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POP MUSIC REVIEW

Price Does Justice to the Classics

recognized by the music

trade, since it requires no

charts and generates no best sell-
artist such as Ruth

Price, this evening at
Hollywood's Vine Street Bar &
Grill, is a singer to the classic
manner born, showing that com-
mercial or not, the idiom has a

lasting
gamin of

CClassicPop"uagemmt

validity.
This ingratiating
woman, slight of build, her puckish
features framed in a short black
hairdo, looks and sounds t
much as she did in the days of

Shelly’s Manne Hole, If her reper-
toire has been updated, even the
newer sounds—Jobim’s “Happy
Madness” and a lovely melody by
her ex-husband, Dave Grusin,
“When Summer Turns to Snow" —
all have that worldly-wise quality
of yesteryear both in their lyrics
and music,

Price’s voice, heard Thursday at
Drake's in Glendale, is small and
mpl:ct. !her intonation perfect,

ve for these songs apparent
in the respect she shows for them.
If Oscar Levant's “Blame It on My
Youth,” the Jerome Kern-Ira
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116. THE JAZZ YEARS: EARWIT-
NESS TO AN ERA
Leonard Feather

Da Capo Press, 1987
310 p, index

$25.00 hardback

Leonard Feather is probably the best known chronicler
of jazz history in the world. And it is equally probable that
most people are unaware of how much he himself actual-
ly participated in the music's history. This book follows
Frather's career from a part-time writing job in England
in the thirties to his present preeminence in the world of
Jazt journalism as critie for the Los Angeles Times
Although it details a career that has included contributing
w0 the world’s leading jar: magazines and authoring
numerous books, it also documents the author's personal
participation in jazz 3 pianist, composer, and producer
of concerts and records for a multitude of the most im
portans figures in the music. The Jazz Years offers an in-
sightful and fascinating firnt hand account of many of the
important events that comprise the last fifty-odd years of
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® André Previn, who last year made
his first instrumental jazz album since
the mid-1960s, was so pleased with the
results that he has recorded another, this
time with Mundell Lowe and Ray
Brown; he will also make a guest
appearance in a couple of tunes on an
album by his ex-wife, singer Betty
Bennett. Most of her albums feature her
with Bob Cooper, George Cables,
Mundell Lowe, Roy McCurdy and
Monty Budwig.

® The 25th anniversary of Duke
Ellington’s first sacred concert, which
took place at the Grace Cathedral in San
Francisco in 1965, will be commemo-
rated when Mercer Ellington brings the
orchestra back to Grace Cathedral to
revive the concert. The event will take
place on what would have been Duke’s
91st Birthday, April 29. Some of the
original participants, such as the singer
and dancer Bunny Briggs and actor/
narrator Brock Peters, will be there, as
will the former Ellington band vocalist
Lil Greenwood, and baritone singer
McHenry Boatwright (husband of
Duke's sister Ruth Ellington). Lillianne
Questel, a classical pianist from Haiti,
discovered by Ruth Ellington, will
perform Duke’s piano concerto New
World A-Comin’ which Duke himself
played at the original concert.

ICAN o

@ The Eighth Annual Duke Ellington
Conference will be held May 17th
through 20th at the Chateau Laurier
Hotel in Ottawa, Canada. There will be
small group performances by former
members of Duke’s Orchestra: Harold
Ashby on tenor sax, Wild Bill Davis on
organ, John Lamb on bass and Butch
Ballard on drums. Guitarist Kenny
Burrell, who for the past ten years has
been teaching a class in Ellingtonian at
UCLA, will perform with the Andrew
Homzy Jazz Orchestra from Montreal.
Pianist Gene Di Novi will perform and
recall his personal experiences with the
Duke and Billy Strayhorn. Registration:
Ellington "90, 500 Laurier Avenue
West, Suite 1702, Ottawa, Ontario,
Canada KIR SEI.

@ The Thelonious Monk Institute of
Jazz is shifting the emphasis of its
annual competition from the piano to
other instruments. This year the Louis
Armstrong International Jazz Trumpet
Competition will be held at the Smith-
sonian Institute on Nov 17 and 18. The
Jjudges will include Snooky Young,
Wynton Marsalis and Clark Terry. The
competition will feature saxophones in
1991, bass players in 1992, drummers in
1993, and will return to the piano in
1994, according to Thelonious Monk
Jr., chairman of the Institute.

Dizzy Gillespie receiving a National Medal of Arts from President and Mrs Bush

NEWS

@ A memorial service for Sarah
Vaughan was held April 20 at Forest
Lawn Memorial Park in the Hollywood
Hills. Rev., Granville Seward, who had
presided over the funeral on April 9 at
Sarah’s childhood church, Mt. Zion
Baptist in Newark, New Jersey, came
out here 10 officiate. The vocal group
Take 6 sang Quiet Please, Nell Carter
sang Amazing Grace and Dori Caymmi
played and sang a Brazilian song. Toni
Tennille sang Tenderly and there were
eulogies by Quincy Jones, Sarah’s
manager Harold Levy and her daughter,
Debbie. The service ended poignantly
with a tape of Sarah singing Send in the
Clowns.

@ Dizzy Gillespie has accepted an
invitation to appear at four special
events in Eastern Europe. The first
performance, scheduled for May 9 in
East Berlin will be introduced by former
West German Chancellor Willy Brandt.
On May 10 in Moscow, Raisa Gor-
bachev will preside at a concert to be
held at the historic Hotel Russia. Vaclav
Havel, President of Czechoslovakia will
host a May 11 performance at the
Kulturplast in Prague and finally, on
May 12, Lech Walesa will begin the
proceedings at the Philharmonic Hall in
Warsaw.

The programmes were conceived by
the West German organisation ‘One
World For All' to promote world peace
and concern for the environment,
Gillespie will be accompanied by
Ignacio Berroa (dr), Ed Cherry (gtr),
Giovanni Hidalgo (perc. & conga), Ron
Holloway (sax) and John Lee (bass).

@ Stan Getz has won this year’s Bird
award from the North Sea Jazz Festival
in the Hague as Outstanding American
Musician. The Belgian guitarist Philip
Catherine won the award for the Out-
standing Non-American Musician. Getz
and Catherine will receive their awards
during the festival in July.

@ Milcho Leviev has learned that a film
for which he wrote the music in 1965 in
his native Bulgaria, which was banned
by that country’s government, has at last
been released and will be shown in Los
Angeles. Entitled Monday Morning, it
will be part of the American Film
Institute’s film festival,
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Full Circle Swing for Andre Previn

“It’s like being rejuvenated. I thor-
oughly enjoy it”, said André Previn.

The return of the renowned conductor
1o jazz marks yet another parallel be-
tween his career and that of Mel Powell.
Both were leenage jazz piano prodigies;
both eventually left the jazz world to take
up a classical career (Previn as a multiple
award winning conductor, Powell as a
composer who recently won a Pulitzer
prize). Both returned to jazz, on a part
time basis, during the past couple of
years, and both revealed an undiminished
talent for improvisation.

Previn did not return 10 jazz without
reservations. Relaxing last week in his
Beverly Hills hotel suite prior to leaving
on a three week tour with the Los Ange-
les Philharmonic, he said “T have real
disdain for people who treat jazz as if it
were a hobby you can just pick up again.
But some people with long, kind memo-
ries kept asking me about recording some
jazz, and Bob Woods of TelArc Records
kept after me.

“Basically it was my wife who talked
me into it. Heather said, “You don’t have
to prove anything. You enjoy playing
with those guys, so go out and have a
good time,” Finally I said, lets see if we
can get Joe Pass and Ray Brown to do
this. I made a proviso: at the end of the
first session I wanted to take Joe and Ray
aside, and ask them whether this was
going to embarrass them, or me, or the
audience. So after the session I did just
that, they looked at me as if I were
insane, So we went ahead and I made
another one.”

Arrer Hours (TelArc CD 83302) has
done, in Previn's own words, “Unbe-
lievably well - its even been on radio a
lot, which surprised me. So we have
made a second one, this time with
Mundell Lowe on guitar.”

Previn's joy in making these albums
was due in large measure to the company
he kept. Ray Brown, an old friend, played
on the last Previn album before his
retirement from jazz, Four To Go with
Herb Ellis and Shelly Manne.

Joe Pass, whom Previn calls “One of
the most staggering virtuosos I ever
heard,” worked with him occasionally in
the past. “Because he played on my date,
I owe him one, so I'll be a sideman on his
next album.”

Mundell Lowe, he says, is “not only a
wonderful guitarist but such a nice man.
I was going to play on the album he and
Betty just made, but I was out of town.”
(Betty Bennett, the singer, now Mrs
Mundell Lowe, was Mrs André Previn in
the 1950s). “I didn't get to play, but at
least I'll write her liner notes,” says her
amiable ex-husband.

Previn's jazz carcer overlapped with
his years as an MGM studio composer-
amanger-conductor. He recorded for two

André Previn

independent jazz lables from the age of
16, was at RCA Victor for six years
playing jazz and pop dates, but most
memorably formed an alliance with the
drummer Shelly Manne. Together they
made a dozen albums for Contemporary.
Possibly his most memorable year was
1957, when he went to Paris to score
Gigi and had his first major jazz hit with
the Manne-Previn My Fair Lady.

Over the years Previn has seen a
lessening of the condescension with
which the classical world so long re-
garded jazz. “Some of the really great
virtuosos like Yo Yo Ma would give
anything to be able to play it; they're all
very interested and they go to listen to
whom I recorded - well, on the first
session everything was writiea out for
him, but he said ‘I'm very nervous about
this". I said What on earth for? and he
said, T looked at this stuff you wrote
and I'm afraid | have a tendency 1o rush

the tempo’, so Shelly Manne looked st
him with a straight face and said, ‘Don’t
worry, Itzhak, we won't’. And of course
they didn't, and he didn't, and it was
great, besides he really had a feel for it
People like him and Yo Yo want 1o hear
it or want to play it and they most
cerinly don’'t take it lighdy.”

While professing to have no expertise
about jazz as it is practised today, Previn
clearly has not been otally removed from
the scenc. He is particularly impressed by
the cometist Warren Vaché and the tenor
saxophonist Scott Hamilton.

“I have one solo album by Warren -
God, he's good! It actually makes me
happy when he plays. I've never met
him, but I'd love to make some records
with him. Scott is a fine musician 100, So
you see, I've kept up to an extent, but it's
hard for me to get excited about a brand
new pianist when I'm still so full of
admiration for Bill Evans.”

He has always cited Evans, Art Tatum
and Oscar Peterson as his pianists of
choice. “A few weeks ago | went to the
Blue Note in New York to hear Oscar
and Herb Ellis, who's a phenomenal
ghitarist. Basically my idois are the
same people 1 idolised 25 years ago™.

Asked about the Marsalis brothers, he
said, “Wynton is techically amazing. It's
the cleanest playing I"ve ever heard in
my life; it has to be said that at those
tempos he's astonishing. As for Marsalis’
comment that in his experience jazz has
proved a more demanding disipline ©
conguer than classical music: That
could be because the repertoire for a
classical trumpet player is minuscule and
not very interesting. In other words, the
comment might not be applicable 1o all
the instruments, but | understand what he
means.”

For all the fame and success conduct-
ing has brought him, he still relishes
every chance 10 return o the piano,
“Once in 2 while I have 10 have the
pleasure of playing a little. [ play cham-
ber music anywhere and everywhere |
go. Conductors became 00 used o
telling other people how to play, instead
of reminding themselves how hard it is. |
love playing, and that's why | have such
a good time with people like Ray and Joe
and Mundy”.

*Leonard Feather
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Quincy Jones,

ELENA SEIRERT
Ella Fitzgerald, Bobby McFerrin, Lena Horne, from left, at “‘Hearts for Ella" benefit.

FI

Continued from F1
making fun of iL

Unlikely teams provided many
rewarding moments, The moest im-
probable pairing found Bobby
MceFerrin singing, seatling and
chest -thumping while [izhak Perl-
man not only played the melody on
“Blue Skies” but actually impro-
Efsed with a jazz feeling few knew

(i s

Perlman reappeared In tandem
with Oscar Peterson, who soloed
exquisitely on “Who Can [ Turn
To" before joining with Lthe vielin-
it for a legato "Summertime.”

Other pianists who had worked
with Ella at various points in her
career lent a “This Is Your Life”
touch to the festivities. Hank Jones
played in the Carter band; Tommy
Flanagan, her musical director for
a decade, revived her old hit “Mr.
Paganini,” and George Shearing,
who sat in with her on 52nd Street
in 1948, backed Joe Williams® vocal
on Benny Carter’s "Blues in My
Heart.”

Alumni of drummer Chick
Webb's band, with whom Fitzger-
ald got her start at 17, were

scaltered throughout the show
Beverly Peer, Webb's bassist, re-
placed Ray Brown during a gener-
ally flat tap-dance episade by the
Copasetics.

Also on hand were clarinetist
Eddie Barefield and trumpeter Diz-
zy Gillespie, who played in the
Webb band when Eila took it over
after the drummer’s death in 1939,
Gillespte was in a restrained mood,
playing and singing his elegiac
hallad, “1 Waited for You.”

n unannounced addition was

Quincy Jones, who after a few
warm words of respect for the first
lady, conducted Carter's orchestra
in his own “Stockholm Sweeten-
in.” reminding us of hie long-
standing and valuable ties to jazz
A small combeé number gave Jaumes
Moody's flute and Shide Hampton's
trombone a chance (o share honors
with Getz, Woods and trumpeter
Red Rodney.

Since Ella's first idol was Connee
Boswell, it was good. appropriate
fun to bring together Janis Siegal,
Cheryl Bentyne and Melissa Man-
chester fora high-camp rendition

'ZGERALD: A Tribute to Ella From the Heart

of two old Boswell Sisters songs,
taken directly off the 1931 record.
ings. But revivalism is a nsky
weapon: it cut down Cab Calloway

that handsome, well tailored oclo

genarian, when he totally blew the
iyrice on “A-Tisket." then dueted
with Manchester on “Jumpin'
Jive.” This song, spuriously hip in
1940, has since had 50 years to go
further down nostalgia hill.

Alter Carter’s last number (o
transeription for the orchestra of
Flla’s recorded seat-libs on “Lady
Be Good" ), the honored guest hor
seif, who had been situng in the
audience, was lod on stage by Joo
Williams, accompanied by an ova-
tion Lthat verged on levitation.
Srumanemwly. she hroke into 3
“Honeysuckle Rose” Lthat sus.
tained the uproar, then traded seat
riffs with Willlams and Clark Ter-
ry

An Ella Fitzgerald Regearch
Fellowship, we were then tald, &
being launched by the American
Heart Assn, The announcement
wig a fitting finale to & once-in-a-
lifetime evening thal was indeed,
in every sense, all heart,

L ————
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first saw Nat - Ku?“ﬁtﬂeand his

trio perform—for $ 140 a week—at

z Kelly’s Stable on 52d Street in
New York City. in 1941. The show
included Art Tatum (an idol of Nat's) on
piano, Billie Holiday, Benny Carter’s
sextet and dancer Bobby Laurence. Nat
was not yet a headliner. though he was not
unknown to us die-hard jazz fans. We had
heard his trio backing Lionel Hampton on

a few records, but we knew nothing of

Nat's singi

At Kelly's his vocal on “*Sweet Lor-

raine’” made such an impression on me

that when my daughter was born, years
later, we named hel']..on'a!m—-lcssforthe

-songthanforNal s rendition of it.
Over the next few years, as the trio’s
popularity soared, I got to know Nat and

his second wife, Maria. My wifeand I had |

been invited to their wedding, in 1948, at
Harlem's BapustChwch and
to the lav;shmephmthatfollowed at the
Belmont Plaza. The

guests included Sarah

Vaughan, Nellie Lutcher and Hazel Scott

%whosc husband, Adam Clayton Powell
T., P
of Maria were mixed, but when she devot-

edherselfsnenmeigtoﬂst most of his

Eeteadls airie arceil .
In those days, 1 Was Writing

songs. At one pois

far a sgng, called **

a lot of
ave Nat the musx:

but-,\sincé

by 946,
therecotﬁwasnev&rreleased Istill don’'t
know if it was my song.

One night in 1951, I dropped in at the ar
: I-Iismortlmgofltwasmiﬁasedml%ﬁs

LEONARD FEATHER, (‘amposerrmd author of part ofWhafcapItoiRwomnaﬂed **The

The Encyclopedia of Jazz, has been jazz
critic ar the Los Angeles Times since 1965

the ceremony). Opinions

1945 to justify that title.

My fondest recollections of
Nat are at his home in Hancock
Park, Calif., the restricted
community that gave him so
much grief when he and Maria
first moved in. After things
settled down, Nat took to
throwing a big party there ev-
ery Fourth of July. Those were
fabulous affairs, reflecting
Nat's success on both the so-
| cial and the musical levels.

~ The guest lists included

_ friends both black and white,
e gt

= pluggers and, of course, Nat’s

# children and other relatives.

& Many of us spent those af-

= ternoons in Nat's big swim-

< ming pool. He was always a

gracious host, but time

& brought subllc changu to his
& petsona!:ty got pmoecu

— 15 pied with money. or so it

mmmnacmmwmm seemed to me. | suppose it

Prince (left), Cole and

Jjazz recordings are highly prized.

Tiffany Club in Los Angeles, where Nat

was making an uncharacteristically low-
key appearance, just leading the trio and

aying jazz. | hadw:thma]mmorﬁiﬁ.
ttlesongf'dwntteneaned “Where Were

You?" Nat had a}wa
and friendly to me; he

“been courteous

Tenth Anniv
yettoﬁgureoutmstwhathappenedm

‘&nbﬁ\és Ijunn:}ul.t’ 1990

ookadaztbepm;
and said, “We’ll see wbmwe'mdo‘

Album,"" though T've

Oscar Moore. Today, their brought security and insula-

tion from all the racism of
those daysandthevaganesof
- amusician’s life.

A few years ago [ assembled, for MCA
Records, an album I called Nar *'King"'
Cole From the Very Beginning. It includ-
ed a jam session recorded under his broth-
er Eddie’s leadership in 1936, as well as
the great early instrumental hits and some
of the best vocals, even “*Sweet Lor-
raine.”” This is the Nat * ng" Cole I like
to remember, the magnificent instrumen-
talist, fine vocal artist, and a man who
enjoyed the lasting respect of all who

knew him. ]

57
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BY LEONARD FEATHER

Ella
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\q9e — TALXTMES

'S vemes imter. after a roller-coaster

RCA Jazzes It Up

“vow

sk & jaxy record (with the Onginal Dixie-

fand Band in 1917)
Sirm feet weth o Huebind and Noves ata-

sendants of Victor, the firm company ever 1o
ey, thanka 1o the imitative of a helpfel
Pocier—aterally 1 was Sieve Backer who
Beiped resuscitate oy @t RCA ;m January




Dexter:

“My health wasnt good, my lifestyle
had caught up with me, and I had
physical problems — pancreas, liver, you
know . . . | really wasn't functioning at ali
well. In fact, it's amazing that I'm alive.”

That was how Dexter Gordon de-
scribed himself 10 me in Apnl 1987 when
he came 10 Los Angeles from his home
in Mexico in order 1o be in the audience
for the Motion Picture Academy Awards
show,

Dexter had been nominated for a best
pctor award on the basis of his appear-
ance ) Round Midmght He didn't win,
bul 1he publicity enabled him 1o go on
wur with Cedar Walton, Billy Higgins,
Bobby Hutcherson and Pierre Michelot,
who were in the film with him.

BY LEONARD FEATHER

— Bird, Fats Navarro, Tadd

As with Miles, he let the problems of
the era catch up with him, and was in
and out of trouble as early as the 1950s.
It was through drugs that he made his
first movi¢ appearance; while serving a

| wasn't even in the musicians’ union, so
1 was seen but not heard; my part on the
sound track was played in Hollywood by
Georgie Auld.”

In 1960 he appeared in The Connec-
fion, & play about drug addicts in Los
Angeles, and later in a version in Den-
mark, which had become his home base
by 1962

Most of us saw very httle of Dex
during the next 15 years, he visited the
US. now and then but was mostly tour-
ing the Conunent, Bntain and, later,
Japan. A wvisit to New York in 1976
encouraged him to return home perma-
nently the following vear.

Dunng the next few years his reputa-
iton belatedly soared: there were Down
Beas awards (Musician of the Year,
of Fame), and albums for Columbia. But
by the ume Bertrand Tavermer ap-

as e —

had to take direction, and 1 got better as ~

[ went along. If anything in the script

Tbelaslti:pclnwDexmhe

O'Neal had invited him simply as an
honored guest. I saw him in the swim-
ming pool more often than on the band-
stand, where he only made a brief ap-
pearance one night.

The final chapter of his life came with.
another film opportunity, an acting role
i The Awakening with Robert de Niro
and Robin Wilhams, He had just fin-
ished his part when he checked into the

hospital in Philadelphia. Gravely ill |
though he was, his wife Maxine had not |
expected his death, which came at 12:50

A Giant Leaves His Mark
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Leonard Feather’s

BEFORE & AFTER

This month’s artist: Stan Geiz
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this day and age in the modern idiom is Joe
Zawinul. I love to listen to his music. He
always has that happy swinging effect, no
matter how modern or complicated it might
be.

I guess it was Prez. Somehow it sounded
like Buddy Rich on drums. It could have been
Joe Jones, Buddy Rich, Sid Catlett. It sounded
like Johnny Guarnieri, or Teddy Wilson or
sombody like that. Anyway, I enjoyed it for
what it is. A lot of music now just intellectu-
alizes itself into knots. It’s just a straight
ahead, lets swing and be happy, set 'em up
bartender record. I give it 4 stars any day.

AFTER: I can't remember if it was one
tour of six or eight weeks, every night of the
week with Jazz At The Philharmonic in 57
and 'S8, when there was six saxophones, Prez,
Hawk, Sonny Stitt, Illinois Jacquet,and Flip
Phillips and myself. And Norman Granz
threw in ev ing but the kitchen sink. It
watched prez and [ spoke with him a lot and [
met him a few times: ver the years, once with
Benny Goodman in 1945. I was sitting with.
Ben Webster at the Three Deuces and he came

* walking in and I got to meet him. When I was

_ipiroduced, he said “Nice cyes, Prez, camry
- on.

didn't have much of a sound. 1 don’t know,
the rhythm section is recorded sort of bad. T
didn't make much of it. But just for the whole
feel, 1o celebrate the Zoot and Al feel, T have
1o give it 3 stars.

AFTER: Was it Al? Well, Mose played
with my band in '57. And the first he ever
sang was on my band. He played trumpet on
mybmd,!oo.Hemmth:vebeenusinsa
different kind of mouthpiece, and I don’t hear
those interweaving chord changes so much on
that record.

3) WAYNE S

'BEFORE: I've found myself in situations
like that. In front of a large audience, it’s time
to play something real fast. It's crowd-pleaser
time... I've been very embarrassed by what
I've heard, not matter how fine the musicians
are on it. It seems like it splatters, and yet the
people love it. It quickens the pulse. All those
musicians sounded confident. You could tell
they're all good horn players. I think it's sort
of a waste of music to do that. :

1 don’t know who it is; they’re all good, but
musically, I'd rate it one star.

AFTER: Look at that! Isn’t that some-
thing! All of that with fine musicians, but the
tempo is so stupid for the song.

4) JOHN COLTRANE Yo

ot , Tows Clul

BEFORE: I can’t tell who that is. It sounds
like Sonny Stitt, and it sounds like a Coltrane
approach, and it made me realize how Coltrne
got some stuff from Sonny Stitt. I never
realized it before. It’s probably neither. I don’t
think it's Coltrane but it's real good. The
piano solo [ liked very much. The bass play-
er’s line he’s playing comes out a little obscure
1o me, I think it’s a nice record... 3 stars.

AFTER: Coltrane...oh that's a long time
ago. I was putting it in the wrong era. By
thinking it was later, I was thinking it was a
Coltrane imitator.

5) JOE FARRELL — BOOKER ERVIN
— YUSEF LAT £ 4

BEFORE: I can't stand it when somebody
plays a terribly wrong tempo for a tune. The
rhythm section sounds splattered. I don’t care
who or how great the artists are who are
playing. It's just not thought out. I don’t know
and 1 don't care. No stars.

AFTER: I wouldn't recognize their playing
on that. 'm not too familiar with them
anyway. Joe Farrell with Chick Corea on flute,
he played beautiful. Yeah, they played two
tunes at once — big deal, they could also have
put Jpanema in there. It would fit

6) BENNIE WALLACE,

4ATKEr, O 3 - US

BEFORE: 1 love music that doesn't take
itself too seriously. You know, just fun listen-
ing. As you said, Leonard, the tango is a fun
type of beat. And it still works. The tenor
player, 1 know who that is and I can’t
him. I liked him and [ liked the whole e
That's music, isn’t it? In comparison to
you've just heard and what you hear afier,
give it 3 stars,

AFTER: I've heard of him, but never
heard him before.

7) RED HOLLOWAY Well }

BEFORE: It sounds like Johnny Griffin. It
reminds me a little of Lockjaw, too. Very good
musicianship with everybody on the record. I
don’t know who it is. That drum sound is
very familiar, but I can't place him. I'll give it
4 stars for the display of good mjsicianship.

BEFORE: You know, I can’t tell how out
of tune the rest of the saxophone section is,
because the lead alto player is so out of tune,
it's like, forget it from the beginning. The
saxophone section is one of my favorite things
to be in and to make a lot of beautiful music.

I don't believe a lot of political dissent
should be brought into music. I can’t think of
any other reason these guys should be playing
all this free shit unless they're just shouting for
atiention or they want to be “modern.” It's a
waste of a saxophone section. Well, of course,
the tune is one of my favorite tunes. You
know I've recorded it at least a couple of
times. They shit on it. They shit on Strayhorn.
Was that Strayhorn? Oh it's Duke. Anyway,
let’s start from go. I have to have the alto
player tune up, and then tune the rest of the
guys up. What a waste,

AFTER: World Saxophone Quartet —
yeah; well, they're out there just showing their
individuality. How about making music? Poor
Duke... As for the fact that they don't have a
rhythm section, why bother with a rhythm
section? There’s no time anyway.
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CD Reviews

Carmen McRae

"McRae Sings Monk"
RCA Novus 3086-2 *

This innovative company has come
up with another winner here. Theloni-
mlbnths-hudybmﬂnm

Jjazz composer since Duke
mmmtwmmamorm _
(some of them seldom or never recorded
before) on 15 Monk standards, and the
wise choice of a singer who knows them
inside out, his legacy will reach a new
echelon.

thm most
ofﬂmewmwuuﬁuq
decades after they were written. For
legal reasons, they all have new titles
(Monk’s Dream” becomes "Man, That
Was A Dream,” "Straight No Chaser” is
now “Get It S :

footage to a four-horn group (but the
horns collectively play nine instru-
ments, from piccolo to tuba). He aims,
mnnﬁmn:?n-hndm
bbdpé&cahum Calypmhmha
flute-laced melodies and a

1l gospel piece, "The Wedding,"
adduplnuiuattmwmbut
very palatable offering. A

Eddie Daniels

"Nepenthe"
GRP GRD 95607

L L

Having established himself as a
formidable clarinetist with less than
admirable sales, Daniels tries something
a little more accessible here. Some of
the written passages could have been
played by any competent studio
musician, but there is enough of his

nal skill to remind us of
who and what he is. True, the rhythm
section thumps and thuds at times
where one wishes it would swing, but
Daniels' compositions, and the stan-
dards of Coltrane’s "Equinox” and Mal
Waldron's "Soul Eyes," generally
sustain the interest. 4

Stanley Cowell
"Back to the Beautiful"
Concord CCD 4398

L |

Now a New York college music pro-
fessor, Cowell is an cclectic of the key-
board, moving with ease from delicate
balladry to bebop (Bud Powell's "Wail").
He deals oddly with Ellington: "It Don't
Munawureﬂmined
moderato, while "Come S
an unneeded saxophone added, is too
hard hitting for this sublime melody.
Of the Cowell originals, a super-
cab’plo."St.gmb(. worksbe;t{c
while"Prayer for Peace” is neither
reverential nor pacific. A

y," with

Peggy Lee

"There'll Be
Another Spring"
Music Masters MMD 60249

Alkmghat.u “Peggy Lee Sings
Lee” album...one in which her
ownhrrhunrcm:chcdwuhtbe
melodies of Johnny Mandel ("The
Shining Sca"), Sonny Burke ["He's a
hmp“}and.onﬁurnqmbm.-kh
Chiodini, her t, shares the
arranging/i credits with her
planist, Mike Renzl. With nine strings
as her cushion, Lee's unmistakably
personal sound comes across soft and
endearing as ever. Her words, at their
best, are true poetry, There are a
couple of lesser momenlts—-"Sans Souct”
fs » and "Johnny Guitar” is an
lapse from Weltschmertz into
schmaltz--but by and large this is
vintage Lee. Even "Fever” is still fun, be
it Farenhell or Centigrade.

Phil Woods Quintet
+ One

"Flash"
Concord CCD 4408 *

The title refers to the presence on
some cuts of both trumpeter Tom
Harrell, who left the group last year,
and trombonist Hal Crook, who
replaced him. Woods, though a
brilliant composer, is not represented
here in that capacity; his alto sax is
the centerpiece for originals by Harrell
(the adventurous post-bop “Journey to
the Center," the subdued, harmonically
oblique "Weaver”), planist Hal Galper,
and the Los Angeles composer Tom
Garvin, whose swaggering, Monkish
"Bradley’s Revenge" is a highlight.
Woods switches to clarinet for the
exotic "Misirlou”, a r-old-Greek
pop song. The three-horn blend is a
bonus; too bad economics preclude its
becoming permanent. A

Joyce

"Music Inside"
Verve Forecast 843 012 -

L 1’2

Fresh, different and distinctive, this
young Brazilian singer with the
unBrazilian name generally writes her
own music, her own sometimes rebel-
lious, sometimes romantic lyrics, and,
except for the odd extra musician here
and there, provides her own accompa-
niment on the guitar. Six songs are in

; four others (including her

Pomxgueaelyﬁqlzaﬁonofhacy
Chapman's "Talkin' ‘Bout a Revolu-
tion”) have English translations in the
booklet. Her small, wistful voice is
utterly charming, and her essay on
social and eultural conditions in Brazil
tells us how she has broken the sex
barrier there for songwriters. A

I-Iele_n Merrill

featuring Stan Getz
"Just Friends"
Verve 842-007-2

(Reprinted with permission Irom the L. A. Times.)







HISTORIC
JAzz CENTENNIAL
CONCERT

A benefit concert for the
CHARLIN JAZZ SOCIETY . . . ushering
jazz music into its second glorious
century . . . featuring an

all-star cast of jazz greats.
AND

An ensemble of outstanding young
artists who will influence jazz in

the next century.

