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THE BLACKS,
WHITES AND
GRAYS OF ‘COP’

By LEONARD FEATHER

eeing “Beverly Hills Cop”—not as a

reviewer but simply as a moviegoer

who cannot get enough of Eddie Mur-
phy—was an experience beyond my most
optimistic expectations. For the first time in
uncountable years, I literally laughed till I
cried. To my mind, it is a film that has been
perfectly written, acted and cast.

Now I find myself rising to the defense of
“Beverly Hills Cop” in reaction to callers on
a couple of radio talk shows who complained
about the allegedly excessive use of profani-
ty in the movie. To my astonishment, these
sentiments were echoed in a myopic review

COMMENTARY

by no less an authority than Pauline Kael,
she of New Yorker. Along with her shock at
hearing words from which she has presuma-
bly been protected in the sheltered confines
of her magazine, she implied in three
separate references that “Beverly Hills Cop”
is anti-white.

The matter of profanity is the less signifi-
cant of these two issues, and one that has
only minimal justification. We have come a
long way since it was considered shocking
when Rhett Butler said, “Frankly, my dear, I
don’t give a damn,” a line that had trouble
getting past the censors. We have, in fact,
reached the other extreme, at which charac-
ters in movies, God help us, speak just as
many of us do in real life.

Granted, there are still millions among us
who find certain words distasteful and would
prefer they don't exist. But the profanity in
“Beverly Hills Cop” simply reflects the
speech patterns of countless Americans—
among them great numbers of cops and
others in every social stratum. ,

The early sequences, it's true, are liberally
scattered with the S word, the F word and
even that terrible 12-letter M&F word.
According to Kael, Murphy has no funny
material, merely “pitifully undistinguished
profanity,” regarding which we are “cued to
react to every stupid four-letter word as
riotous.”

She suggests that his lines consist of

}rirtually nothing else, although in fact there
is relatively little use of these words in the
second half, when the dramatic action speeds
up and the plot calls for dialogue more
directly connected with it. Throughout the
screenplay, there are countless brilliant

exchanges that involve none of what Kael \

might characterize as “explicit” language.

O
The profanity issue, however, is far less

relevant than the racial overtones, to which

Kael reacts in prim and proper shock. She
informs her readers that Murphy, in the title
role, “outsmarts the white dumbos”; that in
trying to find a room at an exclusive Beverly
:Iyllls ‘hotel he b[‘:rl:zl.ls “an elaborate whit-

-bauingnnm " and that he goes to this
hotel “simply to get laughs for baiting
Whitey.”

The issue of the street-sman, Detroit black
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cop in the Beverly Hills setting has a useful
incongruity; however, nowhere has it been
mentioned, in any of the print or radio
discussions 1 have seen or heard, that the
tradition of an underdog (of any color)
outwitting dumb cops is one that goes back to
the days of Buster Keaton, Harold Lloyd and
Charlie Chaplin. You don't have to be black

to get laughs outsmarting anyone. In fact, on

some levels, blackness is not essential to
Murphy’s character. If he were white, cer-
tain scenes would have worked just as well.

There is the episode in which, to get a
room in a posh hotel that is supposedly full,
he indignantly poses as a Rolling Stone
reporter, in town to interview Michael
Jackson. Suddenly the manager finds that he
has a cancellation: “It's a suitgpbut we'll give
it to you at the regular single-room rate.”
Murphy smiles and inquires about the price,
“That will be $238 a day.”

Imagine the same scene played by Woody
Allen as a Rolling Stone reporter, wearing
the same tattered sweat shirt, in town to
interview Bruce Springsteen. Would this
suddenly have lost all its humor?

Later, Murphy attempts to gain access to
an exclusive club where the sinister art-
dealer-cum-drug-smuggler, Victor Maitland

(played by Steven Berkoff), is lunching.
Murphy assumes an affected manner: “T met
Mr. Maitland a week ago; tell him I just came
from my physician and found I have a herpes
condition. 1 think he should see his doc-
tor. . . .” The maitre d’, hastily informing
him, “I think you'd better tell him yourself,”
ushers Murphy into the room, Would that
scene have been unfunny had Murphy been
white?

(Actually the only group entitled to be
upset about “Beverly Hills Cop” is the gay
community. Bronson Pichot, working at the
art gallery, comes on with a weird and
wonderful quasi-effeminate accent and
manner, further fueling what might be a
legitimately negative reaction among homo-
sexuals.)

(]

The truth is that “Beverly Hills Cop” is
one of the most sophisticated motion pictures
ever made in terms of interaction between
whites and blacks. Nowhere is the word
nigger or any other racial epithet hurled at
Murphy; never, in fact, is his race directly
relevant to the plot. (Nigger to me is the true
profanity. Richard Pryor abused it for years;
I can remember walking out on one of his live

concert films when his constant repetition of
it became tiresome and boring. )

The blaxplotation pictures, in which the
black hero-versus-white villain concept was
worked ad nauseam, happily are 15 years
behind us. They were aimed strictly at the
black audience, and black audiences soon
tired of them. “Beverly Hills Cop” has an
appeal that manages, like Murphy, to tran-
scend race. Instead of a superspade-white
thug situation, we have a story line in which
some whites are villains, others amusingly
naive folks, and at least two—notably Lisa
Eilbacher—completely sympathetic. More-
over, one of the Beverly Hills Police Depart-
ment's cops whom Murphy causes to look
foolish is himself black—a point that Kael
conveniently neglected to mention.

Another overtone that gives special mean-
ing to the social advances implied here is the
believable platonic relationship between
Murphy and Eilbacher, an attractive blonde,
cast simply as an old friend who grew up in
the same neighborhood. When one pauses to
reflect how many decades passed before
white and black people of either sex could be
shown together onscreen in a setting of
social equality, the Murphy-Eilbacher team
stands out as another step forward in the
sophisticated treatment of race relations. In
fact, it may be more progressive than Sidney
Poitier's role in “Guess Who's Coming to
Dinner,” which some critics found naive,
although it too, in its time, represented a bold
move toward the emancipation of black
characters.

One wonders whether the mtlcs who find
alleged anti-white attitudes in “Beverly
Hills Cop” ever spoke out against the vicious
anti-black stance taken in Hollywood all the
way from “Birth of a Nation,” a glorification
of the Ku Klux Klan, through the stereotypi-
cal characters that people like Stepin Fetch-
it, Mantan Moreland and others portrayed, on
through the Lena Horne movies, in which
she was given singing, non-acting p&ts that
could be snipped out of the footage when the
films were shown in the South,

Did Kael or any other prominent “white
media critic ever complain about “black
baiting”? I doubt it.

(The evolution of the black role mﬁéuan
pictures has been chronicled thorough
Donald Bogle's perceptive, of&n: ter

Bucks” {vlklllg m, 19?3)1 EI:I. an.v,:n
of all the Hollywood sterectypes, ar
Dam'el Leab’s “From Sambo to St

complaints about “Be?erly Hills. C‘oﬁ ‘would
be well advised to study these wéluahie

retrospectives.) . rd
o e "‘bw f ;

We've come a long, long way Imm those
segregated days to reach a point at which a
black actor has a leading part that could have
been played by a white (“Beverly Hills Cop”
was at various points to have starred Mickey
Rourke and Sylvester Stallone)., The Eil-
bacher part, for that matter, could as easily
have been assigned to a black woman,

.Unless you are hypersensitive %bout
strong language, or about humor involving
gays, there should be no reason to'take issue
with “Beverly Hills Cop,” or to deny yourself
the joy of seeing, in his most triumphant
appearance yet, the true ¢ genius of
the 1980s. Atpresstlmetheﬁlmhhdgrosud
more than $100 million, with no end yet in
sight. I must not be a,lnne m,mmbmnt'
response. 1 JE_ ok
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EW YORK—To para-
| phrase the old song: There
may be many other ‘nights
er this . . . but it seems unlikely.
The eonceri staged at Town Hall
| Feb. 22 to celebrate the reactiva-

precise parallel in the annals of
Jazz.
1t was at once a family reunion; a
benefit, portions of the proceeds
| going to the Save the Children
African Emergency Fund; a unique
assemblage of distinguished musi-
cians representing every idiom
from bebop to the avant garde, and
a "“This Is Your Life” style tribute
to Alfred Lion, the refugee from
| | Nazi Germany who in 1939 founded
- * what is now the oldest and most
respected ongoing jazz label. For
the last 18 years, the reclusive Lion
had been the jazz world’s most
invisible man, His appearance on-
stage was tantamount to the return
of Judge Crater.
Lion created Blue Note as a

longtime: fan, convinced (as he

wrote in a 1939 pamphlet) that “hot
fazz is expression and communica-
tien, a musical and social manifes-

tation, Blue Note Records is con-
_cerne wdshideg;:ﬁnngnsimpulse_

: m ts sensational and commercial
adarmnents."

| But there was more toit than this

“claim of purity. Operating on a

shoestring, with no staff and almost

no money at the outset, Lion dealt

with the musicians less as employ-

ees than as friends. At a time when
" most jaﬁ was restricted to the
thme-mmuteinmtsofme%dmc
he reeorded mainly on 12-inch
records, giving the artists four or

.. five minutes to stretch out. He paid

.ﬁmofBiueNoteRecordshadno'

‘exceptional attention to sound
quality. After he was persuaded in
1947 to move from New Orleans
and mainstream jazz into the mod-
ern era, he produced a series of
masterpieces by Bud Powell, The-
lonious Monk, Tadd Darneron.
Miles Davis.

With the advent of the long-play
album, Lion plunged in with per-
ceplivity and enthusiasm. Helped
by Rudy van Gelder, an optician
turned sound engineer, he devel-
oped what came to be known as
“the Blue Note sound,” with a

brilliance and sparkle that made

the horns fuller, the drums clearer,
the whole audible message larger
than life.

Most of all, though, the Blue
Note name is associated with an
almost -endless list of ‘musicians
who were identified with quality,
and with this emnpany ‘where the
art form was paramount and sales

~ became the welcome consequence
‘-oﬁntegrlty

- Blue Note was a sort of repertory
company or farm team. An artist
such as Art Blakey would come in
with his Jazz Messengers; in due
course his sideman would create
spinoff sessions as leaders in their
own right, The list of ex-Blakey

s

have been used again.
Because so many were lured
away by lucrative offers from

wealt.hiercnmpames the early so-
journs of some former Blue Noters

have been f

but not by the artists. McCoy Tyner

B

mg the sewnd comlns of Blue
Note, he expressed his delight at
thepremmenfsomanyoldbionds

out this week. We've also issued
the first four albums of unissued,
newly discovered material from
the '50s and '60s; and there are four
brand new albums by some of the
artists we've signed up.”

Lundvall introduced Herbie

. Hancock, who discarded his

LARRY BUSACCA

From Ieﬂ, Bobby Hutcherson, Herbie Hancock, Freddie Hubbard,
Joe Henderson at Blue Note reactivation concert in New York.

trumpeters who became Blue Note
leaders is staggering: Clifford
Brown, Kenny Dorham, Donald
Byrd, Lee Morgan, Woody Shaw,
Freddie Hubbard.

At Town Hall, Blakey, 65,
opened the program with a stun-
ning set by a group of his alumni:
Hubbard, trombonist Curtis Fuller,
Johnny Griffin on tenor sax, Walter
Davis on piano, Reggie Workman
on bass. The band played “Moan-

," ‘a gospel-tinged blues-funk
tune that helped set a new/old
direction for soulful jazz when he
recorded it in 1958.

Though much of the concert,

which ran from 8 p.m. until almost
2 am, had a retrospective slant,
there was a healthy balance be-
tween vintage sounds played by
veterans and exploratory works by
innovative artists. Bruce Lundvall,
the president of what is now known
as Manhattan/Blue Note Records,
part of the EMI/Capitol conglom-
erate, set the tone in his keynote
speech.

“When I was asked to revive this
company,” he said, “it was a chal-
lenge I couldn’t refuse. We're not
just bringing back the old cata-
logue, although there will be i innu-
merable reissues—the first 21 are

a:gatten—hythe‘pl;‘nhq  anothe

Eiek&aReeords ﬂ;uame un-

._.--’ (L R4

“Rockit” pop image to serve as an
articulate jazz-wise emcee, and to
double as pianist, playing his ewn
mid-1960s works “Cantaloupe Is-
land” and “Maiden Voyage”, with a
group that included Hubbard, bass-~
ist Ron Carter and drummer Tony
Williams, all of whom were on the
original recordings.

Among the younger participants,
there was James Newton, the
widely praised flutist and newly-
signed Blue Note artist, who played
the role of the late Eric Dolphy in
“Hat and Beard,” alongside the
vibraphonist Bobby Hutcherson, a
member of the 1964 Dolphy group
that recorded it. But the sensation
of the evening was a guitarist
named Stanley Jordan, the fastest
new starter in the Blue Note stable.
Jordan has developed a technique
that enables him to play less like a
guitarist than a three-handed pia-
nist, with a bass line and back-
ground chord-fills underlining his
cat-on-a-hot-treble-clef melodic
statements.

Every time the question is asked:
“Where is the new jazz talent going
to come from?” someone like a
‘Wynton Marsalis or a Stanley Jor-
dan will remind us that creativity is
not dead. We heard this again later
in a couple of solos by the exiguous
(50 pounds, 3 feet tall) French
pianist Michel Petrueciani. =

Blue Note’s shaping of jazz histo-
ry was brought to mind again by
Jimmy Smith, Almost unheard of

-until Lion discovered him in 1955,

Smith recorded his debut album in
1956 and has been the most influ-
ential, imitated, perennial poll-
winning: organist ever since. With
him at Town Hau were three

bopl Qﬂﬂl I éﬁlﬁmt'
aheadgems,m ° embraced

The veterq;h a‘vant gard:st p:o-
ceeded to detnolmh the instrument

‘with a series of demonic tone

clusters, at the end of which the
tuner’s services possibly could

/-l.r______. 03

ﬁ.._.._..-—-.‘

joined Blue Note in 1967, Alfred
Lion's final active year, but left in
1971 for greener pastures. Now he
was back home, taping with such
felluw graduates of the‘ label aa

!Inalleogvinagiantmulﬁ-mrpo
rate wheel, remains to be seen.
Lundvall’s sincerit;
questioned,buttwbym asa.

'evemngumglmjgaﬂermldniﬂﬁ
when Lion, invited on:




tay LEONARD FEATHER,

weden's gain, _Amerlcas loss
" since 1968, Red Mitchell is on

one of hisperiodic visits to this’

country This week he played five

ts at Donte’s, with different
personnel each evening.

For some years Mitchell has

been trying his hand as a songwrit- -

er, and it was in this capacity that
he opened Thursday's set at the
piano, offering two original pieces.
One dealt with the joy of communi-
cation; the other was entitled “The
Genius to Compose.” Mitchell's

melodies are pleasant, but neither
as lyrieist nor pianist is he in a class
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with Dave Frishberg, nor is his
yoice much more than serviceable.
Happily, he then moved over to
the upright bass, an instrument he
has mastered with a dexterity and
imagination that have very few
counterparts either in the South-
Jand or in Stockholm. He was joined
by trumpeter Conte Candoli, tenor
saxophonist Plas Johnson, pianist
Ross Tompking and drummer Don-
ald Bailey, all old friends and
sympathetic colleagues.
Predictably, the same old stand-
ard tunes were brought out, but
given the leader's formidable facil-
ity and the maturity and experi-
ence of his sidemen, the results
rose above these limitations. The
set reached its peak when Mitchell
led the combo into a slow, sly blues
for which his double-stopping,

punctuated by quotes from an old

Charles Mingus tune, seemed to
inspire all hands to a higher crea-
tive level.

Though his Donte’s gig ended
Friday, Mitchell will resurface
Wednesday when he and pianist
Bill Mays begin a four-night stand

JGING THE GRAMMY BLUES

LEONARD FEATHER

mething strange, paradoxical and
ysterious has been taking place in
ecent years with the Grammy
s—and the entire posture of the
Academy of Recording Arts and
The situation came to a head with
rards festivities Tuesday.
id recent essays in various publications
rning the nominations, the qualifica-
of the nominees and their prospects for

aspects of these articles stood out
many guitar pluckers' sore thumbs:

there was no mention whatever of -

classical music or jazz. Not even a
tive word, let alone a kind one: It was
these two forms, which I'had foolishly
ned were still a part'of the world of
, had been erased from the faces of the

econd, there was the segregationist use
‘term “Black Vocal,” as if this were a
- Though almost all the great R&B
are indeed black, never has there been
‘Crow rule excluding non-blacks or
acial groups from the R&B division. In
an R&B Grammy went to David

orn, who is as black as the ace of

ird, there was almost no use, in any of
pre-ceremony pieces, of the word
-or musical or musician. There was not
Mhention of a muslcal mstrmnent nor

: m _It_—was-'_asﬁ the wnters
' ‘}‘ MABCH 3, 1985
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at the Hyatt on Sunset.

regarded the music itself as irrelevant, (Can
they, one wonders, read or write music?)
On the other hand, what did they write
aboat?
Tina Turner’s feminism, Bruce S“pnn/gsbeen s
social activism, Prince's sexualfor racial
identity, the cultural ove 5 in the selec-
tions. One writer pointed out that the show
this year would be “more entertaining to
watch—clearly more fun than the Oscars."
Funpy. I was under the impression that
music was primarily designed to be listened

‘to. But then, to paraphrase Tina Turner's

song-of -the-year hit, what’s music got to do
withit?

If the media coverage is to be believed,
musicianship is now a secondary factor; the
entire Grammy game has become a sociolog-
ical rather than a musical phenomenon, a
celebration of pop and rock in which serious
music has no part. Never mind that Beetho-
ven and Brahms are still being recorded,
even nominated; forget that Bizet and Mozart
were up for best opera recording. To the
pop-dominated press, they are nonentities.

|

Jazz fared even worse, ignored not only in
the print media but on the show itself. Last
year, jazz managed to snare 3%2 minutes in a
3%2-hour program; this time around, not a
single jazz nominee got to play or sing a note. -
Not even Joe Williams, who at 66 won his
long-overdue first Grammy. .

News of the plan to omit jazz so angered

MONTH?*

th enough power to I

t offers not only an AM/
5-band equalizer for ©

| cassette deck with Dolb:-

nger and twin deluxe spe

Well, the important matters, of course:

force in contemporary culture. We are
offended by the disappearance of jazz from
the television show, and hereby petition that
jazz be included by mandate in all future
Grammy telecasts.” _
Ironically, if NARAS cares to exnmme’
what is amiss in its frantic aearéh,,&g;
maximum TV ratings ( to the
“artistic e:mellence”'an which voting has
always suppoaedly been based), it need only
look - to its own “Lifetime Achievement
~Awards,” chosen not by the mass member-

~ ship but by the National Trustees. Of the 12

awards, including this year’s voting, four
have gone to jazz artists, three to classical

performers. No other form of musid",hass

Joe Williams with his first Grammy.

some members of the Los Angeles NARAS
chapter that a Jazz Concerns Committee was
formed, and a memo sent to the board of
trustees calling the exclusion “embarrassing,
unacceptable, and an affront to jazz artists,”
and demanding that (a) every future telecast
include at least one jazz performance by a-
nominee or non-nominee; (b) at least-one
Grammy be awarded to a recipient among
jazz categories on every program; (c¢) @
jazz-concerned advisory body be formed
from the NARAS membership “to develop
specific feature ideas, year by year, for
presentation at telecast time to the show’s
production staff.”

A petition along the same lmu, passed
around at the post-awards party, found
musicians clamoring to sign. It read: “We

. agree that jazz is a vital music, an
original American art, the promm of
much pop and rock music . . . a positive

B

£ earned more than two.

L .

The Hall of Fame awards are even more
significant. Voted on by a select committee of
musicologists and historians, the 56 winners
through 1985 include an astonishing tol
24 jazz recordings—more by far than
other branch-of music (in second
classical music, with 14). L T

- Decades from now, will recorﬂs by Cy

Lauper, Prince, Frankie Goes to Holly

Pia Zadora and others among this
nominees and winners be admitted t
Hall of Fame? Will Yes and the Cars bec
the recipients of Lifetime Achie
Awards? .
True, it can be argued that sexual identi

ties and social consciousness aside, some

the pop/rock nominees and winners
happen to be respectable musicians. {

the gospel segments and the |

stein tribute, but mazmgs_us
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test‘from NAR. 3
exclusion of jazz from last week's

Rh 7 &80,

puttmgtog'. er the Gramn _
the jazz presence
minimum this mwwﬁthmm;azz
performances and no jazz winners
invited on stage to m%ﬂwﬂ'
awards. y potaivalsl bas mi
 *‘Jazz is America’s one mdwmus«
art form and they fluffed it off,’’
Feather complained in a phone inter-:
view yesterday. ‘‘They didn’t give

' Joe Williams. who won his first

Grammy at the age of 66, a chance
to say thank you or sing a song. Or
Art Blakey, who won his first at 65.
Or Wynton Marsalis. They just read
their names off at the end of the
show hke zhey wcrc throwmg:,away
Sﬂb aclt Yo it
long—tummhmab
the L.A. Tlmee, ‘wrote a thing
critique of the Grammys in last.
Sunday’s edition, which he said
calls of support from Sarah

Vaughn, Mel Torme; - Miles Davis,
George Shearing and many others.
who were similarly outraged by the.
jazz-less show.

A real possibility exists, he added,
for a jazz breakaway from NARAS,

with the formation of a separate
organization and the staging of a
separate awards event. Indeed, dis-
cussions are already in the works
for use of the Dorothy Chandler
Pavilion for a *‘Jazz Grammys’’
mim?hé’*smd
]ust talk. This is what

Wte\iiﬁhgfew, Feather pledged.
““The only aitemmve is to try and
geta: inute spot on

Xt ,' - show, which
0! «ﬁghtmg for.

mpts to
p‘, ‘and rock
, which

ﬁmem Mmliu! Mel-
W&i}m:cmn himself, de-
scrib eather’s rehg’?on as
“tragi andpremamre,m' prom-
Mﬁt **a big jazz feature’" will
definitely be included in next year's
Grammy show.

*“As a jazz pianist I find it embar-
rassing that there was no jazz this
year,”” he added. ‘‘But we can’t
always have the same mix. If every
musical community got its own spot.

we'd have a six-eight hour show _ -
¥

Snub Cues NARAS Walkouts |

Melvoin also promised that NARAS
would be responsive to demands
from the organization’s newly
formed Jazz Eoncems ‘Committee,

created in a reaction to last
week’s Gfaﬁ{g , which has called

for cvefy“‘:ﬁlt‘u're telecast to include

at least‘oﬂ f&'pcrfommnce




ing Arts & Sciences last F
fending its jazz track record.

Meanwhile, a contingent of angry
cabaret musicians plans to picket a
March 19 NARAS luncheon in Los
Angeles to protest exclusion of jazz
from the awards show.

In a statement released last Fri-
day by Academy president Mike
Melvoin, NARAS dismisses sug-
gestions that NARAS is *‘cold-shoul-
dering’’ jazz, as *‘simply at odds -
with the facts.”’

With the exception of the most
recent show, Melvoin asserts, jazz
performances have been a “‘regular
feature’’ on the Grammys since’
1977, with Wynton Marsalis, Miles
Davis, Count Basie,ﬁ&l Jarreau,
Pepper Adams;]Manhattan Trans-
fer, Sarah Vaughn, Joe Williams
and Oscar Peterson all taking the
stage in those years.

