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vital character, Terry, an Ellington
veteran, has it all: phenomenal
technique, originality, wit.

A group billed as the New Quin-
tet of the Hot Club of France, heard
at the Club International, offered
proof that you can teach a new dog
old tricks, but it's hardly worth the
effort. Frank Vignola, the leader,
does his commendable best to sim-
ulate the memorable Django Rein-
hardt guitar, but the violinist, Bob
Mastra, is all fast fingers and no
flame or fire. To 1988 ears this
group has all the impact and drive
of a 1938 Chevrolet; only when a
guest soloist was added (guitarist
Howard Alden, pianist Roger Kel-
laway) did it come to life.

Gospel, a valuable first-cousin to
jazz, resounded in the Saga Theatre
when Marion Williams, in her first-
ever ocean voyage, took over for a
glorious Sunday matinee. Ranging
from jubilee shouts to a quasi-
calypso, she brought her decades-
old vibrancy to “Oh Happy Day”
and was joined late in her act by a
much younger woman, Juanita
Brooks, whose sound accented

even more powerfully the mood of
exaltation. Brooks, almost 6 feet of
New Orleans glory, switched ef-
fortlessly from sacred to secular
the following night when she sang
“Basin Street” and other standards
with a jazz combo.

The redemptive force of music
was stunningly demonstrated dur-
ing an all-saxophone colloguium
one night at the Saga. Buddy Tate
blew at gale force in his first major
appearance since major heart sur-
gery several months ago. Then
Arnett Cobb, severely crippled
years ago in an accident, still on
crutches, walked slowly on stage
and let the passion transcend the
pain as he wound his way through
“The Nearness of You,” earning a
standing ovation.

Sharing the stage with Tate and
Cobb were Illinois Jacquet, Flip
Phillips, Red Holloway, the Nor-
wegian Totti Bergh, Sam Rivers of
the Gillespie band, and Benny
Carter on alto. This extraordinary
summit meeting would have been
even more effective had not so
much time been given over to each

» T,
man playing a slow d. Eve
eight oversized portions of ice |

Totti Bergh's wife, Laila Dalseth,
sang twice during the week, in her
first appearances aboard a ship
named for her country. As her Oslo
recordings revealed not long agoe,
she has a curious, nervous vibrato
recalling a long-gone jazz M
naquicewney g

Asa&ways.Dmy@cqﬂem
an infectiously live wire, though he
tended to come moremw
when sitting in with othe
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8 Golden Feather Awards: Wealth of Choices

LEONARD FEATHER

he problem with jzx awards
is that this fieid has about as
rmwh breathing room as the
Prain during rusk hour. So, in
§ #ver more crowded arena, the
In conmideration in selecting
gorees for the 24th annual Gold-
Feather Awards was who
@ld be reluctantly eliminated
Ber than whom to include
ker New Age belong in jazz
Alory? Does fusion” NARAS,
recording academy, says no on
b counts. But even within the
£t parameters of jaxz, how can
idecide on a single record when
many albums were issued that
#ven a critic can claim to have
gived and listened to them all®
these harards, 1 have
a few artists and events
:mpaﬂ on the scene rales
orable mention

MENTAL GROUP: The

Island String Quartet. For
st tme in oz history, a
g énsemble has shown the
1o tmprovise individually
collectively
t David Balakrishnan's
ments of “Milestones,”
in Tunista” and "Stolen
" are alone reason enough
 this debut album (Windham
_ WD 0110). The second
®d, due out Jan. 28, offers even
#Mmemerrts

)

BAL GROUP: Take 6. Now six
L this amaming group origi-
5 a quartet, organized by

four students at Oakwood College,
asmall Christian school in northern
Alabama Singing entirely a cap-
pelia, without overdubbing. they
achieve @ phenomenal blend in
their own arrangements of gospel-
based traditional and original ma-
terial. No voeal unit has sung, or
swung, this compellingly since
Singers Unlimited.

Despite the overwhelming reac-
tion to their album, relatively little
has been seen or heard of Take 6 in
recent months. The principal rea-
son is their religion: They are strict
Seventh-Day Adventists and have
played many dates in churches to
raise funds, but they limit their
other appearances. Early this
month they were booked to take
part in a concert at the Universal
Amphitheatre, but the date was
canceled when they learned it was
on a Saturday. when they do not
perform.

Four of the members are now
living in Nashville; two are in
graduate school. Because of the
intense interest in their record on
the part of jazz-oriented radio
stations, it is hoped that they will
be make themselves more available
for lay dates in 1989, They will
appear Jan. 14 at the Town &
Country Hotel in San Diego as part
of the National Assn. of Jazz Edu-
calors convention.

ALBUM: The eponymous debut
session by the above cited Take 6
{ Reprise 25670).

SINGER: Bobby McFerrin's run-
away commercial victory, at the

lop of the pop chart (“Simple
Pleasures,” EMI Mathattan
E148059) just happened also wobe 2
ereative triumph. This kind of dual
achievement occurs al most once in
a lifetime.

BIG BAND: A surprise last-minute
entry was the arrival of “Soft
Lights and Hot Music” by the Mel
Lewis Jazz Orchestra (Music Ma-
sers CLID 80172F ). The drummer-
leader, who inherited this band
from his partner, the late Thad
Jones, has kept it unusually stable;
although its only regular gigs are
Monday nights at New York’s Vil-
lage Vanguard (there were a few
outside ventures including a Euro-
pean tour this year), no personnel
changes have taken place in six
years. Mike Abene’s startling rear-
rangement of Irving Berlin's “Soft
Lights and Sweet Music” justified
the title change. It's a sad reflection
of our economic structure that
Lewis has been unable to bring this
magnificent orchestra across and
around the country.

SOLOIST: Eliane Elias, Aftegliv-
ing in New York for seven years,
the 28-year-old pianist from Sio
Paulo has established herself as a
composer and soloist of growing
conviction and individuality. Her
“Cross Currents” (Denon CY 2180)
gives a potent indication of creative
things to come.

REISSUE: “The Complete Charlie
Parker on Verve" (Verve
837-141-2), Selling at $160. this

McFerrin: Singer of the Year,

10-CD set tells you everything you
could possibly want to know and a
great deal you don't need to know
about what Bird did for Norman
Granz's company, from “Jazz at the
Philharmonic”
1940s through his final studio ses-
sion in 1954. (Among the things
you could live without are the
10-second false starts and up to 11
different partial or complete takes
on the same tune.)

Phil Schaap, who packaged this
production (with written introduc-
tion by Dizzy CQCillespie, session
analyses and many unreleased se-
lections) has done a masterfully
detailed job. The total listening
time of 11% hours could have been
pared to much less; we needed no
further proof that despite Parker's
genius he was fallible and wasted a
lot of studio time. Still, it's a
fascinating, historically essential
adjunct to any jazz library.

BOOK: “Bass Line” by Milt Hinton
{(Temple University Press). Hin-

concerts in the

—

ton’s double life = bassst and
photographer and now (aided by
David G. Berger) as autobiogra-
pher add up 1o a visual and reads-
bledelight.

SURPRISE: Patu Austin’s “The
Real Me" (Qwest 25698). Her &
cappella, multivoiced treatment of
an old Quincy Jones jazz number,
“Stockholm Swesetenin',” i the
all-too-brief high point. Perhaps
this shouldn™ have come as &
surprise; after all, should we expect
less from Dinah Washington's god-
daughter? Singing Gershwin, Bl
lington and Arthur Hamilton {(“Cry
Me a River™), Austin displays
flawless taste, style and intonation.

BLUE NOTES: The toll was unusy-
ally heavy as we lost Joe Albany,
Ashley Alexander, Mousey Alex-
ander, Chet Baker, Ray Baudue,
Billy Butterfield, Al Cohn, Gil Ev-
ans, Al Hall, J.C. Heard, Horace
Henderson, Memphis Siim, Sy Oli-
ver, Don Patterson, Pony Paindex-
ter, Charlie Rouse. Danny Rich-
mond and Eddie (Cleanhead)
Vinson, as well as such good friends
of jazz as Dick Bock. David Cher-
tok, Charles Delaunay, Barney Jo-
sephson and Baropess Nica De
Koenigswarter, in whose home
Charlie Parker and later Thelon-
ious Monk spent their dy'.ing mo-
ments,

Does the size of the M,Ml
indicate that jazz may be
bund? Certainly not. Given
number of bright new talenta e_m-
stantly emerging, we can be as-
sured of the survival of the art
form, in its diverse manifestations,
far beyond the end of the century.
Stay tuned. O
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POP MUSIC REVIEW

Caymmi Plays Sounds of Brazil

o0 those observers who equate
rock 'n’ roll with Armaged-
don, the sounds of Brazil
represent a last bastion of melody,
harmony and good taste in pop
music. For such listeners, the
Tuesday opening of Dori Caymmi

at Le Cafe (he closes tonight) was
an event of rare significance.

It was the first show in this
country for the second-generation
composer, singer and guitarist (his
father, Dorival Caymmi, was one of
the 1960s pioneers of bossa nova).

R

Surrounding him were three ver-
satile locals: Gregg Karukas on
keyboard, John Leftwich on bass
and Michael Shapire on drums.

The junior Caymmi, now portly
and graying, creates themes in the
same graceful spirit that marked
the early works of the Brazilian
new wave. His guitar, used mainly
for self-accompaniment, has a
dancing, almost gypsy-like quality.
The amplification was a hair exces-
sive at times, but effective use was

made of a slight reverberation on
his voice.

The songs were delivered with
warmth and charm in a gruff
manner that gave the impression
he felt the meaning of the words,
despite a language barrier that
made it impossible for most of us to
pass judgment. Karukas, using a
flute-like synth effect here and
there, added a touch of the old
Brazilian sound.

Still more typical of what en-

chanted so many North Americans
originally were a few closing num-
bers for which Caymmi was joined
by Gracinha Leporace, the singing
wife of Sergio Mendes. A small,
dark woman with a modest, gentle:
voice, she joined with him for duets
in English, Portuguese and the
international language of werd-
lessness,

The Brazilian innovations of the
'80s are notably more energetic
than those of yesteryear, but

Caymmi has found a middle ground
between then and now that works
well enough to retain the old
attraction while adding a needed
contemporary rhythmic impetus.
He encored with a solo piece, his
own “El Cantador” (“Like a Lov-
er”). As on the other occasions
when he performed without 'th;g
band, it was among the brightest
moments of this most engaging
hour. -1
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By LEONARD FEATHER

ew musicians on the con-
temporary scene can claim a
record of more continual
growth than Roger Kellaway. The
former Angeleno has been associ-
ated, as composer and/or pianist,
with every major facet of jazz,
classical and popular music.
Consider these credits: composer
of the famous closing theme of
television's “All in the Family”; of
the film scores for “Paper Lion,”

“A Star Is Born” and “Breathless”;
- of a ballet commissioned by George

Balanchine; musical director or

arranger for Bobby Darin, Joni

Mitchell and Carmen McRae; long-

time associate of Tom Scott in small

combo jazz; writer of a work com-

missioned by the Los Angeles Phil-
| harmonic; arranger for the “Super-
sax Plays Bird With Strings”
album.

The man behind this impressive
list is a bearded, articulate genius
who can trace his musical lineage
back to Dixieland (before becoming
a professional pianist he played
bass with Jimmy McPartland’s tra-
ditional band).

He lived in Los Angeles from
1966 until 1983, when he moved
back to New York. It was in New
York in 1959, after two years at the
New England Conservatory of Mu-
sic, that he first established his
locus operandi.

Recently, back in Los Angeles to
nmrelnﬁves of hiswxﬁe, Jorjana,

tawaymdhowhishfehaschamed,
-~ “Ididn’t necessarily think I could
do better in New York; I just
wanted to reacquaint mysel

- the East,” M

very soon was ‘Why

LA Times

Kellaway: Man of many talents.

did I wait so long? It’s not the
answer to everything, but back
there I do feel really in place.

“Soon after arriving, I found a
manager. She knew nothing about
me or my background, but after
only a couple of weeks she told me,
‘Every place I call, they want you,
and they know who you are. Who
the hell are you anyway? I was
delighted that people remembered
me from the 1960s.”

And so his career took a tm-n
from mainly composing to princi-
pally playing. “I have two sets of
fans. There are the ones who
remember me from albums such as

‘More Blues and the Abstract

Truth’ with Oliver Nelson, ‘Alfie’
with Sonny Rollins, ‘Bumping’
with Wes Montgomery; and the
others who never heard anything
I'd done but react to me like I'm the
new guy on the scene. Sure, I'm
new, except that I'm 49 years old
and I'm arriving totally mature in
“Both these groups welcomed

GsG ]

me with open arms; meanwhile I've
also been going to Europe and I feel
like I'm taking it country by coun-
try. The bassist Red Mitchell, who
lives in Stockholm, is an old friend;
1 often go and work with him.”

A legacy that Kellaway left
behind in California is a series of
recordings with the Cello Quartet,
a unique group with classical over-
tones imparted by Kellaway’s writ -

. ing and by the presence of virtuoso

cellist Edgar Lustgarten.

“] wanted to avoid the regular
drum sound of cymbals and tom-
toms and bass drums, so I got Emil
Richards to play miscellaneous
percussion, mainly mallet instru-
ments. Without drums we had
chamber music.”

The Cello Quartet played a few
gigs a year through the 1970s and
left three superb albums. “Then
Edgar passed away in 1979 and I
couldn’t continue it without him—
at least, not until now.”

Another reason for Kellaway's
plan to return occasionally to Los
Angeles is the imminent rebirth of
the Cello Quartet. “T've found an-
other fine cellist, Fred Seykora,
who played next to Edgar on all my
film scores. I'll have the same bass
player, Chuck Domanico, plus a
violinist, and this time we’ll use
three percussionists, playing ev-
erything from congas to hand

African sounds. I want it to be a
groupthatmgoinanymm
span the entire world of sound.”
What pointed the way to the
cello revival was Kellaway's asso-
ciation with Eddie Daniels, a daz-
zlingly virtuosic clarinetist, who
commissioned him to write a suite,
“Memos From Paradise”(GRP

9561), which included a string

o

quartet. Seldom had his talent as a
composer and arranger been more
luminously displayed.

Before he gets going with the
new cello quartet, Kellaway has to
deal with what may be the greatest
challenge of his renewed New York
career: In 1986 he was commis-
sioned by the New York Philhar-
monic to write a tuba concerto.

“I think the idea came from
Roger Bobo, who recorded a cello
quartet piece that I'd rewritten for
him to play on an F tuba. So the
tuba community of the world got to
know me as a writer for that
instrument, and after a meeting
with [N.Y. Philharmonic music di-
rector] Zubin Mehta, it was agreed
that I go ahead with this work.

“It’s been hard figuring out how
to complete the job; after 214 years
I'm still a few months away from
finishing it. 1 wanted to employ
some Ellington influences, such as
the use of plunger mutes, as well as
a harmonic density along the lines
of Gil Evans. I feel a responsibility
to keep that kind of textural writ-
ing alive. Often, since Gil passed
away, I've had him on my mind
when I worked on the piece.”

That he can summon the con-
centrated effort for such a task may
be due in part to another aspect of
Kellaway's life, one that changed
dramatically soon after he moved

back to New York. “I gave up my |

bad habits—the booze, the co-

caine—in 1984. Maybe it's odd that

1 did this in an intense place like

" New York, but I really wanted to

“I’vc Jayed it. fommady with i
"“‘ﬁst *"~ers in the world, |
but when I go home I'll listen to |

the greate
Berlioz, Stockhausen, Messiaen,

_Su'winsky Wwitmumm‘;

Oscar Peterson was my original
idol, and he's still the most unbe-
lievable master; to this day there's
nobody around to touch him."”
Kellaway's schedule for 1989 will
be typically diversified: a two-pia-
no recital in March with his occa-
sional partner Dick Hyman (“Now
there’s a guy that can go in 10 more
directions than I do”); a concert in
New York with Yo-Yo Ma in May
(“He wants to play my piano trio
piece, ‘The Endless Life, dedicated
to Jerusalem”); an album with
Stephane Grappelli and Ma; finish-
ing touches on the tuba concerto;
another piece for Ma, this time with
the Cuban Paquito
d'Rivera,thenbwkthw'fuk

negie Hall with David M
band, Grappelli and Ma.

“So that's how the next *nb&
months look. You know, in the five
years I've been back in New York,
T've only done two or three com-
mercial projects. I'm just ‘
with the people I want to play with
and I'm wﬁﬁng for the mpﬁ
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JAZZ REVIEW

Take 6 Takes
Honors at
Convention

By LEONARD FEATHER

AN DIEGO—The National

Assn. of Jazz Educators Con-

vention ended here Saturday
onl a note of triumph. Reflecling a
rare prescience on the part of the
organizers, three of the main par-
ticipants in the final concert were
Grammy nominees; the fourth was
the winner of the College Band
contest.

Top honors went to Take 6, thea
cappella vocal sextet nominated for
three Grammys ( Best New Artists,
Best New Soul/Gospel Group, Best
New Jazz Vocal Group). These
men (21 to 26), all former students
ata Seventh-day Adventist college
in Alabama, are simply the best
vocal group in the country today.

Elven the astounding success last
spring of their first album did not
prepare the audience for the visual
impact. Along 'with a gorgeous
harmonic blend, they displayed
humor, charm and personality, dis-
tilling a rhythmic fervor that had
the erowd in an uproar.

Their lyrics (some traditional,
some original) are couched in a
Christian spirit of love: “If We Ever
Needed the Lord Before, We Sure
Do Need Him Now,” “Spread
Love,” “Oh Mary Don't You
Weep," "Get Away Jordan.” From
the lead tenor Claude McKnight to

A cappella sextet Take 6 performing at Jazz Educators Convention. From left, Mark Kibble, Mervyn
Warren, Claude McKnight III, David Thomas, Cedric Dent and Alvin (Vinnie) Chea.

the sonorous bass voice of Alvin
Chea, they are riveting.

The Berklee College Jazz En-
semble from Boston, given the
thankless task of following Take 6,
displayed the constant creative and
technical growth of collegiate jazz.
The Berklee musicians had
emerged as winners during a mati-
nee; the other finalists, from the
University of North Texas and
William Patterson College in New
Jersey, gave them tough competi-
tion.

Trombonist Delfeayo Marsalis
led the group, which boasted a
cohesive ensemble spirit on such
future star soloists as trumpeter
Roy Hargrove, Antonio Hart on
alto sax, and Masahiko Osaka,
drums.

Branford Marsalis, Delfeayo's
older brother, himself a Berklee
alumnus, sat in with the group to
blow some devastating tenor sax,
offering evidence of how he earned
his two Grammy nominations ( Best
Small Group Jazz, Best Jazz Solo-
ist). Tim Owens scatted the blues,
adding a welcome vocal change of
pace during a performance that
showed the band’s versatility.

The Count Basie Orchestra fol-
lowed with a set that topped its
own performance of the previous
night. No longer saddled by a seript
and unfamiliar material, the men
reminded us that beat for beat, this
is still the best surviving reminder
of big-band jazz with the accent on
swing.

Leader Frank Foster and fellow
tenor man Eric Dixon and Kenny
Hing kept the temperature high;
Bob Ojeda and old-timer Sonny
Cohn sparked a great trumpet
section; Danny House, the band’s
youngest member, brought his elo-
quent alto sax sound to a solo
number, and Carmen Bradford,
who gets better all the time, left
one wondering why she doesn't
record an album in this setting.

e R ——— e — ———

Saxophonist Michael Brecker, al-
so a Grammy nominee in the small
group category, closed the show
with a set that pleased some of the
more ardent fusion fans, though
there were t0o many dronmg mo- |
ments that recalled a concerto for
bagpipes. _

Herb Aipert of A&M Recm'de. in
a moving

y
contributed smoooo toa u&’ﬂ:" ih

ship fund, speaking warmly of the
men in whose names he had made
the donation: Louis Armstrong, Gil
Evans, Clifford Brown and Charlie
Parker. With friends like Alpert
and and a sponsor like Southern
Comfort (annual supporter of the
college band contest), jazz and its
pedagogues and protagonists can

continue to thrive. !







|
|

e —— e —— R —




& |

&) oL LR s = L sl
i - E




i3
i
;ig%

\

TR01L

Carroll became aware of him
early. *1 'mber, as a little girl,

“than her (uture husband.)

~  Several ironies were involved as
Uheir paths crossed, They got to
“know one another when Damone
‘married his socond wife, Judy, at
“the Sands Hotel in Las Vegas,
“where Carroll was working.

~ “After the wedding,” he recalled,
I said to Judy, ‘"We've gol to see
I Diahann Carroll’” So we caught the
show and then went to sce her
“backstage.”

“I'd always admired Damone,”
Carroll said, “for his phrasing, his
breathing and technigue. Often,
~without his knowing it, I'd sneak

into clubs to study his work. When
“he came backstage that night 1 said
“to him, 'What are you doing here?
“Why aren’t you off on your honey-
moon?’
~ “There was another strange iro-
ny. Damone looked at a house in
Benedict Canyon that he loved and
wanted to buy. But the agent called
him and said, ‘Sorry, that house has
been ﬂu :::hased by Miss Diahann

Damone and his second wife had
three daughters before she died; he
was married and divorced again.
Meanwhile Carroll's domestic life
‘had been turbulent. Her teen-age

‘marriageé to agent Monte Kay, later
‘knowh as manager of the Modern
Jazz Quartet and of Flip Wilson,
. broke up, but they were good
‘friends until his death last year.
“Monte and I both had a lot of
growing up to do. But I thank God
for that marriage, because I pro-

duesd thiz incredible creature. Y
Anmghrer.’ i ¥ v Ly
g s fﬁh"r‘-ﬂrﬁ;;'ﬂﬁ?ﬂq cable
"X Fehannol.

Ca

rroil now says that marriage
fdidn’t work for her when she was
“too young, married to my work,
and quite selfish about iL.” She was
married briefly o a Las Vegas
businessman, but dismisses that
episode as “a silly marriage and a
silly divorce.” Her third husband,
much younger than she, was “a
complex, brilliant young man,"”
whao died in an auto accident.
The marriage to Damone got off
to & rocky start. “Steve Wynn, the
owner of the Golden Nugget in Las
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he leaps-and-bounds musical suc-
cess story of the a cappella group

Take 6 is unlike anything else that
has hit its field In recent vears.

Conmder what has happened since its
first album titled “Take 6,” was released on
Reprise last March:

—The singers played two dates at Radio
City Music Hall with Stevie Wonder, who
bought 200 CDs of their album to distribute
0 friends.

—They recorded the theme song for
Candice Bergen's TV show “Murphy
Brown. )

—They took part in an album by Joe
Sample, singing a song called “U Turn,”
which they co-wrote with him.

~They did other studio work with

Johnny Mathis, Stephante Mills, Smokey
Robinson and Kenny Rogers.

—~They sang the Natwonal Anthem at a
World Series game.

~They taped one of their original songs
for the sound track of Spike Lee’s upComing
movie

—The_':'_ toured with Andy Williams,
Laped a 501 Blues Jeans commercial, per-
formed on the Lou Rawls Parade of Stars
fl.ln'l-ri!:.'t{'r_ and drew rave reviews at the
recent National Assn. of Jazz Educators
Sonvention

b They h_.n-l-- been nominated for three
Grammys (best new artists. best soul/gos-
pel group, best jaze vocal group), of which
they are certain to win one, probably two
{remember, you read it here )

“T.‘M;’ stuff for six young products of a
small Seventh-day Adventist college in
Alabama, who figured it would take them

—

| anather fi

Vocal groupratesa 10 on the success scale

ur or five years to reach any
measurable degree of success.

Take 6 began as a quartet, but became a
quintet by accident. when they were
rehearsing in a bathroom. "Bathrooms
always have the best acousties,” says the

| founding member and lead tenor Claude

McKnight, “Suddenly we heard this flush,
and out came Mark Kibble, who added his

| voice to ours.” Kibble, also a tenor, became

chief arranger. The group now includes two
other tenors, Mervyn Warren and David
Thomas; a baritone, Cedric Dent; and the
bass voice of Alvin (Vinnie) Chea.

“Cedric is still in school,” McKnight said.
“He's in a doctoral program in music theory
at the University of Maryland. He's only
been singing recently; all his life he was a
pianist, in fact, he’s doing his dissertation
on Bill Evans. Alvin also is still in scheol,
but he and Cedric will be through in June."”

Meanwhile, the group is juggling dozens
of offers. They will have a song on Quincy
Jones® next album. Reuben Cannon wants

{ lo write them into his script for the TV

show "Amen,” Anita Baker wants them to

| open for her in London in October. They

|

will headline a European tourin July.

Gladys Knight and Whitney Houston
want to work on projects with them; Bill
Coshy is writing them into an episode onhis
show. To put it suceinetly, they've got the
whole worid at their feet,

Their songs are mainly gospel and their
Christian beliefs are powerful. “We've been
Adventists all our lives,” McKnight said.
“Our parents are Adventists and most of
them went to the same college we did, as
did some of our grandparents.”

Despite their common religious heritage,

their tastes and backgrounds vary consid-
erably. “Actually, I grew up as a trombone
player,” McKnight said, “but when [ went
to college, they didn't have a good band, sol
thought I'd better sing. My influences were
the trombonist Urbie Green and big bands
like Woody Herman and Count Basie.”

Born in October 1962, McKnight is the
second oldest; Dent is two weeks his senior.
Kibble and Warren are both 24 and both are
sons of ministers. The youngest members
are Thomas, 22, an engineering student
until the record took off and forced him to
change his plans; and Chea, 21, son of a
Liberian father and Guianese mother.

Given the subtlety of their harmonic
blend, it seems incredible that very few of
the group's arrangements are written
down. “Even though we all read music
proficiently.” M¢cKnight said, “'the arrange-
ments sink in quicker if one of the guys will
work it out at the piano and Lleach it to us
part by part.”

Kibble, who composed or arranged some
of the sextet's best songs ("Get Away,
Jordan,” “He Never Sleeps,” "David and
Goliath,” and, with McKnight and Warren,
he hit single “Spread Love”), confess to a
somewhat limited early background. ™I
grew up listening to classical music, Chris-
tian music and easy listening; it was all
pretty conservative, without much secular
exposure until an uncle turned me on to
Gene Puerling of the Hi Los, and Lambert,
Hendricks & Ross.”

The group’s musical range 18 so broad, it
was no surprise to learn of McKnight's use
of falsetto. “I sing the top tener part, but
I'm a natural baritone, so a lot of what I'm
doing is falsetto,” he said. “If iU's a slower,

Success has come
quickly for Take 8
members Mark Kibbla,
left, Mervyn Warren,
Claude V. McKnight Ili,
David Thomas, Cedric
Dent and Alvin [Vinnie)
Chea.

DAY Mehw

mellower tune, 1 may sing the enlire song
falsetio; if it's uptempo and higher register,
I've expanded my range to where [candoa
lot of things in my full voice.”

Coming along smack-~dab in the middle of
an era of over-electrified gimmickry, Take
b takes pride in its ability to get along, when
necessary, without any amplification at all.
During a clinic at the Jazz Educators’
conventlion, they dispensed entirely with
mikes; in a large auditorium for a regular
show that evening, they used six mikes, as
has become more often their custom lately,
but confessed that they weren't 100 happy
about the results. “It gets a little confus-
ing,” McKnight said, “if the system isn't
justright.”

The degree to which Take 6 has crossed
over to the jazz community can be ascribed
in large measure to its singular rhythmic
impetus. Chea, a classically trained pianist,
was a junior in high school who didn't start
singing until a year after he had won the
San Francisco Music Teachers’ Assn. piano
competition. He now supplies the group
with its foundation, often in the form of a
steady pulse akin to that of a walking bass.

“I love this group,” he says. "Singing
with it 1§ a personal dream for me; it shows
that with the Lord’s help, if you pul your
mind to it, there's nothing you can‘tdo,”

McKnight carries the thought further:
“This is not only entertainment for us—it's
also ministry. We want to reach people who
wouldn’t normally listen to Christan mu-
sic. When we can come (0 something like a
jazz convention and be appregated, weil,
that's what we're all about. We're enjoying
every minute of it, and we're delighted that
everyone else seems to be too,” 0

]
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Benny's
Daughter
Pays Tribute
To Her Dad

By LEONARD FEATHER

Two-and-a-half years have gone
by since Benny Goodman left us.
Dcspllc the profusion of tributes by
alumni groups, reissued albums and
newly discovered recordings, it took
one determined admirer to spear-
head a more formal acknowledg-
ment  of BG's genius, his
contribution, and his personality.
That admirer, it turns out, is Rachel
Goodman Edelson, one of Benny's
five daughters.

‘ |

L’(*W‘m ! zi‘iﬁarli?“

Her activitics began with an eve-
ning she organized in his memory in
November 1986, five months after
his death, At the Century Club in
New York, friends who had known
him wvery well gathered—Morton
Gould, Hal Davis, George T. Si-
mon, Herb Caen, and others, includ-
ing Edelson herself.

“We didn™ want any eulogies,”
she says, “but simply anecdotes told

Rachel Edelson

by people wha really knew him
well.” After the event, Edelson con-
ceived the idea of collecting the
speeches in a booklet, along with
photographs and a caricature of BG
by Hirshfeld, As a bonus she includ-
ed, attached 10 a bookmark, one of

the thousands of reeds found around
the Goodman apartment. This ad-
mirable booklet. complete with reed,
can be obtained for $100 (ax de-
ductible) from the Benny Goodman
Foundation, Dept 9. Sacramentwo
Regional Foundauon, 1900 Point
West Way, Suite 128, Sacramento,
CA 95815

The next stage in Edelson’s cam-
paign was the preparation of a
Goodman film nbute. ~1 want to
pul together as complete 2 portrait
of my father as | can—10 show the
many facets of him, musically and
o be halfway
ical -.‘mm!m

personally—1 want it 1
between doting and et

jeeling | have for him

m my pcrs“-c.. ,\.-_ what

n he was

o be around and 10 work with. |

-\un'. to have 4s much as possible of
him talking about himself, on TV or
audio.”

Edelson has already found some
valuable footage, inciuding a rare
silent home-movie showing Benny
and some colleagues mm the Ben
Pollack orchestra, ca. 1930, kibitzing
around on a beach.

“I've already met with Mel Pow-
¢ll, who worked with my father off
and on for so many years and is
eminently qualified to talk about
him,"” says Edelson

“Pve come to realize that there
are a large number of Benny Good-
man collectors all over the world. I
never realized before how many
there were—shows you what a naive
daughter [ was

“I want to put \. I
together as
complete a
portrait of my
father as I can.”

“Anvhow, if anyone has maten
al, stills or footage. I'd be interoned
in heanng from them; they can
reach me /o the Goodman Founda
non. I've aiready put together a 40
minute pilot, which I'm now in the
middle of editing. | don"t want this
to be just a biography or docu-
mentary, but rather a collage. Afier
all, we're tulking about o 60-year
carcer, so n straght historical rus-
down is not what I'm aiming a2

Hollywood dmppcd the ball In
1955 with a flawed “Benny Good-
man Story™ (marred by anachro-
nisms and cliches). It may well be
that Rachel Goodman Edelson,
whose motives arc pure, may well
pick up where Hollywood left off. g

[ azz |

Nostalgia Album Has an Identity Crisis

LEONARD FEATHER
OLID GROUND.” Loren
Schoenberg Orchestra.

‘s
Music Masters CLJD

G0I8F. * %

The jazz community, aware of
the fragility of some of its traditions
and the mortality rate among its
pioneers, has taken to the practice
of forming repertory orchestras,
designed to revive works that can
no longer be performed by the
artists who created them. Loren
Schoenberg is a 29-year-old musi-
cal archeologist who worked for
Benny Goodman both as tenor
saxophonist and archival research-
er. Two tunes in this CD were
exhumed from the vaults of the
clarinet king, whose conservative
tastes prevented him from record-
ing them.

Very well; but what of the other
contents of this mixed bag? A
couple of them, capably played by a
band of white New York musicians,
are little more than high-class
dance music, complete with girl
singer. Several are tributes to, but
not by, such men as Basie and
Monk.

Still another category finds
Schoenberg’s arrangers and solo-
ists borrowing directly from old
records; but why study his record-
ing of the Billy Strayhorn composi-
tions “Midriff* and “After All”
when the original Duke Ellington
versions are still available? Why
listen to Bobhy Pring on trombone
and Jack Stuckey on alto sax when
we can still hear Lawrence Brown
and Johnny Hodges?

Instead of putting his own stamp
on these pieces, Schoenberg as-
sumes almosL as many guises as

there are tracks. When the writer
is Benny Carter (as in “You Are”)
or Eddie Sauter (in a replay of the
Artie Shaw recording of “Maid
With the Flaccid Air”), something
of value emerges. But there is a
serious identity problem here. This
is not a case of rip-off but rather of
mixed intentions.

“SMOOTH GROOVE.” Ray Craw-
ford. Candid CCD 79028. % * * *

Never heard before (it was re-
corded in 1961 for a company that
promptly went out of business),
this sel by a tough, no-nonsense
guitarist finds him sharing space
compatibly with Johnny Coles,
trumpet; Cecil Payne, baritone sax;
Junior Mance, piano; Ben Tucker,
bass, and Frank Dunlop, drums.
The five unpretentious originals
are all credited to Crawford, but
who knows? “Impossible,” listed
here as a Crawford opus, actually is
a well-known Steve Allen compe-
sition.

“ART TATUM: THE V DISCS.”
Black Lion BLCD 760114.
* %k ok ok k

How these ever reached the
public is a mystery, since the
masters of V-Discs (made for use
only by the armed forces in World
War [1) were supposedly scrapped
so that they could not be put to
commercial use. In fact, Tatum is
heard a few times greeting the GIs
in this legendary set. Though some
of the tunes are available in mar
ather versions, at least three are
not to be found elsewhere and may
be the only recorded treatments:
“I'm i ' to See the Light,”
“Song of the Vagabonds,” “Nine-
Twenty Special.”

'S

Loren Schoenberg

Though he has rhythm backing
on three tupes (guitarist Tiny
Grimes and bassist Slam Stewart
are on “Cocktails for Two” and
“Liza™), the last 11 cuts are piano
solos. At 3:57 the “Lover” here is
the longest and most precisely
perfect of the several released over
the decades.

No matter how slight the differ-
ence between one “‘Poor Butterfly”
or “Body and Soul” and another,
any extra scintilla of evidence
helps broaden our familiarity with
the greatest improvising jazzmen
who ever lived.

“TRIP TO MOSCOW.” Valery
Ponomarev. Reservoir RSR CD 107
(276 Pearl St., Kingston, N.Y.
12401). % * *

The Moscow-born trumpeter,
who defected to the West in the
mid-1970s, joined Art Blakey soon
after and remained with him for
four years. Despite the titles of his
compositions (“Gorky Park,”

———W—

“Getting to Bolshoi”), this is a
typical New York group, with
Ralph Moore on tenor, Larry Willis
on piano, and two others, conjuring
up visions of the old Blue Note and
Prestige small bands. Though not
quite a reincarnation of Clifford
Brown (his early idol), Ponomarev
speaks without a trace of an accent
the universal language of hard bop.

“DIAL ¥ OATTS.” Garry Dial,
Dick Qatts, Digital Music Products
CD 465 (Park Square Station, Box
15835, Stamford, CT. 06901).
* &k % 1/2

Dial (piano) and Oatts (saxes,
flute) are both normally members
of Red Rodney’s group; however,
with help here and there from a
large string ensemble, they display
wider-ranging personalities here,
in 14 of their own compositions.
The pieces move from fast bop and
“outside” blowing to a haunting
ballad, “Anita,” and a jazz waltz,
“Neo Option,” Mel Lewis, billed as
making a guest appearance,” actu-
ally does only a little overdubbing
on one cut, “Major.” This ambitious
venture should provide an individ-
uval launching pad for both leaders.