Featuring:

® THe CounTt BASIE ORCHESTRA
e Dizzy GiLLiespi, Trumpet

¢ James Moopy, Saxophone

* MARLENA SHAW, Vocals

¢ MONTY ALEXANDER, Piano

® StANLEY COWELL, Piano

¢ Joe KENNEDY, Violin

» Joey De FrRANCESCO, Organ

¢ KeNT JORDAN, Flute

AND

Noted jazz critic, writer and producer
LEONARD FEATHER
Hostess
WILA-TV News Anchor
ReENEE POUSSAINT

Sunday, June 10, 1990

8:00 PM
CONCERT HALL ¢ KENNEDY CENTER

Admission . . . $35 and $42.50
Tickets may be purchased at the
Kennedy Center
or by calling Instant Charge at
(202) 467-4600
and all Ticketron outlets

Sponsored in part by -
* Ford Motor Company
¢ Sallie Mae

For information call:
CHARLIN JAZZ SOCIETY
(202) 331-9404

Nonstiops to
Raleigh-Durham

every day !
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The tme spent by Joe Pass in the United
Suntes is becoming increasingly precious,

Time was when he could be found often at
places like Donte's, duetting with Herb Ellis or
pigging with. some small groups. But, before
long, the international concert schedule on
which Norman Granz had sent him made his
local appearances infrequent. ‘A couple of
years ago, following a divorce and remarriage:
to a German, he moved to Hamburg, where
he now spends much of his time while not
tounng.

This smerview took place when he visited
Los Angeles briefly and delighted an overflow
cowd af a Sanmta Monica hotel with his
unmatched artistry.

1) BARNEY KESSEL. Hear Wave (from
Jazz (lub Guitsr, Verve), Barney Kessel,
limmy Wyble, guitars; Morry Corb, bass.
Reconded 1953

BEFORE: Well, at first 1 thought it was
Bamey Kessel, but after listening for a little
while, 1t's not Barney. And then 1 thought it
might have been Emily Remler, and | also
thought it could be Kenny Burrell. There's a
young player that plays a lot in New York,
be's from Los Angeles. . Howard Alden, yeah,

The way the picce is written makes an
arfangement. I1's & good idea because it saves
a lot. The sound was not good on i1, the bass
was not definite. But I would give that, for a
straight ahead record, 3 stars.

AFTER: Well, I was right because it
mmde:’.l like Barney. The thing about it is that
Barney's style changed a litdle bit. You can
dentify the run and things because one’s style
doesn’t really change when you develop it. |
noticed when 1 heard a record that [ did in
Wﬂ.m:;gm tﬁ&#mﬂ ﬂzesmu"[‘hcru;:
fertam things that Barney does now that
didn't do then, and it threw me. _ i

2) LARRY CORYELL-PHILIP CATHER-
INE. Blues for Steplh

something since they tried 1o swing,

AFTER: Well, two guitars. . .1 only heard
one, It was probably just Larry Coryell playing
the solo. They weren't playing together, they
were playing different changes.

3) STANLEY JORDAN — The Sound of
Silence (from Stanley Jordan Swandards, Vol-
ume 1, Blue Note). Paul Simon, composer.

BEFORE: That was Swanley Jordan and
it's a Beatles song. It's a kind of a pop song
and his sound is a lot better on this song than
the first one. It's more clear: It sounds more
like a guitar than the other ones, The other
songs sounded more like a kevboard but he
plays great lines, single note lines. One of the
problems in playing that wpping stvle is that
it’s really hard 1o get a rhythmic fecling. You
can’t get it this way; you've got to get it with
your body end, vou know, the lapping, it
becomes uneven. I's very difficult 1o do and
swing. | mean, iU's not a physical enough
feeling so that's something vou sacrifice in
order to get one more voice or rhythm going.
If you suddenly think, “gee I'm recording,” or
“what if they like it.” or, “the sound is not
right.” then you start 1 find yoursell on the
guitar in places where you don’t know what's
happening—but you can't stop. I've plaved
solo a lot and know that feeling and can sense
it. | think that's what happened on this record
in certain places. That's not to say that it's not
good. but it shows you that it's not easy.
Unless you have an arrangement and play it
the same way, and 1 don't think Stanley plays
msmusé;:;mys the u’me. %mm“ 15
always fresh. Anyway, 1 give that stars.

AFTER: Is that a Keith Jarreu tune? Oh
veah, ome of those guys. Well, it’s not much of

were in the same general area. Sometimes you
hear two people playing counterpoint lines in

I
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6) BADEN POWELL. Samba Triste (from
Jazz Clab Guitar, Verve), Baden Powell, gui-
tar; Sweve Swallow, bass; Bobby Moses, drums.
Recorded in Berlin, November 5. 1967,

was gonna say Baden Powell, but it’s not. If it
15, then it's something he did a while back, It

er. Somebody who has a

kind of rhythm, the

authentic, not Hollywood Bossa Nova,
ed down like we play. By wat

83
§§§

EFEjEnds

that's playing 1 think 1U's & Wes Montgomery
wine or one thut she composed.

AFTER: Hey. that's it! Herb was sort of

?2[2

Fischer, Trotter Lead a Five-

By LEONARD FEATHER

ecause Clare Fischer and
Terry Trotter, who co-led a

A quintet Tuesday at Le Cafe,
are both pianists, it was logical to
rotter, who has racked up a
long series of pop and jazz credits,
played piano, sometimes
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Ed“ml.om Green
tion for his

yet personal alto sax.
: _ m the meat of this
acaslon' “as he says, “1 shape and ben
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Tormé was represented on four
levels: Vocally, as pianist (brief-

"~ ly), as drummer (in a sort of

“Sing Sing Sing” routine with

- Dankworth), and, unbeknown to
- the audience, as arranger. It was

he who fashioned the orchestra-
tions on the “Guys And Dolls”
medley, “Soliloquy,” “A Lovely
Way to Spend an Evening” and
several others. The man is just
indecently avertalented.

A s for Laine she remains the

A\ consummate pop singer with
jazz sensitivity, her reedy, pure
high notes contrasting with the

cavernous low tones, her dramat-

ic sense never overlapping into
‘melodrama.

Dankworth was ubiquitous as
ist, alto saxaphomst

f(ﬁa}l‘ed with Torme in “Bye Bye

Blackbird”) and arranger. In the

small gmup he headed were two
impressive

soloists, Larry

:Koomaa on guitar and Ray

 saxes and flute.
"The progmm might be charac-

terized as safe
chance-t.

were from 26 years old (Sond-
heim's “Everybody Says Don't")
to 76 (Handy's “St. Louis Blues,"

to which Laine applied an updated
beat). Ironically, the solitary new

work, a Cy Coleman song from
“City of Angels,” had the same
title as a 1934 Bing Cresby hit,
“With Every Breath I Take.”
The only expendable segment
was a medley of those chest-puff-

ing ain't-show-biz-grand songs

that have long since outlived any
usefulness they may have had:
“Hooray for Hollywood,” “That’s

Entertainment.” Mercifully,
“There’s No Business Like Show
Business” was omitted.

The problems with the sound

Friday left this listener wonder-
ing whether it is legal to commit
assault and battery on an engi-

neer. Somebody in that booth had
mastered the task of taking all the

Philharmonic vialins, violas, cellis
and basses, and making them

- sound like a string quartet. Tormé

was mimmally audible:__for the
first couple of tunes. Still,

an evening of total musical class,

inadequately monitored, than a

soiree of perfectly amplified rap.

‘there was no
“in the repertoire,
and with one exceptlon the tunes

J.ALBERT DIAZ / Los Angeles Times
Cleo Laine in 'Broadiy Broadway’ at Hollywood Bowl, with saxcphonist John Dankworth and Mel Torme.
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ay Ar derson |
for BEuropean eonsumpuom mbdt

. (8 Hf' L e ~ were unreleased here. However,
ghysands&nss e~ '_ e |l oy ~ his ‘more recentamumsférm;

""".'31 -;iSGﬂhlSﬁl‘St 1 -I Siniid |, 4 B oty - and currently for Gramavision
. - s ~ have been earhing five-star rat-
' . ings, and he has accumulated. xpﬁe
' of laudatory clippings hailing his
. appearancesat New chrk'svmna!
. Vangarde.
E Hie besl known' algm;:{. “Wmhat
- H.é Anderson s s » ol i Because,” showcased him
: AJ@ _Ray y s TR " what was then his regular touring
! 'themdt'mlked-abomger— '“ e RN - =Y ¢4 hand.Atpresenthehnsmassem‘
adTield. His apparent A e
‘the trombone higher, iowenaada - A ; - opportunities m "I‘hm st
‘wilder than anyone else, and to : ' - -

togeth ; : : ; bandtogethar Imim_d?
1 _ﬂmﬁ&’fﬂm. R ) the@newhenlmn‘t.hai"'

‘rehearse a new personne! for ever:
. few gigs. But I'm happy wi@ €
people I have right now.” ( _
~ Amina Claudine Myers is a record-
_ ing artist for RCA, bassist Mark
- Helias also has recorded as am
‘er, and drummer Dion P
drums completes the quartet.)

~ Although the appearance went
" by almost unnoticed; he was at
Catalina’s a couple of years agoasa
 sideman with the International Or-
chestra led by the Swiss r:mni;:ma:l
George Gruntz. Playing in a brass
seetion, however, is his idea of
nothing to do: “You just sit 8
whole evening and get tn.pl;w one
solo. It might be fun to have
bancl of my own someday. bli'
N LINDA HECHT dningnghtnowm\ﬂia

Ray Wbiddrsanon) Ieadhg his own band: “What l’m doing right now s ‘fw"';':: it

what | really want I@'M in eharge and play what | like.” Proving his point, Anderson
‘ ediea ‘then took to the: bandstandm
_ '_"'_‘L___*thmntfaome. He's after a few explosive warm-up :
}; subject of many feature mw?ri went into.a long series of |
ropean jazz magazines.  uproarious cadenzas, growling
Japan typicaﬂy has put ofit the trilling, reaching for notes hey;ni%?
> welcome mat. “I've been there a  the blue horizon, plunging to the
1% haii—rdozeﬁ mes, with various depths, and then, after a pr&mohj
just. gm pack from  tory vamp, easing his group intoa
‘buoyant chorus of a mainstream
 gtandard, Duke Bllington's “In-a |
‘Mellotone.” The Anderson phe-
riomenon was off and cool-:mg. o J
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Visual images of jazz:
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~ This issue will examine jazz in its
visual mode: in films and the growing video
conard Feather

medium, Veteran jazz scri

o

Dexter Gordon proved “more effective as actor than
saxophonist” in “"Round Midnight, " says Feather. (See
Bill Brower's remembrance of Dexter on p. 6).

The film “Let’s Get Lost" was “an opportunistic,
two-hour dirge 1o the life of Chet Baker.” according o
Leonard Feather.

The Quarterly News Publication of The National Jazz Service Organization

Summer 1990

The treatment of jazz in movies:

largely a travesty

by Leonard Feather

When sound came in, jazz immediately got off
to a false start in 1927 with “The Jazz Singer,”
which had as much to do with jazz as Al Jolson
himself. It fared little better in 1930 with “The
King of Jazz," a reference to the crown worn by
Paul Whiteman at a time when Duke Ellington,
Louis Armstrong, and Fletcher Henderson could
have laid claim to the title.

In 1977 a tireless researcher named David
Meeker put out a book in London called Jazz in
the Movies. That it ran to over 200 pages was due
to the inclusion of items in which the jazz content
was peripheral or nonexistent: a Fred Astaire film
with an appearance by Ray Anthony, a drama
with a score by Allyn Ferguson, a British football
film scored by Johnny Hawksworth.

The bald truth is that jazz was treated dis-
gracefully in the movies, by executives who didn’t
have a clue concerning its artistic significance.
Many of the films collected by such archivists as
the late David Chertok in New York and Mark
Cantor in Los Angeles were only found after end-
less exploration, and all too often the jazz
passages were throwaway sequences, partially
buried under dialogue.

Racism, of course, was largely to blame. Duke
Ellington made a few valuable shorts, but his first
feature movie was “Check and Double Check,”
starring two white men caricaturing blacks, Amos
and Andy. Four years later, in 1934, he had one
good production number in “Murder at the
Vanities.” Not until 1959 was he invited to com-
pose a film score, for Otto Preminger's “Anatomy
of a Murder,” in which he also had a small speak-
ing role. :

Segregation was firmly maintained (on the
grounds that audiences in the south would not
countenance the on-screen appearance of white
and black performers together). Once, when
Charlie Barnet had five blacks in his band, they
were allowed to play the soundtrack for “Jam
Session” (1944), but were replaced by white
musicians on screen.

As late as 1950 Count Basie had to eliminate
Buddy De Franco and replace him with Marshal
Royal for one of Will Cowan's musical shorts
(ironically, despite two superb numbers by Billie
Holiday and instrumental work by Basie’s combo,
the star of the film was Sugar Chile Robinson,
singing “After School Boogie™).

Aside from a very brief appearance in a
“March of Time” newsreel, Art Tatum’s only
movie was “The Fabulous Dorseys" for which he
was granted a 12 bar solo (14 seconds), in a night
club jam session.

Yes, there have been movies about jazz people.
“The Five Pennies,” in 1959, was a sensationalized,
sentimentalized, fictionalized piece of garbage
purportedly about Red Nichols. “The Gene Krupa
Story,” also in 1959, was even more laughably
inaccurate, packed with distortions and
anachronisms.

“The Benny Goodman Story” in 1955 ignored
what could have been the salient dramatic point,
Goodman’s pioneering role in racial integration;
as for the choice of Steve Allen in the title role —
well, they both wore glasses, right?

“Saint Louis Blues,” in 1958, was an ignorant
travesty based on the life of W. C. Handy, whose
screen father, as I recall, told him “Don’t play that
jazz, son! That's the devil's music.”

The real devils were the men who perpetrated
this nonsense on us at a time when so many giants
walked the earth: Armstrong, Ellington. Hines.
Basie, Lunceford were never the subjects of
screenplays.

Only with the advent of television and the
recent spate of documentaries has there been an
attempt to make up for lost time. In recent years

“The Benny Goodman Story ignored Goodman'’s
pioneering role in racial integration.”

there have been splendid public TV shows: “A
Duke Named Ellington,” “Celebrating Bird.” and
the magnificent “Long Night of Lady Day” pro-
duced by Britain’s John Jeremy. Two fine docu-
mentaries, “Symphony in Riffs,” about Benny
Carter, and “Ben Webster: The Brute and The
Beautiful,” have been seen in Europe but are still
unsold to the U.S. market,

Meanwhile, “Let's Get Lost,” an opportunistic
two-hour dirge to the life of Chet Baker, was
widely shown here and nominated for an Oscar.
There have also been documentaries on Artie
Shaw (which I never got to see; it had limited
exposure) and Bix Beiderbecke.

The feature film area has improved only
slightly, and only provided there was a theme of
chemical dependency: “Round Midnight” was
dramatically valid, but with Dexter Gordon proy-
ing more effective as actor than saxophonist.
“Bird” had a superb soundtract (mainly by Bird
himself) and was splendidly directed by Clint
Eastwood and acted by Forrest Whitaker.

Spike Lee’s films have made good use of Bran-
ford Marsalis and others. “Jack Johnson,” in the
1970s, had an electric score by Miles Davis.

I realize there have been occasional exceptions
to Hollywood'’s unspoken rule against jazz authen-
ticity. “I Want to Live” in 1958 had a fine jazz
soundtrack written by Johnny Mandel. Benny Car-
ter was seen and heard briefly in “Thousands
Cheer” (1943) and “Snows of Kilimanjaro” (1952),

And finally, in 1990, Dizzy Gillespie has an
acting part in a major production, “Winter in
Lisbon,” which at this writing was being filmed in
Spain and Portugal.

It's a dismal picture, and you get little consola-
tion by leafing through the David Meeker book
(published here by Arlington House) and discover-
ing that all sorts of odds and ends have been here
and gone; in many instances the films were on ni-
trate and have disintegrated — an ironic end in a
celluloid trash pile firmly opposed to integration.

For an industry that glorified the Ku Kiux
Klan in “Birth of a Nation,” and the white south
in “Gone With the Wind," how could we have
expected more?




Nat Adderley: The Other Brother Arrives
16

m Jazz: Cornetist steps out
of Cannonball’s shadow

to make his own musical

mark. His quintet visits

Vine St. Bar & Grill.

By LEONARD FEATHER

“at Adderley is no longer
someone else’s kid brother.
The cornetist came to the
attention of the jazz world with a
quintet led by the dynamic Julian
(Cannonball) Adderley, and for
years he was in the shadow of his
and eloquent sibling. After
mwa death, Nat was adrift
for a while, leading groups here
and there, but today, a persuasive
Rumll\v in his own right, he is
eading a quintet that works
steadily; he's playing through Sat-
urday at the the Vine St. Bar &
Grill. '

“Yeah, things are looking really
good for me right now,” he said the
other day in a call from the Bay
Ares. “We toured Europe, I spent a
couple of days back home in Tam-
pa, then it was off to Japan—about
the 10th time I've been there—and
w to Kimball’s in San Fran-

Where Cannonball once stood
bestde him, Nat now has a promis-
‘alto sax soloist in Vincent
Al the piano is a neweom-
group, Rob Bargad. The
other two faces will be familiar to
longtime Adderley students: Bass-
ist Walter Booker worked for Can-
nonball from 1968 until the saxo-
phonist's death seven years later,
and drummer Jimmy Cobb was an
Adderley sideman in 1957-58.
_The two brothers, fresh out of
Florida in 1955, zoomed into prom-
Inence via records, jazz clubs and

NKAMIN
Nat Adderley: “‘Things are looking
really good for me right now."

concerts. Their partnership was
interrupted when Cannonball
joined Miles Davis for a couple of
years, an interim filled by Nat with
stints playing for J.J. Johnson and
later with Woody Herman. Nat
simultaneously built a secondary
career as composer—his biggest
hits were “Work Song” afid “Jive
Samba"”—and occasionally as lead-
er of his own record sessions.

If he may seem to have been less
prominent on the scene recently,
the problem can be traced to his
infrequent visits to the recordi
studios. “Actually,” he said, “we
made an album that was just is-
sued—but it was for a Japanese
label, for release in Japan.” He
paused, then added, “Well, we are
recording very shortly for Orrin
Keepnew's company, Landmark
Records, for American release. Or-

rin made a lot of sessions with

Julian and me.”

Two missed opportunities for
what might have been wvaluable
documents were the tours, early
last year and again this spring, by a
Woody Herman alumni unit, with
Adderley, Terry Gibbs, Sal Nistico,
Nat Pierce and Urbie Green among,

others. “That was quite a band,” .

Adderley recalls, “but they never.
got around to recording.” :

Unlike many jazz eminences who
raise second-generation artists in
their image, Adderley takes pride

inason, Nat Jr., whose success has .

been enjoyed mainly outside the
jazz field.

“He did play a few records and
gigs with Julian and me, but he
really made his mark as a pianist.

and arranger producing for well-

known pop people. He's been.,
working a lot with Luther Van-

dross, and he's doing marvelous- .

ly—I'm very proud of him. It's.

funny, I thought he didn't want ta’
play jazz, but now it has become an '

avocation; whenever he has the.
chance he works with the vibes,
player Jay Hoggard.”

A short, chubby figure with rare
personal charm and the kind of
soothing voice you would like to
hear in your family doctor, Nat
Adderley today is admired not only
far his virtuosity on the horn (he
was inspired by Fats Navarro, _
Dizzy Gillespie and Miles Davis),
but also for his subtle sense of
humor on the bandstand. He has
reached a plateau of acceptance
commensurate with his own talent.
Still, the memory of his fsatem_al-

“We play a lot of that sam
music, and when we expand ot

‘partnership refuses to fade out. &

we tendt&addomm,'- -

Itnne and one old tune. As a

{act,itwasjustlsywtsage* ,

Aug. 8, 1975—that we lost Ju

-Dnimisshhn" Hmmlmt.ﬁ__ﬁ.__

De Francesco Turns Back Cl

By LEONARD FEATHER

) ack in the 19505 and '60s, a form of jazz
\ flourished in which the dominant ﬁgum
played Hammond organ, the prevailing mood
wasthehluaa.andtheﬁdemenwerea 3aXO0p
d.;lmm

wasvlaemhaa“

.. mmmmw;éf
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Darlin'" to the Beatles' '“Here,
There and Everywhere,” there

was no loss of impact,

Aaron Scott, almost invisible be-
hind half a dozen cymbals, seemed

Tyner Trio Pumps Up Volume'

M

passage during a

minor blues, “Mr. P.C.” by John
—LEONARD FEATHER

Lewis proved to be a surprising

anxious to match the leader decibel
plus factor, both as a rhythm

for decibel. Tyner's unaccompa-
nied interludes provided a welcome

contrast; his solo
Coltrane, was a masterpiece of

cross rhythms and agitated eighth

notes.
section member and in several

engagingly original solos.

material was more conservative
than usual. The reason may have
been that his regular bassist, Av-
and the replacement, Herbie Lewis
(who worked with him in the late

1960s) was not familiar with the

music. The set included only one

original, but given his ability to
bring his own forceful personality

to any work, from Neal Hefti's “Li"l

On this oceasion, his choice of
cry Sharpe, was busy elsewhere,

cCoy Tyner, whose trio
opened Tuaesday at Holly-
wood’s Catalina Bar &

gy = Excitement.
Pyner was long associated with

‘ the hard-driving, modal concepts
into violence, and manages much

of the time to avoid falling into that

Grill, employs a formula that works
| waonders for him: Effervescence +

T,

. he had developed during his years

! with John Coltrane. He knows at
. whal poinl volume can degenerate
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The Herman Herd Carries On With Tiberi in Front

By LEONARD FEATHER

RVINE-The dancers were ready, the
I ballroom lights were dimmed, the clar-

inetist raised hig horn and wailed his
way into the eternal strains of “Blue
Flame,” the band's famous theme. It was
déid v all over again, except for one thing:
The clarinetist wasn't Woody Herman.

The scene was the Marriott Hotel in
Irvine, where a concert and dance was
staged under the direction of Frank Tiberi,
who joined Herman's orchestra in 1969 and
assumed leadership upon the maestro’s
death in 1987,

That this was an evening for remember-
ing rather than innovating was hardly a
surprise; nor was the fact that the dance
floor was often crowded. After all, the first
date Herman ever played (in 1936, long
before any of the present sidemen were
barn) was at a Brooklyn dance hall.

Tiberi learned well during his years with
Herman. He has even developed a clarinet
personality reminiscent of Woody's own
thin, reedy sound, although most of the
time he plays tenor as one of the four sax

layers who, with remarkable fidelity,
ht back the special pleasure of Ralph
Burns' “Early Autumn.”

Tiberi also functions as an affable front
man whose comments help make these
vintage sounds accessible to those for
whom “Woodchopper's Ball” and “Apple
Honey" are perhaps only vaguely familiar,

Like every Herman Herd, this is essen-
tially & young ensemble, one that stays
together on a year-round basis despite a
fair amount of personnel shifting. This
week, because of transportation costs,
there are two local ringers, Frank Straz-
zeri on piano and the drummer Paul
Krethach,

Amang the regulars, a seven-man brass
ieam attacked the charts crisply and with , ; ey
warm ?;“ﬂm %mm% — o CHRISTINE COTTER / Los Angdes B9
frvine, Ran Stout, whose mxm mellow Frank Tiberi, left above, who tookove’
sound enables him to make the trumpet erman
seem like a fluegethorn. Next to him in the gsmﬂ;:(:trgr v?;;girﬁo;gzsm diedin
horn section was Kye Palmer, who distin- John
guished himself in an arrangement of 1987, is joined on saxophone by J¢
“Body and Soul" that managed, with the 4 Gunther during a concert Sunday at the
help of Tiberi’s arrangement, to give CPR - Irvine Marriott. Irvine native Ron Stout
to the 60-year-old ballad. ’ left, soloed on trumpet.

There were a few unfamiliar charts:
“Just In Time" arranged by ex-Basie
drummer Dennis Mackrel, and Tiberi's
reworking of an old Neal Hefti piece,
“Repeuﬂazt:l.; dz:lng which his wr solo

e i taken by

assumed | originally ¥

In the sax section, the three tenor
players traded solos with spirit on “Four
Brothers™ and Mike Brignola’s brisk bari-
lone achieve a commendable mix of rhyth-
mic eonviction and melodic creation.

Clearly this is not a band that is about to
weicome conlinuum in the story of an
orchestra that made its unique impact over
almndmamm.wdmu
kudos for the honesty for which he is
carrying forward the lingering blue flame.




orin “Mo’ Better B,luas." gets tips from

? ; U: W]

1 Behind the F

] Washington Into a Trumpeter
er was kind of questionable on saxophone.”
hen Blanchard met Washington, he was pleased to
that the actor at least had some music background:; he
layed piano in high school and could till plunk out a
tunes. But with the trumpet, he had ta

crucial technical maneuvers. Blanchard ss ys he gave

‘Washington some hand and finger exercises and set him up

- with some professional instructors.

""I. old [his teachers] to just get him to the point where he
at least produce a sound, because you have to
tand what is physically involved in producing these

Blanchard says. “Denzel said if he could just play
ng by the end of the shoot, he'd be happy.”
ile watching the Branford Marsalis group lape the
ack for “Mo Better Blues,” Washington mentioned
: wished he'd brough g a video camera.
Blanchard se 3

" Bill Lee rehearse “Blues” score.

e than go t.hrough the

- g motions; he began to
' "lggerstand ‘the complex art of
creating melodic !ines on the horn,

“The ﬁrst quinl.el. tune

vie is a bluee, and he

1 fac Wa!mmn got good
the instrument for it to
b problem. When he was
playlng the trumpet for the cam-
era, he z\;guld hesltate whenever

d |
get ahead of him.

he got Washington

If-consciousness

alkm around

' the po
t all without even think:!ng

Trumpeter Blanchard, composer  apoutit,
‘Soon, says Blanchard, Washing-

" 'ton knew his solos better than he

did, “We had an argument about
one tune and he said, ‘No, man, you
did it like this, and we played the
tape back, and he was right!”

of tha tunes played by the “Mo'
Better” quintet in the movie, Bran-
ford Marsalis wrote three and
Spike Lee's father, Bill Lee, te
two. Bill Lee composed mair r
the background orchestral score,
but Blanchard composed and
scored the “Sing Soweto.” For
Blanchard, it was a rare opportuni-
ty.

“I had never had a chance to
write for strings before, let alone a
full orchestra,” he says, “and I
learned a lot from that.”

In fact, he says, the whole expe-

‘rience on the movie “was a three-

fold break for me—as a player, a
teacher and a writer. I'd sure love
to have all those experiences

again.”
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BEFORE: You got me that time. I don’t
recognize the pianists but the kinds of rehar-
monization and all the things he's doing are
almost lost on that piano. I hate that sound on
the piano.

I don't know if it's the instrument or how
t's recorded, but whoever it i, | like his
o

well recorded. 1 don’t know who it is. I'd rate
it in 1erms of what he did, I guess four stars.

AFTER: I'm surprised because Joe has
such a wonderful ear and I'm surprised that
the piano didn't throw him, That would drive
‘me up the wall.

3. ANDRE PREVIN. There'll Never Be
Another You (from After Hours). Harry War-
ren, composer. Recorded 1989. Andre Previn,
piano, Joe Pass, guitar, Ray Brown, bass.

BEFORE: I'm afraid Andre has been away
too long. I try to judge a pianist by his own
standards. The standards he for him

Béoodphno'hadlymdedbrabadpiam=

s he's set for
when I‘v:ndhurd m{_‘;l; on TV with
would lead me 1o expect a lot more from him
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favorite impressions of Monk, and I don™t
know who it is.

Monk was a two-handed pianist and I hear
things that people extract from him and it’s
wonderful that after all these years he's finally
influencing piano players. I think it’s because
people have awakened to his music and
they're trying to get into the spirit of it now.

In this particular case, I wish the pianist
had done more with both hands. The left hand
was kind of tentative in too many places for
me. I'd rate it two.

AFTER: Really, oh my goodness. That's
embarrassing because she gave me that record
and I've listened to it.

Billy Strayhorn, composer. Recorded 1989.
Jeff Clayton, sax; John Clayton, bass; Jeff
Hamilton, drums; Mike Lang, piano; Rickey
‘Woodard, tenor sax; Clay Jenkins, trumpet;
Thurman Green, trombone; Doug MacDon-

ald, guitar, 2

BEFORE: The top trumpet player had
some problems with that last note. But I don't
wonder after that arrangement! He was hitting
everything else. It was beautiful. That's a good
arrangement. I don’t know who wrote it but it
captured a lot of Ellingtonian flavor, I haven't
the vaguest notion who the pianist is but I
hope the pianist is the arranger because is sure
sounded good. I liked all the soloists. The
guitarist sounded like Mundell, I'd give it four
because the arrangement was popping and
they played it.

AFTER: Oh really. I've heard their play-
ing, but I'm not as familiar with the band as I
should be, It's a good record.

_ 6. DON RANDL. I Try to Swing (from It's
All Night, It’s Alright). Don Randi, composer.

1| ‘Clay Jenkins, trumpet; Chris Winters, guitar:

Bobby Torres, conga & percussion; Ed Alton,
bass; David Hunt, drums, and vocal trio.

BEFORE: Though I love acoustic piano,
I'm not opposed to the electronic simulations,
tack pianos, or whatever. But that particular
one didn't do anything for me at all. The
pianist was fine. They played some real funky
stuff in there, which I like and I'd give him
four stars on style. I have no idea who it is.
Listening, you can't tell the touch. It could be
anybody. It was nothing unique. It was an
interesting arrangement. The lyrics were fun-
ny. I get a charge out if it. It goes back to the
nightclub days when that kind of material was
much more done. That kind of arrangement is
almost like an inside joke. It’s kinda hard for
me to rate this because it’s neither fish now
fowl.

AFTER: I've never heard of Don Randi.

7. BILL EVANS: Nirvana (from Atlantic
Jazz Piano). Herbie Mann, composer. Record-

| EEEE— L

Jazz

ed 1962. Bill Evans, piano; Herbie ‘Mann,
flute; Chuck Israels, bass; Paul Motian, drums,

BEFORE: It sounds like Bill Evans and
Herbie Mann. I don't know the record or the
group. And I didn't recognize the bass player
or the drummer. I like what they were doing.
It sounds like an early record from the two of
them. I'd rate them a three.

AFTER: It was early Bill Evans! The
reason | recognized his playing is, we're talk-
ing touch. Even then, his touch comes right
through. It sounds totally different from whar
he was doing with Scotty at the time, Tha's
the way Bill sounded when I first heard him
with Tony Scott.

8. OSCAR PETERSON. Weird Blues
graomLfYouCouldSeeMepr}.iﬁls
vis, composer; Oscar Peierson, pia
Niels-Henning Orsted Pederson, bass; Mumm
Drew, drums; Joe Pass, guitar. Recorded 1983,

BEFORE: Well, anything he plays I'd give
five stars. He's not only one of my favorite
people, he's one of my favorite pianists, Oscar
Peterson is special.

I like when he lays back like that. It’s like
when you hold a race horse in check. That's
my favorite combo.

I've been asked a lot what kind of group do
you like and that’s the kind of group 1 like.
You've got everything you need with the
rhythm section and that's a great example of
why. Was it really Martin Drew? He sounded
terrific. The first time I heard Oscar was in the
early 50's. I once did a piece on him for the
Sunday morning show. We spent the whole
day together and that's the most time I've
spend with him in years. It was wonderful. We
went out to the house and he showed me his
electronic gear.