**‘NARAS, from the very begin-
ning in- 1958, has always been
aware of the importance of jazz,"
says Melvoin, noting that there are
seven jazz Grammy categories, as
opposed to four for pop and rock
and five for rhythm and blues.

In addition, the statement goes
on, four of 12 Grammy Lifetime
Achievement Awards have gone to
jazz artists,

Charge by jazz critic Leonard
Feather (Daily Variety, March 7)
that NARAS has become ‘‘a pop-
and-rock organization’’ doesn’t
hold up, according to Melvoin, who
observes that the Academy has ex-
panded its gospel, classical, Latin,
musicvideo and jazz Grammy cate-
gories over the years.

“*Because NARAS has around 52
performance categories in various
fields of music, it is impossible to
represent each individual field with-
in the allotted time of the tv show.
But to suggest that NARAS is cold-
shouldering an important American
art form — jazz — is simply at odds
with the facts,”” he says.

Feather, who wrote a stinging
column recently in the L.A. Times
about the Grammys, has resigned
from NARAS in protest over its
*‘insulting’” handling of jazz. No
jazz performance was included in
the show, and no jazz winners were
invited to accept awards on stage.

Many illustrious jazz artists — in-
cluding Miles Davis, Carmen Mc-
Rae and Mel Torme — have called
Feather to voice displeasure with
the show, and there is serious talk
of a break-away from NARAS.
Meetings are already in the works
to stage a separate jazz-awards
show at the Dorothy Chandler Pa-
vilion for next year.

Upcoming picket of the NARAS
luncheon, which features a speech
by Grammy producer Pierre Cos-
sette, is being organized by cabaret
pianist Mike Palter, who wants to
see a cabaret/American theater mu-
sic category added to the Grammy
awards.

““It’s a travesty that we don’t
have our own category,'” he says.
**American theatrical music is an
integral part of the American music
scene. The Grammys should repre-
sent more than a pandering to mass
taste.”’







Times Wins 9 Top Awards
Greater L.A. Press Club

mes has won nine first-place
d seven certificates of merit in
annual competition of the
Angeles Press Club.

ess Club’s top award for spot

orting went to the entire San
unty Edition staff for its report-
e McDonald’s massacre in San
n July 18, 1984. Twenty-one
ere killed and more than two
unded in the attack.
investigative reporting catego-
Hurst took the top award for a
five articles that capped a three-

vestigation on the conditions
hiph youths are confined in the
a juvenile justice system.
st-place award for news writing
Jill Stewart for a piece detailing
eles County’s denial of health
ne poor.

look into the private life of
diving gold medalist Greg Lou-
n the top honor for sports re-
or writer Rick Reilly.

part examination of how the

\edia category.
Ul ind Bill Sing shared the
r for business news reporting for
of 10 articles that explored the
S at Financial Corp. of America.
nce Chnsf.on won the first-place
¢ for entertainment reporting for a
dar piece on the humor among
enagers in Selma, Ala., 20 years

- Sports and metropolitan staffs
a special Press Club award for
: ed coverage of the 1984 Olympic

Valley Edii‘:i'on photographer Joe Vitti
won the award for best spot news photo

for a shot of a helicopter crew retrieving |
the body of a youth who was killed when

his automobile went over a cliff.
The Times received a certificate of

merit for overall coverage based on two g}

days in December which were randomly
selected by the judges.

George Reasons and Ray Hebert
shared the certificate of merit in the in-
vestigative reporting category for their

probe of possible conflict of interest deal- *

ings by city planning director Calvin Ha-
milton.

Elliott Almond, Julie Cart and Randy
Harvey received an award of merit in the

sports reporting category for a four-part e W

series on the use of anabolic steroids by
Olympic athletes.

A Calendar section special on the im-
pact of American popular music around

the world brought m_ﬂfwg_d%mnhfor
entertainment writing for Robert Hil-

burn, Robert Gillette and Leonard

Featr. Other contributors were

arles Powers, Norman Kempster, Don
Schanche, William Montalbano, Tyler
Marshall and Bob Secter. Free-lance
contributors were Anne Geyer, Joar
Borsten, Melton Davis and Jeff Spurrier.

The award of merit for reporting on
the media went to Tom Rosentiel for a
piece on the problems facing United
Press International.

Debra Whitefield received an award of |

merit in business news reporting for a
look at the ordeal corporations go
through during merger battles.

For the fourth consecutive year,
Among Ourselves has won a Press Club
award, this year a certificate of merit for
its coverage of how The Times covered
the Olympics.




LUENOTES

by Sam Sutherland
) & Peter Keepnews

eont.inued' to reverberate through
the Los Angeles jazz community
last week, with both downbeat
imgs and some upbeat pro-

£ g for attention. Even as
'NARAST ued a more formal posi-
) defending its decision to
from this year’s network

i]lboard March

'p]ﬂyers "nght
‘the thing is to
he remarked.

current move-
reliminary talks
television pro-

_ sic Center to develop
a tar concert, or possi-
, concert series. For Feather,

nture could provide both
al and ceremoma] basm

National Academy of Jazz, which
he envisions as honoring players
rather than recorded perfor-
mances. As such, Feather sug-
gests the project needn t be seen
as challenging the Grammys, but
rather providing a comprehensive
grla:lsf.orm for honoring jazz that the
ARAS awards don’t now offer.
Allen Colman of the Music Cen-

ter confirms the talks, noting that

the concert programmers there
had

already been eyeing possible
hlgh-proﬁle )azz events well i in ad-

ties for several organizations,” he

“tion, now iénﬁﬁéay__dubw R

While Feather’s own post-
awards bitterness cooled, however,
other L.A. NARAS chapter mem-
bers still fumed. Vibraphonist Ter-
ry Gibbs railed against the

awards, dismissing this year’s pop
and rock performers as dominated
by “no-talent freak acts.” Mike
Palter, a bassist who belongs to
the chapter, said that while he
't resign, he planned to or-

picket line for Tuesday’s

Lake

Grammy grumbllngs Iead to plans
for a new way to honor musielans

says. oy

Feather meanwhile clmms sup-
port from a number of major
figures, among them

Granz, George Wein, Gene
n:hn.

vine and Chu_ck Nllelrof Los Ange-
les jazz outle KKQO Shoul

new acade Bﬁa th
the Music Center and‘froducer
Washburn follow their current
path, Feather sees a potential fall
gala that could yield a public televi-
sion or even commercial tv coun-

dismay over- \e more strident con-

role in future telecasts will the
ability t’o-’ﬁ’ut the mu-
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JAZZ ALBUM BRIEFS

By LEONARD FEATHER

“STANLEY JORDAN.” Blue
- Note 85101. The claim that Jordan,
25, is “redefining guitar technique”
is no exaggeration, as is explosively
illustrated in this well-balanced set
of three jazz standards, three pop
works (Lennon/McCartney, Rod
Temperton, Jimi Hendrix) and
three originals. By hammering the
" string against the fretboard with
his finger, he produces a tone; he
can even do this with both hands.
On several of the tracks, it is hard
to believe that no overdubbing or
second guitarist was invelved.
Though self-sufficient (he is alone
on “A Child Is Born”), Jordan is
aided here and there by bass and
percussion, notably by the prodi-
gious teen-age bassist Charnett
Moffett on Miles Davis’ blues;,
“Freddie Freeloader.” A versatile,
adventurous debut by an artist
~unquestionably headed for fame. 5
stars,

O

“STAY TUNED.” Chet Atkins,
Columbia FC 39591. Atkins is
teamed here with nine other gui-
tarists, one or two of whom join him
on all but the last two cuts, George
Benson and Larry Carlton are on
two apiece, Earl Klugh on one.
Producer David Hungate, who
avoids telling us who plays what
when (a sure way to puzzle the
pundits), rightly observes that At-
kins “is a country guitar player like
Mark Twain was a country writer.”
What have we here—pop, jazz,

*country? Nothing more or less than
an undefinable, unpretentious,
low-key collection of compositions,
at least agreeable and at best quite
charming (“Cosmic Square
Dance,” by and with Mark Knop-

Bohle"hnﬂthem  Magoo films.

fler). Atkins seals it off on his own
with a brief, gentle “If 1 Should
Lose You.” 4 stars.

a

“THIS IS KEITH MacDON-
ALD.” Landmark LLP 503. Now
pushing 60, MacDonald knew Bill
Evans from their high school days
and was his lifelong friend. On this
belated debut album (produced by
Helen Keane, who was Evans’
manager), he seems far less adven-
turous harmonically than the asso-
ciation might lead one to expect.
Playing seven standards and an
infectious blues-waltz, he displays
fine technique, occasionally using
an Erroll Garner left-hand strum.
He rates a welcome to the club, but
hardly a 21-gun salute. 3 stars.

o

“YUSEF LATEEF IN NIGE-
RIA.” Landmark LLP 502. The
Tennessee-born tenor saxophonist
(he also plays five types of flute
here) now lives in Nigeria, where
he is a research fellow at a cultural
studies center. Backing him are
five percussionists distilling a brew
of intricate rhythms (but generally
with a basic 4/4 pulse) on an
artillery of exotic instruments (idi-
ophones, Tiv drums, Hausa and
Yoruba kalangu) with vocal and
whistling effects. As Lateef ex-
plains, this is dance music using
Nigerian, Jamaican and other
rhythms. Though Lateef detests
the word jazz, his horns provide the
link to Afro-American music. 32
stars.

O

“PUT SUNSHINE IN IT.” Ar-
thur Blythe. Columbia 39411. Sales

‘" of his earlier LPs having fallen

below expectations, this gifted, de-
servedly praised alto saxophonist
has now thrown in his lot with one
Todd Cochran, who plays just about
everything in sight—computer
drums, synthesizer, synthetic bass,
you name it—and one Bruce Purse,
who wrote most of the music and
co-produced. If overdubbing were
artistry per se, and if time and
energy were talent, this would be a
five-star outing. Alas, the only
work of melodic interest is the
single tune from an outside source,
“Sentimental Walk,"” from the film
“Diva.” Not enough true Blythe
spirit here. 2 stars.

a

“SWEET BABY BLUES.” Jean-
nie Cheatham with Jimmy Cheat-
ham. Concord Jazz 258. An odd mix:
Jeannie Cheatham’s fine old-timey
blues singing and piano, her hus-
band’s growling trombone, Snooky
Young's trumpet, the bop-derived
alto sax of Charles McPherson, and
a sluggish rhythm section backing
the inept, barely-in-tune soprano
sax and clarinet of Jimmie Noone
{son of the same-named New Orle-
ans veteran). Problem: Every cut
but one is a blues in C—something
an alert producer should have
corrected, since it makes for mo-
notony. 3 stars.

8|

“HANGIN’ OUT." Joe Newman
and Joe Wilder. Concord Jazz 262.
Two trumpet veterans, both Basie
alumni, plays charts by two former
Basie sax men, Frank Foster and
Frank Wess. Both are mature,
convincing soloists, with pianist
Hank Jones in a strongly support-
ive role. The liner notes fail to offer
a score card, though it is safe to
assume that the opening, muted
solos are by Newman; Wilder,
whose sound is more hmcal plays
fluegelhorn and is on his own in
“Here's That Rainy Day.” On “Bat-
tle Hymn of the Republic” and

Hubley Beca:m an amum

UP& on “Gerald ucnonig'

He

met Faith Elliot in the late 1940s;
tbé%mmmﬁdmlsaﬁ,

Neal Hefti's “Duet,” their work is

sointertwined that attribution is all
but impossible. Foster’s “Lypso
Mania” is a cooly engaging West
Indian breeze. 4 stars,

o

“STRINGS ATTACHED.” Ira
Sullivan. Pausa PR 7169. It is a rare
treat to find an album that is
unorthodox in conception, execu-
tion and instrumentation. Though
Sullivan’s trumpet and alto flute
are central elements, the composi-
tions (mainly by bassist David
Einhorn) and the use of a second
flute and string quartet add im-
measurably to the success of the
venture, Violinist/vocalist Nicole
Yarling, who also composed the
closing out, also is a significant
contributor. 432 stars.

8]

“A NIGHT IN COPENHAGEN."”
Charles Lloyd Quartet. Blue Note
85104. On the scene only intermit-
tently in recent years, Lloyd here
illustrates a lapse in his distin-
guished career. Too mitich of this
set suggests a tentative retiead of
early 1960s Coltrane, with “Lotus
Land” echoing “A Love Supreme”
and “Night Blooming Jasmine” no
less close to “Naima.” His tenor isa
mix of Coltrane and Gato Barbieri,
his flute seems weak in this new
era of James Newton, and the
Chinese oboe sounds hopelessly out

flos Angeles Times

of tune. The piano of Michel Pe-
trucciani is effective on “Lady
Day,” and singer Bobby McFerrin
tosses in some instrumental imita-
tions on one tune. 234 stars.

(8]

“SWING LOW SWEET CLARI-
NET.” Abe Most. Camard 12582
(17030 Otsego St., Encino 91316).
One of the foremost exponents of
post-Goodman-but-pre-bop clari-
net, Most is in jubilant form here,
thanks in large part to a lightly
swinging rhythm team composed
of Hank Jones, Monty Budwig and
Jake Hanna. Brother Sam Most, a
zestful flutist, joins him, and Abe
himself switches to flute to mke it
a duet on the “Manha de Carna-
val/Samba de Orfeu” medley. The
cover painting is by bassist/artist
John Heard. 4 stars.

0]

Ensemble of Chicago. ECM 25014.
“The Bell Piece,” a collection of
interesting gong and chime effects,
avoids the painfully out—of-mne\
horn work that mars so muqx of
this set. One cut offers conventi

al riffs buzzing around a t
chord; another, trumpeter Lester
Bowie’s “Zero,” is pseudo-early
bebop. Joseph Jarman and Roscoe
Mitchell are credited with playing,
collectively, 37 instruments, Might
not one apiece, totally mastered,
have been preferable? 1% stars. [

MIXING JA

Cmtinued}roml’ml
A problem that confronts fhe

_-_ creatbrs ofarﬁmatgdhhorﬁsandthe

admirers who seek them out is a

~ dismal lack of short subjects in

most movie theaters. Hubley, en-

‘6.4 gaged in a one-woman battle to

reverse this trend, claims recent
success in some New York areas.

~ “There are also plenty of other
outlets for short subjects. They're
shown in schools and at film societ-
ies, which are beginning to flourish

in certain kinds of communities

that are between a town and a

small city. People who are working
with the aging, or with small kids,

- will say, ‘Let’s start a film society,’

and they'll go seeking out the best
films in the woﬂd induding short
subjeets 3

down in Hubley*s ct
“Absolutely
“When John an¢
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Ellington discoverer _
Mills dies at age 91 Mills dead

: : | continued from page 1 —

Irving Mills, the legendary song  who guided the career of Duke Elling-
publisher who discovered Duke | {on, who was the most important ]
Ellington, died yesterday at Desert figure in the history of jazz,” said
Springs Hospital in Palm Springs al  Leonard Feather, the Los Angeles |
the age of 91. . Times jazz critic, who was also a close |

Mills, the founder of Mills Publish- £ personal friend of Mills.
ing Co., which published the music of In addition to Ellington, Mills made
Ellington — for whom he sometimes ' key contributions to the careers of
wrote song lyrics — and many other | Cab Calloway and Ina Ray Hutton,
jazz performers, died at 9:30 a.m, | Feather added.
yesterday, a hospital spokeswoman ¥ Mills is survived by his daughter,
said. ' ! Florence Seitz. Funeral arrangements

She added that Mills had been ad*  are pending.
mitted to the facility on April 10. ‘! 4 ,} "L 3
I think he is a person who is going ' * H; @ w {J:_
to be remembered for his own contri- "D
butions, and for his role as the man =
— continued on page 8
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The obituaries were premature: Jazz is alive, long live jazz

By Leonard Feather
© 1985, Los Angeles Times

ime plays strange tricks with

I memory. There are days when the

20 years I have been writing a jazz

column for The Los Angeles Times seem

to have passed like a lightning bolt,

others when they are as distant as
eternity.

What is happening in jazz now that
was unknown two decades ago? Jazz-
rock was all but unhg:d&l- fusion
' meant the of liquefying or rend-

ering plul.lc by heat. Synthesizers didn't
exist; even electric keyboards were not
much more common than computers.

On the other hand, voices of that day

a down beat ma headline that jazz
is finished. In a rtmuod,hemluall

before but only now, in 1965, feels free to
admit it. Jazz is dead. Kaput.

No doubt when sales of the (:l;ls,iml
Dixieland Band ";:Il off I&l!!l x
Victor Talking Machine Co. dropped
group from its label, the Cassandras

ingrained
journalism as long as it has been good
for a headline

Realism, on the other hand, demands there always will be
The first column I

Mr. Kenton is long gone, as are Duke
Ellington,
meldiscmjonlnl.u les that jazz  trane, Bill Evans, Count Basie and many
' lost much of its a to folk

music; that the new jazz requires intol- never can be judged by its necrology. If
erably sophisticated listening; that he this were the way classical music were
came to this conclusion three years iudged. or painting, or architecture, the

osses over the last 20 years might give a

% Sunday, April 28, 1985 Page IF '

who had just returned from

a triumphant tour of the Eastern Euro-
R o i Mot
and the pianists | Petruc-

ciani and Makoto Ozone, three of today's
most promising creative jazzmen, were
then 2 or 3 years old. David Murray, who
became one of the most influential saxo-
of the new wave, was 10. A

women most deserving

by women in jazz did not become a cause
celebre until 1978, when the first
Women's Jazz Festival, in Kansas City,
set in motion a bandwagon that soon
became an international movement.

By 1984, the two leading jazz com &:n-
ers, accordlng to the international
ics’ Poll, were Carla Bley and Ms.
Akiyoshi, and the guitarist declared
of wider tion in
that poll was the 27- Emﬂy

Remler., Such nmomg
not open to women in 1965, renrdleuof

. their talent.

For blacks, the situation has changed.
no less dramlucally. In April 1965, the
Civil Rights Act was still three months
short of passage. In the previous year or

strike an oddly familiar note. Here i8 a closer look that pmduces more sangu-

- Stan Kenton, in April 1965, declaripg in  ine conclusions.

L &

Angeles Times in 1965 was about Louis

f’Page 4F. The Kansas C!ty Star, Sunday, April 28, 1985

J a.ZZ continued from pg. 1F

two, newspaper stories had dealt
with the refusal of hotels (and not
only. in the South) to find room

for Jean Turner, Stan Kenton's:

vocalist, and other black artists.
'As segregation’s barriers

' gl;aduany eroded, it became at

least marginally easier for a
black muslcian to go on the road
or to a r on television in
in;;egra settings often denied

|
yRecent days have seen the re-
tﬁn to America of several musi-
cians who, discouraged by social
and musical conditions at home,
became expatriates. Many now
V:Iﬁ.t this country with increasing

tregye.ncy or have returned home '

_permanent basis: Thad
‘éﬁf" ‘Dexter Gordon, Johnny
fin, Art Farmer, Slide Hamp-

;The collapse of many famous
ni,ghtcluhs gave rise to pessimis-
ﬁpc:pulaﬁon in the 1960s, but a

through the New York

gs reveals an unprece-

dented 30 clubs dedicated to jazz

_ of one genre or m Even thi:
thg-e ‘were no ubs,

burgeoning concert and festival

scene would be more than ade-

. quate compensation. And jazz

concerts have multiplied from

Gamegie Hall to the Hollywood

‘ﬂ‘he'reeordlng situation contin-

 ues to fluctuate. Although Colum-

bia alone among the big conglo-
mi:ntes has maintained a strong
,jazz image, the number of inde-
ipendents has grown incredibly.
/In '1965, there was no Concord
Jazz, no Black Saint, Soul Note,
Discovery, Palo Alto. Reissues,
even on labels such as EMI-
Capxtol’s ‘Blue Note and Poly-
gram'’s Verve subsidm'iea. are at
arecord

?A complaint often lodged on

behalf of the jazz-is-dead argu-
ment is the alleged shortage of
truly innovative and potentially
influential new talent. A Dizzy
Gillespie or Charlie Parker or
John Coltrane admittedly occurs
only once a generation or so, but
there is no reason to suppose that
some of the jazzmen now in their
early 20s will not become potent
forces in shaping directions into

~ the dawn of the next century.

In particular, the newcomers
from New Orleans constitute a
splendid refutation of the
argument that these recent ar-
rivals have nothing of lasting

" value to offer.

It seems clear that powerful
influences may yet - emanate
from the creative minds of such
saxophonists as Branford Mar-
salis and Donald Harrison, or
trumpeters as gifted as Wynton
Marsalis and - Terence Blan-
«chard—all products of Boston’s
Berklee College of Music or the

school in New Orleans where the

Marsalisbmthm fathetteach

The treatment of jazz in t.he
visual ‘media has
slow but perceptible improve-
ment during these 20 momentous
years. Network TV still glvei
jazz minimal exposure, bu

" thanks to ‘cable television and

educational or s -interest
o documentaries devr;lot::l

particular artists or jazz- -
ed subjects have become fre-
quent. )

The outlets for jazz have in-
creased still further with new
media such as compact discs, to
which more and more jazz clas-
sics are being converted, and jazz
videos.

On a more general level, jazz
in many senses has belatedly
attamedameuureo{socinlre-

J azz magazine makes its bow

C&Thff ;;:;atqeditionjof the Kansas
City uarterly, now circu-
lating in the Kansas City area,
offers articles and interviews on
i the Women's Jazz Festival, Ja
McShann, Aaron Woodward,
‘Doug Sertl and the Jazz Menag-
erie, the Kansas City Big Band
Festival and the origins of Kan—
m Clty jazz.

'Iheilluamtedpu'iodicalis
published by. Jo Ann Genrich-

- Andre and edited by Gary D.

spectability long denied it. Al-
though this has no bearing on its
artistic evolution, it has been
unquestionably helpful in
broadening its acteptance.

Who would have dreamed in
1965 that there would be a Louis
Armstrong Stadium in New
York, an Armstrong Park in New
Orleans? That Gov. William Al-
lain of Mississippi, where lynch-
ings once abounded, would pro-
claim May 5-11 “Milton Hinton
Week” in honor, of the native-
born bassist’'s 75th birthday?
That the first American to be
awarded a Presidential Medal of
Freedom in the White House dur-
ing the Nixon administration
would be Edward Kennedy Ell-

o

such symbolic events, com-
bined with ‘all the other develop-
ments I've outlined, augur a pro-
ductive future for jazz? Or is the
documentation of them merely
an ex;;resslon of cockeyed opti-

I have never been one to
over the spilt milk of the good old
days, On reflection, one finds the
milk mixed with too much hlood. -

Jazz, having gone through sev-
eral golden eras since the 1920s,
will continue to evolve as - it
somehow always has.