“NOBODY ELSE BUT ME." Jackie
Paris. Audiophile APCD 245. % % *
A be-bop surviver (he toured
with Bird, recorded with Mingus),
Paris was one of the few uncom-
promising male jazz singers around
West 52nd Street. Now 62, he has
lost some of his early assurance.
“Indiana” is hasty and uncertain,
with expendable scatting, but on
the bailads such as Stephen Sond-
heim's “Not While I'm Around,”
and the Dietz-Schwartz “Haunted
Heart,” he displays the earnest,
impassioned conviction that en-
deared him to many musicians. The
supportive rhythm backing is led
by pianist Jim McNeely.

| 3.{.1.1!&&5:.:--» -A_l'l.é:llj}
—————

“EXCURSION IN BLUE.” John
Handy. Quartet QI005 CD (487
Hamilton Ave., Palo Alto 24301)
*hk1/2

Long absent from records, the
Bay City alto and tenor saxgphonist
taped this set a few months ago
with an acoustic rhythm section. If
it's a far cry from his experimental
days, it also offers compelling evi-
dence that this unpretentious set-
ting is comfortable for him. He is
best on the ballads (“My One and
Only Love,” “How Deep Is the
Ocean”"), but plays earth-father
gut-bucket blues on “Soulsession.”
Worst cut: “Nuke City Blues." with
a three-note figure repeated 9
times as a purported composition.
“SASHA BOSSA.”" Smith Dobson.
Quartet Q 1004 CD. & % *

Popular in San Francisco, M;.
son is an unexceptionably pleasan
pianist, with a sometimes tentative,
piano-player-wants-to-sing sound
in his voice, though here and there
he really gets going (“Old Devil
Moon"). His wife, Gail, shares
vocal duties on two cuts. Mild stuff, 1
enlivened by the presence of Bob- |
by Hutcherson on vibraphone.

“rLL BE SEEING YOU." Eut
Jones. Muse ME5251. & % * %

(“Laughing at Life,” "
He Calls Me,” * Laushmgat
and “Tll Be Seeing You') ¥
recorded by Billie Holiday.®
direct line from Holiday to Ji
evident in her timbre, an _‘":;
the sound that brings an 4
neredhamstsalongwimh##h
similitude to every track. T?
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EDRIDGE

use Eldridge was unknown
having made almost no re-
etle) his unique, searing sound
id impassioned style came as a
elation. After he and ;._Berry:

ed the Fletcher Henderson Or-

Oille small band. Art Tatum was
3 piano; John Collins was the
arist, Zutty Singleton the
mmer, i8 was Swing era
O music at its supreme level.
I May, 1940, Milt Gabler and I
2d a session for Commodore
tts with Eldridge, Benny
I: and Coleman Hawkins in
Bnt line. Roy’s solos in this
e setting became classics

ouse "Roy’s disposition always
8 happy and outgoing; it was
il after his la

s the only black musician’

Krupa's band from

one of several blacks in an

L=SHr band on Mildred Bailey’s

55 radio series in 1943-44, then

jecame the only black with Artie
Shaw's band 1645,

After he left Shaw he told me of

humiliating

Tl never work in a white
again! It all goes back to when
Gene Krupa. It thrilled me

be accepted as a regular member
theband, but I knew that all eyes
dl‘eonmtoteelfl’ddoanythlng

o a

“All the
nice, Gene especially. Then we
headed for California and the trou-
ble began. We arrive in one town
and the rest of the band checks in. I
can’t get into their hotel, so I keep
my bags and start looking for
another place. 1T get to where
someone is supposed to have made
a reservation for me; then the clerk
sees me, suddenly discovers that a
regular tenant just arrived and took

“the last available room. I lug my

dozen pieces of luggage back onto
the street and start | again.
“By the time that kind of thing.
has happened night after night, it
begins to work on my mind; I can’t
think right, ‘I can't play right,
When we finally got to the Palladi-
um in Hollywood, I had to watch’

.who I could sit at tables with. If

they were movie stars who wanted
me to come over, that was all right;
if they were just the jitterbugs, no

all the time the bouncer
with his eye on me, just watching

and saying to myself why the hell
did 1 come out here again when [
knew what would happen.

“Artie came in and he was real _.

great. He made the guy apologize
‘that wouldn’t let me in, and got him
fired.

“Man, when you're on the stage,
you're great, but as soon as you
come off, you're nothing. It's not
worth the glory, not worth the
money, not worth anything. Never

P?

Happily, Eldridge did not have to
live up to his resolution. Conditions
improved a little, and by 1949 he

~was back in the Krupa band. The

follo - year he worked with
éen%an touring Europe,

then aﬁyed on the Continent play-

'ing with everyone from Sidney

Bechet to Charlie Parker and re-
cording, among other things, a
delightful blues vocal in French,
“Tu Disais Que Tum’Aimais.”

Much of the rest of his playing
career was with mixed bands, most
notably on tour with Norman
Granz's Jazz at the Philharmonic
(named for Los Angeles’ Philhar-
monic Auditorium). He also co-led
a quintet with Coleman Hawkins.

Roy Eldridge was to the evolu-

inside, ne
concealing it.
Ave atque vale, Little Jazz.

———
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‘Little Jazz’

hen Roy (Little Jazz) Eld-

‘N/ ridge died on Sunday, it was
obvious, whatever the official

cause of death, that he was the victim of
a broken heart. His wife of 53 years,
Viola, had recently died, and Eldridge,
“| 178, felt he had nothing to live for. (Ina
bizarre coincidence, Eldridge’s cousin
ggm-!ﬂ Jones Sr. also died

By LEONARD FEATHER

Sunday in
nd played  ist “Chu”
ey _*' M __-',T

Left His Mark as a Giant

Eldridge had been forced to put down
his trumpet forever after suffering a
stroke in 1980, and had been seen
publicly since then only in occasional
appearances singing and playing drums.

My first exposure to Eldridge was a
magical evening in 1936 at Harlem's
Savoy Ballroom; he was with Teddy
Hill’s mamorable band, with saxophon-

i) his unique, searing sound
ind impassioned style came as a
velation. After he and ;._Berry
od the Fletcher Henderson Or-
tra he began to achieve recog-
Jom as the first major trumpet
juence since Louis

ha Three Deuces with an in-
idle small band, Art Tatum was
8 piano; John Collins was the
arist, Zutty Singleton the
r. This was Swing era
D music at its supreme level.
fHay, 1940, Milt Gabler and 1
d a session for Commodore
5 with Eldridge, Benny
# and Coleman Hawkins in
ont line. Roy’'s solos in this
Mfale selting became classics
_have been reissued time and

eplayed alongside Louis Arm-
i for their first joint appear-
Ah the Esquire Allstars con-

- the Metropolitan Opera

uSe; ' Roy’s disposition always
8 happy and outgoing; it was

Lil after his later experiences
Crow that bitterness sur-

i&was the only black musician
reléne Krupa's band from

43, one of several blacks in an
iaSUr band on Mildred Bailey’s
35 radio series'in 1943-44, then
me the only black with Artie

Shaw’s band in 1945,

After he left Shaw he told me of
“hummaung'upeﬂences.

.Lﬂh.bns as I'm in America,” he

=1 nﬁv:ﬁ work in a white
goes back to when

Gene Krupa. It thrilled me

be accepted as a
theband, but I knew that all eyes
on me Lo see if I'd do anything

ago, in 1938, Roy played

regular member

wrong.

“All the guys in the band were
nice, Gene especially. Then we
headed for California and the trou-
ble began. We arrive in one town
and the rest of the band checks in. I
can't get into their hotel, so I keep
my bags and start looking for
another place. I get to where
someone is supposed to have made
a reservation for me; then the clerk
sees me, suddenly discovers that a
regular tenant just arrived and took

“the last available room. I lug my

dozen pieces of luggage back onto
the street and start looking again.

“By the time that kind of thing.

has happened night after night, it
begins to work on my mind; I can’t
think right, 1 can't play right,
When we finally got to the Palladi-
um in Hollyw

they were movie stars who wanted
me to come over, that was all right;
if they were just the jitterbugs, no
dice. And all the time the bouncer
with his eye on me, just watching
forachance. . . . X

“l had to live way out in Los
Angeles, while the rest of the guys
stayed in Hollywood. It -was a
lonely life. One night the tension
got so bad I d. 1 started
trembling, ran the stand and

1 had to watch’
.who I could sit at tables with. If -

threw up. They carried me to the
doctor's. I had 105 [degree] fever;
my nerves were shot.

“When I went back a few nights
later, | heard that people had been
asking for their money back be-
cause they couldn't hear ‘Let Me
Off Uptown." This time they let me
sit at the bar.

“Later on, when [ was with Artie
Shaw, | went to a dance date and

they wouldn't even let me in the

place. ‘This is a white dance,’ they
said, and there was my name right
outside. I told them who I was.
When | finally did get in, I played
that first set, trying to keep from
erying. By the time 1 got through
the set, the tears were rolling down
my cheeks. [ went up to a dressing
room and stood in a corner crying
and saying to myself why the hell
did 1 come out here again when |
knew what would happen.

“Artie came in and he was real
great. He made the guy apologize
that wouldn’t let me in, and got him

“Man, when you're on the stage,
you're great, but as soon as you
come off, you're nothing. It's not
worth the glory, not warth the
mone!y. not worth anything. Never

n‘l!

Happily, Eldridge did not have to
live up to his resolution. Conditions
improved a little, and by 1949 he

.was back in the Krupa band. The
following - year he. worked with
Benny. Goodman, touring Europe,
then stayed on the Continent play-

“ing with everyone from Sidney

Bechet to Charlie Parker and re-
cording, among other things, a
delightful blues vocal in French,
*Tu Disais Que Tum’Aimais.”

Much of the rest of his playing
career was with mixed bands, most
notably on tour with Norman
Granz's Jazz at the Philharmonic
(named for Los Angeles’ Philhar-
monic Auditorium). He also co-led
a quintet with Coleman Hawkins.

Roy Eldridge was to the evolu-

tion of jazz trumpet in the 1830s and
early '40s what Armstrong had
been in the '20s, and what Dizzy
Gillespie would be from the mid-
'40s, what Miles Davis would be in
the '50s. He recorded with every-
one from Art Tatum and Harry
(Sweets) Edison and Oscar Peter-
son and Bud Freeman, with a string
ensemble,with a Dixieland band.

How it must have rankled him,
during those last eight years when
playing was forbidden to him, o
see SO many avenues opening up.
What a joy it would have been to
share his company, and his sound,
at the jazz parties and on the jaz2
cruises. The last time we talked, a
year ago, he sounded as cheerful as
ever. If he was laughing on the
outside and still crying on the
inside, he did a magnificent job of
concealing it.

Ave atque vale, Little Jazz.

[-
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\ Part V1/Monday, February 27, 199

- An Affectionate Look
 at the Blues Idiom -

i Ithough the blues has- been
¢ documented endlessly in print,
- it has seldom been dealt with
- adequately on the television
! screen. “Wild Women Don’t Have
the Blues,” airing tonight at 10 on

| Channel 28, is the exception: a
_ superb hourlong examination not
. only of the idiom itself, but also of
. its social origins, evolution and

ct on black America.
ucer Carol Doyle Van Val-

kenburgh came L0 her subject
armed with affection and under-
standing. The story takes us’ from
sharecropper families (Koko Tay-
lor talking about her origins) to the
minstrel shows and river boats, L0
Ma Rainey introducing the blues on
stage in 1902, and eventually via
the vaudeville circuit northward to
Harlem and recordings (Mamie
Smith's pioneering “Crazy Blues"
in 1920) and the movies (the one
and only Bessie Smith film a decade
later).

The archival footage showing
blacks dancing and strutting
around the turn of the century is
skillfully mixed with live reminis-
‘cences by the historian Chris Al-
bertson, the pianist Sammy"Price
(looking back at Jim Crow in the
1920s) and the guitarist/archivist
Danny Barker with his wifé, the
singer Blue Lu Barker. Alberta
Hunter sings “My Handy Man," not
long before her death at 89 in 1984.

Despised by older blacks as*'The
Devil's Music,” the blues was the

chosen idiom of an Afro- American
generation that flourished until the

- Depression, when record sales

, pop songs took over, and
the talkies edged out vaudeville.

Some singers went back to the
church; others, like Mamie Smith,
died penniless. A handful,. like
Ethel Waters, became big-time
stars. i

In a poignant finale, 1da Wood-
son, in Florida a year or SO ago,
sings an a cappella blues verse:

Sounds, camera work and. pro-
duction in general are all first rate
in this priceless piece of genuine
Americana. it
— LEONARD FEATHER







‘Bobby McFerrin scored a multiple Grammy triumph that was at

once surprising, gratifying and puzzling.

Making Grammy
Crossover History

By LEONARD FEATHER

b iinai-1080 may |

be remembered in the music

industry s
great jazz Grammy ¢rossover.

The most obvious evidence lies

in the quadruple victory of Bobby

McFerrin, who was a winner not

Just in the male jasz vocal catego-

ry but in two of the lop overall |
| tention drawn to him by his R&B

divisions, for record of the vear

and song of the vear (“Dont |

Worry. Be Happy ™), as well as for
top male vocal,

But consider also the following:
Take 6 won not only for jazz
group vocal but also for soul-gos-
pel group. Chick Corea won not in
a jazz category, but for R&H

instrumental (“Light Years").
Manhattan Transfer edged out a

big hit by the Beach Boys to win
in theé pop vocal group depart-
ment (“Brasil”),

Roger Kellaway, a distin-
guished jazz composer. was a

winner for best instrumental ar- |

rangement, another non-jazz de-
partment, for an album called
“Memos From Paradise™ by the
jazz clarinetist Eddie Danijels.
“Blues for Salvador™ by the Lat-
in-jazz guitarist Carios Santana
took the honors for best rock
instrumental.

What these victories add up to

~may well indicate a powerful

trend. Never before in the 3}
years history of the Grammy
awards have two top divisions

 been won by a jazz artist, and

never before have =0 many jazz-

. related musicians been honored in

B0 many norn-jazz categories
It may be argued that sueh
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"——'._"—‘__‘_———_——-——-—._____,___ e

LIS

L‘;t year of the |

winners as Manhattan Transfer

! and Carlos Santanaz no longer

belang strictly in the jazz domain, |
but those lines are thin and have
been the subject of much debate;
at the very least one can claim
that such victeries may lead to
nterest in other, more jazz-in-
clined works by the same per-
formers. Corea’s career s an
important case in point: The at-

victory could have an impact on
his new album with a strictly
acoustic jazz group.

The multiple triumph of Bobby
McFerrin was at once surprising,
gratifying and puzzling, Here is
an artist whose jazz credentials
are impeccabie, but who, over the
past decade, has broadened his
scope and his audience by devel-
oping into a unigue entertainer
and comedic personality.

“Don't Worry, Be Happy" was
& surprise winner not only be-
cause it was recorded a cappella;
unaccompanied (or self-accom-
panied) Grammy winners are as
common as one-armed jugglers,
This is just not the normal way to
achieve seven-digi! sales, It was
gratifying because McFerrin, a
genuinely gifted artist, hes
crossed over from the ghetto of

| Jazz catégories into the wider

warld of mass appeal.

Had this expansion not oc-
eurred. and had “Dan’t Worry, Be
Happy" simply sold modestly
well, there is not the slightest
chance that this would have been
voted either record of the year or
song of the year.

McFerrin, an honest man with-
out a bloated ego, lost no time in

Best rock instrumental honors went to guitarist Carlos Santana.

Urutnd Press Intérnanona!

The Manhattan Transfer wona Grammy in pop for its 'Brasil.”

admitting that he is fed up with
having to sing “Don't Worry,”
and that the awards obviously are
not based on artistic merit. If they
were, he could have won years
ago.

“Night in Tunisia,” his collabo-
ration with Manhattan Transfer
in 1985, could have been a record
of the year, and some of his earlier
compositions such as the fascinat-
ing “Feline” or the intriguing
“Sightless Bird," both in 1982,
might have earned him a song of
the year victory. Bul none of
these sold in massive quantities,
and no matter what producer
Pierre Cossette and other Nation-
al Academy of Recording Arts &
Sciences bigwigs may tell us, it
has been obvious for 31 years that

these top awards invariably go to
top sellers; if artistic merit hap-
pens to be involved, that is sheer
chance.

Grammy's first song.of the year
in 1958 was “Volare" (ak.a. “Nel
Blu Dipinto Di Blu"), now a
standing joke in the record world,
indicative of the Academy mem-
bers’ inability to distinguish pop-
ularity from musical merit. Jump
forward and we arrive at “Don't
Worry, Be Happy”—the song of
the year for 1989! Hardly a com-
position, barely a song. really a
ditty, requiring about as much
talent as a nursery rhyme,
McFerrin must be enjoying a
secret smile, wondering whether
his award-winning opus will en-
Joy any currency in 2039,

'.'Q 1
L

There is still anoLNer fumy o
the McFerrin sweep: Aloggis
the three pop Grammys hess
in a jazz category not for

| album, nor even for ap

song from that album, fitles
single tune for which le@s
with the bassist Rob %
man—"“Brothers,” on Wage
man'’s MCA album. i
Despite all these paradas 4
remains highly probably thiss
achievements of McFerrin, (s,
Manhattan Transfer and {hese
will have some salutary s
They not only indicate thézs:
ing acceptance of perfdiﬁjz

The policy within
jazz, as seems tobe
indicated by this
year’s results, must ._
be: If you can’t best
‘em, join ‘em.
T

jazz-related men and women
more significantly indicq!ggﬂ-
ingness to accept them asptd
the big picture. R

The argument that thisimi |
necessarily means major comgs:
mises of the musicians’ infégs
IS not necessarily valid D
Sanborn. yet another crosgmr
artist this year (“Close Up, tes
pop instrumental), has mad &
clear in interviews tha
making music he believi ¥
never had any intention of selisg
out.

The most satisfying aspest of
the crossovers is that they have
enabled these nominees 10
cumvent the notorious aca
policy of according the -
treatment to jazz. Yet agam this
year, only two of the jazz catego-
ry winners appeared on the
vised ceremony. One
whether even McFerrin
6 would have appe: !
endless pop/rock extrava
had they not enjoyed vie
areas outside jazz.

All this would be of no impas=.
tance if the public did not tas&
these awards as seriously 8 #

end—an end that co
eventual acceptance to mi
uine examples of top-g 1
may ultimately justify
If it doesn't, well, don't W
happy; jazz survived I
lere were Grammy a
be with us lo
mys have outlived t

‘batable usefulness.
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in 1954, at the end |
's first and only

all-white Artie Shaw orchestra.
The name of her first husband is
mumbled just once; the later man in
her life, Louis McKay, who in fact
went to London with her, is written
out and placed in Switzerland.
Scott’s voice is at times strong
and affecting, if one tries to
overlook her apparent inds

indecision
-about whether to simulate the style

of her role model. “Strange Fruit,”

- the most demanding song of all

with its gruesome story of a

Diana Ross’ credit, tho
came closer than any of her
successors to the sound and

f the woman she
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our admission fees to musicians;
about 30% went to the govern-

ya Champion in Vartan Tonoyan

“I toid them no, in jazz everyone
has right to play; jam 'sessfon is not

Jnion’s first jazz magazine.
told there

business,

it was

in the career of

ment, 20% to the racketeers; for
racketeering you have to pay ev-
erybody. Sure, I can say that. I say
whatever I like. That's why my jazz
club became famous, because I was
saying everything in Soviet Union
despite the fact that I could have
troubles.

“Since last September we have
jazz every night instead of just
Wednesdays. We got to the point
where if nobody helps us, at least
nobody interferes.” '

‘When musicians such as Billy
Taylor, Dave Brubeck, Paul Horn
or Pat Metheny came to the Blue-
bird and sat in, the Union of

. very inexpensive.”

KGB.” :

Tonoyan'’s tenacity has paid off, |
For a year, because there was no
budget for musicians, he used his
own salary of 100 rubles a- month
($150) to pay them. “We ‘are
cheapest jazz club in world; only
three rubles admission. There is no
alcohol—in Russia some people
have problems with drinking—but
we have good food, coffee, juices,

On the first anniversary of the
Bluebird’s opening, Tonoyan
launched a second room, Vartan’s |
Jazz, a semi-private club aimed |
mainly at the foreign community. It

Composers wanted to know why
Tonoyan had not asked permission. :

T

Please see TONOYAN, Page 7

~ we played, why so ma ¢ diplomats
S vere dorking 11, We couldu give

-

cleaner; the air is more fresh. You ||
can see the changes Gorbachev is |
making in Moscow, but in Central
Russia it moves more slowly,

“It may take two or three dec-
ades to accomplish all we want to
do, but we are on our way.”

to teach there. I am trying to find
sponsors for this.”

Despite the red tape, the com-
mittees, the maze of paperwork and
all the other obstacles, he believes
that conditions have improved.
“The atmosphere for culture is

"TONOYAN

Continued from Page 6

~was here that the last scene was
=blayed in the great George Shultz

& "I heard he plays tenor sax, so I
 thought why not invite him? Well, |JF
L as soon as Soviet officials heard of

. this, they made all the changes in
, the Bluebird that I had been re-

4 % © Part VI/Tuesday, March 28, 1989
squesting for a year: Lighting, fur- -

Jazz Reviews
| Turtle Island String Quartet Displays Eclectic I :_‘

" he Turtle Island String Quar- r
tet made a rare local appear-

.
-
-
-~
-

Since an agreement was made
all to pay the musicians, they
been receiving ( “depending
quality”) from 25 to 50
a night, “It's not bad, be-
it's so difficult to find jobs for |}
men who are not invited to
in official concert halls.”

of Tonoyan's problems is
fon. The highly regarded
Ganelin Trio emigrat-
Igor Butman, a tenor

o ance Saturday at the Valley ;’
“ ‘Cities Jewish Community Centerin |
- Sherman Oaks. (The quartet will f

|
!

SEE
it

tevryy
17

* return Sunday for a free concert at

*. the Wadsworth Theater.)
It is hard to conceive of a musical
! - area in which these totally gifted
) g‘erformers would not be at ease.
- Their eclecticism took them
through a program in which com-
‘position, arrangements and im-
whom Grover Washington . . provisation were interwoven with

at the Bluebird, Jeft for [ ~ ~uncanny ingenuity.
to study at the Berklee || . Unlike other similarly constitut-

of Music; he played on ~-ed groups, they all have the ability,
'srecent album. = | ~“both in ensembles and ad-lib solos,

Soviet jazz is improving, but to convey a true feeling for the

“fMonoyan has ‘ambitious pla -nature of jazz. Violinist David Ba-
4 Lov. By lakrishnan’s inspired arrangement

o &
t‘ -
Fupgrade it. "1 want to persuade ‘of “Night in Tunisia” established

% more A to come over on ~

-~ =

[« B \cial Gos- ~their sensitivity in this idiom. Darol
& ¥isit, not just through official Gos _Anger, also an accomplished jazz

§ concert channels, but just dealing -
= bR | B e e
rai - o ) g | i

E will talk about my uem} ]  £Nw ‘mﬂl‘; 1{}°°t& ATh*;re was
a private jazz school in | even a touch of New ge in their

to invite famous musicians | | to B;Iph Towner of the

41
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tolen Moments,” )

. otreet Stuff” and violist Irene
~Sazer’s arrangement of “The Side.
:ninder, a 24-bar blues in which
dark Summer played arco and
‘Dlzzicato solog while the others
-offered riffing support,

- must be the world’s fore-
flh:t jazz viola player (admittedly
- i8 not a crowded field), Her
» A panied interlude on “Sun-
ugust Full of Moon” was
tic, as was hey every solo.
Island 8§
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BEFORE

di Leonard Feather

SOTTO TORCHIO CONTE CANDOLI

1l critico americano da I’avvio a una nuova rubrica, sottoponendo
nove dischi al trombettista reso famoso da Stan Kenton.

utti i lettori appassionati di jazz

sanno, 0 immaginano, che cosa

sia un «blindfold test» (letteral-
mente: esame a occhi bendati), e ben
lo so io che ne ho condotti in quantita.
Si tratta di fare ascoltare a un musicista
dei brani musicali, senza rivelargli nul-
la di nulla su date e formazioni, e tra-
scrivere i suoi commenti. Ora ho deci-
so un'innovazione, per dar vita a una
nuova rubrica intitolata appunto Befo-
re & After (Prima e dopo): riferird an-
che le reazioni dei musicisti nel mo-
mento in cui finalmente gli si dice chi
e che cosa hanno ascoltato. Il primo
«paziente» con la cuffia dell’hi fi & Con-
te Candoli, ed & pertanto ovvio che ho
cercato dischi in cui il punto di riferi-
mento fosse un trombettista. A volte
viene indicata una votazione in «stel-
len: & quella abituale nelle valutazioni
di dischi in America: cinque stelle
vuol dire «eccellente», quattro «molto
buono», tre «buono», due e una sola
stella, ovviamente, per le bocciature.

Prima: «Mi piace il brano. Devo
averlo gia sentito; & qualcosa che so-
miglia a Blue Skies, con un altro inciso.
Il contralto era gradevole. La tromba...
posso sentire l'influsso di Clifford
Brown. Suona come il primo Freddie
Hubbard. Quel growl lo ha tradito; gli
piace usarlo. Era davvero buono.

«La sezione ritmica non era proprio
compatta, non stava abbastanza insie-
me. Il tenore era solo gradevole. Ma
gli darei quattro stelle, soprattutto per
la trombanx.

Dopo: «Wynton? Sono stupefatto...
non posso crederci! Suona in modo
cosi diverso ora, piu vicino alle cose
di Miles. Branford al sax contralto?
Davvero! Non 1'ho mai ascoltato molto.
Sai, qui Art non mi & piaciuto.

«Sono totalmente sorpreso dalla
tromba. Ha lavorato benissimo. Mi pia-
ceva decisamente di pill come suona-
va prima, con un po' piu vita. Ma é an-
cora uno strumentista sbalorditivos.
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Secondo «Conte» Candolli, il minore
ma il pitt noto di due fratelli
trombettisti, & nato il 12 luglio 1927

a Mishawaka, nell’Indiana.

Impostosi all’attenzione gia negli
anni '40 con Woody Herman,

ha avuto momenti di particolare fama
tra il 1952 e il 1954 in una

memorabile edizione dell'orchestra
di Stan Kenton. Il famoso

leader gli aveva dedicato un brano
importante, intitolato appunto
Portrait Of A Count, in cui

emergeva il suo brillante stile solistico.
Valido esponente in seguito del jazz
della West Coast soprattutto

al Lighthouse Club di Hermosa
Beach, si & esibito in molteplici
contesti, tra i quali, nei primi anni '60,
la Concert Jazz Band di Gerry
Mulligan e, molto pii di recente,

il gruppo dei Supersax. Ha anche
partecipato, in Italia, a

registrazioni con I'orchestra della Rai.

Prima: «Una specie di samba-
calypso con l'inciso di I Got Rhythm...
Il batterista era a posto, ma troppo po-
tente. Mi & piaciuto molto il lavoro del
contrabbasso, c'era un grande wal-
king. Ho apprezzato molto l'alto, ma
non so chi sia. Non conosco il trombet-
tista e non sono molto impressionato
da quanto ha fatto... E un brano simpa-
tico, una cosa carina da inserire in un
album quando vuoi mostrare in quanti
diversi modi sai suonare jazz. Gli do
due stelle, merito dell’alto».

Dopo: «Bobby Bradford? Ne ho senti-
to parlare. E due contrabbassisti! ...
Benché abbia suonato con Sherman,
non l'avevo riconosciuto. E stato con
noi nei Supersax, ultimamente, e ha
fatto un gran lavoro; il miglior batteri-
sta che abbiamo avuto da molto tem-
po. Sono tutti musicisti locali? Davve-
ro! Beh, come ho detto, & un simpatico
modo di cambiare le cosen.

Prima: «Il brano e grandioso: adoro
il modo in cui passa da blues minore a
blues regolare... e mi piace la fusione
di tromba con sordina e tenore. Proba-
bilmente sono Stacy e Herman. Suona
anche come se ci fosse Rowles al pia-
no, e Monty Budwig al basso. Forse
Jeff Hamilton alla batteria.

«Gli assoli mi sono piaciuti; Stacy ha
suonato benissimo, come fa sempre; €
uno dei miei musicisti preferiti (ma-
schi o femmine che siano). Mi ricordo
quando Jimmy la portd allo Shelly’s
Manne Hole, avra avuto dodici e tredi-
ci anni, e lui mi disse che stava per
darle un flicorno. Ho ascoltato i suoi
progressi anno dopo anno. Quattro
stelle all'insiemen.

Dopo: «Non era Monty al contrab-
basso? Beh, quando Monty se ne ando
dallo Shelly’s Manne e Chuck lo sosti-
tui, suonavano in maniera molto simile.
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afternoon by KLON at the John
Anson Ford Theatre.
“Jazz West Coast: The Great
Ammem was the apt. title. Three
were led by Short

'Bnlman whose writing,

'it-h ) mu measure of spinzed

as his "Moon of Mannakoora” paro-
dy; the Monk tune “1 Mean You,"

given over mainly to three soprano
;saxes, and the witty “Just Fri

ke it up with his

.mastertul ‘tenor sax on “Rhythm-

1s: A Spe]lb'mding Matinee

The next. concert in KLON's
series will be “A Celebration of
Stan Kenton. i
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DUE VOCI JAZZ
NELLA HIT PARADE

L’evoluzione della pop music americana poteva del resto
preparare a queste felici «intrusioni» nelle classifiche
commerciali. E se Bobby McFerrin é famoso da anni, e il
momento di conoscere da vicino l'altra protagonista
della scalata, I'intensa Anita Baker, cresciuta nel gospel.

di Luciano Federighi

ricordato dai cronisti della musi-

ca leggera in Italia come quello
in cui ben due cantanti vicini al jazz —
Bobby McFermrin con il singolo Don’t
Worry Be Happy (Emi-Manhattan) e
Anita Baker con l'album «Giving You
The Best That I Got» (Elektra 60827) —
dettero la scalata alle classifiche disco-
grafiche. Preceduta da un altrettanto ri-
marchevole successo commerciale in
America e nel resto d'Europa, la pre-
senza di Bobby e Anita nelle nostre hit
parades non & perd affatto sorprenden-
te o paradossale: l'evoluzione stessa
della musica pop angloamericana ne-
gli ultimi anni, con un progressivo ri-
tormo di interesse per voci autentiche,
a tutto tondo (vedi, in diversi settori sti-
listici, la fortuna di Alison Moyet, di Ro-
bert Cray, di Tracy Chapman, di Gre-
gory Abbott), ci ha preparati alla possi-
bilita di simili «intrusioni».

Tanto I'arguto funambolo dei «vocali-
stics» che la nuova signora del canto
nero, inoltre, I'uno con mossa scoper-
ta, l'altra con arte pil sottile, hanno sa-
pientemente programmato la propria
accettazione da parte di un pubblico
assai piu vasto e generico di quello del
jazz o del soul. Il caso di McFerrin &
chiarissimo. Il sorridente motivetto
Don’t Worry Be Happy, di sua compo-
sizione, unisce una elementare conta-
giosita ritmico-melodica al potenziale
«novelty» di una voce flessibile e cama-
leontica che — pil volte sovraincisa —
va a coprire ruoli distinti, scindendosi
nelle sue cento luci. E l'allegro clip &
gia passato, in Italia, su varie reti televi-
sive, fin da febbraio.

Con il morbido trotto della sua scan-
sione reggae, il pigro e scabroaccento
antillese adottato dal cantante e la cru-
da articolazione grammaticale del te-
sto, il brano si colloca in un «genere»,
quello d_ella parodia caraibica, che ha
una storia ormai antica: il precedente
pil gustoso risale al 1946 ed & il calipso
Stone Cold Dead In The Market, can-
tanto in duo da Ella Fitzgerald e Louis
Jordan. Anch’esso, non a caso, fu un
grande hitinternazionale.

l' inverno del 1989 sara un giorno
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Anita Baker, una cantante che rivela le
proprie radici echurchy». Nella foto
in glto, Bobby McFerrin, funambolo vocale.

L’album da cui il singolo & tratto (inti-
tolato, significativamente, «Simple Plea-
sure» (7480591) conferma la scelta pa-
rallela di semplificazione sintattica e di
(pacata) espressione parodistica effet-
tuata da un McFerrin mutatosi in una
sorta di comedian canoro. Il doo-wop
di strada degli anni '80 (Good Lovin), il
funk-rock (Them Changes) e lo hard-
rock inglese (Sunshine Of Your Love), i
Beatles (Drive My Car), vi vengono tutti
rivisitati con quell'abile e guizzante
ghigno mimetico che & del resto un
tratto che gia caratterizzava il pil crea-
tivo Bobby degli inizi sanfranciscani. A
momenti, come nel rock'n'roll adole-
scenziale Suzie Q, i suoi ricami policro-
matici e il suo formidabile dinamismo
ritmico combinandosi in un tono di
astratta ironia danno una piena vitalita
grottesca al materiale. Ma prevale in
questo nuovo McFerrin un senso di in-
compiutezza e bonario disimpegno
che e frutto di uno sfruttamento troppo
parziale della fantasia dell'artista, a
vantaggio di un pit facileappeal.

Se Bobby entra nelle discoteche
semplificando-banalizzando la sua im-
magine musicale, la piccola Anita Ba-
ker conquista uno status di diva smus-
sando certe asprezze di natura gospel
e assumendo una posa appena pil sofi-

sticata, senza pero intaccare nella so-
stanza uno stile gia formato nel primo
album dell'83, 'eccellente «The Song-
stress» (Beverly Glen). Nativa di Tole-
do, Ohio, ma cresciuta a Detroit (la De-
troit vadulta» e verace di Aretha, non
quella pallida e ingenua di Diana Ross),
emersa dieci anni or sono come solista
dei Chapter 8, Anita & una delle figure
di spicco di quella corrente che il criti-
co Nelson George ha battezzato «wetro-
nuevos: cantanti neri che recuperano
valori della tradizione nera in una chia-
ve moderna, aggiornata nei suoni.

Contralto ampio e risonante, equili-
brato tra 1'oro bruno delle ombreggia-
ture profonde e il chiarore d’ambra
delle plastiche modulazioni di testa, la
Baker affronta ballate mature, pensose
(come la stessa Giving You The Best
That I Got), dal tono melodico sinuoso
che sembra modellato sul suo canto,
con una peculiare dizione un po' sfran-
giata e livida, e un piglio emozionale a
un tempo intenso e controllato (prima,
certo, i suoi «ad lib» potevano anche
essere ferocemente emotivi, con acuti
dalla penetrazione a volte abrasiva,
febbrile: e c'era un piu nudo pathos e
tormento in pezzi come Feel The Need
o Angel), e benché la sua «jazzita» sia
forse marginale, subordinata alla matri-
ce churchy, l'individualita espressiva &
rimarchevole e autenticamente afroa-
mericana, il fraseggio mobile, ben
scolpito.

L'eleganza un po' laccata degli ar-
rangiamenti ha contribuito guanto
'astuta, fine compressione della voce
al successo di Anita e del suo ultimo
Lp. Ma non meno, direi, hanno giocato
il singolare fascino del personaggio e
il connubio tra tensione interpretativa
e vibrante presenza scenica riflessi
nella esemplare, rara essenzialita dei
suoi popolari clips. Una «telegenia»
complessa e inquieta e ricca di vera
sensualitd, la sua, che si coglie in una
bella videocassetta Elektra (One Night
Of Rapture) realizzata dal vivo in un tea-
tro nero di Washington, con lo stesso
repertorio del precedente album della
cantante («Rapture», Elektra, dell'86) —
quello che per primo 1'ha proiettata an-
che oltre i confini etnici del soul. e
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se uno ha il feeling da giovane, lo avra
poi per tutta la carriera. Certo ho ap-
prezzato la’ tecnica, comungque, e mi
chiedo cosa potrebbero fare con qual-
cosa di un po’ pid semplices.

Prima: «E un brano che mi & sempre
piaciuto suonare. Mi sembrava Ruby.
Altrimenti & qualcuno che suona molto
simile a lui Mi piacciono le sezioni rit-
miche con quattro musicisti, con la
chitarra che suona il ritmo.

ad essere nello stesso gruppo con jui.
Tutti | musicisti lo conoscons, molto
meno il pubblicos.

Prima: «Ho paura di non riuscire a
dire molte cose positive su questo bra-
no. Gli assoli di sax alto, di tromba e di
tenore non mi hanno impressionato.
Sembrava di sentire un basso Fender,
ma forse era solo una questione di in-
cisione (L.F.: Per quel che ne so non
munPondﬂLHo:pmtohco

whmcm.qundnlarcham
cominciato a suonare in 3/4, mi
ricordato che Bill Holman fece un ar-
rangiamento in 3/4 di questo brano
per noi, nel Tonight Show.

«Va da sé che non so chi siano (ride).
Mi chiedo cosa ne penserebbe Duke!
E un po’ la versione pid strana che mi
aspetterei di sentire. Le trombe hanno
del materiale, ma suonano come se
non sapessero bene come utilizzarlo.
Forse potrei dar loro una stella per
premiare almeno il tentativo di fare
qualcosa di differente.