Oscar got me interested in electronic
equipment, because of the sound you can get
from it. T ran into him a couple of years ago
and he was telling me “Billy, you know, since
I've been reallv working with this machine, it
has increased my output as a composer
200%.” And he’s right, because I find myself
looking for that little scrap of paper or little
piece of tape where you've put stuff down and
you've got it forever, God forbid a power
failure. He's played a lot of his stuff for me
that he's been working through. It's wonderful.
You hear what he does on the piano and what
it does is make him think differently with
strings or with brass and it's a totally or
another ... you pre-select what you want to
hear. ' 1

1 don’t know how you can get a distinctive
sound on an electronic keyboard. I don't think
he can or anyone can at this stage of the
development of the equipment. I know that
these things are touch sensitive.

I can recognize Chick Corea, but that is
because of what he plays rather than the
sound. George Duke is pretty identifiable, Joe
Zawinul too, on the electronic. All of these
guys play, but what I think I recognize is the
similarities to what they do on the acoustic.

lo/S

Clatworthy Overcomes at Atlas

geles-based tenor saxophon-

ist from London who has
been earning good airplay with his
recent album, led his quartet Sat-
urday at the Atlas Bar & Grill on
‘Wilshire Boulevard.

‘Although Clatworthy and pianist
Cecilia Coleman are cmcom-
posers, the presence of substitute
them to standard tunes. This did
not prevent the leader from exhib-
iting a soaring, Rollins-inspired
style and sound on “Falling in

Benn Clatworthy, the Los An-

Love With Love” and a lyrical

ballad mood

Coleman is an admirable partner.

Alessi proved himself a more than

able soloist while Kendall Kay, the
- drummer from South Africa,

showed discretion,-working mainly
with brushes. ¢

If the limitations of reperioire
were a handicap, this was a piece of
cake compared to the working
‘conditions. The artists were con-
fined to 20-minute sets; Clatwor-
thy was forbidden to speak, even lo
introduce the tunes or his musi-
.cians. Between sets the customers,

ost of whom were clearly there
to talk or eat rather than listen
(there was almost no applause,
even at the end of the tunes),
~seemed content to be offered 40
minutes of schlock music piped
over the P.A. system. ,

Nevertheless, Clatworthy's
quartet overcame, at least for those
few who paid attention. It cannot
be too long before he graduates to
regular work at places Where his
impassioned, energetic ! te ibmﬂ can
be more y appreciated.
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BOB BLUMENTHAL

The BostomGlobe
TIM DERNE, Sanctified Dream)
(Columbia)

JOHN CARTER. Cartles dﬂim
iGramavision)

DAVE HOLLAND, Seedr of Time
(ECH)

RONALD SHANNON JACKSON, Eye
oa Fou (About TIme}

STEVE LACY. Praspecius (Hat Hul)
uannvwanmu‘a. Eavily Siip
Inte Anuther World (Novus)

STEVE TURRE, Fiewpeini (S1asn}
EDWARD WILKERSON JR.. Eight
Bold Soult (Sessoms)

WORLD SAXOPHONE QUARTET. Re-
ue (Black SaINt)

JOHN ZORN, The Big Gundiwn
{Nonesuch}

RICHARD COOX

Wire

PAUL BLEY, Tears (OWI)

DENNIS GONZALES'S NEW DALLAS
QUARTET Siefan (SlIkheart)

JOE HENDERSON, Stape of the Tenor,
Folume | {Biue Notli

ANDRE nqni“fm\ﬂﬂ.nuou;
ORCHESTRA, Jokvent (Carlyne)
STEVE LACY. Bellens (nat ART)
DAVID MURRAY, Ming (Black Saint)
g\mﬂ PARKER,. The Snake Decides

em‘rmmu. Garden (hat ART)
Imﬂﬁ VESALA, Lami (ECM)
CASSANDHA WILSON, Blue Skies
M

STANLEY CROUCH

Notes of a Hanging Judge
(Oxford)

THE AMERICAN JAZZ ORCHESTRA |
JRENNY CARTER, Central City

Sketrhes i umllmcnl
BETTYCARTER. Look What 1 Got
Verve)

(!ﬂ.‘i),'il B!

smha.imm Liveat Vine Street
mumokmﬂ.lmmm
(Bla

i f-‘ 1o Live Far

et W, Bright Moments (Saul
'souﬂw ROLLINS, G-Man (Milestone)
FRANCIS DAVIS.
Outcats (0xford)
Jmm ﬁlllu wf Chans

ammm; EVANS, Col-
laburation (Emarcy)
“THE MICROSCOPIC SEFTET, Beaaty
Hased on Seirnre (Stash)
/DON PULLEN, New Heginnings (8lue
THREADGILL. Just the Facta
r‘mnii

w Llﬁlmn IR, Eight
Botd Seuls (Sessoms)

AHY DUNCAN
The Christian Science Nonitor

S e Sing

WILL FIIEBWILD
eriga's Great,

Voices From Bessie Smith to
Bebop and Beyond (Scribners)

TONY BENNETT. detoria: d Pertrait
-flﬁ! Artizt {Columbia)

BETTY CARTER. Whatever Happenrd
1o Love? (Verve)

KENNY DAVERN. One Howr Tanight
{MusicMasters)

STAN GETZ/CHET BAKER, Line for
Lyons iSonet)

WARNE MARSH, Ster Highs (Criss
Cross)

MARK MURPHY, Bop for Kerowac
(Muse}

ART PEPPER, The Complete Galusy
Recordings (Fantasy)

ERANK SINATRA. She Shot Me Down
(Reprise)

MEL TORME/MARTY PAICH. Live ol
Fujitsu(Cencora)

SARAH VAUGHAN, Crny and Mixed
Upiranio)

STEVE FUTTERMAN
Rolling Stone

GERI ALLEN/CHARLIE HADEN
JPAUL MOTIAN, In the Year of the
Dragon (IMT)

ALR. 30 Degrees Below ‘52 (Antilies)
ARTHUR BLYTHE. [llasions
{Columbla)

SACK DEJOHNETTE, dlbum dlbum
(ECM).

MARTY EHRLICH, Traveler’s Talr
{Enja) '

CRAIG HARRIS, Tribures (O1 The
Cosmos)

DAVE HOLLAND. anr {ECM)
DAVID MURRAY. Heme (Black Saint)
BOBBY PREVITE, (laude's Late
Maraing (Gramavision)
wmnxemounmnm Re-
vue {Black Saint)

GARY GIDDINS
The Village Voice

‘MUHAL RICHARD ABRAMS, The
Hearinga Suite (Black Saint)
GEORGE ADAMS/DON PULLEN, De.
cirfons (Timeless)

JOHN CARTER, "Roots and Falklore:
Episedes in the Denlapm eat uf dmeric
can Folk Music, " five volumes (Black
Saint} /Grlmavmnnl

ORNETT CO]-IM&N. In Jll Lan-
guages (Caravan of Dreams)

TOMMY FI.AN‘OMO. Thelonica
(Enja)

DAVID MURRAY, New Life (Black
saint)

N!NKROAC}VDIH? GILLESPIE.
Max + Diz: Paris 1989 (ABM)

SONNY ROLLINS, G-Man (Milestons)
CECIL TAYLOR, In Berlin S8 {(FMP)
WORLD SAXOPHONE QUARTET. Ne-
vus (Black Salnt)

IRA GITLER
Jazz Times

PEPPER ADAMS, Urban Dreams (Palo
Alto)

ALCOHN. Tke Final Performance, Vel-
sme Oar (RazMiaT)

WALTER DAVIS IR, [lumination
(Jazz City)

TOMMY FLANAGAN, Thelenica

Enja)

BARRY HARRIS. For the Moment
(uptown)

Jimmy no_wmpﬂap Ellington and
mﬂci’l {Col

ZODT SIMS, MI‘{" There (PabIO)
SPHERE, Live ar Umbria (Red)
VIENNA ART ORCHESTRA, From Vo
Time to Ragtim,

PHIL WOODS, Th Hnlmu Uaneert
(Pnilclogy)

DEBORAH E. HALPER
United Hopital Fund
KENNY BARHON, A1 the Piune

(%anagu)
WILLEM BREUKER, Metrapalis

T ouwon, 4 Mas and Wis ey
Bawity, Tes Gugs
" Toe dolin- Ruwtly Sesrions

JDLSON/DUKE RLLINGTON
Mreiin s Ruens Cord AL

. 5

AL JOLBON/TIPPER GORE. We're

Clean’ IMEA)
1 (Def v m

RIFU
l‘l‘t ¢ l.l'n[ the Ji

mwtua uuou'r.

The Durling Ma

ARTHUR MILLER. ﬂl Ay Jol-Soms

(Kazanj

ZUIVECREW, Free fo Be Al Jolson,

Clyde Tolsen, Chuek Calson, dvz Foel-

san, Benny Golaen, Jimmy Olsan (Luke

Kneobender)

JOHN ZORN, News for Juleea (Cork

ART) i

JAMES 1SAACS
WBUR-FM Boston

CHARLES BROWN, One More for the
foad (Alligator)

JERRY GONSALES, Nhumbs fara
Monk (Sunnyside}

ANDREW HILL, Eternal Spirit (Blue
Note)

SHIRLEY HORN. Clase Enough for
Levr (Verve)

ABOULLAH IBRAHAM, Ekays
{EXapa) .

STEVE LACY, The Door (NOvUsS)
PHILLY JOE JONES AND DAMER-
ONIA, Look, Stap & Lizten (Uptown)
HELEN MERRILL/GIL EVANS, Cal-
[aboration LEmarcy)

J. R, MONTROSE/TOMMY FLANA-
GAN, A Livide Plesrare (Uptown)
CAETANO VELOSO. Estrangeire
(Nanesuch)

WILLARD JENKINS
National Jazz Service

Organization

ART BLAREY, Album of the Fear
(Timeless)

ARTHUR BLYTHE. Light Blue
(Columbla)

BETTY CARTER, The dudience
Verve)

JULIUS HEMPHILL, Big Band
iMusician}

OAVE HOLLAND, Seedu of Time
(ECM)

FREDDIE HUBBARD/WOODY
SHAW, Double Tuke (Blue Note)

THE LEADERS, Mudfoot (Blackhawk)
WYNTON MARSALIS, Bluck Codes
From the Underground (Columpia)
DAVID MURRAY, Ming (Black Saint)
SONNY ROLLINS, (2-Man (Milestone)

LEE JESKE
The New York Post

MUHAL RICHARD ABRAMS, Blues
Farever Black Saint)

GEORGE ADAMS/DON FULLEN,
Live at the Village Vanguard, Yolume 2
(Soul Note)

ART ENSEMBLE OF CHICAGO, Full
Force (ECM|

ORNETTE COLEMAN, In 4ll Lan-
gueges (Caravan of Dreams)

JACK DEJOMNETTE. Album Albam
(ECM)

ABDULLAH IBRAHAM, Waier From
andncient Well (Blacknawk)

STEVE LM:VIHRIQH GYSON, Soags
inat ART) !

PAT METHENY/ORNETTE COLE-

MAN, Sang X (Getlen)

DAVID MURRAY. Miag (Black Saint)

WORLD SAXOPHONE QUARTET, He-
vue (Black Salnt)

BURT KORALL
Dremmin’ Man (Schirmer,
forthcoming)

'IIHI..BS DAVIS, dura (Columbla)
STAN GETL, dmniversary (Emarcy)
TOM HARRELL, Stories
(Contamporaryl

MEL LEWIS AND THE JAZZ OR-
CHESTRA, Make Me Smile and Ocher
New Works by Hob Beaokmeyer
(Finesse)

MEL LEWIS, The Loat drt
IMusicMasters)

WYNTON MARSALIS, Black Codes
Fram the Underground (Columbia)
SONNY ROLLINS, The Solo dlbum
(Milestane)

JIMMY ROWLES, Plays Dake Elling:
tun and Willy Strayhira (COlumBla)
BUD SHANK, That (ld fultn‘

mwammw PAICH, ie-
wnion (Concord)

i1

S PARKER. The Saeke Decider
{incus)
LEO SMITH. Tauch the Karth (FMP}
CECILTAYLOR, In Heslin "S5 (FMP)
HENRY THREADGILL, Juat the Facia
and Pess the Bucke: (ADOUL TIMe)
MAL WALDRON/STEVE LACY, Skake
Okt (hat MUSICS)
EDWARD WILKERSON JR., Eight
Beld Souls iSessoms)

GRAHAM LOCK

Fforces in Motion: The Music
and Thoughts of Anthony
Braxton (Da Capo)

ANTHONY BRAXTON, Composition 48
(hat ART)

ANTHONY BRAXTON, Sis Composi-
tiana: Quarter [95] (hat ART)
ANTHONY BRAXTON, Faur Comporis
tions: Quartet J953 (hat ART)
ANTHONY BRAXTON, Six Composi-
tioms: Quartet I¥54 (Ral ART)
ANTHONY BRAXTON. Quartet Lon-
den 1955 (hat ART)

ANTHONY BRAXTON. Six Compoti-
tions: Quariel (hat ART)

MARILYN CRISPELL, Cais (Leo)
ANDREW HILL, Shades (Soul Note)
RED MITCHELL/WARNE MARSH,
Hat Houae (Storyvilie)

LEO SMITH, Pracession of the Great
Ancestry (Nessa)

JOHN McDONOUGH
The Wall Street Journal

HOWARD ALDEN/DAN BARRETT,
Salute to Buck Clayton (Concord)
THE AMERICAN JAZZ ORCHESTRA,
Ellington Masterpieces (East West)
THE AMERICAN JAZZ ORCHESTRA
/BENNY CARTER, (emtral City
Sketckes (MusicMasters)

COUNT BASIE, Mesily Rlues (Pablo}
BUCKCLAYTON, d Swinging Dream
(Stash)

PANAMA FRANCIS, The Blach and
Blue Sexsians {Inner City)

BUD FREEMAN, Thr Real (Principal-
Iy Jarz) _

MEL LEWIS AND THE JAZZ OR-
CHESTRA, Definitive Thad Jones
(MusicMasters)

MODERN JAZZ QUARTET. For El-
lington (EastWest)

LOREN SCHOENBERG, Time Waits
for No Oar IMusicMasters)

DAN HORGENSTERN
Institute of Jazz Studies,
Rutgers

MUHAL RICHARD ABRAMS. UNO
Plays the Muric of (UMO)

THE AMERICAN JAZZ ORCHESTRA
/BENNY CARTER. Ceatral City
Skerchres iMusicMasters)

RUBY BRAFF/DICK HYMAN, dmperi-
ca the Beaxtiful (Concord)

BENNY CARTER, Dver the Rainbaw
(MusicMasters)

KENNY DAVERN. (ne Hour Tonight
{MusicMasters)

STANGETZ. Antiversury (Emarcy)
DON JOSEPRH, Our of 2 Kind
{Uptown)

MR TRAM ASSOCIATES. Gretting
Some Farout of Life (Audiophiie)
MARCUS ROBERTS, The Truth [
Spoken Here (Novus)

DICK WELLSTOOD, After You've Gone
(Unissan)

MARPESSA DAWN QUTLAW
The Village Voice

DON CHERRY, dri Uere (ARM)
MILES DAVIS, Tutu (Warners)

FRED HOUN. We Kefuae 1o Be Used
and dbuid (S0l Note)

FRED HOUMN, Temarran [i Now' (50Ul
Notel

:mn-snfqm New Direstions

EDWARD w:unuou 'L A L
Hald Seute m

TRT. fe, :ﬁ:&mu

PETER PULLMAN
Freelance critic

BOBBY BRADFORD/JOHN CARTER,

Comin' On (Hat HUY

ANTHONY BRAXTON, Quarter Lon-
don 1988 (nat ART)

ANTHONY BRAXTON/Derek Bailey.
Momenteua Precieus (ViCID)
JEROME COOPER, Quter and Inner
Actions (ADOUL Time)

MARILYN CRISPELL, Live in Brriin
(Soul Note)

STEVE LACY/MAL WALDRON, Sem-
per Amure {Soul Note)

ROSCOE MITCHELL, The Flow of
Thinge (BlacK Saint)

EVAN PARKER/Steve Lacy, Chirps
(FMP)

CECIL TAYLOR. In Berlin ‘S8 (FMP)
EOWARD WILKERSON JR.. Eighr
Hold Souls (Sessoms)

DOUG RAMSEY

Jazr Macters: Reflections an
the Music and Some of Its
Makers (Arkansas)

CHICK COREA, dhonenie Band (GRP)

HENAY THREADGILL Just the Farer
nd Pusy the Burked (ADoUT TUne)
Yum Clad |

WTET. fe.
mlll‘lﬂ

STUART TROUP
Newsday

ART FARMER. Samething 1o Live For
(Fantasy)

TOMMY FLANAGAN, Thelunica
(Enja) :

CAVE FRISHBERG, Let's Lat Home
(Concord)

STAN GETZ. The Dolphin (Concora)
TOM HARRELL. Sail Away
(Contemporary)

WOODY HERMAN, Wandy' s Gald Star
(Concard) )
BRANFORD MARSALIS. Seenes in the
ity (Columbia)

KEN PEPLOWSKI, Somny Side
[Concard)

ZOOT SIMS/J0E PASS. Rlues for Twa
(Pablo)

JAMES WILLIAMS. Wagical T'rio
(Emarcy)

PETER WATROUS
The New York Times

MUHAL RICHARD ABRAMS. [he
Hearingo Swite (BIACK SatnT)
TIM BERNE. Sanrtifed Dreamy

STAN GETZ, The Dolphin (C a)
TOMMY FLANAGAN. Super Searion
{inner City)

Jim HALL. These Rowms (Oenon]
JOE HENDERSON, The Statraf the
Tenne, Volames 1 & 2 {81ue Note)
DAVE HOLLAND, Jumpin " There
|ECM)

WYNTON MARSALIS. / Mood
(Columbia)

ZOOT SIMS, (uirtly There (Patiol
SPHERE, Flight Park Musician)
PHIL WOODS, Bap Stew (Concord)

GENE SANTORO
The Nation

GERIALLEN, fn the Alley IMInor
Music)

TIMBERNE, Fultan Steeer Maul
(Columbia)

JOHN CARTER, “'Roots and Folk-
lore: Bpls inthe Davelog

ol Amarican Folk Music." " llve vol-
umes (Black Saint/Gramavision)
ORNETTE COLEMAN, /n All Lan-
guages (Caravan of Dreams)

BILL FRISELL. Loak Out far Hope
(ECM)

DAVE HOLLAND, Thr Razar's Edge
(ECM)

EAUL MOTIAN, Monk in Matian (SMT)
m\np"uumuv. Murray Steps (B1ACK
Saint)

JAMES NEWTON, dfrican Flowser
(Blue Note}

HENRY THREADGILL, Just the Facrs
end Pars the Bucket (ADOUT TIME}

W. ROYAL STOKES
Jazz Times

GEORGE ADAMS, dmerira (Blue
Notej

ART ENSEMBLE OF CHICAGO, Fell
Ferce (ECM)

BETTY CARTER, Leok What [ Gat
Verve)

DIRTY DOZEN BRASS BAND, My
Fout Can's Fail Me Now (Concord|
CHARLIE HADEN, allad af ike Fall-
e (ECM)

BRANPORD MARSALIS, T'rio Jeepy
(Columbia)

WYNTON MARSALIS, Majerty of the
Blugs (COlumBla)

DON PULLEN, New Beginnings (Blue
Note)

EMILY REMLER, Transitions
(Concord)

JAMES BLOOD ULMER, America— o
You Remembier the Love” (Blug Note)

JOHN F. STWED
Yale University

GEORGE ADAMS/DON PULLEN,
Lidve st Mastmurire (Timetess)
CHET BARER/WARNE MARSH.

mu rasan. (CTiRs Cross)
| N’ l‘l.lnmm!) Showt

ORNETTE COLEMAN. Virgin Heguey
|Bortraity

JACK DeJOHNETTE (lbum flbum
{ECM)

DAVE HOLLAND, Triplicute (ECM)
DAVIO MURRAY . Miag (Black Saint)
RALPH PETERSON, Triangmlas (Blue
Note)

MARCUS ROBERTS, fleep Tn the Shed
{Novusl

HENRY THREADGILL. You Know the
Namber (NOVUS)

WORLD SAXOPHONE QUARTET, I
rur (Black Saint)

ERIK WIEDEMANN
Jazz i Danmark (Gyldendal)

CHET BAKER, Let"s Ger Lost (Novus)
MILES DAVIS, dura (COlumbla)
JACK DeJOHNETTE. dlbum dlbum
(ECM)

STAN GETZ, daniversary (Emarcy)
JOHN HICHS/DAVID MURRAY,
Sketekee of Tokyo (DIW)

KEITH JARRETT, Still Live (ECM)
DAVID MURRAY, Ming (Black Saint)
DAVID MURRAY, Morning Sang
(Black Salnt)

JAMES NEWTON, The dfrican Fliwer
(Blue Note)

MICHEL PETRUCCIANI, Mower af
Three iBiue Note)

NORM WEINSTEIN
East-West Journal

MICHAEL BISIO, [a Seatcls
ISikBeart)

JOMK CARTER, Dance of the Love
Ghortr (Gramayision)

PIERRE DORGE, Frileme
[SteepleChase)

THE GANELIN TRI1O. Trange
Nicklesrdorf (LeD)

SHEILA JOROAN, The Crecting
(Blackhawk)

STEVE LACY. Faturitees (Hat Hut)
DAVIO MURRAY/RANDY WESTON,
The Healers (Black Sainy

MAX ROACH. Chutinhorches Nod
IColumbia)

SONNY ROLLINS, G-Man (Milestone)
CECIL TAYLOR, In Berlin 48 (F1P)

JAY WEISER
New York Native

AHMED ABDULLAM, And the Solo-
monic Quintel [SlIKheart)
THE AMERICAN JAZZ ORCHESTRA
/sBenny Carter, Central City Skerekes
(MusicMasters)
ROSEMARY CLOONEY, The Musir of
Johnay Meccer (Cancord)
ELLA FITZGERALD/JOE PASS,
Spral Love (Pablo)
LEE KONITZ. Dovetail (Sunnyside)
LEE KONITZ. ﬂ'c New Lark Album
[Soul Notel
HIRA LIGHTSEY/HAROLD DANKD,
Shorter by Toe t!unnrnuﬂ

VRGAN. l'-lqa
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HE BEST JAZZ RECORDS
OF THE 1980s

DAVID MURRAY, ARTHUR BLYTHE, OLIVER LAKE, HAMIET BLUIETT

COMPILED BY WILL FRIEDWALD

their ballols were nol-counted 1n the cumulative tallies.)
A cursory examination of the results shows most voters
avored records that reflected musical moods of the
1980s: still, several veteran artists who were felt 1o have
made notable strides or comebacks in the period also
! made strong showings. With 12 votes each, Ornette
Coleman—who won the Foice’s 1986 poll (which cov-
cred the years 1970-86)—and David Murray tied for
first place. But Murray is clearly the dominant figure
here if you consider his presence in the World Saxo-
phone Quartet and Jack Delohnetie’s Album Album.
His win is all the more impressive because he's recorded
almost exclusively for European and Japanese labels.
The 10 most frequently named musicians or bands are:

. ORNETTE COLEMAN
DAVID MURRAY (12)
.ANTHONY BRAXTON
STEVE LACY
WORLD SAXOPHONE QUARTET (10)
. DAVE HOLLAND
HENRY THREADGILL (8)
. JOHN CARTER
WYNTON MARSALIS
CECIL TAYLOR (7)

Since a few critics weighted their polls toward a favorite
musician, it seemed sensible to compute a top 10 ac-
cording to the number of ballots they appear on. In this
instance. one artist (Braxton) falls off the list, but five
new names (tied with six votes each) are added:

1. ORNETTE COLEMAN
DAVID MURRAY
WORLD SAXOPHONE QUARTET (10}
. STEVE LACY (9)
. DAVE HOLLAND
HENRY THREADGILL (8)
. JOHN CARTER
CECIL TAYLOR (7)
. JACK DeJOHNETTE
TOMMY FLANAGAN
STAN GETZ
WYNTON MARSALIS
DON PULLEN
EDWARD WILKERSON JR. (6)

A tabulation of record labels confirmed decisively the
conviction that the maior\ jazz cou}p_an)f_ufl_tl}e past

, BLACK SAINT/SOUL NOTE (45)
COLUMBIA/PORTRAIT (26)
. FANTASY/MILESTONE/CONTEMPORARY/PABLO (21)
. ECMm (20)
. HAT HUT/HAT ART/HAT MUSICS (17)
- BLUE NOTE
CONCORD
VERVE/EMARCY (14)
. MUSICMASTERS
NOVUS (10)

Finally, we have the top albums of the "80s, a quite
different list from the musicians’ tally—for reasons that
can be readily ascertained in the ballots for Steve Lacy
and the World Saxophone Quartet: The former’s 10
votes were divided among nine records; nine of the
latter’s 10 votes went to the same record. (Note: Votes
for entries in Carter’s “Roots and Folklore™—Castles of
Ghana, Dance of the Love Ghosis—were counted as
votes for the series.) Because of ties, the list was extend-
ed to 12

. WORLD SAXOPHONE QUARTET, Revue (Black Saint) (9)
. JOHN CARTER, '""Roots and Folklore: Eplisodes in the
Development of American Folk Music'" (Black
Saint/Gramavision)
EDWARD WILKERSON JR., Eight Bold Souls (Sessoms)
i6)
. ORNETTE COLEMAN. /n All Languages (Caravan of
Dreams)
JACK DeJOHNETTE., Album Album (ECM)
DAVID MURRAY, Ming (Black Saint)
CECIL TAYLOR. /u Beriin 'S8 (FMP)
HENRY THREADGILL, Just the Facts and Pass the Bucket
(About Time) (5)
. THE AMERICAN JAZZ ORCHESTRA/BENNY CARTER,
Centeal Uity Sketehes (MusicMasters)
TOMMY FLANAGAN, Thelonica (Enja)
PAT METHENY/ORNETTE COLEMAN, Song X (Geffen)
SONNY ROLLINS, G- Man (Mllestone) (4)

—G.G.

STEVE LACY
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; : , Freddie Green, Count Basie, Eddie Jones. 1
10—October 1990—JAZZTIMES = heard Joe Newman, and obviously Benny

Powell; Marshal Royal playing lead; the tenor
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swinging. The rhythm section didn't play with
or off of the soloists; they were in their own
world. The rhythm sounded mushy and I
don’t think the groove ever settled.

It's a terrible mix. When the bari came in

1 wasn't crazy about it, although I loved
the idea and the beginning was great. So, I'll
give one star - no, make it no stars for the
rhythm section, because I couldn’t believe
throwing in that rock feel, which was not a
good funky rock feel, but just your basic book
rock and roll.

Four stars for the soloists, although it was
hard 1o listen to them with all the stuff around
them. One star for dynamics. The biggest
relief for the ear came when just the acoustic
instruments were playing at the end. Two stars
overall.

AFTER: Again, I think it's a pity for those
great musicians that the rhythm section de-
stroyed the music they were trying to make. I
also didn't think the arrangement showed off
Gil Evans.

I know he was intrigued with what Miles
was doing, and also the Jimi Hendrix stuff,
but 1 was in love with his direction as an
arranger during the era with Miles, and also
the things he did on his own in the '60s. |

BEFORE: That was easy. Oscar Peterson,
Ray Brown, Niels Pedersen. 1 loved hearing
this group together and 1 think it was a great
idea.

Again, this bass sound - if you've heard
Ray Brown play with no amplifier, if you've
heard Niels with no amplifier, you really really

inderstand what you're missing with this

group. If they did 1o other instruments what
they do to bass in recordings, no one would
accept it — piano, drums, trumpet, anything.
It would be called a bad recording. Anyway, 1
love Niels' playing and Ray's playing.

1 wish they would have had a little time 10
work out some arrangements instead of a
whole record of jam. I'd prefer a percentage of
cerfain things that sounded like they got
together and thought about it. That's probably
my only criticism regarding the whole project.

If I had my druthers, | would prefer solos
that build, with fewer notes at the beginning;
otherwise the ear gets tired. Less with Ray
Bmwn’lhan Niels; Ray Brown constructs solos
zom like the horn players that 1 like to listen

‘Sml'duyfourmthcboud. It
didn’t have that extra sparkle, magic, o push
it over the cdge.

AFTER: 1 did know it was live. Ray
played this for me a long time ago. He felt
Nisds gave & stellar performance and his own

solo, I'll guess; Frank Wess. But Frank Foster
at times played in the style of Frank Wess.

That's one of my favorite charts; a classic
performance. The recording is not up to
today’s standards, but it’s the first recording
I've heard today of a natural sounding bass.
That’s a five star record for me.

AFTER: Blues Backstage? Gus Johnson?
Really! Is my face red!

5) SUN RA. I Dream Too Much (from
Reflections in Blue, Black Saint). Sun Ra,

BEFORE: My first question is — is that a
joke? 1 dont know if the musicians or the
arranger or anyone was serious. The intona-
tion didn’t sound serious. There was some
thought put into this, but the synthesizer, or
whatever it was at the beginning, was an ugly
color. My first guess would be Sun Ra. I can't
imagine another band that would do this sort
of thing with that many acoustic instruments.

The singer — | didn't hear any fecling, I
didn’t hear any love from him or the band; his
intonation was bad too. It just sounds like
they were making fun of music | love. No
stars.

AFTER: Sun Ra just won the Down Beat
Critics’ Poll as the No, | band in the world.
What does that tell you?

You have to look at the people that buy
that magazine and vote. You have to look at
the recent influences Down Beat has had that
have turned a lot of people off. Their commit-
ment to mainstream acoustic jazz is much
less. People with my tastes find it less and less

BEFORE: Great, great, period. It's five
stars. It's Ray Brown with a big band. T think
Ernie Wilkins did most of the arrangements. |
think Al Cohn did some too. Those are two of
my favorite arrangers. I think that any aspir-
ing arrangers, composers should listen to this
or any Ernie Wilkins, Al Cohn works to get
some lessons. The unusual thing about this
recording is that Ray Brown was playing cello
and he tuned it in fourths like a base instcad
of fifths, the way it’s normally tuned, which is
what Oscar Pettiford used to do and Ray, I'm
pretty sure, got the idea from Oscar Pettiford.
1t’s fantastic and a good sound. This is anoth-
er example of well recorded acoustic insiru-
ments. I'm so bigron that. 1 want things to
sound like they do in real ife.

AFTER: Oh, I sure did forget about Russ.

BEFORE: | can see myself playing this
music now in a Dashiki, plaid bellbottoms
and high heel shoes on. T don't think the
musicians were successful in trying to say
what they were trying to say. This was not
working, because they were not in command
of their-instruments. They were just not up to
par.

There has got to be a lot more homework
done. They ran out of solo ideas. Tone is bad,
saxophone tone, trombone tone. The drum-
mer couldn’t get away from that one volume
the whole time. 1 thought the composition was
kind of tnte. This performance | give two
stars. I have no idea who it is.

AFTER: Recorded in 1986! This is a
disappointment. I think we have pushed mu-
sic 1o a greater limit, compositionally, perfor-
mance wise than this. They should stant
listening to Duke Ellington to get some more
composition ideas, about form and melody,
even if it is this kind of melody.

