by the

Sea (through Sunday) may

i well be the best group Tyner has

led during his 18 years as a leader,
The fire-breathing intensity that

has long been the hallmark of this

pianist's personality is undimmed;

. those stubby fingers and small
hands produce opulent, dynamic
_chord clusters, whether the subject

is a familiar standard (“Just in
Time," “Manha De Carnaval’) or a
reminder of his years with John
Coltrane (“Moment’s Notice”).

Rich in invention and free of
cliches, Tyner may begin with an'
orthodox statement of the theme
but by the second chorus he may be
indulging in anything from a daz-
zling flurry of shifting rhythmic or
modal patterns to a passage in
which his hands tell two different,
ingeniously interwoven stories.

If at times he uses the pedal to
excess, and if the chordal density
now and then becomes overbear-

Kirkland—but bagically this set
r] 4 Dbelongs to its 23-year-old center-
piece. “I'm Confessin’ " hasn't been

o6 Angeles Times

ing, relief is usually at hand in thel
form of a quiet, unciuttered inter.
lude. The unaccompanied perform-
ance of “Ruby My Dear” and th
first two or three minutes of “Blyass
for Basie” offered examples of thig'
less heavy-handed aspect.

Avery Sharpe, who played with
Tyner from 1980 to '82, rejoined
him five months ago. In an era that
is producing more than its share of
brilliant bassists, he is a gia
among giants, a technical wiza
whose solos, whether in rapid sins
gle-string lines or guitar-like
chords, never fail to astonish.

A group of this kind calls for
drummer who combines energy
taste and discretion. In Louj
Hayes, best remembered from hi
Cannonball Adderley years, Tynet
has the ideal complement. :

If it's straight-ahead swing
you're looking for, Oscar Peterso
is still your man; but for shees
high-gear excitement Tyner toda§
is at a new creative peak thal
leaves him without rivals in thi
conceptually complex field.

{S‘W__

,] performed with as much originality
| since ‘Satchmo introduced it in

Q_ZREVIEW
18300 As for “When You Wish |

dueed by Cliff BEdwards as the voice

- of Jiminy Cricket on the sound |'LEONARD FEATHER
track of “Pinocchio”) would wind
=

. " 7 hen a jazz club survives
. = for almost two decades,
) ¥ there is cause for both

f : rejoicing and surprise. Wednesday,

celebrating his 18th anniversary at
Donte’s, Carey Leverette made the
ideal move by booking Tommy
Newsom and his orchestra,

, Except for the absent Doc Sever-
g insen and one substitute trombon-
. ist, this was the entire “Tomight
it Show” band, the same band you
't hear playing four bars coming out
of a commereial, and, once a month
i or so, a full number on its own.

A mere listing of the band's
prineipal soloists and arrangers is a
virtual endorsement in itself. The
saxophone section, for example,
consists of a splendid lead alto

e —
T ¥

a more aggressive Lester Young,
and the convoluted but convincing
Ernie Watts.

There's a diversity of styles
again in the trumpet section, with
Snooky Young's swing-era growls

on “Blues in the Night" and Conte

Candoli in a be-bop mode on most
of the up tempos.

The ensemble precision, proba-
bly unequaled anywhere, brought
out the best in Gary McFarland’s
finely textured “Kerrinha,” in Billy
Strayhorn's “Intimacy of the
Blues,"” and in several examples of
Bill Holman'’s unique gift for mak-
ing modern bricks out of ancient
straw, such as “Limehouse Blues”
and “Strike Up the Band.” There
were only two causes for com-

| B ese wi'wols 1t FONIGHT? ENSEMBLE HAS A NIGHT OUT

plaint: one perfunctory funk num-
ber, and Joel DiBartolo’s insistence
on playing Fender bass even in
tunes that cried out for an upright.

Predictably, the audience was
studded with musicians by the

.dozen, most of them well aware

that this underexposed ensemble,
given a chance to stretch out,
emerges as one of America’s best.
Newsom, who modestly confined
himself to conducting except for a
warmly appealing “Body and Soul”

-on tenor sax, books a gig of this

kind about once every two years.

Johnny Carson had given the
event a healthy plug on his show,
ensuring a packed house. Newsom
should be urged to turn these men
loose more often.

player, John Bambridge, who also

writes many of the best charts, and | & :

four powerful soloists. They are | -
Dick Spencer, whose alto all but [
_exploded in “Salt Peanuts”; Bill |
Perklns on baritone, and two well |

~ contrasted tenor players: the tow- ,’.

- ering Pete Christlieb, who suggests:
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BILL EVANS: THE ORIGINAL
... AND THE FLIP SIDE

8y LEONARD FEATHER

‘There must be something
about those Ewanses.”
Miles Davis said a year or
two ago. “They must be a breed.”

- The comment seemed legical in
light of Davis' experience. In the
late 1940s, he began an association
with arranger Gil Evans, a friend-
ship that has lasted to this day,
Together, they produced a series of
albums that are among the most
durable of jazz classics,

In the spring of 1958, a young
iianist named Bill Evans joined the
eminal Davis group that ideluded
-annonball Adderley and John
‘oltrane. Though his stint with the
and was brief, Evans made an
ieradicable mark in the Davis
nnals before leaving to launch an
:normously successful career as
rio leader, soloist and composer.

Also in early 1958, in Clarendon
dills, 11l another Bill Evans was
orn. The son of a former child-
rodigy pianist, he too studied the
teyboard, starting at 5 and eram-
ning the classics for about seven
rears before taking up clarinet and

.hen saxophone. In 1980, he too got
he call from Davis, then about to
smergk from a long retirement, He
was promptly hired and spent three
years playing saxophone (and oc-
:asional keyboards) with the new
davis group, before moving along
arly this year to Mahavishnu, a
ew band organized by guitarist
john McLaughlin, who played on
Javis' influential early jazz/rock
tentures. (Evans will be heard
Nednesday and Thursday with
dahavishnu at the Beverly
‘heatre.)

_The young Evans was recom-
sended lo Davis by another of

Davis’ former saxophonists. David
Liebman (class of "74), Lichman.
who met Evans at 2 summer jass
clinic, became his mentor and
teacher,

“When my roommate told me
Miles was calling,” Evans said “1
thought he was kidding. Then
Miles started calling me about how
grealt he'd heard | was—it was
intimidating,

“1 went to his house and played
for him. He said, ‘If | played the
saxophone, I'd want to play just like
you." So he made me feel al ease.
and from that point we hit it off,

"It was strange, though; [ didn't
know he was organizing a band. He
had his nephews there, a guitar
player and some other guys playing
a kind of R&B music, with vocals. |
wasn't sure whether he was pro-
ducing an album for his nephew or
what. And I was never told I was
hired. The guys in the band just
said, "Are you coming tomorrow?
And Mileg said, "Yeah, we'll see you
tomorrow.' ”

This was the first professional
job for Evans, who was still in his
final half year at William Paterson
College in Wayne, N.J. During the
next three years, he learned a grégl
deal from Davis. "I found out about
what leadership means—he'll al-
ways let you know that he's in
control—and how o stick 1o your
belisfs.”

The association quickly grew to a
close friendship. “1 know that, in
some of his bands, Miles wouidn't
talk to the-other players, but it got
so T was seeing him; or gelling a
half-dozen phone calls from him,
every day, We're still friends, still
keepin touch.”

Bill Evans, who once played with Miles Davis' group, will be with
Mahavishnu at Beveriy Theatre on Wednesday and Th ursday.

Though he had managed to fit in
well with the Davis electronie-
funk concepl, Evans had other
deas, Last year, he began to for-
mulate plans for an album of his
OWTL

“I guess he had a feeling 1 wasz
going to quit, because during my
last year with huim he was playing
mare and more trumpet and there
was less and less saxophone.”

By the ume Davis’ “Star People™
waa released, Evans’ role seemed
to have been considerably re-
duced—not so much in the studio as
in the final, edited product. Hand-
ing & set of tapes to an editor is not
unlike giving adeck of cards to an
expert who, after he has cut and
shuffled them, may deal a hand in
which you won't know what cards
to find, or in what order,

After the taping was completed,
Teo Macero ook cver. A Juilliard

graduale, composer and former
saxophonst with Charles Mingus,
Macero had worked off and on with
Dawvis, producing and editing most
of hiz albums, sinee 1958, Evans
says: "Teo could put everything
together any way he wanted, yet
that was supposed t0 represent
what we (id In the studio, 1L was a
weird situation” Selos that Evans
had played turned up truncated. He
assumed that Davis might have had
something 10do with thiz Howev-
er, Macerc admitted in a recent
interview that “the solos by (gui-
tarist) Mike Stern and Bill Evans
were too long; [ only kepl the best
maoments.”

“Miles knew my views about the
whole thing: | was always open
with him." Evans says. “But there
Was pever any argument between
us; in fact, when | made my own
album, he drew a couple of sketch-

been in a lot of record shops and
found my album in the Bill Evans
bint So I figure a lot of people who
buy Bill Evans records will also see

mine in there.”