«Il piano... Non so cosa stesse cer-
cando di fare. Il pedale di sostegno
era uguale dappertutto. La banda, pre-
sa nel suo insieme, non era tanto male,
ma nonostante questo non pPosso ase-
gnare pil di una stella».

Dopo: «Non sapevo che fosse Sun
Ra. Non I'ho mai sentio; ne ho solo
Times Convention c'era una mostra di
fotografie, con vari soggetti, e c'era
una foto di Sun Ra. E io ho detto a qual-
cuno, chi & questo? Non ne avevo mai
sentito parlare. Ma mi hanno detto che
suona da tanto; credo che sia anche
nelle tue grazie.

«Michael Ray? Non conosco nean-
che lui. Certo se questo & tutto quello
che Sun Ra ha da dire... Anche su Or-
nette Coleman, quando & saltato fuori,
c'é stata una controversia, maalla
fine lui ha fatto qualcosa di bello. Ma
questo... non capisco perché hanno
voluto prendere un tema stupendo co-
me Take The A Train per poi distrug-
geriols

ﬁotd.mmanmmimdﬁhtr
gistrazione, Se & Clifford, potrebbe es-
sere Hank Mobley al tenore. Ma non
credo che alla batteria ci sia Max.
«Sono molto confuso sull’organico,
ma ho molto apprezzato la composizio-
ne, e i solisti, soprattutto il trombetti-
sta... Devo dare cinque stelle, per la

Perché c’'é stato un momento in cui ha
suonato esattamente come Bud, ma il
modeﬂmdommam

«Non dimenticherd quando
Clifford mori, chemlnmndoal
Lighthouse e ricevetti una telefonata
da Max, che voleva che mi unissi al
gruppo. Ma avevo appena cominciato
a suonare con Howard Rumsey, dopo
aver cercato per moito tempo di entra-
re nel suo gruppo, e sentivo che non
potevo andarmene. Sono sempre stato
molto grato a Max per aver pensato a
me, e mi spiace di non aver accettato.
Credo che fossi riluttante all’idea di
essere sempre in giros.

«L'influenza costituita da Clifford &
fenomenale. Sono davvero felice di
averlo conosciuto. Avevamo quasi la
stessa etd (L.F.: Brown aveva tre anni
meno) e lui era il ragazzo pill simpatico
del mondo, senza un vizio, e che incre-
dibile talentols. 0
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&huller A Man Who Lives in Harmony

music.
His brilianmt mind knows no
arriers, During the last 40 years,
‘his overlapping activities have
found him playing French horn in
the n Opera and on a
mmmmm
y works in the area of
rn art music; composing and
leeturing about “third stream mu-
de,"aurmheommdtn 1957 to

denote the combining of jazz and
n-ulhd

classical elements (a
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the Modern Jazz Quartet, who

recorded several of his words);

serving for 10 years as president of
Conservatory;

- the New England

composing and conducting for his
16-piape ragtime orchestra; and
writing the most comprehensive

and valuable series of textbooks

ever to deal with jazz from a
scholarly technical viewpoint.

Recently, after he visited Los
Angeles to conduct the ragtime
ensemble in a congert at
Pepperdine University, Schuller's
relaxed mood belied his staggering
schedule,

“It's amazing,” he said, “how this
music holds up for us. | can come
into a ragume concert feeling mis-

erable, It's been a lousy da;;.f everu};e
thing's gone wrong, yet after
first four bars of ‘Maple Leaf Rag’
I'm flying! We do about 30 to 40
concerts a year, using some of the
arrangements I've done, a lot of the
Jelly Roll Morton things, and we
have fun.”

Ragtime represents aminor facet
of his multiple images: “The main
thing,” he pointed out, “is that T've
been very active as a composer and

conductor. To give you an idea of

how busy I am, right now Lhave 18
commissions, and I'm working on
three of them mare or less simulta-
neously. All of them have dead-
lines; one may be due next week.

others in two or three years.”
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1 suming factor.

| seminal book,

ELLENJASKOL / LA Times
Gunther Schuller getsin groove
in new book, "The Swing Era.”

The commissions are for sym-
phony orchestras, string quartets,
chamber ensembles, and as soon as
one work is finished, Schuller ac-
cepts an assignment for another, so
that his schedule for “serious”
music is always full. The word

“serious” has to be put into quotes,
since jazz has long been a no less
serious subject for Schuller,

Conducting is another time-con-
“Lots of European
conducting; lots of guest conduct-
ing—and that can take a week,
because you've got maybe two or
three concerts, and four rehearsals,

1 so there goes the week. But 1 love

doing that. Since 1 gave up the
French horn 25 years, conducting
has been my main performance

! aCUVily. L

ago. Schuller's
“Early Jazz: Iis
Roots and Musmal Development”
(Oxford), traced the music from its
origins through the Depression
years. Newly published, also by
Oxford, is “The Swing Era.” an
astonishingly detailed work cov-
ering the period from 1930-1945.
Starting with a 50-page examina-
tion of Benny Goadman, it proceeds
to a briliant analysis of Duke
Ellington (110 pages), Louis Arm-
strong, Jimmie Lunceford and

pages to 17 other great black bands,
Schuller turns to the “great solo-
ists” (a dozen instrumentalists and
Billie Holiday), then spends 138
pages on the best known white
bands, concluding with chapters on
the “territory bands,” the small
groups, and sounds 10 come.

Aside from its enormous size,
Schuller’s 900 plus pages include no
less than 530 musical dluslral.ions.
based on recorded mmpl;es
solosor . This, in fact,
xsnntabookywmread,pmfm.
bly you sit at the piano and play it,
witha CDor LP player at your side.

Inlightof’ she‘umeinvd?edm
in reading “The Swing Era,” one

wonders how the autl'lgrfalm&fiuse
to write and assemble it.

Count Basie. After devoting 160

The first chapter I wrote 8M

1970, was the one on _

Then I realized that a book mm '

ought to start with Goodman, aﬂi

wrote his chapter. _'
“The fact is, [ just

There was a period of m&w d,

years when I didn’t wri 0

listen to a single record b

was busy with the C

in fact, that was one of

left there in 1977. 1 knewif ]|

1 could never finish )

Acquiring and 1}
records—some on 2
long cut-out albums
task in itself, for which Schu!
thanks one of his tw
engaged my son George fort
because he Has an
mind. He was in charge
this tremendous re
We had to beg, borrow,
it was lucky that at lea
few years we've had
reissues to draw on.”

The question arises: mw
book be meaningful to anyone
unable to read musie?

“Well, people can
idea of the overall shape
they can feel the general &
what [ mean. But is
choice for me in a |
essenmlly based

classical literature,

about Beethoven o

The only difference

jazz you have to trans(n’lbeitl

On the other hand .
acy must have reached
ble level, since S_ehullu

non-commercial ven:m
music that might ngt o
pubhshed. conzemporm?

Johnny Carisi, and ou:

of ragtime by Eubie |
Joplin and Joseph b
composers in my cal
put out beautiful engmre&

early 1960s. It's an int
of jazz and classical.”
The same.commel

“Well, it was slow and difficult.  cies
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From Elektric to Akoustic With Corea

By LEONARD FEATHER

“CHICK COREA AKOUSTIC
BAND.” GRP 9582. *k x k%

For the musicians so empatheti-
cally involved here—Corea, his
formidable bassist John Patitucei
‘and his totally accomplished drum-
mer Dave Weckl—this may well be
their finest hour,

with these “kute” titles. 2
elektric, now he's akoustic. What
next: will he change his name to

the finai cut, Horace Silver’s “Song
for My Father.” Suggestion: next
time, turn her loose.

By

_ment is

Sarah Vaughan in 1946, There is, in
fact, a trace of Vaughan in Haynes.
This collection of Jimmy van Heu-
sen songs, with pianist Cedar Wal-
ton's trio offering ideal backing,
might have been even more effec-
tive as a live night club album.
There are two little known tunes,
“For a Moment of Your Love" and
“I Could Have Told You.” But the
strength here lies in the likes of
“Like Someone in Love" (verse
included) and “Moonlight Becomes
You.” In terms of ¥ocal wardrohe,
Haynes certainly knows the right
things to wear.

“ARETHA'S JAZZ.” Aretha
Franklin. Atlantic 7 81230-2.
*okk ks _

This set of 1968 and 1972 items
might as well be titled “Aretha’s
Blues-Funk-Soul.” The jazz ele-

g in the big band that

‘but material by Big
and Sam Cooke 15 basi-
jazz-drenched in a Billie-to-Dinah-

Singleton

"

I IV LION & s * § _-;.A'
po sax) at his side in a most

promising debut, and Geri Allen |
again djqul:ging her pianisti

dedicated to Kessel, was composed
by fellow guitarist Laurindo Ai-
meida.

“UNDER NORTHERN LIGHTS.”
Keiko Matsui. MCAD 6274, % &
One of the most attractive new
additions to the fusion field, Matsui
plays mainly synclavier in this
pastiche of pop and New Age. (One
of the two vocal cuts actuaily
includes the phrase “A new age for
the world has come. . . ,”) Sheisa

_ fluent soloist and a composer who

seems to be finding her own way.
Here and there are touches of
guitar by Grant Geissman, saxo-
phone or flute by Eric Marienthal.

“THE TRUTH IS SPOKEN HERE."
Marcus Roberts, RCA Novus 3051-
2-N, ek kk ok .
It is indeed. Roberts' talent was
only partially revealed in his re-
cordings with Wynton Marsalis;
here he reveals an amazing eclecti-

‘cism both as composer and piamst.

phonist Todd Williams can de
heard on several tracks; the late

Charles Rouse plays tenor on three. |

Roberts runs the gamut from stride
into incredibly intricate rhythmic
knots on “Blue Monk,” captures the
Ellington piano essence in “Single
Petal of a Rose” and cooks in his
best straight-ahead groove on “Ina
Mellotone.” Derivative or not, he is
capable of original concepts, as his

nspiring
debut, produced and annotated by
Delfeayo Marsalis.

“RAINCHECK.' Nick Brignola.
Reservoir Cg %éﬁ (276 Pearl St.,
Kingston, N.Y. 12401 . %%
The baritone saxophone some-
how lends itself to such ballads as
“My Ship” and “Darn That
Dream.” Brignola, one of today’s
foremost master of ine big horn,
sets it aside now and hier: wo display
firgt-class facility on soprano and
ienor saxes 4nc clarinet. His
rhythm team (Kennv Sarron, pia-
no; George Mraz, bass: Billy Hart,
drums) leaves not « miliimeter for
improvement. : a
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LEONARD FEATHER'S

Before and After

It has long been obvious that musicians have two different sets of
reactions and comments on recordings by their peers; one when they
are unaware whom they are listening to, another after learning the
artist and what they have heard. That is the premise for this new

series.

Born in Los Angeles March 8, 1957,
Billy Childs has risen to individual prom-
inence recently, after sideman credits with
Freddie Hubbard, Dianne Reeves and J.J.
Johnson. His first Windham Hill album
last year, Take for Example This, reflected
his versatility. Having enjoved acceptance
in the jazz and fusion areas, he is now at
work in the classical field, composing
works for a string ensemble.

L. TOMMY FLANAGAN, Confirmation
(from Confirmation, Enmja). Charlie Parker,
composer; George Mraz, bass; Elvin Jones,
drums.

Before: That was one of the first things [
learned to play on. I like that form of tune,
where they go down [I-V starting on the VII,
instead of going straight to the IV. The piano
player was influenced by Bud Powell a lot,
with the way he voices his left hand and the
fluidity of his lines, I like his sense of phras-
ing, the way he doesn't always start on the
beat and end on the beat.

The bass player was good; showed a lot of

technique on his solo, and he walked adequa-

telv. Th . e
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BILLY CHILDS

seem more natural 10 me when Chick gets on
the mini-moog and Stanley’

bass and Gerry's playing that Latiny funk. But
when they go into the jazz section, it feels
lundn‘mﬂ: because Stanley's walking on an
Wm%t-wmdsdmﬁmhh
necessary (o more accurately to make |
sound more like jazz, "
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5. MARIAN MCPARTLAND. Take the A
Train (From Marian McPartland plays Stray-
korn Concord Jazz. Jerry Dodgion, alto sax
and arranger; Steve La Spina, bass; Joey
Baron, drums).

Before: That's a very witty arrangement of
that song. To play that contrary motion sax
line against bass line and not state the melody
until the end is very interesting. Judging from
that third stream type of concept of a grou-
p/ensemble type of thing, real slick arrange-
ment of things, maybe Phil Woods? Bass
player did some interesting things against the
bar line; his sound was rubbery and it didn’t
swing as hard as | would have liked. The
piano really didn’t move me that much.

After: It's a nice album; I'd give it two stars.
But Marian's great; she's got great harmonic
feeling. She just didn't do much on this one.

6. MULGREW MILLER (Wingspan from
Whng-, Landmark). Garrett, alto
SaX; ve Nelson, vibes; Charnett Moffett,
bass; Tony Reedus, drums.

Before: I think that was Mulgrew Miller and
boy, that was great! Everything about that [
liked. 1 could tell that was Mulgrew because he
did a certain lick that gave him away, and his
agile linear approach to changes—he's one of
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LEONARD FEATHER'S

Before and
After

it has long been obvious that musicians have two different sets of
reactions and comments on recordings by their peers; one when they
are unaware whom they are listening to, another after learning the
artist and what they have heard. That is the premise for this new

series.

This month’s musician:

Terri Lyne Carrington

After a decade as a teen and post-teen
prodigy in Boston and New York, Terri Lyne
Carnington moved to California early this year
to take a regular job as house drummer with
Michael Wolf on the nightly Arsenio Hall TV
show. The-interview took place shortly afler
she took up residence in Glendale, CA, and
just before the release of Real Life Story, her
first album on the Verve Forecast label.

1. COURTNEY PINE. A Ragamuffin’s Tale
(Island). Courtney Pine, tenor; Paul Hunt,
bass; Mark Mondesir, drums. Rec. 1988,

Before: 1 love that type of playing. It's
actually my favorite type of playing with a lot
of motivic development and without piano or
chordal instruments; just saxophone, bass and
drums. And it’s good for drummers, because a
drummer gets to walk like the bass and comp
like a piano player would.

Sounds like Branford to me. Executed very
well, and the drummer was great. 'm not
gonna guess who it is 'cause 1 don’t want to be
wrong. I would give it 4 stars.

After: Really? [ know Courtney, I didn’t
recognize that,

LF: Really? Where’d you meet him?

TLC: When I was with Wayne Shorter, this
band that was opposite us.

e o New Nark?

TLC: No, in Europe.

LF: In England?

TLC: Yeah. Which album was that — a
new one?

LF: Yeah, let me show you.

TLC: Branford will probably kill me. No,
he wouldn’t kill me. It's not an insult or
anything.

LF: That was Mark Mondesir on drums,
Paul Hunt on bass.

TLC: 1 know Mark very well. See, to me,
the young musicians — Le. up to 25 — they
grow and develop fast. So to me it’s harder 1o
recognize somebody — I've heard them play

- il actually. And le grow and
improyalgeiually. And people grow an

2. ELVIN JONES. 5/4 Thing 11T or st
tion, Blue Note).

Before: Elvin Jones! 1 have that record. I
think, Well, my father had it. I don’t have any
records.

LF: Do you know what it's called?

TLC: 1 want to say 5/4 Thing. 1 think
George Coleman wrote it. [ believe [ played it
with him. I played it with him a few times.
Anyway, that's a great song. Only problem,
the thing that bugs me — I mean, I gotta give
Elvin five stars, or a hundred stars. You can't
really judge someone in terms of stars when
it's somebody who helped innovate as much
as he did. But the conga drums bugged me,
going through the drum solo. Instead of keep-
ing that 5/4 clave thing going, he could have
just played along with Elvin. I couldn't zero in

like a combination of acoustic and electric
bass. Randy Tico? I don’t know him.

I thought it was Flora and Airto, but I'm
not familiar enough with their steff, so I

didn’t want to say, There’s a lot of clones that
come out, vou know. [ don't like to insult
people, if it's someone just somebody trving to
sound like them. This wasn’t your typical
conga type percussion — it was, like, toys,
which Airto does well. A different sound.

4. RAY CHARLES & BETTY CARTER. Just
You, Just Me (ABC). Marty Paich, arranger,
conductor; Mel Lewis, drums.

Before: That was great; it was Betty Carter.

She’s one of my favorites. Her phrasing is
unbelievable — she’s one of the greatest
phrasers of all time,
't know whose big band that was, but
1 . 1 section was
reminiscent of Basie. [ like drummer’s
time. You know, time is 5o very personal=—
some people like to hear it played on top,
some like to hear it behind the beat, whatever.
This guy set up the band just right.

The other singer? Yeah, it sounded like
Jon Hendricks for a second, but | couldn't
swear that it was Jon. It was a very familiar
voice, Five stars.

After: That was Ray Charles? And the
tenor solo was Fathead Newman? Well, I
never knew about this — didn’t know Betty
Carter and Ray Charles recorded together. So
that was Ray Charles’ band? (LF: No, it was
an all star pick-up band.) The trumpet section

really killed me. Marty Paich? °t know
him. His son 15 David Paich? | don't know

sibat Elain aac 4o

After: Candido? Well, I didn’t know who it
was, but he was too loud in the mix. So Frank
Foster was on the date, to0? But the soloist
was definitely George Coleman.

3. FLORA PURIM. A Esperanca (from Mid-
night Sun, Virgin), Purim, Michel Columbier,
composers; Airto Moreira, percussion.

_ Before: [ liked the song; that was interest-
ing to me because I'm concentrating a lot on
writing and singing. The composition was
very beautiful. It had definite Brazilian over-
tones. The chords moved in that Brazilian
way.

I've been listening to a lot of Brazlian
music over the past couple of years. Wayne
Sporter- 15 really fond of this kind of music, I'd
give this four stars:

After: I liked the bass player — it sounded
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him either,

5. TONY WILLIAMS, Only With You (from
Angel Street, Blue Note). Williams, drums,
composer; Billy Pierce, saxophone; Mulgrew

is available

in microform
- from University
Microfilms >
International.

Cais oll-Iree 800-521-3044 In Mickegan, >
Alaska und Hawan call collect 313-761-4700 Or
ma inquiry to. Unuvarsily Microfdms Internstional,
300 North Zeeb Hoad, Ann Arbor, Mi 48106

Miller, piano; Chamett Moffett, bass: Wallace
Roney, trumpet.

Before: It sounded like 2 Tony Williams
composition. Sounds like Tony Williams'
band too. The drums were up in the mix.

Depending on which record that was, it
could be Billy Pierce, Wallace Roney, Char-
neit Moffett, Mulgrew Miller.

After: 'm not surprnised. Tony has a
unique way of writing, but it completely
amazes me that he's doing that kind of thing
these days. He's done so many things — with
Miles, with Lifetime, and back to 2 more
straight kind of jazz. All growing experiences.

LF: Do you like what he's doing now with
this group?

TLC: T think people should do whatever
they want to do. He's obviously doing that
because he's obviously not concerned about
making money. That medium isn’t — you
know — it’s not for making a lot of money. So
he must really want to do it, and I think that
for a long time he's wanted 1o really write and
lead another band. I'm happy for him that
he's doing i, as long as he's happy.

I'm not trving to dodge your question, but
I don’t like to make comparisons, If 1 were 1o
compare it with Miles Davis — well, I kind of
like musically what was happening in the
"60's. But these are different times and he’s in
a different phase. Tony's grown, he's not a kid
any more.

I've heard him play some things recently,
with Herbie Hancock, or whatever, that scem
more challenging to him, to my ear, and he's
as great as ever. But I can't expect him to play
In a certain way today. | dont play like 1
played five years ago. Some people probably
liked my plaving better when I was 16 or 17.
That's their taste. But if | were playing the
same, [ would be stagnant.

I'd rather have someone do something dif-
ferent, whether 1 like it or not, than do the
same thing over and over again.

I would rate Tony five stars, but what [
actually heard them [ would rate 3.

6. BUDDY RICH-MAX ROACH. Sing Sing
Sing (from Rich vs. Roach, Mercury).

Before: Whoooo! Thunderous drumming!
Sounds like Max Roach to me. Good arrange-
ment 100, 1 forget the name of that song, but
I've heard it before.

What can | say? Five stary, & miltion stacs

Max took drum solos 10 another level: but
I wasn't around at the time, %0 1 can’t w2y he
was the first person 10 do this. He knocked me
out at & solo drum concert when ! was mavhe
¢ight or nine years old. | would go home snd
try to play the stuff I heard

After: Really? You know what? | thought
of Buddy Rich as soon as those burz rolls
came in. Then | thought maybe there was 3
time when Max was playing Ike that But 1
couldn’t really 1ell that there were two drum-
mers.

| heard something in there that remunded
me of a drum buok that | used 10 practice out
of. Buddy Rich and Philly Joe Jomes both
came out of that kind of snare drum school.

P've heard 3 lot of people sy Buddy was
the greatest because he had the greatest tech-
nigue, but I see him as just & great drummer,
and very musical, and he swung the tech-
nique was secondary, He was 3 great influence
for me and people still hesr him in me
sometimes when 1 play solo. He helped me
out a lot, too; wok me on TV shows Even let
me sit i with his big band when he came 10
Boston. Max Roach did the same, helped mea
lot after 1 went to New York.

7. CHICK COREA ELEKTRIC BAND, (it
Gare/Rumble (GRP),

Before: Composition great; execation great
Drumming great, 1oo; that awesame kind of
modern day technique. Makes me feel |
should lock myself up in a closer and practice
eight hours a day till | can play like that

The composer took some pages out of
Wayne Shorter’s book; not from the album |
was on, but the one before that. Also. he took
a big page out of something of McCoy Tyner's
—I forget the name. [ heard synth stabs with
some of the clectric-drum snare and cymbal
hits. T like that kind of panctuation effect

I'd give it five for the precise performance,
maybe 3¥: for the composition.

The drummer sounded like one of the new
generation of technical monsters hike Dave
Weckl. The synth solo was great, I could guess
and say Chick Corea

After: Well, 1 guessed it nght, but | don't
like to guess too much and pul people i 2
certain bag. I think pigeonholes are for pi-
geons! That's my quote for the vear n

June 25-July 7, 1989

at the

Skidmore
College

Summer
Jazz Institute

Conlact: Gerald Zaffuts, Director

Oftice of the Dean of Special Programs
Skidmore College

Enjoy two weeks of intensive
jazz study with six of the
world's finest jazz
musicians/educators. This
unique opportunity invoives
combo rehearsals, improv-
isation, theory, history &
listening sessions, and
instrumental master classes,
each coached or taught by
our distinguished faculty.
You will also have the
opportunity to attend the
Newport Jazz Festival in
Saratoga, July 1 & 2.

. Tocully
Dick Katz £d Shaughnessy
Pigno Drums
Milt Hinton Buddy Baker
Bass Frombone
Don Menza Al Vizzuiti
Reeds [runmpet

Typical Daily Schedule _

9:00 Combo Rehearsal

10:30 Improvisation, Theory
12:00 Lunch

1:00 History/Listening

2:30 Faculty Master Class

4:00 Instrumental Master Class
500 Dinner

8:00 Concert




8y LEONARD FEATHER

ARIS REUNION BAND
Ppmxemum Entertainment
VSH 10004, (Box 909.
Hightstown. N.J.08520) e ek
Proscenium has entered the @7z
video stakes with a series of ses-
ginns recorded In West Germany.
Despite M ule, “Panis Reunion
Band” was taped live at the Thea-
terhaus in Stutigart, with a group
of Americans most of whom have
worked together off and on since
1984,
OF the original members heard
here, Natnan Davisisa Pitts
saxophonist: the
an Ellingion
lived for many years
in Vienna, Woody Shaw is the New
York trampeter, and Walter Bish-
op. 1 veteran bop pianist, is
New York based. The band's regu-
lar pianist. Kenny Drew, is repre-
gented here 25 composer of the first
sumber, “Tune Down.”
Two focent are Nal
Adderiey on cornet ( who plays his
o slandsrd “Work Song")
Curtis Fuller on trombone, fea-
wired ih 2 very busy and unfolksy
T Folks.”
Ihe slopoy ensembles suggest 2
\ack of renearsal (had they just
_jusped off the plane from Paris’);
but Shaw's eminently personal
nom graces “Swest Love of Mine,”
and the sax work of Nathan Davis
and Joe Henderson counteracts
some desultory mterludes.
OREGON. Proscenium Entertain-
menit VHS 10003, * * Xtz
{iregon’s eclecticismy is well rep-
resented in this live set taped at the
1987 Freiburg Arts Pestival. The
musicians sensitive interplay takes
them through a series of semiclas-
sical, moda!, New Age and Indi-
anesque works, among them the
familiar “Icarus” with its bass
sitar-like drones, and “Leather
Cats” with Glen Moore. The:tabla
work bv Trilok Gurty, a percussion
expert from Bombay, and Paul
MeCandless on oboe and English
horn, stand out in this polyethnic
Drogram.
SUPER DRUMMING. Proscenium
Entertainment 10003. % %12
The participation of Louie Bellson
an three of the 10 cuts is the only

-
- -

m.!immy

Le Jazz Hot Now on Video

of interest here, though fel-
will no doubt relate
well to the contributions of Cozy
Powell. a rock drummer from qu-
\and; Gerry Brown, reportedly Lio-
nel Richie’s favorite drummer;
Nippy Noya and Pete York. who
share the percussion excursions on
“Collapso Calypso.” and a backup
band that includes Brian Augerand
Gerd Wilden on keyboards. The
supposedly grand finale in which
allsbcdmmmewtakepartisanti-
climactic. The mnotes claim that
these men constitute & “Who's
Who" of jazz and rock drumming—
possibly the overstatement of the
year. Recorded sound (in a cathe-
dral in Ulm, West Germany) is just
about adequate.

EGBERTO GISMONTL Prosceni-
um Entertainment 10006. % % * %
A one-time student of Nadia Bou-
langer, Gismonti here displays his
mastery of what he has called
“Bragilian funk.” both on guitar
(for the first four numbers, two of
which he plays unaccompanied on
12-string acoustic guitar) and pia-
no (on the last three compositions).
Videotaped live in Freiburg. it's a
fascipating close-up (literally) of
his approach to a highly charged
misic that is often more essentially
rhythmic than harmonic.

Gismonti is backed on some
tunes by six-string guitar, synthe-
sizer and percussion. The amazing
crisscrossing of rhythms at the
piano suggest that if Thelonious
Monk had been raised in Brazil, and
had enjoyed such phenomenal
technique, this is how he might
have sounded.

«“0M-PACT, adj.- marked by an
arrangement of parts or units
closely pressed, packed, grounded
or knit together with very slight
intervals or intervening space.”

Would that it were so. Make that
“no intervening space atall.”

Space (on the record shelves)
hecomes ever more sparse as the
endless flood of jazz CDs seems less
and less compact.

Space (on the printed page) 18
limited to the point at which the
reviewer finds himself unable to

much of jazz history is being re-en-
acted through the CD reissue proj-
ects at Fantasy, CBS, RCA and
elsewhere, but the process of selec-
tion is ever moré hazardous. If very
few items with arating under three
stars appear nowadays, it is by no
means due to the shortage of
mediocre albums, but rather be-
cause of the need to draw attention
to the cream rather than the crud.

NO MORE BLUES. Susannah
.

=

McCorkle. Coneord Jazz CCD 4370.
K& kR
McCorkle's switeh to Concord
should be a helpful career move.
Fast-forward past the first two
tunes (why does she set up such
hurdles for herself as “Fascinating
Rhythm” and “Swing That Mu-
si¢’™); cut three is “The Ballad of
Pearly Sue,” a delightful song by
Gerry Mulligan (words and musie).
Funny and feminist, it will bring
Please see Page 90

-
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Continued from Page 63

10 (and the occasional LP, though
these are by now few and far
between).

We should be content that so

mendable backing are Ken Pe-
plowski on tenor sax and clarinet,
Dave Frishberg on piano (one tune
is his own hilarious “Can’t Take
You Nowhere”) and Emily Remler
on guitar. McCorkle, whose Portu-
guese on “No More Blues” sounds
flawless to these ears, has a pen-

joy to the heart of Stacy Rowles.
Prominent in the generally com-

timbre, and an ear that can hear '.
grass growing—McCorkle is the
best of the entire crop of jazz
singers to come 10 prominence i
the 1980s.

JUMPIN’ IN THE FUTURE. Gun-
ther Schuller. GM 3010 CD (167
Dudley Rd., Newton Center, MA
02159) %k Kk Kk

As if his gigantic contribution o
the literature of jazz were not
enough (witness such books as the
recently published “Swing Era"),
Schuller’s ability to practice what

~“chant for picking out little known

verses to well known songs, as on
“Do Nothing” and “Who Cares?”
Perfect on every lgv_el_fp_hys_s_igg,_

he preaches is resplendently dis-

played here.
The sessions came about when
George Schuller chanced across &

EERURTCE  CENRC AR VARG o0

collection of his father's old compo-
sitions and arrangements, mainly
| trom the 1950s, most of which had
never been performed in public. It
was decided to rehearse them with
a Boston orchestra by the name of
Orange Then Blue, in which the
younger Schuller plays drums.

The results are startling. If Gun-
ther Schuller is not the most
original of composers, he is at least
(like his role model Gil Evans, to
whom these performances are ded-
icated) an arranger of transcen-
dent skill.

Do not be disconcerted by the
opening title, “When the Saints Go
Marchin’ In.” It is a sort of fantasy-
apotheosis based mainly on the

first four notes of the theme. Closer
1o the Gil Evans image are “Sum-
mertime,” “Blue Moon,” “Anthro-
pology” and “Yesterdays.” Of the
three Schuller originals, the title
number is the most astonishing;
written in 1947, it was decades
ahead of its time, with polyphonic
textures and exploratory harmony
then virtually unused in jazz.
Orange Then Blue is stronger as
an ensemble than as a showcase for
soloists, though the presence of
Howard Johnson on bass clarinet in
“Night Music” is of interesL. But
first and foremost this is Gunther
Schuller’s personal triumph.

~ PORTRAITS. Clark Terry. Chesky
JD 2 (Box 1268, Radio City Stn.,

ing musician and seems even less
inspired nowadays.

NYC 10101.) k k k2

Backed only by piano, bass an
drums, Terry uses a familiar prem-
ise (tributes to other trumpeters;
but never abandons his own style
in fact, Clyde McCoy's “Su
Blues” is truly sublimated. “Au
tumn Leaves’ and “Ciribiribin” 0
muted trumpet and “Sleepy Tim
Down South” on fluegeihorn
affectionate but still non-imitative
dedications; “I Can't Get Started”
has some of the original Bunny
Berigan warmth that inspired Ter-
ry, but ends less dramatically. Of
the two vocal cuts, “Finger Fili-
puster” is another long scatting-
the-blues excursion, but “Jive a
Five” is original and charming. ;
second horn would have given th,
session a touch of ensemble di‘fe‘ltl

sity.

——

digs deep into the
surprisingly compelling “Lush

roots, and a

deal with more than one CD out of

’ on Bravo

D FEATHER

“azz_Alive,” airing tonight on
the Bravo cable channel at 7
and midnight, was taped in
1983 in Toronto, with an assort-
ment of Canadian and American
musicians.

th

! Ferguson, who opens
e show with two numbers backed
by the Canadian house band self-

\mat_&o}mly reading its parts, plays
high, wide and not very handsome.
. bravura expert, he has rarely
how mh-m-._as an improvis-

Also past his prime was the great
Teddy Wilson, a seminal pian%:t of
the 1930s, seen here three years
before his death, going rather sadly
through the motions of what was
once an excitingly fresh style.

~ The late Woody Herman, 100, is

below optimum form as he takes
the house band through two of his
charts; but Moe Koffman, the prin-
cipal sideman, redeems this seg-
ment with his alto sax and piccolo
solos, as well as in his flute special-
ty on “Jitterbug Waltz.” He has
never quite received his-ljust des-
gerts outside Canada. . °

Waving the Canadian flag even
more proudly are the vibraphonist
Peter Appleyard, whose blues solo

Life” sung by Cecile Furness, The
latter, a tall and striking Afro-Ca-
nadian, assuredly deserves south-
of - the-Northern- border exposire.
Sharing the vocal honors, Mel
Torme is his perennial indomitabi€
self on a “Ridin’ High/Shootin
High" medley followed by @ blues,
“Sent for You Yesterday,” in which
he trades ad libs with Koffmat:
The finale finds Torme on A
with the band as the entiré cast
gathers on stage for Woody Her-
man’s “Apple Honey.” Cecile Fur-
ness, in an attempt at scattings
seems a little out of her territory
here. Over all, though its an
amiable ending to a mildly satisfy-

T

ing convocation.



Ella Fitzgerald Day will
pay tribute to her
incomparable successes

over five decades
Bv LEONARD FEATHER

he has been more famous, over a
Sionﬂer time span, than any other
female singer. She sits in the living
room of her bright, airy Beverly Hills
home, dressed in a simple white outfit,
slimmer than she has been since her teens.
Suspended from her necklace is a jeweled
golden ball, 2 gift from Jacqueline Picasso.
she is surrounded by countizss Sotitnals
artesting to her successes: Grammy awards,
NAACP Image Awards, Down Beat tro-
phies (she won her first in 1937). Yet Ella
Fitzgerald, who will turn 71 Tuesday,
remains amazingly unable to acknowledge
the full measure of her fame.

The Chick Webb band singer of the
1930s, the pioneer vocal bebopper of the
"40s, the Songbook Queen of the '50s and
'G0s (she won the first two of her 12
Grammys the year they were inaugurated,
1858, for her Berlin and Ellington albums),
the world traveler of the "70s, the Memorex
and American Express symbol of the 80s, is
baek on track after three years largely
gidelined by a series of illnesses,

“I'm sure looking forward to Friday,” she
says. Thatis the day when, during a belated
birthday tribute at the Beverly Hilton, she
will be saluted by Mel Torme, Joe Williams;
lieorge Shearing and dozens of other
idrirers. She will be the first recipient of
the Ella, a lifetime achievement award
being instituted by the Society of Singers.
Mayor Tom Bradléy will be on hand to
issure her that it will indeed, officially, be

From ¥ n Cotaction

+'Savely Balfreom in 1940. With Helen Humes and Count Basie in 1941.

Fitzgerald, who celebrates her 71st birthday Tuesday, has few regrets and a few ambitions.

IRIS SCHNEIDER / LA Times

Ella Fitzgerald Day in Los Angeles.

Felled by a heart condition in August,
1986, Fitzgerald underwent quintuple by-
pass surgery and was off for nine months,
then resumed work on an occasional basis,
but other physical problems led to another

“Staying home and being bored. T miss
the road. I miss going overseas. Certain
cities are almost like home, because I've
made so many friends there.”

The Ella Fitzgerald story clearly would
never make a motion picture; she has had

virtually defies any scavenging reporter to
find a negative comment or even the
whisper of a scandal. Who wants to see a
movie about that kind of stuff?

She has few regrets and a few ambitions.
“I love music so much, but I never really

no troubles with booze or drugs, is friendly

had any schooling. I can read music, but not
with her ex-husband, Ray Brown, and

*Please see Page 66

long stretch of semi-inactivity.

“I've had some wonderful doctors,” SHE
says. “I go for therapy twice a week. Now
they're letting me do more than one
concert—last month I played three nights
in Palm Springs, so it looks like T’ll be
working more regularly.” ‘

So how has she spent these long periods
of convalescence?

1
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At the Hollywood Bowl in 1987.

opn the Frank D Coipeinn . 5 sl = = - g
A Ty With Jo Stafford and Benny Goodman.
: > — R 17 et ] e e

e o e - 3 10S ANGELES TIMESS CALENI

bl wui






Bruschi incontri e grande musica

nei ricordi di due celebri critici americani

LEONARD FEATHER

FUI ANCHE U0 PRODUTTORE
E RISCHIAI LA FOLLIA

di Leonard Feather

ual & stato esattamente il contri-
buto di Charles Mingus all’evolu-
zione del jazz? In pratica, chi &
stato il vero Mingus? Che cosa ha rap-
presentato come compositore? Come
bassista? Come capogruppo?

Sono domande alle quali & difficile ri-
spondere, dal momento che si tratta di
un uomo complesso, la cui carrierasi &

‘mossa in molte direzioni. E stato spes-
so paragonato a Duke Ellington, ma le
differenze tra i due sono molto pit evi-
denti delle somiglianze.