THER

Spike Lee's Mo' Better
opened in early August to mﬁ%
reviews, marks a step forward inilsqﬁ
of jazz musicians in a feature movie,

The advantages are numerous. Unliks Bind
and Round Midnight, its story line doss g
show musicians’ lives ruined by chem
dependency. Instead of a period picture ig i
set in the present. Unlike Bird, which bossed
a superb soundtryck because of Charlie Py

ker's revitalized presence and unlike Dexter
Gordon, who was far beyond his creative
years when he played Dale Turner, Mo’ Better

Blues has a track consisting largely of newl
recorded music by the Branford

group, with Terence Blanchard on trumpet, as
well as orchestral passages mainly m__hj!
Will Lee, Spike’s father.

The story deals with Bleek Gilliam (Denzel
Washington), a trumpeter whose problem is
not drugs or booze but his total obsession with
music, at the expense of two women in hi
life. The plot falls apart badly at the
many scenes, particularly those in a
room at a club, show the musicians

Denzel Washington (Bleek Gilliam) and
Joie Lee (Indigo Dovwnes).

Only one musician, the drummer Jeff

(Tain) Watlts, is seen onstage in addition fo
taking part in the recording. However, Blan-
chard was so diligent in teaching Washington
to look like a trumpeter (he also studied with
Oscar Brashear and Bobby Bryant) that by the
end of the shooting he could actually play,
Similarly Donald Harrison coached Wesley
Snipes on saxophone, with comparable suc-
cess, (Harrison did not play on the track.)
" Branford wrote three tunes and Will Lee
two for the quintet. Blanchard contributed one
original composition and arrangement for the
large ensemble, Sing Soweto his first expen-
enck in writing for strings.

As if all this first rate newly recorded
musi¢ were not enough, there are smppets
old records by Mingus, Miles and Coltrane. (4
Love Supreme which is included, was to have
been the title of the film, but Alice Coltrane
objected after seeing the profanities in the
script.); ;

Spike Lee was clearly inspired by a genuine
love of jazz in putting Mo’ Better Blues

ef. It's too bad he setiled for 2 semi-

 from Jewish groups.
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Spike /Lee’s character in the movie (he
plays Washington’s weak-willed, gambling
prone manager), becomes less and less belicv-
able toward the end; nor are we ever shown
how Washington, after losing his chops s @
result of a fight defending Lee, is m
able to reorganize his life without the horn-
playing that had once been his entire raison
d'etre. But overall, Mo' Better Blues offers
reassuring evidence that jazzmen CGAR
shown in a major motion picture with honesty
and gredibility.

. E - ——

was, you know, less, which | totally disagree
:n]:!.lulkdto'mds:homitma.mdbe Ecvin, tenors e
_ BEFORE: Great. I really liked that.
g Sounds like Charlie Mingus, and he played
great. Another great example of wonderful
bass sound. The instrumentation sounded like
three tenor saxophones. Trumpet, trombone,
piano, bass, drums, Here is an example of’
Mingus’ strong personality, leader of the band,
pushing the grop so hard that it would only
‘work in his band.
1 give this four and one half stars.
F Oh, that's great. [ didn"t know
~of those tenor players. They weren't in
band though, 1 think only Booker
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had never seen him do this before,
avs it has been part of his act for




In the May 1990 issue of JazzTimes,
the Critics’ Poll included a new category:

Strmg Gmup, 'I'lae winmnaoomho wis
wuhthe

ion nf‘ the jazz world’s instrumental
3 For instance, as late as the
1940s it would have been impossible to
have a ﬁute category, since the flute
world in jazz consisted simply of Way-
man Carver.

The Turtle Island String Quartet
marked the arrival of a new concept.
Obviously strings had been used inter-
mittently in jazz for several decades, but
onad:ﬂ'u'entbams.WhenArthhaw
caused a sensation by launching a band
in 1936 that imilhuded de: few h:lc'lns a.nc; a
stnng uartet, the i seemed revolu-
tionar qbnt it was limited by the fact
that the string players in question were
not improvising jazz musicians. Their
parts were confined largely to melody
passages pleasingly harmonized, or back-
up to the solos.

The only stnng players who came to
prominence in jazz were the violinists
who worked alone. Although most had
some classical training, they made their

f way into jazz through a gift for ablibbing.
Joe Venuti, Eddie South and Stephane
Grappelli were the pioneers, followed by
Stuff Smith, Svend Asmussen, Ray
Nance and a few others.

That, essentially, is how matters re-
mained until the past decade, when a
new breed of eclectic musicians emerged
who had the capacity to bring together
the classical, jazz and other disciplines
nobody else had yet combined.

|| It could be argued that the Kronos
Quartet, founded by David Harrington
in 1973, was the original pioneering
group, but their role was limited by the
fact that they were all basically gifted
classical artists, without any experience
in extemporized performance. When
their music called for improvisational
jazz, an outsider was added: thus Jim

{Hall and other guests helped give this
adventurous foursome the occasional
jazz personality it sought,

Nevertheless, David Balakrishnan, the
violinist who with fellow violinist Darol
Anger and cellist Mark Summer co-
founded the Turtle Island String Quartet,
feels that Kronos deserves full credit for
paving the way. “Back around 1984, he
points out, “they were performing com-
positions by Bill Evans and Thelonious
Monk. They were, in fact, the first string
quartet to play jazz arrangements, which
in turn made it easier for us to expand
on the concept and stimulate people’s
awareness of the possibilities.”

The Turtle Island phenomenon, no
matter what the virtues of Kronos, was
something else again. Here were four
musicians who collectively could reflect

he traditions of the classics, of bluegrass,
jazz, folk, rock, world music — thanks in
rge measure to their talent for ad lib-

“The kind of thing we have been
doing,” says Balakrishnan, “is no longer
a fad or a novelty. More and more, you
find musicians who are creating a new,

ider :orld in which we have a common
ground.™

BY LEONARD FEATHER

The TISQ may not have been the first
to achieve this goal, but it unquestionab-
ly was the first to bring it to general
public attention via records. Balakrish-
nan's arrangement of Dizzy Gillespie's
Night In Tunisia earned a Grammy
nomination after its appearance in the
group’s first, self-titled album (Windham
Hill 0110).

“Around the same time,” Balakrish-
nan recalls, “There was a group that
called itself RES-Q, an acronym for Real-
ly Eclectic String Quartet. They used bass
instead of cello. One of the violinists was
Joel Smirnoff, who’s now with the Juil-
liard String Quartet. Matt Glaser was the
other violinist, and originally Mariam
Rabson played viola.

“Matt Glaser and Darol Anger and I
took part in an album called Jazz Violin
Celebration. We did a concert together,
and around that time Mark Summer
moved to the Bay Area; he continued his
clasical and chamber playing with the
Oakland Symphony, the Oakland Ballet,
the Almaden String Quartet and other
groups.

“Before we heard Mark, we thought
we might have to do some over-dubbing
to get the sound we wanted. Mark had
been playing with the Winnipeg Sympho-
ny; Darol met him at the Winnipeg Folk
Festival in 1985. After his arrival on the

-West Coast, and given the willingness of

Irene Sazer to switch from violin to
viola, this in effect marked the birth of
the TISQ.”

Balakrishnan was raised in Los An-
geles, but after college (a master’s degree
in composition from Antioch University
West), he moved to the Bay Area, where
he worked with the Dave Grisman Quar-
tet, played some gigs with Stephane
Grappelli, and became part of a legend-

Dvinsriannan Mo Syoiel, Wipton Wrescoy Dol Ao A

ary unit known as Saheeb, along with
Darol Anger and Barbara Higbie.
Throughout those years he concerned
himself with every aspect of the music
scene.

Darol Anger, studying at the Universi-
ty of California at Santa Cruz, immersed
himself primarily in the active jazz and
bluegrass worlds in Northern California.
He was a key figure in the establishment
of what came to be known as Dawg
Music when, in 1975, he became a char-
ter member of mandolinist Dave Gris-
man’s Quartet. Anger had a series of
album credits that included a solo outing
entitled Fiddlistics, a duo set with Mike
Marshall from the Grisman group, and
Txde!me, with Higbie, for Windham Hill
in 1982. This last collaboration led to the
numerous guest appearances with Suz-
anne Vega, Holly Near and Henry Kai-
ser.

Irene Sazer had years of classicial |

training before moving to the Bay Area.
Armed with a degree from Peabody Con-
servatory, she talked about jazz with her
teachers there but ran into considerable
resistance. Sazer worked with the Balti-
more and Oakland Symphony Orches-
tras.

Last year, when Sazer decided to go
out on her own, she was replaced in
September 1989 by Katrina Wreede,
whose background was as varied as that
of other members. A professional string
quartet player since the age of 15, she
played principal viola with the San Jose
Civic Light Opera, was first chair in
various new music groups, pit bands and
symphonies, then became a key figure in
the Bay Area Jazz Composers’ Orchestra.
Along the way she studied jazz harmony
with Balakrishnan. A promising compos-

er, she is represented in the quartet’s new

album by Mr. Twitty’s Chair.

Thcb:amc of the TISQ derived from
an American Indian term for North
America and is indicative of the group's
desire to create a pan-idiomatic Ameri-
can image. How well they achieved this
goal became apparent to me when I first
heard them in person, at a community
center in Los Angeles; they were out on a
brief tour to follow up the success of
their first album.

Balakrishnan's Night In Tunisia estab-
lished their sensitivity in a straight jazz
idiom; Darol Anger displayed the quar-
tet’s adaptability to Nashville roots in his
composition Grant Wood. There was a
touch of New Age in a salute to Ralph
Towner of Oregon. With Mark Summer
occasionally plucking the cello strings

like a Jazz bassist, the quartet attained a
swinging, intensity normally, beyond the
reach of a string ensemble.

Except for one number that employed
a prerecorded percussion part, there was g
no rhythm section in the conventional @&
sense, yet there was an innate rhythmic |
essence to Oliver Nelson’s Stolen Mo-
ments, the funky Street Stuff by Anger,
and Irene Saxer’s arrangement of Lee
Morgan’s The Sidewinder, a 24 blues
with Summer playing both arco and
pizzicato solos while the other offered
riffing support.

I remember wondering at the time
whether the TISQ might be a little too
subtle to make its mark in a noise-
oriented society, but events since then
have shown that this was not the case.

By the time I first heard the group, its |
second album (Metropolis, Windham |
Hill 0114) had just been released. Once
agam there was an innovative mixture o d
jazz classics adapted to the group’s re-
quirements and originals such as Ba.lak-s
rishnan's Mr. Bumbles. To hear two 4
violins, a viola and a cello applying
themselves to John Coltrane’s Naima,
Duke Pearons’s Jeannine and Horace |
Silver’s Ecaroh was an incredible expen—
ence; never had these compositions been
reinterpreted with such ingenuity. One
cut even employed a drummer, Steve
Smith, in Bruce Williamson's Four on
the Floor.

Al Balakrishnan has pointed out, mh
selecting material for the quartet, they
musicians look for works involving char-
acteristics that have something in cr:am~1
mon with the orthodox literature of the ")
string quartet. He cited the harmoruc,
relationship of Naima to Ravel and,
Debussy.

As a consequence of the publicity and &
acclaim that resulted from the impact of
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the albums, the TISQ found an unex-
pected reward during the past year in the
form of a call to play the score for a
motion picture, 4 Shock To The System,
starring Michael Caine.

“It was surprising,” said Darol Anger,
*“and an interesting challenge for us,
because we didn't write the sound track
ourselves, It was composed by a young
guy named Gary Chang who was a fan of
the group. >

“It was quite an unusual score. Usual-
Iy you expect to get a total of around 15
minutes of music, but we did about 40
minutes. In a sense we were off the hook,
because we were reading someone else’s
music; but it turned out to be a great
experience, as Gary really understood
how the group works.”

The quartet’s latest album (Skylife,
Windham Hill 0126), marks a substantial
departure from the policy that governed
its predecessors. With two exceptions, it
consists of original works; the title num-

ber and one other by Balakrishnan, three

by Anger, a collaboration by the two, the

\ original by Katrina Wreede, and two
works by Summer,

The question suggests itself: doesn’t

this choice of repertoire possibly present

*1a problem, in that the familiarity of

works by Gillespic et al offered the

¥
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listener an opportunity to relate to the
performances? The use almost exclusive-
ly of unfamiliar works my render the
results somewhat less accessible.

Balakrishnan does not go along with
this assumption. “In some ways,” he
says, “this music may be more rather
than less accessible; the use of a body of
original works represents a logical exten-
sion, an evolution for us and an experi-
ence the audiences will appreciate. We
feel that in Skylife the energy and ex-
pressiveness that we can communicate in
our live performances is very well rep-
resented, even though this was a studio
recording. We were able to keep the
structures and the harmonic language
simpler and concentrate on developing a
rhythmic intensity that will bring across
the full emotional expressiveness of our
nusic.”

Anger agrees. “To me,” he says, “the
new album marks a valuable advance-
ment in the evolution of the group’s
vocabulary.”

The two non-originals in the album,
however, are of particular interest. One is
Balakrishnan’s arrangement of Chick Co-
rea’s Senior Mouse. The other, which
may well become the most talked about
cut of them all, is an arrangement of
Crossroads, a blues classic composed by

Robert Johnson, who recorded it not
long before he was murdered in the late
1930s.

The Turtle Island interpretation was
inspired by the Cream recording (on
Wheels of Fire). Crossroads has special
meaning for Anger, who wrote the ar-
rangement; he recalls that when he was
13, he sat in his room pretending to play
guitar on a tennis racquet to this ancient
blues.

Balakrishnan says that the predomi-
nance of original works in the new album
does not connote any plan to move away
from jazz standards. “There are so many
other things we have in mind — for
example, I'd love to do something with
Wayne Shorter’s Nefertiti.”

The quartet has several other projects
in the planning stages, among them a
dance and music collaboration with cho-
reographer Margaret Jenkins. Meanwhile,
the four Turtle Islanders maintain a
regular schedule. “We usually rehearse
from three to five days a week,” says
Balakrishnan, “and we work as a unit
three or four months a year. And, of
course, we all have our other commit-
ments individually.”

In the wake of the Turtle Island’s
success, other groups patterned along

similar lines have found 1t easier to
establish themselves. The Uptown String
Quartet, profiled in the August Jazz-
Times, has worked on its own in addition
to playing in conjunction with the Max
Roach Quartet, (Roach’s daughter Max-
ine is the Uptown's violist). The Greene
String Quartet, two of whose members
have superior jazz qualifications, has
made a strong impression, as has the
Black Swan Quartet, whose members
include Abdul Wadud on cello and Reg-
gic Workman on bass. In sum, the com-
motion stirred up by the TISQ has begun
to show the makings of a full fledged
trend.

Call it new acoustic music, or Ameri-
can vernacular music (a term favored by
the TISQ members), or simply world
music. The primary accomplishment of
these groups is that they have enabled
string instruments to pass into a fresh
and exciting phase. At this new plateau,
all classical values are retained while
newly explored territory gives their cre-
ations an often spontaneous and always
innovative significance. The term “with
strings,” which for too many years
seemed to mean little more than a bunch
of players sawing away at whole notes
behind a saxophonist, will never be the

same again.
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- I'1-hour PBS series on Civil War
available from Time-Life Video

*_For more information, or to order,
<A write Reader Information, Time-Life
- Va 7L

through video stores or other mail oder  age from Civil War veterans.

Jazz triumphs, and embarrassments,
caught from Lester Bowie fo Mr. Ra

By LEONARD FEATHER

Jazz music lovers will find the following videos
ready for distribution:

o THE LEADERS: “Jazz In Paris 1988, Rhapsody Films.
The plavers, all in their 40s and 50s, play what their trum-
peter Lester Bowie saysis “not jazz, not blues . . . let's call it
schizo music.” The first piece is a long vamp leading to a
mysterious, edgy, minimalist melody. Pianist Kirk Lightsey,
in a pleasant interlude, introduces his colleagues while laud-
ing them to the skies. A fast, furious avant-bop tune finds
Chico Freeman's tenor in passionate form, Arthur Blythe
super-intense on alto, bassist Cecil McBee soloing with
abandon and drummer Don Moye providing energy-driven
backup, There are backstage scenes with the musicians,
mainly Bowie, expounding their theories: Elvis and the
Beatles a~o black music, European classical music has black
roots. The finale is a very basie, non-schizo blues. %%

* SUN RA & HIS ARKESTRA: “Mystery, Mr. Ra,” Rhap-

sody Films. The true mystery of Mr. Ra is that he has been

takenseriously by a cult following of reputable erities. His
percussion-obsessed “Myth Science Arkestra’ is heard off

“and on, but the center of attention is Ra, a bulbous man in

flowing multicolored robes who tells us, “T am Ra, the living
simplicity of an angel visiting planet Earth.” He is aided by a
narrator, who speaks French, but understanding French
doesn't help. Ra plays cocktail piano behind a horrendously
inept saxophonist; later another sax plaver lies on the floor

and plays white Kicking T IS heels Meanwhile, RS St [

plistic rap cliches, passed off as profundities, lead to a warn-
ing that nuclear war may be imminent; but if we listen to his
music, the human race will be saved. Yes, and if you believe
that, he has this bridge he wants you to buy. %

* EDDIE JEFFERSON with RICHIE COLE: “Live from
the Jazz Showease,” Rhapsody Films. Jefferson, though a
nondescript singer technically, was the pioneer of vocalese —
setting complex lyrics to recorded jazz solos—long before
JonHendricks and others made it fashionable. His most
fampus work, “Moody’s Mood For Love, " isincluded. along

mageriulyoealizations of Coloman Fambisis “sdeyade

Soll and several be-bop standards. Richie Cole’s alto sax

dotsn't quite catch fire, but his solos are agreeable interludes.

Two days after this 1979 Chicago club date. Jefferson was
shit dead on a Detroit street. To this day. noone knows why.
*ix'2

|

{ BEN WEBSTER IN EUROPE: “Big Ben,” Rhapsody
ims. The only fault hereis brevity. Johan van der Leuken,
who made this black-and-white film in Amsterdam, tried to
ress into 31 minutes the life and times of the expatriate
r sax giant (1909-73), In addition to peignant moments of

Webster playing “My Romance” and other standards, this odd

tage shows him playing along with a Fats Waller record,
%Bﬁ to his Duteh landlady (“She’s like a second mother to
), reminiscing about Duke Ellington’s band (“You never
it out of your system”), shooting pool, visiting the 200,
e is a masterful example of filmmaking that truly pen-
e_ijutes the heart of this big, sad. lonely bachelor, %%

MOSCOW SAX QUINTET: “The Jazznost Tour.” View
. The Soviet Union has produced some gifted and origi-
id jazz groups, but the Moscow Sax Quintet, taped during a
w.l;s-ﬁc_@g m_eu{ “t%u;ibm its best, this is a fair attempt
oemulate Supersax (“Yardbird Suite,” “Parker’s Mood.”
inna Lee"), but the nadir is reached with “T Got Rhythm”
(they sing the melody!), “In the Mood™ a 1a Glenn Miller, and

loof- thezver-abominable “Flight of the Bumble Bee.” Vocalist
- Liywbov Zazulina gives her impression of Ella Fitzgerald. Sax

Lee Konitz

“stieazeat tha TS, highschool level. Ana cappella arrange-

ment of Fats Waller's “Smashing Thiras, 'wh.ﬂntfund
clarinets replacing saxes, shows that the capacity for inne-
vation does éxist in this ill-focused unit. k%

» STEPHANE GRAPPELLI: “Live in San Francisco 1985,”
Rhapsody Films. You might call this the Quartet of the Hot
Club of France (the violinist), England and Scotland (the
guitaristsyand Holland (the bassist). They blend impeccably
as the French genius applies his unique legato swing foold
Django Reinhardt collaborations, jazz standards, even Stevie
Wonder and the Beatles. Oddly, his piano playing, heard in
two tunes, is unswinging and almost Jonathan Edwards-like
inits floridity. The finale is a grand jam with mandolinist
David Grisman and three of his sidemen. %%k

o LEE KONITZ: “Portrait of an Artist as Saxophonist,”
Rhbapsody Films. This feature-length (83 minutes) color docy-
‘mentary offers a well-rounded picture of the alto saxophon-
ist, who is best known as a product of the Lennie Tristano
cool school. Seen in various settings in Montreal - teaching
students, playing duets with the sympathetic pianist Harold
Danko, transposing a Louis Armstrong solo to his horn, re-
hearsing, listening to a Stuff Smith record —he comes acToss
as a witty and dedicated artist. A surprise highlight is his
scat-vocal unison duet with Danko. sk

Videos are rated on a scale of one star (poor) to five (a €las
sic).
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Life with Feather...

CRUISE_NEWS

The jazz cruise news

by Leonard Feather

At this writing, I am just back from
a jazz cruise aboard the Regent Sea,

from Vancouver to Los witha
stop in Victoria. A few weeks from now,
1 expect to be where 1 have been every
October since 1984. on the Norway,
from Miami to the West Indies,

@ﬁnmﬂmtjauut. which has

m%m the ah!rtge-
over yea.rs.
began in 1974, when one or two such
events were staged every year, out of
mmmmnmm.mu

‘according to many

For many artists...Dizzy Gillespie,
Joe Williams, George Shearing, Dick

Hyman, Red Holloway, Roger Kellaway,

Gary Burton, Tommy Flanagan and

countless others...the weeks they spend ‘

afloat every year have been growing to
the point where they constitute a
regular chance to enjoy a paid
vacation...after all, on many of these
trips they only work a couple of nights
and are free to enjoy the ocean air, the
casino, the movie theatre or the
constantly daily round of meals.

This is, beyond much doubt, the
ideal set of conditions for both perform-
ers and passengers. The chance for the
latter to interact socially with the
former has always been a central factor;
moreover, it is difficult to resist the
opportunity to spend a few days away
from such mundane disturbances as
the telephone, the doorbell, the bad-
news-papers and the junk mail.

The Regent Sea cruise this year was,
many passengers, the best
ever (they were able to state this, as

‘many of them were repeaters; some

hp.d been on all five voyages). The

hit was Juanita Brooks, a
aingu from New Orleans whom [ had
heard for the past two years on the
Norway. She is 5 ft 11 in., stunni
handsome, sings great jazz standards.
then fractures the audiences when she

turns to gospel with Amazing Grace and

Ain't Gomta.smdy War No More. Why
she has never played a club in Los

Angeles, and has no recording contract,

is a mystery.

Ernle Andrews, not much to my
ﬂma:mmsuperbjobmmhis
and blues standards. Tommy
POPM'. trio displayed the leader in
elegant form, George Mraz superb on

~ bass, Phﬂhe dependable Larance
Marable

Marable 'ahopiayedlntheadhoc
mmmthIWth
raconteur, as well as
a.wpq‘leGOsMﬂesDaﬂsat)de
cornetist), Red Holloway on alto and
MMMemghLomanmhybms
"“"“1_ Pmniﬂﬂ?d\‘-ﬁshﬁul

Gerald Wiggins, Ernle Andrews, Bob Badgley,

Nat Adderely, Red Holloway
Photo by Leonard Festher

ers, some 90% of whom were

black (last year it was closer to 40%),
all of whom seemed to be on board:
strictly for the music. We made one
stop in the charming city of Victoria, B.
C., where the flutemaster Paul Horn,
who lives there, met my wife and some
friends and took us to his gorgeous
home for lunch. Paul may be on the
next cruise; Regency Cruises, which
operates three main ships (the Regent
Sea, Regent Star and Regent Sun),
plans to double its schedule next year,
‘with a Los eles to Vancouver.run
from April 28 to May 3 and a reverse
ride southbound on September 29
through October 4. Y 8t fote

Tentative lineup for April: Marlena
Shw. 0. C. Smith, Mw

IInmand mayhemere m&:pw:ben
a "Tribute to the Duke" cruise, with
such Ellington alumni as Herb Jef-
fries, Loule Bellson, Bill Berry,
Buster Cooper, and Rolf Ericson; abo

havtngbcenlncharge of these ahwa
but it is a statement of fact, rather than
opinion, that these ocean rides have
been a treat for almost everyone
involved. Ihonemtobwmewnﬁer
ampoﬂmthemltofthbymam

5 cmiaesnymch will have a vast
cast.imluding;he  Akiyoshi
Orchestra, theLtonelHampt.unml

ng in Staxs. the Cheaxhama‘ SWLBaby
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Leonard Feather’s

BEFORE & AFTER

This month’s artist: TOOTS THIELEMANS

AR
=M

TOOTS THIELEMANS

Jean Baptiste (Toots) Thielemans is truly suf
generis. He has four significant talents, as harmonica
virtuoso, guitarist, whistler, and composer.

It is the last of these that has brought him his
greatest measure of fame, since his Bluesette (which he
introduced on a Stockholm session in 1961, playing
and whistling the melody in unison) has become one
of the most-recorded jazz standards; he now refers to
it as "my social security.”

Toots took up the chromatic harmonica at 17 in
his native Brussels. Later, influenced by Django Rein-
hardt’s records, he became a self-taught guitarist.

After touring Europe in 1950 with Benny
Goodman, he emigrated to the US,, and from 1953-59
was on the road with the George Shearing Quintet,
playing mainly guitar with an occasional harmonica
specialty. ‘Later, playing and whistling, he was heard
on many records with Quincy Jones, Oscar Peterson,
Dizzy Gillespie and others,

Touring recently with an admirable trio (the
Belgian pianist and composer Michel Her, the Italian
bassist Riccardo del Fra), he displayed the clarity of vi-
sion, dexterity and tonal beauty that have long been
his hallmarks. Not having a vast collection of har-
monica records, | decided to diversify in my choice of
records for a B & A interview during his week at
Catalina’s in Hollywood.

1. HARRISON/BLANCHARD. [nfinite Heart
(from Black Pearl Columbia), Donald Harrison, saxo-
phone, composer; Terence Blanchard, trumpet.

BEFORE: | don't know...this kind of material
has a theme that is pleasing to the ear but easy to for-
get.

The saxophone player, I'm sure it's an alto, had
a few bursts where it was like Stan Getz playing. The
trumpet I didn't recognize.

It wasn’t music that goes to the jugular vein,
but seemed good for easy listening to me at this point
in my evolution. [would rate it fair to good; Id listen
to it.

AFTER: They're new guys; I've heard them
play better things, more interesting. In fact later this
year [ may be a guest with Benny Golson, at a Euro-
pean concert where Blanchard may be playing, and
Mulgrew Miller.

They probably listened to the producer and
went, OK, let’s go for that kind of sound.

2. STEPHANE GRAPPELLL Three Little
Words (from My Other Love, Columbia). Grappelli, pi-
ano. Recorded 1990

BEFORE: After listening and having become a
more mature person, | don't feel entitled to say any-
thing is good or bad. 1can only say it does that for me
or it doesn't do that for me. This gentlemen, or who-
ever the person was that played..I need much more
consistent harmony; he has a nice little stride touch, 1
don’t know who it is. It sounds like an old record- an
old gentleman, somebody my age playing! Someone
who stopped listening or evolving into a more pro-
gressive way of thinking; a pre-bebopper, certainly, so
that's already 50 years. Would 1 listen to the record or

14 - DECEMBER 1990 « JAZZTIMES

purchase it? 1 don't think I would. Not tis particular
track. Don’t tell me it's a genius that we all love!

How would | rate it? | got no pleasure from it.
1 don’t know, 1 1/2 maybe. On the basis of this. |
don’t know what the musician is capable of.

AFTER: OH, well! He is my age..that's why
he plays the violin, [ guess!

I love Stephane; he has a unique sound on the
violin. It’s hard for me to be impartial because part of
my growing up was listening to Django. It was my
first source of information for the guitar, in the "40s,

I knew he played (piano) but I thought he
played'a little better than that! You hear touches of
Debussy, some stride, in what he played there; but no,
he is not a modern harmonist.

3. BARNEY KESSEL. Salute to Charlie Chris-
tian (from Jazz Guitar Classics, Prestige). Kessel, guitar
and composer; Amold Ross, piano; Hamry Barbasin,
bass; Shelly Manne, drums, Recorded 1953,

BEFORE: IL was a minur pivce, hud o
that other one (hums a few bars) - was it by Milt Jack-
son? It started with the famous lick by Jo Jones, with
the hi-hat. There are a lot of Charlie Christian-isms on
the guitar. It doesn't quite sound like a Gibson electric
guitar...the way they phrased the theme..it might be a
European guy who listened a lot to Charlie Christian
or something like that!

Anyway, | appreciate the attack of the fellow, |
always appreciate somebody who can attack the notes
with great accuracy. He had a powerful touch - but
again, | don’t know if 1'd put the record on.

My thinking, my approach today, is either I've
got to get an emotional charge from a record or I've
got to be able to learn something. That's why I listen
to Ray Charles, then Herbie Hancock or someone I
feel | can absorb something from, even if | have to run
the tape slower. 1 have some slow tapes of John
Coltrane solos, Miles.

My first recordings of Charlie Christian were
after the war, with the septet. In the beginning I
thought this might even be one of those dloset record-
ings that come out, but I don’t think so,

The rating, a bonus for the good attack on the
guitar, which | envy because I don’t have such a pow-
erful punch. Two stars.

AFTER: Oh jeez. Well, 1 am honest, you
know? The phrasing on the theme didn’t knock me
out.

I know all those people, and heard them at that
time. It was the period when | played with George.

Of that school of players, the first non-Django
guitar players that | listened to were Teddy Bunn, Al
Casey and Dick McDonough, Eddie Lang. Charlie
Christian interested me more than moved me, 1 had
great respect for him, and then Wes Montgomery was
my (favorite).

4. ANDRE PREVIN. Between the Devil and the
Deep Blue Sea (from Uptotwn, Telarc). Previn, piano;
Mundell Lowe, guitar; Ray Brown, bass.

BEFORE: Oh jeez. (Laughter). Who is it?
That's a tough one. I know the song of course, Be-
tween the Devil and the Deep Blue Sea. When we started
to play standards in Belgium, we called les sauvisses,
the sausages. There was Honeysuckle Rose, Tea for Two.

1 don't know if I'd buy it. The guilar player

was doing some interesting stuff. 1 thought I heard -

Andre Previn; [ don’t want to stick my neck out but
maybe Joe Pass. It's like, after so many years with
Quincy Jones, "Man, I go for the goosebumps.” If you
receive something emotionally - that's the way | func-
tion; if a musician gives me a hard-on, an erection in
my ears or skin, or feelings or something, then [ try to
go afterit!

T'm not ashamed to go up to a musician and
say, what was that harmony, show me how you did
that, held your hands, whatever...

The ratings system I don’t like. All I can say is,
it's music [ would listen to in the car. I wouldn’t buy
the record, but | know there might be some good mu-
sicians on it.

AFTER: Aah! I know Mundell, he’s a fine
player. Well, the first time [ was close to something!

LE: Did you think Andre swung?

TT: Not by the standards of what's happening
today.

You know Leonard, I went through a period
where | tried to make a living by touring a little less
and working in the studios. 1 put my jazz life on the
slow..how do you say, the back burner? And 1 made
some records that might still today hurt the credibility
I was close to getting as a jazz musician. In the last
few years [ haven't done that except for the ocassional
lucrative jingle or film score.

I'm trying to draw a parallel with Andre. You
cannot just say, This week | play jazz” That's bull-
shit. You have to live jazz. Like you have to live clas-
sical music, I'm sure.