The coincidence of the names
was never mentioned by Miles {
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NEW GROUP FOR ALDEBERTS

less pieces (among Which were
Miiton Nascimento's “Vera Cruz’

: i waltz ),
% 7 fler almost 16 years here, and adelightful Jobim
Davis. “The only time it came up at m::ldebeﬂs. Louis { voeal, They are well served on some
all was not long after I'd joined keyboard) and Momique g onasihy Al m'“w
Miles, the day Bill died. While1was (vocal), have established & loyal 5,4 John Crosse on saxes a P
mMifee' home, I said, "Did you hear ! and devoted following in Southern  «x Chijd Is Born™ was e
- ? He said, "What California. Having displayed their painly a8 an :
A B e atoa: : erything from se humming by the
about him?’ 1 said, ‘He died today. Gallic chal_'m'm eV 3525‘ e gen
“Miles went into'a deep slm. m;od iu:o s:!g::v ormat, e e 2 ihe it
He pulled out a piece of pa::; ::3 5Er:_wl;:gei«my this month at W& notonous, rockish and %‘”‘g‘
Bill's phone number on it _ mainly on her lyrics, of Walfredo Reyes. F
'D“‘:‘I"-I“'”’“"m‘fh“ﬂm uml}::l?gmmﬁommm %wm_#mwwﬂ
- * and tore e paper. g rcly, though Monigue s | w7 Hitle
%;s w:l:r,magg cane:p up from a ﬁﬁiﬁ‘ﬁ:gw vocally, bringing Lw' subtlety and finesse
enspaper and asked Miles for an 10 her solo m_l_ wide range, MWW“"%
e ‘Bill. He just said, endearing timbre and whipped- tory rhythmic elemenia.
interview about s end Herbilingual i Louts Aldebert confine him-
"Why dont you do it with Bil cream upper FCCEE oty “la - SOMIE LI ely 1o the electric
9t me the phone. adaptation of Chick | self - o
‘That was a sad moment. = Fiesta "Ly Angeles, the title aﬂw‘.‘“‘;. Wd‘ songs call for
“I admired Bill enormously, m;‘ér of their recent DISCOVETrY  gente, acgustic rhythm under-
says the saxophonist. ‘I l}l:ve ‘l.hreie ;:H;E m. Conveys ﬂbi;u fal sense Of . vent 3
-with me right now. in . Y1 ity 1B _ Perhags | :
i £ e ey s e ey peial oo S St e
i d I'm in the process o in Fre sl weeks i _
ﬁ%&gms?v;ry now and then. iggf: lhﬁﬂﬂh surely the % m;l vm slabs
But Iil mever be another Bil would present 1o more nwtrume |
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he'’s painting the cover and dack
cover for my next record.”

Perhaps by chance, Davis hroke
off his long relationship with Ma-
cero in May of last year; Macero
was nol invalved in the most recent
Davia aibum, "Decoy.”

In his own “Living on the Crest
of a Wave” (on Elektra/Musiclan)
Evans composed and wranged the
muxic. was his own producer
played ienor and soprano saxo-
phone, flute and synthesizer. It
répresents, he says, his own kind of
muse, variously meditative, buoy-
anl, energetic or gentle, in many
respects antithetical to what the
Davis group stood for.

O

Evans has come a long way In a
short time. He was nol attracted 1o
jazz until, at 15, he was given a
collection of Charlie Parker, Sonny

Stitt and Stan Getz records by his |

father. From that point on, he
practiced intensely and, In 1677,
attending North Texas State Uni-
verzity, played in one of |1z cele-
brated big jazz bands.

Speaking of his present job, he
phserves: “Tt was a logical step. I
knew I couldn’t remain under
Miles' wing the whoie time, and
John (McLaughlin) said that -al-
though he hadn't ever had a reed
player in his band befdre, ‘afier
hearing me with Miles in Paris, he
decided that was what he wanted,

“John's 2 greal guy, & virtuoso
musician, but he gives me a chanee
toplay all night; 1 f2el I'm expand.
ing my horizons.”

With MeLaughlin, drummer Bil-
Iy Cobham, bassist Jonas Heallborg
and Mitchel! Forman, the pianist
who had played on Evans' owm
album, Evans cut eight MeLaugh-
linoriginals and one composition of
his own, aptly named “Clarendon
Hills™ The album, titled simply
"Mahavishnu,” was issued recently
on Warner Bros. The touring group
is identical, except that Danny

| Gottlieb has replaced Cobharm.

Asked whether he had ever

- known his distinguished namesake,

Evans said: 1 only actually met
him once, 10 years ago in Chicago,
but | heard him several times, and 1
have at least a dozen of his albums.
I never thought about changingmy
name. It's probably mare advanta~

g i
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milial pic'ix;i‘fe. all three artists have been heard in
one side of an album, Fathers & Sons. The other
side of the LP featured two saxophonists, Von
Freeman and his son, Chico Freeman.

Asked to explain the prodigious nature of his
sons' success, Ellis Marsalis replied: "I think Wyn-
ton would have succeeded at whatever career he
might have decided upon. He was always a good
student. Also, at the Center, where Wynton and
Branford both studied, we have a unique situa-
tion. If someone is mature enough at an early
enough age, and if he doesn’t mind practicing and
developing a thorough discipline, he can go in any
direction he chooses, be it classical, jazz, or what
1ave you.”

"W‘hat,” I asked, "were the major differences be
tween Branford and Wynton as individuals?”

"] always thought that Branford had the most
natural ability. But he was a lot more like me, and
Wynton's like his mom. It's a hard thing to explain,
what makes one person determined to study, as
opposed to someone who says, well, I'll do that
later. The thing that motivated Wynton, of course,
was that kid I told you about who outplayed him.
Wynton in any case has more natural leader char-
acteristics than Branford.”

While he watches his children going from one
triumph to another, Ellis keeps a firm hold on his
own career. "I quit a regular playing gig a while
back, because it was too hard to work five or six

o L

nights a week and teach too. But I still have a regu-
lar gig, every Monday at a place called Tyler’s, in a
duo with a guitar player.”

As Ellis confirms, the Marsalis family saga is far
from complete. "My third son, who's 20, is a stu-
dent at New York University, majoring in history.
He’s Ellis III — I'm a junior. My fourth son, Del-
feayo, is a student at Berklee, in audio engineer-
ing. He produced my last album. Our fifth son,
Mboya, is an autistic child; he’s 13. The last one is
Jason, who's seven, and probably more talented
than all of them. Right now he’s playing drums and
violin in a Suzuki class. He has perfect pitch.

"We were riding down the street the other day
and I had a tape on of Tommy Flanagan's piano al-
bum dedicated to John Coltrane. Delfeayo said,
‘Who is that?' I said, 'That's Flanagan.’ Then he
asked, ‘What's that he’s playing?’ And Jason piped
up and told him: 'It's Giant Steps! This was right in
the middle of an ad lib solo! He listens all the time
and can tell you about all the great drum solos by
Philly Joe Jones, Elvin Jones, and the rest. People
ask me, ‘Do you make him do this? and I tell them,
‘Hey, have you ever tried to make a seven year old
do anything?"”

“You must be terribly proud of them all,” I com-
mented.

"Oh, indeed I am.”

More proud, I suspect, than surprised. [

-—_E_J_
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' AN ALL-STAR CREW SHIPS
OUT ON THE SS NORWAY

| By LEONARD FEATHER

LAMI—"Another boring
day in Paradise said Joe
Williams with a smile as
he lounged around the pool deck of
the S§ Norway, sipping cool drinks
and contemplating what may well
have been the greatest floating jazz
experience ever.
The jazz-at-sea concept, a
gemi-annual event from 1974-79
when name bands and singers used

to ship out from New York on the
\ "gtterdam. was resumed last year

—

by the cabaret and played nisblesse
oblige by becoming, for one set, a
music-reading meémber of Chip
Hoehler's reed team. Tonight,
Hoehler returned the compliment
by lending his trombone agility toa
Carter group. Hoehler and Clark
Terry have indulged im a similar
exchange. [t seems as though al-
most everybody has sat in with
nearly everyone.

FRIPAY

Another day moored near the
(fgland. Most of the musicians

on the Norwayrthe World's largest
cruise ship. Because of budget
limitations and short-range plan-
ming, it was flawed but the poten-
tial was clear, since the attendance
topped 1,700,

Accordingly. producers Hank
O'Neal and Shelli Mae Shier, after a
Yyearlong preparation schedule and
expanding the budget for 1984,
organized a pair of back-1o-hack
Cruises aboard this 17-story-tail,
1,000-fool - lang ocean queen.