Per la maggior parte dei quarantaset-
te anni nei quali fu un protagonista, El-
lington & proceduto lungo una direzio-
ne di grande coerenza, mantenendo e

1do un'orchestra che si face-

sef Ysef Too e altre sono ispirate dal
suo appassionato coinvolgimento nel
movimento per i diritti civili, come Fa-
bles Of Faubus (intitolata a un noto uo-
mo politico razzista del Sud) o Prayer
For Passive Resistance. Anni dopo
aver inciso All The Things You Are lo
rifece col titolo All The Things You
Could Be By Now If Sigmund Freud’s
Wife Was Your Mother.

Senza dubbio Mingus & stato una del-
le figure pitl eclettiche ed enigmatiche
nel mondo del jazz della sua epoca. La
sua tempestosa personalita permette
di ricordare quanto differenti furono le
reazioni dei neri americani riguardo al
problema afroamericano. Qualcuno
cerco di affrontarlo con disinvoltura e
seppe perfino vivere una vita normale,
ottenendo soddisfazioni artistiche ed
economiche; ma uomini come Mingus
non hanno mai potuto accettare le
odiose realta del razzismo; per lui esse
furono una spina nel fianco dall’infan-
zia fino alla morte.

Chi viveva a New York non seppe
molto di lui all'inizio della sua carriera,
dato che suonava sulla costa occiden-
tale; comunque, quando fu con Lionel
}-Ia.rnpton. e quando Hampton registrd
il suo Mingus Fingers, ci accorgemmo
delle sue capacita di contrabbassista e
compositore.

Durante il suo passaggio a New York
come membro del trio di Red Norvo,
nel 1950 o all’inizio del 1951, ebbe luo-
go un incidente di cui si fece un gran
parlare. Probabilmente per il motivo di
non faxe ancora parte del Sindacato
Musicisti di New York, Mingus fu |
escluso dal trio quando ad esso venne |
affidata una delle prime trasmissioni te-
levisive a colori. Ma Mingus era con-
vinto d'essere stato escluso perché era
nero e perché la TV non voleva ripren-
dere un gruppo misto. Questo fu solo
uno dei molti piccoli torti (alcuni realj,
altri probabilmente immaginari) che
glocarono un ruolo progressivamente
maggiore nel rendere Mingus sempre
pill amaro.

Un paio d’anni dopo Duke Ellington
assunse Mingus. Ne ammirava 'abilita
di contrabbassista, ma i suoi comporta-
menti divennero presto una fonte di
preoccupazioni. Si parld di una rissa
con Tony Scott, che suono brevemente
il tenore e il clarinetto nell'orchestra, e
di un violento litigio che coinvolgeva
Juan Tizol. Un giorno suond il mio tele-
fono; era Duke, che chiamava
dall'Apollo Theatre. «Ehi, ascolta, ho
bisogno di un bassista. No, non la pros-
sima settimana... subito!». Feci quaiche
telefonata, e nel giro di un’ora avevo
mandato Oscar Pettiford (che con El-
lington aveva gia suonato per quasi tre
anni) a raggiungere l'orchestra e a por
termine al pasticcio. Qualche anno pil
tardi Duke realizzo il famoso album in
trio con Mingus e Max Roach, e anche
quella volta le cose non filarono pro-
priolisce.

In qualita di produttore ho avuto solo

due incontri con Mingus; uno ando ab-
bastanza bene, 1'altro fu quasi un disa-
stro. Ho descritto tutta la storia nel mio
libro The Jazz Years. Nel 1958 inizi¢ la
mania di leggere poesie di argomento
jazzistico con un commento musicale;
mi accorsi che I'esperimento non era
mai stato tentato con Langston Hughes,
il grande poeta nero che conoscevo da
anni.
«Mi piacerebbe provare», disse
Langston, «ma chi potrebbe fare la mu-
sica?». Dal momento che si collegava
perfettamente con lo stile della Swing
Era, scrissi io la musica per una faccia-
ta del disco, usando un gruppo con
Red Allen, Vic Dickenson, Sam «The
Man» Taylor e una buona sezione ritmi-
ca. Per l'altra facciata chiamai Mingus
e gli chiesi di preparare della musica
per il quintetto che allora dirigeva al
Village Vanguard. Siccome Mingus
era allora sotto contratto per la Colum-
bia e il mio disco era per la MGM, indi-
cammo come capogruppo il pianista,
Horace Parlan. Tutto ando bene, e non
ebbi discussioni con Mingus.

Circa due anni dopo ero produttore
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Before and
After

It has long been obvious that musicians have two different sets of
reactions and comments on recordings by their peers; one when
they are unaware whom they are listening to, another after
learning the artist and what they have heard. That is the premise

for this series.

This month’s musician: Red Rodney

K Fs
Almost 40 years ago |

¢ pleasure of hearing Red Rodney playing
th Charlie Parker, whose quintet he had just
ned. Then, 39 years later, 1 heard Red and
arlie again (portrayed on screen by Michael
nicker and Forest Whitaker) in a movie
it had brought a triumphant climax to the
mpeter's most successful decade. The inter-
w was conducted in Hollywood.

1. RANDY BRECKER & ELIANE
| TAS. Splash from Amanda (Passport Jazz).
[ jeRerTTrumpeT; BNias, keyboards.

{FORE: | haven't the slightest idea who that

but I can guess. Randy Brecker has done a
| of things with synthesized trumpet and
nplification, like that, Also could be Lew
sloff though I've never heard him do that.
ut the trumpet plaver is an excellent trumpet
layer. T don’t particularly care for that type of
mthesized trumpet.

The instrumentalist was very good, very
foficient. And I know this is considered
togress; it's got a fusion beat and percussive
umming. This is not for me. | understand
¢ need progress and I don't have anything
ainst that. [ just think we have to learn how

use those instruments rather than letting
£m use us.

FTER: It was Randy Brecker! | heard him in
trugia and 1 didn't like him. [ like to hear
andy Brecker play like Randy Brecker. He’s
marvelous trumpeter, and I love his tunes
pd lines. And T was very impressed with
liane. That type of rhythm section is not for
ie. I like @ very modern rhythm section, but
{s0 like a jazz type drummer. I love Randy
at I have to give this two stars. Randy’s
ther, Bob Brecker, is a pianist, is a lawyer,
d he used to play club dates around Phila-
‘phia, and I knew about Randy and Michael
tn they were very young, when their father
%, *You gotta hear my kids.”
L ART FARMER. You Make Me Smile
o You Make Me Smile, Soul Note), Farm-
_llnse'lhnm; Clifford Jordan, tenor sax;
5 Regd. bass and composer; Fred Hersch,

4 Akira Tana drums.

) mE:nglxight?lthinkithn

‘r and Clifford Jordan, or it was a great
r, ‘on. If it was Art Farmer, he's the most
il, lyrical player; we owe him a lot
of us who dabble with the fl
we him a great deal, because he
us that the possibilities of that instru-
e unlimited.
was a mo_dzm rhythm section, a loose
d of thing, but it really was jazz.
ire 3 that I could feel and play with and
|10y with,
ays ufus and | are neighbors. | don't get
=R much_ any more, since he's busy

2 ‘hat’s like the kind of work Rufus

1's a gorgeous tune. Both Art and

had the unforgetta- |

Clifford played beautifully on it
world-class players. I say five stars,

3. FREDDIE HUBBARD AND WOODY
SHAW. Nostrand and Fulton (from The Eter-
nal Triangle, Blue Note). Hubbard, 1st trum-
pet, composer; Shaw, 2nd trumpet solo.
BEFORE: First I thought it was Freddie, then
I thought it was Woody, but now I think it's
Freddie. Hadn't heard this one before, and |
think it's Joe Henderson on tenor.

I don't know about the rhythm section.
Freddie's the most fantastic trumpeter out
there. No one else can do what he does. The
trumpet is a toy in his hands. I'm re-quoting
Donald Byrd in last month’s JazzTimes, that
Wynton Marsalis wins all the awards, and
Dizzy is the doyen, whatever that word
means, but Freddie Hubbard is the baddest
cat out there. 1 hope I'm right after saying all
this! For him, I’d rate it 100, but for this tune
I'd give it a three.

AFTER: I did get it right, but I didn’t notice
the two trumpets in the ensemble.

LF: Also that was Kenny Garrett on alto,
not tenor.

RR: That's what fooled me.

LF: Mulgrew Miller, piano; Ray Drum-
mond, bass; Carl Allen, drums. That was
recorded in June 1987.

RR: Woody Shaw is one of the greatest
players of all time. He's got a harmonic
concept that’s just great. I understand he’s ill
now and I wish him a speedy recovery. For
him and Freddie, I'd give it five stars, but the
record is still a two or three.

4. ORNETTE COLEMAN. Love Call
(from Love Call, Blue Note). Recorded 1966.
Coleman, alto sax & trumpet; Dewey Red-
man, tenor sax; Jimmy Garrison, bass; Elvin
Jones, drums. 2
BEFORE: I have no idea who this is. Ob-

They're

of playing. 'm not very well acquainted with
that kind of music, nor do I like it. The young

men in my band try to go out and be free
sometimes, I always admonish them that if
they're going to do this, I'll accept it, but
remember the melody. y 2
They laugh at me; but I notice they're
getting more melodic. I would like 1o the

entire school of free jazz become more melod
k. - -

1 don't know who this is, and I give it n
stars. [ didn't like the trumpet playing. His
chopswmoﬂ":_nthttmcukrone.httbﬂ
ha toall'ofus. .
AFI"'FE?: Okay. 1 love Ornette for the things
that he’s done. He's a very valuable giant. But.
Idon'tlikehinmmpetphy_ig_a__l_ 't like
this. I heard him before on trumpet but didn’t

b, recognize it. -
5. ROY ELDRIDGE. Echoes of Harlem
(from Dale’s Wail, Verve). Eldridge, trumpet,

AL TWES My

.......... o el P Y v e .

Oscar Peterson, piano, Herb Ellis, guitar: Ray
Brown, bass: Alvin Stolier, drums.
BEFORE: Well, it's Roy Eldridge, one of my
great heroes. Whatever he's playing he plays
for that particular tune,
AFTER: To me the whole purpose in plaving
Jazz 15 10 be an original player. We all strive
for that. Roy Eldridge was an original plaver
from the very beginning.

~ So he's a great influence to all of us. For
him five stars. For the tune. ... No, I didn't
know the tune.

LF: It's an old Ellington tune, originally
done by Cootie Williams,

RR: Well, they captured the essence of that
kind of music, or Billy Strayhorn, one or the
other. Initially, his rasp gave it away. He was
playing with a bucket mute so | couldn’t tell.
Roy gets five stars; the tune gots three.

6. BENNY CARTER. Bedy and Sou!
(from Live ar Monireux 77, Pablo). Carter,
trumpet: Ray Bryant, piano; Niels Pederson,
bass; Jimmie Smith, drums.

BEFORE: Well, that's King Benny Carter on
aito. He plays with such dignity, it's casy 10
understand that he’s such a dignified man,

The trumpet player 1 thought was Charlie
Shavers, and then I thought Benny could have
doubled on this one. But that was Shavers’
vibrato — so T'll have 10 go with Charlie
Shavers. There was a great trumpet player. He
didn’t really get his proper due, because just at
the height of his playing the bebop movement
came in and everybody started listening to
Dizzy and Miles and all the other bebop
players,

This is unfortunate, because Charlie Shav-
ers was a phenomenal trumpet player, 1 think
it broke his heart that no one was paying
attention to him.

On piano, I thought it was Art Tatum. One
time when 1 was a kid in Philadelphia, Ant
Tatum came through with Charlie Shavers
with a trio, and he added Shavers as a trumpet
player, and I couldn’t get in the place because
1 was too young. Four stars.

AFTER: You did fool me! First I went back
and forth. I don't really know Benny's sound
on trumpet.

7. MILES DAVIS. Dolores (from Mile

Smiles, Columbia). Davis. trumpet; Wayne
Shorter, sax; Herbie Hancock, pianc; Ron
Carter, bass; Tony Williams, druma.
BEFORE: | surely wish he were plaving like
this today. I miss Miles' playing But he can
do whatever he wams to do because 10 me
he's been our greatest innovator in the last 40
years. He's developed so many of the greatest
players we have in jazz, and he always knew a
youngster's potentinl when that youngster
played with him,

I don't particularly care for what he's doing
now, but still—he can do anything he wants.

1 think that was Herbie Hancock and
Wayne Shorter, and Tony Williams and Ron
Carter, | guess, would make up the rest of the
group. Five stars. For what it was, it was done
great, The musicianship was tremendous,
AFTER: I got them all nght! Yeah, that
sounded like 1t was Wayne's tune.

I can't say enough about Miles, His contn-
bution and innovative abilities have been,
more than anyone clse, influennal for the
longest time. No-one has done as much 10
present change 10 everybody as has Miles,

8. JAMES MOODY. Ax Privave (from

Bird Lives' Milestone). Charlie Parker, com-
poser; Moody, tenor sax: Tom Mcintosh,
arranger; Jimmy Owens, trumpet; Kenny Bar-
ron, piano.
BEFORE: Well, I liked it very much. It was a
great big band. 1 liked the solos. I'm gonna go
out on a limb and say that they were all
Californians, maybe not names.

1 don't listen to 100 many bands; that
could have been a Bill Holman armangement.
This didn’t sound like one of them. | don™
know who it is, but the soloists were excellent
No, I can’t recognize them. I liked the band,
the arrangement, the tune.

AFTER:

LF: That's a tune you must've played a
million times, with Bird.

RR: That's right. Its called Au Privave-
...No, Bird never told me what that means.
Wow! Was that Moody? It was such a relaxed
feel, 1 didn't recognize Moody. Boy, was 1

flos Angeles Times

wrong! At any rate, I liked it very much. | |
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TV Reviews

‘Jacksonville Jazz IX an Insult to the Musical Form. ..

more devastating illustration of
the low estate into which jazz
may seem to have fallen than
“Jacksonville Jazz IX,” airing to-
night at 10 on Channels 28 and 24,
Toward the end of the show,
Paul Shaffer says, “Let's bring
back Michael Brecker, Louie Bell-
son, Bob James and Maynard Fer-
guson”—an odd remark, since none
of them has been seen before. We
have no way of knowing how their
excised individual sets came off,
‘and this heetic finale gives them no
time to accomplish anything.
1t is ironic that in the TV version
of last year’s National Florida Jazz
Festival, Spyro Gyra comes closest
to establishing a measure of validi-
ty. The group’s three tunes typify
its innocuous pop fusion of R&B
and Latin, with Jay Beckenstein on
¢and Dave Samuels on vibes.
The Dirty Dozen Brass Band

IL would be hard to imagine a

from New Orleans has ouly one
tune, with simplistic harmony and
a colorless vocal by Jenell Mar-

shall.
" The decline of a once-promising:
voice is illustrated in three appal-
ling vocals by Dianne Reeves,
rendition of “My Funny Valentine!
includes a 12-time repetition of the
first vowel in “Unphotographical.”
During “The Man 1 Love,” she
e iiaro: svenyer G
it's not even of Ger:
lyrics. Duke mlmn’l’l___ At
Bad” is a similar miasma of melis-

Closing the show is Shaffer and

what is billed as the World's Most
Tdngerons Band, T
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SENTIMENTAL JOURNEY — at the Big Band Reunion, honoree
Les Brown, Doris Day, and music attorney Averill Pasarow.
Below, Morey Amsterdam, 1.4. Times jazz critic Leonard

Feather and wife Jane, and Steve Allen,
——-———____
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Dave Grusin’s Cruisin’ With a Hit List

By LEONARD FEATHER

ave Grusin is on a winning
D streak. As a businessman,
he can point to the success
of GRP Records, which he owns in
partnership with Larry Rosen. The
label, launched in 1978, recently
has had hits on one chart or
another by Chick Corea (currently
No.1 in the jazz listings), Diane
Schuur, Lee Ritenour, David Be-
noit, Special EFX,; Kevin Eubanks,
John Patitueci and Grusin himself.

As a musician, he reached a
long-unattainable goal this year by
winning his first Oscar for his
original score for the movie “The
Milagro Beanfield War."”

Shortly after that achievement,
he returned on a note of triumph to
his alma mater, the University of
Colorado at Boulder, where he
graduated as a music major in 1956.
The victory and the visit were not
directly related; this was his third
annual arrival to spend a week on
campus, as a participant in the 42nd
annual Conference on World Af-
fairs, a unique meeting of the minds
that brings together experts from
throughout world on every subject
from politics and religion to civil
rights and the arts.

During the week he discussed

such topics as “The Influence of the
Media on the Future,” “Commer-
cials on TV,” “Seience and Musie,”
and “Can Jazz Survive the Record
Business?”” With his younger
brother Don, also a talented com-
poser, he took part in two concerts,
both mainly devoted to demonstra-
tions of electronic music and syn-
thesizers, a field in which both
brothers have been experts since
the late 1970s.

He played only two short ex-
cerpts from his winning score.
When the subject was brought up,
he pointed out that he was not even
on hand during Oscar night to
receive the award.

“I'd had four previous nomina-
tions, The first two were for ‘Heav-
en Can Wail’ in 1979 and ‘The
Champ' in 1980, but I didn’t attend
the ceremonies. [ did go when I got
the nominations for ‘On Golden
Pond’ in '82 and ‘Tootsie’ in '83, but
this year I thought T was the
longest shot of the evening; I
figured John Williams would win
again, for ‘Accidental Tourist."

1S name was an-
was astonished; after

—L5Tha Mike Eflington of Tanan!
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forget.”

The rise of GRP Records has
been one of the most impressive
phenomena in the record industry
during the past decade. Juggling
commercial and musical values,
Grusin and Rosen have established
it as one of the most successful of
the independent labels. Yet Grusin
is worried about its cash flow and
fears the power of the major com-
panies.

“I don't know how long the
independents can survive,” he said.
“With the giants swallowing up
smaller companies right and left, it
seems as though one day there may
be only two record companies left,
CBS and Warner Bros.—and we'll
have 10 be thankful that there are
two, not one."”

At one enlightening matinee
during the ColoradoConference
(the session was billed as “Tonal
Toys: Playing in the Digital Sand-
box""), Grusin stood on stage amid a
ton of electronic equipment as he
and Don and a gifted younger
synthesizer expert, Rob Mullins,
plunged a bemused audience into a
complex world of Roland D-50s,
Yamaha DX 7s, Korg M 1s, Kawai Q
80 Sequencers, of MIDI signals and
computers through which music is
assembled as much as composed.
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Dave Grusin: "My prediction
potential. . .isverylow.”

“The synthesizers have their
own special value no matter what
kind of music you're involved in,”
said the senior Grusin. “If you're at
the piano composing for an orches-
tra, you don't have much of an idea
how your horn or string parts will
sound, but with synthesizers you
are brought much closer to the end
result.

“That doesn't mean that synths
will ever be substituted for the
traditional instruments; I don’t plan
to use sampling as a way of
replacing players. In fact, the
synths are not designed just to
simulate other instruments, We're
In an area of constant discovery;
each synthesizer has its own char-
acter, its own touch sensitivity. We
can use all these complex wave

Cal State Northridge’s Band Students Earn Jazzy A’s

hands at Cal State Northridge

for at least 20 years. That has
been the length of Joel Leach's
incumbency there as head honcho
of the band program, and to cele-
brate his anniversary an inspiring
double-header concert was staged
Friday night on campus.

The so-called “A” band of cur-
rent students showed its colors as
Leach took them through charts by
Don Menza, Sammy Nestico, Louie
I Bellson and Dave Black.

College bands spend more time
rehearsing than most pros. The
result here was typical: Tight,
cohesive performances, though on

Jazz education has been in good

little hurried at times, particularly
when an electric bass inhibited the
swinging. But on other tunes, with
the bass playing upright and the
tempo a little easier, all went well.
The best soloists are pianist Eric
Reed (who recently took a week
off to play with Wynton Marsalis),
guitarist Steve Gregory, the full-
toned Chris Pearson on tenor sax,
and the high-flying Brian Coyle on
trumpet. Jacob Armen, the 8-year-
old boy wonder of the drums, made
a sensational guest appearance.
Good as the students were, it
took only 16 bars by an alumni
band (heard after intermission) to
separate the men (and woman-—

section) from the boys. Here is how
the present “A" band may sound if
it can be reassembled in 2001. The
energy and éclat were dazzling; the
band had only run the charts down
once, yet the reading of difficult
music by George Stone, Glen Gar-
rett and Gordon Goodwin was im-
peccable.

It was a treat to hear Grant
Geissman playing straight-ahead
guitar and Bruce Eskovitz’'s high-
stepping tenor sax on ‘‘Giant
Steps.”" Both are 1976 alumni,

Joel Leach can be proud of his
indoctrination; these graduates’
performances reflected his invalu-
able impact on their lives.

forms 1o create sounds you have
never heard.”

Grusin has been a consistent
state-of-the-art artist on every
level. His company was among the
first 1o place a strong emphasis on
compact dises, at a time when most
of his contemporaries were noti
ready. “Some of the majors didn't
realize that the basic CD audience
consists of people who have the
best possible stereo setup at home
and whose tastes lean to jazz or
classical music.”

He is also ready for DAT (digital
audio tape), which many observers
feel is the wave of the future.
“They already have DATs on the
market in Japan. We're not allowed
to import them, because of the fear
of copying, which is easy with
DATSs but impossible with CDs. But
the technology is great; it's just a
matter of time before DAT will
become established in this country,
and I don't think there is any
danger that- this—will invalidate
CDs."

While his partner Rosen handles
much of the business end of GRP,
Grusin's other life as a screen
composer (for which he generally
uses orthodox orchestras rather
than synthesized scores) continues
apace.

“Since ‘Milagro Beanfield War'
I've completed two other scores. |
did the sound track for ‘A Dry
White Season,’ a story about a
student uprising in Soweto, with
Donald Sutherland, Susan Saran-
don and Marlon Brando, for which
we had [South African trumpeter]
Hugh Masekela on the track. Then
I just got through working on the
‘History of America’ series starring
the Peanuts animated characters,
using some of my regular associ-
ates such as my brother Don, Jerry
Hey, Harvey Mason and Abe La-
boriel.” ;

Does he sense that there may be
another Oscar on the horizon for
19907 b

Grusin hesitated and smiled his
wry smile. “Who knows? I thought
1 had a really good chance with 'On
Golden Pond,’ where there was so.
much room for music—but that
didn't make it, and ‘Milagro' did. So
my prediction potential, you might .
say,is very low.” 0

Feather's rating of the Duke El-
lington atbum “Recollections of the
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Nello scorso luglio «Musica Jazz» invitava a una riflessione sul jazz d’oggi e sulle sue
correnti. Lo spunto é stato raccolto. Dopo gli interventi apparsi in novembre e in
febbraio, ecco altre voci su un tema che evidentemente meritava una cosi intensa discussione.

di Libero Farné

ra Gitler, prendendo a prestito

un'affermazione fatta da David Him-

melstein negli anni '70, ha intitolato
«Bebop la musica del futuro» una sua
presentazione del festival «Jazbo "90.
Un altro consulente artistico della me-
desima rassegna bolognese, Alessan-
dro Berti Ceroni, durante un dibattito
radiofonico, per comprovare l'attualita
e la validita delle proposte musicali of-
ferte dal festival ha ricordato fra l'altro
che lo stimato critico Gluseppe Piacen-
tino ha firmato su Musica Jazz un arti-
colo dal titolo molto significativo: «Jazz
moderno? Ma chiamiamolo bopy. In
entrambi i casi il pensiero di altri é sta-
to decontestualizzato e palesemente
strumentalizzato, mentre nel contro-

verso mondo del jazz, piuttosto che ri-
correre a citazioni parziali, sarebbe
pit produttivo affrontare un confronto
sereno, ma esplicito, che possa porta-
re a reali approfondimenti: confronto
che il nostro mensile sta conducendo
molto opportunamente, estendendo
democraticamente la consultazione
con lo scopo di una disinteressata rico-
gnizione culturale.

A questo proposito l'intervento di
Piacentino, apparso sul numero di feb-
braio, & sicuramente stimolante; io
condivido sostanzialmente i suoi conte-
nuti, ma trovo che certi passaggi, qua-
sl categorici forse per vis polemica o
forse per mancanza di spazio, potreb-
bero essere facilmente fraintesi se letti
disattentamente. L'autore cioé potreb-
be essere accusato «di essere diventa-

Nella foto sopra: Thelonious Monk con Charlie Rouse in un quartetto «storicoy.

24

to improvvisamente un conservatore»,
o viceversa gli si potrebbe riconosce-
re «di scrivere finalmente cose giu-
stey, a seconda dei punti di vista dei
lettori piu superficiali.

Se mi & concesso di sintetizzare la
tesi di Piacentino, come io l'ho intesa,
si potrebbe dire che il bebop, consi-
derato non come forma musicale o sti-
le, ma come atteggiamento culturale,
ha introdotto un'innovazione che per-
siste tuttora e che consiste nell’aderen-
za del jazzista alla contemporaneita
con tutta la complessita dei suol pro-
blemi; gli sviluppi successivi (da Min-
gus, o anche dal cool, fino ai nostri
giorni) hanno rispettato questo assunto
iniziale e hanno quindi rappresentato
un'evoluzione del bop, impedendo
che si riducesse a formula sterile.
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litd, humor, e il rapporto tra i due era
grande. Quando ascolto cose del ge-
nere, mi sento rassicurata: nel mondo
attuale, in fatto di chitar-
ra, non si fa altro che dire: “ma perche
non usi il pedale per la distorsione e
suoni un po' di fusion?”. Ecco, quello
che abbiamo ascoltato spiega perché
non lo facciamo! Voglio proprio dare il
massimo, cinque stelle, anzi cinque e
mezza...»n.

Prima. «Bellissimo. Sto qui seduta a
vergognarmi della mia ignoranza in
fatto di chitarristi, degli
ultimi dieci anni. La mia sensazione &
che sia Laurindo Almeida con Carlos
Barbosa-Llima e/o Sharon Isben-Larry
Coryell. So che Sharon, Larry e Lau-
rindo hanno un trio, Nello stesso tem-
po, non ho sentito che ci fossero tre
chitarre fino alla parte centrale, poi ne
ho sentito tre.

«Era bellissimo. Ovviamente, era
gente preparata classicamente... Caro
mio, avrel voluto che, piuttosto, mi si
fossero stati fatti sentire dei pianisti!
Eccovi qua una ragazza che negli ulti-
mi dieci anni non ha fatto che ascolta-
re McCoy Tyner e Bill Evans. Per il
valore del disco dé quattro stelle, e

per lo stilen.

Dopo. «Si, questo & abbastanza ra-
gionevole: Laurindo e Charlie. E io
che pensavo fosse Carlos, e che ad un
certo punto spuntassero tre chitarre!
Certo sembrava proprio cosi. Era in-
vece un duo di chitarre dal suono ve-
ramente riccon.

Prima. «Aspetta un attimo, penso si
tratti di Pat Metheny e Lyle Mays. La
mia prima idea era che ci fosse un chi-
tarrista a suonare quell’ostinato sullo
sfondo, ed era splendido. Pensavo che
fosse un chitarrista brasiliano, oppure
Pat Metheny che sovraregistrava su se
stesso. Azzardavo che si trattasse di
Metheny con Toninho Horta, senonché
negli ultimi secondi ho pensato a un
sintetizzatore, con Lyle Mays a suonare
gli accordi. O magari Pat con la chitar-
ra synth. Cinque stelle, assolutamente.
Mi é piaciuto. Magnificamente regi-
stratoy.

Dopo. «Allora era giusta la mia pri-
ma impressione, cioé Pat Metheny che
si & sovraregistrato. E bellissimo. Non
c’é niente, di tutto cidé che quest'uomo
ha fatto, che non mi sia piaciuto. E tut-
to: & genuino, ha dell’'anima, ha un
gran ritmo, si apre a cose nuove, ha
veramente catturato questo spirito
brasiliano. Certo che suonava come se
fosse stato Toninho Horta. Mi ha messo
proprio in allegria».

(Per gentile concessione di «Jazz Times»)

sto tormentando 1 cer-
vello per pensare chi questo sia. Non
posso riconoscere, per diversi motivi,
il sassofonista. Appena l'ho ascoltato,
mi sembrava un po' Brecker, ma non
puo essere. O forse si? Vedi, sto cer-
cando di ricollegarmi a situazioni in
cui, a mia conoscenza, certe persone
hanno lavorato insieme, come Mike
Stern e John Scofield lavoravano insie-
me dietro a Miles (Lunga pausa).
Guarda, non tirero a indovinare. Dird
soltanto quel che penso, quel che pro-
vo e tutto il resto.

«A me questo disco piace molto,
davvero,ermncord.alepnmecosed.t
John McLaughlin, e «Bitches Brew», ed
«Extrapolation» te. lo amo
John McLaughlin, ed é stato lui a intro-
durmi al jazz, quale che sia il suo stile.
Ho ascoltato lui prima di ascoltare Paul
Desmond. Potevo prenderlo come
punto di riferimento perché si avvici-
nava al rock, e potevo capire perché i

la pensassero in quella manie-
ra. Mi é sempre piaciuta 'innovazione
costituita dalla sua musica. Mi ricorda
anche il primo Larry Coryell. E John
McLaughlin faceva tutto quello, ed era

veloce, con abili melodie e niente to- g

nalitd, e ognuno suonava all'unisono di
fronte a ogni altro. E quei suoni spe-
ciali che la chitarra rock sa fare per
dare quel sound da confusione.

«Di chiunque si tratti, questi sono
musicisti davvero fortissimi. Mi trovo
letteralmente sulle spine a non sapere
chi siano. Ma mi piace questo tipo di
musica. E vicina all'avanguardia. Quat-
tro stellen.

Dopo. «Cosi, era Omette? Bene, lo

tto, e ho adorato quell’epoca con
McLaughlin e Larry».

a. «La rmua opinione € che siano
Bamey Kessel, Monty Alexander, e
John Clayton con Jeff Hamilton oppure
Ray Brown con Jake Hanna. Certo il
pianista & scatenato. E sarebbe imba-
razzante se risultasse che ho torto nel
riconoscerlo: dopo tutto, sono stata
sposata con Monty per due anni...».

Dopo. «Riconosco il tema, mi sem-
bra di averlo gia ascoltato. So che Bar-
ney ha suonato con Monty, anni fa,
quando io studiavo alla Berklee. Sono
sicura che sia Barney. Disco bellissi-
mo. Cinque stelle».

Prima. «Penso sia Larry Carlton,
oppure Lee Ritenour. Ho avuto I'im-
pressione che non si trattasse di un

Un apprezzatissimo duo di chitarre: Emily
Remler e Larry Coryell a Dalmine, nel1985.

musicista di jazz nel senso tradizionale.
Una canzone molto carina, magnifica-
mente registrata. E magnifica era la
chitarra. Molto rilassante, buono. Quat-
tro stelley.

Dopo. «Ross Traut? Pensate che io
sono andata a scuola con Ross Traut!
Al pensionato scolastico e a Berklee.
Mi piace moltissimo Rodby, mi é sem-
pre piaciutoy.

Prima. «Jim Hall e Ron Carter. Que-
sto & un solido cinque stelle, non c’é
discussione. Il solo dubbio che ho avu-
to & stato quello di dire, come mia pri-
ma impressione, Red Mnchell invece
di Ron Carter.

«Non conosco il brano. E grande, e
Jim & uno dei miei chitarristi preferiti.
Il suo fraseggio é incredibile, nessuno
lo fa come Jim. Il suo tempo & impec-
cabile, e le sue idee sono moderne
come quelle della persona piu con-
temporanea che esista. Il bassista & un
:nostro. Dev'essere proprio Ron Car-

en.

Dopo. «Bene, almeno il nome di Red
Mitchell I'ho detto! E pensare che io ho
questo disco. Mi serve per pensare
che Red Mitchell non & abbastanza
funky. Non mi fido mai della mia intui-
zione. C'é un semplice fatto; non ho
mai sentito Ron Carter borbottare, e

invece Red Mitchell... lui si che bronto-
lay. ]
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Before and
After

It has long been obvious that musicians have two different sets of
reactions and comments on recordings by their peers; one when

they are unaware whom they are listening to,
learning the artist and what they

Sor this series.

another after
have heard. That is the premise

This month’s musician: Emily Remler

—

As was made very clear in her last Concord
album, East to Wes, Emily Remler now be-
longs in a pantheon that includes a few of her
elders: Joe Pass, Herb Ellis, Jim Hall, Kenny
Burrell. Over the years she has racked up
credits that include R & B bands in New
Orleans, a long association with Astrud Gil-
berto, and many festival and club dates with
her own groups.

As is the custom in this series, during the
“before™ segments she was told nothing about
the records; the “after” segments include her
comments after she was given this informa-
tion.

1. KENNY BURRELL AND THE JAZZ
GUITAR BAND. Raincheck, (from Pieces of
Blue and the Blues, Blue Note).

Before: I believe it's Kenny Burrell and
Bobby Broom—TI think it is, Pm pretty sure it
is. 1 like the tune very much. I don't know
who wrote it. But I guess Duke Ellington
didn’t write it. It's a lot of guitar. It's remi-
niscent of, like, Joe Pass and Herb Ellis duo.
It's guitar duo in the classic jazz sense, I
suppose, with a lot of notes blending into
another.

I loved the intro; I thought it was very
creative. As a matter of fact, I could have
listened to that intro for a long time, and I
laughed when they went into the tune. I
thought that was very clever. I gotta say that I
feel the time is funny. I don’t know what's so
truthful about me lately; although I respect
those guys 1o no end, especially Kenny, and
I'm very familiar with his work. I remember
the thing he did with John Coltrane, [ liked it
very much. Although people have told me that
I play like Kenny, I never really consciously
copy that.

As 1 said, the time feels funny and that
upsets me when I'm listening to something
that doesn't really lay down there. I hear
major problems with the bass and the drums.
| Otherwise, it's got a lot of spirit. I think they
blend very well, those two guys, one into
another. That was very good blending—
Phewww! I think me and Larry Coryell.could
have done something like that—but we never
did, not really. But that was a really hip intro.

I'll say four stars for it; no, three. We got to
support one another. Do you agree with the
time problem? The rushing?

After: Those guys are gonna hate me.
Who's playing bass? He must be the problem.

I have a theory; there's basically two
schools of jazz guitar playing. Those that
stemmed from Django, who play on top of the
beat, meaning Barney, Tal, all the guys who
are exciting, reaching for stuff and not really
laying in the pocket like the others, which is
from Charlie Christian, Wes Montgomery,
Joe.. . so 'm from that school.

There's something about Kenny, he's in
between, 'cause he does rush a bit, but he is a
bluesy individual. For some reason, I never
really loved him, but I respect him tremen-
dously, and he certainly gets more money than
I do for a gig. And I love his solo. . .

2. HERB ELLIS-JOE PASS. Seven Come
Eleven (from The Concord Jazz Guitar Collec-
tion, Concord Jazz),
_Fantastic! Fantastic: That’s it, that’s the
 thing! As I expressed before, | was getting a
itde confused. I feel it's Joe:Pass and Herb
zllis. The only problem is I don’t remember
hem doing a live version of this, I'm wrack-
ng my brain; the only other guitar players
- hat could play like this at all would be
. tonnie Eschete and Vic Juris, and I don’t
~.ecall them either recording this or playing
- gether. So it’s got 1o be Joe and Herb Ellis.
| | Oh, man, the spirit of that was incredible;
| d whoever is on bass and drums is great
‘N 7 They didn’t miss a trick, and that tem-
‘..that's. I guess, what we were talking
U before, the guitar duo of this kind of
A that’s the definitive version. And it's

_-June 1989-

going to be really embarrassing if it's two
totally other people.

After: I'm going to be playing with Joe
soon, in Pittsburgh. I'm going to play an hour
of solo, Joe's going 1o play an hour of solo,
then we're going to play together. And it just
struck the fear of death in my heart, just
hearing that! That was such a fast tempo, and
you just don't hear that nowadays.

Not only that, it was clever and humorous

and the rapport was great. And when I hear
something like that, it makes me feel com-
forted that in today’s world, especially in
guitar, the emphasis is on, ‘Why don't you use
distortion pedal and play fusion?" And really
what we heard is why we don't! Five stars—
five and a half.
#. CHARLIE BYRD-LAURINDO ALMEI-
DA. Don’t Cry For Me Argentina (from The
Concord Jaiz Guitar Collection, Concord
Jazz).