In fact, not too many years
into the future, there may be
good cause to believe tlmt the
good old days were now.

bl

Ross. Contributors include Ken -

Poston, Bruce Sherwood Kirk -
Wintes and Dick Wright. Sub-
scription rates are $16 a year.
Individual issues cost $4. For
more information, call 472-5622.
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— 1stAnnual JAZZIZ
Readers Poll Results
JAZZIZ AWARD — 1) Miles Davls

MUSICIAN — 1)Miles Davis
ACOUSTIC GROUP — Wynton Marsalls Quintet

ELECTRIC GROUP
1) Pat Metheny 2)Weather Report

ALBUM.-GROUP
1) Decoy-Miles Davis (Columbia)
2)Modern Times-Steps Ahead (Elektra Musician)

ALBUM-SOLO
1) Rejolcing-Pat Matheny (ECM)
2)Hot House Flowers-Wynton Marsalis (Colum bia)

ALBUM-OF ALL TIME — Kind of Blue-Miles Davis
ALBUM-WITHACONCEPT

Various Artists (A&M)
ALBUM-REISSUE — Assorted OJCs (Fantasy)

ALBUM-LIVERECORDING
1) JazzMonterey-Various Artists (Palo Altg)
2) An Evening With Windham Hill Live-Various Artists

COMPOSER — CariaBley
ARRANGER — 1)Gil Evans 2)RobMcConnell
PRODUCER — 1) Norman Granz 2)Quincy Jones
RECORD LABEL — 1)Polygram 2 Elektra/Musician

PERSONALITY
1)Wynton Marsalis 2) Marian McPartiand

NEWTALENT — 1)Wynton Marsalis 2)Bill Evans
FESTIVAL — 1) Kool 2) Newport

LIVEPERFORMANCE
1)Pat Matheny 2)Miles Davis

MOVIESOUNDTRACK
The Woman In Red-produced by Stevie Wonder
(Matawn)
CHITI_(; — Leonarq_F_ealhgr
VIDEO — Herbie Hancock-'Rockit"'
ALBUMCOVER

1) Night-John Abercrombie
2) Celebration-Kainonia

TECHNICAL MUSICIAN — Wynton Marsalis

LYRICAL MUSICIAN
1) Chico Freeman 2)Pat Metheny

STUDIO MUSICIAN
1)Steve Gadd  2)Marcus Miller

ACOUSTIC PIANO
1} Oscar Peterson 2)McCoy Tyner
KEYBOARDS — 1) Josal Zawinul
TRUMPET — 1) Wynton Marsalis
FLUGELHORN — 1) Kenny Wheeler
TROMBONE — 1) Bill Watrous

SAXOPHONE
alto-Richie Cole bari-Gerry Mulligan
soprano-Branford Marsalis tenor-Michasel Brecker

CLARINET — 1) Buddy DeFranco 2) Benny Goodman
FLUTE — 1) James Newton 2) Dave Valentin

2)Lyle Mays
2) Dizzy Gillespie
2)Clark Terry

2)J.J.Johnson

GUITAR — 1)Pat Metheny 2)Joe Pass
BASS

acoustic-Eddie Gomez electric-Marcus Miller
DRUMS — 1)Jack DeJohnette 2)ElvinJones
PERCUSSION
1)NanaVasconcelos 2) Airto Moreira
VIBES — 1) Milt Jackson 2)Gary Burton
VIOLIN — 1) Stephane Grappelll 2)Jean-Luc Ponty
MISC. INSTRUMENT

1) Toots Thielemans(harmonica)
2)Andreas Vollenweider (harp)

MALEVOICE — 1)MelTormé  2)JoeWilllams

FEMALE VOICE — 1) Sarah Vaughn 2)EllaFitzgerald
BIGBAND
1)Count Basle 2)Maynard Ferguson
MOSTVERSATILE GROUP
1) PatMetheny Group 2)Steps Ahead
MOST VERSATILE MUSICIAN
1) Pat Mathany 2) Bobby McFerrin
MOST UNDERRATED MUSICIAN
1)Lyle Mays 2) Grover Washington Jr.
BIGGEST DISAPPOINTMENT
1) Herbie Hancock 2)George Benson
OTHER MUSIC — Stevie Wonder

NOTE: 2nd place was awarded when 2nd runner up
was within SOvotes of 1st place.

2)Duke Ellington
2)Wynton Marsalls

That's The Way | Feel Now-Tribute to Thelonius Monk-

———— BeAPartofJazz History M

JAZZIZ MAR/APR 29
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LA MI1A ORCHESTRA

Leonard Feather ha immaginato di poter riunire le grandl
«tarsy di tutti i tempi e di formare con esse una big band di
sogno... Ma non basta (sognare non costa nulla, vero?): hg pro-
vato anche a ipotizzare e organizzare il contenuto del piu bel
disco della storia del jazz. Sottoponiamo questo
singolare esempio di «fantajazz» al nostri 1fettor1
e i invitiamo a confrontare le scelte dell'auto-

revole critico anglo-americano

con quelle che avrebbero

voluto fare essi stessl.

-

2

IDEALE E QUESTA

Dall’alto della sua possibilita di va-
gliare criticamente decenni di diretta
pratica musicale e di attento ascolto,
Leonard Feather ha gia provocato su
queste pagine un animato dibattito,
allorché nel numero di agosto-
settembre 1982 propose le migliori
dieci canzoni di ogni tempo (e vedi
anche la risposta di lettori ed esperti
nel nostro fascicolo del gennaio di
quest’anno). Ora il famoso critico
anglo-americano, gia pianista con
Armstrong, gia compositore eseguito
da Ellington e Basie, gia produttore di
dischi e concerti che fecero storia, gia
autore di libri fondamentali, & andato
piu a fondo nel cuore del jazz e ha por-
tato a compimento un’altra delle sue
avventure del pensiero: questo lungo
articolo ha permesso a Feather di tira-
re le somme di tutta la sua conoscenza
e a noi di fare una delle pia intelligen-

o

ti e stimolanti letture di questi ultimi
anni. Scremando il meglio di ogni arti-
sta e di ogni epoca del jazz, Leonard
Feather ha formato infatti I’ideale big
band dei suoi sogni e ha addirittura
ideato il disco che ne potrebbe sortire,
immaginaria ma non astratta creazio-
ne intellettuale.

Pubblichiamo i due articoli riuniti
(nella traduzione di Gian Mario Ma-
letto) e il lettore avveduto vi potra tro-
vare, oltre che un sensazionale esem-
pio di «fantajazz», anche una lucida
sintesi storica e critica, quasi un pic-
colo trattato in nuce. Discutibili le
scelte? Ancora una volta il dibattito &
aperto. E ancora una volta invitiamo
lettori, critici, musicisti e addetti ai
lavori a una verifica personale: se do-
veste scegliere voi l’orchestra del se-
colo, chi vorreste? Coraggio, manda-
teciivostri pareri. Li pubblicheremo.

di Leonard Feather

acciamo finta che il tempo si sia
fermato. E che tutta I'energia vi-
tale del jazz sia a mia disposizio- |
ne, insieme ad ogni musicista che ab- |
bia avuto un posto nell’evoluzione del-
la pili valida arte indigena americana. ‘
E facciamo anche finta che io siain gra- |
do di prendere qualsiasi fra questi arti-
sti, ciascuno al massimo della sua po- |
tenza, per metterli tutti insieme in un
unico complesso e registrare un al-
bum, un disco di sogno con la mia or-
chestra «all starm di ogni tempo.
Chisceglierei trai giganti? !
Rispondere a questa domanda & sta-
ta una fonte di grande diletto, perché
mi ha dato modo di concentrare 1'atten-
zione su un gruppo di artisti per lo pit
non abbastanza familiari al pubblico.
Ma & stata anche un'esperienza fru- |»
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strante per la necessita di escludere
molti musicisti e cantanti che per molto
tempo sono stati mieiidoli. A
Nel mettere insieme quest’unita irm-
maginaria di supremi talenti, mi sono
dovuto ovviamente limitare ai ses-
sant'anni che sono convincentemente
documentati da dischi. L'eta non @ sta-
ta considerata un handicap piu ‘dx
quanto l'attualita fosse un vantaggio.
Nel compilare un elenco dei grandi
pittori, omettereste forse Leonqrdo,
Rembrandt e Renoir allo scopo di co-
minciare la lista con Picasso o Utrillo?
Sarebbe impensabile. Per lo stesso
motivo la storia della musica classica
deve riandare a Bach e ancora pul in-
dietro: nessuno pensa che tutto il me-
glio incominci con Case o Stockhau-
sen. .
Altirar delle somme, lamia ogchastra_
consiste di 11 artisti viventi e di 15 oggl
defunti. In generale, le testimoruanze
incise del loro contributo sarebbero
state sufficienti, ma in ogni caso, con la
sola eccezione di Bix Beiderbecke,
morto nel 1931, io sono stato g._bbastan—
za fortunato da sentire gli altri in perso-
na in un momento o nell'altro della vita.
Di pin, il mio apprezzamento delle loro
doti & stato rinforzato per la maggior
parte da esperienze empmc_:he; prima
o poi, tutti tranne cinque dei 26, hanno
partecipato a sedute d’incisione cheio
stesso ho prodotto, per lo piu negli an-
ni Quaranta o Cinquanta (le eccezion
sono rappresentate da Bix Beiderbec-
ke, Count Basie, Joe Venuti, Benny
Goodman, Bill Watrous). ]
Persuaso che il talento, anche fra i
grandi, & qualcosa che ha 'andamento
delle maree, ho scelto, non soltanto i
musicisti, ma anche il periodo in cui es-
si hanno raggiunto il proprio zenith

creativo. Naturalmente, ho dovuto
prendere in considerazione qual_.xté
che essi tutti hanno in comune: jmahta,
individualita di suono e stile, impatto
emotivo e, pil importante ancora,
creativita spontanea, stimolante ed ec-
citante nei tempi veloci, lirica e seglu-
cente ma comungue egualmente im-
prevedibile nelle ballads e nei blues.

E questo il pill vitale elemento singo-
lo del jazz, tale da poter essere trovato
anche nei pit brillanti tra i musicisti
classici, che, non importa quanto per-
fette siano le loro esecuzioni, stanno
sempre interpretando qualcosa che_é
stato scritto nota per nota. Questo, n
effetti, & stato per me il primario richia-
mo dell’arte quando per la prima volta
ho ascoltato il West End Blues di Louis
Armstrong, pit di mezzo secolo fa, In
unnegozio di dischidi Londra.

La mia orchestra & di dimension nor-
mali secondo gli standards odierni di
una big band: ci sono 21 elementi di
base (la Rob McConnell’s Boss Brass
ne ha 22; Gerald Wilson e altri ne han-

no spesso una ventina). I cinque elen-
cati come solisti ospiti sono stati ag-
giunti o perché suonano uno strumen-
to che non & essenziale componente di
un’orchestra jazz, oppure perché non

sono mai stati musicisti di gruppo (Bei-
derbecke era un mediocre lettore di
musica ma un improvvisatore costante-
mente originale).

Come se la scelta dell'orchestra non
fosse abbastanza difficile, ho Qeclso di
scegliere le musiche e di sistemare
compositori, arrangiatori e solisti per
questo mitico disco fatto da questo mi-
tico gruppo. Ma di questo parleremo
nella seconda parte dell’articolo.

Tanto per incominciare conil leader,
& inconcepibile che simile 9nsemble
possa avere qualsiasi altro direttore se
non Duke Ellington. Per tutta la carrie-
ra, egli ha mostrato ﬂn’ixnpareggnal;ﬂe
abilita nel tirar fuori il meglio da chiun-
que abbia lavorato con lui. Non sto par-
lando solo dei risultati da lui ottenuti

o i '
1 'orches}tgae I;:SJ": ﬁginata da Leonard Feather. 1. Charlie Parker;

 Jack Teagarden; 3. Lionel Hampton; 4, Lester Young;
5.2153?3 Amgtmng; 6. Duke Ellington; 7. Benny Goodman;

enti: alcuni dei componenti

Dizzy Gillespie

come compositore-arrangiatore (non

occorre dire che la sua ca.pacni‘dx in-

trecciare affascinanti tessiture timbri-

che & stata raggiunta da pochi, e forse

nessuno, di quelli venuti dopo di lui),

ma piuttosto della sua maestosa pre-
senza. Ellington sapeva impoIre disci-
plina al pil ribelle e scombinato assor-
timento di personalita, e il suo magi-
strale controllo sarebbe particolar-
mente utile nella formazione multige-
nerazionale della nostra dream band.
Come si & sovente detto di lui, lo stru-
mento che egli suonava meglio era
1'orchestra. ) ;-

La mia sezione di trombe incomincia
con Louis Armstrong, cosi come il jazz
stesso fece il suo primo grande passo
sotto la sua guida. Giovani artisti come
Wynton Marsalis citano Satcipmo come
la sorgente. Egli aveva un insuperata
purezza di suono, una for}damentale
semplicita, e la capacita di creare un
senso di spontaneita e di swing anche

i non c'era melodia, come
Sﬂgﬁbme forma del blues, egli
ne creava una tutta sua; era il Thomas
Edison dell'improvvisazione, che ac-
cese la luce per tutti quelli _che segui-
rono, e fortunatamente abbiamo un’al-
tra invenzione di Edison, il fonografo.‘
per conservame una prova permanen-

te. s

Roy Eldridge & stato spesso chiama-
to l'anello di congiunzione tra Arm-
strong e Dizzy Gillespie, ma & stato
molto di pill. A cid che Armstrong ave-
va dato, egli aggiunse molti elementi
nuovi: frasi piu lunghe, crepxta't_m. ar-
denti, improvvisi movimenti all'msv:.i e
all’ingili, gutturali suomn r_mghmnn e
spesso un senso di intensita che sor-
passava perfino quello di Armstrong.
Benché la sua creativita fosse rimasta
intatta fino a che un infarto pose fine al-

8. Miles Davis; 9. Billie Holiday; 10. Art Tatum.

torno al 1942, quando faceva parte
dell'orchestra di Gene Krupa, che egli
toccd il suo vertice.

Dizzy Gillespie, le cui prime prove su

disco mostravano una sorprendente
somiglianza con lo stile di Eldridge,
trovd presto la sua strada e divenne un
innovatore che, determinando la rivo-
luzione bebop, cambid radicalmente il
linguaggio del jazz. Fu come se avesse
appreso nuove e pill complesse regole
di sintassi, e un vocabolario apparente-
mente illimitato, laddove i suoi prede-
cessori parlavano basic English. Lui e
Charlie Parker incisero una serie di di-
schi fondamentali nel 1945, ma la formi-
dabile tecnica e la creativita di Gille-
spie continuarono a svilupparsi fino ai
primi anni Settanta; cosi io sceglierei
quest'ultimo periodo.

Miles Davis, figura continuamente
cangiante per 35 anni, ha estimatori
per ogni fase della sua carriera. Il suo
contributo pill importante & stato il pas-
saggio da cid che alcuni avvertirono
come gli eccessi del bebop a una piu
frenata (leggi cool) maniera che fu me-
glio riflessa quando, trasferendosi dal-
la tromba al pill dolce flicorno, egli in-
cise tre memorabili dischi orchestrali
con arrangiamenti di Gil Evans. Uno di
questi, «Sketches Of Spain», mostrd pit
eloquentemente la misura in cui una
vaga bellezza poteva essere instillata in
un assolo di jazz: per questa ragione io
sceglierei il Miles Davis del 1960, anno
in cui fu completato quel microsolco.

La scelta della sezione tromboni ha
comportato dei problemi. Esperti de-
gni di fede come Benny Carter mi han-
no assicurato che Jimmy Harrison
(1900-1931) & stato il primo vero grande
trombonista del jazz, ma questi ha la-
sciato troppo poche testimonianze in-
cise. Certo, Harrison e Jack Teagarden
(1905-1964) si ammiravano a vicenda, e
probabilmente erano molto simili. Tea-

quando restava vicino alla melodia. |

le sue esibizioni qualche anno fa, fu in-

garden mi si raccomanda per una qua-

litd spesso cercata ma troppo di rado
reperita nell'improvvisazione: un sen-
so di disinvoltura, di legato laissez fai-
re. I suoi assoli avevano un suono sen-
'za smagliature, a torto ritenuto facile,
tanto nel suonare quanto nel cantare.
Per di pil, a differenza di tanti musicisti
bianchi di ieri e di oggi, egli era un
maestro del blues.
Un'intera generazione di trombonisti
ispirati da Teagarden ha seguito la sua
strada, ma io sarei per l'originale, pre-
feribilmente quello attivo tra il 1947 e il
1951, allorché, girando con i comples-
sini di Louis Armstrong, egli era al mas-
simo della sua forza strumentale e vo-
cale.
Un altro colosso del trombone fu J.C.
Higginbotham, il cui suono poderoso,
carico di energia, diede lustro ad alcu-
ne delle migliori orchestre della Swing
Era. Ma lo si & dovuto accantonare in
favore di Vic Dickenson, il quale pos-
siede un'altra delle doti che io trovo
piu ammirevoli: il senso dell’humour.
Lo stile riccamente ritmico e maliziosa-
mente comico di Dickenson ha ornato
il jazz da molto tempo prima che na-
scesse Bill Watrous, suo compagno di
sezione nella mia dream band. Il mio
anno «buono» per Dickenson & il 1957.
Watrous, uno dei pii giovani dell'or-
chestra (& nato nel 1939), & stato incluso
perché possiede una maturita che uni-
sce il retaggio della Swing Era alle con-
quiste creative e tecniche che seguiro-
no. La velocita non & certo una virtl in
se stessa, ma Watrous ha fatto del suo
apparentemente illimitato controllo
dello strumento un uso sbalorditivo.
Egli ha la facilita di infilare alcuni ritor-
nelli a velocita rompicollo in Sweet
Gelgrgl_ ja Brown, poi di voltar pagina e
offrirci, in Skylark o in qualche altra se-
ducente ballad, un esempio di come lo
strumento sia capace di esercitare un
sottile, genuino richiamo melodico.
L’anno di Watrous & il 1984.
J.J. Johnson & stato per il trombone
cido che Gillespie era diventato per la
tromba: il definitivo battistrada, il quale
ha dimostrato oltre ogni margine di
dubbio che il bebop non era al di 1a
delle possibilita tecniche dello stru-
mento. Quando si affermd per la prima
volta c'era chi, ascoltando i suoi dischi,
riteneva che egli usasse un trombone a
pistoni: nessuno, credevano, sarebbe
stato in grado di maneggiare una cou-
lisse a quella velocita. Johnson si & riti-
rato per un certo periodo allo scopo di
dedicare il proprio tempo alla Tv e alla
musica da film, ma ora & di nuovo attivo
come strumentista, sia pure saltuaria-
mente. Lo inserirei volentieri sulla ba-
se di quanto ha realizzato in qualsiasi
momento, dal 1946 ai giorni nostri.
La mia scelta di Benny Goodman (for-
se pill come solista che quale vero ele-
mento dell'orchestra) non & fatta in
considerazione del suo successo co-
me leader di big band, la storia della
quale ha potuto mettere in ombra le

DUKE LEADER
BIX OSPITE

Questi i componenti della pii
straordinaria big band di tatti i
tempi, secondo il «fantastico
progetto» di Leonard Feather.

Duke Ellington, Leader
Louis Armstrong,
Tromba/Canto
Roy Eldridge, Tromba
Dizzy Gillespie, Tromba
Miles Davis, Tromba/Flicorno
Vic Dickenson, Trombone
J. Johnson, Trombone
ack Teagarden, Trombone
ill Watrous, Trombone
Benny Goodman, Clarinetto
%ohnny Hodges, Alto/Soprano
enny Carter, Alto/Tromba
Charlie Parker, Alto
Coleman Hawkins, Tenore
Lester Young, Tenore
Carney, Baritono
Art Tatum, Plano
Joe Pass, Chitarra
Oscar Pettiford, Basso/Cello
Big Sid Catlett, Batteria
Billie Holiday, Canto
Solisti ospiti:

Count Basie, Organo

Bix Beiderbecke, Comnetta
Lionel Hampton, Vibrafono
Lew Tabackin, Flauto

Joe Venuti, Violino

te pit di chiunque altro nella mia or-
chestra, egli ha portato al jazz una mi-
scela di istruzione classica e di sponta-
neita (questa derivata dal jazz), che lo
ha messo in grado di produrre alcune
delle incisioni di piccoli complessi
che vanno ricordate. Egli dimostrd che
I'intensita non era necessariamente di-
pendente dal volume di suono, ma che
era piuttosto fatta di totale, estempora-
nea ispirazione. Alcune delle sue ope-
re con il sestetto nel 1939-40, in compa-
gnia di colleghi come Lionel Hampton
e Charlie Christian, possono essere
tuttora ascoltate senza alcun senso di
nostalgia. Sono importanti oggi quanto
saranno domani.

Goodman ha avuto molti altri meriti. I
suoi primi trii con Teddy Wilson e Ge-
ne Krupa rivelarono la allora inesplora-
ta possibilita di presentare il jazz come
una nuova forma di musica da camera.
E anche alcune delle sue opere con
I'orchestra hanno superato I'esame del
tempo, in gran parte per la forza dei
suoi assoli. In questo, egli diede unim-
portante contributo dimostrando di sa-
per trarre artistiche miniature da alcu-
ne fra le pill leggere canzoni popolari
del momento, grazie alla sua personale
abilita di migliorarle e grazie al talento

sue virtll di clarinettista. Probabilmen-

di arrangiatori del calibro di Fletcher
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Henderson e Eddie Sauter.
Se non potessi avere Goodman,
prenderei volentieri Buddy De Franco,
che diventd il primo clarinettista di jazz
della generazione bop, ma sulla base
di tutti i servizi resi al jazz, il posto in or-
chestra & di Goodman (e, per inciso,
egli sarebbe particolarmente ispirato
dalla sezione ritmica con cui avrebbe a
che fare). Il suoanno: 1940.
La sezione ance comprende i due in-
discussi maestri dell'alto sax: l'eterno
ellingtoniano Johnny Hodges (1906-70)
e Benny Carter, nato nel 1907, e ancora
attivo ed entusiasta sulla scena del jazz.
Hodges era capace di battere chiun-
que in fatto di swing, allorché sisentiva
in vena; tuttavia, molta della sua repu-
tazione negli ultimi anni si fondava sui
suoi risultati come maestro della melo-
dia. Hodges aveva il potere di cantare
con il suo strumento, e Charlie Parker
una volta lo defini il Lily Pons del sasso-
fono. In effetti lui, soltanto con un lieve
glissato ascendente poteva ottenere
pit di quanto Groucho Marx ottenesse
sollevando il suo famoso sopracciglio.
Ho dato a Hodges il sax soprano (uno
strumento che suonava con pari risulta-
ti nei primi anni) ma si sposterebbe al
sax contralto quando Benny Carter
passasse alla tromba. Carter, probabil-
mente il pil versatile artista che il jazz
abbia prodotto, ha una qualita che si
vorrebbe trovare in ogni jazzman im-
provvisatore: ’abilita nel fare una logi-
ca e completa enunciazione in ogni as-
solo, cosi da apparire insieme intuitivo
e preparato. Egli & stato addirittura de-
finito soave, grazioso, elegante, dolce:
tutti questi aggettivi sono calzanti, ma &
il suo senso della costruzione, piu di
qualsiasi altro attributo, cid che glidail
marchio dell'individualita. Benché si
dedichi raramente agli ottoni, Carter
palesa le stesse virtd negli assoli di
tromba. L'anno di Hodges sarebbe il
1940; quello di Carter, sembrando egli
fuori del tempo al pari di ].J. Johnson,
potrebbe essere benissimo il 1984.
Charlie Parker (1920-19585) fu, con
Dizzy Gillespie, uno dei due progeni-
tori del bop, benché trascendesse tale
terminologia per portare a un nuovo li-
vello di maturitd e complessita I'intera
arte dell'improvvisazione. Qui ancora
si deve ricordare che una tecnica feno-
menale veniva utilizzata quale mezzo
per giungere a un fine. Per me, l'irrefu-
tabile prova di qualcosa che viene tra-
scurata dall'ignaro nell'ascolto di una
creazione istantanea: l'assolo «ad lib-
tum» & una forma di composizione, for-
se la piu alta e la pin difficile. Sicura-
mente la pill chiara dimostrazione di
cid & reperibile nei dischi dei Super-
sax, in cui vecchie improvvisazioni di

18

Parker sono trascritte nota per nota dai
suoi dischi e armonizzate per cinque
sassofoni.