5. ART FARMER. Affaie d Amour (from
Ph.D., Contemporary). Farmer, fluegelhom; Donald
Brown, compeser; Clifford fordan, tenor sax.

BEFORE: I didn't get much of a charge off of
that. It really didn’t swing. On today’s scene there are
really so many great swinging rhythm sections. Al
that tempeo it couldn’t swing!

It's easy to write a complicated bebop melody,
but one that stays with you..like that Blanchard piece
was good material to play on, but you wouldn’t re-
member it. And this didn’t do it for me.

The tenor player had a big sound. The pi-
anist...l don’t know. It's cruel to rate it; again, I'd keep
it on in the car but that's it.

AFTER: Huh, Donald Brown, I played with
him; he's a good musician. 1 played with Rufus too;
man, | didn’t recognize him! My goosebumps didn’t
do nothin’ on that.

6. RON McCROBY. Cherokee (from The Other
Whistler, Concord). McCroby, whistler; Bill Mays, pi-
ano; Steve Laspina, bass; Akira Tana, drums. Recorc-
ed 1984,

BEFORE: Well, that should be the whistler,
Ron McCroby. | congratulate him, he really has
chops, boy. It was fast, I couldn’t do that. He makes
whistling his instrument. It's like singing was for
Slam Stewart. He would never sing alone unless he
was shouting to Slim Gaillard or something. I'm not
that great (at whistling), it's just the combination with
the guitar,

I did one years ago for Command where |
went into the Indian bag on Cherokee; on this it sounds
more like they went to China!

The bass player had a spectacular solo. A lot of
stars for the chops, but again, would | buy it?

What I'd like to say is, many people have more
technique than [ have, but, nevertheless, | feel entitled
to say thatif | had the chops and knowledge this man
did, I would play other music, or my choice of notes
would be different. | respect everybody, | would nev-
er say anybody is bad, or better.

AFTER: Oh, | played with Steve LaSpina! Bill
Mays, [ was thinking maybe it was him.

7. BIRELLI LAGRENE. Pussing Through the
Niglt (from Foreign Affuirs, Blue Note). Lagrene, gui-
tar, composer; Koono, keyboards; Jeff Andrews, bass;
Dennis Chambers, drums; Cafe, percussion.

BEFORE: 1 liked the guitarist very much, If
the rest of the album is like that...that’s a piece of solid
information for me. He has good feeling, he builds. |
love the guitar player.

In Belgium | have a group that's a little more
“commercial,” with synthesizers, Michel is my key-
board player and does that very well, and [ have an
electric bass player who's another clone of Jaco Pasto-
rius, Jaco's his idol, and the dnummer plays a little like
Steve Gadd.

I would give the guitar player a very good rat-
ing; I'd like to hear more from and about him. 1 don’t
think it's Lee Ritenour, I've always had alot of respect
for Lee, and lately he has made a great jazz record,
Like he stepped out of the closet! "Stolen Moments.” [
heard a track on the radio, and I'd like to publicly con-
gratulate Lee for coming out of the closet.

Anyway, I'd give this four stars.

AFTER: Birelli? Wow! Dennis Chambers is
the hot guy in New York now I think...Birelli is an ex-
ample of someone who had Django with his baby
food, and here he played more music than ve heard
him play before. | hope the rest of the album keeps
that level.

France is a large market. Miles Davis plays
more there than in the States. JT
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The Satchmo-Monk Connection

ARVt —y

=y, (0 M (B R AS A O AT T S A RN NS US4

kv XROBER
WA P=LANIYT - IINT1Y3Y
-

¥ e XY B DT AN HBH, SETIE [ AHLDAS
[WA - F=LRMALT A B—F2aF oL X b RypearRF1ar ]
(AT2EREAZF R EXZ 2 AT 43 TEF - AMMREL TV ) HY
REE11A18, 19872 bD.C.THbAT,
FAVH Do XA TRLEROLTAHAOBBFILN2oH5
IOAVRT 4o s OBBEBTALLS.
L —F -7z if—unrean
by Leomard Foather - pholo by Michae! Wilderman







"MUSICA JAZZ"

MARCELLO TONOLO

uPER UN JAZZISTA IL CONCERTO

E PIU IMPORTANTE DEL CONSERVATORION

Benché validamente
impegnato nei ranghi della
Keptorchestra quanto in
quelli del quartetto Italian
Jazz Repertory, il pianista
veneto é ancora
relativamente poco noto al
pubblico. Lo apprezzano
perd i colleghi, compresi
i molfi americani

con cui ha lavorato

e scambiato esperienze.

di Claudio Dona

uo fratello Pietro, sassofonista, no-

nostante abbia quattro anni di

meno, & forse piu conosciuto. Ep-
pure il pianista Marcello Tonolo vanta
un’altrettanto lunga milizia jazzistica e
un ricco curriculum professionale. Ac-
compagnatore fra i piti sensibili e ri-
chiesti del jazz italiano negli ultimi die-
ci anni, apprezzato soprattutto da molti
sassofonisti americani di io in
Italia, Marcello (nato come Pietro a Mi-
rano, in provincia di Venezia, nel
1955) & persona misurata e modesta e
le sue doti di musicista rispecchiano
un poco anche queste sue qualitd ca-
ratteriali. Ha partecipato a molti riusciti
long playing, pur registrando soltanto
un album nella veste di leader. Davve-
o un'eccezione di questi tempi.

«Il mio unico disco come leader &
“D.O.C.", inciso nel 1986 per la
Splasc(h) di Peppo Spagnoli, e per il
mormento non ho altri analoghi proget-
i in cassetto. Tengo invece moltissimo
ad alcuni gruppi con cui lavoro stabil-
mente da numerosi anni. Questi sono
I'ltalian Jazz Repertory (N.d.R.: un bel
disco alle spalle e un altro in cantiere)
che, benché noto come il quartetto di
Gianni Cazzola, ha in verita una gestio-

32

ne quasi paritetica, e la Keptorchestra,
big band fondata da Giannantonio De
Vincenzo e formata per lo pil da musi-
cisti veneti. Siamo finalmente riusciti
ad incidere qualcosa di veramente
buono: potrebbe essere il nostro esor-
dio discografico...».

I Hai abbandonato definitivamente
il progetto di un tuo trio?

«Non del tutto, anche se non & al
centro dei miei interessi in questo mo-
mento, C'é troppa mania di protagoni-
smo oggi in Italia. Ogni jazzista vuole
dirigere un gruppo ed incidere a pro-
prio nome. Ma poiché i buoni musicisti
non sono mai moltissimi, ecco che allo-
ra le formazioni sono pill o meno sem-
pre le stesse... Preferisco concentrare
1 miei sforzi su progetti gia esistenti e
collaudati, non mi piace mettere in

piedi a tutti i costi un gruppo a mio
nome, magari in occasione di un lavo-
ro ben remuneratoy.

I Ci racconti i tuol inizi?

«Ho cominciato a suonare il pia-
no fin da piccolo, come mio fratello,
spronato dai genitori. Ho studiato pri-
vatamente e poi mi sono iscritto al con-
servatorio, dove ho completato il quin-
to anno di pianoforte. Quando ero al li-
ceo, come un po’ tutti i ragazzi della
mia etd, ho scoperto il rock. Nel 1970
formai il mio primo gruppo. In seguito
si aggiunse anche mio fratello Pietro,
che allora suonava il violino. I nostri
modelli erano Frank Zappa e Jean-Luc
Ponty. Poi ci fu sempre piu jazz. Pietro
passo dal violino al sassofono. Allora
non si trovavano molti spartiti, ed era-
vamo costretti a ricavare gli accordi e




no1 all’ non avevamo da offrirgli
altro che l'idea di fare un disco dimo-
strativo da far circolare nell'ambiente,

cercar lavoro.

Devo confessare che Charlo e io
eravamo un po' giit di morale, quando
una sera al Donte's venne ac};;scolta.rd
un personaggio molto popolare: Barry
Manilow. Gl pi p2 ci offri di re-
gistrare un brano nel suo d.l‘.:BCO in pre-
parazione: fu un mio pezzo (scritto con
Eddie Arkin): Big Fun. Addirittura, ne
fece la sigla del suo programma tele-
visivo sulla rete Cbs, chiamato appun-
to Big Fun On Swing Street, facendoci
partecipare stabilmente, accanto a
ospiti come Gerry Mulligan, Diane
Schuur, Carmen McRae. Non eravamo
mai stati cosi «i tin!

Finalmente, potemmo permetterci
anche un manager, Bill Traut, il quale
fece circolare il nostro disco dimostra-
tivo e, soprattutto, ci presentdé a Mor-
gan Ames, una personalita nel campo:
aveva lavorato per la Grp e prodotto il
disco di Diane Schuur con la Basie
Band, e che decise di «produrre» an-
che noi per la Cypress Records.

Era la grande occasione che aspet-
tavamo. Chiamammo a collaborare
molti dei nostri splendidi amici, come
David Benoit (del cui gruppo faceva
parte mio marito, il batterista Tony
Morales) e Russ Freeman dei Ripping-
tons. Spendendo un quinto del tempo
e del denaro impiegati per il nostro

primo disco, facemmo tutto a dovere.
1 nuovo album «In Full Swing» (defini-
to da Jazz Times «un'eccitante miscela
di pop-cum-jazz» ed elogiato da altre
riviste) fini subito in alto nella classifica
della musica pil trasmessa.

Ancora una volta, pero, il trio cam-
biava volto. Ecco che nel 1988, dopo
pitl di sette anni, Charlotte Crossley se
ne ando, e sapete chi arriva, quell'e-
state, con Augie Johnson e me? Brenda
McFerrin, sorella del grande Bobby.
Ma é stato soltanto con il disco succes-
sivo, «The End Of The Sky», sempre
prodotto da Morgan Ames per la
Cypress, che Full Swing ha preso il
suo assetto tutto nuovo, e definitivo:
accanto a me ci sono ora Angel Rogers
e Tim Stone.

Tutti e due vantano, ciascuno per
proprio conto, un curriculum cospi-
cuo. Angel ha girato con il cast di
Dreamgirls, ha cantato sullo sfondo di
album di Stevie Wonder, Dizzy Gille-
spie e Anita Baker, fra gli altri, ed &, in
questo ultimo disco del nostro Full
Swing, la voce guida per tre brani. In
altri tre, lead & Tim, equilibratissimo
cantante che in to ha collaborato
a dischi di Smokey Robinson e di Jen-
nifer Warnes (tra cui «Famous Blue
Raincoat», che vendette 750 mila copie
nel mondo).

Quanto a me, che oltre a cantare mi
sono presa il gusto di scrivere i versi
delle canzoni (in questo disco, tutti!),

non mi sono mai dimenticata la musica
in cui sono cresciuta: dopo tutto, lo
dico con orgoglio e amore, Billie Holi-
day é stata la mia madrina. Al jazz non
ho mai voltato le spalle, anche se nelle
scelte mi sono sbizzarrita: Another
Life, per esempio, & un brano basato
suun pezzo strumentale che si ascolta
nella colonna sonora del film Star Trek
IV. Mi sono divertita anche a conge-
gnare qualche titolo strano, come 2
Good 2 Be 4gotten che non dovrebbe
essere un rebus nemmeno per chi mi
legge in Italia.

Quest'ultimo brano nasce dalla col-
laborazione di Russ Freeman, uno dei
tanti fedeli amici che mi hanno aiutato:
David Benoit, Grant Geissman, Bran-
don Fields, Eric Marienthal, natural-
mente Eddie Arkin e ancor pii natu-
ralmente Tony Morales, che ha colla-
borato alla produzione, ha scritto cin-
que arrangiamenti e suonato in molti
dei brani.

Ha detto di noi un autorevole gior-
nale come il Los Angeles Times che
sembravamo «una perenne damigella
d'onore alle nozze dei gruppi vocali
californiani» ma ha potuto aggiungere:
«Adesso finalmente Full Swing sembra
sul punto di attraversare trionfalmente
la navata della chiesa per avviarsi alla
celebrita». Che dire? Noi'tre siamo
pronti. E (vi confesso un mio sogno)
che bello sarebbe se il nostro viaggio
toccasse anche I'Europa... )

Corsi 1990-91
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TEORIA MUSICALE
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L’Istituto organizza su richiesta corsi, conferenze e seminari per conto di Enti Pubblici e
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Docenti
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La cantante e «lyricist»y
Lorraine Feather, figlia del
piu famoso critico di jazz
(come madrina ebbe Billie
Holiday!), ci descrive il suo
trio vocale Full Swing. Per
settimane I’ultimo disco,
«The End Of The Sky», é
stato significativamente in
alta quota nelle classifiche
americane di vendita.

di Lorraine Feather

gli amici italiani del jazz posso

confessarlo: quando nel 1980 en-

trai in quello che sarebbe stato il
Full Swing, I'ultima idea in me era pro-
prio quella di far parte di un trio voca-
le. E invece, ecco che ci sono tuttora! E
una storia che mi piace raccontarvi
perché abbiate un’idea di come vanno
le cose nel mondo musicale america-
no. A quell'epoca, dunque, mi consi-
deravo una cantante solista, e avevo
gia alle spalle due dischi, di cui uno a
mio nome. Senonché, in un momento
vuoto, venni a sapere che Richard
Perry, produttore fra I'altro delle Poin-
ter Sisters e della Streisand, voleva
metter su una big band. Presi dunque
una mia fotografia, un curriculum e i
due dischi, e mi precipitai alla sua
casa discografica, la Planet, dove
come provino cantai due standard
vecchia maniera.

1l loro progetto era quello di un trio,
due donne e un uomo. Seppi che fra le
tantissime candidate c’era Charlotte
Crossley, che avevo ammirato a
Broadway in Jesus Christ Superstar,
cosi le proposi di allearci e unire le
nostre forze per non perdere la nostra
grande occasione: ci preparammo per
conto nostro, e devo dire che mio pa-
dre Leonard sapeva benissimo quale
fosse il repertorio giusto per una big
band tipo Swing. Dopo una nuova au-
dizione, il posto fu nostro.

Per settimane si cercava il terzo ver-
tice del trio, la voce maschile. Fin che
si scelse Steve March, figlio di Mel
Tormé e figlio adottivo di un divo del-

Le attuali

la Tv, Hal March. Scovammo molti
bestseller degli anni Trenta, ma an-
ch’io scrissi diversi testi per il disco,
che usci un anno dopo: disco e trio
portavano lo stesso nome, «Swing».

Che emozione! Potevamo rimirarci
su un grande cartellone pubblicitario
sul Sunset Boulevard di Hollywood
(davanti al quale ci fotografammo a vi-
cenda) e su pagine intere inserite nei
giornali specializzati. Ma c’era un
grosso problema: le radio che tra-
smettevano musica pop non avevano
alcun interesse per le big band, e an-
che le poche stazioni che passavano il
nostro disco ricevevano poi le lagnan-
ze degli ascoltatori perché non riusci-
vano a trovarlo nei negozi. Nemmeno
I’Elektra, distributrice del catalogo
Planet, pareva dell'idea che la Swing
Era fosse sul punto di ritornare...

A noi per la verita arrivavano infor-
mazioni ben diverse. Cantando al
Rainbow Grill di New York o alla
WTTV di Chicago, scoprivamo che
alla gente piaceva quel certo feeling
che il nostro trio aveva. Fummo invitati
al Kool Jazz Festival, alla Carnegie
Hall, con Mel Tormé e la Count Basie
Band, andammo perfino in Brasile e in
Giappone (dove fummo votati tra i pri-
mi cinque gruppi vocali dell’anno nel
referendum del diffusissimo Swing
Journal).

Poco dopo la distribuzione dei di-
schi Planet passo alla Rca, che ripub-
blico si il nostro album, ma imponendo
che cambiassimo il nome: «Swing», di-
cevano, era poco qualificante. Ne sug-
gerii infiniti altri, finché accettarono
Full Swing. Ma anche la nuova edizio-
ne vendette poco, il nostro contratto
non venne rinnovato, e Steve March
decise di tornare a fare il cantante soli-
sta. Ma Charlotte (o Charlo, come la
chiamano gli amici) non voleva arren-
dersi, e io meno di lei.

Fummo un po' nei pasticci per tro-
vare un'altra voce maschile. Nel 1983
andammo al festival di Monterey con
Bruce Scott, e ci tornammo l'anno
dopo con Amold McCuller (1'uno can-
tava con Jon Hendricks, Arnold con Ja-
mes Taylor), poi se ne andoé anche Ar-
nold e tornd Bruce Scott. Il nostro lavo-
ro si svolgeva soprattutto nei club. In-
tanto io avevo scritto e messo a punto
una serie di testi per brani come Chel-
sea Bridge di Billy Strayhorn (da me ri-
battezzato September Rain), per altri
capolavori ellingtoniani, per diversi
standard resi immortali dal jazz. Se-
nonché la nuova direzione imboccata
non era quella che Scott immaginava,
ed ecco che se ne va anche lui. Arrivo
allora Augie Johnson, suggeritoci dai
famosi Johnson Brothers ma (ci crede-
reste?) nemmeno parente: era bravo,
aveva oftenuto una nomination per il
Grammy con il gruppo Side Effect, ma




PEARL BAILEY
LA «COMEDIENNE» DEL JAZZ

Con I’espressivita di
gesti e di mimica la
cantante recentemente
scomparsa faceva di ogni
sua interpretazione un
«racconto in musica». Ma
proprio la versatilita
impediva di valutarne

la grande importanza.

di Luciano Federighi

stata l’autentica erede di Ethel

Waters. Un'attrice naturale, capa-

ce di dominare palcoscenico e set
con un magnetismo che nasceva dalla
popolaresca semplicita, espressivita e
arguzia di gesti e mimica, e dal loro
impeccabile timing: e una cantante di
forte personalita, dal suono, dal colore
inconfondibili, per la quale I’esperien-
za della recitazione era piu che paral-
lela, era parte integrante della sua arte
vocale. Ironicamente, proprio come
era accaduto per la Ethel Waters matu-
ra, sono state questa poliedricita e la
sua vitalita di donna di spettacolo a tut-
to tondo, a portare a una valutazione
un po’ riduttiva, frettolosa, dell'impor-
tanza di Pearl Bailey (scomparsa il 17
agosto all’etd di 72 anni) nella vicenda
del canto jazzistico e afroamericano in
genere.

Non una figura-guida, una «capo-
scuola» e un modello come Dinah Wa-
shington o Sarah Vaughan, Pearl é sta-
ta comunque una delle grandi indivi-
dualiste del dopoguerra: con la sua
voce corposa e compatta, scura, quasi
livida nelle pieghe piu profonde ma
cordiale, calda e sanguigna, dalle
strette, informali pennellate di vibrato,
dalle inquiete, colloquiali modulazioni
tonali e dai densi e sorridenti growls,
ha aggiornato una poetica da vaude-
ville nero, da «blues classico» (me-
diando la Waters, appunto, con Bessie
Smith), a contatto con l'estetica delle
grandi orchestre Swing che I’hanno
svezzata. Il suo forte — da cantante-at-
trice — era il racconto in musica. Pearl
leggeva la melodia ridisegnandola
«con sottili variazioni di fraseggio e in-
tonazione» (Armold Shaw), sempre in
un rapporto serrato con l'interpreta-
zione — cormica, rusticamente filosofi-
ca, allusivamente sensuale, francamen-
te erotica — che dava dei versi: e que-
sti lei amava dilatarli e commentarli
con una trama di amene interpolazioni
parlate, in un pigro ma puntuale draw!

sudista. «Se mi limitassi a cantare una
canzone cosi com'é», diceva, «non
avrebbe nessun significato».

Pearlie Mae Bailey era cresciuta a
contatto con i diversi aspetti, profani e
sacri, della pin schietta cultura afroa-
mericana (il padre era reverendo in
una chiesa sanctified, e da lui Pearl
avrebbe ereditato certo bonario spiri-
to predicatorio). Giovanissima sou-
brette, alternava il ballo al canto, nei
piccoli club di Washington e della
Pennsylvania dove si esibiva e, per un
breve periodo, come meta femminile
di un duo «song-and-dance» aggrega-
to all’orchestra di Noble Sissle. Entrata
nella formazione di Edgar Hayes, atti-
va nei grandi teatri neri dell'Est, I'A-
pollo, il Royal, lo Howard, Pearl inizid
a concentrarsi sulla voce, e quando tra
il ’43 e il ’44 divenne un'attrazione del-
la band di Cootie Williams, i suoi tratti
espressivi erano gia ben formati,
come rivelano i due titoli incisi, il gu-
stoso Tess’ Torch Song e Now I Know,
scritti da Arlen e Koehler per il film Up
In Arms.

All'esordio come solista nei club new-
yorkesi, il Village Vanguard, il Blue
Angel, segui un nuovo importante so-
dalizio con Cab Calloway: ed & in que-
sto periodo, intorno alla meta degli
anni 40, che Pearl mise a punto la sua
routine di «comédienne» canora, do-
cumentata dai primi, fortunati dischi
per la Columbia, 15 Years (And I'm
Still Serving Time), Tired (il suo theme
song, con quel tono di indolenza
bluesy), St. Louis Blues, Row Row Row;
dalla prima apparizione cinematogra-
fica, nella rivista di «tutte stelley Va-
riety Girl; e dal personaggio comico
interpretato nel musical teatrale a cast
negro St. Louis Woman, del '46. Due
spiritose canzoni dello splendido sco-

Pearl Bailey con Don
Redman, il famoso
arrangiatore che fu
direttore musicale
della cantante nel
corso dei suoi
fortunati e prolifici
anni Cinquanta.

re di Harold Arlen e Johnny Mercer,
Legalize My Name e A Woman's Pre-
rogative, si legarono allora, definitiva-
mente, al suo nome e al suo stile.
Broadway 1'avrebbe ancora accla-
mata in House Of Flowers ('54), una
collaborazione tra lo stesso Arlen e
Truman Capote, occasionale quanto
squisito paroliere, e nella versione «all
black» di Hello, Dolly!, per la quale,
nel '68, la Bailey ricevette il premio
Tony. E Hollywood avrebbe messo a
frutto la sua formidabile presenza e
comunicativa (quella «luce calda e ma-
liziosa nei suoi occhi», come nota John
S. Wilson) nel Carmen Jones di Otto
Preminger (sempre del '54), in That
Certain Feeling, in St. Louis Blues e
Porgy And Bess, in The Landlord (del
'T1). Una delle prime star nere della
televisione americana, Pearl continud
a frequentare anche i templi dello
spettacolo afroamericano e a registra-
re prolificamente, ancora per la Co-
lumbia (c’é una session del '80 diretta
da Gil Evans), per la Coral (It Takes
Two To Tango, nel '52, fu un grande
successo), la Mercury, e soprattutto la
Roulette: nella ventina di album realiz-
zati per questa etichetta a cavallo tra
anni '50 e '60, perfettamente integrata
dagli arrangiamenti di Don Redman e
dall’orchestra di Louis Bellson (suo
marito sin dal '52), da solisti come
Charlie Shavers e dal fedele pianista
Lloyd Phillips, la cantante ha lasciato le
prove piu mature e scintillanti, spa-
ziando con humor e feeling dal Cole
Porter piu «piccantey di Let’s Do It,
The Physician o Love For Sale a rivisi-
tazioni dei classici arleniani, da canzo-
ni «per soli adulti» (cosi erano intitola-
te alcune popolari raccolte) agli antichi
blues di Handy e a temi del musical
contemporaneo. @
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25 Years of High Notes

Memorable moments and the greatest gigs—reminiscing on a quarter-century as The Times’ jazz critic

ByLEONARD FEATHER

g wenty five years is a sizable

‘B slice in the history of any art

form. In the case of jazz, it
represents one third of the mu-
sic's recorded history. Since the
“byhme above first appeared regu-
larly in these pages a quarter-
century ago, vast changes have
takenplace on every level.

in 1966, the term “fusion” was
all but unknown, though the first
significant  jazz-rock group,
Blood, Sweat & Tears, was only
wo years away. John Coltrane's
influence was dominant, as the
saxophonist explored a vast new
terrain of dissonances, reaching
unheard-of levels of density and
intensity. He was a recipient in
the first “Golden Feather
Awards” column,

Duke Ellington was “Man of
the Year" in that survey and
Denny Zeitlin, the psychiatrist
and avant-garde pianist who,
then a8 now, was commuting
“UEIWESTKevboard and couch,
was also saluted,

Miles Davis was still playing
recognizable songs (* "Round
Mudnight," “Stella by Starlight”);
s electronic, rhythm-oriented
tidal wave, still four years off,
would duly win him every award
short of the Davis Cup.

Jazzmen were still falling over
themselves recording Beatles
tunes—Gerry Mulligan even
mad‘e an album called "If You
Can't Beat "Em, Join ‘Em.” But if
one trend stood out in the late
1980s-and throughout the "70s, it
Was the globalization of jazz. A
music clearly of African-Ameri-
an origin was takeh up by artists
from (orin) a dozen countries.

By 1967, Josef Zawinul from
Vienna, pianist with the Cannon-
ball Adderley Quintet, had pro-
v;lied the group with its biggest
hit, “Mercy, Mercy, Mercy.” In

next few years, two British
musicians, bassist Dave Holland
and guitarist John McLaughlin
(Mahavishnu), began an association with
tlles Davis; the phenomenal Danish bassist
Niels Henning Orsted-Pedersen toured
With Bill Evans, Dexter Gordon. and the
Canadian pianist Oscar Peterson.

Some of the most adventurous orchestral
faunds of these 25 years have been pro-
“uced by BEuropean-based bands. The
Ml_ﬂ'ltan-drummer Kenny Clarke and the
Belgian composer Francy Boland headed a
Tultinational ensemble from-1960-73. The

WIS composer-pianist George Gruntz,

1or of the Berlin Jazz Festival for the
Past 17 years, has led a big band with
American, ‘German, Italian and Canadian

?;'ﬁmeﬂ' that toured the United States in

+
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CAROL BERNSON

Such developments are due in large
measure to U.S. jazzmen who have left no
country untouched by their impact, either
through Voice of America radio shows or,
increasingly more often, through overseas
tours. Some of my most memorable recol-
lections of this tumultueus quarter-century
have been gathered during extensive trav-
els in the U.S. and overseas.

Among the events documented in Calen-
dar have been roughly 50 jazz festivals,
from Monterey to Montreal and Montreux,
as well as some 20 jazz cruises, and
miscellaneous (sometimes strange) sights
and soundsencountered around the globe:

WEST BERLIN, 1967: A formidable
force, in Europe as at home, is the Los

LN
Associated Press

Jazz throughout the years—Clockwise, from top left: On his 70th birthday, Duke Ellington is
congratulated by President Nixon after receiving the Medal of Freedom in 1974; Hoagy Carmichael
of “Stardust’ famein 1969; Louis Armstrong in one of his final appearances in Las Vegas aftera
longillness; last year's "'Hearts for Ella"™ benefit draws together Quincy Jones, Ella Fitzgerald,
Bobby McFerrin and Lena Horne, and Pear| Bailey flashes 'l love you™” in sign language at the JVC
Jazz Festivalin New York.

Angeles trumpeter Don Ellis, whose gim-
micks (echoplex amplified trumpet, odd
meters) earn wild applause for his band;
but mixed with it are some loud boos—a
reminder that Berlin is notorious for the
rudeness of its jazz audiences.

In 1968 Ellis, playing a trumpet cantata
written in 11/4, 5/4 and 3/4 time, again
draws clapping and catcalls. Maynard Fer-
guson also elicits cheers and jeers; Sonny
Sharrock, contorting himself into a pretzel
and making his guitar sound like an
amplified avant-garde banjo, draws still
louder hostility. Overall, the crowd’s reac-
tions reflect a deep concern for the up-
heavals that are changing the arts.

WASHINGTON, 1969: The first of three

s . o o 1 L e e e )

ELENA SEIBERT / Los Angeles Times

invitations to the White House, and the
most memorable because of the occasion
{Duke Ellington’s 70th birthday) and the
way in which President Nixon has chosen
to célebrate it (the maestro is awarded the
Presidential Medal of Freedom, the highest
civilian award).

Gathered in the East Room. we hear the
President ask us to “raise our glasses to the
greatest Duke of them all” After an
all-star jam session and a solo by Ellington,
the President says: “I haven't played piano
since I've lived here; however, I'll try if
you'll join me—but please. in the key of G."
We all sing along as Nixon plays “Happy
Birthday."

Please see Page 62
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m’nuagy Carmichael: “If I were
. and if T brought my

' ‘Sw:d:m or ‘Georgia’ or ‘Lazy
W or ‘Rockin’ to a record
. company teday, as unfamiliar ma-
terial, ] wouldn't get past the front
door.”

ANGELES, ~ 1970:"Eouis™
Armmong. who was near death a
few months ago, has not resumed
playing his horn but is well enough
to take part in a “This Is Your
Life"- nylg,binhdw celebra
he Shrine 0

,mockin' Chair,” which they. re-
~ corded in 1929, (Satch will play
again, with Pearl Bailey in Las
Vegas, but will live only two days
beyondhunen birthday.)
HONOLULU, 1970: The Royal
- Hawailan Band plays its annual
‘Christmas _concert in Kapiolani
Park. KldOr} the trombonist who

in 1921 in Los Angeles made the
first black jazz combo record ses-
sion, retired here some years ago.
Frail and no longer able to play, he
is called out of the audience. “This
is our tribute to Mr. Ory,” says the
narrator. Ory, whose career began
insNew-Orieans in 1907, is frail; he
looks like a patriarch Indian chief.
Onstage, he sings a chorus of the
composition that became his social

.security: “Muskrat Ramble.” He

recorded it with Louis Armstrong
in 1926. This was his final appear-

“'ance; he died here in 1973.

COLORADO SPRINGS, COLO.,
1871: A musical high in the foot-
hills of the Rockies as businessman
Dick Gibson presents his ninth
annual jazz party (the first of 20 to
be covered here). With 40 hand-
picked musicians and 200 guests,
Gibson offers vibrant evidence of
the durability of mainstream jazz,

and of the lack of any generation

gap. A highlight of the Labor Day

weekend is a duet in which the
legendary stride pianist Willie
(The Lion) Smith, 73, wearing his
usual battered derby and chomping
on a cigar, shows total compatibili-
ty with the drummer assigned to
him— Duffy Jackson, aged 18.
VENICE, ITALY, 1972: By bus,
train, plane and finally gondola, the
Giants of Jazz (among them Dizzy
Gillespie, Thelonious Monk and Art
Blakey) arrive at the ornate, 180-
year-old Teatro La Fenice. Among
the most impassioned listeners is
Romano Mussolini, jazz pianist and
youngest son of the late dictator,
“Monk’s solo on ‘Just a Gigolo' was
a masterpiece of melodic simplici-
ty,” he says. "I drove six hours
from Rome to get here and see my
old friend Dizzy, but for moments
like this I would drive much lon-
ger.” Mussolini, who says his fa-
ther “was a Fats Waller fan,” leads
a quartet that includes the [talo-
American clarinetist Tony Scott.