Before: This is beautiful. I'm sitting here
ashamed of my ignorance about guitarists,
especially in the last ten years. My sense is
that’s Laurindo Almeida with Carlos Barbosa
Lima and/or Sharon Isben-Larry Coryell. I
know intellectually that Sharon and Larry and
Laurindo have a trio. At the same time I don't
hear three guitars until the middle section,
then it felt like three.

It was beautiful; obviously the people were
classically trained. . .Boy, I wish you'd given
me pianists instead! Here's a girl who's been
listening to McCoy Tyner and Bill Evans for
the last ten years. Four stars, and for that
style, five.

After: Yeah, that makes a lot of sense,
Laurindo and Charlie. And I thought it was
Carlos, and I thought there were three guitars
at one point. It sure sounded like it. It was a
very full sounding two-guitar thing.

4. PAT METHENY. Sueno Con Mexico
(from Guitar Music from ECM, ECM Re-
cords). Metheny, acoustic guitars, electric
bass.
Before: Wait a minute, I think that’s Pat
Metheny and Lyle Mays. My first thing was
that it was a guitarist playing that background
ostinato, which was gorgeous. And I thought it
was a Brazilian guitarist, or Pat Metheny
overdubbing himself. So my guess was gonna
be Pat Metheny with Toninho Horta. . .but at
the last few seconds, I guess it's a synthesizer
with Lyle Mays playing the chords. Or maybe
Pat playing guitar synthesizer. Five, absolute-
ly, I love it. Beautifully recorded.

After: So that was my first guess, that Pat
Metheny was overdubbing himself. It's beauti-
ful. There’s nothing he did that 1 didn't like
yet. That’s all there is to it. He's sincere, he's
got soul, he's got great rhythm, he opens up 10
new things, he's really captured this Brazilian
thing. Jeez, that sounded like Toninho Horta.
His music just makes me happy.

5. ORNETTE COLEMAN & PRIME TIME. .
Cloning (from In All Languages, Caravan of
Dreams).

I'm wracking my brain to think who that
is. I can’'t for some reason recognize the hqm
player. When 1 first heard it, it sounded like
Brecker, but it can't possibly be. Or could it?
See, I'm trying to think of situations where I
know people were together, like Mike Stern

¢ i

Larry Coryell, also. And John McLaughlin
was doing that, which was fast, clever melo-
dies and no tonality, and everybody playing in
unison against each other, Those special
sounds that the rock guitar can make to give
that confusion sound.

They're real powerful musicians, whoever
they are; I'm embarrassed not to know who it
is. But I really like that kind of music; it's
more like avant garde. Four stars,

After: So it was Ornette? Well, I have to

respect that, and I did love that era with
McLaughlin and Larry.
6. BARNEY KESSEL. Ak, Sweer Mystery of
Life (from Spontaneous Combustion, Contem-
porary). Monty Alexander, piano; John Clay-
ton, bass, Jeff Hamilton, drums. Rec. 1987.

Before: My guess is Barney Kessel, Monty
Alexander, and it’s either John Clayton and
Jeff Hamilton or Ray Brown and Jake Hanna.
Piano player is burnin’,

It will be very embarrassing if I'm wrong
about this. After all, I was married to Monty
for two years! I really should be sure.

I recognize the tune, seems I heard it
before. 1 remember Barney playing with Mon-
ty years ago, when I was at Berklee. I feel sure
it's Barney! Liked it very much; five stars.

After: All right! T felt a lack of confidence,
but 1 was right. Monty was burning, wasn't
he? Be sure you put that in. Are you going to

—

I

and John Scofield played together behind
Miles. (Long pause) Look, I'm not gonna
guess who this is. What I will say is what I
think about it, what I like about it and all that.

1 like it very much, I do, and it reminds
me of early John McLaughlin stuff, and the
Bitches Brew record and Extrapolation, espe-
cially; I really like John Mc_u_ughliu and that’s
how I was introduced to jazz, whatever that
type is. I heard that before I heard Paul
Desmond, I coud relate to that because it was
more like rock, and I could undersund why
kids feel the way they do. I alwsysllﬁﬂdulge
innovation of it. It does remind me of early

print everything I say? Anyhow, I'm very
relieved that | got that one. On a social level,

7. ROSS TRAUT/STEVE RODBY. Up On
The Roof (from The Great Lawn, CBS).

I think it's Larry Carlton or Lee Ritenour.
I had the sense that it wasn't a j
the traditional way. A very
fully recorded. Guitar sounded
relaxing, nice stuff. Four.

After: Ross Traut? 1 went to school with
Ross Traut! To boarding school and 10 Berk-
lee! I like Steve Rodby very much, always did.

8. JIM HALL-RED MITCHELL. Osaka
Express. Jim Hall, guitar, composer.

Before: Jim Hall and Ron Carter. This is &
stone five stars, no question. My only problem
was thinking Red Miichell instead of Ron
Carter.

I don"t know the tune; it's great, and Jim is
one of my favorite guitar players. His comping
is incredible; nobody comps like Jim. His time
is impeccable, his ideas are as modern as the
most contemporary person. The bass player is
a monster, it has to be Ron Carter,

After: Well, at least 1 said Red Mitchell!
Come to think of it, [ have this record. It just
serves me right for thinking Red Miicheil's
not funky enough. 1 never trust my intuition.
For one thing, I never heard Ron grunt, but
Red Mitchell. . .he grunis! 2
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I protagonisti dei fortunatissimi concerti
italiani al nono festival di Amiens: qui a
sinistra, il collaudato «superquartetto» di
Franco D'Andrea, Furio Di Castri, Paolo
Fresu e Aldo Romano; sopra, Pietro

Tonolo; a destra, Enrico Rava. Nella foto
sotto, [immy Giuffre (sulla destra) con
André Jaume, in un duo di grande interesse.

album singolo, sara invece un doppio
(e nel febbraio del '91 questo trio gi-
rera I'Europa).

Nella sala Gil Evans, poco dopo, la
band di Mike Westbrook propone nel-
la sequenza originaria i brani del miti-
co album «Abbey Road» dei Beatles:
approccio filologico, tanta arguzia e
grande impatto. Seque 1'Orchestre Na-
tional de Jazz, che per la stagione '89-
80 é nelle mani del chitarrista Claude
Barthelemy. Dirige in modo decisa-
mente poco convenzionale: incoraggia
i suoi uomini affrontandoli con atteg-
giamenti da allenatore di basket. E
I'orchestra sembra seqguirlo con diver-
timento.

Gil Evans e George Russell conti-
nuano ad essere due punti di riferi-
mento fissi anche per questa edizione
dell'O.N.J., ma gli esiti denotano un
procedere un po' farraginoso pur tra

unti di notevole irruenza (come nel-
l'iniziale Poor Girl Shuffle) o di ricerca-
tezza formale (la medley Nebbia-Foot-
prints). Brillano Michael Riessler al cla-
rinetto in Mib, il nostro Luca Bonvini al
trombone in Sowie Es Klingt e gli altri

due chitarristi della big band Serge
Lazarevitch e Gérard Pansanel.

L'indomani la sala Chet Baker é col-
ma di un pubblico incuriosito dal pri-
mo dei gruppi italiani in cartellone, il
quartetto di Pietro Tonolo. Tonolo non
& sconosciuto in Francia in quanto pe-
riodicamente collabora con Henri Te-
xier e Aldo Romano, ma & davvero
una piacevole sorpresa il grande entu-
siasmo con cui viene accolta l'esibizio-
ne del suo gruppo. L'impostazione ri-
gorosa, anche negli arrangiamenti, &
uno dei suoi punti di forza. Splendido
Roberto Rossi in continua crescita per
timbro, fraseggio e controllo dello
strumento; affiatatissimi Piero Leverat-
to e Alfred Kramer come team ritmico,
diretti da un Tonolo ormai vicino alla
piena maturita di solista e leader.

Subito dopo ci si accomoda nella
gremitissima sala Gil Evans. Il quartet-
to di Aldo Romano, con Franco D'An-
drea, Paolo Fresu, Furio Di Castri,
gode in questo momento in Francia di
un favore del tutto particolare da parte
di pubblico e critica. Dopo due album
di successo e un videoclip all’attivo
(cosa molto rara, come si sa, per un
gruppo jazz) i migliori festival si dispu-
tano le esibizioni di questa formazione
e il pubblico accorre numeroso.

Ad Amiens il gruppo, anche se osta-
colato da qualche problema d'amplifi-
cazione, ha messo in mostra tutte le
sue qualita: sono musicisti della mede-
sima sensibilita, che si trovano ad oc-
chi chiusi, respirano musica insieme
rifuggendo la routine. Chi cerca anco-
ra emozione nel jazz oggi € a questa
formazione che deve far riferimento.
Un trionfo.

Non é stato facile quindi per Enrico

p- Rava salire sul palco subito dopo. Ma

sin dalle prime note si & capito che an-
che il trombettista triestino era in gran
forma, come del resto i suoi compagni,
Riccardo Bianchi, Marco Micheli e Ro-
berto Gatto. Il gruppo ha fornito un
compendio ideale di quello che Rava
ha espresso e vuole continuare ad
esprimere in musica.

Dal funky teso di Animals si & cosi
passati all'intenso e struggente lirismo

‘ & Avarandado (del cantautore Caeta-

\!

no Veloso) e all’'uso pretestuoso di
classici come My Funny Valentine e
You Don't Know What Love Is, che in
mano al trombettista prendono tinte
tutte particolari, mentre i fondali ritmi-
ci mutano continuamente. L'ottimo fun-
zionamento del quartetto attuale va at-
tribuito in buona parte al reinserimen-
to del batterista Roberto Gatto che,
raggiunta la maturita stilistica in un’e-
voluzione che pud paragonarsi solo a
quella attraversata da Peter Erskine,
garantisce una gamma espressiva illi-
mitata, una grande precisione ed un
apporto ritmico trascinante.

Una lunga e calorosa richiesta di bis
(esaudita) ha cosi concluso quella che
potremo ricordare come una serata

. «storica» per il jazz italiano. [
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AMORE E GIOIA: QUESTA ERA EMILY REMLER

Lg parole della validissima chitarrista fanno di questa puntata del «testy,
svoltasi non molto tempo prima della prematura scomparsa, un commosso ricordo.

Come «Musica Jazz» ha dato notizia nel suo numero di giugno, il 4 maqgio
scorso é scomparsa a Sydney, stroncata da un improvviso attacco cardiaco

a non ancora trentatré anni d’eta, la chitarrista Emily Remler, che in pochi,
intensi anni di carriera aveva gia acquisito una posizione d:l im-
portanza tra i solisti di questo strumento. Oggi vogliamo rievocarla attra-
verso 'incontro che di recente aveva avuto con Leonard Feather per una
puntata di «Before & Aftern, di uno cioé di quegli originali test a occhi ben-
dati di cui il grande critico & 'ideatore, e che «Musica Jazz» pubblica per
gentile concessione del mensile americano «Jazz Times». Ci é parso giusto
che non andassero perdute le schiette parole di Emily Remler che testimo-
niano tutta la sensibilita, 'amore per la chitarra e per il jazz che la giovane
musicista nutriva. Si tratta dunque di un ricordo che tutto il jazz le deve.

troppo precoce perdita del

jazz, si era sottoposta al nostro

di «Before & After», il suo disco
Concord «East To Wes» aveva confer-
mato la sua appartenenza, a soli trenta-
due anni, a un pantheon della chitarra®
che annovera un piccolo gruppo dei
suoi colleghi piu anziani: Joe Pass,
Herb Ellis, Jim Hall, Kenny Burrell.
Come é regola di questa serie di test,
durante la fase del «prima» non le era
stato detto nulla dei dischi che doveva
ascoltare; in quella del «dopo» le & sta-
ta data liberta di commentare, una vol-
ta avute quelle informazioni.

Q uando Emily Remler, un'altra

Prima. «Credo che siano Kenny
Burrell e Bobby Broom: lo penso, anzi
ne sono sicura. Mi piace molto il tema.
Non so chi I'abbia scritto. Non credo
sia stato Duke Ellington. C’é dentro
tanta chitarra. Mi fa venire in mente,
diciamo, il duo di Joe Pass e Herb Ellis.
E un duo di chitarra nel senso classico
del jazz, suppongo, con tante note che
si fondono in altre ancora.

«Mi é piaciuta l'introduzione, 1'ho
trovata molto creativa. In effetti, I'avrei
ascoltata per un tempo ancor piu lun-
go, e sono scoppiata a ridere quando
alla fine loro sono entrati nel tema. Mi
& parsa una cosa molto abile. E devo
dire che ho trovato vivace, divertente
il tempo.

«lo non so che cosa sia veramente
la mia musica piu recente, ma io ri-
spetto infinitamente questi musicisti,
specialmente Kenny, e il suo lavoro
mi & familiare. Ricordo cié che ha fat-

to con John Coltrane. Qualcuno ha
detto che io suono come Kenny, ma
non I'ho mai veramente e cosciente-
mente copiato.

«Come ho detto, trovo vivace il tem-
po, e mi colpisce sempre ascoltare
qualcosa che non sia troppo statico.
Avverto perd grossi problemi con il
bassista e il batterista. Per il resto, c'e
molto spirito. Penso che si fondano be-
nissimo, questi due solisti, davvero
I'uno nell’altro. Di sicuro una bella mi-
scela. Eh, si: penso che io e Larry Cor-
yell avremmo potuto realizzare qual-
cosa del genere, ma non l'abbiamo
mai fatto, non sul serio. Questa era
un'introduzione davvero hip. Darei
quattro stelle come voto; no, tre. Dob-
biamo sostenerci 1'un I'altro. Sei d'ac-
cordo sul problema del tempo? Quella
corsa?.
ranno. Chi era il bassista? Dev'essere
lui il problema.

«lo ho una teoria: ci sono fondamen-
talmente due scuole per quel che ri-
guarda il suonar la chitarra jazz, cioé
quelli che discendono da Django, che
suonano rigorosamente sul , VO-
glio dire Barney (Kessel), Tal (Farlow),
e tutti quei musicisti eccitanti, che van-
no al nocciolo della cosa, e non sono
confidenziali come gli altri, quelli che
vengono da Charlie Christian, come
Wes Montgomery, Joe (Pass) ... e an-
ch'io sono di questa scuola. C'é qual-
cosa da dire su Kenny (Burrell): lui sta
a mezza via, perché un poco spinge,
ma & anche un'individualita bluesy.
Per qualche ragione, non ho mai fatto
pazzie per lui, ma lo rispetto profonda-
mente, e certo guadagna molto pit di
me per un concerto. E amo questo suo
assolo...n.

Emily Remler a vent'anni, ai tempi del suo
clamoroso esordio al Concord Jazz Festival.

Prima. «Fantastico! Fantastico! Ecco,
ecco Ja cosal All'inizio ero un po’ in
imbarazzo. Sento che si tratta di Joe
Pass e di Herb Ellis, ma il solo proble-
ma e che non ricordo abbiano fatto
una versione live di questo brano. Mi
sto rompendo il cervello, ma gli unici
altri chitarristi che potrebbero suona-
re in questo modo sarebbero Ronnie
Eschete e Vic Juris, e io non ricordo
daeabb:ano:regquuesto o mai
suonato insieme. devono essere
Joe e Herb Ellis.

«Oh, senti, questo spirito & incredi-
bile. E chiunque sia al basso e alla bat-
teria, é grande pure lui. Non perdono
un colpo, e quel tempo... Questo &,

c:bdlcmparlxvamomma,m
dmdxdumeconquestonpoduﬂe
Questa & la versione definitiva. E sa-
rebbe davvero imbarazzante per me
se si trattasse di due persone totalmen-
te diverse».

Dopo. «Presto suonerd con Joe, a
Pittsburgh. Fard un’ora da sola, poi Joe
per un'altra ora da solo, infine suone-
remo insieme. E sono spaventata a
morte, ad ascoltare questa musica! Era
un tempo cosi veloce, che non si ascol-
ta piil oggigiorno. Non solo: c’era abi-
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By Leonard Feather

tion of the National Association ment, commented: “Jacob has a natural

of Jazz Educators got under way  understanding of every style. We featured
here January 12 to what was clearly a  him with the CSUN jazz band and he was
record-breaking start. astonishing.”

An estimated 3200 visitors converged The Thursday evening concert, held in
on the convention’s headquarters. “It's the Convention Center, opened with a
amazing,"” said Bill McFarlin, the NAJE's  bristling set by the San Diego State
executive director. “This hotel was sold  University Jazz Ensemble, conducted by
Kenny Hing, Frank Foster and Eric Dixon (L to R) out long ago, and just about every other  Bill Yeager. It has often been complained
battle it out on tenors with the Count Basie Orches- hotel in the area is packed.” that the universities produce cookie-

The participants were men and women  cutter jazz, too high on technique and
_ who were there to teach, communicate, short on soul. Not true; at least, not if
2 study or play — in many cases, all four. this band is a yardstick. Playing straight-
¢ Jazz education, once a virtual contradic-  ahead big band music alternating with
S tion in terms, is now firmly installed at  intelligently wrought fusion, the band
3 the school, college and university levels.  revealed a major talent in Derek Cannon,
a0 AR Among the estimated 350 musicians who a 28-year-old graduate student, whose

The 16th annual national conven- of Cal State Northridge's jazz depart-

Music Photo International

came mainly to perform were students, trumpet solo on a Don Menza arrange-
E i full time professionals, and service bands. ment of Henry Mancini’'s “Moment to
The San Diego Siaté Jizs Ensemble, under the direc- It was one of the last group, the U.S. Air  Moment” was a study in sheer lyricism.
thon of Bild Tigee, hich off theopawing sigh con- Force Band of the Golden West, that pro- Bill Watrous followed, playing trom-
cert with a roar. duced the first sensation of the three-day  bone with his unique blend of utter con-
event. Sitting in as a guest soloist on  trol and creative abandon. He still insists
“Giant Steps” was Jacob Armen, a drum-  on singing and whistling “in order to im-
mer. He is not.a member of the Air prove the way I can communicate with
Force, for which he can be excused, since  you,” as he put it — but no improvement
he is seven years old. was needed, and noné was achieved.
Playing a matinee at the Tiki Hut, an One of San Diego’s own, the great alto
f)pen~air spot, Armen lost no time prov-  saxophonist Charles McPherson, showed
ing he can outperform many drummers  in a vivid bebop set that this idiom is as
four times his age. As Joel Leach, head vital today as ever, and is the chosen path

wona

Music Photo lm-crnz(

] ﬁ L - Branford Marsalis is caught in an inspired moment
Jacob Armen, who at 7 years old has already per- as he sits in with the Southern Comfort finalists.
formed on national televivion with the Tonight
Show Band and was recently featured on Incredi-
ble Sunday, plays with the U.S. Air Force Band of
the Golden West.

Michael Brecker displays extraordinary technique
on his Electronic Wind Instrument (EWI) as his
band brings doun the house.

Grace Bell

Music Photo International

The William Patterson College New Jazz Ensemble
competes during the “All Thet Jazz" competition.
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of two generations: his son, Charles Jr.,
played drums, and his pianist was the
phenomenal Harry Pickens, a 6 ft. 9 in.
bop giant who in the afternoon had given
a most articulate clinic on the topic “Peak
Performance — How to Make Inspired
Performance a Habit.” Like many of the
speakers, he was thoroughly versed in
practicing what he preaches.

At the sprawling, 33 acre Town and
Country Hotel, where panel discussions,
classes and live music sessions took place
all day long in a dozen of the hotel's
venues, Friday's most eagerly awaited
event took place in the large Atlas Ball-
room, where Frank Foster, leader of the
Count Basie Orchestra, presented the
premiere of the "Basie Jazz History
Suite.”

This elaborate, 97 minute production
turned out to be mainly a retrospective
of the orchestra’s most durable hits,
linked with a narration read by Joe
Williams.

No concert by this orchestra can lack
excitement, and such warhorse tunes as
“Jumpin’ at the Woodside” and “Whirley
Bird” (the latter featuring Foster in a
greased-lightning tenor solo) found the
men in peak form.

In general, the soloists were in dazzling
form. The brass section roared, the saxes

Rich Matteson solos with the Ashley Alexander
Alumni Band during a musical tribute in honor of
the late Ashley Alexander.

Music Photo International

_ Music Photo International

Music Photo International

Dan Murphy, Southern Comfort Brand Manager,
presents Bob Curnow with a §10,000 check and rein-
forces Southerm Comjfort’s commitment to jazz
education.

had one wondrous solo outing.

The concluding 17 minutes, compris-
ing a new three-part composition by
Frank Foster, was a skillfully organized
series of frameworks to show the band’s
current and future direction.

Preceding the Basie segment were two
small band sets: one by Red Rodney's
vigorous, tightly knit quintet, and one by
five faculty members from the South-
land’s Dick Grove School of Music, led
by the trombonist Rob Connell, who ad-
mitted that the Rodney group was hard
to follow.

Earlier in the day, some of the hotel’s
smaller rooms were filled with the sounds
of intimate jazz. From Denver came the
vastly underrated Getz-like tenor sax of
Spike Robinson, teamed with a soulfully
swinging pianist and singer, Ellyn
Rucker.

From France by way of L.A. came the
Aldeberts, Louis and Monique. After all
their years trying to gain a major foot-
hold in Los Angeles, their appearance
before a crowd that had never heard of
them was a revelation. The two singers
(Louis also plays electric keyboard) were
a delight in their hour of original songs
and adaptations of Bill Evans and Michel
Legrand. Singing in English, French and
Le Jazz Scat, the Aldeberts were a cool,
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Grace Bell

Jamey Aebersold (at podium) receiving the NAJE
Hall of Fame Award from NAJE Past Presidents
Dick Dunscomb and Herb Wong. Matt Betton (R),
NAJE Executive Director Emeritus and the Ist reci-
pient of NAJE’s Hall of Fame Award, is pictured

Take Six captured everyone's respect with a blend
of jazz harmonies and gospel that earned them a
Grammy only 30 days after their NAJE convention
appearance.

Red Rodney leads his quintet from New York in a
smaokin' set which left us all wanting more.

Bebop at its finest with alto saxophonist Charles
McPherson,
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PHIL \
‘Chiamato a

OODS FRUSTA SANBORN

dicare tanto alla cieca quanto ad occhi aperti una serie di dischi,

il celebre altosassofonista é stato molto duro nei confronti del giovane collega,
dandone qualche deﬂmzzone sferzante: «Povera cosay (prima); «Non é jazz» (dopo).

luogo nel periodo del suo ritor-

no al suo club favorito, il Catali-
na's di Hollywood, dove era alla testa
di quello che & probabilmente il grup-
po attivo nel campo del mainstream
unito da pill tempo senza modificazioni
d'organico; i suoi membri vi lavorano
da un periodo non inferiore ai cinque
anni, alcuni anche da quattordici anni.

L,mtervistaaPIﬁIWoodshamto

Prima: «Non & esattamente il mio
genere, ma mi sembra messo insieme
con quella specie di approccio musi-
cale basilare, puritano, che hanno i
bambini quando dai loro qualcosa da
picchiare. E fatto con un piccolo ag—
gancio di due battute (lo accenna), che
suonano quattro o cinque volte, allo
stesso modo in cui si fanno i dischi di
POp... una cosina ritmica per far presa,
e poi gli metti sopra un gancio. Penso
solo che sia una scusa debole per
un'improvvisazione, e suona come del
fango... Spero che faccia guadagnare
un sacco di soldi; semplicemente non
mi ha fatto impressione. Mi sembra che
ci fosse un sacco di energia, con un
sacco di rumore, e poi non ne veniva
fuori assolutamente nientey.

opo: «Il basso li soffocava. No, non
mai sentiti. Ci hanno messo otto

- "sassofm?neh!Nonsapevosefosseun

sintetizzatore, o cos'altro».

P -
che abb:a.no mai suona.to il sassofono...

era Eric Dolphy . Uno dei miei favoriti.
Mi lamento sempre del fatto che trop-
pa gente che cerca di liberare la mu-
sica non ha studiato Eric Dolphy. Il suo
modo di suonare libero era grande. Lo
amavo. Suona come Jaki Byard al pia-
no, secondo me. Cinque stelle per il
lavoro di Eric Dolphy. Non ho idea di

34

Philip Wells Woods, ahepertnﬂoﬂ
mondo del jazz é pii
«Phil», é nato a Spr.

Arrivato nel 1948 a New York, ebbe
contatti con Lennie Tristano, ma fu
dall’ammirazione per Charlie Parker.
Dopo la morte di questi ne sposo la
wdova,man,emhmm

Beck, Henri Texier e Daniel
Hm&'e ora. dal 1983, con il
fortunatissimo gruppo comprendente
Hal Galper, Steve Gilmore e Bill
Goodwin, ai quali si é poi aggiunto
Tom Harrell: questo splendido
quintetto ha vinto il referendum «Top
Jazz 88y tra i critici italiani.

chi suonasse nella sezione ritmica».

Dopo: «Conosco Han Bennink, il bat-
terista, ma non gli altxi. Exa anche una
bella composizione. Un po’ troppo ela-
borata nelle sue variazioni ritmiche.
Non era destinata a far appello ai tuoi
istinti pin diretti, ma a un tuo approccio
sofisticato verso la musica. E loro im-
provvisavano all'interno di questa
strutturay.

- aqr
re, qui. Non édavvero jazz, percm non
sarebbe giusto giudicarlo come disco
di jazz. Credo che sia Grover. e va
bene, & simpatico. E un po’ insipido: &
un dolce alla vaniglia, & un con
I'hamburger: non é& certo un filet

migmon!»

Dopo: «“Arrangiato?” Vuoi dire che
questo signore (Eaton) ha preso dei
soldi per fare quella roba? Bah, imma-
gino che sia roba buona nel campo del
pop. E prevedibile, non spiacevole;
ma certo non & una bistecca con le
patate. Mi chiedo spesso cosa avrebbe
d.ev!to di ed:)se Charlie Parker,

tutto.
Sa.rebbeshm ge::tt:.leg:l Ditsean

un tema‘ch ]ache McLea:n, torsa Dr.
JekyIP Non ne ho idea. Per un momen-
to ho pensato che fossero Harrison e
Blanchard con Cedar Walton. Ma mi
piace, ho sempre apprezzato le sue
composizioni. Tre stelle. Non conosco
il sassofonistay.




LEONARD FEATHER'S

Before and
After

It ha._s' dong been obvious that musicians have two different sets of
reactions and comments on recordings by their peers; one when
they are unaware whom they are listening to, anmother after
learning the artist and what they have heard. That is the premise

Jor this series.

This month’s musician: Phil Woods

Jackie McLean so 1 ybe
_piano; Buster Williams, bass; Billy Higgins,

The Phil Woods intérview was conducted
during a return visit to his favorite club,
Catalina’s in Hollywood, where he led what is
probably the longest running unchanged
mainstream group in jazz; all his sidemen
have been with him from five to 14 vears,

1. THE SAXOPHONE CHOIR. The Saxo-
phone Shap (Soul Note). Odean Pope, tenor
sax, composer; seven other saxophonists,

BEFORE: 1t’s not really my cup of tea, but
it seems o me that it’s put together in that
sort of Puritan, basic musical approach that
children have access 10 when you give them
something 1o beat on. it's got a little two-bar
hook (he demonstratesj which they do sbout
4-5 umes, which is the way they make pop
records — a rhythmical thing to catch them,
then vou put a little hook on. 1 just thought it
was a poor excuse foran improvisation; and it
sounded like mud — [ hope it makes a lot of
money! It just didn’t knock me out. It seemed
like a lot of energy with a lot of thundering
sounds and absolutely nothing coming oul.

AFTER: The bass drowned them out. No,
I've never heard of them. They've got eight
saxophones there? Welll I didn't know if it
was a synthesizer or what.

2. ERIC DOLPHY. The Madrig S

Panther Mol (o y .
Dolphy, aim'ai%_ce ‘Misja Mengt
berg, piano; Jacques Schols, bass; Han Ben-
nink, drums.

BEFORE: One of the freest birds to ever
play & saxophone — that was Enic Dolphy.
One of my favorites. T always lamented the
fact that so many cais that are into freeing up
the music haven't really studied Eric Dolphy.
His approach to freedom was great. 1 loved it.
Sounds like Jackie Byard on piano, | think.
Five stars for Eric'Dolphy’s work. I have no
idea who the rhythm section was.

AFTER: | know Han Bennink on drums,
but I don’t know the other- guys. A nice
composition, too. A little more thought out

-with the rhythmical variations. It wasn't

meant to appeal to your baser instincts but to
appeal to your sophisticated approach to mu-
sic. And they improvised within that frame-
work.

3. GROYER WASHINGTON, JR. Can You
Dig It (from The Best Is Yet To Come,
Elektra). Washington, alto sax; Ralph Mac-
Donald & William Salter, composers; William
Ealon, arranger.

BEFORE: There's nothing really to rate
there. It's not really jazz, so it wouldn't be fair
to rate it as a jazz record. 1 believe it's Grover,
and it's ok, it's nice. There's a certain insipid-
ness to it. It's *vanilla,’ it's ‘Burger King," man!
Not filet mignon!

AFTER: “Arranged?” You mean (Eaton)
actually took money for that? Nah, it's good
pop stuff, ] suppose. It's predictable, not
unattractive, but no meat and potatoes! I often
wonder what- Charlie Parker would think,
because he loved everything. He'd be kind,

4. FRANK MORGAN. Little Melonae (from
Bebop Lives!, Contemporary). Morgan, alto,
“Dr.. Jekyll” .maybe? 1

drims.
. BEFORE: Yeah, good bebop record, a
Jackie McLean song, “Dr. Jekyl” maybe? I
have no idea. I thought for a minute it was
Harrison/Blanchard and Cedar Walton, But I
liked it, I always have liked his songs. Three
stars. Don’t know Lhe alto player. :
AFTER: Oh, that was Frank Morgan. Yes,
they're all people I know. I haven't heard that
much Frank Morgan, so I don't know if this is
typical of lum. :

!

5. CLEANHEAD AND CANNONBALL.
Bright Lights, Big Citv (from Cleanhead and

e T T T

Cannonball, Landmark). Cleanhead Vinson,
composer. vocals: Cannonbali Adderley, alto.

BEFORE: 1 don't know who that was on
vocals — 1t could have been Emie Andrews
— but that definitely was Julian Cannonbali
Adderley on alto. What can I say except that

he is sorely missed, Nobody knows how to

play the blues like Cannonball played the
blues. Every alto player should be required to
study that chorus: concise, neat, sure, sums up
a whole tradition for everybody. All this in
just two 12-bar choruses — that’s no mean
feat. Anything he plays has gotta be five stars,

AFTER: Oh, Cleanhead. Yeah, I thought it
was Emie. LF: [ thought | might foof you into
thinking it was Cleanhead singing and playing
alto.

6. DAVID SANBORN. Lisa (from Straight 1o
the Heart, Wamer Brothers). Sanborn, alo,
composer.

BEFORE:Poor thing! What you oughta
know is that | have trouble with records like
that. T have no idea who it is. Bui once again,

Phil Woods

it's not 4 jazz record — it's & “lick’ record. It
appeals on that level of dance music, and as
dance music, " suppose IU's fiae, but 1 found
the whole thing rather boring. I thought it was
Sanborn for a minute, but T don't think so
Nothing really struck my fancy, and the ar-
rangement was rather insipid, | think Il be
kind and say two stars.

AFTER: It's not bad pop music but it's not
jaxz. The only thing | find s that wme of
these guys do a “jazz record’ so they cossider
that they could play jarz, and that they do this
just to make money, and then they do o
straight-shead jarz album 2nd that confuses
the pop audience, and then they do a pop
album and that confuses the jazx sudience
and 1 think it's all meant 10 make some bread

1 have no objection to making money. |
just have strong feelings about jezz, and the
fact that so0 many men have died with this

music that [ dont like it when they get npped
off. T mean, just call it what it 1s — pop —
you'll probably get the same amount of mon-
ey, it just isn't fair to call it jazz. Even the
players themselves are confused about what 1o
call it — jazz, pop, Crossover, 50 many terms,
7. LEE KONITZ, Some Day My Prince Wilf
Come (from Round and Round, Music Mas-
ters). Konitz, alto (according 1o label), Fred
Hersch, piano; Mike Richmand, bass; Adam
Nussbaum, drums.

BEFORE: Well, that was Lee Konitz oo a
soprano saxophoric that sounds ke it nesds
some work. Not the plaver. but hom sounds
like it's out of tune. | prefer Lee on alio, but
il's the unmistakeable touch of the master, &
wonderful improviser, He always tries to
siretch it as much as he can, and ['ve always
admired him for that. In this case, 1 don'y
think he quite sutceeded, due 10 the nature of

the horn, It sounded like 2 European rhvthm
section, but I'm nct sure sbout that Nice
p1ano solo, I'd rate that three stars,

AFTER: That's not an alto sax; that’s a
soprano. No way. | would stake my career on
it
8. BOB FLORENCE. Sella by
(From The Limited Edition, USA), Kim Rich-
mond, Lanny Morgan, altes; Florence, arrang-

Starlight

Cr.

BEFORE: Well, if 1 had t0 venture a
guess, 'd say the Juggermaut Capp/Pierce
Band, and 1 thought it might have been Ted

too much. The sequence without the romantic
melody was a little stndent for my tasies, but
& good power house band.

I don't think it's an East Coast band; there
aren’t that many of them left. Anyhow, three
stars for a good alto solo.

AFTER: Well, good sax soloists; [ didn't
realize there were two different ones. Bob
Florence, huh? I'm not familiar with that

band. 5]
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Music Wlth aN.J. Bounce in a Bucolic Setting

By LEONARD F‘EATI-IER-.
A

TANHOPE, N.J.—The annual

jazz festival organized in New

York is by no means a singie-
city event. For those who pi
their celebrations in a more b
setting, the New Jersey Jazz
ety collaborates with JVC.
main promoter, to offer a v
of jazz in the grassy i

Waterloo Village, an
from the big, bustling g
The ce b . 5!"0!‘

that of Nice, on a Jafgel

six hours, music radiated from
three areas. Blankets, beach um-
brellas, picnie lunches and chaises
W were de rigueur for some,

others sat in the shade under
the main tent, which accommodat -
«ed most of the 3,000 visitors Sunday
afternoon.

Of the five groups in this venue
the most tive was a quintet
led by the organist Jimmy McGriff,
one of hardy souls who geem
determined to prove that synthe-
sizers have not rendered the Ham-
mend B-3 obsolete. The sy slide

== — -

trombone of Al Grey was a featured
attraction, sharing the front line
with Bill Easley, a gutty saxophon-
ist. Organ groups get along very
handily without a bass player, but
invariably use a guitar, in this case
a promising youngster named Bob
de Vos, who lent funk and fire to
such tunes as “The Preacher.”

In ‘a smaller, open-air garden
spot called the Gazebo, sun-baked
listeners heard a more convention-
al group, notable for the presence
of pianist John Colianni, whose
facility for stating melodies with

defl assurance has been in relative
ohscurity since the end of his two-
year todr with Lionel
The most Inthpate of three
setlings was a cafetena, where trio
music led by guitirigt Harry Leahy
was beéing played. He too had a
brief moment i the imelight (with
bl 1
ago a long out
of the main scene. Hemwmppm
ed by Gary Mazzaroppl, one of
thoge bass players who leave you
wondering how such talented art-
1818 can remain virtually unknown.
Back in the man tent the free-
uﬁw‘ spirit was sustained by a
of moloists ranging in age
fram the youthful cornetist Warren
Vache to the Al Klingk,
whose credits go all the way back

to the onginal Glenn Miller band A
trombaonist named Dan Bnr*ﬁlm
for attention with # name
veteran of the 1950s, Urbie Greea.

If ope fact stood out
day, it was the easy give-and-take
thut pervided every rhythm seg-
tion, Mainstream bunds that ones
had 1o put up with siuggish rhythim
teams can now rely on support Uast
borders on the virucsic.
was a threesome that |pojesded
Derek Smith, the English -born pi-
anist, Bobby Rosengarden on
drums, and the facile Harvie
Swartz on basd.