La sfortunata vita di Parker fu stronca-
ta (a 34 anni), ma egli lascid un’eredita
di dischi che ha fornito ispirazione non
soltanto ai sassofonisti, ma ad ogni mu-
sicista di jazz che li abbia studiati. Alcu-
ni studiosi ritengono che il suo talento
abbia raggiunto il suo zenith nel 1949,
quando, nella prima seduta di «Parker
With Strings», egli suond un assolo in
Just Friends che spicca come un mo-
numento eretto all’arte del jazz. Cosi,
sia il 1949 per Bird.

Nessuno che abbia anche una super-
ficiale conoscenza della storia del jazz
sente il bisogno di farsi rammentare
che il primo (e per molti anni virtual-
mente l'unico) influente tenorsassofo-
nista fu Coleman Hawkins (1904-1969).
Il neofita pud chiedere, magari, chi fos-
se Coleman Hawkins e perché egli do-
vrebbe far parte di questa illustre com-
pagnia. Ebbene, un’unica motivazione
dovrebbe bastare: Hawkins fu il primo
musicista di jazz che abbia dimostrato
come prendere una popolare ballad e
trasformarla in un personalissimo mini-
concerto. Lo fece per primo in un di-
sco del 1929, intitolato One Hour, poi
occasionalmente con altre canzoni du-
rante la decade successiva, ma fu Body
And Soul, inciso nel 1939, a dare la pie-

na misura della sua potenza. Per quella
ragione, il 1939 sarebbe l'anno per
Hawkins.

Lester (Pres) Young ebbe il suo mo-
mento in seguito. Sulle prime egli si im-
batté in una dura opposizione, perché
il suo sound, secondo i canoni che
Hawkins aveva stabilito, era freddo e
introverso, laddove tutti i solisti della
scuola hawkinsiana erano caldi e pe-
rentori. Ma Young (1909-1959) provd
ben presto che c'era ampio spazio nel
jazz per questa qualitd yin accanto a
quella yang di Hawkins. I grandi tempi
di Pres furono tra il 1940 e il 1944, quan-

do lo si ascoltava con l'orchestra di
Count Basie e con il proprio comples-
sIno.

Harry Carney (1910-1974), come
Hawkins, detenne per molti anni il mo-
nopolio per lo strumento che aveva
scelto, il sassofono baritono, a comin-
ciare dal 1927 quando egli entrd
nell'orchestra di Ellington. Da solo
spinse al suo massimo potenziale il ric-
co, robusto suono di cui questo stru-
mento cosi «virile» & capace. Fino alla
meta degli anni Cinquanta, quando si
affermo il pin freddo Gerry Mulligan,
non ci fu un altro artista del sax barito-
no che fosse altrettanto influente. I pit
luminosi anni di Carney cominciarono
verso la fine degli anni Trenta, quando
Ellington prese a metterlo con fre-
quenza in primo piano, fino alla sua
morte avvenuta nel 1974, dopo ben 47
anni trascorsi sotto la bandiera di El-
lington (Duke mori meno di cinque me-
si prima di Carney, che rimase nell’or-
chestra sotto la direzione di Mercer El-
lington). )

La mia sezione ritmica si & pratica-
mente scelta da sola. Art Tatum, Oscar
Pettiford e Big Sid Catlett furono tutti
vincitori dell'«Esquire Gold Award»
nel 1944, e di conseguenza apparvero
insieme in un concerto (il primo di jazz
che sia stato presentato) al Metropoli-
tan e in dischi.

Quale commento si potrebbe avan-
zare su Art Tatum (1910-1956) che non
sia gia stato fatto mille volte? Fu il pill
grande improvvisatore. Come osservd
un altro pianista della sua epoca, Mary
Lou Williams, «Lui suona quello cpe
chiunque altro tenta di fare senza riu-
scirci». Aveva un incredibile, leggerns-

LATO 1

giatore Gerald Wilson)

Thad Jones)

rangiatore Benny Carter)

1. Milestones (compositore Miles Davis, arran-
2. A Child Is Born (compositore e arrangiatore
3. Diminuendo And Crescendo In Blue

(compositore e arrangiatore Duke Ellington)

4. Whemn Lights Are Low (compositore e ar-
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LATO 2

Holiday).

1. Giamt Steps (compositore John Coltrane,
arrangiatore Billy Strayhorn)

2. Fine And Mellow (compositore Billie

3. Prelude No. 20 (compositore Chopin,
arrangiatore Gil Evans)

4. Farewell (to Mingus) (compositore e
arrangiatore Toshiko Akiyoshi)

simo tocco, un orecchio per le varia-
zioni melodiche e armoniche, per frasi
che fluivano a una velocita sbalorditi-
va, e una tenacia al di 1a dell'immagina-
bile. Era un fervente ammiratore di
Vladimir Horowitz, che soleva andarlo
ad ascoltare e che gli dava biglietti per
il prossimo concerto (e Tatum era am-
mirato, non per cortesia ma proprio sul
serio, da Leopold Godowsky, da Rach-
maninoff e da Gershwin).

Tatum aveva una certa preparazione
classica, ma i suoi idoli erano Fats Wal-
ler (anche se poteva essere pii Waller
di Waller suonando proprio nello stile
«stride» tipico di quest'ultimo) e i blue-
smen (anche se sapeva suonare il pii
commovente blues fra tutti loro). Ta-
tum, insomma, era il massimo artista
del jazz, capace di trasferire in un mil-
lesimo di secondo dal cervello alle dita
e alla tastiera qualsiasi idea gli frullasse
intesta. Il suo anno: 1944.

Il contrabbasso ha avuto una sorte
bizzarra nel jazz. Per anni, le sue possi-
bilita sono rimaste inesplorate, mentre
i suoi praticanti si limitavano in gran
parte a suonare solidi sostrati ritmici e
a prendere assoli occasionali e tecni-
camente limitati. Jimmy Blanton
(1918-1942) cambid tutto questo duran-
te la sua breve milizia nell'orchestra di
Ellington (1939-41), dimostrando che il
basso aveva un potenziale mai neppur
sognato quale mezzo per suonare me-
lodie e per fornire fondamenta ritmi-
che ben pili complesse e sottili di quel-
le fino allora immaginate.

Blanton mori troppo presto per rea-
lizzare tutto cid. Oscar Pettiford
(1922-1960) parti da dove Blanton aveva
dovuto smettere, e fu egli stesso un
membro dell'orchestra di Ellington,
saltuariamente ma per molti anni. An-
che se i progressi nel suonare il basso
sono stati, negli ultimi dieci o vent'an-
ni, addirittura fenomenali, ho scelto
Pettiford perché, piu di chiunque pri-
ma di lui, ha espresso l'interiore musi-

calita dello strumento. Per di pili, egli &

stato il primo a registrare come violon-
cellista di jazz. Fu nel 1950, 'anno per il
quale io I'ho eletto.

Big Sid Catlett (1910-1951) & soltanto
uno sconosciuto per il pubblico di og-
gi, ma il suo contributo & stato unico.
Senza essere turbato dai mutamenti
idiomatici intervenuti durante gli anni
di transizione dallo Swing al bebop,
forni quel genere di corrente sotterra-
nea solidamente swingante che costi-
tuisce un jazz drumming ben piu effi-
cace di quello brillante e spettacolare
associato a Gene Krupa, le cui incisioni
con Benny Goodman appaiono sor-
prendentemente rigide secondo gli
standard attuali. Catlett ha lavorato
brevemente con Goodman nel 1941,

fu conosciuto soprattutto per il suo
lungo sodalizio con Louis Armstrong. Il
suoanno &il 1944,

Alcuni, notando la mia scelta per la
chitarra, potrebbero chiedermi:
perché non Charlie Christian? D'ac-
cordo, Christian fece perl'allora nuova
chitarra elettrica esattamente quel che
Blanton aveva fatto per il contrabbasso,
trasformandola da componente ritmi-
co a vitale voce solista. Ma come Blan-
ton fu stroncato agli inizi (era sui 25 anni
quando mori nel 1942, dopo aver fatto
dei magnifici dischi con Goodman). Se
fosse vissuto a lungo, probabilmente si
sarebbe sviluppato in quel che Joe
Pass & oggi, cioé il maestro completo
dello strumento, I'Art Tatum della chi-
tarra. Di quila mia scelta: Pass, 1984.

La mia cantante, Billie Holiday
(1915-1959), diventata oggetto di culto
dopo un film pateticamente infedele
(«Lady Sings The Blues», con Diana
Ross), avrebbe meritato un migliore
destino. Non riesco a pensare a un
sound nel jazz, sia esso vocale o stru-
mentale, che mi abbia commosso pil
prqfongiamente di quello di Lady Day
nei suoi primi anni.

Io ho uno sconfinato rispetto per Ella
Fitzgerald, superlativa interprete di

Gershwin, Ellington, Cole Porter, e

non sono meno consapevole della in-
comparabile maestria vocale di Sarah
Vaughan. Tutte e due sono esperte
cantanti scat; entrambe sono padrone
diun'ampia estensione vocale. La Holi-
day, al contrario, non ha mai cantato
una nota scaf in tutta la sua vita e
l'estensione della sua voce non supe-
rava un'ottava e mezza; molte delle
canzoni che cantava erano musica leg-
gera disecondo ordine; la sua voce ne-
gli ultimi anni non era molto pit di un
gracchiare sublimato. Eppure ci sono
momenti nel jazz in cui tecnica e reper-
torio appaiono secondari, perché ani-
ma e passione costituiscono una suffi-
ciente compensazione.

Qualsiasi cosa Billie Holiday cantas-
se era un grido dal cuore. La si dovreb-
be studiare sulla base di uno qualun-
que dei suoi dischi fatti dal 1935 al
1950. Ma la mia scelta sarebbe il 1944,
quando registrd Lover Man.

Lionel Hampton, il primo musicista
che abbia introdotto il vibrafono nella
famiglia del jazz, si era affermato conil
quartetto di Benny Goodman nel 1936,
ma fu soltanto dopo aver formato la
propria orchestra, quattro anni dopo,
che diventd un simbolo di eccitazione
e di energia dinamica. Poiché nei mo-
menti di miglior vena egli rimane ec-
cellente a tutt’oggi, non andrei pit in la
della scorsa settimana per scegliere il
suo periodo ottimale.

Bix Beiderbecke, come ho gia detto,
leggeva con fatica la musica, ma non
posso pensare a un'orchestra ideale
senza il suo tuttora ineguagliato lieve,
allusivo lirismo. Ascoltare le sue inci-
sioni del 1927-28 (non soltanto alla cor-
netta, ma anche, indimenticabile, al
pianoforte nel suo In A Mist) vuol dire
ricordarsi che in ogni stadio dello svi-
luppo di una forma artistica c¢'é sempre
qualcuno che & di decenni in anticipo
sul suo tempo. Pressoché la stessa co-
sa si puo dire di Joe Venuti (1898-1978),
il cui album «Stringing The Blues» regi-
strato in coppia con il chitarrista Eddie




LA MIA ORCHESTRA
IDEALE E QUESTA

Lang (parti del quale furono incise gia
nel 1926) basta a classificarlo come
I'ineguagliabile violinista del jazz e
I'essenza dello swing, Suonava con an-
cor maggiore disinvoltura, con ferocia
alternata a gentilezza, fino ai suoi ultimi
anni. Cosi, prendiamo il Venuti del
19178.

Count Basie & incluso quale guest
star perché, pur essendo gia occupato
da altri lo sgabello del pianista, egli po-
trebbe contribuire con un assolo di
blues all'organo nello stesso stile ellit-
tico che esibiva al pianoforte. Basie &
stato un allievo di Fats Waller, il pionie-
re dell'organo jazz, e ha continuato a
suonare questo strumento, occasional-
mente, nei suoi dischi. Un anno che of-
fre buona testimonianza discografica,
e che percid io sceglierei, &il 1947.
Poiché nessuno dei sassofonisti da
me scelti ha suonato anche il flauto, ho
inserito nella mia orchestra ideale Lew
Tabackin, il pitl giovane elemento (&
nato nel 1940). Il flauto, strumento diffi-
cile, e uno degli ultimi venuti nel jazz,
tende troppo spesso ad essere suonato
da sassofonisti, per i quali esso & un
mezzo d'espressione secondario. Ta-
backin, pur conosciuto come uno de-
gli odierni giganti del sax tenore, mo-
stra come combinare, al flauto, una di-
sciplina classica, un giusto suono e una
magica capacita di improvvisatore. E
al suo zenith proprio adesso, o almeno
lo era quando I'ho ascoltato pochi mesi
fa. Dunque, diciamo che il suo anno &il
1984,

Nell'esaminare i personaggi allineati
in questo pantheon, sono assalito non
tanto da dubbi quanto dalla coscienza
che inevitabili domande si porranno. I
pil anziani vorranno sapere perché.ia
mia sezione delle ance non riesca a in-
cludere Sidney Bechet, che aprila stra-
da al sax soprano negli anni Venti,
mentre altri, arrivati al jazz in epoca pil
recente, mi chiederanno ragione
dall’omissione di John Coltrane e di
Ornette Coleman. Tuttavia, avendo
esaminato innumerevoli volte 'elenco
(e avendo fatto parecchi cambiamenti
anche faticosi nel corso del mio lavo-
r0), non sento il bisogno né di mettermi
sulla difensiva né di spiegare maggior-
mente scelte e omissioni.

Comungque la compilazone di una li-
sta fatta seguendo giusti criteri, e con
tante diverse epoche a mia disposizio-
ne, pud essere piu facile che compor-
re una orchestra immaginaria fatta di
musicisti oggi attivi, che siano ancora
in ascesa o siano arrivi relativamente
recenti. Tale aggregazione sarebbe
del tutto differente. Per esempio: la
mia sezione trombe comprenderebbe

die Hubbard e Lester Bowie; tra i miei
sassofonisti ci sarebbero Chico Free-
man, Branford Marsalis e Scott M—
ton; il mio bassista potrebbe essere il
grande danese Niels Henning Orsted
Pedersen, e cosi via. In realta, quasi
nessuno dei «grandi di tutti i tempi» da
me scelti rimarrebbe in un complesso
rappresentante il jazz degli anni Ottan-
ta

Il problema, in ogni modo, & ora

quello di scegliere un repertorio per il

mio mitico gruppo. Innanzitutto, per

molti anni, la scelta di un appropriato

repertorio per un complesso di jazz &

dipesa dalle decisioni del leader. Il

quale, a sua volta, frequentemente si

preoccupava dei gusti del suo pubbli-
co, cid che poteva farlo pgopender_a

per pezzi popolari gia familiari all'udi-
torio. Questa regola ha subito molte ec-
cezioni: maestri come Duke Ellington
e John Lewis (del Modern Jazz Quartet)
hanno semplicemente offerto al pub-
blico materiale composto, il piu delle
volte, da loro stessi, con la speranza
che il pubblico l'avrebbe accettato per
isuoi meriti.

Questo atteggiamento & notevol-
mente mutato negli anni recenti. L'in-
fluenza dei produttori discografici, tesi
araggiungere il massimo delle vendite
senza riguardo per la migliore qualita
artistica, ha pesato su artisti che, con
qualche sacrificio per la loro integrita,
hanno optato per soluzioni di carattere
pragmatico. Inrealta, questo problema
non & tanto nuovo quanto si potrebbe
pensare: durante 1'era delle grandi or-
chestre cio si rivelava perfino in occa-
sionali cedimenti di Ellington (che inci-
se l'immortale La De Doody Do), di
Benny Goodman (chi pud dimenticare
il suo Ti-Pi-Tin?) e molti altri. (Anche al-
lora dietro le loro spalle c'erano i pro-
duttori...). : 'y

Alcuni artisti sono stati capaci di su-
blimare anche i peggiori temi, ma nel
caso della ideale orchestra riunita nel-
la mia immaginazione non ci sarebbe-
ro queste difficolta, dal momento che
la produzione sarebbe lasciata tutta
nelle mie mani.

Supponiamo che, oltre a questi venti-
sel musicisti, io potessi rivolgermi a
qualsiasi fonte per provvedermi di
composizioni e arrangiamenti per rea-
lizzare un microsolco.

Un disco medio contiene oggi circa
25 minuti di musica su ogni facciata. La
mia prima decisione sarebbe quella di
orientare il programma su almeno
quattro brani per lato, con la maggior
diversificazione possibile nel carattere
delle opere, differenziando climi e
tempi, ma tutti abbastanza vicini alla
mainstream per fornire un terreno co-
mune d'intesa ai componenti la big
band.

Una delle peggiori jatture capitate al
jazz @ stata la tendenza a estendere un
dato brano a tale lunghezza che mono-
tonia e noia inevitabilmente si fanno

Wynton Marsalis, Woody Shaw, Fred-
20

sentire. John Coltrane ha dimostrato

Big Sid Catlett

che tale prolissita pud anche funziona-
re, ma il suo & stato un caso ecceziona-
le. Quando Miles Davis stira l‘esecuzlo:
ne di una singola (e spesso anche assai
semplice) composizione fino a due in-
tere facciate, il risultato pud anche non
valere quanto egli ha spesso realizzato
in cinque o sei minuti.

Per coincidenza, tanto Davis (come
leader) quanto Coltrane (come part-
ner) presero parte alla classica versio-
ne del nostro pezzo d'apertura, Mile-
stones, composto da Davis e da lui inci-
so nel 1958. Allora parve innovativo,
perché inluogo dell'usuale complessa
ragnatela di accordi su cui tanti brani
di jazz erano costruiti, il brano consiste-
va semplicemente in un chorus di qua-
ranta battute, interamente costruito su
due scale separate. Cosi fornisce
un'ideale introduzione per qualsiasi
gruppo di qualsiasi dimensione in
qualsiasi disco. .

Io vedo lo stesso Miles prendere il
primo assolo, seguito da Dizzy Gille-
spie; poi Joe Pass offrirebbe un interlu-
dio tra gli assoli dei fiati suonando un
chorus, dopodiché entrerebbe Benny
Goodman. Qui Oscar Pettiford, il no-
stro bassista, potrebbe trovare un idea-
le mezzo per sovraregistrare un assolo
di violoncello jazz. Per chiudere prima
dell'insieme finale, 1'ultimo interludio
ad libitum sarebbe affidato a Charlie
Parker. Tempo: sei minuti. Userei l'ar-
rangiamento di Gerald Wilson, la cui
big band é stata la prima a registrare il
tema in forma orchestrale. .

Thad Jones, durante i primi anni del-
la sua condirezione orchestrale con
Mel Lewis, compose e incise A Child
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Is Born, indubbiamente uno dei pil
squisiti pezzi della letteratura jazzisti-
ca. E un valzer, ma non necessariamen-
te un valzer jazz, poiché la struttura sia
melodica sia ritmica & molto semplice.
Il pezzo diventa un’entitd jazzistica
quando & suonato da musicisti che so-
no qualificati per tradurlo in quel lin-
guaggio.

Art Tatum introduce la melodia, in
questa immaginaria versione, seguito
da Johnny Hodges al sax soprano; di
tutti i giganti in questo complesso nes-
suno sarebbe altrettanto capace diren-
der giustizia alla composizione di Jo-
nes. E poi, Bix Beiderbecke con la cor-
netta si divide un chorus con Benny
Carter alla tromba, non senza un breve
passaggio conclusivo preso insieme.
;Lo stesso Thad Jones, naturalmente,
fornisce 1'arrangiamento, che consiste
soprattutto di sfondi per i solisti. Tem-
po: cinque minuti.

Ellington compose in origine Dimi-
nuendo And Crescendo In Blue per la
sua orchestra del 1937, ma il brano eb-
be nuova vita, e divenne il piil grande
successo popolare della sua carriera
quando egli lo resuscitd al Festival di
Newport nel 1956. La ragione: Paul
Gonsalves, I'incomprimibile tenorsas-
sofonista di Ellington, lo portd avanti,
senza interruzione per 27 ritornelli,
mandando in visibilio la folla. Dopo
quella sensazionale impresa, Ellington
diceva spesso: «lo sono nato al New-
port Jazz Festival, il 7 luglio 1956». Cer-

prioallora.

Dal punto di vista del nostro album,
tuttavia, cid che & importante in Dimi-;
nuendo And Crescendo In Blue & che,
ridotto alle sue essenzialita, esso altro
non era, pitt o meno, che il tradizionale
modulo di blues in 12 battute, al quale
dava inedito splendore e complessita
l'orchestrazione di Ellington. Nella no-
stra versione !'originale arrangiamento
sarebbe conservato, dando perd gli as-
solinon a uno solo ma a tre sassofonisti:
Lester Young e Coleman Hawkins ai te-
nori, seguiti dall’ellingtoniano Harry
Carney al baritono. Questo brano du-
rerebbe sugli otto minuti, concedendo
a ciascuno la possibilita di sviluppare
bene il proprio discorso.