The potential paid off. Beih
cruises drew an even bigger crowd
than last year’s single event. With
every cabin occupted and an aggre-
gate of 3,500 passengers. the multi-
million-dollar gross ensured that
thkennvagannmnopen;pm

stayed on baird. | was impressed
by Scott Hamilton's honey-toned +
tenar, by the sterling-silver lyri-
cism of Ruby Braff's homn, and by
the profusion of fine drummers (for
ore of whom, Jake Hanna. this gig
is also his honeymeoon ).

Bill Davison, whose horn reveals

the same gutsy, exirovert charac-
ter he honed in the Eddie Condon
years, was in charge of tonight's
closing jam in the Saga. His best
solo- was @ Satchmo-associated
standard, “Do You Know What it
Means to Miss New Orleans.” We

Ak f;!’ o (P . i sl
& here will be ot loast five
relted events o Norwesian

Lanbiwan Lines §& e

What wan it that attreeted thew
sficonadon @ make a four-figurs
Investimen! and mMAnY CENY,
iravel acroem the country
casiward from Miss®

Agidde frote the obvious creature
comforts, there was the promise of
& week at close gquarters with 50
musicians, many of t(hem
warid-cluss names Dizzy Gillespie,
Zoot Sima, Joe Williams, Benny
Carter, Dave McKenna, Ruby
Braff, Maxine Sullivan, Chip Hoek.
ler leading his exuberant 14-man
Nerway house band (hoth weeks )],
plus Weody Herman and his or-
chestre, Jonah Jones and Al Cohn
(st week); Mel Torme {who got
married duning the crulse ), Gearge
Shearing, Clark Terry and Wid
Bill Davison (second week, for
which | joined the festivites), and
others rangmng from the tenor
saxophonist Scott Hamilton, 3. o
the indomitable trumpeter Doc

b Bal

— Cheatham, who will be 80 in June

For most of the artists, the erulse
offers a chante to bring along one’s
wife or girlfriend on 8 well-paid
quasi-vacation. The musicians
have a free hand to appear as
guests with one another,

SUNDAY

Last night, our fArst al sex
presented three overiapping choic-
¢ Gillespie leading his regular
quartet in the 525-seat Saga
Theatre; Hoehler playing some of
hin Base-onented charts in the
Checkers Cabaret, or Shearing and
his bassist, Don Thompsan, alter-

mmmm
tn the Club Internationale. All
three rooms were crowded.

A paychological factor is already
at work here: A caplive coilection
of musicians, wﬂhﬂn
| eaptive audience, an n-
mmmm!}mﬁaw-
formers with their divergeat
styles, but between performers and
patrons. Gillespie in particular can-
not walk 10 i'url aiong a deck

may not have théapswer o that, (fy
but we shall all know whal 1L
means tomiss the Norway. -

SATURDAY
As we step 33‘101"8 in Miami,

—

Hank O‘Neal oifers reassuranch
that more m rirasid ﬂﬂ is on
the horizon. “Ne xea:h Wi'ﬂwe
jazs shows not only on the Norway,
but on the Starward, the Sunward,
. the Skyward; also a big-band week
on the Norway. We've proved our
poinl; now we're really on our
way."' O

clubk. enabling us 1o

car 1he

w0 et jeis - sod - pop male

urgers (7 Live couree of &5 evening
MONDAY

it this suvage has one speckai

hera, # has I be Jobkn Haley

Zood ) Sins Sinee 1 W commop
knowiedge Lhat he has been grave-
iy dl in recent manths, most of us
woll it foz granted that he would be
unabie 0 win us He pot only
showed up, bt played with a
conviction and strength that sug-
gusted 4 triumph of mind over
matter,

Hw spirit and bumeor, o, are
undimmed Durmng a "“Meet Lhe
Stary” colioquy at which he was a
speaker this allernoat, Mel Torme
interrupled the proceedings ' sing
“Happy Bithday Dosr Zool” w
which Sims offered a rexinder:
“I'm 19 today. byt | have the body
of 2 57-year-old man

(7 was told that last week salut-
ing Clllespie’™s birthday, a cholr
composed of Maxine Syllivan, Ben-
ny Carier, Woody Hermon and
others mng “Happy Birthday™ to

wmmwwm
T TURSDAY

Our first stop- St. Thomas, Virgin

mmmmm

Are Low” and
wﬁtmmmtermnlm
resident and Shearing a
unknown in an ali-biind

§3f
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4 hard i i cw the
;-—(mw » ’ﬂ'u' are farrcior
faces from AEE: old Retierdam
crilees. obviily, a5 8 show of
hands proved tbe other day, mas
are on bosrd apecifically becatssof
the juzz Yet the reguisr seafarens’
dvel  avaliable there are (WD
performances of “My Feir Ladg®
this week; two of 4 revue called
“Sea Legs™ with comedians, & jug-
gler, dancers and pop vocalists; and
groups such s “Carc! & To" an
all-female pop vocal/instramental
ino, These attractions draWw some
of the same listeners who fill the
rooms when 22 is on the meny

Today's all-purpase wonder wag
the Canadan virtucto Don Thomp-
soni. Normally bhe & Shearing’s
bassigt, but after a few numbers in
that capacity early this evening he
gave a very fine account of himsel!
on vibraphone, then tlosed he
semmion playing hard-driving pano,
while Torme again took over on
drums, Torae laler siippad & note
under Thompson's cabin door resd -
ing: “1f you play drums-tonight, you
are a dead man. Signed. The Phan-
tom. " Nevertheless, during the late
session in the club, Thompson was
the druminer in another all.star
ad-hoe group.

‘This last momud & reminder
of Lhe tinte span encompassed b,f
this week’s jazz cornucopia. Last
might Dizzy Gillespie, the bebopper
who defines all boundaries, sat in
‘with Doe Cheatham and some other
truditionalists playing “Royal Gar-

den Blues,” written in 1918; to-

mnmumqpmm-

Whmmmlimy’n
owners. A ‘tender bmughx us
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REISSUING A MOSAIC OF
THE EARLY CLASSICS

By LEONARD FEATHER

azz has produced 2 long line of
record producers who were mo-
tivated less by potential profits
than by a deep love for an art form
and a desire to see it preserved.
John Hammond was the first of
these men. But for him, we might
never have heard of Billie Holiday,
Count Basie and innumerable other
unknowns from the 1930s on. Late
in that decade, the first independ-
ent jazz labels were born: Charles
Delaunay's Swing in France; Milt
Gabler's Commodore, the first
American company begun along
similar lines, and Blue Note, found-
ed in New York by Alfred Lion, a
refugee from Nazi Germany.
Decades later, a new breed of
dedicated producers has come

along, determined to wipe the dust
off masterpieces produced by Lion
and the other pioneers. Two such
men are Charlie Lourie and Mi-
chael Cuscuna, both long active
with various companies, who early
this year launched Mosaic Records
as a reissue outfit mainly devoted
to deluxe multiple-LP packages,
available by mail, of long-deleted
classies.

Mosaic is an exciting reflection of
several trends: the greatly in-
creased willingness of major com-
panies to lease their master tapes to
jazz labels; the slowly but surely
growing market for jazz reissues,
and the enthusiasm of the Cuscu-
nas and Louries who are meeting
this demand.

18 1984 !

Four new Mosaics, handsomely
packaged and helpfully annotated
and illustrated, are now available;

]

“THE COMPLETE BLUE NOTE
AND PACIFIC JAZZ RECORD-
INGS OF CLIFFORD BROWN.”
Mosaic MR 5-104. In many senses,
Clifford Brown was the Wynton
Marsalis of the 1950s. Had he lived
(he was killed at 25 in an auto
accident), he would rank today
alongside Dizzy Gillespie, Miles
Davis and a handful of still-active
giants who remain permanently
influential. *

He had it all; taste, sensitivity,
dedication, intelligence, and innate
creativity both as a trumpeter and
as a composer (some of his best-
known works, such as “Joy
Spring,” “Daahoud” and “Brownie
Speaks,” are included here). In a
touching memoir, his widow, Larue
Brown Watson, leaves no doubt

that he was a mature, ambitious, -

inquisitive and warm human being.

The five-record box traces his
progress in 1953-54 as a co-leader
with alto saxophonist Lou Donald-
son, as a leader of two other groups,
and as a sideman with J.J. Johnson
and Art Blakey. The four Blakey
sides, taped live at Birdland, con-
stitute a definitive picture of lat-
ter-day bebop (and the blues, of
which Brownie was a master).
With flawless sound quality, six
unissued alternate takes and one
never-before-released tune, not to
merition the dazzling company he
keeps (John Lewis, Jimmy and
Percy Heath, Horace Silver, Zoot

- Sims), this stretches the 5-star

rating to its outermost limits. Ira
Gitler’s notes are excellent, except
that Brownie died June 26, 1956,
not Aug. 28, 1955.

]

“THE COMPLETE PACIFIC
JAZZ SMALL JAZZ GROUP RE-
CORDINGS OF ART PEPPER.”

Mosaic MR 3-105. Pepper's life .