The final set under the Big Lot
was dipected by George Wein hini-
self. who his often stated that the
burdens of operating festivals
around the world are greatly e

Reved when he can relia @ Uhe
m On this coslmah the by -
L) el husd 4 boome ey or
bult Wein, tnlazed, weni
bin Toddy Woilson - Far
Hines-Fats Waller molons mosd
Randity His tand s a0 ermbeilmhed
by wo muopherusts. Hurold Ash.
by, the warm-taned tenor of E1.
lug renown, and Billy Mehsll
an

It was almost, bul nol quite

two,

‘worth the price of admissen o

hear Wein's voesl on “jus »
Gigele. ™ Rarely bs an anxious sudi
treated 0 the voice of &
famscns. unfiresarse ralsed
ol e sng with the commm.
mule odde of 4 man who has jusl
heerd that both his concerta for
tonight have soid vut




di Leonard Featherx

uando Norman Granz, suo ami-

co da quarant’anni, mi chiamd

per comunicarmi la notizia del-
la morte di Roy Eldridge, di colpo fui
sommerso da un fiume di ricordi e di
emozioni (e queste sarebbero state im-
mediatamente accresciute dal sapere
che a distanza solo di poche ore, in un
ospedale di Los Angeles, si era spento
un cugino di Roy, che era quasi esatta-
mente suo coetaneo, essendo nato ap-
pena un mese prima, ed era unsuo col-
lega: il noto trombettista Reunald Jones
senior, che aveva suonato con tutti i
grandi del jazz e tra l'altro nelle
orchestre di Duke Ellington e
soprattutto, per anni, di Count
Basie).

In quel momento mi tornd al-
la memoria quella sera in cui
vidi Roy Eldridge per la pri-
ma volta. Ero appena sbar-
cato dal transatlantico che
mi aveva portato a New
York dall'Inghilterra, e se-
devo con John Hammond al
Savoy Ballroom per ascolta-
re l'incredibile musica del-
l'orchestra di Teddy Hill.

Questa aveva, come solisti
principali, Chu Berry e ap-

punto Roy, il quale all'epoca

era uno sconosciuto o quasi:

fino ad allora, non aveva inciso

se non un paio di brevi assoli in

un seduta di Hill, che peraltro

non avevo ancora avuto modo di
ascoltare. Cosi il suo personalissimo,
bruciante sound e il suo veemente sti-
le, entrambi chiaramente un passo al di
la di tutto quanto avessi fino a quel mo-
mento sentito, piovvero come unarive-
lazione. Ma soltanto quando lui e Chu
passarono poco dopo agli ordini di
Fletcher Henderson, Roy comincio ad
essere riconosciuto come il trombetti-
sta pill influente dai tempi di Arm-
strong. J

Il nostro secondo incontro avvenne a
Chicago, nel 1938, quando Roy suona-
va al Three Deuces con un piccolo, in-
credibile gruppo. Benché ufficialmen-
te fosse in cartellone per un set separa-
to, con lui suonava Art Tatum, e c'era-
no John Collis alla chitarra, Zutty Sin-
gleton alla batteria e, mi pare, Truck
Parham al contrabbasso. Quella era
musica wa Swing Era, per quanto ri-
guarda i complessini, al suo massimo
livello. In quello stesso periodo, poi,
sentii Roy in uno dei locali della Cin-
quantaduesima Strada di New York.

Nel maggio 1940 persuasi Milt Ga-
bler a lasciarmi produrre una seduta
per la sua Commodore Records, testé
lanciata. La «first line» che scelsi vede-
va Roy Eldridge, Benny Carter e Cole-
man Hawkins. E gli assoli di Roy in tre
dei brani (I Can't Believe That You’re
In Love With Me, I Surrender Dear e il
mio Smack) sono oggi dei classici.

10

Durante gli anni Quaranta la stella di
Roy Eldridge era in continua ascesa. lo
riuscii a metterlo al fianco di Louis Ar-
mstrong in quella che fu la loro prima
apparizione insieme, il concerto degli
Esquire All Stars al Metropolitan Opera
House. Il carattere di Roy sembrava
sempre allegro e disponibile: fu soltan-
to dopo le successive esperienze con
il pregiudizio razzista che miresi conto
di una sua interiore amarezza creata da
un'’intensa sofferenza.

Roy fu il solo musicista nero nell'or-
chestra di Gene Krupa dal 1941 al '43,
poi uno di molti neri in un’orchestra all
star nelle radiotrasmissioni di Mildred
Bailey, per la CBS, nel 1943-44, e fu in
seguito l'unico nero nell'orchestra di
Artie Shaw nel 1945, Appena lasciata la
quale mi raccontd, in un'intervista, le
sue esperienze in quei giorni di dura
segregazione razziale.

«Fino a che io sard qui in America —
mi disse Roy — non lavorerd mai pil in

un’orchestra bianca! Tutto comincid
quando andai a suonare con Krupa. Fi

no ad allora nessun musicista nero ers

entrato in una band bianca, a meno che
non fosse una separata attrazione come
erano stati Teddy Wilson e Lionel

pton con Benny Goodman. E cosi ero
io, inizialmente, con Krupa. Non ero
trattato come un membro, a pieno tito-
lo, dell'orchestra. Ben presto perd co-
minciai a dividere la parte musicale di
Shorty Sherock, e quando lui se ne an-
do, lo sostituii. Mi emozionava l'essere
accettato come un membro regolare,
ma sapevo che gli occhi di tutti mi sta-
vano addosso per vedere se facessi
qualcosa disbagliato.

«Tutti i ragazzi dell'orchestra erano
cordiali, specialmente Gene. Senon-
ché partimmo per la California, e qu’
cominciarono i guai. Siarriva inuna ¢
ta, e tutto il resto della band fissa il
sto in albergo. Io invece non r
nemmeno superarne la soglir







Adook at the state of jazz
after anincomparable

week of performances

By LEONARD FEATHER

EW YORK-—It is impossible for

any out-of-towner 10 spend a

week in New York without draw-

mgmeemclmthalmmall ltsever
more diverse forms is thriving.

During the JVC festival that ended last

Sunday, no taste was left unsatisfied. On

mmmmmwm

wmee.
Avery
Fisher Hall was filled to capacity for the
fusion offerings of Yellowjackets and Steps |
Ahead. There was not even any sense of
three nights later Ray Charles

Benson salute to

‘competition:

drew his loyal followers at Avery Fisher
while Sarah Vaughan and Milt Jackson
were attracting a bop-generation audience
ﬂ_w-mlﬂlu a thhdmuemm

“revival” of a work by Stravinsky

There is a cadre of young musicians who
do indeed lean toward re-creations of past
glories. Typical is Ken Peplowski, who
handled the Benny Goodman parts with
consummate finesse at the Goodman trib-
ute concert. He is 31, doubles on tenor sax
in a Ben Webster vein, and is finding
widespread acceptance.

Loren Schoenberg, 30, who led the band
at the Goodman tribute, is building a unique
career as bandleader, tenor saxophonist and
archivist; his orchestra seems equally adept
playing old charts from the Goodman and
Ellington libraries or delving into newer

Schoenberg reacts with some asperity to
critical comments that his band is all white.
“It happens that most of the black musi-

. cians who are into this kind of music are

. older guys who can't or won't go on the
 road, whereas many of the people who have

No other city can lay elaim toa compara- tmu

ueuqmammmmwgmmmemmum

is this simply a summer ifthe  still holds the fort.
concerts subside, there is still‘the jazz
nightelub scene, which, according to most ~ pess stems from patronage by French,
wﬂneuu.hmls:hadﬁvmnm English and of course Japanese fans, some
sis. - ofwhomare curious enough to embark on a
- guided bus tour of Harlem, with the guide
ﬂiﬂﬁtwmm . offering such wistful comments as “That’s

- is that some of the big  where Smalls Paradise used to be.”

There has been among some critics a

. '-f'-.,—.chwmdeunphims that the jazz scene

today relies too heavily on nostalgia, on
tributes to deceased giants. One has only to
consider the personnel of the recent festi-

2 George is talking about
~ like the Blue Note, or long
places such as the Village Vanguard.”
Smaller neighborhood clubs such as Bir-
.dhnd{matlwthmd&-mdwu‘md

hat might be called the Wynton
- Marsalis Generation, mostly black
mhM&Mar@ectfm

an audience.

It was at Indigo Blues that Tabackin, the dudmihnmambm
mmmmmub’m WWF m”m Asans
ﬁ dthueh;l‘thatunﬂty ::w

was one m'”‘d
feature big bands on Monday nig ts, 1t

- _‘¢ = m m Sweet Basi m

A healthy proportion of the clubs’ busi-.

- studied Fletcher Henderson and the rest of

sides, would

an all black band?" (Not the wisest of
questions; two of Blakey’s present sidemen
are white.)

The racial situation is uneasy and at least
partially polarized not only here but
abroad. Schoenberg recalled working for
the black arranger, Buck Clayton, in a band
that happened to be all white. When this
pmvdmmmmmm

personnel.

Mmmmm
duce a few trend setters, Wynton Marsalis
is the only new artist to have exerted a
profound influence in recent years; yet the
critics are constantly on the alert for new
discoveries.

One of the Knitting Factory artists,
Cassandra Wilson, was referred to by a
prominent critic as “the finest jazz singer to
come along in a decade.” Almost the
identical comment has been made about
.Dianne Reeves, Diane Schuur and others,
and in no case is the statement necessarily
true. 45 1

There is, of course, no new Ella Fitzger-

jazz history are younger white guys. Be-
you ask Art Blakey why he has

o ald or new Joe Williams, just as there will
* be no new John Coltrane or new Thelonious

llonk.ﬂlweunbemd-hﬂm
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U
w ular minutes Saturday at the Hol-
i lywood Bowl, was the one out-
1i standing artist of the evening,

but with the orchesfra running
interference (and with Kunzel just
standing there looking awkward

~ Fireworks at Bow],
but None on Stage
ever mind the music—the

AN fireworks were great.
at least, was the view of

During his show, many of the
colorful explosions were synchro-
nized to the beats of the bar in a
Sousa march medley by the or-
chestra. It was compensation
enough for almost two hours of
dreary effusions by the Dukes of
Dixieland and the Philharmonic
conducted by Erich Kunzel—sepa-
rately and, alas, together.

If ever two groups belong apart
they would be a loose, uninhibited
improvising Dixieland band and a
stiff, orchestrated symphony en-
semble dripping with strings. At
the worst moments, and they were
frequent, it was like tuning in two
radio stations at once.

The present Dukes bear little
resemblance to the 1950s band that
included the Assunto family from
Louisiana: Fred, Frank, and their
father, Papa Jac, all long dead. The
name was acquired by a new group.
These are trained musicians, two

much of the time) it was hard to
detect any significant level of mu-
sicianship.

Only the leader, trombonist Har-
ry Watters, had anything of value
to say in his solos. The clarinetist
Mike Waddell and trumpeter Jim
Donovan do not seem to have
reached maturity; even such trite-
and-true material as “The Enter-
tainer” and “Clarinet Marmalade”
were too much for them to handle.

The works played separately by
the orchestra were as forgettable
as the Dukes’ selections were pre-
dictable. It would take a genius to
make something fresh out of a
Stephen Foster medley, and genius
was not at work here. Only the
Henry Mancini piece, “Ohio River
Boat,” provided surcease, with
harmony that was beyond Foster’s
wildest dreams.

How, though, to argue with suc-

dgeonly critic to whom cess? This show drew 17,598 on

Friday and upped the ante t0 17,910
Saturday. ~LEONARD FEATHER

ns a’gﬂmhni“ master  Wwith college degrees and one a well
ed th ﬁnaJ 10 spectac-  known New Orleans jazz historian,
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THE WAGLINE OF TR INTERNWL 7 SONGRATRN

Published bimonthly by the Interna-
tional Jazz Federation and the m
Jazz Bociety.

Editor-in-Chief: Pawel m

Tributes are a dime a dozen in Los

Angeles, where sentimentality is a form
of urban blight; yet it would take an

incorrigible cynic to deny that the
Society of Singers' fribute to Ella Fitz-
gerald, staged April 28 (three days alter

Hotel, was one of the

@D&me'

her Tist birthday) at the Beverly Hilton ing the show et
3 u&ﬁ

events of its kind, and by all odds
best

satisfying.
Theaﬂairwasplan.neddwntotht
most minuse detail; even thcdm

in memory of Fi
Tasket hit of 51 years ago

The two hour presentation was a suc- |

4 - JAZZ FORUM

in the film 'I‘ap, pmvidad-
wlth his danea-and"
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en McRae sings with the
it Basie Orchestra at Bowl.

BYLEONARD FEATHER

0 0 big bands are dead? Tell that
) 1o the 15,145 fans who con-

father Duke's tune
e use of

. From Me” and Shel

QW)

Mercer Ellington conducts his father's orchestra with soloist b

ayyd Abdul Al Khabyyr.

Mhada_peml. ﬂﬂ b |

Abdul Al Kha- | |

1orce was mna lrabrique, whose
flawless negotiation of the hard-
to-sing “Something to Live For”
was followed by an ebullient “Just
Sgueeze Me."”

~“Ballet of the Flyiné Saucers,”
orginally part of the suite “A Drum
Is.a Woman,” found Yokoyama at
the electric keyboard among other
innovations, again reflect'ng Mer-
cer Ellington's determination to
make an individual place for him-
self in musical history.

“The Basie ensemble, in its more
past-oriented way, was equally
effective, though a stronger pianist
than Ace Carter would be helpful.

e “Count Basie Remembrance
Suite,” reviewed here earlier this
year, was repeated. Carmen Brad-
ford; a distinguished siger, was
confined to one tune; no doubt this
was due to the presence of another
Carmen, who used the band for her
own set,

~Carmen McRae's vocals are
rarely heard in an orchestral set-
ting. Thayks to sensitive arrange-
ments by John Clayton, she was in
splendid form; her “For All We
Khow” displayed the depth of her
emntional conviction.

«Following directly after the El-
lington set, Louie Bellson’s band

a sort of conlinuum, since he is
acelebrated Ellington alumnus (he
also played briefly with Basie), but
il seemed strange that he devoted

much of his set to works by the
juke and doubly debatable that he
und up with “Cotton Tail” and
“Caravan,” both of which the El-
WEomavsad B il
~The best of Bellson could be
fund in the ensem
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Clayton Works
Wonders With

LoaOrchestra

" o crystal ball is needed tg
determine that John Clay-4

ton has an extremely prom-

iging future as a major force in jazz.

With his two partners, brother Jeff
Clayton on saxes and drummer Jeff
Hamilton, he took the 17-piece
Clayton/Hamilton Orchestra
through a collection of his own

brilliantly crafted arrangements,

receiving a thunderous ovatien
Thursday from a jam-packed house
at the Loa.

- While drawing on his roots,
Clayton blends them with contem-
porary concepts of his own. Certain
passages in “Raincheck” were
drawn directly from the original

Billy Strayhorn version, but with |

new passages and voicing that
added the Clayton touch. There
was even an evocation of Jimmie
Lunceford when trumpeter Snooky
Young sang and played “Tain't
What You Do” out of that band's
legendary book.

- Clayton employs certain sounds
that are rarely heard in jazz ensem-
bles: an oboe (Jeff Clayton), a
rhythm guitarist doubling as jazz
soloist (Jim Hershman). Contrasts
in styles abounded: Herman Riley
and Ricky Woodard on tenor saxes,
George Bohanon and Ira Nepus on
trombones, Young and Oscar
Brashear on trumpets, the latter

_ from a dainty theme (his

own) to a wild climax in “Sashay.”
Impressively individual, too, is pia-
nist Sydney Lehman, who made
her debut with the band recently.

. Most valuably, the solos, instead
of going on endlessly with just
rhythm backing, were succinct,
often enveloped in Clayton’s skill-
fully written sectional or tutti pas-
sagr :

rson

= ot =
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Nesuhi Ertegun wa (ne of that small band
of fans from other countries who emerged,
during the late 1930s and early '40s, to make a
profound impact on jazz. His death on July 15
at age 71 robbed us of a valuable friend.

We met in London in early 1939 and both
settled in the U.S. soon after; he moved here
because his father was the Turkish ambassa-
dor. In Washington, with his brother Ahmet,

| he defied local segregation practices by staging
interracial jam sessions.

He moved to Los Angeles, established a
record shop specializing in traditional jazz,
taught one of the earliest jazz history courses
Tat UCLA) and most significantly was asso-
ciated with the late Les Koenig in the pioneer-
ing Contemporary label. Eventually he moved
to New York to join Atlantic, the company his
| brother had founded in 1947. :

| Nesuhi’s tastes evolved rapidly. Originally a
so-called moldy fig, he espoused the causes of
the MJQ, Mingus, Coltrane, O:nette Coleman
and countless others. It was a great loss to jazz
when his talent as a businessman led to his

| giving up the creative aspects of the record
business. After Warners acquired Atlantic,
Nesuhi launched WEA International, a net-
work of record companies with billion-dollar
sales.

| During his final two years, though, he went

t| back to his first love, the music itself; he

.| formed East-West Records and again recorded
people like the MJQ.

\/ Nesuhi had many other interests. A soccer
| nut, he founded the New York Cosmos Soccer
Club. He had a great collection of surrealist
paintings. But above all, this small man with
big ideas about jazz was a vital contributor to
| the art form when it had precious few effective
1 catalysts. He will be missed by all of us who
1 knew and admired him for-his enthusiasm, his
warmth, his passion.

m LEONARD FEATHER
e
| Clayton, ape _.able conductor,

‘ had Herb Mickman playing bass,
but picked up his own bass for two
| bowed solos, and on the concluding
| “Captain Bill” indulged in an Al-
' fonse-and-Gaston two-bass ex-
change, with both men plucking
away cheerfully. .

| Though he is often heard in
other, smaller settings, John Clay-

ton owes it to the jazz community
to try to keep this mighty orchestra

together. It may not work often,
but it works wonders. _
| —LEONARD FEATHER
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FRANK MORGAN RITROVA GLI AMICI

Chiamato a riconoscere alla cieca una serie di brani, il «<redivivoy
altosassofonista pone l'accento, nel commentarli, sui significati
umani della musica. Ma Sun Ra e lI’Arkestra lo mettono in imbarazzo.

rank Morgan guarda al 1989 come

al piu felice fra tutti gli anni che gli

@ toccato di vivere. Rientrato in
scena dopo una lunga serie di guai,
aveva suonato a New York per la pri-
ma volta in assoluto nel dicembre '86,
al Village Vanguard. L'anno dopo si
era trasferito a New York dalla Califor-
nia, imbarcandosi anche nel primo di
molti trionfali tour in Europa. E nel
frattempo & passato da moduli parke-
riani chiaramente derivativi a uno dei
pit originali stili d’oggigiorno. Dopo
numerosi e notevoli album per la Con-
temporary, di recente ha firmato per la
Island Records. Ecco ora Frank Mor-
gan accanto al nostro giradischi.

Prima: «Oh, bellissimo pezzo, che
gioiello d'un pezzo! Credo sia uno di
quelli di Benny Carter. Ci scommette-
rei la testa che sono Benny Carter e
Dizzy Gillespie che suonano insieme.
Non perdono un colpo, loro. E tutto
cosi spontaneo.

«Sul resto non sono altrettanto sicu-
ro.. Potrei azzardare l'ipotesi che si
tratti della gente della Pablo, magari
Niels Pedersen. C'¢ un magnifico as-
solo al basso, e tutta la sezione ritmica
& grandiosa. Piacevolissimo.

«Uno dei grandi momenti della mia
recente vita € stato il primo viaggio in
Europa. Ero in Olanda per il North Sea
Fe Entrando in sala da pranzo,
nell Gbe:go in cui erano ospitati tutti i
musicisti, c'era da sbalordu'e (era il

ler. Benny si alza e mi dice:
fiero di te. Stavo venendo

. Quando, a quattordici

in California, avevo chie-

i al mio insegnante,
_' Quello é stato il mio

i

Frank Morgan é nato il 23 dicembre
1933, ma inizi6 la professione di
altosassofonista, a soli quindici anni,
in California, dove il padre si era
trasferito per gestire un club
frequentato dai piu famosi jazzmen.
Dell'intensa attivitd degli anni
Cingquanta non esiste che una
testimonianza discografica a suo
nome, «Introducing Frank Morgan,
registrato nel 1955 per la Gene
Norman Presents. La sua carriera fu
infatti interrotta dalla tossicomania e
da lunghi periodi di reclusione, tra
l'altro nel penitenziario di Saint
Quentin. Liberato negli ultimi anni
Settanta, tornd faticosamente alla
musica, registrando soltanto nell'85
il suo secondo disco, «Easy Living»,
al quale, sull'onda di uno
straordinario successo,
immediatamente numerosi altri
seguirono, coh ripetuti tour anche in
Europa. Vedere l'articolo-intervista
in «Musica Jazz» del novembre ‘87.

volta, a Chicago, mi venne ad ascoltare
con il suo magnifico bassista, John Lee.
Dovrei dare al disco quattro stellette e
mezza proprio per Dizzy e Benny».

Dopo: «George Mraz, oh no, ma non
€& una sorpresa. E un pensierino su
Louie l'avevo fatto, sai? Con Mraz ho
suonato al Lincoln Center, e sta sulla
lista dei miei contrabbassisti favoriti.
Mi piacerebbe fare ancora qualcosa
con lui».

Prima: «Ehila! Quando & incomin-
ciato pensavo: vuoi vedere che mi
capita l'occasione di ascoltare la Brass
Fantasy di Lester Bowie? E quando &
entrato il clarinettista mi sono detto;
“Be’, questo & Eric Dolphy!”. Ma il
disco sembra pil recente. Questo & un
grande suonatore di clarinetto basso. Il
tema era molto originale. E un buon
disco. Non necessariamente il mio ge-
nere, ma di sicuro c'é qui dentro qual
cosa anche per me; non & fuori del-

%
A%

~ Woods «

I'ambito dei miei ascolti. Darei tre stel-
le e mezzan.

Dopo: «Pensavo che potesse essere
David Murray. Di Ralph Peterson ho
sentito parlare molto. Baikida Carroll,
gial

«A me piace molto il World Saxo-
phone Quartet. Andai ad ascoltarli al
Cal Arts, subito dopo essere uscito di
prigione. Ho anche ascoltato Horace
Tapscott in una. di solo
piano. Mi ha rafforzato nell'intenzione
di tornare in scenay.

Prima: «Cinquantacinque stelle!
Sonny Stitt che suona il tuo pezzo,
Leonard Feather, I Remember Bird.
Grande sezione ritmica. Accidenti,’
questo & quasi vicino al pii perfetto
disco che uno possa ascoltare. Avevo
gia ascoltato il tema, ma non questo
disco. Lo sentii anche eseguito da Phil
con l'orchestra di Oliver Nel-
son. In un oo]lege suonai con la band

M
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By LEONARD FEATHER

The Otter Crest Jazz Party is different.
Many of these events tend to use the
same musicians in a sort of musical
chairs game; great as they are, you won-
der why more new names don’t get a
chance.

Jim Brown, the real estate agent who
started Otter Crest in 1978, believes in
mixing it up. This year, at the 12th party,
he had six Canadians, a tenor player
from Japan, trombonist Jiggs Whigham
from Cologne (he has lived there for 23
years and teaches at the Conservatory),
along with several arusts from ths Nonh

drive southwm from Porthnd. isa
blmg group of nmbaed htuidings '

Bill Berry has been the party’s
director for 10 years. Under his g B
themumwork wvﬂiﬂemﬁ&

tenor plnyer from Vamenver
Connell on_ﬂm !

OTTER CREST JAZZ PARTY ——-—-——-—

mngcrskondumors. Even Spike Robin-
son, who doesn’t read, was able to put in
a guest shot with this band on a blues
chart.

Jeff Hamilton, Joe Beck and a few
others made up the complement of me
30-plus musicians who
this sensibly organized weekend. hm
Brown, who started the party here with
1 Mand !




della scuola, e loro avevano un arran-
giamento del pezzo. Era la prima volta
che lo ascoltavo.

«Sonny Stitt ha tutto. Non gli manca
nulla di meglio. Ha il sound meravi-
glioso, la meravigliosa scelta delle no-
te, il meraviglioso ritmo, meravigliose
concezioni, meraviglioso soul, e mera-
vigliosi il tono strumentale e 1'autorita.
E della classe di Bird, il che & naturale
in lui. Io non penso che lui abbia fatto
quel che ho fatto io, cioé cercar di
suonare come Parker. In lui, penso, &
stata una cosa naturale» (L.F.: quando i
due si incontrarono, notarono di suo-
nare ciascuno come l'altro, ma non si
erano mai ascoltati prima d’allora).

«Quando ho sentito Stitt, anche se
all'epoca non suonavo ancora il sasso-
fono, ebbi la sensazione di ascoltare la
mia voce, e il modo in cui immaginavo
che mi sarebbe piaciuto suonare. Ero
un chitarrista, allora, ma sentii che
dovevo diventare un sassofonista, per-
ché quella era la mia voce! Sonny Stitt
mi rende felice d'essere al mondo».

Dopo: «Dolo Coker, un vero pianista
bebop. Questa & tutta gente splendida,
davvero. Allen e io abbiamo fatto quat-
tro serate insieme: lui era con Kenny
Burrell e Art Farmer quando noi era-
vamo al Kimball's East. Non suonava
cosi bene. Clarence & un bravissimo
musicista di gruppo. Mi spiace non
aver mai potuto suonare di pii con
Dolo. I mondo é migliore grazie a
gente come questay.

Prima: «Oh, che bello! Non so chi
fosse, ma era un meraviglioso sassofo-
nista. Penso che il tema fosse Blood
Count di Billy Strayhorn, una cosa mol-
to seria, molto bella. Chiunque fosse al
sax, ha compiuto un eccellente lavoro
nel leggerla. La sezione ritmica era
molto, molto d'aiuto. Ottimo. Cinque
stelley.

Dopo: «Sono miei amici. Benny ha
lavorato con me a New York, in realta
€ stato lui a cercarmi. Non avevo mai
sentito parlare di Jim Snidero. E dav-
vero meraviglioso. Sento che farei me-
glio ad andare a casa a esercitarmiy.

Prima: «Oooh! Sembrava proprio
che si stessero divertendo. Vorrei fare
un solo commento, tale da togliere di
mezzo le stelle e il resto: vorrei soltan-
to dire che il bebop vive! Questo non &
cosa per me. Penso che sia swing alla
sua maniera. Sembrava che si divertis-
sero, ripeto, e quando questo avviene,
il fondamentale scopo dell’arte é rag-
giunto. E qui pareva che tutti se la

godessero. Non facevano swing come
piacerebbe a me, ma lo facevano. Non
saprei che voto assegnarey.

Dopo: «Avevo riconosciuto il tema,
ma non ne sapevo il titolo. Non ho mai
incontrato Sun Ra, solo di tanto in tanto
mi sono imbattuto in uomini della sua
orchestra, e sarei ansioso di conoscere
anche lui. Nemmeno adesso potrei da-
re un voto, per la semplice ragione

che non penso di essere qualificato a
farlon.

Prima: «Questo dovrebbe essere
Ornette con Bobby Bradford. Che sia
Ornette sono sicuro, ma non penso che
il trombettista sia Don Cherry, perché
suona differentemente. Ornette & Or-
nette, & unico nel suo genere. Ho molto
rispetto per lui. E ammirazione, e amo-
re. Penso che tutto quel che lui fa sia
degno di seria attenzione. Classifiche-
rei il disco con cinque stelle se si tratta
di Ormnette, semplicemente perché nu-
tro quei sentimenti nei suoi confronti.

«Il brano era Embraceable You. Lui
lo ha riscritto, che & poi tutto lo scopo
della musica, non ti pare? Di sicuro lo
ha reso proprio».

Dopo: «Don Cherry é un mio vec-
chio amico. Frequentd anche lui la
Jefferson High School. Quando io feci

gnnsuﬂasmad:lCiak-
il pianista Hugh Lawson e i bulﬁ

3

1a mia prima apparizione al Vanguard,
registrammo dal vivo. Ebbene, mentre
suonavamo All The Things You Are, e
il nastro girava, dopo il mio assolo
entrd una tromba. Sapevo che non
poteva essere Johnny Coles, perché
aveva gia suonato prima di me. Era
Don Cherry, che si era infilato sul
palcoscenico. Ed era ottimo. Cercai di
convincere Richard Bock a lasciarlo

P TLIm - O .Unm*
gnifico sassofonista migliori di
sempre. Ho avuto il piacere di suonare
con Phil in giugno a Parigi: era la
prima volta ed & stata una grande
esperienza. E un uomo delizioso. Non
so quale fosse il gruppo, ma si notava
una certa affinita, sembrava il suo
gruppo. Un tema davvero bello, an-
che. Quanto ai voti, vorrei dare cinque
stelle a tutto cié che lui fan.

Dopo: «l titolo & Johnny Hodges?
Gia, ho notato che Phil stava suonando
qualcosa di A Flower Is A Lovesome
Thing. Mi ha ricordato il mio desiderio
di ricominciare a suonare quel bellis-
simo pezzo.

«Quando a Parigi ho fatto quelle
cose con gli archi, tra i primi a venire
dietro le quinte prima del concerto fu
Phil. Lui e sua moglie vennero a inco-
raggiarmi». ]

er I'ultimo festival di Milano, nel marzo 1989, con
Cameron Brown (alla batteria c'era Ben Riley).
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WHITTLE
A Profile

Saxophonist Tommy Whittle became a
regular member of the PizzaExpress All
Stars on February 22nd. He has, of course,
appeared many times before at the Pizza
Express, with his own groups and with
Americans such as Al Cohn and Sweets
Edison. “They've always been compli-
mentary, and I suppose you pull out all the
stops for the occasion”, he says modestly.

Tommy has been a leading light of the
London scene ever since he moved down
from Scotland as a lad. Despite much in-
volvement with session work, he has kept
playing jazz continuously and relishes
its unpredictability. “You can be feeling
it's going too good and you play badly -
other times you thought you couldn't be
bothered, and you surprise yourself by
playing well.”

As an instance, he recalled an occasion
with Harry Haye's band while still in his
teens. “We were working at Churchills
and, after finishing at 3am, we were driven
all the way to Blackpool to play on Harry's
stand at a trade fair. I did a quartet set with
George Shearing, who was also in Harry's
band, and it was very well received and
written up in the press. And I still meet
people who were there and remember it!
Looking back, it seemed a good introduc-
tion to my career.”

Tommy's favourites on saxophone
include all the big names up to and includ-
ing Mike Brecker. “Hopefully it seeps into
the brain and, as you get older, itcomes out
with something of yourself.” To find the
results on record, there's the STRAIGHT
Eigur album (Miles Music) and two with
his wife Barbara Jay on their own
Tee-Jay, for which he's also planning a
quartet album.

For live appearances you need go no
further than the ubiquitous Pizza All Stars.
Of them Tommy says, “T'll be in good
company, although its not the easiest job
by any means. They play a highly skilled
cross-section of mainstream music.”

*Brian Priestley

PizzaExpress All Star Jazz Band
Personnel: Alan Ganley, druns; Len
Skeat, bass; Brian Lemon, piano; Tommy
Whitile, tenor; Dave Shepherd, clarinet!
leader; Colin Smith, trumpet; Roy Wil-
liams, trombone.

10 Jazz Express March 1989

SCREEN JAZZ

Sounds of Surprise

Reviewed by Geoffrey Smith

Channel Four has yet again earmned the
gratitude of jazz lovers, this time with
Sounds of Surprise, a season of excellent
documentaries. Every Saturday night at
nine o’clock has brought a close encounter
with a master of the art, playing, talking
and being talked about. Naturally, the most
successful films have been those that of-
fered the most footage of the star in ques-
tion. It was illuminating to see Gil Evans at
work, coaxing his patented loose, sponta-
neous structures out of a group of French
musicians, while delivering some pithy
observations along the way. “Every out-
standing player has to have a cry,” he said,
as Gil himself obviously did.

In an amusing bit, Evans recalled
Charlie Parker saying that playing a solo
was just a matter of editing, making
choices as you went along: “yes, yes, yes,
no, no, yes, no ..."” That quote would've
brightened up Bird Now, which on the
whole didn't convey a very strong sense of
its subject’s presence. Bird's wife Doris
(who was left out of the Eastwood Biopic)
made a touching witness, but it was hard to
compensate for the simple dearth of
Parker on film. The same difficulty beset
the Art Tatum feature, though the few clips
fully registered just how effortless that
amazing technique was.

Arguably the most effective film was
Art Blakey: Jazz Messenger, with the

Sounds of Surprise: ‘A Tribute to Gil Evans’

master up front as leader, soloist, tircless
jazz publicist and mentor to young musi-
cians. It was an act of homage to a man
who'salways practised his basic principle:
“the most important thing is to keep
going.” Shots of him breaking in a new
generation of British stars at the Camden
Festival showed him as much in the thick
of things as ever, and a galaxy of former
Messengers paid tribute to the head Mes-
senger of them all. It was a model docu-
mentary, a perfect blend of music and
reminiscence. And there's more to come,
until April 1st, including the surprising
sounds of Loose Tubes, Fats Waller and
Ben Webster.




AMERICAN

M The Lionel Hampton School of Music,
the only major conservatory named after a
jazz musician, held a major festival for
three days in late February. The school is
part of the University of Idaho in Moscow,
Idaho. Taking part were Hampton and his
orchestra, Phyllis Hyman, Wynton Mar-
salis, Carmen McRae, Doc Cheatham, Ray
Brown, Gene Harris, Stan Getz, Kenny
Burrell and as many as 100 college bands
from around the country in a contest
judged by a panel of jazzmen. There are
now over 200 music majors at the school.

B An album by a group calling itself the
Charlie Parker Memorial Quintet will be
recording soon for the new Donte’s record
label. It will feature Charles McPherson on
alto, Jon Faddis on trumpet, Pete Jolly on
piano, Brian Bromberg on bass and John
Guerin, drums and leader. The group will
be the opening attraction at Donte’s when
the club finally re-opens. After many de-
lays it is now reported due to open its doors
in late March.

B Barrie Lee Hall, the trumpeter and ar-
ranger who joined the Ellington orchestraa
year before Duke died and is still with the
band under Mercer Ellington, is featured
with John Dankworth on an album made by
the British saxophonist-composer with the
Rochester Philharmonic. Dankworth is
also collaborating with the same orchestra
for an album with Dizzy Gillespie.

B Terri Lyne Carrington, the 23-year old
drummer who hasbeen working with Clark
Terry and many other name groups in New
York since her early teens, has moved to
California to become a regular member of
the house band, led by Michael Wolf, on
the nightly TV series starring comedian
Arsenio Hall. She also has anew album out
on the Verve Forecast label with an all star
personnel including Wayne Shorter (with
whom she toured Europe), Grover Wash-
ington, Patrice Rushen, Gerald Albright,
Carlos Santana and John Scofield.

M Clint Eastwood, whose movie Bird
earned him a victory as Best Director in this
year’s Golden Globe Awards, is also ex-
ecutive director of Straight No Chaser, a
documentary about Thelonious Monk pro-
duced by Bruce Ricker and Charlotte
Zwerin, in which Monk’s son, his patron
the late Nica de Koenigswarter and his
managers Harry Colomby and Bob Jones
talk about Monk’'s personality, Monk’s
long illness, it is implied in the interviews,
was tantamount to manic-depression.

Leonard Feather

M Paquito d’Rivera’s long fight to bring
his son out of Cuba ended happily in Janu-
ary, when the Cuban government relented
and allowed the son and d"Rivera’s ex-wife
to emigrate to the US.

B The Candid label, for which an excel-
lent series of sessions was produced by Nat
Hentoff in the early 1960s until the com-
pany went out of business, has been re-
vived. Just released on Candid is an album
made by guitarist Ray Crawford in 1961
but never relecased. With him were Johnny
Coles, Cecil Payne, Junior Mance, Ben
Tucker and Frank Dunlop.

B Lennie Nichaus, who eamned great ad-
miration for his musical supervision of the
soundtrack for Bird, has been setto oversee
the music for The Hot Men, supposedly a
story about the alleged love-hate relation-
ship between Benny Goodman and Gene
Krupa, with Abe Most and Jack Sperling
doing the sound tracking for the two swing
stars. In a typical Hollywood gesture, two
white musicians, Charlie Shoemake and
Mike Lang, will play the musical parts for
Lionel Hampton and Teddy Wilson.

M Ellis Marsalis, who had been teaching
at a Virginia College, will return to New
Orleans in September to begin a new pro-
gram of jazz studies atthe Univ. of N.O. His
23-year old trombonist son Delfeayo Mar-
salis, who will graduate soon from the
Berklee College of Music in Boston, has
beeninvited to join an all star group in Sept-
ember on the Regent Sun jazz cruise, along
with Nat Adderley and Red Holloway.