When Lights Are Low di Benny Car-
ter ha per me dei ricordi particolari, in
quanto produssi io 1'originale versio-
ne, allorché Carter compose e registrd
questo pezzo in una seduta organizzata
a Londra. E diventato poi uno standard
del jazz, ammirato per il suo fascino
melodico e per la struttura armonica
particolarmente flessibile. Natural-
mente, Carter scrive l'arrangiamento
per questa occasione e due dei suoi al-
lievi, Miles Davis e ].]. Johnson, suona-
no i primi assoli, via via seguiti da John-
ny Hodges, Art Tatum, Joe Venuti, Lio-
nel Hampton e infine dallo stesso Car-
ter (questa volta all'alto sax). Il tutto do-
vrebbe durare circa sei minuti per con-

to & che la sua orchestra rinacque pro-

ma di venticinque minuti per la prima
facciata.
Il pezzo d’apertura del secondo lato

& Giant Steps di John Coltrane. Scritto
nel 1988 e registrato dal quartetto di
Coltrane, era innovativo nel suo uso
degli accordi, che erano, secondo gli
standard del tempo, rivoluzionaria-
mente correlatil'uno all’altro. Avventu-
rarvisi sembrava a molti musicisti
dell'epoca pari al saltellare su strettis-
simi massi per attraversare un profon-
do corso d'acqua. Ma questa sfida sa-
rebbe facilmente affrontata da Dizzy
Gillespie, Joe Pass e Charlie Parker, i
nostri solisti alla ribalta in questi cin-
que minuti. L'arrangiamento & scritto
da Billy Strayhorn, che fin dagli inizi
della sua carriera di alter ego di Elling-
ton mostréd come nessun trabocchetto
armonico fosse al di 12 della sua porta-
ta.
Fine And Mellow potrebbe essere il
pil informale ma anche il pit lungo
brano dell’album. Originariamente un
blues di Billie Holiday, potrebbe incor-
porare alcuni versi aggiunti, permet-
tendo a Louis Armstrong di spartire
con l'autrice la responsabilita del can-
to. Insieme a Lady Day ci sarebbero al-
tri che si ascoltarono con lei nei dischi
oin persona: Lester Young, Roy Eldrid-
ge, Vic Dickenson, Coleman Hawkins,
Benny Goodman e, all’organo, il mae-
stro del blues in persona, Count Basie
(questa non differisce molto dalla for-
mazione vista e udita con la Holiday in

Riccardo 5c

sentirci di rispettare il nostro program-

un unico show televisivo chiamato The
Sounds Of Jazz, parti del quale sono
state recentemente mostrate in un do-
cumentario sulla cantante). L’arrangia-
mento sarebbe un «head», cioé fatto
sul momento.
La mia scelta del Preludio n. 20 di
Chopin pué sembrare fuori delle con-
venzioni, ma data la bellezza di quella
melodia e la sottigliezza della struttura
armonica, potrebbe essere stata com-
posta da un jagzista per un’orchestra
come questa. E stata azzardata come
base per una canzone pop nel 1973,
quando Barry Manilov registrd Could
It Be Magic, attribuita a Manilov e An-
-derson, ma «ispirata da Chopin».
Non si fatica a immaginare Bill Wa-
trous che suona la melodia, con un ob-
bligato del collega trombonista Jack
Teagarden. Poi Armstrong entra per
un contenuto chorus con sordina; 1'ulti-
ma parola 'ha Art Tatum prima che l'in-
sieme faccia un'esposizione conclusi-
va nello squisito arrangiamento di (chi
altri?) Gil Evans, la cui padronanza del-
la tavolozza timbrica fu dispiegata nella
gia ricordata serie dei dischi di Miles
Davis. Quattro minuti.
Sarebbe impossibile trovare una
chiusura piu toccante di Farewell To
Mingus di Toshiko Akiyoshi. Lei e Lew
Tabackin hanno inciso questo requiem
con la loro orchestra. L’arrangiamento
di Toshiko sarebbe utilizzato qui, con
assoli di Tabackin al flauto, Coleman
Hawkins al tenore e Harry Carney al
baritono. Concedendo ampio spazio
alla dimostrazione delle brillanti capa-
citd della compositrice-arrangiatrice,
si arriverebbe sui sei minuti per com-
pletare un'altra faccia da venticinque.
Si notera che nel corso di questi otto
brani, ognuno ha fatto almeno una e ap-
pena possibile due comparse come
solista; Tatum ne ha tre. Soltanto Big Sid
Catlett ne & escluso, ma per una valida
ragione: gli assoli di batteria, anche se
spettacolari e occasionalmente ecci-
tanti dal vivo, sono inutili e invadenti su
disco. E evidente che ad essi mancano
due tra gli elementi essenziali del jazz:
armonia e melodia. Certo, le circonvo-
luzioni della percussione ritmica han-
no esaltato le platee in ogni tempo, ma
Catlett, che raramente faceva assoli e
che si considerava innanzitutto un mu-
sicista di gruppo, probabilmente si li-
miterebbe con gioia a svolgere il suo
ruolo nella sezione ritmica che & il fon-
damentale dovere di ogni batterista.
Avendo io «ascoltator questo disco
nel mio cervello, via via che lo mettevo
insieme, posso soltanto invitarvi a fare
la stessa cosa. Potrebbe essere neces-
sario, per voi, familiarizzarvi con ’ope-
ra di alcuno dei partecipanti che vi fos-
sero magari sconosciuti. Per fortuna, la
profusione di dischi, nuovi o riediti, la-
scia scarsi dubbi sulla possibilita di re-
perire questo o quello in atto di suona-
re assoli significativi in una varieta di si-
tuazioni.

Oscar Pettiford

Leonard Feather
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The most remarkable fact about the The 1985 Conventlon dedication, and a no-less-incredible 9-

National Assn. of Jazz Educators is that
so few people are aware of its existence.
Yet there are some 700,000 men,
women and children involved in jazz
education at every level, from elemen-
tary through post-graduate. The desire
to study jazz is matched by the urge to
teach it at thousands of schools and col-
leges at home and abroad.

Held this year in the halls of a Dallas
airport hotel (next year, the site will be
in Los Angeles), the 12th annual NAJE
convention drew arecord attendance of
1,600—educators and students, music,
publishers, instrument makers, anyone
with an interest, altruistic or selfish, in
seeing jazz survive and thrive in the
academic world.

Some came to exchange views at
seminars, some to teach and clinics,
offer research papers, attend rare jazz
film screenings or exhibit their wares.
Well over 250 instrumentalists of
performances, representing every idiom
from traditional jazz, played by youths
who took part in the fifth annual
Dixieland Jaz competition, to avant-
garde. The Black Caucus assembled a
15-piece band with such contemporary
heavyweights as Oliver Lake, Cedar
Walton, Ron Carter and Bill Barron.

“Any time you attend an event,” said
Herb Wong, the incumbent NAJE
president, “whether it's a trumpet
summit or a panel on jazz pedagogy, a
student rap session or an international
jam, you Know you are missing two or
three others that are going on at the
same time. I'm sure this is the most
comprehensive convention we've ever

had.”

Most of those who are playing or
singing here volunteer their services;
although NAJE does not pay them,
some are sponsored, by musical in-
strument companies or corporate
backers. Southern Comfort regularly
subsidizes the Dixieland contests and a
“Young Talent Award,” whose three
winners were under the aegis of
saxophonist Bunky Green, now a jazz
educator at the University of Chicago.

“We're in good shape when our
future is in the hands of youngsters like
them,” said Green, as he presented 18-
year-old trombonist Joe dJackson of
Dallas; an astonishing 14-year-old alto
sax virtuoso, Chris Hollyday, of
Norwood, Mass., who tore through his
Charlie Parker licks with the kind of wild
abandon that can only be born of artful
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Revisited

Leonard Feather

That's him! Rob McConnelll

Ron Carter and Herb Wong taking care of

business!

Richard Beirach and Dave Liebman were

M-
w7

Forum Magazine, Warsaw, Poland.

year-old drummer, Roli Garcia Jr. of
Laredo, Tex., who offered an idea of
how an earlier child prodigy, Buddy
Rich, must have sounded at that age.

Among the participants in this
crowded, multifarious scene was
Conrad Janis, who never lets his career
as an actor (Mindy’s father in “Mork and
Mindy"”) interfere with his life as a
trombonist. Founder of the Beverly Hills
Unlisted Jazz Band, he came here to

-g emcee the Dixieland contest and to play

£ a few choruses with the winning band,
which turned out to be the Dixieland
Jazz Patrol of the University of Min-
nesota.

Traditional jazz, which many of us
thought was obsolescent decades ago,
stubbornly refuses to die. lts faculty
advisers allow their students to take a
show-business stance: straw hats,
suspenders and natty bow ties are the

£ order of the day among youths who
£ have delved into the music of their
grandparents’ era, and who now keep
alive the music of Jelly Roll Morton,
King Oliver and Satchmo. The two non-
winning finalists went overboard, one
(the Lemon Street Stompers of
Fullerton) with comedy antics, kazoo
effects, and a Betty Boop vocal by Tricia
McCarty, whose tailgate trombone was
more tolerable than her singing; the
other, the Riverboat Ramblers from Rio
Hondo College at Whittier, went even
further with a barbershop vocal quartet.
The victorious Minnesotans not only
indulged in no such nonsense, but also
transcended the limitations of a
. repertoire that is obliged, by contest
% rules, to include “The Saints” and
“Fidgety Feet.”
Other faces in the crowd:
Pawel Brodowski, editor of Jazz
§ Forum, published six times a year in
Warsaw, in two editions, English and
Polish. On his first visit to the United
States, invited by NAJE, he spent a
week in Washington, visiting the
Smithsonian’s jazz wing and meeting

-
f
2
"
1
=
S

= with USIA officials; in Dallas, he was
=30

trying to line up some talent for War-
saw’'s annual Jazz Jamboree next
October. (Easier said than done, since
the law says you can't take a zioty out of
Poland.)

Rob McConnell, Canadian com-

o poser/bandleader/trombonist.  Also
pragmatist: He has a booth in the
exhibit hall where his music is sold and

Betton visits with Pawel Brodowski, Editor of Jazz  Nis availability for college dates made

§
3
E

known. "It was worth coming,” he

JAZZ EDUCATORS JOURNAL

adds, “just for the kick of jamming with
Jiggs Whigham.”

Haydn (Jiggs) Whigham is a name
that may ring a bell; you could have
heard it when he played with Sam
Kenton, or in the Glenn Miller ghost
band. He is now director of the jazz
department at the Music Conservatory
in Cologne, where he has lived for
almost 20 years.

TI;is year, thelre was an official y X -
emphasis on vocal jazz, performed by Jazz ViP's
representatives of newer trends. Amon; Feather, 3‘"“:‘-"::::"9(:":'“ iy gt
them were Bobby McFerrin, Dianne
Reeves, Sheila Jordan, Full Swing, Phil
Mattson’s P.M. Singers (three women,
three men), the North Texas State
University Jazz Singers (all 21 of them)

;‘:md Ela;inell;lia; [ugcali}s(t/pianist wife of he said. “A gr f teach h
rumpeter Randy Brecker, with whom : i e
:he _dﬁiiiw)ered some of her Brazlian ) i :gzg[edfgt?f b!et;n'jazz Ehi s n
it - ' il eir own separate
_McFem‘n and Reeves offer irrefutable ¥ Ayt e
evidence that a fresh breed of jazz vocal v ba s .

artistry is emerging. Together with Production chiefs at work and rest! Kaminsky and o i o e o MiAdEs
first president, was the original pioneer

Sheila Jordan, they engaged in DiBussolo.
in jazz education. Joining the music

vocalise free-for-all, a sort of avant- facul N i
blues, that was as spontaneously in- t.t{:‘;;:l-l:alty;;irtoglfzxrntfn1 ;I;?::l&ilzg:ntlgw}; }tm =
o what was

spired as anything | have ever heard. h ‘
a]:::]c;esr;:lnr{dwl}o ss‘er}:ting]y ;:an produce S:ﬁc: ?;séﬁaﬁzrkq?!]‘%g c?id {nc‘ia s i?l
of which any hum i i ; e recalls, “Ev;
h.as ey s capab[g? o alznttro;::_z it ja;z in those days,” he recalls. “Euean
singular gifts to the Mattson group, and '?uso:ldw"-tﬁ‘ thEtrQSt eipemusc sal
n'tspeakto me.”

played an articulate role in a panel on Hall remained at North T
at No: exas until

jazz singing.

Dianne Reeves, a tall, dark, han- 1959, when the job was taken over by
dsome presence who seems to grow in Leon Breeden, who stayed for 22
maturity with each hearing, is a more ﬂe:;;yNow ;etired. Btrlfeden received a

ere is weekend

strongly jazz-oriented artist than has
?;e:l indl.i)cated by her recorded works ac‘;\li-lgrluée?mg't:is gl L
o s Th as its own magazine, Jazz
ger producer Educators’ Journal, published every

I d

will 130 doubt return now to the jazz g breadth'of
wo rea i :
blo:)d that desperately needs young Z I:tefilagogs,r;l I?/Ic::iitifes li-?altlh%fee:ﬂed ja?
y “ : n an
Sheila Jordan, who sang one entire dozens less known but no less dedicated
set back.ed only by her bassist, Harvie cannot be praised too highly for what
Swartz, is 55 and has been trying for 30  J2ck & Charlie Teagarden's sister Norma swings they. accomplished in the face of overt
searsfo ek through. At presnt, she ™40 o T R b e cthe g
: I ime between a ay job, : , that jJazz was not
tefachmg jazz vocal classes at New York music, or at least certainly not a subject
ﬁ‘ty College, and gigging with Swartz. wog}l:yc?(faplace on the curiculum.
toz::h;:;gbeo? losiial‘t ? to bj: - dwas tor/}olsurna[igel}gbma Kmusaciag.;’educa-
: ; Xpressed: “l was born oing _ | % ansas ty, ex-
this, !I] die doing it; I can't think of plai.lned it best: “All those conservatory-
de}{%hn_l_o: rnytl:efe to anything else.” ;:L“eﬁ; Eam_‘:;an type eﬁlucalors finally
¢ line between professionals and € wriing on the manuscript
amateurs (it would be more fitting l:o paper. They realized that the kids u.Ei:;]
rtlafer to them as pre-pros) has thinned enlist more readily for a jazz course and
e Rt e o T TR o o e e
’ eran of more than 75 Hew and " - daz is at least
albums, who came to prominence on Southern Com:totn':' I::::; Hl.u::hd‘y - :ﬂfggﬂf tc'; g::-:.;i::c”ause it enables the
APR./MAY 1985 ‘

records with Miles Davis and Lennie
Tristano, says; “It's great to be here just
for the chance to play with a big band,
which is so hard to do in New York.”
He and the award-winning flutist Hubert
Laws were guest soloists with the North
Texas State Lab Band, one of a dozen
big bands on that intensity jazz-active
campus.

The store of NAJE’s birth was told to
me by Warrick L. Carter, dean of
faculty at the Berklee College of Music
in Boston and the association’s
president before Wong's election. He
also plays drums occasionally, sitting in
at a couple of sessions here.

“NAJE was a sort of spinoff of the
Music Eduators’ National Conference,”

John Kuzmich, Jr.
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Jamey Aebersold, a saxophonist
whose play-along records for students
as well known as his Summer Combo
Clinics, added a vital point: “We should
encourage . the youngsters to begin
learning and improvising, and to study
jazz history, at the earliest possible age.
The creative urge is a natural desire that
ought to be fulfilled at the start of their
educational career.”

NAJE is not content to keep its good
works within the grooves of academe.
During the convention, Wong an-
nounced that through an arrangement
with the Disney organization, the first
annual big parade of outstanding
college bands will be heard at Disney’s
EPCOT in Florida June 1-9.

“That's what it’s all about,” he said.
“We have to keep on spreading the

word and spreading the work.”
Reprinted by permission from the Los Angeles Times
from their Jan. 20, 1985 issue.

Ledhard Feather has been a critically acclaimed jazz
author, critic and journalist for over four decides, Mr,
Feather has been active in almost every area of the jazz
world. He has written for numerous magazines and
newspapers, toured Europe with his own group and was
awarded a “Grammy" award in 1964 for his notes for the
album “The Ellington Era.” His weekly syndicated
newspaper column has appeared in more than 350
papers in the U.S.A. and abroad.

Views on the Return Flight -

Post Partrum Blues
‘Dr. Charles T. Brown

Having returned by plane from 10 of
the 12 National Conventions, | always
have a thinking period or time of
decompression between the furor and
the excitement of the convention and
the reality of home. Each time | have
confronted my internal maker returning
from a convention, I have been tempted
to jot down my ideas for the magazine.
This article is the consumation of that
idea, an explanation of the feelings
which always came over me in waves
just after | leave the convention.

NAJE National Conventions are not
reality. They represent a compressed
experience which certainly enlightens
and titilates, but of course one must
process the input in such a way that it is
useful. Most of the experiences at the
convention are idealized in that few
bands play that tightly on a day to day
basis, few of us think that cogently
lecture after lecture and seldom do we
experience a situation in which
everyone automatically accepts the
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ART FARMER
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validity of the kind of thing we do ilh
Jazz Programs. In that sense, the'
transition from that ideal environment
of the convention to back home can be
like getting the bends, exciting and
crushing or at worst depressing and
devastating.

The worst experience for me is
usually the first rehearsal with my band.
During the convention, |1 hear mar-
velous soloists, sections playing in tune
and monster professional players. Don’t
get me wrong, my band is pretty good
but regardless of how good they are, it is
a let down. The timing of the con-
vention is usually in the first week of
school. Unlike the bands which play at
the conventions my band will usually

1“{ MAGAZINE OF THE INTERMATIONAL JAIL FEDERATICN
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Jazz Festival Review

Jazz Festival Is Favorite of Musicians and Fans

By LEONARD FEATHER

Musie Critic

e are blessed to be resi-

dents of Sarasota,” said

a contented customer

filing out of Van Wezel
Hall Thursday evening. His enthu-
giasm could well be understood; the
fifth annual festival organized by
President Hal Davis of the Jazz
Club of Sarasota was succeeding on
every level.

The premise for the three-day
event was that of the jazz party, in
which a select group of musicians
{20 on this occasion) is assembled
and used in various permutations.
Informative narration by Davis tied
the concept together. No organized
bands or combos were hired: on the
contrary, some of the musicians had
never played together before.

Tenor sax veteran Bud Freeman,
the senior participant, now in his
80th year, said of guitarist Herb
Ellis; “I've waited 35 years to work

rithhim.” Their fuliaboration on “I

-

1w 3
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_Sideman Milt Hinton and drummer Alan Dawson.

Cover the Waterfront”

was a

highlight of the first evening.
The focal element of the festival

-

——

was Milt Hinton, an apt choice by
Davis to symbolize the great side-
men. who, for seven decades, have

been the backbone of jazz. The bas-
sist, whose upcoming 75th birthday
was celebrated in a ceremony after
the concert, enlivened the first two
evenings with a pair of numbers
that had been rehearsed; a two-bass
blues number that found Hinton
and Brian Torff indulging in cre-
ative interplay, and another piece,
written by Hinton and arranged by
Dick Hyman, in which six bass
players merged their talents: Hin-
ton, Torff, and four local symphony
musicians. Progressing from arco
(bowed) passages to pizzicato
(plucked) sequences and ending
with Hinton slapping the bass in
nostalgic 1920s style, this was a
unique inspiration and a delight
from the first note to the final
chord.

Less successful was an attempt,
on the second night, to recreate the
Cab Calloway band of which Hinton
was a member for 16 years. For
this, regular brass and sax sections
were assembled, reading music
from stands that bore Calloway's
likeness; but they played only one

p—

number, a simple riff tune called
“Pluckin’ The Bass.” The idea
should have been extended.

For the rest of both concerts,
informality was the keynote. On the
first night some of the men seemed
a little below optimum form, per-
haps because they had just arrived
from distant points. Thursday, how-
ever, with everyone relaxed and

ready, Davis put this formidable

line-up of talents to resourceful use,
with a set by the brass section
followed by one called “Reeds and
Rhythm.” Glenn Zottola, who dou-
bles on trumpet and alto sax, was
featured in both groups.

Because “I Can't Get Started”
seemingly has been used by every
trumpeter since the Bunny Berigan
version a half century ago, it was
intriguing to hear it played succes-
sively by four brass virtuosos.
Though Mel Davis, Joe Wilder and
Warren Vache all distinguished
themselves, Zottola took top honors
with a beautifully constructed cho-
rus notable for its lyricism and con-
trol. Wilder's finest moments came

in “Secret Love,” gracefully out-
lined on fluegelhorn.

Al Grey and George Masso paired
off for a trombone duel on “In A
Mellotone.” In the reed sequence,
Peanuts Hucko scored points with
his Goodman-inspired clarinet. Jer-
ry Jerome (the festival's resident
host) and Bud Freeman were in
felicitous form on “The Sheik,” and
a third tenor player, George Kelly,
brought the spirit of Coleman Haw-
kins to “Body and Soul.” Phil
Bodner, who subbed for the ailing
Eddie Barefield, acquitted himself
admirably on both sax and clarinet.

A musical-chairs sequence that
found Ralph Sutton, Derek Smith
and Dick Hyman changing places at
three keyboards came off well,
though all three (particularly the
incredible Hyman) were more effec-
tive in their individual contribu-
tions.

The three drummers - Mousie
Alexander, Alan Dawson and Bobby
Rosengarden - switched places sim- -
ilarly during the closing “One
Continued o 5D .
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STANLEY JORDAN—GUITAR REVOLUTIONARY

By LEONARD FEATHER

Wust 18 months ago, he was
{ |l playing for small change on the
sidewalks of New York. Today,
Stanley Jordan presents a very
different image: recorded in New
York, applauded in Montreux, laud-
ed in Tokyo, the 25-year-old guitar
revolutionary and electronic wiz-
ard has become the No. 1 musical
gonversation piece of the year.

Slick opportunists will not be
ible to take unfair advaritage of his
udden fame, a8 would have been
Ihe case with a typical new artist of
‘esteryear, At one time, musicians
rent from job to job with little
ense of direction, let publishers
ake their compositions for token
fees, and signed recording con-
tracts that capitalized on their
naivete.

None of these misfortunes can
befall Stanley Jordan. Before even
tackling New York, he read up on
the business end of music, worked
on a guitar technigue that promised
to redefine the use of the instru-
ment, formed his own record com-
pany and publishing firm, then
shopped for the right recording
executive, who in turn found him
the right manager, who set up an
audition with George Wein, Aston-
ished by Jordan’s innovations,
Wein arranged for Jordan's brief
but catalytic appearance at the
New York Kool Jazz Festival last
summer,

Self-possessed and articulate,
Jordan recently explained his care-
fully organized plan of action.

“When I was about 15,” he said,
“1 began to get a clear idea of
where my music was headed. [

rmagined some day what I'd play
would be different from anything
I'd heard before. I couldn't figure
out what instruments, what har-
monies, but I figured, hey, if I can
imagine it, I can play it. Since then
I've pretty much dedicated my life
to that.”

Born July 31, 1959, in Chicago,
Jordan was rajsed in Palo Alto,
where his father, a pioneer in
computer technology, now manag-
es training programs for the Amer-

-ican Electronics Assn. His mother,
an English literature teacher, is
now in Boston working on her
Ph.D. His parents were divorced
when he was 10, by which time he
had behind him four years of
classical piano studies.

“My favorite thing,” he recalls,
“was to make up pieces on the
piano. My teacher would say, ‘OK,
that's very nice, but now let’s get
on with the lesson.’ If she had

*-encouraged me, I'd have made
more headway sooner as a compos-
er,

“I was around 9, when I started
listening to pop music, and guitar
Seemed like the most exciting in-

- strument. My influences were Jimi
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Hendrix, Sly and the Family Stone,
the Beatles, the Temptations.”

He began playing guitar a year
or two later. Soon he graduated to
jazz because it presented more of a
challenge. “I can't pretend that I
knew everything Jimi Hendrix

knew, but it was just a matter of —

time before I could have absorbed
it, whereas when someone put on a
record by Charlie Parker or John
Coltrane, I found I was a beginner
again. It’s not that I ever aban-
doned my roots in rock or blues, but
of all the styles from which I could
draw in order to develop a music of
my own, I found that I could get the
most out of jazz.”

0

Jordan credits his jazz awaken-
ing to Elroy Jones, a guitarist in
San Francisco who tuned him in on
the bebop standards by Parker and
Gillespie. “A lot of my friends were
busy trying to play the fastest licks,
but Elroy made me realize I needed
to put them together into a musical
statement. That was when I began
to become more mature as a player,
and was able to learn something
from the records of Charlie Chris-
tian and Wes Montgomery.”

Like his father, Jordan had an
intense interest in computers and
wanted to gain knowledge that
could be applied to a computer
music program. “Since my mother
was getting degree at Stanford, we
lived right on campus. It seemed
logical for me to go there, but when

I didn’t get accepted at Stanford, I

found that Princeton had a com-
puter program, I gotin at Princeton
and it seemed like a wise choice; it
was close to New York, and I'd
heard that anyone who's anybody
in jazz comes to New York at some
point,”

By the time he graduated, he had
determined his own way of tuning
the guitar (in fourths—E, A, D, G,
C, F) and the two-handed touch
technique of hammering the notes
instead of plucking or strumming.