(1925-82) was longer than Brown-
ie’s but ill-starred. Somehow, no
matter hcw deeply strung out on
drugs, he managed to live up to his
potential in almost every record

Chet Bzi.r on four of these six
sides, with'Bill Perkins (tenor sax)
on one, and is sole leader only of
the nine-piece band on the final
date. His alto sax was one of the

. most vigorous sounds in a West
- Coast jazz scene often accused of

frailty and gutlessness.
Recorded in 1956-57, these ses-

- sions offer enough evidence of
' Pepper, aggressive and logical and

emotional, to justify the reissue.

Yet there are occasions when, as

Michael James' notes concede, the
writing was conservative and the
rhythm sections were “at times
positively metronomic.”

Pepper’s golden years came late
in life, on his Contemporary ses-
sions and on the final series for
Galaxy. Still, this set, with valuable
contributions by pianists Carl Per-
kins, Jimmy Rowles and Pete Jolly,
arranger Jimmy Heath and others,
deserves a place in every jazz
library. 4 stars.

O

“THE COMPLETE BLUE NOTE
FORTIES RECORDINGS OF IKE
QUEBEC AND JOHN HARDER."
Mosaic MR 4-107. Quebec (1918-
1963), a superior tenor sax voice of
the Coleman Hawkins school,
mainly active in the 1940s, takes up
most of the footage in the four-re-
cord set. Hardee, an obscure but
talented Texas-born tenor soloist
of that era who died last May at 65,
is heard in three 1946 sessions. 3

stars.

“THE COMPLETE RECORD-
INGS OF THE PORT OF HAR-
LEM JAZZMEN.” Mosaic MR 1-
108. The “Port of Harlem"” was a
group name used by Alfred Lion for
his first-ever combo dates on Blue
Note in 1939, All nine participants
in this single-LP package (among
them Frankie Newton, trumpet;
J.C. Higginbotham, trombone; Al-
bert Ammons or Meade Lux Lewis,
pianos) are long-since deceased.
Arthritic rhythm sections endemic
to much jazz in that era limit the
impact, Sidney Bechet's “Summer-
time” on soprano sax, the only
standard tune in this heavily
blues-oriented set, has best with-
stood the rigorous test of time, 2}2

stars.

All of the above are available for
$8.50 per disc plus shipping and tax
from Mosaic Records, 1341 Ocean
Ave., Suite 135, Santa Monica
90401.0

AN &1

. date. He ;- teamed with trumpeter |
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' FULL FAITH AND CREDIT

'7. BAND IS ON THE MONEY

By LEONARD FEATHER

here is a reason for the odd

name of the Full Faith and

Credit Big Band, heard Sun-
dayinitslocal debut at Carmelo’s.

‘The use of a banking expression
is due to the presence of Jim
Benham, who founded and finances
the band, plays in its trumpet

section and in mnormal business

hours is the chairman of a money-
market fund in Palo Alto. Original-
Iy the personnel was a mixture of

businessmen and professional mu-

sicians, but now, aside from Ben-
ham and Dent Hand, a fellow
trumpeter who is a corporate law-
yer, it is composed of full-time pros
from the Bay Area.

If Benham started this project as
an expensive plaything, it is serious
business to him now, With Rich
Bice as conductor and a sizable
library of elaborate arrangements,
this is a well-rehearsed and tightly
knit organization,

The first four pieces were com-
posed and arranged by Dee Barton,
With 17 men at his disposal, Barton
was able to display several facets of
his personality. “Brown Eyes” had
a somber Spanish flavor, with dra-

H/Z_O

vehicle for Jim Benham's lyrically
sensitive fluegelhorn. Listening to
his exposition of this simple but
beautiful Barton theme, one could
understand why, for all his success
in the world of big business, Ben-
ham remaing in love with music
and refuses to abandon it,

Other talented soloists are trom-
bonist Chris Braymer, who dis-
played a personal sound and style
in “Breakfast Wine,” and Chuck
Bennett, whose bass trombone was
the centerpiece for “ Angel Eyes.”

The band showed off a more
experimental side in “Shadows,” a
Jeff Beale work full of strange
tonal textures,

Given the keen spirit that
marked much of its work, it was
possible not only to have full faith
in this orchestra, but also to give
credit to Jim Benham for putting
his money where his mouthpieceis.

T e
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MOOD BY MANILOW

matic brass work and rippling
flutes. “You and Me" took the band
into a quasi-Basie bag, with driving
rhythmic figures urging on Todd
Dicktow in his tenor sax solo.
“We'll Share the Dawn" was a

——

——
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“2.00 AM. PARADISE CAF: ..”
Barry Manilow. Arista. That this

| has become Manilow’s pride and joy
Yis easy to understand. He has

achieved precisely what he set oul
to do, creating a low-key mood,
backed by an unobtrusive group of
jazz musicians, as he segues from
one song to the next throughout
each side. )
All 11 Manilow songs are melc?d:-
cally and harmonically appeaimg.
They offer no deep philosophical
insights, simply telling stories
mainly of lost love, most often in &
minor key. At least five h_ave 4
special quality that lingers in }hﬂ‘-
mind. “Paradise Cafe” is a haunung
melody, with a brief baritone sax

. interlude by Gerry Mulliga;_l_.

“Blue,” a duet with Sarah
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! Davis, established him as one of the
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THE HIGHS AND LOWS OF CHET BAKER

By LEONARD FEATHER

& W t's 0dd, but when I'm work-

ing regularly, when I'm to-
gether and it’s a good night, 1

| ‘think I'm playing bettér now than

when 1 was winning all those polls.
Every night is a challenge, and I

| havealotof fun.”

Those upbeat words sounded
eneouragmtg—doubly 50 since Chet
Baker, ;wl‘m will lead a group

| Friday and Saturday at At My

Place m“lﬁm Monica, is an un-

H knowmw ‘half-forgotten name to

pere:

‘too many jazz observers; triply s¢

beeq;use it is hard to think of a

“musician whose career has been
more troubled and chaotic,
When we first heard of Baker, he

| was the luminous new trumpet star

who, after playing with Charlie
Parker and rising to fame with
Gerry Mulligan's revolutionary
pianoless quartet, formed a group
and began touring and recording
with his own rhythm section.
Between 1953 and 1958 he won a
series of polls, from Down Beat,
Metronome and Playboy to Eng-
land’s Melody Maker and Germa-
ny'’s Jazz Echo. His light, pure.
sound, seemingly inspired by Miles

Trumpeter Chet Baker, who will appear Friday and Saturday
in Santa Monica: “As rough as it's been, I'm still here.”
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things, as everyone did.”

sideman on' many others—includ-
ing an unlikely pairing with Eng-
land’s Elvis Costello on the ballad,
“*Shipbuilding,”” on Costello’s
“Punch the Clock” LP. “T just made
a nice album with Warne Marsh on
tenor sax; that was really fun. It'll
be out here any day, on Timeless
Records.” Some of his earliest
works have been reissued: River-
side recently released two—*‘Chet”
and “Chet Baker Plays Lerner and
Loewe.”

Because of his long absences
from the centers of jazz action, he is
not too familiar with the current
scene. “I really don’t have the
opportunity to hear these young
cats coming up. I've never evens
heard Wynton Marsalis in person.
He plays beautifully and has a
lovely sound, though it's not what
I'd be doing if I had his technique.”

Miles Davis? “Well, what he’s
doing now, I like for about 5, 10
minutes, then it all sounds more or
less the same. I enjoy his older

Baker's home life, if such-it can
be called, has been about stable as
his career. He has been married
three times, and is separated from
his third wife, who works for

. Oklahoma State University in Still-

water, very close to his own birth-
place, Yale, Okla, They had three
children: Dean, 22; Paul, 20, and
Melissa, 17, none of whom is in-
volved with musie. “l wouldn't
want them to be, given the odds
against making a living at it.”

In Europe, Baker has a steady
group, with a French pianist, an
Italian bassist and flutist, For the
job in Santa Monica he will have
some of the best local men: Frank
Strazzeri, piano; Joel di Bartolo,
bass, and Nick Ceroli, drums. Don
Menza, the tenor saxophonist, and
Luis Gasca, a trumpeter who has
been helping out as Baker’s man-
ager, are also expected to be on
hand.

“I’m looking forward to it, and I
wish I could work more in America,

but there are too few clubs to play.
I haven't worked Chicago for a

o

couple of years; Detroit, haven't 2

been there either in years. As for
New York, I've deliberately stayed
out of there for three years—it's a
dreadful place. Too many desperate
people.”

It seemed inevitable to conclude
with a question about how he
would relive his life if he had the
chance.

“Hmmm . . . that's a hard ques-
tion. There’s a lot I would do
differently, especially in the busi-
ness end; I'd be a lot more careful
about who'I got involved with. I
probably would not have gotten
strung out and spent all that bread,
A lot of money went to waste. I
could have a big home up in .
wherever. I'd be driving a Merc&-
des-Benz."” :

The Jmpoasible as Lhey
take a little




‘most talked-about and written-

He is in good spirits now and,
according to most accounts, fin
better musical shape than the vi-
cissitudes of his roller-coaster life
might lead one to expect.