NEW S

B Cuyshoga Community College in
Cleveland, Ohio will be the scene of a ten
day educational jazz festival April 6 10 15,
dedicated to Duke Ellington. Mel Lewis
will be an artist-in-residence, along with
Art Farmer, Henry Threadgill and pianist
Renee Rosnes. There will be a jazz vocal
day with Janis Siegel of Manhatian Trans-
fer, a concert by Sarah Vaughan, and ap-
pearances by Clark Terry and Louic
Bellson (both Ellington band members in
the 1950s), the Cleveland Jazz Orchestra,
John Abercrombie and Paul Motian,

B The all-British versibn of the vocal
group known as the Swingle Singers, or-
ganised in 1984, issettoopen in New York
at the Village Gate.

M Marlena Shaw and Shirley Horn did
two guest vocal appearances each in a
forthcoming album by Joe Williams; also
in the album will be Supersax. Both Wil-
liams and Ms. Shaw are to take part in a
jazz festival cruise on the Regent Sun, in
September, sailing from Vancouver to LA.
B Leon Petties, the drummer who re-
corded with Harold Land for Blue Note
and had been based for some time in the
San Diego area, died February 1 in that
city. He was 60.

B Gene Quill, 61, the alto saxophonist
best known for his work in tandem with
Phil Woods in the late 1950s, died in early
January in Atlantic City, where he was
born. He had been ill and inactive for many
years, having been paralysed after suffer-
ing a beating.

Thelonious Monk (left) with Howard McGhee, Roy Eldridge and Teddy Hill outside

Minton’s Playhouse in 1948.
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JAZZ REVIEW

Young, Old Mix It U

By LEONARD FEATHER

ENVER—Jazz is the art of
Drcnovation. At the 27th an-

nual Dick Gibson Jazz Par-
ty, held here Saturday through
Monday in a ballroom at the Hyatt
Regency Hotel, there was reward-
ing evidence of the degree to which
musicians mature with age, while
the younger ones, listening and
learning, pick up on their ideas and
expand them.

As always, Gibson hired the 60
musicians individually, dispersing
them into dozens of combinations
that changed every 45 minutes. At
one symbolic point Sunday eve-
ning, a round-robin on “Lady Be
Good" led direetly from clarinetist
Ken Peplowski, at 30 the youngest
musician here, Lo a chorus by the
trumpeter Doc Cheatham, 54 years
his senijor.

While the sounds have broad-
ened, tradition still plays a great
role. Pianist Ralph Sutton has
‘attended every party but one; Milt
Hinton, the bass virtuoso, has been
here every year since the third
party. Josh Gibson, who this year
heiped his father organize the
event, was present at the first
party in a sense: His mother,
Maddie Gibson, gave birth to him
two days later.

Performance, not repertoire, is
the essence of the jazz party's
success. Common-denominator
songs are inevitable for an ad-hoc
group, but some jazzmen do get
weary wearing the shame shabby
songs. Phil Woods escaped from
the stricture by passing out parts to
a bassist and pianist for his own
“Goodby Mr. Evans,” a poignant
elegy to the late pianist Bill Evans.
Flip ips and Seott Hamilton
hadlhe.")ﬁilansinanupmaras

they played preset routines from an
album they had recorded.

Other escapes from the common-
place wefe ot.casional waltzes,
such as Me My Love," a
perfeeh, hicle for the lyrlcal '

‘Wilder, and “Char-

maine,” an. tlegant Dave McKenna

piano feature. Howard Alden, the

promising guitarist, even

reached bae corn country to

%m waya g_ublimatin’g “Pico
co."

Tompkins were among the seven
pianists. Bill Watrous played the
trombone with incredible clarinet-
like facility. Ray Brown, John
Clayton and Jim DeJulio were the
L.A. bassist contingent. Curtis
Peagler from San Diego, not a party
regular, showed style but had trou-
ble with a squeaky reed.

Innovations don't always work
here. The drummer Panama Fran-
cis drew eight men from the pool,
rehearsed briefly, then offered a
set of music by the Savoy Sultans, a
relief band often heard at Harlem's
Savoy Ballroom in the 1930s and
'40s. The charts sounded dated and
the soloists, ironically, were too
modern: The be-bop alto saxes of
Red Holloway and Dick Johnson
had all the relevance of a jet engine
on a railroad train.

Clarinetists proliferated: Peanuls
Hucko, Bob Wilber, Kenny Dav-
ern, Dick Johnson and Ken Pe-
plowski—all capable, even admira-
ble, but more representative of

‘Gibson’s personal taste than of any

resurgence in the instrument’s
popularity.

Good humor always abounds, At
one point, five horn players, not
known for their singing, erupted
into a unison bop vocal chorus on
“Perdido.” No party would be com-
plete without Milt Iimtona vocal
on “Old Man Time." George Chis-
holm, the trombonist who flies to
the party annually from London,
preceded his solo numbers with bits
of antic aneedotes

p at Gibson’s Party

CHUC BIGGER
Phil Woods, left, Marshall Royal and Benny Carter play alto sax
together at the 27th annual Dick Gibson Jazz Party in Denver.

Gibson himself saved his own
vocal, as always, for the final hours
on Monday, singing “I Ain't Got
Nobody” in his stentorian baritone
and earning an encore.

Standing ovations, not uncom-
mon here, reached a peak with the
wild reaction to Lew Tabackin on
tenor sax and Phil- Woods on alto as
they interwove their way through
“Love for Sale.” .

At the Monday evening session,
even such exquisite ballad, per-
formances as “We'll B&%['6gether
Again” by Bob Caoper on tenor sax
and violinist John Frigo’s “Estrelli-
ta” were rapturously received.

The final set Monday was myste-
riously billed by Gibson as “The
Great American Youth Movement
Jazzband.” It turned out to consist
of Doc Cheatham, 84, with Benny
Carter, 82; Milt Hinton, 79; Mar-
shall Royal, 76; ¥lip Phillips, 75;
Jay McShann, George Chisholm
and Sweets Edison, 74; John Frigo,
T1; Panama Francis, who will turn
71 in December, and the baby of the
band, trumpeter Snooky Young,
who won't turn 71 until February.
Nowhere else in the arts do the
participants have the longevily and
perdurable talent that jazz displays.

Since Gibson put on the first jazz
party at Aspen, Colo,, in 1963, he
has given rise to 57 other such

affairs. Musicians everywhere
should be lastingly grateful for the
immense volume of work for which
he has been diveeﬁy or indirectly
responsible.
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&

diLeonard Feather| AF 1 LR

MONTY ALEXANDER E IL «RASTA BEAT»

I pianista giamaicano, nell'individuare «alla cieca» un gruppo di colleghi, pone come qualita
primaria il ritmo, che ha assorbito nella sua infanzia. Ma il suo vero idolo é Nat King Cole.

ander, il pianista nativo della Gia-

maica, che oggi opera in tre aree
principali: come membro del Triple
Threat, con Ray Brown ed Herb Ellis;
come leader di un che riflette
la sua origine, allineando degli steel
drummer (maestri di quei tamburi me-
tallici tipici delle ) del valore di
Othello Molineaux; e inoltre in uno
show dedicato a Nat King Cole, in cui
suona ed anche canta i temi che furono
legati al suo idolo giovanile. Anche se
& su altri pianisti che si basa il nostro
gioco «a occhi bendati» con lui, il
nome di Cole comparira immediata-
mente nel suo discorso.

Tm.questavoha.aMontyAlax

Montgomery Bernard Alexander,

ma per tutti (anche ufficialmente)
«Monty», é nato il 6 giugno 1944 a
Kingston in Giamaica, dove aveva
incontrato fin da bambino la musica

e dove aveva Iniziato assai presto
un'attivita paraprofessionale, gid
indirizzata verso i jazz (grazie al
dischi di Armstrong e poi del
bopper) piu che al locale calypso. Le
sue doti di pianista garbato,
simpatico, seducente, gli avevano
permesso di approdare appena
diciassettenne a Miami e di entrare
praticamente subito nel circuito
statunitense. La sua carriera e stata da
allora molto intensa, facendo base

in California ma estendendosi anche
all'Europa (dal 1975) e al Giappone.
Nei concerti e nei dischi la sua
formula prediletta é quella «classica»
del trio, anche se non ha mancato,
soprattutto nelle tournées per Norman
Granz, di affiancarsi a grandi
strumentisti in organici pit larghi.

tra i trombettisti e flicornisti, che svol-
ge il suo lavoro di alter ego: Mister
Terry! Ogni nota & cosi chiara, e il rit-
mo & come avvolto nel suo stile. Quan-
to alla sezione ritmica, € un gruppo
davvero swingante. Non sono sicuro

_dxsaperectummtmcompmmu.

Dovmelavoraremm,mnmm
chaflbasao onags

< aued o

Oliver la
seﬂnmmmmqmgéhpmm
volta in cui io lo possa ascoltare bene

su disco. Potevo sentire I'influenza del-
lo stile di Oscar Peterson, ma non capi-
vo che si trattava di lui. E un eccellente

pianista. In effetti al festival di Mon-
treux, a quanto ho sentito, ha fatto
qualcosa con l'orchestra sinfonica lo-
cale, e ne & venuto fuori un evento im-
portantey.

‘wicz! Ti sorprend: perché I'ho ricono-
‘sciuto? E perché lo conosco come pex-

sona, e I'ho ascoltato suonare. Quando

momm.enplaceoomeuomo tu

ne riconosci il suono della voce, anche
neﬂep:molecose Io di Adam conosco
ggmeanchehmmmleabx-
con entrambe le mani. Il suo rispet-
to per Art Tatum & cosi evidente che
egli possiede l'indipendenza nella
mano sinistra per far tutte quelle figu-
re che usa, e nello stesso tempo & libe-
ro di fare quanto vuole con la destra!
In campo armonico, poi, & ardito.
«In un n io di dischi ho visto un
album fatto da lui assieme ad altri mu-
sicisti con i quali non lavora di solito. E




validitd musicale del suo concerto & in
discussione. Dovrebbe riesaminare le
proprie intenzioni creative. Aftenzio-
ne: la voce della Hasler & ricca in
estensione e in colori, ed & usata con
un controllo squisito; io I'ho trovata
complessivamente positiva. Basta chiu-
dere un occhio in certi momenti.

Magni Wentzel ¢ una raffinata stili-
sta. La vocalita controllata, lo scintillan-
te fraseggio, il sapiente senso musica-
le danno a ogni sua interpretazione il
segno della qualitd. La sua musica ab-
braccia jazz, bossa nova, samba e al-
tro. Someday My Prince Will Come,
Limehouse Blues, Up A Lazy River
sono stati piacevolissimi. La Wentzel é
un'ottima chitarrista, e il proprio ac-
compagnamento con lo strumento
classico costituiva un rilassante contra-
sto ai mostri elettronici di altri gruppi.
l.l suo pmusla. Egil Kapstad, ha rivela-

notevole virtuosismo nel brano
mterpretalo in solitudine, Autumn
Waltz. Il gruppo era completato da
Terje Venaas al contrabbasso e Tom
Olstad alla batteria.

Sadao Watanabe, alla sua seconda
esibizione a un Jazz Yatra, ha nuova-
mente entusiasmato il pubblico di
Bombay. Il sassofonista giapponese e il
SUO gruppo Suonano umna musica a ca-

vallo dei generi, legata al pop da un
indiavolato ritmo funky. La musica &
confezionata in modo troppo superfi-
ciale, le improvvisazioni sono tortuose
e senza significato.

E una buona idea che ad ogni Yatra
ci sia una partect ne locale, ma si
puo discutere l'idea dello sponsor di
proporre il gruppo Azure Hades. Cer-
tamente i suoi co ti, Shrikanth
Sriram (basso e flauto), San]ay Wan-
drekar (piano e tastiera) e Dennis
Coehlo (batteria), sono giovani e anco-
ra in evidente fase di formazione. Un
brano basato sul canto vedico «sa-
many, Jazz Veda, rivela il potenziale di
questi giovani. Un altro tema, Sun &
Earth, era interessante. D'altra parte
Take Five metteva in evidenza i limiti,
tecnici e artistici del trio, che deve
chiarire e sviluppare idee pii chiare e

La musica piu provocatoria di que-
sto Yatra & venuta dall'olandese Wil-
lem Breuker Kollektief, un gruppo che
sfida le categorizzazioni. [l suo jazz for-
te e libero ha lasciato spazio ad ognu-
no dei dieci componenti. La musica
del gruppo € una mistura di Stra-
vinsky, Prokofiev, Gershwin, atonali-
smo, honky-tonk, barrelhouse, sma-
glianti ritmi latini e la scrittura minima-
lista di John Adams, Philip Glass e Ste-
ve Reich. Le bizzarrie dei musicisti ap-
parivano stantie, a volte bizzarre. La
musica che producono & solida come
una roccia e le clownerie non aggiun-
gono nulla al suo eccellente livello.

Abdullah Ibrahim (Dollar Brand), col
suo gruppo Ekaya, e il chitarrista Joe
Carter erano gli altri musicisti prove-
nienti dagli Stati Uniti. Di Ekaya faceva-
no parte, oltre a Ibrahim come piani-
sta, arrangiatore e sitore, Mark
Taylor (corno), Howard Jo (sax
baritono, tuba e pann e), Willie

ylor Baker ( ria).

Ibrahim utﬂ:m le d:ﬂerenh combi-
nazioni strumentali con fantastica abi-
litd e crea trame sonore affascinanti.
Sudafricano di nascita, il pianista era

itore; la fusione di pia-

uto e baritono produce

' molto interessante. Il mon-

hane Skippi ha infine consentito a

ogni musicista di esprimersi nel modo
mugliore.

Joe Carter ha aperto l'ultima giorna-
ta di Yatra con il bassista Manfred
Brundel (del gruppo di Gabriele Ha-
sler). | due hanno offerto una notevole

dimostrazione di quello che musicisti
ben dotati possono ottenere, anche al
primo incontro, accrescendo l'espe-
rienza di noi ascoltatori. All The
Things You Are e Someday My Prince
Will Come sono stati suonati come
gioielli dalle molte facce, impregnati
di lirismo; in Birks Works 1'equilibrio
tra 1 due strumenti era perfetto.

La reazione del pubblico a certa mu-
sica & stata chiaramente espressa da
uno spettatore sfrontato, che ha gri
to «adesso fateci sentire un po’ di
jazz!» mentre suonava il quintetto di
Peter Schérli, con Glenn Ferris come
trombonista ospite. Il virtuosismo di
ogni interprete li spinge verso le im-
provvisazioni piu rischiose, verso ac-
que meno sondate. La loro musica,
come quella di Breuker, incrocia gli
stili e ha lasciato la maggior parte del
pubblico in preda a un pii che evi-
dente sconcerto.

II quintetto del francese Jean-Marc
Padovani univa vari elementi graditi al
pubblico in una musica fresca e vitale.
Rome-New York era una semplice e
affascinante composizione lenta con
un’ottima parte di basso, eseguita da
Hélene Labarriére. Pablo ha una strut-
tura squisita e il quintetto ne ha svilup-
pato l'architettura con grande senso
musicale. Roget era un brano molto di-
vertente, sul quale tutti i tremila astanti
hanno gridato a piena volce il ritornel-
lo, «cROGET.

Yatra 1990 & terminato con i suoni fa-
miliari del Dixieland. Ma questo non
veniva dai bordi del Mississippi, bensi
da quelli della Neva: era proposto in-
fatti dalla Leningrad Dixieland Jazz
Band. Sotto 'abile direzione del sasso-
fonista Oleg Kuvaitsev il gruppo, otto
elementi, ha portato il proprio senso
dello swing fin nel cuore degli appas-
sionati di Bombay. Nessuno sapra mai
perché sia stato incluso nel repertorio
It's Been A Long, Long Time; ma Tin
Roof Blues, Darktown Strutter's Ball,
W Give Nobody None Of

Roll e altri classici hanno en-
tusiasmato il foltissimo pubblico, che
ha chiesto in coro il bis; i musicisti di

inevitabilmente,

Leningrado, hanno at-
taccato When The Saints Go!lardlmg
In, sfilando tra la folla e mandando
contenti a casa i fedelissimi. Tra i soli-
sti & spiccato Boris Ershov, geniale
banjoista, che con uno stile scattante e
palpmntehadmosmtole quanto questo
strumento ormai tto

i negletto possa 2ol

L‘organmone Jazz India sta' svol-
gendo un superbo lavoro pe;lripigﬂar_
In questo paese nuovi stimol Fin-
scita di Jazz Yatra é stata resa pcssibile
dalla dedizione di pochi fedeli’
sionati; 1'aiuto ottenuto da Air Indig; dal
Ccmngho indiano per le relazlom ‘cul-
turali e dal maggior sponsor di qmasta
edizione, gli o,tolpg‘: Titan,
che Yatra si & grmai conqmstato uno
spazio, € noi trasmrabﬂe nella Scena
musicale. ' e
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se non mi inganno, riconosco il drum-
ming di Al Foster. Bisogna conoscere
la gente di persona...cosi ora sarei si-
curo che si tratti di Al. Il bassista non lo
conosco, ma era un brano freaky, e lui
se lo divorava. Adam & un pianista fan-
tastico. Cinque stellel». )

Dopo. «Siamo di fronte a una storia
umana. Sono dei profugli, Adam e sua
moglie. Vengono da tempi duri. E ce li
hanno addosson.

Prima. (Ridendo e cantando).
Ascolta: What Can I Say... Gia: che
cosa posso dire? Quando sento chiun-
que rifare la musica di Nat King Cole e
suonarla cosi magnificamente, ridiven-
to un bambino.

«Non so come spiegarlo, ma Nat
King Cole mi ha toccato con una
straordinaria profondita, appunto
come capita a un bambino che cresce.
I momenti pin felici della mia fanciul-
lezza sono stati accompagnati dalle
canzoni e dalla personalita di Nat. La
sua musica ha allietato la mia infanzia,
cosi come qualche tempo prima avra
fatto per Oscar. lo avverto un'affinita
musicale piu con Nat Cole che con Art
Tatum, quando ascolto Oscar Peter-
son: parlo di concezione, e di tutto il
resto, perché e stato Nat a inventario.
Pur essendosi ispirato pianisticamente
a Earl «Fatha» Hines, & a Nat che va at-
tribuito il diritto d'autore per la pro-
pria personalita, e per l'idea di pre-
sentare tre strumenti e di farne uno
swingante gruppo da camera. La sua
effervescenza... E poi, sentire Oscar
fare tutto questo con il suo senso del nit-
mo! Perché questa é una delle cose che
io ascolto innanzitutto in un pianista:
non tanto le note e gli svolazz. 1l ritmo

di Oscar é differentissimo da quello di

Nat, eppure c'e un filo che li lega.
«Per me, & grande cosa, soprattutto,
ascoltare Herb e Ray con Oscar. Cono-
sco a malapena questo disco, ma so
che nel corso degli anni Oscar ha sem-
pre ricordato, nella sua muﬁt?,rquamo

ha fatto Nat King Cole».
*  Dopo. (L.F.: Hai capito subito che
. era Nat a cantare?) «Oh, subito,

subitoy.

Prima. «Questi erano Hank Jones e
George Shearing. Non li avevo mai
2acolfati prima, ma avevo saputo che
i secente avevano registrato per la
Ceicord, e ricordo di avere rabbrivi-.
dlio.... con un sorriso, perché sapevo
che quei due si sarebbero divertiti
muclto, dato che molto hanno in comu-
ne. Sono due ariisti assolutamente uni-
ci, ognuno con il =10 senso del ritmo,
ma sono vicinissizni. Sono entrambi

(Per gentile concessione di “JazzTimes")

musicisti meravigliosi, e fanno cantare
le note. Fanno cantare il pianoforte, lo
accarezzano. Tutti e due, non questo
pitt dell'altro! Se vuoi divertirti, guar-
da i loro piedi mentre suonano. Il
modo in cui George usa i pedali: & una
continua lezione su come certi suoni
del pianoforte possono aiutare quel
che viene fatto dalle dita. E lo stesso &
per Hank Jones: quando sta seduto 1a,
cosi solenne, al suo strumento, i suoi
piedi sono sopra il posto giusto, sul
pedale forte e su quello della sordina.
C’é un grande rispetto per il suono, e
naturalmente c’é quel comune deno-
minatore che & Art Tatumy.

Dopo. «Mi & piaciuto di rado ascolta-
re due pianisti ma questa ¢ una delle
pochissime occasioni. Si, devo dare
cinque stelle non soltanto per quello
che 1 due hanno fatto qui, ma anche
per quanto hanno sempre fatto!».

5 -

Nel fare tutto questo Mr. Jamal € un re.

«Penso di stare ascoltando Al Foster
alla batteria, perché & cosi “grasso”! E
forse Don Pullen, al quale piace fare il
“pugno di ferro” e diventare selvag-
gio. Quasi dei ritmi “rastafariani”.

«Il voto? Povero me! Proprio perché
mi ha fatto battere il piede, e con buon
gusto, gli daro quattro stelle e mezzan.

Dopo. «E un tipo affascinante, c’é in
lui molto della musica di chiesa, e ri-
spetto per Duke Ellington, per la vec-
chia tradizione, ma c’é anche il selvag-
gio, che va contro le norme, il che a
me piace. E gradevoley.

Prima. «Un blues in Do che finisce
in Mi! Ti diro, io so chi sono questi,
perché sono tornato di recente dal-
I'Europa e ci siamo incontrati, abbia-

* MORRIS

INTERNAZIOP
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milioni di cose.

lierne una. E

,_ tano “riddim”, E
la cosa che pil interessa a me, e ha

una tal qualita dxfee‘@g che io vorrei.

€ In certa mu

giamaicana, il

_«Non sono sicurp di sapere chi sia il
pianista. So che gli piace infrangere le
regole facendo del “pugno di ferro”,
come io lo chiamo. Questi uomini sono’
capaci di creare un'atmosfera e mi
placeva molto il ritmo. Riconosco il
contributo di Ahmad Jamal, il significa-
to di creare una tensione particolare.

no fatto una conoscenza personale piu
gprofondita. Questi tre individui sono
mplicemente grandi, e Chick Corea
122 bio uno dei pit bei musici-

3 .uno che va oltre, ma ha
conservato molto rispetto per la tradi-
zione. Quanto a me, penso di essere
un tradizionalista, in fondo all’anima.
Sentir lui che prende un blues, per poi
cambiazlo e stravolgerlo, € una godu-

ria. E Chick Corea, con il suo omaggio

-a Thelonious Monk e al McCoy Tyner
‘di molti anni fa. Questo & il suo punto

di riferimento. E poi mi piace partico-

larmente il bassista, un meraviglioso
uomo e un grande strumentista, John
Patitucci, e Dave Weckl alla batteriay.

Dopo. «E bello sentirli suonare il
blues in quella maniera, come Monk,
cioé non andando sull’accordo che ci
si aspetterebbe. Cinque stelle!y. ®
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LEONARD FEATHER'S

Before and
After

It has long been obvious thar musicians have two different sets of

reactions and comments on recordings by their peers; one when
they are unaware whom they are listening to, another after
k':l."mng the artist and what they have heard. That is the premise

for this series.

This month’s musician: Monty Alexander

Maonty Alexander amved in Miamm from
iy mative Kingston Jamaica in [96]; he was
17 pudied exlensively. and soon went o

stk in Rl olubs. Later discovered by hilly

orier 3t the latter's New York

o soOs merved into the e main-
trram

1(0!‘-_ e WOFEA 0 Ihide muun areas a4 a
sember of Tripe Treal »ith Ray Browno and
Herh Ellis, an lender of a group that reflects his
heriage, fentuning such steel drummers as
el Mobneaury and in 3 show dedicated
o Nt King Cole, in which be sings and plays
songs sssoiated wath his carly ol

1] EARL “FATHA"™ HINES. Yow Can
Depend On Me (lkom Ancther Monday Dale
Prestige ) Recorded | 956,

REFORE: Well that was Eari “Fatha™
Hines, 3 stylistic man, he crested his own

he'

plavers. In fact,
favariie players, Nat Cole, you hear the
And Nat will be talied about more than Fatha
Hines by pianoc people, 1 don't uaderstand
why He was & very positive-player, be was
swingls' along, there wes that exaberance that
I ltke so much.

LE: Dndd you keiow (e tune)

MA: | can’t say what it wasbut I recognize
e melody, I'd be tempied B think it was
from abost 25, 30 years ago. Becanse 1 didn't

menewed carcer when he came back in the
marly "60s, so 'm temrited 10 say that's when it

AFTER: Well, for the unique kind of man
that be wes. full madks. Yeah five stars.

1) OLIVER JONES. Just Friends (from
Juur Friemsts, Justin Time.) Clark Terry, flue-

playy
It's fusmy, | was with Ofiver last week, but
this is the first ime I've ever really heard him
play on &record. | could hear the influence of
Oscar's style but | wouldn't really have known
it was him. He's an outstanding player. In fact
at the Moatreux fesuval a few weels ago, 1
understand he did something with the Mon-
treux symphony,  was 3 presentation thar
Wi just an outstanding event

3) ADAM MAKOWICZ. Imerface (from
Interface, Garell) Jon Christensen, drums;
Palle Daniclison, bass,

BEFORE: Well, that's my friend Adam

L.

LF: How did you know that? |

MA: Becausc | know him as a pemop, and
P've beard him play. When you know some-
one and you like the person, you the

sound of their voice—Nttle things

I know his touch and also his phenomenal
two-hand ability. His respect for Ant Tatum is
so evident that he has an independence in his
Ieft 10 play those figures and yet be free 10 do
anything be wants with his right! And be's
adventurous with harmony, and the construcs
tron of that tune was not your average waik
down the street stufl, that was some “Giant
Steps™ kind of movement, you know?
| had seen a record in the record shops
with him and some other players he wouldn't
usually be working with. And of I'm not
incorrect | recognize the drumming of Al
Foster. You gt 1o know peuple personal
I'd slmost § wits Al The bass
aver | don™t know, butl it wis g very ﬁ'gaj\:
i up. Adam is &

4 e 3l

and be just cals it
fantastic piamst. Five stany!

AFTER: You're talking about a human
story, They're refugee people, Adam and his
wife, came from hardshap. They stuck with it.

4) OSCAR PETERSON. Gee Baby, Aint 1
Good 10 You (from With Respect to Nai,
Limelight.) Herb Ellis, guitar; Ray Brown,
bass. Oscar Pélerson, vocal, piano

BEFORE: (Laughter) Listen — {(Sings)
“What can Tgay. . ." What ¢an | say? When 1
hear anybody play Nat King Cole musie and
play n so besutifully, I just turp into a little
kid again.

I can’t explain it but Nat King Cole
touched me in a2 way that was so profoundly
wonderful & 2 kid growing up, the happiest
moments of my childhood were accompanied
by Nat’s songs and being, because we
those songs around the house. | like to feal he
made my iife happier. And obviously, in some
way at an earlier time, he did the same thing
for Oscar Peterson. | hear more of a musical
relationship to Nat Cole than An Tatum,
when liu:Osc::Pemm.conmptmd
everything, because Nat imvensed it He got it
from Earl “Fatha™ Hines pianisticaily, but his

AFTER: LF: Did you know immediately
that it was not Nat singing?

MA: Oh immediately, imm liately,

5) GEORGE SHEARING AND HANK
JONES. Oh Look ar Me Now (from The
Spinit q’f?%c?;:d Jazz.)

.m RE: was Henry Jopes and
c.eoqeshmulhadmthearuig but 1

kniew they had fecorded for Concord recently,

and 1 remember jug bristling . .with & smile,
because 1 knew that those wo men would
have a Iolufh.lhc}‘hveiucbllol in
common. They'ne two totally unique artists,
with tl_\csr O%n Sense of rhythm, but they're
dlose 10 cach ofber. They're hoth such beauti-
ful musicians, they make the nofes sing. And
they pet & Of& L away from their vocabulary
and 'lgtﬂ‘”"- "all\qdﬂ with 4 piano is
mmn M.Wm B8 they cares if, Both of

reaching for 10068 in the piang ﬁ'ﬁz’i

b With his fingers and the

same with Hank Jones — when he's sitting
there so dignified a1 his instrument, his feet
are all over the place with the loud and the
soft pedal. There is that respect for sound. and
of course the whole common denominator of
Art Tatum. [ must tell you, [ have not heard
many duo piano things that I liked. | personal-
I¥ run away from them because there's always
oo many notes and it'S so cluttered that |
¢an't enjoy it

AFTER: I've rarely enjoyed hearing two
pianists, and this was one of those occasions
when Ldid. Yeah, I've got to say five stars not
only because of what they did here, but what
they've always done!

6) DON PULLEN. Jana's Delight (from
New Beginnings. Blue Note.) Tony Williams,
drums.

BEFORE: Well, boy, it's hard, you want to
say two million different things. I'll just have
to pick one, I guess. That one—in Jamaica
they don™t say “rhythm,” they say “riddim.”
The thing about that one that sticks out to me,
it has such a quality of a feeling that 1 would
hear in some Jamaican music, the Rasta beat.
They weren't playing the various devices but
the feeling of the music was a rhythm |
remember growing up with.

I'm not sure who the guy playing the piano
is;lknowhel.imtobmklhemlesbydoin;
some knuckle-dusting, as I call it. It was fun to
listen to it! Those men are about turning up a
groove, and [ liked the rhythm of the tune a
lot. It was a unique piece. | recognized the
contribution of Ahmad Jamal, the meaning of
laying down a vamp. The king of vamping,
Mr. Jamal.

Once again, I think I'm hearing Al Foster
play the drums, just because it was so greasy!
And maybe Don Pullen, he likes 10 do some
knuckle-dusting and get wild there. Almost
Rastafarian rhythms.

Rating! Oh gracious me. Just because it
made my foot to tappin’, tastefully so, | give it
fourandabajl‘.'f‘hcu-ickistonkelhal
rhythm, then leave it maybe and do some-
thing else with it

AFTER: He's a fascinating guy, there's
such a lot of church in him, and respect for
Duke Ellington, the old tradition, but the wild
man is in there 100, breaking some rules,
which I love in a way. It's enjoyable.

7) CHICK COREA. Bessie’s Blues (from
Chick Corea Akoustic Band, GRP.) John Pati-
tucct, bass; Dave Wecekl, drums.

BEFORE: A C blues ending in the key of
El Well, 1 tell you, T know who these guys are,
because I just came from Europe and we did
some good hanging out-—got more personally
acquainted. Those three individuals are just
great; Chick Corea is without question one of
the fine musicians today. He's a guy who's
experimented with the beyond, but he's kept a
Iot of respect for the tradition. I guess Pm a
traditionalist at heart. To hear him take a
blues and then bend and twist it, it's really a

W ! =
f'.' T / i
. =

kick. It's Chick Corea and his homage - |
Thelonious Monk and McCoy Tyner of many
years ago. That's his point of reference—and |
especially love the bass player 100, who i
wonderful guy and a great bass player, John
Patitucei, and Dave Weckl on drums.

AFTER: It's good to hear them playing the
blues in that certain kind of way, fike Monk,
not going to the expected chord. Five stary! 3
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Jazz King and Queen
...of the Oceans

Hank O’'Neal — Shelley Shier

By LEONARD FEATHER

Hank O'Neal and Shelley Shier are
the jazz king and queen of the oceans.

In six short years they have become 1o
seagoing jazz what George and Joyce
Wein are to landlocked festivals, or Dick
and Maddie Gibson to jazz parties.

Ms. Shier is president of HOSS Inc.
(an acronym made up of their initials), a
wide-ranging entertainment and produc-
tion company. She has been Mrs. O’Neal
since 1985.

They met in 1982 and produced their
first floating festival aboard the Norway
the following year. This year has been
one of vast expansion: in addition 1o
upcoming festivals on the Norway (Oct.
21-28) and the Seaward (Oct. 29-Nov.5)
they booked a different jazz group every
weekend from April 29 through Oct. 14
on the Roval Viking Star to Bermuda
(two days to get there, three days ashore,
two days sailing home); they took Benny

7 ORANGE THEN BLUE 7
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“Weere Wm You?
Hear the raw talent, drive and energy of one of
America’s preatest young jazz bands in full
flight, captured live in concen, and available
now on all-digital CD. Hot on the heels of their
critically acclaimed recording with Gunther
Schullet, “jumpin’ in the Future,™ the group cuts
loose here with the gutsy swing that has made
them local hetoes, Tenor sax great George Adams
joins Orange Then Blue for a dazzfing collection
of moderm jazz from band members, and from
the books of Mingus, Monk, Miles and Gil Evans.
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Carter and others on an |1-day Alaskan
cruise in July: they helped put together
the jazz festival in Oslo, and they are
currently planning their first west coast
ventures, a month of jazz out of San
Pedro (Los Angeles) on the Southward
next February and a month of big bands
in April-May.

To top it all off, this year O’Neal
acquired back the rights to his Chiaroscu-
ro ¢atalogue and has 14 albums (reissues
and new material) ready for release.

It's a daunting schedule for the Texas-
borm ex-CIA agent and the former actress
from Toronto. O'Neal, of course, has
been involved with jazz projects for over
20 years; Shier is a comparative newcom-
er,

*“1 worked in the theatre in Toronto,”
she said over a recent dinner in New
York. “1 did a little bit of everything—
acting, producing, set design, stage ma-
naging; later, after moving to New York
about 14 years ago, I did the same thing.
But I was always around jazz.

My father, Harry Shier, brought a lot
of jazz to Toronto in the '50s; he worked
with the Town Tavern and the Colonial

and the Friars. So I grew up listening to,
Billie Holidsv and all kinds of -
musicians.” 5

O'Neal, from Kilgore, Texas, grew up -
in Fort Worth and then in Indiana; his,
father, a professional soldier, retired andi '

became a school superintendent.

“T spent my high school and college
years in Syracuse, N.Y., then went right
out of college into the CIA, where I met
Squirrel Ashcraft, a legendary jazz fan
who knew all the musicians.”

By then O'Neal had begun to acquire
his now gigantic collection of records. *1
worked in a record store in high school.
The first LPs I acquired were ‘I Like
Jazz' on Columbia and Jazz of Two
Decades’ on EmArcy, both of which gave
me a comprehensive picture, so that for
me Bessie Smith was a contemporary of
Clifford Brown.”

“We still have zillions of records piled
up everywhere,” said Shier. “We really
need a warehouse.™
«.dn.Washington, O'Neal and Ashcraft
began  putling out records for fun—
“Mainly old things from the *30sy plus

stuff from the sessions we staged. Then 1
moved to New York in 1967, got to
know Eddie Condon gnd Marian Mc-
Partland, and through Marian I met
Sherman Fairchild, who used to stage

§
g

piano parties,
them.”

Fairchild died in 1972; O'Neal contin-
ued recording, built his own studio, and
by 1976 had a catalogue of 15 items and
had written extensively about jazz.

“1 finally went to the CIA and said.
‘Fellas, I've done this long enough,” and |
wrote them a charming letter of resigna-
tion. | went into music full-time, but sold
Chiaroscuro in 1978. A couple of years
later 1 joined forces with John Ham-
mond and we launched Hammond Mu-
sic Enterprises.”

The Reagan recession, O'Neal says,
rutned his financing in 1981-82; he
closed down his studio and seemed to be
at a low ebb when he met Shelley.

“We met at a very boring dinner in
New York and started talking,” Shier
recalls. “Soon we began working on
promotions, and then a PR firm called to
ask us if we could put together something
that would help sales on a cruise ship.”

“We had only two months 1o do it,
O'Neal added, “so that first Norway
cruise was a panic. It was amazing how
many musicians turned us down; we had
to beg and plead, but finally rounded up
some good people.”

By 1985 they had expanded to four
weeks on the Norway, plus smaller-scale
jazz shows on three other Norwegian
Caribbean Line ships. “We were dealing
with maybe 300 peap!e including the
wives,” said O'Neal. “We wanted to
make it as pleasant for the performers as
possible, and in most cases they wanted
to bring their wives along. Sure, they are
hired to play, but they're also passengers
and honored guests, and we like them to
feel special.”

The feeling works both ways, since the
passengers have the unique pleasure of
seeing their idols on the bandstand at
night and sharing meals or drinks or the
hot tub with them by day.

The O'Neals have taken special joy in
bringing out of jazz retirement such
people as Mel Powell (now a classical
composer at CalArts but still a superb
pianist) and O'Neal's old Texas friend
Ray McKinley.

“There are so many special mem-
ories,” says Shelley. “Like the time Dizzy
Gillespie and Buddy Rich did a duet in
the Saga Theatre. And the birthday par-
ties for Dizzy—usually he’s on the Nor-
way during that time. One year Joe
Williams wrote a special birthday Iyric to
‘Night In Tunisia,'and it wound up with
everyone—Woody Herman, Maxine Sul-
livan,” George Duvivier. Jonah Jones—
and the whole audience standing up and
singing.