The tapping technique did not
originate with Jordan; a few others
have used it, most notably Emmett
Chapman; who in the 1970s invent-
ed the 10-stringed instrument, the
Stick. However, no artist has car-
ried the process forward on a scale
as extensive as that developed by
Jordan.

After graduation, he took a
year’s sabbatical. “I lived in the
cheapest place I could find, in a
basement, and sort of cleaned up
my mental room—it was important
to take certain things with me from
my school years and leave behind
what I didn’t need to know. I spent
a lot of time practicing, soul
searching, determining which of
the many areas of music I wanted
to get into, and how to go about it.”

N

Jazz phenom Stanley Jordan: His two-handed touch technique of

hammering the notes promises to redefine the use of the guitar.

After reading the book “This
Business of Music” and examining
the price schedule of a record
pressing plant, he decided that it
was feasible to produce his own
album. Entitled “Touch Sensitive,”
it comprised guitar solos with no
overdubs, though many listeners
found this hard to believe.

“I was lucky to be able to raise
the money, but then found I had to
spend it in order to survive; then I

raised it again, and again, and in the
end I was pretty heavily in debt."”
While in Madison, Wis., he made
three “reconnaissance missions” to
New York. “I jammed in clubs,
played in the streets, talked to
musicians about whom I ought to
meet in the industry, and the name
that kept coming up was Bruce
Lundvall. He was then running the
Elektra/Musician label, and he was
interested in signing me, but I
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wasn't really ready.

“Every month, Bruce called to
let me know he was still interested.
He was a real music fan-business-
man, just the kind of person I'd
been looking for. While 1 was

planning to move to New York, he

found me a great manager, Chris-
tine Martin. I soon found a sublet in

Manhattan.

“I was still doing a lot of playing
in the streets, and when I asked
Christine to get me some club work
she said, ‘I'm waiting to get you
something big.' I told her, ‘Chris-
tine, I'm starving! Give me any-
thing!" But she was right. She
persuaded George Wein to squeeze
me in for 15 minutes at Avery
Fisher Hall,

“It was a great night, with
Wynton Marsalis and Maynard
Ferguson, a lot of media people and
serious listeners. I planned it out
carefully and got a real good
response.”

|

The floodgates opened. Jordan
was invited to the Montreux Festi-
val in Switzerland, played a week
at the Village Vanguard, and
signed with Lundvall, who by now
had switched to Capitol/EMI.

As his album makes clear
(“Magic Touch,” Blue Note 85101),
Jordan uses his astonishing style
not as a technical gimmick, but as a
way of achieving a broad range of
emotions in every genre from
Beatles (“Eleanor Rigby™) to blues
(Miles ‘Davis' “Freddie Freeload-
er”) to Jimi Hendrix (“Angel”) and
jazz standards (Monk’s “Round
Midnight" and Thad Jones' “A
Child Is Born™), along with three
original works that reflect a vari-
ety of ethnic influences, The album
is No. 1 on the Billboard jazz chart.

A conversation with Stanley
Jordan leaves no doubt that here is
an exceptionally mature young art-
ist whose views and attitudes en-
compass objectives beyond the mu-
sic itself. As he says, “Music was
never my only interest. If I had
gone to a pure music school I'd
have been unhappy, because it
wouldn’t have given me a sense of
how it relates to the world at large.

“What music is about is its rolein
society, in waking people up. The
things I always loved the most, as
much as I loved the classics, were
the pop tunes that had the purpose
of opening people’s minds, of trying
to improve the world. The more
you know about other topics, the
better the music you can create,
because all things are related.”

Jordan's future holds seemingly
limitless possibilities. Already a
book is under way that will explain
his complex technique to young
guitar students. Offers for concerts

-and festivals are pouring in from

Japan and all over Europe. His has
been the swiftest rise to promi-
nence since Wynton Marsalis
emerged from sideman status three
years ago. O
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Jazz and classical music are married th png results by the Kronos Quartet and jazzman Ron

Carter: From left, David Harrington, John Sherba, Joan Jeanrenaud, Carter and Hank Dutt.

JAZZ ALBUM BRIEFS

KRONOS QUARTET TAKES TIME FOR MONK

“MONK SUITE.” Kronos Quartet,
Landmark 1505.

i roducer Orrin Keepnews,
who recently launched his

Landmark label with an ex-
cellent Bobby Hutcherson album,
has an even more impressive po-
tential winner here. The San Fran-
cisco-based string quartet, aug-
mented for jazz improvisational
purposes by bassist Ron Carter,
takes time out from Philip Glass
and John Cage to address itself to
the music of Thelonious Monk.

David Harrington, the quartet’s
founder and first wviolinist, told

Keepnews that many of Monk's

angular, eccentric tunes “sounded
like string quartet music already.”
The original piano versions (among
them Monk's treatments of two
Ellington standards) have been
transeribed, often note for note, in
arrangements written with care
and sensitivity by Tom Darter, a
pianist and composer better known
as the editor of Keyboard maga-
zZine.

Classical string players tradi-
tionally have had trouble with jazz
phrasing, playing the notes a hair
Ltoo soon or too staccato but, except
for minor slips on two of the faster
pieces, this problem scarcely arises.
More significantly, the music take
on a rich, full beauty that brings a
new dimension to what were, in
some instances, fairly simple 32-
bar riff tunes. But the best of
Monk’s works, such as “Round
Midnight" and “Crepuscule With
Nellie,” were masterpieces to begin
with. €ertain to appeal to classical
and jazz students alike, this is .a
5-star special.

|

“THE BILLIE HOLIDAY
SONGBOOK.” Billie Holiday.
 Verve §23-246. Although Lady Day

By LEONARD FEATHER

at any time was sui generis, all but
two of these 11 songs (six seli-
written) had been recorded many
years earlier in far superior ver-
sions. By the 1950s, when the
Verve sides were taped, her work
was erratie, though still occasion-
ally sublime. Included here are four
cuts so displeasing to her (mainly
because of the accompaniment)
that she did not want them issued.
Why, in any case, settle for a 1956
“God Bless the Child” when the
original, made in 1941, is still
available on Columbia? For serious
Holiday students, 3 stars at the
most.

d

“THANKS FOR THE MEMORY:
SONGS OF LEO ROBIN.” Susan-
nah McCorkle. Pausa 7175. “ONE
BY ONE.” Dee Bell/Eddie Duran
featuring Tom Harrell. Concord
Jazz CJ-271. Leo Robin (1900-
1984) was a lyricist capable of
writing “My Ideal” and the title
song, yet he was also responsible
for “My Cutie’s Due at Two to Two
Today"” and others better forgot-
ten. The album suffers from its
hazardous concept. MecCorkle, a
superior singer, has some fine mo-
ments, but nostalgia can't save
some of this material, The accom-
paniment is correct but cold, save
for Phil Bodner's reed solos. 2 stars.

On the other hand, there are
singers who, unlike McCorkle, se-
lect their material and backing so
successfully that everything falls
into place. Producer/guitarist Ed-
die Duran deserves much of the
credit, sharing it with Harrell's
mellow fluegelhorn. Bell has a
haunting, jazz-infected sound, her
diction and phrasing flawless. She
is trilingual (“Estate” is in Italian,
“Zingaro” in Portuguese) and
Wrote enlivening extra lyries for

s i w

such songs as “Don’t Be That Way"”
and the early Bing Crosby hit
“Please.” The mix of old and new
material is just right, as is the use
on two tunes of an enlarged band.
Who is this Dee Bell, and why do
the notes tell nothing about her?
(She’s 34, from Terre Haute, Ind.,
and has lived in the Bay Area since
1978.) For Dee, 5 bells.

8]

“THAT OLD FEELING.” Clec
Laine. CBS 39736. Of course, no-
body will buy this LP. After all,
who is interested in a singer of a
certain age singing 18 songs of
which 16 go back through the
decades? And with only piano and
bass for accompaniment? This can
appeal only where the ground rules
call for good taste, simplicity and
beauty, and when the singer and
pianist happen to be Cleo Laine and
Laurie Holloway. Special delights:
hearing the rare verse of “I Got It
Bad,” also ‘“Ain’t Misbehavin"
converted to a slow, sly ballad.
From the title tune through “Ten-
derly,” “Imagination,” “Alfie" and
“He Needs Me” to the concluding
Bobby Troup piece “You're Look-
ing at Me,” this is as effortlessly
charming as the cover photo of the
British subject herself. 414 stars,

O

“REMEMBER.” Shelly Manne
Trio. Jazzizz 4004 (Box 148, Salerr
OR. 97308.) A touching epitapt
this is the only recorded documen
tation of Manne's final group
Taped live at an Oregon concer
(except for the title song, a walt:
by pianist Frank Collett that he
played with bassist Monty Budwig
a few months after Manne’s death)
this is 2 welcome reminder of the
exceptional gifts of all three men

> Please Turn to Page 7,
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Feather: 20 Years of Free lance

Although he isn't really an “employ-
ee,” so you won't see his photo on Page 6,
Leonard Feather
has been The Times’
free-lance jazz critic
for 20 years.

An international-
ly recognized au-
thority on jazz,
feather wrote his
first Times jazz re-
view in May of 1965.
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JAZZ

A STAR IS DAVID SANBORN

By LEONARD FEATHER

- -

he most consistently suc-

I cessful figure on the jazz

fusion scene, aside from

Miles Davis, is a 39-year-old saxo-

phonist named David Sanborn, who

says: “I don’t consider myself a jazz
player.”

The public and the music busi-
ness world evidently feel other-
wise: in recent weeks he has been
in the No. 1 spot on the jazz
best-seller charts with his ninth
album as a leader, “Straight to the
Heart” (Warner Brothers 25150).
Sanborn’s first live album, it was
filmed for future release and a
video has already been shown on
MTV.

Just 10 years have passed since
the first Sanborn album, “Taking
Off,”" established him as an artist
with a keen ear for melodic nuane-
es of an emotional nature that
promptly found a broad market.

Much has been made in his
publicity hype about Sanborn’s
roots in rhythm and blues. Other
aspects of his background have all
but been ignored, such as the
reason for his having begun to play,
and his association with the black
avant-garde.

“I started to play the saxophone
for therapy,” he said, stopping off
- in Los Angeles during a recent
tour, “because I'd contracted polio
when I was 3. I spent a year in an
iron lung, and was paralyzed from
the neck down for a year after that.
I did recover pretty much com-

e
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pletely, but I have some residual
muscle atrophy in my left arm and
right leg, which kind of interferes
with my left-hand articulation. I
always told myself that was the
reason I couldn’t play bebop. Too
demanding.”

Born July 30, 1945, in Tampa,
where his father was stationed in
the Air Force, Sanborn was raised
in St. Louis. “The first real expo-
sure to music that impressed me
was the Ray Charles band. I was
knocked out by his saxophonists,
David Newman and Hank Craw-
ford—particularly Hank, who had
such an immediate emotional cry.
Right after that, when I was told to
pick an instrument, I decided the
alto sax was for me.”

Later came such influences as
Jimmy Forrest in St. Louis; Gene
Ammons, whom he heard in Chica-
go, and such 1950s figures as Earl
Bostic and Louis Jordan. “Later I
heard Cannonball Adderley, and
I'm still not over that. Aside from
Charlie Parker, he was the quintes-
sential alto player. Such fire! 1 was
crazy about Phil Woods, a great
ballad player, and Paul Desmond,
one of the truly lyrical alto people.”

Despite all these potent forees, it
was in blues circles, playing with
such R&B bands as Little Milton's
and Albert King's, that Sanborn
gained his formative experience. It
was not until after he moved to
Chicago in 1963 to attend North-
western University that he studied

PENNIGLAIETONE / mAnzelu Times

ence.” o ”

ences prepared Sanhom we.u ror
his development as a player with
strong rhythmic and harmonic cre-
dentials, For all his background in
R&B and rock, and the early days
in blues bands, he a' 5 {0 havmg

mannerisms. % _
“Sure, 1 do mpmvig‘e,? but I
consider bebop a language; it has a
vocabulary that I just don’t feel

Brecker is a very strong bebop

emotional player.” 'y
Sanborn wenl back home {0

two years fuamly W
Wonder (“A treme
ence—when I hear pe
ing me, it's really stuff that I picked
up from Stevie™). Dunngthat time
he got to know Gil Evans; as an
idolater of the Miles Davis-Gil -
Evans “Sketches of Spain” album;”
he was flattered when Evans asked

Sazman David Sanborn’s “Straight tomeHearf’ has been topmng Comes a Time,” and his tour of -
the jazz charts but he doesn’t consider himself a jazz player.

on a less informal level.
By this time, though, a cadre of

T black visionaries, most of whom

also worked in St. Louis before
moving to Chicago, had become
part of Sanborn's evolution, “I

played in St. Louis with Lester
Bowie, Hamiet Bluiett and several
musicians who went on to found
the AACM (Assn. the Advance-
ment of Creative Musicians) in
Chicago. In fact, I was in a group

backup band, andla?.
“How about if T open up the show
m—'—_‘—_

Italy with the band, helped estab-
lish him as a respected jazz artist.
From that point on, however,
New York became Free Lance City
as Sanborn was heard, in person or
on LPs, with everyone from Paul”
Simon, James Taylor and David
Bowie to James Brown, Bruce
Springsteen and the Rolling

1 Stones.

It was after the release of his
second album, he says, that “I
realized I had made my commit-
ment to a career on my own. Until -

‘then ‘thought I was destined
to be' "_'etemalaideman.Butiwas
hired to play in James r's

4

very comfortable with. Michael

r

player, a complete saxop onist who
covers a wide span of | ol
think of myself more asn mncal |

)

him to join his orchestra. Sanborn’s |
solos on the Evans album “There

'l

v



HOLLYWOOD
CONNECTION

E's not just coincidental that two of the first big
Sound movies were The Jazz Singer and King of Jazz

EYLEONARD FEATHER

azz and Hollywood. The two words do not suggest an immediate ham-and
eggs or Damon-and-Pythias relationship. We readily think of one, without think-
ing of the other. Yet the jazz impact on Hollywood has, in its subliminal way,
achieved a valuable, even synergistic character that can be traced from as far back
as 1917, to 1980s music videos by such artists as Weather Report and Miles Davis,

" Jazz and the motion picture industry have grown up together. Both were born
in the Jate 19th century, and both took tangible shape at approximately the same
time, during the second decade of this century. It was in 1917 that the first jazz
recordsiwere made, by the Original Dixieland Jazz Band. If it seems strange that
jazz coutd have penetrated the motion picture world a decade before Al Jolson’s
Tﬁe}nzz Singer broke the sound barrier, the explanation is simple: it was also in
11917 that'the Original Dixieland Band appeared—seen but, of course, unheard—in
along-forgotten feature film, The Good for Nothing. This accounts for the surpris-

ng dates ih the title of a unique reference book, Jazz in the Movies: A Guide to Jazz

Musmans, 1917-1977, written by David Meeker (Arlington House).
IS aronic that two of the first big-sound musicals were called The Jazz Singer and

_ngo{jm the first, of course, with Al Jolson and the lacter starring Paul Whiteman
‘Turning 1o such sources in search of authentic jazz would be somewhat like visiting

Berlin to catch German measles, or going to London to buy an English muffin
Truc jazz, as Mecker’s book makes clear, has stemmed from extraordinarily diverse

: mui‘ccs Hollywood movies and short subjects, films made overseas, television tapes,
ewm souncies, those short-lived visual jukeboxes of the 1940s. The Hollywood connec-

lan has pcrsu.lud 100, in the recording studios, where countless professional jazz musi-

'lshs bave eatned their livings grinding out commercial music by day, so that they could

alfprdtop]ay;an gigs, often for token pay, by night. For many, jazz was a labor of love.
A.ammmg ua:ll ‘Hollywood” can be used loosely to denote the Los Angeles community

“at large and the movie colony in particular, there have always been those who, though

not prlmal.‘ll'y known as musicians, have cherished a covert, sometimes overt affection for

+ the art form. Not all these expressions of interest are displayed locally. Didn’t Woody
* Allen turn down an opportunity to accept an Oscar because, he said, he preferred to make

hl.s regular Mondn night gig playing New Orleans clarinet at Michael’s in New York?
On the other luml it was right here that the trombonist /actor Conrad Janis and fellow-

fhee—pm.n/l:an]o freak George Segal launched their free-wheeling Beverly Hills Unlisted
“Jazz Band five years ago. And Dudley Moore, who rates not far below a “10” at the




THE HOLLYWOOD CONNECTION

Ellington, Basie and other jazz greats

appeared in countless early “‘music videos’”’

known as band shorts.

keyboard, may be heard sitting in at the pi-
ano in his own restaurant, 72 Market
Street, whenever he's staying in town.

In fact, jazz as a vital Hollywood pres-
ence has owed a measure of the success it
has enjoyed to the determination of certain
dedicared aficionados who were able to in-
sinuate it into major films. An early exam-
ple was Mae West. In 1934 she heard that
Duke Ellington was in town to make Mur-
der at the Vanities, and insisted that he be
hired for her feature, Belle of the Nineties,
in which he had a berter role both on and
off-screen than he had enjoyed before.

Ellington had already made several films,
but Check and Double Check, his first fea-
ture in 1930, was primarily a vehicle for the
ineffable blackface comics, Amos and
Andy. He had been better served the previ-
ous year in the 20-minute Black and Tan
Fantasy, in which he was the central figure.

Hollywood connected with Ellington on
many occasions, but not always for film
parts that were integral to the plot. Black
musicians used in Hollywood movies were
often deleted from the footage when they
were shown in the South. Racism was a
central factor in holding back jazz, and in
keeping it strictly segregated. In Lena
Horne’s first two major Hollywood
films—Cabin in the Sky (1942) with Elling-
ton, Louis Armstrong and Ethel Warers,
and Stormy Weather (1943) with Fats Wal-
ler, Cab Calloway and soundtrack partly by
Benny Carter—not a single white face ap-
peared from start to finish.

Because he had never seen jazz treated by
the cameras as an art form to be presented
with dignity, Norman Granz produced the
unique [ammin' the Blues in 1944. Di-
rected by Gjon Mili, it was a masterpiece of
laid-back swinging sounds by the likes of
Lester Young, Harry Edison, [llinois
Jacquet and Red Callender, along with the
singer/dancer Marie Bryant. Though only
10 minutes long, Jammin' the Blues re-
mains one of the most admired films in
Hollywood history. But even here the color
line remained a factor; the film was lit in
such a way that the only white musician,
Barney Kessel, could scarcely be seen.

The 1944 movie Jam Session, despite the
presence of Louis Armstrong and other
name bands, was a travesty. All five black
musicians in Charlie Barnet’s band (among
them such giants as Oscar Pettiford and
Trummy Young) were replaced by un-
known whites onscreen. As late as 1950,
when he made a short for Universal, Count
Basic was forbidden to use his clarinetist
Buddy De Franco on camera; DeFranco re-
corded the sound track, but Marshal Royal
appeared in his place onscreen.

Eventually overcoming this problem,
Hollywood succeeded in making such ma-
jor features as The Benny Goodman Story
(1955) with our 1985 Festival host Steve
Allen in the title role, and with B.G. himself
ghosting the sound track. (Trivia note: The
pioneer Goodman arranger Fletcher Hen-
derson was played by Sammy Davis Sr.)
Though a crucial element in the real story,
Goodman’s breaking down of the color
line was totally ignored; Teddy Wilson and
other black musicians were at least allowed
to be seen in an integrated setting.

Other screen bios included The Five Pen-
nies, based on the story of cornetist Red
Nichols, with the late Shelly Manne enact-
ing an early giant of jazz percussion, Dave
Tough; The Gene Krupa Story, with a
screenplay overblowing Krupa’s minor
brush with the law on a pot bust, but with a
fine soundtrack; St. Louis Blues, the life of
blues composer W.C. Handy, played by
Nar King Cole (with lines like “Don’t play
that jazz, son; that's the devil’s music!”);
and, of course, Lady Sings the Blues, Diana
Ross’s attempt to make something out of
another grossly inaccurate screenplay,
based on an almost equally distorted auto-
biography by Billie Holiday.

More important than these jazz biopics
were the countless short films in which
Hollywood pur jazz to good use. They be-
gan as early as 1927, but it was between
1940 and 1955 thata producer named Will
Cowan made hundreds of these proto-mu-
sic videos for use as fillers in movie theaters.
Ellington, Basie, Sarah Vaughan, Woody
Herman, Stan Kenton, Red Norvo and Nat
Cole made brief bur priceless appearances

e
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in these so-called band shorts, nestled be-
tween novelty acts, dancers and vocal
groups. Billie Holiday's best Hollywood
film was a Cowan short in which her mem-
orable God Bless the Child was preserved.
(Typically, for her only acting role in a fea-
ture, New Orleans, she was cast as a maid.)

According to film archivist Mark Cantor,
“Looking for jazz in films is a real treasure
hunt. So many great things were buried in
out-of-print films, or obscure items such as
the features made for the black public from
about 1931 to 1951. Others have shown
up in the unlikeliest places.” A memorable
case in point is the hilarious scene in Mel
Brooks’s western, Blazing Saddles, where,
for no logical reason, Count Basie's entire
band suddenly turned up in the desert,
swinging away on April in Paris. (Ironically,
they were miming to a soundtrack recorded
earlier by an almost all-white band of stu-
dio musicians.) Blazing Saddles, of course,
is memorable as the film in which black rail-
road workers could sing only I Get a Kick
out of You.

Not long after the advent of television as
a potent media force, KABC launched Stars
of Jazz. The weekly series, with Jimmy
Baker directing and Bobby Troup as host,
ran locally for two and a half years and then
for six months on the ABC network. Before
leaving the airin 1956, it had played host to
a pantheon of giants.

“On the first show,” Troup recalls, “the
stars were Erroll Garner and Stan Getz.
Later we had Billie Holiday, Oscar Peter-
son, Count Basie, Dizzy Gillespie—the list
was endless. Musicians loved the show;
people like Dave Brubeck would come in
and work for union scale. Yet after we went
off, almost all of those priceless tapes were
destroyed.”

Jimmy Baker, a diehard fan, surfaced
again when he worked on another signifi-
cant series of taped programs, Jazz Scene
U.S.A. Each half-hour show was devoted
to one group: Cannonball Adderley, Shelly
Manne, Stan Kenton, Jimmy Smith and 22
others. But again the Hollywood connec-
tion was severed when producer Steve Al-
len, faced with distribution problems,
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One of Hollywood’s best-kept secrets

has been the use of jazz artists to write

movie sound tracks.

found only a few foreign markets and lim-
ited domestic exposure.

Johnny Carson’s name might well be
added to the roster of those who have dem-
onstrated how to use their exceptional
power as friends of jazz. Much of the jazz
aired nationally during the past decade has
been presented on Carson’s Tonight Show
via frequent appearances by Joe Williams,
Dizzy Gillespie, Linda Hopkins and Pete
Fountain, and occasional solo forays by
members of the Doc Severinsen orchestra.
Carson, a closet drummer, enjoys summer-
ing in Nice, where, unknown to the local
gentry, he can perch himself anonymously
by the bandstand digging the sound of
Buddy Rich, his lifelong idol and a regular
guest.