Baker, who at midnight Saturday
will celebrate his 55th birthday,
has survived—drug addiction, ar-
- rests, jails, hospitals, deportations,
crooked management, the loss of
his teeth, three broken marriages;
name your social poison and Baker
has probably swallowed it. The
traumas that have wrought havoc
with his career for more than 25
years are possibly without equal in
the annals of jazz, a world in which
drugs have prematurely ended too
many lives.

Though the ravages of these
ordeals show on his face, Baker's
conversation is incredibly cheerful:
“It's "nige to come back to your own
cowmw, see old friends, make new

. The last seven years I've

‘:een warkins 85% of the time in
“Qrope -

~ Asked where he lives now, Bak-

er said, “I don't live anywhere

particularly. When m not work-

ing, ¥ likely to be in Rome

or Razighr Amsterdam.”

overdose. Not long after Baker's
return to the United States, he was
in trouble with drugs himself; he
spent time at the federal narcotics
hospital in Lexington, Ky., then
went to New York, but . was soon
sent off to serve six months in
Rikers Island. Soon after his re-
lease in 1959, he returned to Eu-
rope, remaining for five years.

“I'm most popular in Italy,” he
says. “That's one of the countries I
‘had trouble in, and that may be

of narcotics from a eclerk in a

pharmacy where Baker was regis-
tered to receive drugs legally.
Although the clerk admitted steal-
ing the drugs, he didn’t go jail—
Baker did, for 40 days.

He wound up being “kicked out
of England” and ended up back in
Paris, where he worked for eight
months at a club. He was offered a
booking in Berlin, but almost im-
mediately on arrival he was arrest-

ed, put in a hospital'for 40 daysand
then ejected from Germany. He
arrived back in this country in
1964,

Not all of his crises involved
drugs. In New York, he consigned
his destiny to a manager for whom
he taped five albums. The manager
sold them without the knowledge
or consent of Baker, who says he
“never saw the first penny.”

Disgusted with New York, he set

off for California. “That’'s when 1
started doing some mariachi things,
and two albums with strings—none
of which were what 1 should have
been doing.”

In 1969, playing in Sausalito, he
went to the Fillmore district “to try
to score.” The dealer, Baker said,
“was altempling to rob me and I
wouldn't let him do it. So the next
day I came down and he had these

Please Turn to Page 84
h N l.t Vel

why people developed a sympa-
thetic feeling for me, because after
I'd spent 17 months in jail there
they tried to put me out of the
country, but the press put up such
an uproar, supporting me, that they
soon forgot about that."

The early '60s marked a time in
his life that Baker no doubt would
rather forget. After his release

- from the Italian jail, a plan to make
a movie of his life fell through. So
did a deal to have his own nightclub
in Milan; he worked there briefly
but, after leaving to play a concert
in Munich, he was refused passage
back across the border into Italy.

The next two or three years were
a nightmare. Baker recalled them
in a 1964 Down Beat interview:
After a few months in Paris, he
went to England to take part in a
film with Susan Hayward. His
hopes to stay there a year and join 1

the British musicians’ union were

dashed when he accapt.ed a “gift”
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Vaughan, has an ingenious seconid
thorus in which they sing separate
words and melodies, neatly dove-

The best lyrie, not surprisingly,
is the one by Johnny Mercer.
“When October Goes” is a typical
gem of Mercer Weltschmertz, with
piano by Bill Mays, who shared the

flos Augeles Times |} {23 |34
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Rhiannon is central figure with Alive!, a Sen Francisco jazz band

JAZZREVIEW

BAND IS ALIVE! AND WELL

By LEONARD FEATHER

efore returning to Its hony

bage in San Francisco, UK

quintet known as Alive!

played the final date of a long tour

drawing a capacity crowd Tuosday
to At My Place in Santa Monic

The central figure s Rhiannon, a

versatile and commanding singer
who, when this was a hornless
group, tended to mencpolize the
proceedings. The addi during
the last vear of Stacy Howles on
trumpet and fluegelhorn has modi-
fied and improved vocalist's
role. On several numbers Rowles
traded passages with her or, as in
the be-bop standard “Donna Lee,”

_ played harmony along with Rhian-
* non's scatting,
The singer’s artlllery ranged
from a charming ballad, “Claudia,”
1o the half-spoken, satirical, wittily
worded “No Pricetag.” and a sur-
| prise version of Billy Sirayhorn's
“lsfahan,” newly fitted withlyrics.
One of the few all-instrumental
“- works, Duke Ellington's “Alabam-
* my Home," found Rowles at her
most fluent, followed by a bass-
and-drums dialogue between Su-
sanne Vineenza and Barbara Bor-
den. All three arve skilled musicians.
Vineenza played upright bass on

every tuné but one, in which she
doubled effectively on Fender

Janet Small, a good planisy
gynthesist and beller composer,
contributed two works in a set
liberally sprinkled with songs cre
ated hy members of the group

In & rousing finale that hrought
the crowd to its feet, Borden let
loose with an infectious solo while L
her four colleagues picked up cow-
bells or other percussion pleces o l
coniribute 10 the excitement.

Woman for weman, Alive! is one
of the mogt enterprising and enler-
taining small bands on today's jazz
scene.

JAZZ RAZZ

Jazz eritic Leonard Feather gave :

& new LP of 1939 Blue Note 78s by
the Port of Harlem Jazzmen 3
mediocre 2V2-star rating, stating
“arthritic rhythm sections endemic
to much of fazx in that era limit the

' impact” (Jazz Briefs, Nov. 18).
The drummer on these sessions
was Sud Catlett, whom Feather put
_tnhis All-Star Jazz Band in Mareh,

e e s s e - making Big Sid the greatest drum-

keyboard work with Manilow. “Big
City Blues” has Mel Torme alter-
nating lines with Manilow. Their
J Sounds are so similar that you may
flave to double-check with the cue ;
theet. “When Love ds Gone” owes
Tuch of its success tolhe sensitive
guitar accompaniment and solo by

Mundell Lowe. F, <
There are one &;chches but

-

_sang the songs.

— LEONARDFEATHER =~
____._______—-—-—-""-_'__

mer in jazz history. Feather's
; flip-flop asks the musical ques-

for the most part these aré Mature, | . o0 wyuae 3
adult, articulate songs in the classic Catlett's skill made
pop genre. The uitimate frony & | o0 ec
that this album was recorded ifi | members or was he arthritic
very little more tme than it takes
to play it. Some producers slay it | 5n the 78 s
the studio for months, multitrack- | 4 original May f:
ing and overdubbing, but “Paradise |45 or mto &%.m&e ndbr
Cafe” was produced by SOmCORE [ype o E”“f ! e s
who knew just what he was doing: Norvo iison

the same fellow who camposed and

j arthritic by the other rhythm sec-

only on these sessions?"
Here's a theory: Feather grewup

jeertat Ambassador Auditorium.
DONALDROSS
Beverly Hills
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JUDY GHANME *

feat— Dudley Moore plays, talks at the same time

MOORE GETS TO PLAY
IN HIS VERY OWN ROOM

+By LEONARD FEATHER

. he Venice restaurant known
- by its address, 72 Market
Street, has 4 two of is

principal owners Tony Bill and
Dudley Moore. Tuesday and
«Wednesday, on a brief visil here
cafter working in London on a film,
‘Moore findlly got 1o do what had
~long been expected of him—spend-
ing Ume at his very own Yamaha in
his very own room.

+ You all know Moore, of
_tourse —the chap who played jazz
son that smashing album with Cleo
“Laine, who now and then performs
“the classics in concert halls, but
Who particulariy enjovs just work-
Jng out alone at the keyboard for
+his private pleasure

*| His performance Wednesday
svas wrtually anonymous. Unan-
Jounced, he began & series of
Jntraspective meanderings while
sthe diners continued talking, Much

' '\1 ‘of what he played for the first
:

half-hour sounded as if he were
' timprovising, with Lechnical assur-
ance, impressionistic moments, and
tflashes of the Rrroll Garner style
«he adopied many years ago—fast-
Jmoving right-hand chords,
1Jatd-back rhythm.
. Nothing seemed to faze him: not
burz of conversation, nol the

Miractive women who would hover |

jver the piano, even sgqueese in

him on the bench and en-

himn In conversation, He sim-

y continued playing while talking
SriLh Lhem —no easy featl.