NICE, 1974: At the [irst annual
Grande Parade du Jazz, held in

Cimiez Park, a bust of Louis Arm-
strong i1s unveiled by Prine

Grace of Monaco. Jwes Ba.u:sj
and Josephine Baker are present 1o

LW

take in the swi an
rock sounds. i
COLORADOQ SPRINGS, 1976: A
memorable moment at Dick Gib-
son’s party. Eubie Blake, 83, who
wrote his first tune in 1899, plays
his elegant ballad “Memories of
You" as a duet with the ¥
trumpet prodigy Jon Faddis. They
have never met, but it's instant
empathy. “When Jon Paddis was
born,” Gibson tells us, “Eubie was
70 years old.” (Later, Blake says.
“If I'd known I was going 10 live

this long I'd have zken better care
of myself."”)

TOKYO, 1977: Japan has 400
jazz coffee shops (50 are in Tokyo)
They have names like Dig, Dug,
Lady Day and Birdland: all are
stocked with big libraries of LPs
In 1976, 1,300 jazz albums were
1ssued in Japan—twice the US

Please see Page 89
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nationality of a sideman meant nothing to
him. He took particular pride in the
presence of Valery Ponomarev, the trumpet
virtuoso who was Wynton Marsalis’
predecessor Ponomarev had only been away
from the Soviet Union a few months when
Blakey hired him; he remained in the band
for more than four years.

In the later editions, the international and
interracial element became more common:
Benny Green was a nomble discove Iy, as
was the brilliant Geoff Keezer, who took over
the piano chair from Green at the age of
cighteen. The final Messengers band also
included the Australian tenor Dale Barlow:
the superb ex-Akiyoshi trumpeter Brian
Lynch, and the bassist Essiet Okon Essiet,
whose parents were from Nigeria.

In those last years Blakey was plagued by
a problem few of his audiences knew abou:
he had become deaf (which might explain
his painfully out of tune vocal of “For All
We Know" on the Windham Hill album
Bluesiana Triangle). “He could hear enough
to get by” Brian Lynch recalls, “He said he
could follow the music by the vibrations.
Sometimes, if what he was listening to
sounded too tinny to him, he'd turn off his
hearing aid”

Blakey kept the flame alive even when age
had taken its toll. Chippin’ In, the Timeless
album, exemplifies the extent 1o which he
was able to update his repertoire without
ever losing the perennial Messengers
essence. Except for a drum solo track and a
Wayne Shorter tune, everything in the album
was composed or arranged by one of the
members: three by Brian Lynch, an original
and a chart on “Love Walked I by Javon
Jackson, “Aquarius Rising” by Frank Lacy
(who at the time was Blakey’s trombonist
and musical director), the teenaged Geoff
Keezer's brilliant arrangement of Billy
Strayhorn's “Raincheck” and a Keezor
original, tiled “Brain Stormin™

“Yes, sir, I'm going to stay with the
youngsters,” Blakey once said. “It keeps the
mind active’ What is remarkable about that
statement is that he made it when he was
36, and his sidemen were only eight or ten
years his juniors. Of course, he continued to
make it when the musicians were young
enough to be his children or grandchildren.

Art Blakey was a magnet who drew into
his orbit several hundred aspiring artists,
many of whom went on to international
acclaim (from Clifford Brown to Keith Jarrett
to the Marsalis brothers). Looking back at
his accomplishments, one wonders whether
he will be better remembered as a definitive
modern drummer or as a leader of men.

Something else Blakey said, also many
years ago, bears repeating: “1 try to show the
young musicians the way that | have learned
t0 go In music and the ideas that I belieye
people will go for. [ believe you can do this
without compromising — you can deliver

good music, well performed, modern, but
never so lar ahead of the public that they
are lost, or so far away from the rhythm that
jazz itself is lost. That's the way I feel about
music.’

Blakey lived up to those principles perhaps
more consistently than anyone else I can
bring to mind. We will all miss those
dynamic press rolls, the romping sock cym-
bal, the pep talks to the audience, the will 1o
succeed that governed one of the most ex-
traordinary careers of the past half century.

I was reminded of the enormous legend
he left us, with the arrival of the December
issue of Swing Journal (the Japanese jazz
magazine). Blakey was on the cover and
inside were the kinds of investigations one
looks for in vain in any American
publication — eight pages of photos of his

funeral (one of them a two-page t:fnsc-u;\ of
Blakey in his coffin) followed by an eight-
page section that showed the album covers
and printed the personnel, in English, of
106 Blakey albums. Some. inevitably, are
easier to find in Japan than in his own
country, but enough survive here, and are
being transferred 1o CDs, 1o reassure us that
Art Blakey's contribution is not likely to be
ever forgotien. @
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RETROSPECTIVES FROM 40

sessions co-starring Harold Land on tenor
and alto player Pony Poindexter, both of
whom are overshadowed by the immortal
guitarist. ®
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BY DEBRA BRESNAN

WHETHER REVERBERATING WITH ECHOES of the past or giving a hint of the future,
the acoustic bass holds a revered place at the center of the jazz universe. This
cranky, cumbersome instrument is loved for its unique voice, which creates a
timeless beauty and richness that cannot be ignored, especially when it's in the
spotlight. And it's the innate sense of interplay, with a love for the whole, that
is the key to the acoustic bassist's success once he has made the decision to lead.

O Perhaps more than any other instrumentalist, acoustic bass players are aware

of the dependence performers have upon each other. Most often placed to the

side, bassists have usually been support personnel. But, while still crucial in the
role of time-keeper, the acoustic bass is now present — prominent even — as a
melodic instrument as well. And bassists are approaching the leadership role
differently than might be expected. Upright bass players are, by their own
admission, a group that resonates to a different tone. 1 With over 1000 releases
to his credit and almost forty of those as a leader, Ron Carter is one of the most
recorded acoustic bassists in Jazz history. But he is one bassist who determined
early in his career that he wanted to lead with his unique voice. When he made
his move into a leadership role, he trned to the piccolo bass — an instrument
one-half the size of a full-sized bass — and tuned it to stand out in an ensemble
setting. With the enhancements now available in recording technologies and audio

equipment, the warmth and sound of the acoustic bass has more presence, thus
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is that Blakey's music was twrally African in
origin. He did indeed go to Africa some
tme in the early 1950s, adopted the Muslim
name Abdullah 1bn Buhaina, and played
with tribal drummers who may have
learned more from him than they wught.
Essentially, Blakey was the product of an
Afro-American culture and had developed
the main attributes of his style during the
Eckstine years: the time-keeping on the ride
cymbal, the rock-steady basic beat beneath
snare and tom-tom complexities, the prac-
tice of placing an elbow on the snare to vary
the pitch, of course the crossrhythms (the
three-against-four and who knows how
many others), and at times sensitive brush
work.

Unlike Roach, Louis Bellson, and other
drummers who had substantial credits as
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composers, Blakey was a limited musician,
academically. I have vet to wlk to anyone
who saw him read a drum part. But if he
couldn’t read music, did it really mauer? Ir
is said that on one important all-star record
date he had another drummer run through
the drum parts for him — his ear was so
quick and his mind so retentive that this
was all he needed.

“All Art required,” recalls Horace Silver,
who co-led a Jazz Messengers unit with
Blakey between 1953-55, “was to hear a
chart once or twice, and hed catch on. 1
remember, when 1 was playing at Birdland,
he'd come and sit in, we'd play something
he hadn't played for two or three years and
he'd remember all the breaks!”

Blakey from the beginning was an inspir-
ing — some would even say coercive —

For FREE Full Color Literature and
Prices on our Complete Line of Audio/
Video Storage Systems: Call Toll Free
1-800-432-8005, or FAX your name
and address to 1-201-748-2592. /

performer who invariably gave his all, and
expected nothing less from his men. He
particularly enjoyed working with other
drummers. On one 1957 album, Orgy in
Rhythm, his tidal-wave snare drum rolls
found themselves in the company of Jo
Jones, Specs Wright, and Arthur Taylor, and
an Afro-Cuban rhythm section with Sabu
Martinez and others playing bongos,
timbales, tympani, maracas, cencerro, and
tree log

Such experiments aside, Blakey preferred
to retain a unit that had what became the
basic hard bop sound, dominated by two or
three horns. But it was not until 1958 that
the band started to develop a clearly defined
personality through the use of compositions
by some of his more gifted sidemen, nowbly
Bobby Timmons and Benny Golson. One
session that year produced four future
standards: Timmons® “Moanin]’ Golson’s
“Along Came Bertty" “Blues March.” and
“Are You Real”” Soon after came Wayne
Shorter with “Lester Left Town!" Then, in
1961, Blakey assembled what | tend to
regard as the most memorable of all the
Messenger units, with Shorter, Freddie
Hubbard, Curtis Fuller, Cedar Walton (all of
them composing), and Jymie Merritt or
Reggie Workman on bass.

The early 1960s produced a series of
standards that remained in the Blakey book
no matter how frequent the turnover of per-
sonnel. Typically, the Horace Silver piece
“Mayreh)" first recorded in a 1954 Birdland
date, can be heard again in the new Soul
Note album I Get a Kick Out of Bu, recorded
in 1988 with musicians who were not even
born when Blakey and Silver first taped the
tune. The Messengers thus was both an
ongoing source of renewal and a fascinaring
continuum. The last time | heard Blakey, at
Birdland West in Long Beach, he was using
a similar mix of new and very old themes.

The turnover in the Messengers was
generated sometimes because of a sideman’s
desire to make a change, but there were
occasions when Blakey himself would
resolve to wipe the slate clean. Thus in 1965
he came up with an entirely new version of
the band, in which Keith Jarrett and Chuck
Mangione were key figures. Perhaps because
it recorded for the short-lived Limelight
label, this band is not as well remembered
as it should be. Mangione, in addition
playing in a style that reflected Clifford
Brown and Miles Davis, contributed such
valuable originals as "Buttercorn Lady.”
“Recuerdo;’ and “Between Races!” He stayed
with Blakey untl 1967.

Observers who have implied that Blakey
resorted to white sidemen out of
desperation, because blacks allegedly were
in short supply, have forgotten thar his
record for integration went back a quarter
century. Though he was involved with an
Alrican-American idiom, the color or
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WHETHER ON OR OFF the bandstand, Art Blakey was a tireless propagandist for the music
to which he was consumingly devoted. There is a story, and I don't think it s just apocryphal,
that Blakey once attended a funeral, and, during a lull in the service, after all the eulogies had
been given, he stood up and said, “Well, if everyone is through, I'd like to say a few words
about jazz" O Every time | heard the Blakey band, he preached his gospel, telling the audience
that this was American music. (He never seemed to hyphenate the adjective, preferring to put
it on a national rather than a racial basis.) “No America, no jazz,” he would add. “There’s no
other music like this anywhere. Anyone who doesn't check out this music has missed
something important” (] A statement along these lines was quoted in the notes for the Timeless
CD Chippin’ In, recorded last February after he had wrned seventy. This disc and another
taped two months later, One for All on A&M, remind how, even in the final years, when it was
becoming more difficult to maintain steady personnel, the Jazz Messengers were delivering
a message not substantially different, in terms of compositions, soloists, and overall impact,
from the groups Blakey led back in his earliest days with Blue Note Records. 0 Art Blakey
is regarded as a pioneer bebop drummer, but those of us who knew him in the pre-Messenger
era remember other aspects. Certainly he had absorbed many of the characteristics of the
new jazz movement and had listened to Kenny Clarke and Max Roach. But when he joined
Dizzy Gillespie and other boppers in the Billy Eckstine band of 1944, he was playing shuffle

rhythms — and Dizzy promptly turned Blakey’s head in the new direction. 0 Another myth
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HBO’s Josephine Baker”
The Naked Truth

BY DANIEL CERONE
TIMES STAFF WRITER

osephine Baker, described by
Ernest Hemingway as the
most sensational woman
anybody ever saw or ever
will, became the sultry, con-
troversial rage of Europe in
the 1920s after leaving the
United States at 19 1o escape
racism. When she died in her
sleep at 68, she was called
one of the most successful
black entertainers of her time and a
il rights leader of historical stawure.

America never opened its arms to
Baker—a sad, recurring strain in the
bittersweet ballad of an irrepressible
talent. In the years since her death in
1875, Hollywood 100 has been slow
to warm up o Baker as a dramatic
subject, despite the undeniably dra-
matic events in her life.

“I think that it5 been very difficult
for the industry to really have a strong
enough beliel in who Josephine Baker
was, even though they could see the
vastness of her story,” said Lynn Whit-
field, star of HBOS extravagant movie

wotiine Baker Story,” airing Sat-
. this is an epic life.”

mrutield, 30ish, says whole gener-
ations of auchences today are unfamil-
tar with who Baker was—her child-
hood in an old railread boxcar, her
unabashed sexual freedom on stage in
her trademark banana skin, her status
as one of the wealthiest black women
inthe world, her multiethnic “Rainbow
Tribe" of a dozen adopted children,

and her eventual firancial ruin,

“You know, being a black woman
n this country and knowing abowt
people through the folklore, through
the word of mouth, through the fami-
ly, you understand the tragedy of
anonymity in America that occurs to
so many black people who have ac-
complished so much. Because the his-
tory books simply weren't geared to
telling our stories,” Whitfield said.

There have been plans forother

STEVE FONTANNI

Baker projects—a feature film from
Doally Parton’s Sandollar production
company and a Turner Network Tele-
vision movie starring Diana Ross, who
received an Oscar nomination in
1972 as jazz singer Billie Holiday in
“Lady Sings the Blues.” But while the
$8-million HBO movie, which a
spokesman called the cable channels
most ambitious movie to date, is
ready for telecast the others are still
stuck in early stages of development.

“Lhink the feature film indlustry is
not ready at this point to put all their en-
ergies into a project that fearures the life

of a black woman,” said Whitfield, who
| was so determined to play Baker that

she produced her own screen test. “And
| interms of ielevision it was a tough story
| 1o tell because it required nudity. .. If
| you take that out of the story you take

Lynn Whitfield said she leared a tremendous

deal about herself by recognizing the caus-
dmmmmunmtmmmhwm&w
M"Wﬂ.mmnmmwwmmmm

out a huge chunk of what gave

Josephine the momentum she had. That

would have been a tough network sell.
It really took cable TV coming to its ma-
turity to make this movie.”

(HBO shot two versions of Whit-
lield recreating Bakers “Banana
Dance” and "Danse Sauvage.” In one
version Whitfield was semi-nude and
in the other she was covered up for fu-
ture syndication and [oreign markets.)

The critical success or failure of
“The Josephine Baker Story,” which
co-stars David Dukes, Ruben Blades
and Louis Gossett Jr., falls on Whit-
field’s slim shoulders, The responsibil-
ity is heavy for a relatively unknown
actress who has played mainly charac-
ter parts in [ilm (“Silverado”) and tele-
vision (the ABC miniseries “The
Women of Brewster Place”). HBO says

that hundreds of actresses auditioned
for the role. Whitfield, a dancer but
not a singer, was passed on at first and
then called back after several months
of unsuccessful auditions

“It was her acting,” British director
Brian Gibson said. “There was a certain
monotony watching the other actresses
audition for Josephine. They sort of got
the main points. They got the energy
and the upishness and the political
commitment. But the performances
became compulsive or repetitive or
self-righteous, a lot of things Josephine
wasn'. Josephine had all these subtle
harmonics around her, and Lynn man-
aged to capture those,”

Whitlield had to strip down in
several ways to play the title role,

Physically, she had to drop her in-
hibitions—and her clothing—to pre-
sent Bakers unabashed sexual free-
dom—posing as a statuesque nude
for an artist, dancing seductively on
stage wearing next to nothing and los-
ing herself in the lusty embrace of her
first husband (Blades).

Mentally, she had to let go and
make hersell vulnerable to the emo-
tions that Baker embodied, which
Whitfield summed up as “innocence,
narcissism, heroism, self-indulgence
and anger.” It was partly because Whit-
field made herself so vulnerable in re-
hearsals that she fell in love with her di-
rector and married him in July, a week
alter shooting wrapped in Budapest.

“More than any time before in my
career, there were great demands of
tremendous intimacy between mysell
and my lead actor,” said Gibson,
whose credits include NBC5 “Drug
Wars: The Camarena Story," an Emmy
winner for best miniseries last year,

“Josephine was a very open, vul-
nerable character,” he said. “And early
on in rehearsals we both realized that
we had to be very open to one another
in a way that goes way beyond what a
formal director and actor might share.
That was the basis; we ¢ouldn't have
any secrets.”

Whitfield said, “We had to respect
each other, and listen to each other,




Cover Story

and support each other. | think many
of the qualities that are necessary for a
creative parmership we learned and
carried off into marriage.”

In addition, neither the directornor
his actress had shot nude scenes be-
fore. When asked at what point he fell
in love with Whitfield, Gibson laughed
and said, *During the banana dance.”

Whitfield and Gibson were inter-
viewed at their lavish, Spanish-style
home in Hollywood Hills. In person,
seated at her kitchen table eating comn
flakes, Whitfield’s petite body seemed
in marked contrast to the towering
character she portrayed on the screen.

*1 was disappointed when 1 first
heard about the role,” Whitfield said.
*The first thing I said was, ‘'l don’t
think 'mright for this part." You know,

| she wastall and a dancer and a singer.”

TV Times, March 10-March18, 1991

Still, citing a shortage of leading
roles for black women, especially ones
of such impact as Baker, Whitfield des-
perately wanted the part. So she tacked
up ads on USC and UCLA bulletin
boards for film students, had a friend
design some costumes, turned to an-
other friend to choreograph dance
numbers and then videotaped her own
screen test, all forabout $3,000.

*l had a vision of who Josephine
was, and 1 wanted to make sure that
vision was captured,” Whitfield said.

When she won the role, Whitfield
wanted to do Baker justice by reintro-
ducing her to new American audi-
ences. Baker gave Whitfield something
lasting in return.

“] learned a lot from what 1 would
consider to be her human flaws, her
inability to be truly intimate,” Whit-

field said. “She was very capable of
being intimate with an audience, but
being intimate with one person was
difficult for her. I think | had a touch
of putting my life on hold until my ca-
reer was where | wanted it to be.

“Had 1 not done Josephine, had 1
not felt the real brunt of some of the
decisions she made as an” older
woman, had 1 not dealt with myself, |
probably wouldn't have gotten mar-
ried. ... | learned from who she was,
the wonderful parts and the tragic
pans, so that | could make some ad-
justments in my life, so | wouldn't end
up 68, having lost everything, with no
man, with children who are distant,
and with no career.”

“The Josephine Baker Story™ pre-
mieres Saturday 8-10:15 p.m. on HBO.

AMERICA'S SNUB
WAS PARIS’ GAIN

“

J azz Cleopatra” was the name given
by Phyllis Rose to her 1989 biography
of Josephine Baker. The title wasalitle
misleading: Baker’s association with
jazz as we generally understand the
term was all but nonexistent.

Nevertheless, when Baker joined |

“Shuffle Along” in the summer of 1922
(it had concluded a 14-month run in
New York and was about to go on the
road), the show was said to feature “jazz
dancing.” and Baker, all of 16 at the
time, already was a superb perfommer.

Eubie Blake, who with Noble
Sissle wrote the score for the show (it
produced such hits as “I'm Just Wild
About Harry™), once told me: “She
was spectacular. There were routines
worked out for her, but she would for-
get them and improvise wild steps of
her own, some of which were hilari-
ously funny. She had the audience
screaming and yelling.”

When the show reached St. Louis,
Baker went home to see her mother,
and reportedly was horrified at the
filth she now realized had been her
background. She didn't see her family
again for 14 years.

In the chorus of *Shuffle Along”
she had made $30 a week; in her next
show, "Chocolate Dandies,” she was
one of the highest-paid artists at $125
a week. After working for a while at
the Plantation, a club at 50th Street
and Broadway featuring an elaborate

BAER 6 RAY HAWONS GALLERY

black revue, Baker was offered a
chance to play in a show in Paris.
The troupe sailed Sept. 2, 1925,

| on the Berengaria, Josephine Baker at

19 was free from the racism she had
been unable to escape at home; soon
she was on top of a world in which
she had too long inhabited the bottom
rung of the social ladder.

Although the ads for “La Revue
Negre” showed grotesque stereotypes
of black men, Josephine Baker was

| generally treated with deference. True,

she was partly a curiousity to French-
men who had no contact with blacks,
but before long she had ranscended
the limitations and found herself the
toast of an entire country. Her banana

| skirt in the Folies Bergere was scan-

dalous and savage 10 some, sensual

| and seductive to many.

Baker’s romances and marriages,
her adoption of a large interracial fam-
ily of children, her every move made
news. She was the first black artist to
become a world-class show business
figure by moving to Europe. She min-
gled with other expatriates like Brick-
top and the poet Langston Hughes;
she studied French, partly by reading
her press clippings.

Exactly what was Bakers contribu-
tion to the arts? Basically she was an
instinctively brilliant entertainer, as 1
observed on first seeing her in Paris in
the late 1940s, Her stage presence and
command of the audience were spell-
binding,

Baker, though never primarily a
singer, recorded off and on. Coinci-
dentally, a lavish two-CD set covering
50 songs she recorded between 1926

and 1936, with an illustrated booklet,
has just been issued on Elysee Records
DJZ-2-614.

She came back to the States several
times, with little success in 1936 and
1948, but in 1951 she was well-re-
ceived in New York, Chicago and
Boston theaters, making up to $11,000
aweek, On May 20, 1951, I saw her at
Harlem’ Golden Gate Ballroom, where
the NAACP was honoring her with a
“Josephine Baker Day” testimonial.

Her last chance at enduring suc-
cess back home was ruined through an
incident that year at the Stork Club.
The owner, Sherman Billingsley, was
notoriously hostile to black patrons.
When Baker visited there and com-
plained of being mistreated, she be-
came the object of violent attacks by
Walter Winchell, a powerful gossip
columnist who was a close friend of
Billingsley: Winchell’s incessant deni-
gration of Baker (about whom he had
previously written enthusiastically)
had a devastating effect: Her U.S.
bookings were canceled, her hopes for
an American movie career destroyed.

The last time 1 saw Baker she was
at the 1974 unveiling of a bust of
Louis Armstrong in Nice. Baker, who
had been asked by her friend Princess
Grace to star in a gala for the Monacan
Red Cross, was at the Nice Jazz Festi-
val to see the princess perform the cer-
emony: She had only a year to live, but
at 68 she was almost as imposing a
symbol of glamour as when she had
first conquered Paris almost hall a
century earlier.

She was a brave woman, as firm in
her opposition to fascism during

World War 1 (she was awarded the Le-
gion d’'Honneur) as in her flouting of
Jim Crow at home, In America she
made a recurring issue of breaking
down color lines in night clubs and
restaurants, but in France such prob-
lems never presented themselves.

Onstage, she was a figure of unique
stature; offstage, she was a fighter for
just causes. Ironically, the Walter
Winchells and Sherman Billingsleys of
the 1950s are long gone and forgoten,
but the Josephine Baker legend lives on

Leonard Feather is The Times' jazz
critic.

At 19, Josephine Baker left the segregat-
ed stages of the United States to dance
and sing her way to fame in Paris. She
returned to New York in 1951 but an ugly
incident with a racist bar owner and gos-
sip columnist destroyed her hopes of a
U.S. film career.
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MO’ BETTER
CRUISES

Star-studded jazz
liners get hot on
the high seas

By Leonard Feather

58 LOS ANGELES MAGAZINE

STACY ROWLES WAS nervous. Not
that the young L.A. trumpeter lacked
confidence. Like the other musicians
and passengers on the four-day jazz
cruise. she had flown from Southern
California to Vancouver to board Re-
gency Cruises’ Regent Star back to
L.A. and clearly this was a sympa-
thetic crowd of true jazz believers.
MICHAEL KELLNER

No, what worried Rowles was that
Dizzy Gillespie was in the audience,
and with Gillespie listening, how can

& you not be nervous?

Her fears were unfounded. Half-
way through the show. Gillespie. in a
totally unplanned gesture, jumped
onstage, horn in hand, and played a
gentle obbligato to her solo on “My
Funny Valentine.” As the duet ended
to a standing ovation. the bebop pio-
neer embraced Rowles and handed
her a bottle of champagne.

I's this kind of spontaneity that
makes a jazz cruise such a singular ex-
perience. Indeed, there’s no predict-
ing what will happen when you join a
boatful of musicians for a few days on
the high seas. Which may also explain
why jazz cruises have quickly become
a multimillion-dollar phenomenon.

No wonder. Where else can you:
% spend several

days among like-
minded music buffs, with sunshine,
gambling and almost round-the-clock
meals tossed in?

But even more to the point, during
a landlocked festival you just see and

hear your idol onstage; on a cruise, |

after the show you may well wind up
having drinks with the saxophonist of

your choice, sharing a breakfast table |
with Rowles or even, if you dare to |
challenge him, take on Gillespie in a |
chess match. (Warning: Diz is a whiz.)

A jazz cruise is perhaps also the
only situation in which musicians do
more than their contracted share:
They sit in with one another or orga-
nize jam sessions that go on until
dawn. For them, the cruise is a paid

vacation. Many bring along spouses |
and friends. Consequently, the artists

tend to be accessible—and com-

passionate when the need arises, as

was observed during an incident in-

volving Joe Williams, the veteran ex-

Count Basie vocalist.
Williams was in the crowd one eve-

MaAY 1831

ning during a “Passenger Talent
Show.™ usually an event that brings
out the worst in otherwise lovely peo-
ple. As one hapless lady struggled her
way through “Lush Life™ (a tough
song even for hardened vocalists),
Williams walked onto the stage, put
his arms around her, sang the rest of
the song with her and then ambled
off. his mission of mercy completed.

Jazz cruising, as we know it, actually
began in 1974 with a series of jaunts
out of New York on Holland America
Line’s SS Rotterdam. (Ella Fitzgerald
and Oscar Peterson headed the all-star
cast for the maiden voyage.) The no-
tion was popularized in 1983 when
Hank O'Neal, a former FBI agent-
turned-impresario, and his wife, Shel-
ley Shier, a former actress from Can-
ada, of New York-based HOSS, be-
gan booking weeklong cruises on the
Norwegian Cruise Line's SS Norway
every October out of Miami to Saint
Thomas and other Caribbean ports.

HOSS' first venture was modest:
Only 23 performers took part, and
barely 20 percent of the voyagers were
aware it was a jazz cruise, But so fast
did the notion catch on that by last
year, O'Neal and Shier doubled their
fall jazz-cruise schedule to include
two consecutive seven-day outings
(this year, from October 19 to 26 and
October 26 to November 2), the SS
Norway had hired 129 musicians and
95 percent of the passengers came
strictly for the music.

Though the ship leaves from Mi-
ami, “Los Angeles accounts for at
least 25 percent of the guest list on the
SS Norway,” says Pam Page of Jazz
Club at Sea. a Houston-based travel
agency that books thousands of pas-
sengers annually on these proliferat-
ing jazz cruises, “It's so easy for
Angeleans because the round-trip fare
to Miami is included.” The average
fare per person this year is $1,500.

ing in several directions: It has added
a Dixieland cruise (May 4 to 11) and
an R&B cruise (December 14 to 21)
to the SS Norway’s lineup. And it’s
also booking minifestivals on severa'
other vessels, including NCLs Wes:.
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ward (seven-day cruises from New
York to Bermuda through October)
and Royal Viking Line's Royal Viking
Sky (four consecutive two-week
cruises from Vancouver to Skagway,
Alaska from June 22 o August 4).

Local Big Band fans, too, can now
head for the high seas. Last month
O'Neal and Shier dispatched the
Royal Viking Sky, with the Harry
James Orchestra (led by trumpeter
Art Depew), from L.A. for a trans-
Panama Canal trip, winding down in
Fort Lauderdale. A similar itinerary
involves forthcoming excursions on
the Royal Viking Sun, with the Les
Elgart Swing Band (November 10 to
27) and the Glenn Miller Orchestra
(November 27 to December 14).

Of course, it must be said here that
the SS Norway has been called a float-
ing city: At 70,000-plus tons, it’s the
biggest moving object on any body of
water, and with newly added cabins it
can now absorb up to 2,200 jazz-
hungry patrons. Clearly, some fans
would opt for the intimacy of the
20,000-ton Regency Cruises ships,
which have made one jazz passage an-
nually since 1986 from Vancouver to
L.A. This year, however, their sched-
ule has doubled. Last month the Re-
gent Sea set out from L.A. to Vancou-
ver, with a stop in Victoria, with such
singers as Marlena Shaw, a glamorous
ex-Basie vocalist, and Rev. O.C.
Smith, who made the charts in the
’60s with “Little Green Apples” and
“That’s Life” and is currently with the
Science of Mind Church in L.A. Also
on hand were world-class saxophonist
and composer Benny Carter, as well as
Paul Horn, whose quintet was a staple
at the old Shelley’s Manne Hole in
Hollywood. Among those in the band
were saxophonist Red Holloway,
trumpeter Rowles and trombonist
Delfeayo Marsalis. (He's not as fa-

Recently, HOSS has been expand- / mous as his older brothers Wynton

and Branford, but watch out!)

In September, the lineup flying
from L.A. to Vancouver for a Regent
Star southbound voyage to San Pedro
features a tribute to Duke Ellington,
with such Ducal alumni as singer
Herb Jeffries (“Flamingo™), drum-
mer Louie Bellson, trumpeters Bill

MAY 1991

Berry and Rolf Ericson, trombonist
Buster Cooper and New Orleans jazz-
blues-gospel queen Juanita Brooks.

Haying participated in some 20
cruises (as a passenger, producer, tal-
ent coordinator or emcee) over |7
years, | have become the voice of sea-
going experience and am persuaded
that no better conditions exist in
which to enjoy music than away from
the mundane distractions of junk
mail, UPS deliveries and phone calls
at home or. if you go out, traffic jams
and parking lots. And whichever you
do, there's always the bad news on TV
and in the papers. (Significantly, even
during our stops in port hardly anyone
bothered to look for a newspaper.)

As a woman who was making her
fifth cruise a couple of years ago
noted: “In ‘Basin Street Blues,” there
was a line that went ‘Heaven on earth,
they call it Basin Street.” Well, for me,
this is heaven on water.”

Tell it to Red Norvo. This past Oc-
tober, the SS Norway held its “Vibra-
phone Spectacular,” with Terry Gibbs,
king of the bebop vibes, and Gary
Burton, the former teen prodigy who's
now with the Berklee College of Mu-
sic in Boston. Lionel Hampton was
due on last, but before his appearance
Gibbs said, “We have a famous man
in our presence, and I would like to
ask Red Norvo to join us.”

Norvo, you may recall, is the pio-
neer mallet wizard of the pre-swing
era who goes back to Paul Whiteman
days. He had been unable to display
his virtuosity on the vibraphone since
suffering a stroke in 1985. But Norvo,
82, now rose slowly from his wheel-
chair, reached for the center vibra-
phone onstage and, picking up two
mallets with his right hand, eased into
a chorus of *When You're Smiling.”