One of the best-kept secrets in Holly-
wood has been the use of jazz-oriented mu-
sicians to write motion picture
soundtracks. Because of an ineradicable
prejudice on the part of many producers
who are put off by the very mention of
“Jazz,” composers who have had this image
tend to keep it under wraps when they are
angling for movie assignments.

One of the first acknowledged jazzmen
to compose for the screen was Benny Car-
ter. A multi-talented genius—alto saxo-
phonist, trumpeter, composer, band-
leader—he began his Hollywood life in
1943, arranging and playing on the sound
track for Stormy Weather. But like so many
who followed him, Carter adjusted his writ-
ing to the demands of movies, which often
precluded the use of jazz. Still, he was seen
and heard during jazz sequences in several
major productions: Thousands Cheer
(1944), An American in Paris (1951), a
memorable nightclub scene in The Snows
of Kilimanjaro (1952) and The View From
Pompey’s Head (1955).

Carter then eased into television, com-
posing innumerable segments of M Squad,
Ironside, Name of the Game and other se-
ries until 1972, after which he concen-
trated on playing. His jazz imprimatur was
particularly effective in a 1976 teleplay,
Louis Armstrong: Chicago Style.

Another early starter in this field was An-

dré Previn. Just out of high school when he
signed on as arranger at MGM, he was ele-
vated at 19 to composer/arranger status.
Like Carter, he had occasional chances to
display his jazz roots, in The Subterraneans
and a few other films. He even took leaves
of absence to play jazz jobs with Shelly
Manne. His jazz relationship was mani-
fested in a few TV appearances in the *60s
until he moved permanently into the sym-
phony field as a conductor. Hollywood will
see him again when he takes over the L.A.
Philharmonic next year; it can safely be pre-
dicted that he will again turn up on the oc-
casional jazz gig or TV show.

Lalo Schifrin’s career has displayed a sim-
ilar dichotomy. Once Dizzy Gillespie’s pia-
nist and arranger, he settled in Beverly Hills
and moved into the studio world with con-
sistent success. Of the countless movies or
TV shows for which he has written scores,
a few, such as Bullitt, Dirty Harry and
Mannix, at times employed jazz materials.
Schifrin names Gillespie and Stravinsky as
his main compositional influences.

Quincy Jones’s life followed the same
pattern as Schifrin’s in the 1960s; he too
put his jazz knowledge to valuable use in
Sanford and Son, an early Bill Cosby show
and several films. One of Jones’s best-
known credits in his pre-Michael Jackson
era was a show he helped to assemble hon-
oring Duke Ellington, the CBS TV special
Duke . . . We Love You Madly! in 1973, a
year before the maestro’s death.

Despite the worldwide respect he earned
as a composer, Ellington himself was a late-
comer to the gallery of screenwriters. He
was finally invited to compose the score for
Anatomy of a Murder, performed by his or-
chestra, in 1959. Of the few later assign-
ments, only one, Paris Blues, enjoyed criti-
cal success.

J.J. Johnson was a bebop pioneer who
became to the trombone what Gillespie and
Parker were to the trumper and alto sax.
His return to public appearances is a wel-
come event at this year’s Festival. In 1970
he came to Hollywood in order to put
down his horn and pick up his pen. Among
his credits have been orchestrations for

Shaft and music for TV episodes of Mod
Squad, The Bold Ones and, most recently,
Mickey Spillane’s Mike Hammer. A gifted
and experienced composer, he too has been
sparing in his use of jazz.

Two relatively obscure but significant
jazz-related movies had scores by the pia-
nist Mal Waldron, who was better known
as Billie Holiday’s last accompanist in the
late 1950s. They were Cool World, a story
set in Harlem in the 1960s, with
soundtrack using Dizzy Gillespie, James
Moody, Yusef Lateef and others; and
Sweet Love Bitter (1966), vaguely based on
a Charlie Parker-type character (played by
Dick Gregory, with Charles McPherson
supplying the saxophone sounds). Also on
the track was a 24-year-old pianist named
Chick Corea. Watch for reruns at some im-
possibly late hour.

An improbable source of special jazz de-
lights was the animated films of the late
John Hubley and his wife Faith, who re-
mains active in the field. Their collabora-
tions with Quincy Jones on Eggs and Of
Men and Demons made appropriate use of
his talent. Benny Carter wrote the music for
five Hubley shorts, notably Adventures of
*, in 1957, and People People People in
1975. One of the Hubleys’ most delightful
ventures was the use of Dizzy Gillespie, not
as trumpeter but as a hilariously ad libbing
pseudo-philosophical narrator in The Hole,
a 1963 gem. The use of jazz artists in ani-
mation goes all the way back ro the Looney
Tunes days, but the earlier works some-
times employed Louis Armstrong, Fats
Waller and others in a racially derogatory
manner.

Quite aside from motion pictures and
television, jazz has had a reasonably healthy
life of its own in person throughout the
Southland. There have always been enough
jazz clubs to satisfy a substantial audience.
In the 1930s there was the club Alabam,
operated by Curtis Mosby, who, inciden-
tally, took part with his Kansas City Blue
Blowers in the first feature-length film to
employ jazz, Hallelujah, in 1929. Then
there were Billy Berg’s in the 1940s, the
Lighthouse and the Crescendo in the




THE HOLLYWOOD CONNECTION

We have come a long way from flickering

images of the Original Dixieland Band on a silent screen

to cheering capacity crowds at the Bowl.

1950s, Shelly’s Manne Hole in the ’60s,
and Donte’s for almost 20 years. Most re-
cently the Vine Street Bar & Grill in Holly-
wood has concentrated mainly on superior
jazz singers. ;

Herb Jeffries, who in 1941 sang with the
Ellington orchestra in a short-lived musical
show, Jump for Joy, only recently assumed
ownership of Carmelo’s. He changed its
name to the Flamingo Music Center (after a
song he recorded with Duke in 1940), and
is keeping the jazz flag flying in that Sher-
man Qaks retreat, singing there himself on
weekends and bringing in name bands on
Mondays.

The most ambitious large-scale in-person
ventures have been few but significant. Stan

Kenton organized his 27-piece “Neophon-
ic Orchestra” for a series of concerts in
1965-67 at the Dorothy Chandler Pavil-
ion, using extended works and guest solo-
ists. An indomitable crusader for the cause,
Kenton found this project too expensive to
sustain and abandoned it after three sea-
sons. An even more elaborate undertaking
was The Orchestra, now led by Jack Elliott
(originally in collaboration with Allyn Fer-
guson). Formed in 1979 and now known as
The New American Orchestra, this 84-
piece organization has mixed jazz and sym-
phonic compositions in varying propor-
tions, with uneven though sometimes
considerable success.

Closer to the core have been the more

orthodox jazz concerts at the Chandler Pa-
vilion and the Hollywood Bowl, now pre-
sented at intervals throughout the year un-
der the aegis of George Wein, Pre-eminent
among them, obviously, are the Playboy
Jazz Festivals, which have shown the ability
of jazz to draw close to 36,000 attendees
during two marathon sessions, thereby giv-
ing the lie to those persistent New York
rumors that L.A. has no jazz audience.

We have come a long way from those
flickering images of the Original Dixieland
Band on a silent screen 68 years ago to the
cheering capacity crowds at the Bowl. The
Hollywood jazz connection may have been
tenuous at first, but today, beyond doubt,
it is more powerful than ever. ¥y
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JAZZREVIEW

SINGING AND SWINGING
WITH ‘SING, SING, SING’

By LEONARD FEATHER

ooking a jazz festival calls for
more than a telephone and a
list of established groups.
Somewhere along the way there
must be a new concert, a surprise
factor to eliminate the possibility of
tedium. Sunday at the Hollywood
Bowl, during the second long Play-
boy Jazz day, there was just such a
daring initiative, one that became
the surprise hit of the festival.
Entitled “Sing, Sing, Sing,” it
consisted of four vocalists who do
not normally work together: Jon

Hendricks, Bobby MecFerrin, Di-
anne Reeves and Janis Siegel,
supported by a rhythm section.
Tied together by ingenious Hen-
dricks material, the presentation
linked every element endemic to
jazz singing: the blues, ballads,
scatting, soloing, group singing,
vocalese and, above all, the ability
to swing.

To name a few lingering memo-
ries, there were Hendricks' lyrics
to Thelonious Monk's “Rhythman-
ing,” Siegel's gentle airing of the
Dave Frishberg-Johnny Mandel
ballad, “You Were There” and

/i

JOSE GALVEZ / Los Angeles Times

Tim Hauser, left, joins lineup of “Sing, Sing, Sing,” from left, Jon
Hendricks, Janis Siegel, Dianne Reeves and Bobby McFerrin.

Reeves’ powerful “Love for Sale.”
In “Night in Tunisia,” McFerrin
simultaneously came up with a bass
line, a drum part and a yodel,
drawing gasps of incredulity; later
he sang the bass part for Siegel on
their duo treatment of “Easy Liv-

The delights never stopped. Sie-
gel and Reeves merged for a duet
and traded off choruses in the
hilarious old Helen Humes blues
“Million Dollar Secret,” leading to
perhaps the most unlikely standing
ovation of the day.

This vocal ambrosia was further
sweetened when Tim Hauser, Sie-
gel’s partner in Manhattan Trans-
fer, joined Hendricks and Siegel for
an afthenﬁc re-creation of the

™

Lambert, Hendricks and Ross
sound in “Come OnHome.,"

The “Sing, Sing, Sing” foursome
came back together for a long,
palpitating windup on “It Don't
Mean a Thing.” The three standing
ovations that greeted this trium-
phant hour offered proof that play-
ing down to the crowd's most
ignoble instincts is not the onjy
route Lo success.

The other unquestioned victnry

during the 8%4-hour progrs ‘?g:
Sarah Vaughan's, Although oblig,
to follow the pan nium raised
by Spyro Gyra the Loud
Family), she l 1o, i :’._!_iet
things down

cappella “S mme '( im ' h&d f‘l.ln
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East meets M at Playboy Jazz Festival at Hollywood Bowl: Frenchman Michel Petrucciani, left, plays a set with Japan's Makoto Ozone.
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JAZZREVIEW .
OD NEWS FROM THE BOWL

of the songs played during the
vocal portion was “Creole Love
Call.” The David Benoit arrange-
ment and the lyrics were of very
recent origin, but the kicker was
that Duke Ellington composed this
melody in 1927, That was how
things went throughout the day as
eras and idioms were often inter-
mingled, sometimes subliminally.
Saxophonist Ann Patterson’s
Maiden Voyage has been strug-
gling for five years to establish
itgelf. Today, armed with a reper-
toire that ref_lect:&ﬂ;e {lallues of the
swing era fortified by the perspec-
tive of the 1980s, it is at peak
strength. With charts like pianist
Kathy Rubbico’s “Uptown New
York,” Dick Cary’s witty “Sergeant
Pee Wee,” Bobby Shew’s “Blue”
(featuring fluegelhornist Stacy

with Betty O'Hara as arranger,
singer, trumpeter and trombonist,
Maiden Voyage is ready to také on
any big band in the country,

A time warp of another kind was
suggested by the Dirty Dozen Brass
Band from New Orleans. Actually
it is eight strong, with a rhythm
section consisting of bass drum,
snare drum and tuba. To hear the
popping, poking thrusts of the tuba
adding an old-time New Orleans
flavor to bebop, funk and modern
biues lines iz a very special kick.
Never before has “Blue Monk” or
“Serapple from the Apple” sounded
like this. F,

There are no exceptional soloists,
though Roger Lewis and Kevin

Harris on saxes pulled their weight

well enough. Essentially, though,
it's Joseph Kirk's tuba, and the

its unique character.

The presentation of pianist Ma-
koto Ozone and Michel Petrucciani,
separately and together, a calculat-
ed risk taken by producer George
Wein, worked to the advantage of
both men. Ozone applied his crisp
articulation and keen harmonic ear
to his own “Crystal Love” and his
latest work, a dedication to Chick
Corea, “Coreagraphy.” Petrucciani,
who at 22 is a year younger,
painted his sounds in somewhat
bolder and more abstract strokes,
wandering seamlessly in and out of
“Some Day My Prince Will Come"
and “St, Thomas."”

The Frenchman was then joined
by the Japanese virtuoso, and in-
stant empathy ensued. Playing a
blues and “All the Things You
Are,” the duo was stronger than
the sum of its parts. Petrucciani,
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"LEONARD FEATHER
Son instrument: sa
‘machine a écrire

Une des légendes du jaxz se trouve ac-
tuellement & Montréal, mais il ne donnera

Feather est sans
doute I'un des plus
éminents ptigiquas de

jazz américains.
Mardi, il présentait
a la cinémathéque

g]tﬁécoiqmuatre
: de sa collection
privée sur les années
«be-bop» de 1948 &

1958.

Pendant une heure
et demie, les ama-
teurs ont pu frayer &
nouveau avec les
Charlie Parker, Dizzy
Gillepsie, Billy Tay-
lor et Julian Adderly.

Evidemment, ¢a se
en vase clos et
il faut un peu de cou-
rage déserter le
temps ensoleillé,
mais le coup d’tﬁil en
valait la chandelle...
Le be-bop, a I'épo-
que, avait révolution-
né le jazz par sa poly-
rythmie et ses har-
Aujourd’hui enco-
re, son empreinte est
profonde.
Le film «Bop-Sin-

ques «Lemon Drop»

et «Lolly Pop» était &

la fois hilarant et ré-
vélateur de l'influen-
ce profonde que ce
style a eu sur le jazz &
cette époque.

Un quatrieme

GO i "I' MAS
' M. Feather.
«Je connais Miles

Davis depuis & peu

te ans. Il
venait d'arriver a
New Yorks..,, relate-
t-il, comme un vieux
conteur devant la
cheminée

Et & la fin, il de-
mande & l'auditoire
quels sont ceux ui
B::&i:éront le Miles

vis d'il y a trente
ans & celu d'aujour-
d’hui env dans
un enrobage de rock.

La moitié du public
Jeve la main. Bt il
leur donne raison.

Nostalgique Leo-
nard Feather?

Il jure que non,
mais déplore'utilisa-
tion croissante des
moyens électroniques
aux dépens de la tra-
me mélodique.

De plusieurs piéces
con raines, il dit
qu'un enfant de trois
ans pourrait les avoir
écrites. On ne compo-
se plus comme
avant...

Ce commentaire
est peut-étre I’hérita-

u jazz.

En revoyant ces
vieux films, en reli-
sant les vieux écrits,

pasaé comme si le
au 7 e
monde du jazz allait
g'écrouler.

Mais il s'en trouve |
toujours ur{ pour aller
plus loin, pour pous-
ser cette quéte et fai-
re avancer le jazz. _

C'est peut-étre la |
la condition de survie
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REMEMBERING
THE GREAT
CLIFFORD BROWN

By LEONARD FEATHER

he premature loss of a great talemt

sometimes results in an overromanti-

cized cult following, leading to a
posthumous reputation beyond the bounds it
might have reached had the artist survived.
That seems to have been the fate of the
talented but constantly overrated Jelly Roll
Morton, to cite an egregious instance, But for
every such example there will be a case such
as that of the incomparable trumpeter Clif-
ford Brown.

He was four months shy of his 26th
birthday when his car skidded on the
Pennsylvania Turnpike and went down an
18-foot culvert, early in the morning of June
26, 1956. Together with the pianist Richie
Powell and Powell's wife, Brown was en
route to a job with the quintet of which he
and Max Roach were co-leaders. Brownie,

Powell and his wife were killed.

" This week, exactly 29 years later, the
name of Clifford Brown is enjoying a resur-
gence of papularlty unlike anything ever
known in jazz since the Bix Beiderbecke
legend started to burgeon in the 1940s.

Brown's: & ",posations, particularly “Joy
Spnng, are a ‘increased stature as

andards. A forthcoming Manhatten
er, album includes not only “Joy
Spring” but also the elegiac “I Remember
Clifford,” with Jon Hendricks' lyrics to

years; by now virtually everything signifi-
cant that he ever put on tape is available.
Even the original memorial album released a
few months after his death reappeared last
week on Blue Note (BST 81526).

Very much aware of these developments,
often playing an active role in catalyzing
them, is LaRue Brown Watson, an attractive
woman well known in Los Angeles musical
circles. The June 26 date has a sadly mixed
significance for her, since it is not only her
birthday but also the anniversary both of her
wedding to Clifford Brown and of the day she
was widowed just two years later.

“The night it happened,” she says, “was
almost the only time I didn't go with Clifford
to see him work. Our friends and relatives
had never seen our son, Clifford Jr., so I left
Clifford and brought the baby out to Los
Angeles.

“Harold Land, the saxophonist who had
worked in Clifford and Max's group, gave me
a 22nd birthday party, but I had an odd,
uneasy feeling, so I went over to my mother’s
house to check on little Clifford. The phone
rang, and someone who thought it was my
mother told me that Clifford and the baby
and I had all been killed in an accident. They
assumed we had been in the car, because we
always traveled together.”

The timing of Brown's death could not
have been more ironic. He was being hailed
as the possible successor to Miles Davis, who
in the early 1950s had gone through the
lowest point in his career. After kicking a
four-year drug habit Davis had just started
on the road to regeneration; meanwhile,
Clifford Brown, with Roach, was landing

~some of the choice nightclub jobs and had

won the Down Beat award as best new
trumpeter of 1954. Critical attention to his
work was as unanimously enthusiastic as the
pralse recently heaped on Wynton Marsalis.

. Brown's professional life was brief but

Clford Brown, left, his wife LaRue
atl drummer Maez Roach at their 1954
wdding. Brown died two years later.

eteoric. Born in 1930 in Wilmington, Del.,
B played in a high school band, worked in
hiladelphia after graduating in 1948, then
atered Delaware College on-a music schol-
aship.

“It turned out that they didn't have a
susic department,” LaRue Brown Watson
ays, “but he stayed there a year anyway,
najoring in math. He was some kind of
vizard with figures; he played a good game
f chess. But next he went to Maryland State
(ollege, where they did have a good music
(epartment, and he leamed a lot about
Naying and arranging.”

Playing a local gig, Brown was injured in
he first of three auto accidents that would
runcate his career. After a year of recupera-
fion, with moral support from Dizzy Gilles-
gie, he resumed playing, with Chris Powell’s
groupiin Philadelphia.

That Brown’s was no cominonplace. gift
became evident early. Red Rodney, who had
been Charlie Parker’s trumpeter in 1950,
tecalls a visit from a young man who
snnounced: “My name is Clifford Brown. ]

‘play trumpet and I'd like to talk to you and

study with you.” Brown felt he could gain
something by taking lessons with the man
who played with Bird, but after listening ¢
him, Rodney assured him no such instruction

was called for: “He knocked me out there and o
then! We became friends and dropped in on -«

each other’s gigs.” Hearing him with Chris
Powell, Rodney told friends that “thhin a
year this kid will be lhetaIkofNew?or ¢

It happened just as Rodney predicted. By

1953 Brown had joined the trumpet section of  reports, “and at 2 hie picl
Lionel Hampton's band, another of whoser horn. Right off, T swe

members was a promising 20-year-old un--

known named ancy Jo,\ge& After .leaving egeneration e

Hampton, Brown took off for Q]Kozgm 1o
join forces with Roach.

LaRue Watson says: “It was thronghwx
that we met, and in the strangest way. My
background as a music major was strictly
classical; in fact, when I met Clifford I was
working on a thesis called Jazz vs. the
Classics,” negating jazz as an art form. While
I was completing it I met Charlie Parker and
Max Roach, who took a liking to me and told
me about this youngster they wanted me to
meet. I went with Max to the airport tomeet.
Clifford. Well, we were off and running from
the first moment—but I still didn't think he
could play.”

Her education came at the hands of her
music teacher, who on being introduced to
Brown said: “My God, is this who I think it
is?” Asked what he thought of Clifford, he
said, “This man’s a genius!” “So I started
listening more carefully,” LaRue says, “and
little by little I learned to appreciate the
beauty of this music that Charlie Parker and
Miles and Clifford were creating.”

Soon after their marriage she learned that
Brown's tastes were wide-ranging: "He
idolized Fats Navarro—that was his heart.
Dizzy Gillespie was like a father to him. But
he also admired Harry James and Rafael
Mendez, Coltrane and Miles, Eric Dolphy,
Lee Morgan, and the great singers like Dinah
Washington and Sarah Vaughan. He had an
all-encompassing love of music. I was, his
second love and math was his third” &

Clifford Brown was not simply the inheri-
tor of anyone else’s mfmtuleJ but rathp_r_
hxs predecessors He had a stunnmg_ capacity
for weaving long, flowing lines, impeccably
executed; an ear for harmony that enabled
him to navigate without batting an eyelash
the difficult bridge of “Cherokee.” Though
his tone and attack tended to be blunter and
more emphatic, he put many of his contem-
poraries in mind of Fats Navarro, another
ill-starred innovator, who had died in 1950 at
26. Unlike Navarro, whose days had been
shortened by drug abuse, Brown was clean-
living, as mature and well adjusted as he was
studious and ambitious.

Had Clifford Brown lived, he would now be
only 54—younger than Dayis or Gillespie—
and might well have achieved a measure of
durable influence equal to theirs. Even
today, hardly a day goes by, for those of us
close to jazz, without some reminder: one of
his recordings played on the j jazz stations, or
some young Brown-inspired novice playing
a Brown composition, or a perf_ mance of "I
Remember Clifford"” recorded
trumpeters (Lee Morgan, Gﬂlesme. Art
Farmer, Donald Byrd) as well as by Sonny
Rollins, Oscar Peterson, the Modern Jazz
Quartet, Dinah Washington, Carmen McRae.

The story, in fact, is far from its end.
Clifford Brown Jr. went on tog’ethismam"s

other way, mough, h@’. :
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VOICE JUNE 25, 1985

THE VOICE
15-BEST

JAZZ POLL

Compiled by Will Friedwald

he twist in this edition of the Voice jazz record poll is
temporal. We asked that only records recorded in 1960
or later be included. We wanted to exclude the several
1959 titles—Kind of Blue, Giant Steps, Such Suite
Thunder, Portrait in Jazz—that often appear in polls
covering the music's entire history. Once again the participants
were asked to make two lists—one of 10 records chosen for
their historical influence, and another of five additional favorites.
Once again we followed our own muses, some choosing only mile-
stones (usually from the early '60s—next time we’ll try a poll of
1970-86), others only favorites. Many noted a greater difficulty
in compiling a list from the past 25 years than from the past 70,
since the latter task lends itself more readily to a handful of con-
sensus items. We've tried for and have not been successful in
getting consistent catalogue numbers; with all the buying and
selling and leasing going on, classic titles occasionally crop up on
several labels. Most Impulse records, for example, were reissued
with MCA catalogue numbers, and are presently available
through a British company called Jasmine. You will note that an
inordinate number of records, new and old, are available only as
imports—notably reissues on French RCA and a variety of Japa-
nese labels, as well as new music on Italy’s celebrated Black

Saint. In years to come
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doing better by American music than America. G.G.