' Ad Lhe set wore on, Moore shifted

f’l playving standurds from his

5 as a full-time musician: "All

33:! Things You Are,” "The Very

-

——— A ——————
————

Thought of You," and, appropriate -
iy, "By Myself.,” The rhythm be-
came more pranounced and his jazz
training surfaced. His hands have
never lest their touch.,

72 Market Street has become an
“in" room for the Hollywood elite,
and on any night you never can tell
who may man the plano or what
glar may burst into song. AR for
Moare, he won't be hack at his
restaurant for a while. having left |
lown o resume his acling Career
But undoubtedly he'll be back ‘at
the first opportunity, plaving one of
his favorite roles—the happy plano

A

player across a crowe
. UPSTAIRS JAZZ~

' CLUB WILL OPEN
AT THE PALACE. d

or the first time in many

years, Hollywood is about 1o

J launch a club with a late:
night faza policy.

The Jocation is a room upstairs ot
the Palace, 1735 N. Vine St For the
present the schedule will conaist of
presentations every '
Salurday by small m\:ant: |
adrission varying from §5 to §
according 10 the prominence of |
attraction.

Thero will be two shows, at 11 |
put and 1 am The music will
continue until at least 2 a.m., when
liguor service stopx, but breakfust
will be available until 4 am. in the
200-capacity room.

Scheduled are saxophon-
ist/planiet Eddie Harrts leading a
trio Friday and Saturday, trampet-

er Freddie Hubbard's quintet, Dec.
14-15; saxophonisi Azar Law-
rence's quartel. Dec 21-22; planist
Henry Butler. with bassist m
Haden and drummer Billy Higg
Dec. 28,29, and nist
:ln.:lloway leading & quartet.
-b. Fi
Information: 462-6031, —
-LEONAHDPL:{I‘H!:B_ 1

-
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WHAT’S NEW FOR LINDA?
AN UPBEAT ENCORE

“LUSH LIFE." Linda Ronstadt
with Nelson Riddle & His Orches-
tra. Asylum.

year went by, and the

A riddle confronting Ronstadt
was: What do Nelson and I

do for an encore? The answer?
More of the same—but with a
welcome variation. In three cuts on

Side 2 she at last escapes from the

prison of slow tempos, achieving an
upbeat jazz mood that was nowhere
evident in last year’s chart-busting
“What's New.”

The novelty of the initial venture
having worn off, Ronstadt needed
this time more than ever to rely on
quality and forget about the sur-
prise element. To a great extent,
she has succeeded. '

e e —

Linda Ronstadt teams with

along with a splendid rhythm sec-
tion on “Falling in Love Again.”
The latter would have been better
off without the cutesy celesta-
backed chorus.

There are enough warm, moving
moments to reconfirm that Ron-
stadt is at home in this territory
and, with Riddle’s help, can bring
out the inherent beauty of such
classic ballads as “When Your
Lover Has Gone” and “My 0Old
Flame.” “Sophisticated Lady”
works well, save for Ronstadt’s
strident closing notes.

At times one wishes a little more
care had been taken. A producer as

astute as Peter Asher could have |

pointed out that in the phrase
and order orange juice for one,” you
don't hesitate after “orange” and
leave “juice for one’ on its own.

Ronstadt and Riddle proved in
“What's New,” as they reconfirm
on many of these 12 songs, that a
skilled arrangement of a great
tune, interpreted with sensitivity,
18 no more nostalgic than Stravin-
sky, Delius or Bach.

—LEONARD FEATHER

JAZZ REVIEW

' Nelson Riddle again for a new
{ album entitled “Lush Life.”

Again the songs are pop or jazz
standards, ranging in age from 33
years (“Im a Fool to Want You,” an
exquisite lament co-written by Si-
natra) to 56 (Rodgers & Hart's
“You Took Advantage of Me”).
Some of the problems of overfami-
liarity are solved by the use of
seldom-heard verses, and by the
instrumental interludes or obbliga-
tos.

Bob Mann’s guitar and Plas
Johnson's tenor sax are invaluable.
Johnson and trumpeter Oscar
Brashear brighten up “You Took
Advantage” and “Can’t We Be
Friends,” both of which are forti-
fied by Louie Bellson’s drums. Only
“Mean to Me" lapses into dullness,
with Tony Terran’s uninspired
trumpet, (Next time around, a
helpful innovation would be the
inclusion of two or three unknown
songs—either old and unjustly for-
gotten or new and suited to the
high-grade musical premise).

Ronstadt evidently feels freer
now, taking slight liberties with the
melody on “Skylark™ and swinging

126 &%

WALTON BALANCES ORIGINALS, STANDARDS

By LEONARD FEATHER

he brief visit of Cedar Wal-
ton, whose trio played Friday
and Saturday at Hop Singh'’s,

+brought a needed reminder of the

estimable contribution he has made
to contemporary jazz, both as pia-
nistand composer,

Billv Higgins, Walton’s associate
off and on for many years, is the
kind of drummer every pianist
dreams of acquiring; he seems to
know every accent in every ar-
rangement. Though he was used
excessively as a soloist, his value as
a component of the unit was re-
wardingly evident.

Walton maintained a logical bal-

ance between original compositions
and standards (there were four of
each in the first show). The open-
ing “Cedar's Blues” was a fast,
discursive work that displayed his
powerful, ringing articulations as
he coursed through horn-like sin-
gle note lines, punctuated for vari-
ety by an occasional tremolo or a
short series of chords.

“Fiesta Espanol" reflected his
harmonic side, in an intense Latin
groove. The long-familiar “Mid-
night Waltz" remains one of his
most attractive melodies.

As an interpreter of the works of

others, Walton was in his eiem‘enl
with “My Ship” and “Every Time

We Say Goodbye,'" the latter
graced with rhythmic tricks in the
form of oddly spaced chords. Wal-
ton used “On the Trail” as a vehicle
for David Williams, a remarkably
mobile and melodically inventive
bassist.

“Love Story” was a weak set
closer. Walton apparently was de-
termined to revise and complicate
it; the result was an arrangement
that robbed the tune of its gentle,
sensitive nature.

This one lapse aside, the pianist
reminded us of his maturity, tech-
nical assurance and the devotion he
has shown to the jazz verities in a
rich diversity of moods.

Coming to Hop Singh's Saturday:
Sue Raney with the Bob Florence
Trio.

2 X7
JAZZREVIEW 2

BUTLER HAS
STYLE—HIS
VERY OWN

By LEONARD FEATHER

ate-night jazz, rare in this

early-to-bed city, is attempt-

ing to establish itself at the
Palace Court, an upstairs room at
the Palace in Hollywood. On Fri-
day evening, the music began at 11
and continued for 3% hours. The
attraction: a trio led by New Orle-
ans pianist Henry Butler.

Butler merits attention as an
adventurous performer with a
powerfully assertive attack. His
technique is so flamboyant that at
times il tends to run away with
him. The keyboardist is given to
long, introspective introductions,
surprising Baroque interludes and
passages of almost Art Tatum-like
celerity. His choice of material
ranges from such conventional
standards as “No Greater Love” to
Chick Corea's “Light as a Feather”
and Jobim's "“How Insensitive.”
One piece that seemed to start out
as an original work wound up as
Thelonious Monk's “Rhythm-a-
ning."

Butler's unpredictability is part
of the attraction of a visit with him.
One never knows whether any
given passage will be solo or trio,
tonal or modal, in tempo or rubato.
His agile and supportive left hand
was well displayed in his 5/4 work
“Fiving Around.”

So strong an individualist does
not necessarily require assistance,
Although Sherman Ferguson is a

: fine drummer and Jeff Littleton isa

nimble if intonaticnally inconsis-
tent bassist, Butler seemed more in
control when he was on hisown.
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« NEWPORT

" By LEONARD FEATHER
(Jazz Comes Home to Newport,”

presented over some PBS sta-
tions as early as Dec. 12,
finally reaches KCET Channel 28
Monday at 10 p.m., no doubt a time
when many potential viewers will
. be out on the town for New Year's
Eve. One can only hope that 1985
will provide a more convenient
time for a rescreening. (The KCET
airing Monday will be simulcast on
KKGO-FM, 105.1.)

The presentation is neither as
long nor nearly as ambitious as the
widely agclaimed “Jazz on a Sum-

mer's Day,” filmed when the cam-
eras came to Newport in 1958. It is
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MARSALIS BROS. FOLLOW

' MUSICAL FATHER’S LEAD

“My last regular job before | got

into education was &t the Holiday
Inn in Cakland, accompanying Bil-

Iy Daniels, Johnny Desmond, who-

New Orieans, he formed a group
that included Ed Blackwell,

ers Nat and Cannonball Adderley
visited New Oricans, he recorded

sponsored TV series. Back home in
ever was singing there. Bul after
I'd been married a couple of years |

played In a quartet on & Marine-

performed “Rhapsody in Blue
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ymphony Orchestra
introduced by Marsalis wit

.and we appeared  the Symphony.

at Carnegie Hall, Symphony Hall in

Coincidentally, in 1981 Marsal

pere played in Houston with A
Blakey's Jazz Messengers, a grou

with the New Orleans Philharmon
with which both Wynton an

“Tand wound up with an offer to  ic Symphony. The §
join Al's band That was gquite an  his composition “Ballad for Jaz

Boston, and worked college dates

During this period an event took
Ellis Marsalis' name into print: Al
Hirt presented the B-vear-old

33
m

4. 1934, the son of a motel persuaded Wynton 1 Join him. and others. at the New Yor
he studied with a series muumum Shakespeare Festival iy
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Z ALBUM BRIEFS

By LEONARD FEATHER

DEEDLES,” Diane Schuur.
P 1010. “ALONE TOGETHER,"
irel Masse. Pausa PR 7165 In
bse: two debut albums can be
d some Intriguing contrasts of
istic objectives, instrumental
tings and choice of repertoire.