“One of the last things Zoot Sims did
. was a week on the Norway in 1986. He
~was very ill, but he rose above it and
~ played beauttﬁﬂir' 3

Such is the amiable ambiance on
board that at least one famous feud
ended. “Buddy Rich and Flip Phillips
~had been feuding for 30 years.” said
Shelley. “We were worried about their
running into each other. Well, I was
sitting on deck chatting with Buddy, and
Flip walks up. Silence. Buddy gets up.
Long pause. Then they run to each other
and embrace. Tears and all this stuff. ‘Do
you still love me?” They wound up play-
ing together that night at the Club Inter-
nationale.”

As O’Neal pointed out, the informali-’
ty of the cruises is part of the special
delight for musicians and passengers a-
like. *We may have Dick Hyman set up
to play a set, but perhaps we’ll wind up
with Hyman and John Eaton and Tom-
my Flanagan. Sure, we have a schedule,
but we leave it very flexible.”

For anyone,who is unable to sail on
one of these trips, an important consola-
tion prize may be in the works. There are
plans to present, on Chiaroscuro, some
of the taped highlights of these seaborne
years. That way, Hank O’Neal and Shel-
ley Shier will be able to combine the best
of their two increasingly active worlds. m

and we began recording
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The Marsalis brothers create some of the most important music of the decade; there are other musical brothers not yet M'

the 1980s will go down in jazz history as
the Marsalis decade.

Wynton Marsalis rose first to fame,
followed rapidly by his brother Branford.
Their father, Ellis, was a long-respected
teacher and pianist in New Orle-
ans. Now it appears that another
brother is aboul 1o make a swift
io acceplance. He is the
trombonist Delfesyo Marsalis,
who graduated recently from the
Berklee College of Music in Bos-
ton.

Not lang after, he found him-
self in fast company, working on
a lazz cruise with a band headed
by the veleran cometist Nat
Adderley. Playing with world
class musicians, he earned an
uproarious ovation at every show,
displaying a style marked by
technical expertise, swirling me-
lodic lines and frequent touches
of humor.

“I'm the fuurth oldest,”
during a rest betw
“Branford 18 297 W3 :
Ellis I11 is 25. Ellis was married in
September, and for the first time
in many years the entire family
got together,

“l was born July 28, 1965. My
younger brothers are Mboya,
who's 19, and Jason, who's 12 and
plays drums. At first I wanted to
play electric bass, but it hurt my
fingers, so while T was in the sixth
grade I figured I'd be like big
brother and pick up a horn.”

Oddly, his father did not en-
courage Delfeayo. “He saw that |
wasn't too interested in practic-
ing, and he knew the level of
proficiency that Branford and
Wynton had attained, so he tried to
persuade me to be a writer.”

Unfazed, the youth went on to Tangle-
wood, playing classical music, but his
technical ability was not matched by a
talent for improvising, until he went to
Berklee.

“] studied with Phil Wilson and all the
other trombone teachers there, bul my
ideas about jazz playing really came from
the records of J.J. Johnson.”

Armed with the albums of that bebop
pioneer, Delfeayo Marsalis honed his skills,
though for the first three of his six years at
Berklee he was mainly involved with
learning record production. “While I wasin
the fifth grade, Branford showed me how
you could create a tape loop, and from that
point on I was fascinated with tape record-
ers, 1 was 17 when I produced my first
album, 'Syndrome,’ a piano session my Dad
made."”

Though he also put together and played
with a band composed primarily of fellow
Berklee students, Delfeayo remained un-
known as a trombonist while racking up an

I t is becoming increasingly elear that

nse

he said

By LEONARD FEATHER

imposing series of producer credits,

‘T've done four albums for Branford: 1
produced Harry Connick Jr.'s first album
when he was 19; I made 'Crystal Stair' for
Donald Harrison and Terence Blanchard
and “The Truth Is Spoken Here,’ [pianist]

LEONARD F‘EA'I’I!ER

Trombonist Delfeayo Marsalis lays it down.

Marcus Roberts’ debut album.”

These were all New Orleans musicians,
but there have been other credits: He
assisted on a session for the Polish pianist
Adam Makowicz and has produced two
albums for the British saxophonist Court-
ney Pine. ("My Dad played on the new
one—it's due out soon.”)

“I did the acoustic sound track for Spike
Lee's ‘Do the Right Thing,’ and lately
we've been working togel.her on his new
movie, ‘A Love Supreme.’ It's a story about
a jazz trumpet player; he's portrayed on the
screen by Denzel Washington, with Ter-
ence Bianchard dubbing the trumpet parts
and Branford's band featured as well.”

Last January Delfeayo’s Berklee group
competed in the natiopal college band
contest held by the National Assn. of Jazz
Educators in San Diego, The band won first
prize, and those of us who heard the young
trombonist were convinced thal his career
could never be limited to producing.

He agrees, "I want to do more playing.
haven't worked in my brothers' groups. 1

Please see Page 64

hen Branford Marsalis speaks
his mind. the listener has the
impression thal he is doing so

out of deep eonviction, and not because he
desires to flaunt his erudition.

The 29-year-old saxophonist who has

.."\ &

enjoyed even more credits than his brother
Wynton—as saxophonist, composer, movie
actor, touring soloist with pop groups and
recording artist in both jazz and elassical
settings—has no hesitation in letting a few

may, cause a
touch of irritation. - .

It has struck some observers as remark-
able that the group he now heads consists
entirely of former Wynwn Marsalis side-
men, including himself. “l don't think
ijon resem.cd it at flrsl. he says

hun, his own musﬁc was gaihg if]
direction. But now that he may be chang-
ing his style again, he’s gonna be hard
pressed to find musicians.

“This is really a dream band for all of us.
I went to school with the drummer, Jeff
[Tain] Watts; the pianist, Kenny Kirkland,
is an old friend and always wanted to work
with me. Bob Hurst, the bass player, went
with Wynton after Kenny and I had left,

but he worked with Tony Williams 3“"’-.

before joining us."”
To the casual observer or first-time

) . mss GALVEZ / LA Times
Branford Marsalis: saxophonist, composer, actor.

Wynton seems to verge on armgnnre and
1o avoid any comment that might be
construed as racially incorrect.

Branford, on the other hand, wl\m nsbsd
about the

works by black ellﬂhl

ers, had no hesitation in replying:

“There aren’t that many for any
instrument, let alone for the sax-
ophone. Witliam Grant Still, judg-
ing by what I've heard of his
wark, is not in the same class as
Stravinsky or any of the great
composers, I don't want 10 sound
mean, but if he were while he
wouldn't get any mention at all!
There's a lot of instances where
people have gotten eredit because
they were black.

“Being black can work to your

@ if you have somebody
that violently disagrees with you,
whether it's in music or the
mhuca! arena, all vou have 1o r*n

15 holler ‘racismt and they'il bac

When it was suggested to hin
that this attitude seemed anti-
thetical to Wynton's, he replied:
“You think so? He would never
make a remark like that, but he
thinks it. I'm sure he knows
there's such a lous
amount of anti-black rac
this country that he cbesntwam
to give@ anyone a chance 1o say
‘You see? Racism works both

*

“It's hard to explain the differ-
ences between me and Wynton. 1
agree with the majority of things
he says, but our deliveries are
different. The best part of his
message is the

"Music

)

music. I'm not trying to prove anyﬂﬁng to
anyone with my music—at least, not politi-
cally or socmjn only mm:ically 1 do have

them squirm.
Branford would just as soon make pwpie
lnush. Hc has inmrwsed millions wi?.lt lﬂ!

meant putting his band on hold white he

~ spent time in the studios: “I wrote three

hmesfm‘thesmmdtmckandmyhand
on it; that seemed more important 1o
@than the acting. It's going to be a real
.Piaaesceme%

"
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son lived to play And at a mor heCiuse 3 1 1d
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5 ornetist, they tapped Lthe M Fred
The nch. resonant sound of a eet and applauded In celebratio owing, bend hied
sarset echoed through the august of his considerabdle musical |ega broadcust ¢ S Thing i s I '," nstrumen 1 from
wanduary of First Presbyterian ¢y radio show Is nationally syndica nas Deen U . ma : wrily afley
Chreh Ssturdas Davison died Tuesday at Cotllage ed ' i, he lived fuft his death. The caller wantod him
It blemded with @ plano, a bass, 2 Hospital after sullering a heart al Fhe deflant horn ma Del and hard to know Wild Bill did not beljeve
seamibone and a guitar, creuting  tack He lived the last 10 years n ANCE hiG, was ren bered as a But unlike John Coltrane, Char- in organized rellglon it he
sely jazz melodies that washed Santa Barbara with his wife Anne.  jazz plone vho hoved his chops He Parker and others who per- surely had faith
szains! the tabernacle’s high ceil- He was 83 the old-fashioned wa plaving [shed under the I-.\--:.zn! of Jarz After the service, acclalmed jugs
ing snd Imposing stained gluss Crowaned king of the Chicago- Inexhaustibly greatness and substance abuse, critic Leonard Feather said Davi
wisdows style cornet, he made his first He grew up in rough-and-tum-  Davison survived. He played right son was one of the last of & specigl
Maty among of the 100 listeners  recording In 1923 He leaves be ble time Hall wold the crowd up to his final days breed of musicians who studied
recognized it was the kind of mu-  hind an 800-record discography Bill spent time with (Jazr greal He used to laugh ghout the ¥ =
tha! William “Wild Bill” Dawvi “I know Bill's music will live on  Bix Biederbecke, he used to jam amount of hard liquor he con- See DAVISON, Page B 2

Santa Barbara News-Press, Sunday, November 19, 1989

Los Angeles jazz critic Leonard Feather talks about Willlam Davison, pictured in photograph, at the
memorial service. -
S —— ——— - e 22 ———

Davison

Continued from Page B 1

and played an American-made
idiom

“He was one of the last of a real-
ly definitive generation that came
out of the '20s and "30s and kept
going and expanding,” said Feath-
er who also remembered Davi-

‘He grew up in
rough-and-tumble
times.’

FRED HALL

son’s talent for creating miniature
railroads.

“Louis Armstrong once said he
was glad that when he went, Wild
Bill would be around to continue,”
Feather said.

“Bill survived Louis Armstrong
by 17 years.”

Davison first toured Europe in
1957, and over the years, his popu-
larity there has not diminished.

Following the service, Santa
Barbara artist and painter Wayne
Hoffman said he first heard Davi-
son's music as a l14-year-old in
Memphis, Tenn. What struck him
even then was “the quality and in-
tegrity of the music.”

Hoffman shook his head.

“It's a tragedy that there aren't
more people here,” he said “In
Europe, he's a legend. It's sad be-
Eggsf we invented jazz in the

In brief remarks during the ser-
vice, Feather recalled seeing Dav-
ison’s artistry in many venues in
many cities: Santa Barbara, Los
Angeles, Paris, Berlin. The writer
recalled conversations with Davi-
son in which he made but two re-
quests: That he not be called a liv-
ing legend, and that he not be de-
scribed as a Dixieland musician,

“I'll always remember him as [
did the day before he went in the
hospital and said it was really
nothing,” Feather said. “T'll ad-
mire him for his talents, his spirit,
his pride and for his courage.”

In the sanctuary, a picture of
Davison stood before the altar,
flanked by brilliantly-hued flo-
wers of red, orange, pink, vellow
and rust. He was nattily dressed in
a dark suit, a white carnation in
his lapel, a shiny gold cornet
pressed to his lips.

—







- Sprea
| ——%

|

|

g the

gl
.'3". 45:'——_:_

- .

ELENA SEIBERT

Monk in the documentary “Theionious Monk: Straight No Chaser,"* left. Above, Thelonious Monk Jr.
with producer Bruce Ricker and director Charlotte Zwerin in the Thelonious Monk Circie in New York.

Jz Gospel of Thelonious Monk

By LEONARD FEATHER

L ; 2
4 he slary of the making of “Thelon-
[ lous Monik: Straigh

L No Chaser” took
b a wm sbout two years ago,
Iwhen am of documentary makers

mg with gne of the most powerful
fe moviebusiness.
“Twasip Kansas City, doing research for

Industry Clint Eastwood recalled, “when 1
happened to see aposter on the wall at the
Muncians’ Union, advertising a film called
‘The Last of the Blue Devils.”  went o see
it, and was very much impressed by all this
¢classic footage Bruce Ricker had put to-
gether with Count Basie and other masi-

Clint Eastwood persuaded Warners to come up with
a fistful of dollars for poignant film on legendary pianist

)

thought this was a worthy project.”

Eastwood became executive producer of
the project, and Warners came up with
$400,000 to purchase the footage and to pay
for the music rights.

The result: a poignant new 90-minyte
film about the legendary pianist and cgin- |

poser, Already a hit in New York, where
has been running for eight ks
“Straight No Chaser” opened Friday
AMC Century City 14,

Thelonious Monk was a brilliant, ecoen-
tric and enigmatic figure who worked only
sporadically and whose best known tunes
were all written in the 1940s (“'Round

i," “Well You Needn't,” “Ruby My
Dear,” ™ No Chaser™}. In 1964, he
enjoyed his 15 minutes of fame‘wﬁh a

Y

THE LEGACY

¥ MARK L PINSKY

URHAM, N.C.—Long identified

With tobacco and—since the movie

£ il Durham"—with minor

4 L, this city is moving to

i major jazz megca with the drive

e a
to build the 1ouS Monk Institute of

“Jazz, affihated with Duke University.

+ “We've become one of the more talked-
‘about places in jazz,” said Paul H. Jeffrey, a
saxophonist and longtime Monk associate
now teaching at Duke. Despite hisrole as a
driving force n the jazz explosion, the
astenished Jeffrey said “I don't know how
that happened myself.”

Murk, the gifted pianist and compaoser

At Duke University, the legend lives on as the next
generation of musicians is exposed to Monk’s musical ideals

The ultimate goal of the institute, said
Thomas R. Carter, the executive director, is
nothing less than producing “a whole new
generation of jazz musicians,”

“We're locking to turn out players,”
Monk said. Together with the institute and
the documentary, he said, his father's
music has recently enjoyed “almost a
second, cylt coming. He was always seen to
be a conduil, a center of the universe.
People always seemed 1o pass through
Thelonious Monk on their way to higher
ground—and the institute is just a natural
extension of that "

The Monk Institute will be a four-year,
independent institution accredited by the
National Assn, of Schools of Music and will
grant performance degrees, according to
Carter, The first class of 35-40 students is
scheduled to enter in 1992. Earlier this
week, Monk and Carter met with USC
officials to explore the additional possibility
of having Monk Institute students spend a
year of study in Los Angeles.

Current plans call for a three-building
complex in Durham, one of which is a

- T0000-squdre foot academic facility, in-

eluding classrooms, a library with Monk's
papers and a museum with his instruments,
rehearsal halls, a recording studio and
500-seat performante hall, The remainder
of the $12-mulon complex would be a

Please see Page 70

cliuns of the Kansas City era. portrait on the coyer of Time magazine known as “the High Priest of Bebop,” died
| contacted Bruce and asked if he'dhe  The film, which inexplicably neglects to | [7, 1982 at the age of 63. Best known for
interesied @ my helping with the diiribu-  make use of the title tune, brifigs the man ,,he_“g:*sh‘_ and “Brilliant Cor-
ton 1 got Warner Brog. to relesse it in  and his MBlo sharp focus, from live | DM Deis the subject of a new 90-minute
France and other places where it hadnever ~performances 1o poignant comments by his :""’m“'ﬁ" “Thelonious Monk: Straight
been, seen. Later on. Bruce came lomeand  son and others about his frostrations, his | N0 Chaser.
sad. "We have this astounding materialon  international successes, and his bouts of When plans for the Institute were an-
Thelonious Monk: would you like to see#t?' deepd on and hos nounced in 1988, Thelonious Monk Jr., 29, a
'l had never seen Monk in person, but of Since Monk's death Peb. 17, 1982—at the | Brooklyn, N.Y. drummer. characterized
course | knew his records and bad followed  end of & decade of near-total retirement mwa as a step toward "collectively
him through those same years of Which and seclusion—there has been a flood of rying on the sincere commitment that
Bird was a part. liked what | sawsomueyy  recordings of his wunes by other artists, Thelonious Monk made to young musicians,
that when it turned out Bruce and Char-  along with countless relmues of his own It is historically te that th 2
lotte Zwerin needed financing. | went o albums. With such honors gs an interna- | tute be located in Durham, and
Warren Licberfarb, who's the head of tional plano competition named for himand | with Duke, for Thelonious was born Jess
Warner Home Video, and told him | Please see Page73 | than 100 miles away in Rocky Mount. NG
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Mark Murphy Wins the Waiting Game

8 Jazz: His stance on
wocals forced him into
&xile for a decade. 'If you
don't make it at first, he
[ys, ‘you make it at last.’

b
dy LEONARD FEATHER

ark Murphy has devoted a
long career to wormg the
hipps musi¢ wih the

Bes musicians, and Lhe e00mOmiIc
donaepiences e damne |

Coraider the company he his
fept on records, in the 1900s, Clark
ferry, Dick Hyman, Roger Kella-
#ay. In e 0, David Sanborn
s ihe Brecker Brothers. In the
S, Frank Morgan, Hichie Cole
Sud the Azymuth Trio. Consider
e szzmen (o whose instrumen tal
gorks be has sung lyricss Sonny
Rollins, MeCoy Tyner, Charlie
Parker, Miles Davis, Charlie Min-
v, Herbie Hancock, Wayne
Shocter

i'ﬂnu.g!; he has enjoyed greater
Eeeptance lately on his home turf,
Murghy's uncompromising stance
& a Jex minger forced him &t one

Gl ingo expatriation; he 'was
fased 10 London from 1963 to 1973

W wa: 4 bad Lime for all the
Sopoers,” b said, In a call from his
San Frangigeo home. “All the un-
dergroundertibad surfaced in the
wie 50y und saply '60s, then we
Sad 1o scAtter againand wait.”

3
Iy

,.
-
®

d
11

é
i

y, “that in s to borrow A
rase from Colette, you donlL
wake |t at first, vou make it at last.
I's & waiting game. Sometimes &

months or éven years later,
‘s becawse of the complexity of
material, or maybe the dise
Wckey just had a stomich ache
when he received it and didn't get

around 1o Ustening for a while.” |

torn-i Syrachse, N.Y. to a%]
fpnily of musicians, Murphy stud-
wd piano &t the age of 7, played and
ang with an older brother's dance
mand, began touring. and made his
first album in 1957, An early and
ipfluential supporter was Steve
.»\Hen..}l'ho then had “The Tonight

W
‘By the esrly 19604, he was
sarning eritical from ex-
purt observers Gene Lees, theo

Jazzr vocalist Mark Murphy: His

HONNIE KAMIN

career spans three decades.

Down Beat, became an

o casly, Jro
n i looks backH
ad one of his bemt

iy, d Hotim ne
fpndly

hat's How I Love the
was releasad just before he ’

Furope
- Over the past twa o
Quilt a commendable betklel of

LOS ANGELES TIMES

MURPHY

Continued from F6
First-ever wocal version of Billy
Strayhorn’s elegiac “Blood Count.”
with worda by M_E. Stillman

Whenever his schedule allows 1L,
Murphy devotes time lo leaching
7 have aboutl a dozen students, and
] do occastonal clinjcs—1 did one
recently at Berkiee College in Hos-
toms Next spring ! ray go and Leach
ata sehool i Graz. Austnia. where
Sheila Jordanbas been a jazz vocal
. ml:‘ﬂ -ll

The Graz connection came about

h a job Murphy look list

year with George Gruntz, the
Swiss and pianist, who
toured Euvrope &nd the U8, leading
a hrie orchestra. [n Hamburg.
Murphy recorded an album of
Cruntz's music. “That was a most

sresting group (o work with,” he

Srentz’s music & some-
where bétween Gi Evans and

s While ¥ was over there
who was also with the
orchestrd, told me about the

school.”
Indoctrinating forelgn students
in the art of jam singing should be

no more difficult than teaching
Americans—and no easier, "Some-
times.” he =said, “I simply have 1o
gay, Look, you are just not righl
for this, but #f you hike 1 can still
help you.' Jazz can be very diffi-
cult, very Laxing to the vocal cords.
In fact, it's the hardest music to
sing correctly, outside of grand
opera. I have to drum a lot of
technigue into them.

*It's rough 1o teach people o
develop an car for music or for
improvisation. It's better if they
start out with some knowledge of
an instrument like guitar or plano
When I'm doing a clinic, Il take
them through several choruses of a
ume like ‘Green Deolphin Street
until eventually they really are
familiar with the song and what
they can do with ir."

Presumably Murphy must also
teach his pupils what he has
learned the hard way. patience,
and the realization that neither a
perfectly honed talent nor & suc-
cessful career will came casily. In
his own case, he can finally say
that Colette was right: After more
than 30 years of strivipg, he dudn’t
make it at first but has made it at
last.

e ——— -

azzreview 12/
Ed Shaughnessy |
Quintet Opens

he Ed Shaughnessy Quintel
opened a four-day run
Wednesday at St. Mark's, the

restaurant at 23 Windward Ave. In
Venice where a jazz policy was
récently instituted,

The group has several advan-
tages by virtue of its very nature
It s acoustic, mainstream, has a
fifst-rate upright bass player, fea-
tares mainly original composilons
and boasts a well knit two-horn

|
|
|
|

pdend consisting of Shaughnessy's
chlleagues from the “Tonight ‘I
Show” band, Tommy Peterson on
tepor saxophone and Bruce Paul- |
adn on rombone

To top it all off, the leader s a
gensitive and a discreet drummer |
who managed to get through an |
efilire set without playing a single
solo—an achievement that must be
considered nothing short of heroic.

The opening, “Seaward,” named
fgr a ship on which the group
recently played a jazz eruise, was
composed by the planist Tom Ran-
igr, who distinguished himself

thtoughout as a fleet soloist and |

resourceful arranger, His rewrite
of *Just Friends” was an admirable
cxample of teaching old melodic
dogs new tricks. Ranier had the
stage Lo himself for a medley of a
nallad, “Don’t Take Your Love
From Me,” and an engaging ongi-
nal, “Harpo.”

Peterson, somewhat lackluster
al first on tenor, came to life in his
oWwn Latinesque “Another Time,
Another Place."” Pauison, a
sehooled and inventive trombonist,
shared top honors with the exem-
plary bassist John Leitham,

Because of the room's odd con-

struction—it i3 shaped like an in-
verted U, with the bandstand in the
northwest corner—there are prob-
lems with sound and audibility.
flanier’s solo spot went almost
mnoticed because of audience
buzz. With such restrained artists
a8 Barney Kessel and Joe Pass on
1he schedule, St. Mark’s will have
0 take prompt steps to deal with
his difficulty.

—LEONARD FEATHER
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MILT JACKSON NELL'IMBARAZZO
Posto, alla cieca, di fronte ai dischi dei suoi colleghi, il celebre vibrafonista del
Modem Jazz Quartet fatica a riconoscerli tutti. E spiega: «Il nostro é uno strumento
difficile, molto limitato nelle possibilita di personalizzarloy.

ilt Jackson é stato di recente

Oon Clacar Walkan, Jobwo Canyione Bl
con Wahn.]olmatyhnenﬂz
Higgins. La musica ricordava quella di
tutte le formazioni che Bags ha diretto,
nel corso di tanti anni di intermittenti
leadership: swingante in modo sfrena-
to, creativa, unitaria.

E strano, ma Milt spende oggi una
gran parte dell’anno esattamente allo
stesso modo in cui lo faceva nel 1952:

L Kenny

nie Kay, nel 1955. Benché il MJQ si sia
sciolto nel 1974, principalmente
perché Bags desiderava procedere
proprio conto, il gruppo dal 1681

Pn“ si € riunito molto spesso.
oggi suona bene come sem-
pre; non posso dire «ameglio che mai»
solo perché l'espressione darebbe,
scorrettamente, l'idea che ci fosse

suona praticamente tutto quello che &
faren

Dopo: cCod era un brano di Joe
Henderson, non di Kenny Dorham?

tro, non ne sono sicuro. Era per caso il
brano che aveva fatto Kenny Dorham
anni fa?» (L. F.: te lo dird tra un minuto.
Mi stavi accennando al fatto che anche
tu stavi per suonare la marimba, ma
poi hai cambiato idea?).

«Oh, io ho suonato la marimba! Il
mio professore, al liceo, mi aveva in-

ap:ovuh.

m classe. i
to il mio corso di batteria e mi manca-
va ancora mezzo semestre. E cosi che
;omﬁnindabamnﬁalm
disco con la marimba p:rnmmori
Bobby con un suo disco nel quale la
suonava. Cosi non 1'ho fatto, perché mi
sembrava che sarebbe parso un po’
banale: ci sono dei limiti a cid che
fare con quello strumento, e by




Prima: «Era Terry (ride). Conosco
il suo modo di suonare. E con
De Franco. Nel 1949 presi il posto
Terry nell'orchestra di Woody Her-
man. Lui non suonava con relax, quan-
do interpretava una ballad: partiva

in quarta!!! Quésto & il

brano pit rilassato che gli abbia senti-
to fare in tanti anni.

«Buddy De Franco. E strano. Abbia-
mo lavorato insieme nel 1948 in un
club di Filadelfia, insieme a John Levy
e Tal Farlow. Buddy é sempre stato un
buon musicista. C'é per caso Lou Levy
al piano? Non so chi fosse il pianista.

registrd la prima volta era cosi veloce
da rendere difficile seguirli. Ma natu-
ralmente lui ci sguazzava dentro,
come se nulla fosse».

Dopo: «Beh, non conoscevo il resto
dei musicisti, ma il gruppo suonava
molto bene insiemen.

Prima: «Ecco una di quelle buone
vecchie cose, come si usa dire, con
Red Norvo che suona con Benny Good-
man. Non ho nessuna sicurezza sugli
altri, ma sono Benny e Red. Mi piace il
disco. E dei giorni lontani dello Swing,

prima che arrivasse il bebop. Era la
musica sulla cresta dell'onda. Si merita
quattro stelle, mi piace la musica che
ha swing».

Dopo: «Aveva il suono di Hank! Ma
non ne ero sicuro. Conosco anche Pe-
ter. E pensavo che ci fosse anche Joe
Venuti, perché I'unico altro violinista
che c’era nei paraggi allora era Stuff
Smith e sapevo che non era lui. Joe
prende il secondo assolo, dopo Benny».

: «Non riconosco nessuno, me
I'hai fatta di nuovo. Comunque il disco
mi piace, e la melodia era molto gra-
ziosa; come sai, non riesco a essere
imparziale quando sento una bella me-
lodia. Ho pensato che somigliava a
Gary, ma in effetti era difficile da capi-
re. L'unico altro vibrafonista che so ri-
conoscere con sicurezza, a parte
Bobby Hutcherson, & Cal Tjader. Ha
uno stile molto personale. Ma bisogna,
dire, prima di tutto che non é facile
trovarlo, lo stile. E uno strumento mol-
to limitato, dal punto di vista di come
farlo suonaren. (L. F: Puoi modificare
solo il vibrato, vero?) «Esatto. Per me
é il vibrato che da allo strumento la
sua ragione d’essere. Lo sai, € una
cosa che viene anche dal canto.

«Gli darei tre stelle e mezzo, per la
melodia. Non ho fatto molto caso al te-
norey.

Dopo: «Michael Brecker? Non ho fa-

miliarita col suo modo di suonare».

naturalmente: Lionel Hampton. Insie-
me a Stan Getz. Il suo stile é assoluta-
mente inconfondibile». (L.F.: Hai idea
di quando potrebbe essere stato regi-
strato?) «Non dev'essere stato froppo
tempo fa, perché non ricordo che ab-
biano registrato anticamente. Direi
che & abbastanza recente, forse degli
ultimi quattro o cinque anni. La sezio-
ne ritmica suonava proprio bene, ma
non li riconosco.

«Stan suona ancora in modo gran-
dioso. Abbiamo suonato insieme al fe-
stival dedicato a Charlie Parker, a Pa-
rigi, con Hank Jones, Percy e Max
Roachy. (L.F.: La volta in cui avete pre-
so tutti una 1a?) «Si. Una circo-
stanza davvero simpatica. Dicono che
Stan & malato, ma per me sta suonando
meglio che main».

Dopo: «Beh, ancora oggi suonano
tutti molto bene. E una dimostrazione
di quel che dicevo...La musica che
suonavamo al contrario di quella
astratta, suona sempre fresca. Ho una
cassetta che mi porto in giro, con il
gruppo che avevamo io e Dizzy nel "47
al Down Beat. Quella musica & fresca
come se avessimo appena finito di
suonarla».

I Modern Jazz Quartet: Milt Jackson é il primo sulla destra; seguono, nell'ordine, Connie Kay, Percy Heath e il prestigioso leader John Lews.
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QUINCY AND JAZZ

ued from page (O-12
there’s an alto player and a trumpet player just in town
from Florida who will blow your mind. You've got to
hear them.” Bob would say, T don"t need to hear them.
You write 10 arrangements, call the musicians, book
the time, and I'll see you at noon on Tuesday.” And
that was Cannonball and Nat Adderley!”

In 1956, in a precedent-setting move, the U.S. State
Dept. decided to send a jazz orchestra, led by Dizzy
Gillespie, on tour of the Middle East. Quincy was as-
signed to put the band together. The tour was so suc-
cessful that another one was planned for Latin Ameri-
[T OGS réstmed playing trumpet for these-trips, in
a band rich with stars: Melba Liston and Frank Rehak
in the trombone section, Phil Woods on alto sax, Lee
Morgan on trumpet, and Benny Golson on tenor.

After the Gillespie venture, Quincy left for Paris to

spend 18 months arranging and conducting jazz and
pop dates for Barclay Records. “You had to go to
France to get the experience to learn how to arrange
strings,” he says. “Before Paris, as close as | ever got to
12 strings was two guitars!” Back in New York, he re-
sumed his heavy schedule of freelance. assi ;
writing originals fosCount'Basié and many others. In
late 1959, at the suggestion of John Hammond, he was
hired as musical director for the Harold Arlen blues
opera, “Free And Easy.” He assembled a super-band of
heavyweights and the show premiered in Amsterdam
before touring the continent. ot

“What a band that was,” Quincy recalls. “We Were

“ onstage for the show,.dressed in period costumes.
We had Clark Terry and Benny Bailey in the trumpet
section, Melba Liston and Aake Persson on trombones,
Budd Johnson and Phil Woods on saxes, Patti Bown
on piano, and Julius Watkins on French horn.

“It was such an incredible orchestra that when the
show fell apart, | decided to keep it together—which
turned out to be a terribly costly move; but | don't re-

M ~ * »r
grt}*t{lt,.bemuw we had some great imeS. L

aving exhausted the possibilities of LEeping the
band.alive, Quincy again stopped'pli¥ing, andin May
1961 was appointed to an A&R job at Mercury, where
he became a VP in November1964. Until that time, he
continued to front a band from time to time, appearing
in prestigious jobs, such as Basin Street East with Peg-
8y Lee, Billy Eckstine and Johnny Ray,

By this time, though, his various other careers had
bégun to impinge on his jazz time:-He wrote his first
movie score, for the Swedish film, “The BayAnd The
Tree,” in 1961, followed by a series-of American mov-
ies

Though his main associations in recent years have
removed him from the forefront of jazz, it has never

QUINCY AND JAZIZ

LIGHTNING STRIKES WHEN GIANTS PLAY

By LEONARD FEATHER

espite his phenomenal successes in othi
pop record producer, arranger, talent

olishes

movie producer and music pu ef— 2z -
of which he was a central part for the hrst twoO dec ades
of his career, has always remained we to Quincy
Jones’ heart

“The «

recent session Of reminiscing

onnection’s always there,” he said durning a
It's always
through your music—in tact, rnnsnl.::':--hlik:» 1_;mt.-
Thielemans and Herbie Hancock and Freddie Hubi-.lu*d
still work on dates with me. Then there are [‘n.‘«-plv like
Jerry Hey, who are in the pop camp today, but in their
= wey're beboppers.” :
g Il;f:r:t:\,; his Se.lttlip'.'r:dra (he lived !}.\vrv from .u;u.m
until he left at 18 to study in Boston), Jones took his
first trumpet lessons from Clark Terry wl'hen he was in
town with the Count Basie b.md_. While studying at
Schillinger House in Boston :I.iterlttmmur-' as thg B{-r_k-
lee College of Music), Quincy visited New York for
the first time with Oscar Pettiford and dmppc_d inata
record session | was producing with Merc_er l'_li.mgton
for our Mercer Records label. It was the first time he
had been in a recording studio. Very soon .‘.H{Tﬂ‘\-‘drd: in
Mayv 1951, he was in the studio as a performer, having

leaking

just joined Lionel Hampton's band.

S

been far from his thinking, or even from his studio ac-
tivities. “Not many people noticed it,” he points out,
“but if you listen to Michael Jackson’s ‘Bad’—the sin-
gle record—you'll hear a solo in there by the organist
Jimmy Smith. Most artists might say, ‘Are you kid-
ding? Why put a bebop solo in the middle of my hit?’
But Michael loved it—and that’s one of the many
things I love about Michael.”

Looking back over a chameleonic career, Quincy
pays tribute first and foremost to Duke Ellington, with
whom he was involved in producing a TV special a
year before Duke’s death. “He is #he figure—he has al-
ways been the mother ship, the culmination of every-
thing that was important to me in jazz. From composi-
tion to orchestration to solos and attitudes and
images—nobody has done anything comparable be-
fFore or since.

“People like Duke, Basie, Jimmie Lunceford, Benny
Goodman, were like the rock stars of their time. They
were the Stones, the Beatles, the U2 of their day. They
produced some of the true giants of all time, and that's
something I'll never forget.”

Suppose, I asked him, he could make as much fame
and fortune, with a band such as he had in the "50s, as

' he has accomplished in the last few years.
Would he trade it? :

“No, I wouldn't. I like &/l of it. But I'm thinking
about doing a tour in 1990—a world tour, I hope—that
will be like a retrospective. The whole gamut, man,

(Lonitnued on opposife page,

i .‘“-—-—4*—-_. = i

| 3 S11 eI vibe laver ha as
“Lionel was and is a superb vibes piayer, he sa
"I ]

He has the drummer’s percussive approaci

vibes. That was basically the first rock 'n’ roll ba

Dhar tw rs on the road with Hanr

3 —= fars 1|
jones was surrounded by jazz giants: Men
Buckner on piano, Jerome Richardson on sa

Al Grey, Jimmy Cleveland and Benny Powell on
bones, and most memorably, alongside him i
trumpet section, the ill-fated Clifford Brown, wi
died in 1956 in a car accident.

“Brownie really touched my soul every night

l"it‘ wWas an .lht\!'.ll‘-d.l[\_r, musician; h

Jones recalls
it all—the science, the technique, the soul, the imag
nation, the freshness. 1 haven't heard him beaten yet
My idols are Clark Terry, Miles Davis and Dizzy Gil
]e.k'p'w, and Clifford’s aura is still something | h--.\!

After leaving Hampton, Quincy stopped playing
trumpet and concentrated on arranging L:I"I”H‘HV\I
dates, mainly jazz sessions for producer Bob Shad at
Mercury. “Those were great years. | did dates witl
Sonny Stitt, Art Blakey, Helen Merrill, Milt Jackson
Sarah Vaughan, Dinah Washington—and some Ella
Fitzgerald dates for Norman Granz. 4 .

“In those dates the arrangers were in effect
the prudt.uing Id call up Bob Shad and say, ‘Bobby

Lonfinued on page L-+0

QUINCY AND JAZZ

(Continued from opposite page)
from 1953 to 1999, Th

: at’s the ki .
do inJapan. The la e kind of concert you can

1 g st time | was th i
Jazz things : S T ere we plave

well ablgﬁf‘rjif“?me like “Stockholm SWEeﬁ‘{»:;;c:j _oid
et P(‘Op!é s ings a‘nd funk things and e\"‘?‘vfh'l- T&.
clarls ni ec];’[J auded i all'the right places. The m ng,
ke yed it because it wyas 3 360 de e musi-
all. gree experience
“So when I do m
England, w
those lines;

Yy world tour—which wi
here J. Ve never pl'.zyed~-—l'tL wiTI:I
and [ just hope | can get away

| include
be along
with it ”
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