Urged on by rhythmic comments
from Gibbs and Burton, Norvo com-
pleted the tune, and as these magic
moments ended, it seemed the whole
world was smiling with him. Norvo
was clearly moved by the standing
ovation. Since returning home, he has
had offers from two record compa-
nies, both willing to take a chance on
a soloist with one good hand. u
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Talbert’s appearance was at odds

with the concept that this wouldbe
a tribute to Kenton ‘and the &reat Thursday evening at the Balboa  thatcame close wsugg"s:mgxen
triguin

! Sﬂd‘hhyﬂﬁm{g*ﬁ el L .8 tel grounds, we Am s
Y EWPORT BEA St 8 e atically lova & dle- m wereerliiaev?at?g Rumse i talants hwbandgeneram A less- Pavilion) offered several simplistic tdn's bravura was an in
; '. Balboa," Back to ¢ A 33 loyal to the maestro who, pmb&ﬁin ﬂ‘leoﬁgmaj band, ey, Who | ep-known figure who worked min-  tunes inspired by the Count Basie  alto sax concerto featuriag.x,am
o tn a celebration dedicated re -tof Sha yﬁwm e Rugolo, the arranger wh and Pete | imally for Kenton, he played main-, band, They were of interest mainly Morgan.
emf andmusier.‘_ &;m. him. m w?;.h ians who workeidm" ensemble its identit; d‘{:,.f, gave the | |y recent, self-composed music as a starting point for such spirited The rest of “Back to Bal
goL U e;‘ _ in Newport P ﬂl@ dmmm of his 1940s. = Y g the late thatwascloseﬂoGlIEth.hanto soloists as Mike Fahn on valve celet‘rahonspoﬁsoredbyfadi 2
.A.!ﬁt,a@*]}ay the first singer to help the any of the styles with ~ trombone, Bob Cooper and Harold tion KLON and running throug
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* Kenton, who died in 1979, was '
revered amuch  band a hfeva life figure he was Land on tenor saxes and, in Dizzy  Sunday —promises to hew closer |
composer, pianist and ; s mt:m. , kept the crowd | su to be honoring. Gillespie’s “Manteca,” Paul Hum-  the SUbjec with Kenton compof

‘during; 3

2
| 3

jusﬁ ﬁtﬁmtes away Bt Where the ICan.
ton orchestra made its debut at ﬁ* ~ er whose impact in the 1940s and 1950s pgars (who played indoors  phrey on drums. The only work  ©€rs reviving various works.
m’“"ﬂ“'- ldwide admiration and, for a 3 1
commercial success.
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An Emotional
Tribute to
| Kenton Legacy

w The four-day ‘Back to Balboa® |
celebration in Newport Beach
marks the 50th anniversary of
the debut of his orchestra.

ByLH)NARDFFAmER
SPECIAL TO THE TIMES
EWPORT BEACH-"Back to Bal- The list is endless, and most of
boa” the four-day pilgrimage 10 (he setive survivors were here,
Kenton Mecca, ended Sunday eve- pugy proving that they and the
ning on a triumphal note. This was mOre  hariy have thrived like old wine.
than a tribute to the memory of Mare Cantor's old Kenton band
Kenton; it was proof of his vital legacy.  ghors and Shelly Manne's 1948
Ironically, the celebration at Hyatt home movies were filmed frosting

ewporter hotel marking the 60th anni-
- of his orchestra’s debut in nearby On thelive cake.

boa was also a reminder that there .
r;'::verwasun Kenton style. t was a hercic weekend, t:l:l if
Whereas others, like Ellington, Toshiko one has 1o pick out particular
Akiyoshi and Gerald Wilson, derived a heroes they would be Holman,
sound and persona directly from their own Rugole and Shank. Ench was pre-
pens, Kenton, who did very little compos- gented in several settings (one was
ing except in the early years, hired more he 22.piece alumni band that
r§ than most orchestras have musi- drew 2,500 to the Sllurd-a)" nigl}l

cians, underwent more changes of direction sert) and served on panels that

. | BALBOA Tribute to

have lives. Thus the band's personality

often changed from tune to tune.
The tribute's producer, Ken Poston,

wisely sidestepped this problem

ing a consistency that the Kenton bands
sometimes lacked.

It is easy to recall that some of this music
in its day seemed turgid, pretentious or
trivial; easy to remember Kenton's some-
times inflammatory social statements.

True; but also true, and more relevant,

™i.aee see BALBOA, F3

and projected more images than most bands

|

were consistently witty and infor-

mative. :
Rugolo was seen leading a 13-

by giving Yolce choir of students from Cal
many of the writers their own sets, achiev- State Long Beach, singing his ar-

|

rangements of “Night Sound” and
“Bager Beaver.” Rugolo's skill was
presented even more joyfully
when, on Saturday evening, he
took the alumni band through some
of the most durable works: “Inter-
mission Riff,” “Machito," “Concer-
to to End All Concertos,” and his
famous updating of “The Peanut
Vendor."

Anita O'Day, heard during the

ROD BOREN / For The Times

Anita 0'Day's performance at
“Back to Balboa" tribute to the
late Stan Kenton belied her 71
years. At right, Pete Rugolo puts
alumni band through its paces
with such works as ‘“Machito”
and '‘Peanut Vendor."

Rugolo segment, looked and
sounded too good by far for any
71-year-old woman who has lived
such a trauma-marked life.

Bill Holman, a product of a later
era (the 1950s), symbolized the
Kenton band that truly swung.
thanks in large measure to Hol

man's arrangements of standa:ds

(“Stompin’ at the Savoy,” “Steila
by Starlight”) and originals ( In
Lighter Vein,” venturing Lee Kon-
itz on alto sax). .

hile- most Kenton soloists
have sustained their crea-

tive level, alto saxophonist Shank
has extended and transcended his.
During a lunch-hour quartet date
with a perfect rhythm team (Mike
Wofford, Sherman Ferguson, Bob
Magnusson), he reached a breath-
taking peak.

A daytime surprise was the com-
pletely efficient reading, by a stu-
dent ensemble including 14 strings,
of “Nostalgico,” s«composed and
conducted by Manny Albam. A
complex, well structured work, it
was written in 1979 in the best
post-Neophonic spirit; Kenton
would have been delighted.

4

AR

The most provocative of all Ken-
ton’s wrilers was Bob Graettinger,
who died young in 1957. He was a
Bartok student whose “City of
Glass," controversial in 1948, still
sounds pompous and heavy-hand-
ed, overwrought in the most pre-
tentious of Kenton's multiple im-
ages. Bul some of Graettinger’s
works played ingenious tricks with
old tunes, of which "Autumn in
New York" came off best. The

manic-depressive treatment of °

“April in Paris” led one fan to
shout: “No more times!”
The festival's daytime ambience

Bandleader Stan Kenton Ends on Triﬁmphal Note

u‘ ""'..
=

was ideal. Concerts at the Hyatt
Newporter’s amphitheater brought
crowds, even at 11 a.m., to sit in the
sun absurbing the sounds of Buck
Florence’s Orchestra, interrelating
“Artistry in Rhythm"” into his ar-
~angement oi 'All the Things You
are.”

The lunchtime jams found fans
ranged around the big pool area

and thrilled by wvarious all-s |
quartets. The evening affairs, in ~

vast parking lot, were less then
comfortable as the weather turned
cool, bul the music offered its own
compensator) warmth,

Fm. in addition o & guest
shot with the alumm, brought
in hs own Big Bop Nouvesy Band
for his Sunday matinee—a bit more
bop than nouveau, bul rich in solo
talent, such as French planist
Christian Jacob and the awesome
Mike Fahn, who has single-hand -
edly brought the valve trombone
into the 1950y

The final concert eve-
ning. covering the bands from 1956
until the end, came close 10 match-
ing Saturday’s excitement. Chris
Connor, her jazz contralto enriched
and decpened with the years, ded: -
cated "All About Roanie™ to her
predecessor, the late June Christy
William Russo’s lively and infee-
tious “23 Degrees North 82 De-
grees West™ was the highlight of a
dazziing chiaroseuro sel. Lennie
Niehaus conducted his ambitious
“Atonal Adventure,” with five
French horns augmenting the
brass section. Marty Paich offered
a powerfully kaleidoseopic ar-
rangement of “My Old Flame ”

The balance sheet showed pl uses,|
far outnumbering minuses. This
emotionally charged and histori
cally unique event, organized by
KLON with the Kenton estate.
reflected credit on everyone: pro.
ducer Poston, the participating
musicians who made so much out
of not too much reheassal time, and
finally, of course, to Stanley Ken-
ton, whose presence hung almost
palpably over this splendid cele-
bration of a memorable career.




Remembering Stan Getz by Leonard Feather
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iizmﬂ IT UP: The 13th annual

Playboy Jazz Festival at the Holly-
wood Bow! offered an abundance of
‘vocal sounds along with some bris-
tling instrumentals. Reviewed by

| Leonard Peather. F'1

;lf,

JAZZ REVIEW

Miriam Makeba, left, spins Africana,
and Mercer Ellington, above, leads his
orchestra in a variable performance

at the first day of the Playboy

Jazz Festival at the Hollywood

Bowl.

ROBERT GABRIEL / L Angelos Tines

Playboy Festival Sings With Diversity

By LEONARD FEATHER
SPECIAL TO THIE TIMES

rom the first strains of choral pop vocal by the Long
‘Beach Polytechnic High School Jazz Ensemble to the
final indigo rideout of Ray Charles and the Raeletts

" plowing their way through “What [ Say."” the,1th annual

Playboy Jazz Festival at the Hollywood Bow on Saturday
seemed to be broadly based on one principle: When in
doubt, sing. y '

Of the 10 acts in the 8%-hour affair, five were
essentially vocal. Three others introduced guest singers.
But within these parameters there was enough diversity to
remind us of the rich stylistic and idiomatic range of jazz
singing, from the Louis Armstrong growl of Kermit Ruffin,
with the Rebirth Brass Band of New Orleans, to the

Africana of Miriam Makeba; {rom the primordial 19205

scatting of Patti Hollie with the Mercer Ellington Orches-
tra to the contemporary balladry of Dianne Reeves,
dedicating “For All We Know” to the memory of Stan
Gelz.

As has always been inevitable, the early acts worked for
a few thousand aftentive listeners. But by the time the
almost 18,000 eapacity had béen reached, the beach balls
were bouncing around the 1, the sun was setting and
the crowd was becoming a tad restless. That meant the
crowd gaye comparatively s shrift to South African
singer Makeba, her three backup singers, her rhythm
quintet and even to Dizzy Gillespie, who made a brief
cameo appearance in her last two songs. Ironically, Dianne
Reeves, who opened later with two African-flavored
songs, was better received, _ 5

‘The Long Beach choir, 20 strong, proved two points:

‘Group singing requires rehearsal and obedience, but solo

voeals call for inspiration and talent. Singing jazz standards
of several decades (Gillespie's “0Oo Pa Pa Da," Chick

Corea’s “Spain”) they succeeded in keeping the solos to a

minimum and blending impressively in challenging ar-
rangements,

Group vocals alsp dominated in a somewhat strange
offering under diregtion of emcee Bill Cosby. Despite the
presence in his hr id of such potent soloists as pianist

Mulgrew Miller, saxophonist Jimmy Heath and the promis-
ing young trumpeter Rebecca Franks, Cosby concentrated
on gospel vocals by Mavis Staples, Clint Holmes and a
12-piece choir. |

This odd mix did not prevent alto saxophonist Bobby
Watson from making a poteni impression. His solos left
little doubt that within a year he will be on the jazz
magazine cavers. Cosby, who conducted, did not play
drums until later in the evening, when he sat in during an
innoctous set by Spyro Gyra.
~ Elvin Jones, who spent six formative years as trummer
with the John Coltrane Quartet, presented a powerful
group highlighting two tenor saxophonists, one of whom
was Coltrane's son, Ravl, The visual image of his father, he
is-a rapidly maturing, well-organized soloist on tenor and

. soprana, contrasting with the more energy-oriented

sounds of his partner, Sonny Fortune,

Al the other end of the instrumental spectrum the
Rebirth Brass Band suggested a spinoff of the Dirty Dozen
Band, heard here at an carlier festival. These New Orleans

: Please see PLAYBOY, F4
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Top Talents at N.Y. Fest

'By LEONARD FEATHER
5sm§4.u TOTNE TIMES

EW YORK—The jazz re-
‘naissance came into focus
X here. oveé the weekend with
pening of George Wein's am-
-Ef%., 10-day JVC Jazz Iestival.
The quantity and diversity of
sounds set to take place through
% unday is beyond question. Of
ebents mostly in mid-town
but some as far afield as
e, N.J., and Waterloo Vil-
"‘NT several provide “safe”
talent in predictable shows (Miles
Davis aiid B. B. King), while others
offer'new and adventurous artists
in intimate settings geared to their
as:yet-untried audience appeal.
- Fivithe latter category was Geoff
zer, presented Saturday as one
of a series of solo piano recitalists

in Weill Hall, a small, elegant room *

3&! door to Carnegie. Keezer is
of the most astonishing sym-
bols of his generation, a new broom
sweeping. away the cobwebs of
yesteryear,
w:mmeven months out of his
Leens, ‘ha displayed a technique
L@ Wi ould be amazing in an artist
o his : ag¢ He all but floods the

ith 'streams of pelyphomc.

dissonances._ l.op Speed Lwo -hand-

emmse il mvity'

True, al limes the barrage of ideas
lends to become @ battering ram.

(e er needs o rein in his work, as

T

never quite got into gear. The band
seemed under-rehearsed, the
sound balance was off, the ar-
rangements lacked fire. Terry
played one solo holding his fluegel-
horn upside down, pushing the
valves upward—to what point?
The one ight was a tenor sax
solo in which Frank Wess emulat-
ed the famous Ben Webster chorus
on “All Poo Seon.*”

Everythmg came together when
Tommy Flanagan’s Trio took
over. With Lewis Nash on drums
and bassist George Mraz, pianist
Flanagan brought ebullient charm
to an imaginative program thatl
included such Ellington arcana as
“Sunset and the Mocking Bird.”

Torme opened the second half
playing drums with the band on
“Rockin’ in Rhythm,” and some-
‘how he brought everyone Lo life,
His vocal set was a masterful
colleetion,, reflecling his serious
study of the Duke's work in all its
aspects, from amusing trivia such
as the seldom-heard “Riff Stacca-
to” and “Tulip or Turnip” to songs
from extended works—"1 Like the
‘Sunrise’ from the *Liberian
Suite”; “The Blues” from “Black,
‘Brown & Beige,” and “Reminiscing
in Tempo,” which Torme first
heard as a 9- year-old Ellington fan
in Chicago and for which he him-
self later wrote the admirable Iyr-
ics.

Gerry Mulligan joined Torme as
the surprise guest. With Terry and/
the band, they put a thousand new
twists on “It Don't Mean a Thing,”
climaxed by an incredible Torme-

the same hall the day before,

ﬁutmn w&matﬁ&eouldbe

pla; [or chestnu
iae 5 Dmg f »"i-laneysuck!e
he seemed,‘hqas comforta-

ﬁugj. Wﬂt Carnegie Hall

useofestab-

Associiled Pross

Jazz Futures members ‘Wycliffe Gordon, !eft and Wes Anderson flank'

Wynton Marsalis, sitting in with the group at New York’s JVC festival.

Mulligan scat-and-baritone sax

duet. "Perdido,” the encore, was
only a hair less exeiting.

Saturday evening offered a
three-way choice; Wynton Mar-

salis and' the Jazz Futures group

(reviewed here last week at the
Playboy PFestival), a* Latin pro-

‘gram with Tito Puente, and a blues

show presented at the Ritz, a

dismal '60s-style blues-rock group,
led by Elvin Bishop. then added
insult to injury by placing the
contempordry alto sax star Arthur
Blythe in this crude setting. The
Harper Brothers, instead of leading
their own band, were teamed with
blues organist Jimmy McGriff. But
this kind of inept booking seems to
be' the exception at the festival.

ballroom on 54th Street.

Superior sessions, no doubt, lie
‘The Ritz show began with a  ahead.

.mzz SHQWCASE. The openin,
we of the ambmous, {JO da_g
JV ‘Im&#"eshva‘l in New York
City ,‘_ghtened by the contri-
10ns of such acclaimed newcom-
ers- asmlst Geﬁff Keezer and
1ch- NS as Mel Torme. Re-
Viemd beeonard F‘eather F5

tion. Judy Chﬂnick often Iends a

- personal stam
meJOdy line on wbradoll:'l:’:im Eip e

obby  Shew’ s col
“Blu " mposition
mm“'ﬂﬁn in memory of the

 the Child” showed four- o S

i ger,, voeajlst. valve tro,

alto -:;: and cornetist, Buddy C}Tlltt)i‘:;:;
‘held up the maleB::;finl;eﬁtm e

did); LEONARD PRAT G

Blue Mitchell and






MINDY SCHAUER / Bor The Times

Conductor James Newton performs opening flute solo in '‘Jazz at the Music Center’ series.

Jazz

Fine Start for ‘Music Center’ Series

he only complaint that
I should be filed against *Jazz
al the Music Center” is that it
started many years too late. If
Friday's concert at the Dorothy
Chandler Pavilion was an augury
of things to come, this venue will
make up for lost time.

Three contrasting idioms were
répresented: repertory musie,
small group sounds and eolorful,
contemporary big band effusions.

James Newton conducted the
CalArts lagz Ensemble (a mix of
students and local professionals) in
an introspective retraspective de-
voted to the music of Duke Elling-
on und Billy Strayhorn. Ellington
revivals too often lean on over-
famitiar material. Newton, howey-
er, s a chanee-taker: Of the six
works played, only “The Mooche"

is common currency.

Two themes from the Stray-
horn-Ellington Shakespeare suite
“Such Sweet Thunder,” one from
an Ellington sacred concert and a
Strayhorn piece from ‘'The
Queen'’s Suite” were rendered with
sensitivity on ensemble and solo
levels alike. If the precise flavor of
the originals could not be duplicat-
ed, at least their unique character
in terms of form and texture was
captured.

The final piece was “Black,” the
opening movement from Elling~
ton's longest and greatest work,
“Black, Brown and Beige An
arrangement by Daniel Nielson,
Newton's pianist, faithfully re-
tained the variously jubilant and
sorrowful spirit of the work.

Newton, a virtuoso flutist, only

performed an opening solo, but his
condueting and his contribution to
the charts were exemplary.

Les McCann's quintet played a
few originals sueh as “Batyan” and
“Morning Sun,” followed by his
perennial vocal ballad “With These
Hands" and his no-less-
durable “Compared to What.”

McCann's piano and singing
pleased the crowd, but it was his
alto player, Keith Henderson, who
almost destroyed the hall with a
manie, explosive yet intelligently
crafted solo style. Beyond question
he was the sensation of the eve-
ning. Jeff Elliott played brilliant
fluegelhorn with his right hand and
a small keyboard with his left.

Gerald Wilson, reviewed here
recently during the Playboy jazz
eruise, delivered a similar set, em-
bellished by the hall’s fine acous-
tics. He added three typically self-
assured vocals by Ernie Andrews.




Herman Band,
Cheathams
Bolster Series

By LEONARD FEATHER

SPECIAL TO THE TIMES

he second “Jazz at the Music
Center” concert was more

successful musically than on
the levels of cconomices, acoustics
and organization.

There were barely 1,000 paid
admissions Friday at the 3,200-
capacity Dorothy Chandler Pavil-
ion. Again there were sound prob-
lems, Jeannie Cheatham, singing
with the Sweet Baby Blues Band
co-led by her trombonist husband

" Jimmy Cheatham, was audible on
ballads but battled to be heard on
upbeal tunes, However, this enter-
taining group drew the only stand-
ing ovation,

JIM MENDENHALL / Ima\ngclm'l‘:mou
Jeannie Cheatham sings with Sweet Baby Blues Band .

The stage-wail difficulties that plagued the first
concert a week ecarlier were repeated Friday while
stagehands set up for the Cheathams; surely an

The Woody Herman Band, a solidly musical crew,
triumphed over sonic arts; at times the drummer
made the piano inaudible.

added intermission would be better than sitting
around watching nothing.

As for the sound men, engineers
capable only of working on rock and fus

F‘rank Tiberi, who joined in 1969 and took over
sh th in ]

¥ seem S

;groups. band. The young players were no less capable of
brmgmg new life to “Apple Hon-
ey" and “Woodchoppers' Ball”
than of handling Joe Zawinul's
“Carnavalito” or Chick Corea’s
“Samba Song."

For this occasion, Tiberi brought
in three ringers who graced the
Herman bands of the 1940s (trum-
peter Pete Candoli), '50s (pianist-
arranger Nat Pierce) and '60s
(trombonist Bill Watrous). As he
made clear in a dazzling solo on
“What's New,” Watrous should be
leading his own band rather than
working as an addition to an appa-
rition.

The opening hour by Buddy
Collette’s Sextet, despite the dis-
tinguished careers of Collette,
tarist Al Viola and pianist Milcho
Leviev, was strangely static, com-
ing to life only in the final number
when Collette brought out cellist
Fred Katz (his teammate in the
1956 Chico Hamilton Quintet) for a
witty piece called ‘““The Walker.”
Though the sound balance may
have been to blame, the rhythm
section rarely established a unified

-« co-led by her husband, trombonist Jimmy Cheatham.  peat during this long, low-key set.
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Fitzgerald Interprets Essen
of Song at Hollywood Bowl

#y LEONARD FEATHER
WECTAL TO THE TIMES

uring the Ella Fitzgerald

concert Wednesday eve-

ning at the Hollywood
Bowl, guitarist Joe Pass played
Harold Arlen's "My Shining Hour."
it could have been the theme song
for the entire evening. Shining
hours for Fitzgerald, for Pass, and
for the 17,941 Fitzgerald faithful.

Yes, she moved slowly, helped
by the arm of her pianist Mike
Wofford, and yes, she sang seated
on a high stool, but, ance in place,
her performance called for no com-
parisons and no apologies.

This elegant, gracious lady, who
made her first record in 1935 with
Chick Webb's band, has retained
the qualities that established her
maore than half a century ago as the
definitive jazz and pop singer. }

Her jazz credentials were A L .
promptly evidenced as she opened  Ella Fitzgeraid at the Bowl: S
with her sublimation of a tivial  definitive after all these ye
1830s ditty, “Goody Goody.” There
was also her wordless version of  pack. '
the “Sanford & Son™ theme, and a Emotionally, she surprised 1o

and then. At one point in
_ _ _ Morning Heartache,” she alf

As an interpreter of ballads and  shouted the title phrase, bring
pop standards, she brings out all  to it the exact mix of ange
the melodic and lyrical essence in  resignation the lyric ealls for.
“Get Out of Town" (with sublimi- Wofford's trio offered the K
N

t “

Beber." Her range is unimpaired;
can still swoop through two
ves (downward or upward)

within an eight-bar stanza.

key and tempo, His brief
was followed by a few duo
bers with Fitzgerald that bros
the evening to a peak of spontl
ity.




highly regarded musicians
steer her in the right direction.

help

Seng.™ “1 Told You So” (an in-

and the Dankworths’ own “Won't
You Tell Me Why.” This set has
umsuzal j@arz-10-pop Crossover po-
tentiel —LEONARD FEATHER

In Brief

* % % % Steve Kuhn, “Oceans in the
Sky,” Owl Records. Like a musical
Midas, pianist Kuhn makes won-
drous melodies of whatever he
plays, whether it's the tender “The
Music That Makes Me Dance™ or a
frisky, muscular take of Kenny
Derham's “Lotus Blossom.” He can

be provocative without being dis-

tant, or he can be uncompromis-
ingly romantic, as on the luscious
“Theme for Ernie.” Bassist Miros-
lav Vitous and drummer Aldo Ro-
mano are the buoyant rhythm
partners. —Z5.
* %k % Milt Hinton, “0Old Man
Time,” Chiaroscuro Records. This
two-CD package is virtually an
aural autobiography as the bassist,
now 80, surrounds himself with
many peers, friends and former
colleagues in a loving tribute. In
tapings from various sessions, Hin-
ton plays, sings and raps with Doc
Cheatham, Dizzy Gillespie, Joe
Williams, Cab Calloway, Lionel
Hampton and Danny Barker. The
notes are unique: hosannas from 57
other bass players. —L.F.

% % %% Brian Lynch, “In Process,”
Ken Records. Recorded just a few
days after the death of Art Blakey,
in whose band Lynch had played,
this album finds the trumpeter in
the forward-looking yet hard-bop-
rooted company of fellow Blakey
alumni. The four Lynch originals
offer encouraging evidence of his
development as a composer,
though his best solo work is heard
on the standards "1 Should Care”
and “So in Love.” ~LF.
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TV REVIEW

*Vaughan’ Is Divinely Done on PBS

who began as & teen-age band
vocalist with Earl Hines but went
on o acclaim as the owner of one of

S
s ng[

“*Sarah Vaughan: The Divine One" is a riveting hour on the late.

singer, shown early on in her long career in 1949 and later in 1980.

heér weakness for hanging out,
boozing and smoking reduce the
beauty of her performances, Her
offstage manner could be less than
divine (“I can out-cuss Popeye the
Sailor Man,"” she tells Dick Cavett),
but musicians loved her because on
the road she was like one of the
bays.
Here is Sassy at the piano sing-
ing “Once in a While”; Sassy in
ilim and pretty, singing
tee,” and later in a sym-
setting for *“Someone o

Watch Over Me.” Later comes a'
duet with Eckstine and, of course,’
for a heart-rending climax, “Send "
in the Clowns.”

This riveting hour shows just
how Vaughan evolved, visually
and vocally; it will leave the view-
er with a mixture of joy that this
wondrous memento exists and sor-
row at the loss of which it reminds .
us.

» “Sarah Vaughan: The Divine One”™

also will be broadeast at 9 p.m.
Tuesday on KOCE Channel 50.
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At 57,--&ingier-pia_nist Shirley Horn wins acclaim for ‘You Won't Forget Me'—thanks to some guests and her own accompaniment

By LEONARD FEATHER

uccess in music tends to
arrive early—if ever.

For every artist who
achieves hit records and interna-
tional acclaim after the age of 30,
there are dozens who find success
not long after turning 20. Harry
Connick Jr., the Marsalis family
and Joey de Francesco come to
mind.

That's what makes Shirley
Horn's current success one of the
mosl dramatic stories of the year

Hom 57, has long enjoyed the
respect of her peers, having been
praised by such notables as Quin-
cy Jones and Miles Davis. But the
singer-pianist did not come close
to a hit before her latest Verve
Records album, “You Won’t For-
get Me,” which topped the na-
tional jazz charts for seven
straight weeks.

The album—which features
guest appearances by some of the
hottest names in jazz, including
Davis, Wynton and Branford
Marsalis and harmonica virtuoso
Toots Thielemans—has also been
hailed by critics. Don Heckman,
in his review for The Times,
called her a “superb pianist” and
“arguably one of the finest jazz
singers in the world todav."

BERNIE BOSTON Los Angeies Times

Singer-pianist Shirley Hom: “| need to hear my own chords and set my own tempos—in fact, nobody
knows how to play for me except me.’

that the Village Vanguard hire
her to open for him. Later, John
Levy, then managing George
Shearing and Joe Williams, was
sufficiently impressed to per-
suade Mercury Records to sign
Horn. She recorded three albums
for the label, beginning in 1963.

Horn got into singing profes-
sionally ‘ by accident one night
when an inebriated patron in a
Washington club asked her to
sing “Melancholy Baby.” She
continued to slowly add vocals to
her performances, though she
considered herself primarily a
pianist.

But the singing so impressed
Mercury executives that they
turned “Loads of Love,” her de-
but for the label, into a strictly
vocal showcase and hired other
pianists to accompany her.

“They put me in this little
closet with a microphone, and 1
nearly went ape,” she recalls, "It
was truly a petrifying experience.
The pianists they chose were
good, bul I need to hear my own
chords and set my own Lempos—
in fact, nobody knows how to
play for me except me.”

Her next album, “Shirley Horn
With Horns,” produced the same
year for Mercury by Quincy
Jones, was also recorded with




Shirley Horn

Continued from Page 56
_until 1989; it went largely unno-
ticed. :
The current upswing began later
in 1987 when she signed with
Verve Records. Her first album, “I
Thought About You," was record-
ed in May of that year at the Vine
St. Bar & Grill in Hollywood. Ron

producer of the alhmn, remembers
th@,sesaiona with fe _

of th e most amazing
Wg ever had with a

—

Berinstein, owner of the club and.

recording artist,” says the ‘man
who has also produced albums by
Joe Williams, Marlena Shaw and
Nina Simone. “She has a perfect
sense of time. If we repeated a
tune, even if she might have varied
the tempo from slow to fast to
medium, it was exactly the same
every time. It was as if she had a
metronome buried in her heart.
And yet she would sound beauti-
fully spontaneous.”

“I Thought About You” and the
follow-up album, 1989’s “Close
Enough for Love,” produced by
Verve vice president Richard Sei-
del, did moderately well, building a
foundation for the breakthrough

-_‘_-_'-‘—\—u-.-_‘__

this year with “You Won't _F‘orger.
Me.”

Though Horn's own talent is
what eventually hooked listeners,
the presence of Miles Davis, the
Marsalises, et al. certainly helped
draw attention to the album.
 Horn smiles at the mention of
Davis’ participation in the album.

“I called him and said, ‘Listen,
you have to do this because I want
it,” Horn says. “He moaned and
groaned and hemmed and hawed,
then I said, “You must do this
because you love me.’ So he did it."

Asked to comment on her
changed career, Horn is ‘typzcalLy
direct: 3

“How do I feel? Tlred, of eaume‘ :

| but 1t’s worth










ng Cole Was an Unfo rgettable Pianist Too

A § at King Cole’s music is back on top of the nation’s
" d charts, thanks to daughter Natalie's inter-
of many of her father’s hits from the

msidenfwmher'amusieissalmedon
" her current album: the singer of such
_@-MWW meiudiugm
ture Boy," “Lush Life” and “Too

cant side to Nat King

_ notuuustm!fargreatinsnmnenwhs:stobe

| overshadowed by their later vocal success. Jazz artists

 from Louis Armstrong in the 1920s to Cole in the "40s and

ﬁmxeﬁmsonmme"msadﬁqvedm followings by
ﬁyinsdowntheiranmaimlesasmmmﬂm&

* Born Nathaniel Adams Coles on St. Patrick’s Day,
3017. in Montgomery, Ala., Cole (he dropped the s from
his name when he was 19) was the son of the Rev.
Edward James Coles Sr., deacon of the Beulah Baptist
LChurch. His three brothers were all musical. One, Tke,
plays piano briefly on Natalie's current album. Another,
~ Eddie, was the bassist and leader of a band in which Nat
made his recording debul, playing piano, in 1936. Freddie
18 alsg a pianist and singer and has appeared in the Los

area.

’nuefamﬂymnmwﬂhmagawhenﬁatwasd.fiyagg
Iz.hewasm;awandsinsingmacmm
%fatha- was the pastor. After studying music in high

chool, he played with local groups before leaving on

__,'atlswmdthebandmaremedvmofmmi&
- Biake'smusical show “Shuffle Along.”

'.- Wheraashesmd}edthepimz&aleusly.hhmnm

Ane&es‘ﬂmes

Nat King Cole Irr 1964 An award-wmner as a pianist.
‘was alm@tm&ldental Thevexyfirstmb records for a

small label in 1938 (reissued on Savoy) reveal a casual,

Jazz-mﬂected voice that improved over the ‘years in
relaxation and phrasing. He could. Swing through a few

(1948) and “Mona Lisa”
featured in orchestral settings, and the trio slowly faded
into the background Still, he continued to play piano: As

choruses of “Route 66,” then bring a gent]e beauty to
“For Sentimental Reasons.”