Behuur's is aimed at the com-
reial market. Arranged and con-
ted by Dave Grusin, complete
string section here and there,
hresents a singer who has not
y the right qualities—technique,
ge, adaptability to various pop,
spel, jazz and blues concepts—
i also the right connections: Stan
tz, having heard her at the
hnterey Festival, presented her
his protegee in a PBS TV special
hm the White House, where she
is befriended by Nancy Reagan.
sin_eaught the show and an
bum Was born.

His arrangements and piano are
stefu!l and supportive on ballads
ch as “T'll Close My Eyes”
teless and schlocky on the over-
ced “Can't Stop a Woman in
ove." Schuur overdubs her vocals
fnur tunes, but sounds: m
oup-voica “ Amazing
playing piano herself). andnn an
id Billie Holiday favorite, “Foolin’
Myseli," one of the two cuts to
 hioh Getg lends hi® graceful pres-
nce: Sebrmr’s sound has touches of
I.ae, but more often a re-
h" e echa of Dinah Washing-
on Washjnatchancetha!.lnthree
bonge the titles (or a lyric line)
remind you that Schuur is blind? A
vy promising set. 4 stars.

Lq.tlml Masse, a one-time mem-
ber of Manhattan Transfer, opts
for 4 jazz direction, backed
by an acoustic quintet. Some of her
ocalise variations are superficial
:examinations of early Jon Hen-
ks or Annie Ross, but she hasa
eal feeling for ballads. (“We'll Be
‘ogether Again,” Pete Rugolo's
Interlude") and for blues (*“Dood-
") M"Alone Together,” on which
mgn 16 parts a cappella (ar-
nged by Bob Lasahier), is a
Hmmick that comes off well. An
neven, scattershot set, but worth
earing for the less pretentious
joments. 3% stars.

. JAZZREVIEW

ETain

“YVELAS ICADAS.” Bobbe Nor-
ris and Larry Dunlap. Palo Alto
8078. Norris and her smoky, sono-
rous timbre are heard to advantage
in this low-key set. Backed only by

the supportive, tasty piano of Dun-
lap (who also joins voices with her
on one tune) and by an occasional
bassist, she deals with such superi-
or standards as “Last Night When
We Were Young” and the intrigu-
ing title tune, sung in Portuguese.
35 stars.

O

“ECHOES."” Modern Jazz Quar-
tet. Pablo D-2312-142. The MJQ,
which now reunites for several
months each year, brings back a
sound here that never left our
minds. Some of the tunes are
familiar, having been recorded on
dates John Lewis or Percy Heath
made with other groups, but most
are new 1o the quartet's repertoire.
Lewis plays incisively in “That
Slavic Smile,” helped by digital
recording and perfect balance. The
bass-vibes unison by Heath and
Milt Jackson blends as encourag-
ingly as ever in Heath's “Water-
gate Blues” and Lewis" “Horn-
pipe.”

Jackson's originals are the slow,
stately “Echoes” and the funky
“Connie’s Blues.” “Sacha’s March,”
a Lewis piece with little-drum-
mer-boy effects by Connie Kay,isa
mite too cute at times, but soon falls
into an easy swing with Jackson in
bristling form. This is like settling
back into a comfortable armchair
that had been sent away for reup-
holstery. 414 stars.

“A BEAUTIFUL FRIEND-
SHIP." Don Thompson. Concord
Jazz CJ 243. This is a successful
parinership involving the Canadian
bass virtuoso and the guitarist John
Abercrombie; on the latter's “Even
Steven,” their interplay is close
and intense. Thompson plays bass
on five tunes, piano. (almost as
confidently) on the other three, in

which Dave Holland takes over on
bass. “For Scott La Faro,” Thomp-

san's. dedication
bassist who died young, finds Hol-
land manning the upright alongside =
him, making it a two-bass hit.
Except for Michael Smith’s boister-
ously intrusive drumming on one
cut, the album lives up to its name.

“EARLY START.” Mark Mas-
ters' Jazz Composer Orchestra. Sea
Breeze 2022, If Stan Kenton's will
had not vetoed the idea, this could
well be billed as his ghost orches-
tra. All eight charts were written
and/or arranged by his alumni: Bill
Holman (ingenious voicings in
“Film at Eleven,"” a straight-ahead
trombone vehicle for Dave Wood-
ley in “Out of Nowhere”); Ken
Hanna (the trombones are typical-
ly Kentonian in “You Must Believe
in Spring"); Dee Barton, in a quirky
collection of augmented chords on
“Turtle Talk,” Hank Levy (a torpid
“Time for Love”), and Don Pies-
trup, in whose title tune the alto sax
of Danny House is impressive.
Masters is the non-playing conduc-
tor of this well-organized unit. 3

“TELL IT LIKE IT IS.” Stacy
Rowles with Jimmy Rowles. Con-
cord Jazz CJ249. In this pairing of
daughter and father (memory pro-
vides no other such instrumental
jazz teaming in all of recorded
history), the listener is treated to
an exceptional album of a type of
jazz fast becoming in too short
supply. Acoustic and swinging,
with a proper focus on melodic ||
improvisation, it is what a listener
familiar with Rowles and Rowles
would expect. The younger Rowles
has considerable trumpet and flue-
gelhorn chops and has fallen under
the influence of her inestimably
talented pianist father. Taste plays
a a main part in the picking of songs
{iwo by Wayne Shorter, one each
by Duke Ellington and Billy Stray-
horn) and in their performance.
The younger Rowles is particularly
convineing on the ballad,
Folks,” and the twosome’s unac-
companied rendering of “Lotus
Blossom” is worth the cost of the
record. Good support on this 4-star
album by saxophonist Herman Ril-
ey, bassist Chuck Berghofer and
drummer Donald Bailey.

0 most casual abservers, the
term ‘“swing era” connotes
the giory days of big bands,

slick arrangements, jitterbugs and
dance halls. “Salute to Swing,”
presented Tuesday and Wednesday
at the Ambassador Auditorium,
. brought with it a welcome remind-
er that some of the best music of
...  those years was played by some
« groups, improvising, who per-
. ' formed for those who. tnmplywant-
‘ed tosit and listen,

. The participants in . Pasadena

e
N

were Benny Carter and Red Norvo,
whose careers were firmly under
way before the term swing music
was ever heard, and four other
men, younger but still veterans,
who made their reputations a dec-
ade or two later. Louis Bellson, 60,
was the baby of the group.

Six musicians, 24 karats, Though
their careers have followed widely
separate paths, an incandescent
glow kept their collective inspira-
tion cohesively alive from the first

‘notes of “Rosetta” to the rousing,

Bellson-dominated “Cotton Tail”

-ﬂrjale

S

Lo | the fseminal

1

o

a

“Old

)
f
f
1
i

—A. JAMES LISKA

The rhythm section took a while
to setile in, mainly because pianist
Hank Jones (substituting for the
ailing Teddy Wilson) was under-
miked, but the problem was soon
adjusted. As is usually the case
when ad hoe groups of this kind are
assembled, the choice of tunes
showed little imagination; for the
most part, interpretation was more
important than the material itself.

There were, however, a few
striking exceptions, among Which
two unaccompanied vibraphone
solos by Norvo took the honors.
"Candlelights." a Bix Beiderbecke
piece written for piano but never
recorded by the composer, v

SWING ERA MUSIC JUST FOR LISTENING

By LEONARD FEATHER

It was mind-boggling to reflect
‘that Bix wrote it in 1927, Duke
Ellington's seldom heard “Dances
in Love,” with its intricate inter-
vals, was another unlikely and
delightful Norvo choice.

Remo Palmier, a guitarist whose
every measure swings, established
a funky, unconventional blues
mood with Jerome Richardson’s
“Groove Merchant.”

_Carter on alto sax and Jones on
piano stayed with the familiar
standards. Carter’s “Lover Man”
was a gem of conviction and con-
struetion. George Duvivier’s blues
liﬁlnrenﬂndedmthathewasone of
_the first to follow up the pioneer
~work of Jimmy Blanton in estab-
lishing the bass as a solo vehicle.
Carter played none of his own
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JIM Bmu‘AM

. PROFITING

FROM HIS DOUBLE EIFE

| By lLuMRDﬁ;‘,\m '

h

£ deengoy fe i

g~ o of ¥ life iog
JALs—the poylarsav:

el L sieh mevits-
e Gme devoled o Lravel, Lhe
endiest hours perfecting
craft —have made 1 difficuly
bt 2 frw muscans w
careers

for &l

= dual

mcceeding bolh in e
and i1 & wotally unrelated fieid

There are some notable excep
tions. Dr. Desny Zeilin, the San
Francisco paychiatnsl, s aimost
equally well-known a8 a creative
planist and composer. The veterun
. Jusmist Bob Haggamt (who oom
"fosed “What's New?!™ ) s a gifted

sainter whose works have been

Tlum:td and sold. Ronnse Ocdrich

a# of New York's outstanding

darinetiste, s a deptis. The Lo
Angeles saxophonist Bill Perkiny is
a brilliant electronic engineer.

Mot remarkable of all is the cane
¢of Jim Benham, Depending on
'whef:.‘ you stand, be s the chair-
man (and chief executive of the
Bentiam Capital Manggement
Grodg, based in Palo Alto, a finan-
¢ial"Wervices organization that

irigSs more than $2.3 billion for
mare iy 150,000 investors; or he

is the seodd cat from the right
ihe irsfipet section of the Full
Faith o Credit Big Band, 8 17
piece group that playy ggs
Bay Arca, régentty.campleted a
tour of one-might stunds and re-
cords for Palo Alte Jazz. the com-
pany he forged in 1681.

Though the finds in_musie®)
wepleasan: raléage from the day

siresses A4 :
Benham is no :
Music has always been a part of his
life, and of the life of his familv for
generations back.

“My.ancestral heritage.” he saya
"goes back 1o the Mayflower. As
for my musical heritage, it streteh-
es at least into the middle of the
joth Century. My

n the

sl UASIDESS  WOLIC,

as[lve; nitche: ot fee.t tall for
e best band In the state of

Indiana. He was a trumpeter. My
father carried on the tradition
while he'was in charge of the [music
under the terits at Aimee Semple
MePherson’s rallies, he would play
the carnet with one handand diréct
the crawid with the other.

“1 was born Nov, 24, 1335, In
Joliet, 11l 1 was the sixth of 10
children, and we grew up with
financial problems; in fact, my

4"&6 had 10 ke some of the

money @y futher had given her for
food apll use 1t W pay for my frst
muss” lestone | wtarted playing
when lwas 12

The dichotomy i hus Be began
when he SANRge<d 1D eiiter college
on 4 trumpet scholarship out md
wored in finance and earned
mailer 5 cegTee 1N SoOnomie s,

Orig:nally be had clasmeal bl
tona, yearning for & chair @ the
Natioral Symphony Orchestra, but
a roommate 2t Mehges Sute
turned him on to jaxs

| began gigging arcunt, and one
year, around 1959, our college band
woR & contest W represent Michi
gan State In the Midwest Jug»
Festival, held a1 Notre Dame with
42 bands. L.wis aowinner Lhere &
bes! {Fompeter.”

Impresssd by everyone from
Miles Davis (“dunng his post- s
bop period™ ) o Maynard Perguson,
Benham continued playing but the
motment of Wwruth twid hm that his
future lay in the world of Rnance
Befare long, he became a broker at
Merrill Lyneh and for mogt of his
seyin years there \he Lrumpet
remained (n (LS case, until e chance
incident (iggesed Ris interest
anew

“f got a call in 1970 from an oid
had & gig in Los Gates
and wanted me to play it. Well, the
rules of the stock exchange say that
no member can bhe a member of any
uniosn. | applied for 2 dispensation,
put by the time the rejection came
bafE—thrée manths later—] had
glready played the gig withoul &
musicians’ unjon card.”

Benham's swifl rise up the eco-
nomic ladder begsn soon aller
when, having quit Merrill Lynth.
he founded the Capital Preserva-
tion Fund. (He also promptly
joined the American Federation of
Musicians.) The fund, now the
oldest and largest Treasury-bill-
only money-market orgemzition,
s a member of the Benham Group:
among s original founders were
another trumpeter, Dent Hand
(now general counse! to Benham),
and Paul Robertson, an alto saxo-
phonist who until last year was
president of the Benham Group.

n 1975, three years &iter Ben.

(Y M

ham and his associates Wad,

launched the fund, the idea for the
pand evoived. Dent Hand was

Jim Benham, chairman of Benham Ca

Q A
=y

pital Ha@r’mr Group,

moonlights as a trumpeter in the Full Fuoith and Credit Big Band.

aiready Jeading a 12-plece group
Benham decided to go all the way
by adding, among others, &n ex-
Stan Kenion trumpeler and two
trombonists formerly with May-
mard Ferguson and Woolly Her-
mar. A friend in Fergusor® band
enabled Hand o borrow and copy
that ensemble’s Bbrary of arrange-
menis

Perhaps because Benham, Dent
and Robertson would have been @
slightly clumsy handie, It was
eventuaily decided to name (he
‘barid aftér a term common in Lheir
own world, [ Pull jeith and credit, in
gase you're curious. iv“an obliga-
ton under the constilution of une
state 1o recognizs and piveeffect to
the public scts, records and judicial
proceedings of her sister states.™)

Not much more than & casuil
rehesrsal band at first, a mixsure of
lusinessmen, educators and pro-
fessional musicians, It graduaily
coalesced into its presernit format, in
which all but two members, Ben-
ham and Hand, are mainiy involved
in music. Before reaching ihis
stage, Bécham and Company de-
cided to record an album with the
orchestra.

“Y had no idea of Starting a

. s ¥
dyr o1

- VBE
;

S

BOP AND B

full-fledped compesay,” Benham
says, “until | piayed the record for
Dr. Herb Wong, who had been
recaminended W write the album
notes. Without hiz knowledge of
Lhe record business, his enthustasm
as & rritie and histortan of oz, we
could never have gote ahead.”

Wong, ke Benham, is & career-
hopper of singular distinction. A
respested ornithelogist (he earned
Bis doctoraté in intérdiscipiinary
studies), he is the auther of many
books on birds and on natursl
ecience, as well as chuldren’s books.
A jazz fan from childhood, he has
written extensively on the subject,
has had a weekiy jazz radio pro-
gram for 25 years on San Franeis-
co's KJAZ, and was recently ap-
potnted president of the National
Assn., of Jazz Educators, an organi-
zation compriging 5,000 teachers
and student musicians.

“1 suggested the pame for the
i2bel,” Wong says, “and gave Lthem
4 rundown of how the recording
industry works. Then I was given
the green light to begin scouting
for talent. Jim Benham is amaz-
ing—a financial genius who'salsoa
truly fine musician.”

Wong lost no Yime in lining up

BEYOND IN I1
AT HOP SINGH'S

gurh rewpecied &0

Pepper Adams. Terry

. Buddy De Franco;, Rictuc

Cole, Lanny Morgan, Viclor Feia-

man Tom Soott and & & Thiyise
clagmical/ jass fusfon grag, F

A red

Free
Flight that turned out 10 be one of
the comps first batantia

o3 lers

After Joes than four years, Faio
Alto Bas 50 LPs to 18 full £2ith anc
credit. The success o al H&B
albam by George Howard, nDow
approaching a sale of 100,000 {ex-

irasrdinary for an independent
company }, led 16 the spinning off of
a second label, THA, wmed al the
uehan biack ConlEmMporar) [-
ket This monln Alto
introduce yet 4 third owdfit, Tall
Tree, with a calalogue of reissues,
mainjv Capitol, by
Cannonball Adderiey, Woody Her-
man, George Shearng and an all-
star group including Maynard Fer-
guson, Miles Davis and Disvy Gil-
lespie ’

“We're very heppy With the way
things 4re going.  Senham says
“Pull Paith and Creedit costs §25,000
16 350,000 a year to sustain, and
obviously wasa't intended o be a |
profit-oriented proposition. Buat |

ma

Paio wiil

IFame

Balo. Alto had & million-dollar 1§

budget for 1984 and the projected
loss will be less than six figures. -
That probably means that by the
fourth quarter of 1985 we'll break
even, and for us, to break evenisto /.
win." ]
Zealously protecting theorches-
tra from the aura of nostalgia that |
envelops o0 many of today’s big *
bands, Benham wanis no part of |
the “In the Mood" antitjuarianism: g
he takes pride in such works as.

“Shadows,” a 12-minute mini-suite 4

by Jeff Beale, a 21-year-aid trum- §
peter from the Easiman School of §
Music, With jis shifting timesigna- [
ares and complex rhythmic-and:

harmonic nature, it provides a
stimulatmg challenge for perform-

ers and listeners alike. ]'
!

As Woang observed, “Jim Ben-
ham wants to succeed, and enjoy
respect along with the success, in
anything he undertakes—whether
itinvolves Treasury notes or nusd
calnotes.”" D
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