As a pianist, Cole dlsplayed a rhythmic buoyancy
recalling the incisive Earl (Fatha) Hines, whom he had
idolized during his teen years. Cole won the coveted
Gold Award in the Esquire magazine 1946 jazz pol‘l and
the Silver Award in 1947. His piano- guitar-bass trio also
claimed Down Beat magazine's award for best small
combo from 1944 to 1947.

oth of Cole’s talents are featured in a recently

released five-CD set, “The Jazz Collectors’ Edition:
Nat King Cole—the Trio Recordings,” on LaserLight
Records. Of the 78 cuts—most recorded in the early to
mid-"40s—27 are instrumental, while the 51 wvocal
numbers all include piano solos. On “After You've
Gone,” “Smngmg the Blues” and even a non-vocal
version of “Sweet Lorraine,” Cole is revealed as a soloist
of indomitable vitality.

The oft-repeated story that Cole began singing when
adrunk in a bar requested “Sweet Lorraine” is probably
apocryphal. True, after he was stranded in Los Angeles
when a show with which he had been touring folded,
Cole worked mainly as a pianist in clubs in Southern
California. “I played every beer joint from San Diego to
Bakersfield,” he once said.

But he eventually discovered that his vocal talent was
the fastest and easiest route to success. Cole’s tender,
soothing vocal quality transcended all racial consid-
erations. He helped prove, along with Billy Eckstine,
that a black could sing love songs that had mass appeal.

After the popularity of such tunes as “Nature Boy"
(1950), Cole began to be

late as 1956 he recorded—with his trio, a drummer, and
four jazz soloists—an album reissued by Capitol on CDas
“The Qomplete After Midnight Sessions.”

‘Asa singer, Cole had a magical power, but as 4 pianist,

he was near genius. It’s important that we don’t forget

this less-heralded aspect of his artistry.
Leonard Feather is The Times’ jazz critic,

O

NAT mERLEY

Inﬂﬂnl%ZNew Oﬁeanssesaion. cornetist Nat
and brother Julian (Cannonball) Adderley record-
ed with three musicians whose work mirrored the

s essence found in so much of the music from
this rich region: the earthy tenor sax soloist Nat
Perilliat, drummer James Black and pianist Ellis

argalis, father of the then-%-month-old Bran-
Mand 7-month-old Wy

lights are plentiful on ms unpretentious

blues- —hep élan thkmtwpefme-

ttsda;y AIWWWﬁM_RW
sph'ifedandfrmh. —LEON.

| m——

“ggoan

**m Andre Previn & Pals, “Pal Joey,” Contem-

ary. This was the third in a series of show-tune
jazz a oy the team of Previn and drummer |
Sheﬂy.: Manne—the first, “My Fair Lady,” was the
No. 1 jazz LP of 1957. The Richard Rodgers tunes
_ in “Pal Joey" yielded only two standards—*“I Could
Write a Book” and “Bewitched.” The other tunes,

mostly meannhar, have lmle vaiue as ]azz vehi- |

. cles, but

us that jazz wasa.and today still remains, mare than
a mngue-mw-cheek &delmefor lm}: —LP.

Albums are rated on a scale of onesiaf (poor) to
five (achssic}

Saunds
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Sonny Rolllns Luds So-“‘- i
Assault on Redo

ByLE@NARB FEATHER

SPCCML TO THE TIMES

can feel my hearing gaing 4

Isaxd one respected saxophon- >
ist in the audience at ghe.. i

Strand in Redondo Beach

Rolhns, one of the 1ants of
in ﬂm 19505 5 Im

| tamn;s. tassmg in wer:y!&;mg fmm' L5
_“Uh Susannah" and 4
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Jnforgettable, Too

ole's Tribute Twice as Vivid in Person

e NARI that was flawlessly suited to each song:
"E’g? ;ﬁ?ﬁf&ma richly romantic on the ballads (“For Senti-
; mental Reasons,” “Tenderly,” “Autumn
' - Leaves”), strongly jazz-oriented on “Route
It seems like an obvious opening 66" and “Avalon.” She even scatted for a
J description for Natalie Cole's con-  few moments here and there.

4 # the Universal Amphitheatre, but it The presentation inevitably leaned on
ymore than just the hit song from her new  memories, but Cole confined her remarks
eeion of her father's songs. It describes o brief recollections: How Billy Strayhorn
4 very experience of having been at the  brought “Lush Life"” to her dad, how Dinah
et Washington and Etta James shared his
success with their own versions of “At

Last.”

he also spoke briefly about the King

Cole Trio, and for a few tunes was

backed by a group not unlike her father’s:

George Gaffney on piano, Harold Jones on

drums, John Chiodini on guitar, Jim Hug-

hartonbass.

Too often, Cole had the support of an

: — of strings, saxes, brass and rhythm, con-

as she did in the album, with  ducted by Charles Floyd, seemed appropri-
Thought of You,” Natalie ran  ate, but there were passages in “Nature
at K Cole from 1943 Boy” and a few others where the syrupy i _
Srighten’ Up and Fly Right”) to 1964 strings were a mite too glutenous, - - LS : 2
10-V-E"). Nothing, however, could lessen the im- . ‘ gl e U S
Swikingly attractive in.a white gown,  pact of Natalie Cole, who, like her father ~ Natalie Cole leans on memories at Universal Amphitheatre but limits her remarks to_ -
s matched her visual charm. with a voice Please cee COLE, F6  such brief recoliections as how Billy Strayhorn brought “‘Lush Life” to her dad.

£

:ICOLE: Unforgettable Concert at Universa ——

o \. ppealing Raney

iraded phrases with Nat himself as

he was seen in a:;l film clip of

" in snapshots

elicited by this unique duet led to

#n ingenious medley, one that

linked her version of a Nat Cole hit,

“Too Young," with her own hit
single, “Inseparable.””

or half an hour before Cole’s

A set, a small group led by Pete

Raney: An overlooked singer.

she is one of our most overlooked
and under-appreciated singers.
| _ nae!baskingonthisalbmis
It is astonishing that the No. 1 A otable, not only for the presence
g‘:mna;nmemwmea ! y N . ' of ace pianist Alan Broadbent but
No. 1 on the pop charts earlier this o g Py e
‘month—has anyone but Bobby “ fity. s “Jﬁv?ml X
month—has anyone but Bobby _ -4 ity. e squeaks (|
McFerrin ever achieved that dual 3 | ne inan  Minnie Ripperton) still pe
—Carey’s  Thereisone marvelous
£t <) \pressive.  co-written with, Carole ¥
TR e TR ORI kT DAL L Bielen TS ‘he songs t-“*"‘.""‘"‘-."“’f’”'““,f“’f'
Nathﬂet;o!e matches visual charm with a voice suited to each song. the Songs mmgxa;e ;i‘;'%?‘ifmpen s‘:
b il 9E°ST 2 | wn lyrics . ounce of anguish out of b
L bunch of  This song reminds us !
ed on the who may be inching to’
~ seems to find so elusive.
\ded lover  two other solid vocal pert
id “Youre of that talentor visionon'
lyrics are anraws IN BRIEF

yorirony., | New releases by David
dequality, | Badd, Donna Summer a




* % kY
SUE RANEY

“In Good Company”

‘Singer Raney’s strength is as a
ballad specialist, and on several
tunes here—including “My Fool-
ish Heart” and “ 'Tis Autumn”—

she displays that tenderly ap-
pealing side of her artistry.
Raney does have a couple of
vocal quirks: a tendency to scoop
tones upward and a habit of
adding h's to certain words (and
becomes hand). Yet at her best
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RICKIE LEE JONES

“Pm PWH
Geffen

RICKIE LEE JONES

(tPop Pop "
Geffen

his brave but misbegotten effort (due

to be released Sept. 24) is the latest

and lowest in the series of pop-to-
guasi-jazz crossovers,

Rickie Lee Jones' timbre has all the
maturity of a 12-year-old trying to sound
grown up; in fact, she is well suited to “Dat
Dere,” the lyries of which are in baby talk,
and the aptly titled 1 Won't Grow Up."”

When she tries 1o sing adult songs, all

JAZZ REVIEW

aking her cue from Peter Pan, Rickie
Lee Jones gives her typically half-bo-
hemian, half-childlike treatment to “I
Won't Grow Up,” one of a dozen selections
on this thoroughly charming album of
mostly acoustic, mostly standard songs.
The obvious irony is that Jones is casting
her de facto lot with a plethora of modern
songstresses, from Ronstadt to Cole,

POP MUSIC REVIEW

who've earned their grown-up siripes by
momentarily returning to a presumably
classier pre-rock era.
Unlike most such willful grown-ups,
though, Jones isn't going for something <o
"My condition must be chronic” during o __ suffocatingly classy, and if you've seen her
“Spring Can Really Hang You Up the ¢y ‘ dete X 4 interrupt her infrequent shows to dip into
Moat"). . ' ' ¥ g " ihe classies, you kuow “Pop Pop” isn't &
0882kt 3EEVe B s cold i Waatjost nostalgic genre exercise or just the frujtion
: si!ms" mndi]tion,f It o818, 0da Jhor Mew. (8 of a jazz wanna-be’s frustrations. The
} i' And why woud she emphasis is on the Sammy Fain, Sammy
St iy rich"songs mihia Cahn and Ray Henderson era, but Jones
RER N, Oy SER0 B purround also ekes equal loveliness out of not-se-old
herself with a thin, empty b&ck.ing?d hands Jimi Hendrix and even Marty Balin.
togetk ern ?_’nrd u'!e:chardml’_ » h?‘ s Whether this reeording—co-produced
gitar u(:}hhaﬁhiumdm-uc. RS N by Jones and David Was with acoustic
and ﬂ;:rtd bt {he; odd !nmr:g:le guitar, bass and occasional reeds domi-
‘there is even a bandoneon on three cuts, Egmf_mi:glm.l} 0:: ‘:[?, L;zrg;fe;:uaogu?i
‘played by Dino Saluzzi—just doesn’t work. n orgeh e Y .E;la I d‘ y be i
The best tracks (or the least contrived sen-saysh among the pseu o-comme-.L'&
performances) are the last (wo, in which co_ffr:ehouse crowd, rémains to be seen. 34:.
% sbandons all hope of joining the jazz with Jones' alternately weepy and teasing
jorority and sings tunes by producer pipes providing these tunes a 'range of
David Was and Jefferson Airplane-era playful expressiveness they aren’t usually
Marty Balin. afforded at the Cinegrill, “Pop Pop” works
Natalie Cale, you have nothing to worry even better as an album than as a market-
about. —LEONARD FEATHER ing phenomenon. —CHRIS WILLMAN

her problems stand out like sore throats:
the marble-mouthed diction with the Bar-
bara Walters lisp, the awkward phrasing,
the intonation lapses (listen to the line

ANNALISA
Rickie Lee Jones’ ‘Pop Pop'": Charming to one listener, forgettable to another.

-______________-—.________..-—d——
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lurphy at Ease at Vine St.

ark Murphy, who opened
Wednesday at the Vine St.
Bar & Grill, is a member of

tively, except for a few expendable

attempts to vary the original.
Throughout his set he seemed

more at ease delivering straight-

ahead treatments of standards such JAZZ REVIEW

as “Skylark" and “You Don't Know
« one- Flanagan Keeps Bop Tradition Alive

What Love Is” than in the some-

times overweening scat interludes.
termingled with Charlie Parker’s
“Quasimodo,” which is based on

Pianist Tom Garvin, who opened _
the show with an 1mag1r?auve fanist Tommy Flanagan, ap-

the identical chord pattern. Later,
he played the works of other "40s

“Stella by Starlight,” offered sev- " pearing thmugh Sunday at

erdl reminders that along with his Catalina’s, has been de-

facility as an accompanist, he ranks sm'ibed as poetic, graceful and

among the Southland's most de- eloquent—adjectives not usually  giants, among them Dizzy Gillespie

pendable soloists. attached to a committed bebopper. (“Tin Tin Dee™) and J. J. Johnson

Murphy and his companions will  Fer his admirers, who are legion,  (the exquisite ballad “Lament”).

be at Vine St. through Sunday. this is a main clue to Flanagan’s A longtime student of Ellington-
ia, Flanagan lent his touch to a
Billy Strayhorn medley of “Rain-

check” and *Passion Flower” —the

THURSDAY, OCTOBER 3, 1991

his 1978 adaptation of the Oliver
Nelson instrumental, he moved
_ _ from the vocalese opening to a
| seems to have become an  wordless passage, holding on to one
] obsolescent breed, the male  note as if for dear life before
TEnger. plunging into a volley of scat
 Hlie specialties are vocalese and  choruses.
singing. He has written some
bis own lyrics for the former,
dobviously requires none for the

“Moody’s Mood for Love,” which
followed, has taken a new lease on

life since the old King Pleasure
version was used on'a TV ¢cosnmer-

hmngvdth “Stolen Moments,”  cial. Murphy dealt with it sengi-

—LEGNARD FEATHER success. After arriving in New
York from his native Detroit, he
o was fascinated by the legacy of

Charlie Parker, and by such bop
pioneers as the pianist Bud Powell,
for whom he sometimes subbed at
Birdland. Through

undimmed, as was evident in his
first show Tuesday.
One of his familiar devices is a

2-for-1 treatment of George-

Gershwin's “Embraceable You' in-

-'=_.-. '..“

the years, his
admiration for bop has remained

laiter devoted mainly to a bowed
solo by George Mraz, Flanagan's

phenomenal bassist. Throughout
tl‘le set, Mraz served as a third hand
for the leader. Drummer Larance
Marable also contributed sensitive-
ly to this trio- conu-brio (he will
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images of Mies Dewey Davis I11 were 4s

aymerous us the musical phases of his diverse —and
legendary —career.

To some, the s glant who died Saturday at age 85 in

Bt he pontroversy surrounding Davis was not confined
tn his music. He was sewn by some as a racist with
comterpt fof (he whole white world. To some women who
knaw him, Be wes & violent and unpredictable jover and

musiciuns} and performance (intricale arrangements in-
terwoven with shorter improvised passages). The

ANACLIETUTIAPPING | Law Angres Thimod

Miles Davis performs at the Hollywood Bowl in 1987, =

"om savaphones, Hervie

B

i
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But what of Miles the man?
Probably the most hurtful event
in hin declining years was Lhe
publication in 1989 of “Miles: The
v.” A collaborator,
Quincy Troupe, clearly played a
major role in this partrayai of Davis
2 a foul-mouthed, wife-beating,
white . hating, grudge-bearing,

coke-snorting semi-illiterate,
When | questioned Miies on a

i
3t
{1
:

lles Davis, whom | knew

well, did pot suffer white
fools or white racists gladly —or,
for that matter, black fools and
racists, who also felt the sting of
his wrath.

Those who knew other sides of
him saw an evil-image cult figure,
yei, as Cicely Tyson said when she
was married to Davis, “He uses
that facade to protect his vulnera-

bility. Beneath that faise surface |

see what a sensitive, beautiful

 he is. Nobody could play the
- does wi:haut having a
m -

iigi BE

. He was capuable of
standard English, not the
' curses found in

e

th




WP Y
(1]







SsEEFETEISINAAEERANUICICETIIRED S

RN s 1 = 3 2 [ W3

Who can assume Miles Davis’ leadership role in challenging the music's boundaries and inspiring change? Here are six candidates

By LEONARD FEATHER

ore than any other musician of his

generation, Miles Davis epitomized

change. He ushered in one revolution
after another; from hard bop to the magisterial
collaborations with Gil Evans’ orchestra. . .
from chordal to modal music. . .andonto
electronic jazz fusion.

Davis—who died Sept. 28 in Santa Monica of
complications of pneumonia, liver disease and
stroke—continued to surprise us right up until
the end. At the Montreux Jazz Festival last
summer, he caught everybody off guard by
doing what he had always sworn he would
never do: relive the past.

At Montrewux, Miles spent an evening play-
ing some of the Gil Evans masterpieces of the
1950s. As he listened to Quincy Jones conduct
an all-star orchestra in a rehearsal of these
Evans charts, Davis was overheard wistfully
saying: “Nobody will ever write like that

Nobody will ever play like Miles again, ei-
ther, which raises a central question: Who can
assume his leadership role in challenging the
boundaries of jazz—and in inspiring change?

It's a tough assignment.

For one thing, predicting the future in any
art form is difficult, but it is particularly true
in the case of jazz, because almost every new
movement has sprung on us without warning.

Nobody. not even Charlie Parker or Dizzy
Gillespie themselves, could have foreseen in
1940 that within a few years they would sym-
bolize 2 whole new idiom, known as be-bop.
Miles was similarly unaware that his “Birth of
the Cool” sessions in 1949 and 1950 would des-
ignate another stage of the music’s evolution.

But there's a second issue here. Davis grew
up in 2 very different time, when fame was
based on aesthetic determination rather than
potential profit.

Today a musician of modest ability can—
with the power of a record company, a press

unknown to superstar almost overnight. The J

cases of Harry Connick Jr. and David Sanborn
come to mind.

There's a great element of luck here—
meeting the right executive in the right place
at the right time. The problem is that without
that massive push, a great new artist may
never be able to get the widespread attention
necessary today to help lead a revolution.

The next artist, if any, in terms of a Miles
Davis-like effect on the scene may play al-
most any instrument. may be of any race, may.
be male or female and may possibly be the
product of Japan—Toshiko Akiyoshi remains
a significant force internationally—or any
other country, since this is now beyond ques-
tion & world music,

A few artistsin the United States show :
signs of having significant potential—though
none is off to the dramatie start that Davis
made.

Following are six candidates worthy of con- |

-

!

|
l
|
!

sideration. /

i

‘ JOHN FUNG . Lo Ageies Tres  BgAIN." agent and a manager behind him—go from

Wynton Marsalis

The obvious choice, but nol necessarily
the most promising. After a decade in the
spotlight, Marsalis—who will be 30 this
month—has shown no single sense of
direction. Belleved at first to be a be-bop
revivalist, he later tock 1o playing tributes
to Louls Armstrong. New Orleans street
parade music and blues variations with
avant-gerde touches, He seems to be in
search of an image.

Where Miles let his music speak for itself
and disliked interviews, Marsalis, for all his
brilliance, speaks with an arrogant sense of
authority that ill befits his musical indeci-
siveness. Stll, he has a technique and
intelligence that could establish him as a
major role model.

There i3 a tendency to assess musical
achievement in terms of versatility and
popular recognition. Marsalis has tri-
umphed on both levels, by displaying his
unquestioned talent as a classical perform-
er and by simultaneously winning Grammy
awards for both jazz and classical albums;
he has also won numerous Down Beat polls.
This certainly means that he will have a
long and economically rewarding career. It
does not, however, offer proof of a unique
crealive genlus.

Branford Marsalis

Now 31, the oldest Marsalis brother has
displayed expertise on tenor and soprano
saxophones and as a composer, But he too
seems uncertain about direction. After
leaving Wynton's group o form his own
quartel in the mid-'80s, he surprised the
public (and horrified Wynton) by joining
Sting’s band for two major tours. He has
also appeared as a comedic actor in several
movies, most notably “Throw Mama From
the Train" and “School Daze."

Amiable and broad-minded, Branford
does not indulge in the proselytizing by
which Wynton has become slightly notori-
qus, Ina W interview with The Times he

tALTA

ELLEN JASKOL /' Los Angeies Times
Wynton Marsalis; The obvious choice.

summed up the differences between his
attitude and Wynton's: “Music means a lot
mare than just music to him, whereas music
to me means music. I'm not trying to prove
anything to anyone with my music—at
least not politically or socially; only musi-
cally. | do have social observations that
differ from Wynton’s, Mine are more
comiortable for people, while he, I believe,
enjoys making them squirm.”

For this, and for other reasons having to
do with his artistry, Branford may ulti-
mately have a better chance than Wynton
of achieving durable aesthetic success.

Delfeayo Marsalis

Early in 1989, at age 23, Delfeayo played
trombone in a student group from the
Berklee College of Music, where he studied
for six years. The band won first prize in a
college band contest held by the National
Assn, of Jazz Educators.

Shortly after graduating, Delfeayo found
himself in fast company, working on a jazz
cruise in a band headed by the veteran
cornetist Nat Adderley. Playing with

ARDFEATH
Delfeayo Marsalis: !nvennve, versatlle

solos by his father, Ellis. After Berklec, he
went on to produce albums by H
Connick Jr.. brother Branford, Briti
saxophonist Courtney Pine, Polish pian|
Adam Makowicz and others.

The skill he has shown in dealing
these diverse artists may be reflected i
playing, which is already marked by ¢
nical excellence, an inventive mind
frequent touches of humor.

He is also an aspiring journalist who has.
contributed literate liner notes to sey
albums. Despite his emphasis on
other activities, he may yet outclase
older brothers as a performer and engs
personality, '

Geri Allen

The 34-year-old pianist from Ponuair,
Mich., has developed steadily while | o

4 ELENASEIBERT / For The Times
Geri Allen: Exceptionally wide-ranging.

world-class musicians, he earned an up-
roarious ovation at every show.

Delfeayo spent three of his six years at
Berklee studing record production. He had
started at 17, producing an album of piano

pop to Miles and Monk. She has had sevmf
significant mentors—trumpeter Marcus
Belgrave, a master drummer from Ghana,
saxophonist Nathan Davis—who have ]
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Louie Bellson: The Drummer as Musician

By LEONARD FEATHER
he days when a 15-piece or-

N 1o see @ guy up there beating
‘brains out, and at the end of the
lo you don't even known where
pe’ [the first beat of the bar) is.”

ents,” Bellson recalled. “He
ew 1 was ambidextrous and

- “I4 do whatever | wanted, but he

‘Now you have o learn how
mM'Somrmhel-

his phenomenal technique and the
uses to which he puts it. notably
the employment of two bass drums,
with which he can create volleys of
incredible rapidity.

It was during Bellson's two-year
stint in the early S50s with the
Duke Ellington Orchestra that his
double-pedal dynamism came to
the fore, particularly on his compo-
sition “Skin Deep,” the first re-
cording ever to capture a drummer
soloing on two bass drums simulta-
neously.

Oddly enough, the technique
was also used, though never regu-
larly, by a drummer who repre-
sented different values: Buddy
Rich.

Rich's inability to read music
was a source of frustration, Bellson
believes.

“During the last few years of his
life,” Bellson said, "1 saw him
fooling around with the vibes or
the keyboards; there was some-
thing in his head, but he didn't
know how to express it. He told me:
“Yeah, | know what to do with the
drums, but I wish I could spell out

mﬂliy-’”

In other ways, Bellson and Rich

were alike.
Buddy and I both played like tap
dancers—which he was, as a
child,” Bellson said. “He once said,
‘I'm not really playing drums. I'm
tap-dancing when I'm playing.’ 1
often feel the same way."

Bellson's musicality has enabled

S35

him 1o lead a multiple life. From
the time he left Ellington in 1953,
just after his marriagé to singer
Pear] Bailey, he divided his time
between traveling as a musical
director, leading his own bands and
writing musie.

After Bailey's death in the sum-
mer of 1920, Bellson decided to
cope with his grief by immersing
himself in work. In the past year he
has been overseas five times: in
New Zealand and Spain on his own,
working with local musicians, and
through Europe this summer with
Benny Carter and an all-star com-
bo.

Bellson has long done his share
of preaching what he practices, as
teacher and performer in countless
colleges. The National Drum Assn.
voted him one of the country’s top
clinicians; he was praised for his
ability to explain not only what he
does but also how the roots of jazz
drumming were planted by such
masters as Chick Webb, Jo Jones
and Big Sid Catlett.

ecause the big band provides
the best outlet for his music,
Bellson prefers to work in that
setting, though plane fares have all
but killed the traveling-band con-
cept. The drummer has found his
way around this by drawing on
three pools of musicians, in New
York, Chicago and Los Angeles,
But because of the demands on
Bellson's time, his only recent
extended opportunity to write

/. e

“I just want to keep on playing good

came about as the result of an
illness that sidelined him in 1990,
when he and Bailey spent six
weeks together at their home in
Lake Havasu City, Ariz.

“1 decided to use thal time by
writing an extended piece for or-
chestra,” he said. “It's called ‘To-
mus I, IT and IL’ {Tomus is Latin
for a cutting or shred.] It starts
with a celebration of the birth of
Christ; Tomus II is the War of the
Ages, and Tomus III is the commit-
ment to peace.

“Pear| heard me fooling around
with these themes on the keyboard
and decided to write words to it
She wrote some great lyries.”

Lake Havasu City may be the

music,

e famﬂ-“.ﬂf-'ml

site for the world premiere o(
Bellson's magnum opus. “The peo-
ple there are already building a
movable stage named after Pearl,
and they eventually want tobuild a
7,500-seat theater of the arts in her
name,” Bellson said.

“Meanwhile, I just want to keep
on playing good music. My men-
tors—people like the Maestro,
Duke—told me never to prostitute
myself. They showed me that if I
do something constructive it will
have longevity. That’s the way I've
been educated, and that's what I'll
always believe.” (|

Leonard Feather is The Times
jazz critic.
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| MARSALIS: Trio at Strand

wngoftﬁ{stypctendé-mloseizs
essence without a keyhoard (or

on an early
piece and on

Buitar) to stress iis i
harmonie nature. PRy
Overall, the i

Hurst's “Roused About,”

bout,” named
?; u;ge late saxophonist Charlie
| Only on the one ballad, “Tyery-

: nterplay within thi

tight unit was intriguing, though ]:f
was hard to avoid the inference |
that the senior brother of this
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“Dingo’: Sweet Swan Song

L[

of Legrand Jazz From Davis

By LEONARD FEATHER

: h_‘_e scene: a movie set on an
airstrip in the Australian des-

B ert, The temperature on this
dusty day in 1990 is a stifling 105
de . The participants: a crew
of 50,"plus more than 100 extras—

and thousands of flies.

As'the cameras begin rolling, a
short, unsmiling man steps out of a
Boeing 707. The colorfully draped
figure is Miles Dewey Davis, who is
portraying fictional musician Billy
Crossin the film “Dingo.”

As Davis, in his first film acting
role, starts playing the unabashed

| four-beat jazz that identified him

decades ago, a young boy, Dingo
Anderson, appears enchanted by
the sound. The trumpeter tells him,
“If you ever come to Paris, look me

©oupt

“Dingo"” stars Davis—who died
at age 65 of complications of pneu-

| monia and a stroke on Sept. 28 in

Santa Monica—and Colin Friels,
who plays the adult Dingo Ander-
son. The film—set for a one-week

| run from Friday through Dec. 20 at

the Laemmle Monica 4-Plex
Theatre in Santa Monica—offers

| proof that the most controversial

performer in jazz was still able near
the end of his life to reassert the
artistry of his pre-fusion past.-
Michel Legrand helped Davis
immeasurably in his return to his
early style. As the film's co-com-
poser, arranger and conductor, Le-
grand was as essential a part of the
musical power of the “Dingo”
soundtrack as arranger-composer
Gil Evans was to such Davis or-
- {:Qhest_rﬁl{ album masterpieces as
~ “Miles Ahead.”
Legrand wrote the simple,
haunting: theme that underlies

* much of the picture and that serves

as the recurrent element in the

 soundtrack album, recently re-
. leased by Warner Bros. Records,

‘The (project] began for me,”

Legrand said in a phone in-
terview from Paris, “when Miles

called and said {Legrand imitating’

~ the famous Davis growl], ‘Michel

. .. I have to write a film score,
and I want you to do it with me.
Well, when Miles calls, you take
the first plane.”

 As Legrand soon learned aiter
arriving in Hollywood in February,
1990, the script was written with
Miles in mind, and the Australian

" director and co-producer, Rolf de

‘Heer, persuaded the trumpeter (0
take the role of Cross. Davis,
however, made his acceptance
‘conditional on securing Legrand's
help. The pair had worked together
“in 1958 on the acclaimed album
“Legrand Jazz”

And how did Davis feel about
playing straight-ahead jazz after
his decade-long refusal to turn
back the musical clock?

4] asked him that on the first
day, out at his Malibu home,”

B

Miles Davis: His first film acting
role provides a final triumph,

Legrand recalled. “‘He said, ‘That's
no problem, because the story
begins a long time ago and I'll do
what the script calls for." So we sat
and talked and drank and ate, and
it was beautiful, but I finally said,
‘Miles, we have to start prere-
cording next week.' So he'd play a
phrase and put it on paper, but
nothing much happened that day.”

As the days went by, Davis
didn’t feel much like working, but
Legrand coaxed him into action. .

“I told him: ‘Tl write down
everything from those few notes
we did last time, I'll prerecord all
the band stuff, then next week you
come in and we'll just overdub your
part,” " Legrand said. !

During the summer and fall,
Davis went to Australia and Paris
for the acting sequences. Last Feb-
ruary, after editing was compléted,
Legrand and Davis met again for
post-recording.

“He was in great shape,” Le-
grand recalled. “Even if it was a
very bright tempo, he played ev-
erything with such love. It was a
wonderful experience.”

Also important was the contri-
bution of Chuck Findley, who re-
corded the trumpet parts for Friels’
Dingo character.

As Legrand explained, director
De Heer wanted “a trumpeter who
not only was inspired by Miles but
could also play like a wild animal—
like the Australian dingos.”

“So right away,” Legrand said,
“1 thought of Chuck, who is so
flexible, and he worked with me a
lot in the studios. Rolf de Heer sent
me a tape with all the animal cries
in it. and Chuck played like—well,
he played like a desert dog, barking
and crying. There's a scene in the
outback that is really beautiful.”

Findley is heard again in the
final half-hour of the film, after
Dingo has finally caught up with
his idol in Paris. Cross takes the
younger man to a jazz club, where
he sits in with a small band led by &
trumpeter (whose role is played by
composer Onzy Matthews but™
whose music was taped by trum-

Please see Pﬁge_ﬁ_ 1
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con

friends. And playing

Zoubov will appear at Legends
of Hollywood on Saturday. F7

VIVOR: Soviet saxophon-
to L.A. in 1984, survived by
nverting his house into a
recording studio, which he
rented out. Last August, ev-
erything was taken in a rob-

- He's coping with the help

Ml Baris.

Continued from Page 60

peter Nolan Smith). The elimax is a
t};ree-wnymejagn Cross, who had
given up after suffering
stroke, decides to join in. X

he rekindling of the Davis-

Legrand partnership could
have led toszother ventures, the
composer said.

“I saw Miles just last July when
he came to France 1o receive the
Legion d'Honneur,” Legrand said.
“He called me and said, “Michel,
you've got 10 come here and hold
my hand.” We talked about doing
another record session together; in
fact, we had started to work on it,

“He seemed so absolutely nor-
mal and fine and happy—then all
of a sudden, just weeks later, I hear
the news. But I am happy that
everyone can see and hear him in
this final triumph.” ! o

Leonard Feathq_is The Times

| dezeritic’
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hielp from his fellow
musicians after losing
everything in a robbery.

w.mnm FEATHER
AL TO THE TIMES

ou might say that the Amer-

fcan dream turned sour for
Alexed Zoubov,

The hard-driving Soviet tenor
T v o s o o
> to came

g, prominence in Moscow during
the post-Stalin jazz thaw, in
~oriented called the
Tiring of what was still a
bisically repressive totalitarian re
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