The Boston Phoenix

TEN BEST:

Albert Ayler, Spiritual Unity (ESP-
1002)

Ornette Coleman, This is Our Music

(Atlantic 1353)

John Coltrane, Live at the Village
Vanguard (Impulse A-10)

Bill Evans, Sunday at the Village
Vanguard (Riverside O.JC- 140)

Herbie Hancock, Empyrean Isles
(Blue Note BN 84175)

Jackie McLean, Let Freedom Ring
(Blue Note BN-84106)

Roscoe Mitchell, Congliptious
(Nessa N-2)

Modern Jazz Quartet, European Con-
cert (Atlantic SD2-313)

New York Art Quartet (ESP-1004)

Cecil Taylor, Unit Structures (Blue
Note BN-84237)

FIVE MORE:

George Adams and Don Pullen, Don’t
Lose Control (Soul Note 1004)

Air, Air Lore (Arista Novus AN-3014)

Ronald Shannon Jackson, Eye on You
(About Time 1003)

George Lewis, Homage to Charies
Parker (Black Saint 0029)

Revolutionary Ensemble, The People’s
Republic (Horizon SP 708)

The Village Voice

TEN BEST:

Louis Armstrong and Duke Ellingten,
Echoes of an Era (Roulette RE-108)

Ornette Coleman, Ornette on Tenor!
(Atlantic 1394)

John Coltrane, Africa Brass(MGA - -
200 ————

. John Coltrane and Duke Ellington

(Impulse A-30)
Miles Davis, Filles de Kilimanjaro
(Columbia CS-9750)
Duke Ellington, Afro-Bossa (Reprise,
Discovery DS-871)
Duke Ellington, The Far East Suite
(French RCA NL-45699)
Dizzy Gillespie, Perceptions (Verve V6-
8411)
Charles Mingus, Mingus at Monterey
(Prestige 24100)
Modern Jazz Quartet, European Con-
cert (Atlantic SD 2-313)

FIVE MORE:

Thelonious Monk, Big Band and Quar-
tet in Concert (Columbia CS-8964)

Max Roach, Percussion Bittersweet
(Impulse AS-8)

Sonny Rollins, Alfie (Impulse A-9111)

George Russell, The Outer View (Mile-
stone M-47027)

Wayne Shorter, Speak No Evil (Blue
Note BN-84194)

Jazz Times

TEN BEST:

Duke Ellington, Afro-Bossa (Discovery
DS-871)

Duke Ellington, The Afro-Eurasian
Eclipse (Fantasy F-9498)

Duke Ellington, And His Mother
Called Him Bill (French RCA NL-
89116)

Duke Ellington, The Ellington Suites
(Pablo 2310-762)

Duke Ellington, The Far East Suite
(French RCA NL-45699)

Duke Ellington, The Latin-American
Suite (Fantasy F-8419)

Duke Ellington, The New Orleans

—Suite (Atlantic SD~1580).

Duke Ellington, Piano in the Fore-
ground (French Columbia 84419)

Duke Ellington, The Second Sacred
Concert (Fantasy F-8407)

Duke Ellington, Suite Thursday (En-
core P14359)

FIVE MORE:

Count Basie, Li’l Old Groovemaker
(Verve V6-8549)

Earl Hines, The Father of Modern

Jazz Piano (M.E. 77-1005)

Earl Hines Plays Duke Ellington
(Baok of the Month Club 51-6525)

Johnny Hodges, The Smooth One
(Verve VE 2-2532)

Jay McShann and Buddy Tate, Crazy
Legs and Friday Strut (Sackuille
3011)

In the Moment (forthcoming from Ox-

ford University Press)

TEN BEST

Art Ensemble of Chicago, People in
Sorrow (Nessa N-3)

Albert Ayler, Spiritual Unity (ESP-
1002)

Ornette Coleman, Dancing in Your
Head (A&M 722)

Ornette Coleman, Free Jazz (Atlantic
SD 1364)

John Coltrane, Live at the Village
Vanguard (Impulse A-10)

Miles Davis, Filles de Kilimanjaro,
(Columbia CS-9750)

Duke Ellington, The Far East Suite
(French RCA NL-45699)

Charles Mingus, The Black Saint and
the Sinner Lady (Jasmine 13)

Henry Threadgill, Just the Facts and
Pass the Bucket (About Time AT-
1005)

World Saxophone Quartet, Revue
(Black Saint BSR-0056)

FIVE MORE:

Anthony Davis, Hemispheres (Gram-
avision GGR-8303)

Art Farmer and Jim Hall, Tb Sweden
with Love (Atlantic SD-1430)

Seony Rolling and Celeman-Hawkins;
Sonny Meets Hawk (Japanese
RCA RJL-2521)

Jimmy Rushing, The You and Me That
Used to Be (Victor LSP-4556)

Cecil Taylor, Garden (hat ART 1943/94)

The Los Angeles Times

TEN BEST:

Toshiko Akiyoshi and Lew Tabackin, In-
sights (French RCA NL-45363)

Benny Carter, Further Definitions
(Impulse A-12)

Miles Davis and Gil Evans, Sketches of
Spain (Columbia CL-1480)

Duke Ellington, And His Mother
Called Him Bill (French RCA
NL-89116)

Bill Evans, RE: Person I Knew (Fan-
tasy 9608)

Dizzy Gillespie, Gillespiana (Verve V-
8394)

Herbie Hancock, Speak Like A Child
(Blue Note BST-84279)

Thad Jones and Mel Lewis Big Band,
Consummation (Blue Note BST-
4346)

Sarah Vaughan, Copacabana (Pablo To-
day 2312-125)

Joe Williams, Nothing But the Blues
(Delos DMS 4001)

FIVE MORE:

Ray Charles, Genius + Soul = Jazz
(Impulse A-2)

B.B. King, Live at the Regal (MCA
27006)

Charles Mingus, Great Moments with
Charles Mingus (MCA 2-4128)

Anything by Oscar Peterson and Joe
Pass (Pablo)

Jimmy Rushing, The You and Me That
Used To Be (Victor LSP-4556)

Freelance Critic
TEN BEST:

Big Beat (Blue Note 84029)

John Coltrane and Johnny Hartman,
(MCA-29013)

Kenny Dorham and Jackie McLean, Inta
Somethin’ (Pacific Jazz PJ41)

Duke Ellington, Featuring Paul Gon-
salves (Fantasy F-9636)

Bill Evans, The Complete Riverside
Recordings (Riverside R-018)

Gil Evans, Into the Hot (MCA- 29013)

Stan Getz and Eddie Sauter, Focus
(Verve UMV-2071)

Warne Marsh with Hank Jones, Star
Highs (Criss Cross 1002, Denmark)

Gerry Mulligan and the Concert
Jazz Band at the Village Van-
guard, (Japanese Verve UMV-2057)

Art Pepper Quintet, Smack Up (Con-
temporary S 7602)

FIVE MORE:

Ella Fitzgerald and Count Basie, On the
Sunny Side of the Street (Verve
2304-049)

Lambert, Hendricks and Ross, The
Swingers (Affinity AFF-131)

Pony Poindexter, Pony Express (Epic
LA-16035)

Pee Wee Russell, Ask Me Now! (Im-
pulse A-96)

Mel Tormé and Shorty Rogers, Comin’
Home Baby (Japanese Atlantic P-
60194)

Rhythm-A-Ning: Jazz Tradition and
Innovation in the ’80s (Oxford Uni-
versity Press)

TEN BEST:

Albert Ayler, Spiritual Unity (ESP-
1002)

Ornette Coleman, Free Jazz (Atlantic
SD 1364)

John Coltrane, Live at the Village
Vanguard (Impulse A-10)

Miles Davis, Miles Smiles (Columbia
S 9401)

Duke Ellington, The Far East Suite
(French RCA NL-45699)

Charles Mingus, Pre-Bird Mingus.
(Limelight EXPR-1015)

Roscoe Mitchell, Congliptious
(Nessa N-2)

Sonny Rollins, Our Man in Jazz (RCA
LPM 2612)

Cecil Taylor, Conguistador! (Blue Note
BN-84260)

World Saxaphone Quartet, Revue
(Black Saint BSR-0056)

FIVE MORE:

Jaki Byard, Jaki Byard Experience
(Prestige 7615)

Benny Carter, Further Definitions
(Impulse A-12)

Thelonious Monk, Big Band and Quar-
tet in Concert (Columbia CS-8964)

James Blood Ulmer, Odyssey (Colum-
bia BFC 38009)

Sarah Vaughan, Live in Japan (Main-
stream 2401)

Co-author with Leonard Feather of The
Encyclopedia of Jazz in the '
*70s (Horizon)

TEN BEST:

Al Cohn and Zoot Sims, Body and Soul
(Muse 5016)

John Coltrane, Creseent (MCA 29016)

Miles Davis, In a Silent Way (Colum-
bia CS-8975)

Duke Ellington, The Far East Suite
French RCA NL-45699)

Dizzy Gillespie on the French
Riviera (Phillips 600-048).

Dexter)Gordon, Go! (Blue Note BN-
4112

Barry Harris Plays Tadd Dameron
(Xanadu 113)

Earl Hines, Grand Reunion Vol. One
(Limelight LS 86028))

Sonny Rollins on Impulse (Jasmine 2)

Sarah Vaughan, Live in Japan (Main-
stream 2401)

FIVE MORE
Bill Evans, Conversations wuh Myseif

Art Blakey and the Jazz Messengers, The (Verve V -8526)
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by LEONARD FEATHER

Organized by President Hal Davis of
the Jazz Club of Sarasota with help
from his wife Evelyn and their devoted,
altruistic corps of volunteers, the club’s
fifth annual festival was a triumph on

‘every level — musically,
organizationally, and in attendance. The
first night was all but sold out; the
second and third filled the 1200 seat
Van Wezel Performing Arts Hall to
capacity.

Since the club is strictly a non-profit
outfit, this will enable Davis & Co. to
do more good works such as the
provision of scholarships, During the
festival some of the musicians took part
in an anti-drug public-service .
announcement that will be-provided to
television stations.

Aside form the inherent value of the
music itself, the club pulled off this
Florida fling successfully because Hal
Davis, a retired ad agency executive and
life-long jazz fan, is thoroughly
knowledgeable in every aspect of

* promotion. Since launching the club
shortly afer moving from New York to
Sarasota six years ago, he has built it
into a solid contingent of mostly
middle-aged jazz fans who are devoted
to the music of the mainstream, and
who represent an often untapped
reservoir of work for jazz musicians.

‘*We are blessed to be residents of
Sarasota,’’ said one contented customer
filing out of the hall. His enthusiasm
was easy to understand; he had spent an
evening listening to sounds that were at
once creative and accessible, performed
by artists who obviously were enjoying
the good vibes that radiated everywhere.

The format for the festival was not
unlike that of the jazz parties, along
Dick Gibson lines. A select group of 20
men (plus four local symphony
musicians — more about them in a
moment) was assembled and used in
various permutations. Informative
narration written and spoken by Davis
tied the concept together. No organized
bands or combos were hired; on the
contrary, some of the musicians had
never played together before. Bud
Freeman, the senior participant (now in
his 80th year), said of Herb Ellis: *““I've
been waiting 35 years to play with
him."" Their collaboration on ‘1 Cover
the Waterfront’” was a highlight of the
first evening.

Milt Hinton was the focal element of

%

the festival, chosen as ‘‘the living
symbol of the thousands of jazz
instrumentalists who have joyously
created this original American music.”
This was, in fact, an advance
celebration of his 75th birthday June 23.
There were telegrams and citations from
Ronald Reagan and others. A huge
mock birthday cake with an actual bass
mounted on it sat in the lobby (a real,
edible one was provided on the final
night).

Hinton enlivened the festival with the
only numbers that had been prepared.
One was a two-bass blues that found
him engaged in mutually stimulating
interplay with Brian Torff. A second,
written by Hinton and arranged by Dick

Hyman, found six bassists merging their

 talents: Hinto, Torff, and the four local |

symphony men, in *‘The Judge Meets
the Section.’’ Progressing from arco
passages to pizzicato sequences, and
ending with Hinton slapping the bass in
nostalgic 1920s style, this was a unique
inspiration and a delight from note one
through the final chord.

On the second and third nights there
was an attempt to recreate the Cab
Calloway orchestra of which Hinton had
been a member for 16 years. For this,
regular brass and sax sections were
assembled, reading their parts from
music stands that bore Caloway’s
likeness. (It was the first time in
decades that I had seen Bud Freeman
and some of the others reading music.)
They played only one number, a
simplistic riff tune called *‘Pluckin’ the
Bass.”” It came off adequately but there
was no follow-up; the idea should have
been extended beyond the single tune.

The rest of the concerts were informal
in a style typical of the mainstream
phenomenon. On the first evening some
of the musicians seemed a little below
optimum form, perhaps because they
had just arrived from distant points. The
following night, with everyone relaxed
and ready, Davis put this strong line-up
of talents to resourceful use, The six
brass soloists (Mel Davis, trumpet;
Warren Vache, cornet; Joe Wilder,
trumpet and fluegelhorn, and Glenn
Zottola, plus Al Grey and George
Masso on trombones) teamed for a set,
followed by ‘‘Reeds and Rhythm,"* with
Peanuts Hucko on clarinet, Phil Bodner
on alto and clarinet, Jerry Jerome (a
local resident and the festival’s official
host) on tenor, George Kelly and Bud
Freeman on tenors, and Zottola
switching from trumpet to alto sax.

Rebecca Wiid Baxter
Sarasota Jazz: From Left, Ralph Sutton, Herb Ellis, Milt Hinton, Joe
Wilder, Raiph Kelly and Al Grey.

Both these sets reflected the vitality
and individuality of the participants.
Because *‘I Can't Get Started”
seemingly has been used by every
trumpeter since Bunny Berigan put it on
the map a half century ago, it was
intriguing to hear the song played by
four trumpeters, seriatim. Though the
other three distinguished themselves,
Zottola took top honors with a
beautifully constructed chorus notable
for its lyricism and control. Wilder's
best moments came with a gracious
interpretation of “*Secret Love’’ on
fluegelhorn. He is belatedly earning
recognition as one of the long

'| unheralded giants.

Al Grey and George Masso paired off

for a trombone duel'on “In A
“Meiliotone. ' ’-'ldﬂu.m_ __‘m_ JW"'-w -
scored points with his Goodmanesque
clarinet, Jerome and Freeman were in
felicitous form on *‘The Sheik,’” and
George Kelly (remember the bandleader
character in “*‘Moscow on the
Hudson’’?) brought the spirit of
Coleman Hawkins to ‘‘Body and Soul.”

A musical-chairs interlude found
Ralph Sutton, Derek Smith and Dick
Hyman changing places at two
keyboards. This came off well, though
all three, particularly the always
incredible Hyman, were even more
effective during their separate
contributions elsewhere in the festival.

The three drummers — Mousey
Alexander, Alan Dawson and Bobby
Rosengarden — switched places
similarly during the closing “‘One
O’Clock Jump,"’ for which the stage
was crowded with all bands on all three
nights. Alexander’s work was
particularly inspiring to those of us who
knew of his incredible recovery from a
paralyzing stroke. (Davis has been
sending him out on missions to speak to
handicapped people — another example
of the club’s valuable extra-musical
activities.)

The third and final evening had the
best ambiance. The men, some of
whom had brought along their wives for
what was almost a paid vacation, with
luxury accomodations at a beachside
hotel, were in amiable spirits. Milt
Hinton even indulged in a vocal on the
appropriately titled *'Old Man Time."’
Phil Bodner had worked out an
attractive routine on Ellington’s *‘Creole
Love Call”” with Al Grey, Zottola on
muted trumpet, Peanuts, and himself on
flute,

Joe Wilder, with considerable help

from the blues-drenched guitar of Herb
Ellis, turned the ‘‘Battle Hyman of the
Republic’* into a gospel blues for
fluegelhorn in one of the festival’s most
touching performances.

At one point Davis divided the
musicians into two bands, each five
homns plus rhythm, calling them
Hinton's Hot Shots and Mona's
Marauders (for Mona Hinton). After
playing separately on ‘*At Sundown”’
and *‘Jumpin” at the Woodside"’
respectively, they joined forces for an
Ellington double-whammy, *‘Don’t Get
Around Much'' with ‘I Let A Song go
Out of My Heart’' as a counterpoint.
(Charles Mingus used this ploy on a
date I produced in 1960; both tunes
have the same changes, except for the

Perhaps the most emotional,
down-home music of the entire
three-day affair was a Kansas City set
with Wilder, Masso, Grey, Sutton,
Ellis, Alexander and Hinton, playing a
medium blues and a slow blues. Milt
then offered a solo speciality on
*‘Joshua Fit the Battle of Jericho.""
Invited by Davis to speak, he gave a
touching response that brought a
' standing ovation.

There were two other standing
ovations, neither of which I expected:
for Derek Smith’s devastating workout
on ‘‘Love for Sale,”” and for Phil
Bodner's long string of clarinet choruses
on ‘‘After You've Gone.”" Until now 1
had never fully appreciate the extent of
either man’s talent.

In the course of this memorable
evening, Hal Davis pointed out that
there is now an American Federation of
Jazz Societies, already numbering about
20, spread through most regions of the
country, and expected to double in
number over the next couple of years.
These jazz fans tend to be well-to-do;
they are willing and eager to devote
time to, and spend money on, not only
concerts but books, magazines and
newspapers that deal with the genre of
music they favor.

The president of this new federation
is Ms. Lee Luckett, Representatives of
any organizations interested in aligning
themselves with the AFJS are advised to
contact her. Providing better
communication among enthusiasts
around the country, more concert or
jazz party jobs for musicians, the spread
of this concept can do nothing but gooﬁ
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VOLUME TWO NUMBER FOUR

Noted Jazz Critic
Writes Festival Review

Leonard Feather, one of the world’s
most noted jazz critics and author, at-
tended all three nights of the festival,
and his review was run by the Sarasota
Herald-Tribune, quite a coup for the
Jazz Club and the H-T!

Feather, who has written several edi-
tions of the Jazz Encyclopedia, which is
every jazz writer's Bible, and several
other books, including The Pleasures of
Jazz, was very impressed with the for-
mat of our festival, and especially com-
mented on the warmth of feeling com-
municated between the musicians and
the audiences in Sarasota. His column is
syndicated by the Los Angeles Times-




—Nothing

By LEONARD FEATHER
Los Angeles Times

MONTREAL — Until you ar-
rive in this very civilized city, it is
hard to imagine the very special
ambiance that pervades it, partic-
ularly during the 10 days of the
Festival International de Jazz de
Montreal.

The scope and Span of the festi-
vities may be without equal, even
in New York. The 158 presenta-
tions (more than 90 are free open-
air events) encompass main-
stream combos, big bands, fusion
groups, reggae, blues, Cajun, bop,
tango, a Zydeco group and a
healthy avant-garde contingent.

In the three-block 8t. Denis area
that has been closed to vehicles
during the festival, the teeming
masses at any given time are esti-
mated at 25,000; among them are
strolling musicians, clowns, acro-
bats, jugglers, firecrackers, danc-
ers and. on the street-side stages,
Canadian performers playing mu-
sical chairs around the clock. This
is, in ghort, the most festive of fes-
tivals; moreover, these huge, eu-
phoric crowds are as cheerful and
orderly as the subways are clean
and safe. Nothing like this could

~ ever happen in New York.

No resemblance

Montreal is quite unlike Mon-
treux, which runs 17 days but
which devotes many hours to rock,

p, funk and American college

ands. It also bears no resem-
blance to Monterey, where the
three days remain loyally con-
servative. The differing stances of
Montreal, Montreux and Mon-
terey reflect both the business
sense and the personal tastes of
the promoters.

Alain Simard, the youngest of
the major impresarios, was only
29 when he presented, in 1980, his
first jazz festival, consisting sim-
ply of one weekend and half a
dozen acts. With the help of Que-
bec’s Ministry of Cultural Affairs
and various other government de-
partments, along with several
commercial sponsors, the event
has grown far beyond expecta-
tions; attendance this year topped
}]%sot year's 250,000 to reach 300,-

So much for the figures and the
quantities; what of the guality?
Among the Canadian groups it
varies from conventional and de-
rivative to experimental and sur-
prising. Of course, big main-
stream U.S. names were used as
the main bait; this year, Simard
booked dozens of them, from
Louis Bellson, the Basie band,
Tony Bennett, Dave Brubeck, Art
Blakey and Chick Corea to Miles
Davis, Ahmad Jamal, Lee Konitz,
Sphere (interpreting Monk’s
music) and Mel Tormé.

Unanimous approval

Sounds of a more adventurous
order were never in short supply.
Pianist Mal Waldron teamed with
bassist David Friesen, as did Don
Pullen with George Adams; Max
Roach was here with his quartet,
playing with an unrivalled inten-
sity; Cecil Taylor’s appearance
drew unanimous press approval,
as did Muhal Richard Abrams.
Bassist Charlie Haden, though ail-
ing, impressed a packed theatre
with his Liberation Orchestra.

Of all the U.S. visitors, Pat
Metheny, who has played the last
five of the six festivals, seems by
now to be close to adopted-son sta-
tus. This year, augmenting his
group with a gospel vocal quartet,
he sold out the house so fast that a
second concert had to be sched-
uled. “Montreal is one of the few
places where I feel I'm a celebri-
ty,” he said.

u_m Cpze tvrE

in North’ America—
compares with Jazz Festival

Leonard Feather in Montrea

The young conversation pieces
of 1985 are also on hand: trumpet-
er Wynton Marsalis, guitarist
Stanley Jordan, pianist Makoto
Ozone, and most remarkably,
French guitarist Bireli Lagrene.

Like the Belgian-born Django
Reinhardt, Lagrene is a Gypsy
(but born in Alsace). He was play-
ing concerts at 13, evoking me-
mories with a style that drew
strongly on Django. By now, how-

ever, he has expanded; after open-

ing the show, backed by bass and
drums, playing very musty stand-
ards and old Reinhardt tunes, he
switched from acoustic to electric
guitar and abandoned antiquity in
favor of a world closer to John
McLaughlin and Al DiMeola.

Hardly a shock

Lagrene succeeded on both
levels; in fact, playing the Rein-
hardt tunes such as “Nuages,” he
improved on the original, drawing
on his more advanced harmonic
ear and a swinging jazz essence
that Reinhardt, for all his bril-
liance, never entirely achieved.
Since he has more than 50 years of
additional jazz history on which to
draw, this is hardly a shock. As
soon as he determines which path
to follow, or how to plow his own,
Lagrene will be acclaimed as a
worldwide force in jazz.

Among the Canadian musicians,
the pianist Lorraine Desmarais is
the likeliest contender for success
south of the border. A small, two-
fisted brunette, she brought to her
work a synthesis of what sounds
variously like Bill Evans, McCoy
Tyner and Chick Corea mﬂu-
ences.

There were also the Montreal
Tout Etoiles, the all-star sextet
that opened for Tony Bennett;
Dave Young, the bassist from
Winnipeg, leading a traditional
piano-guitar-bass group, and the
popular Jacques Loussier, still
cashing in on his perennial “Play
Bach” gimmick.

Canada, of course, has its quota
of fusion bands. Among the most
successful is Uzeb, a quartet that
repeatedly sells almost as many
records as Miles Davis in France,

One element leaves room for
improvement. Of the dozens of
shows I have seen here, only one
was an organized, packaged pro-

He’s a fan of the city.

duction with a specially assem-
bled cast. In the House of the
Blues was presented every eve-
ning at the Club Soda, a crowded,
humid cabaret.

This was a good idea gone
wrong. The history-of-blues
scripts wandered back and forth
in time, not always even factually
correct (Helen Humes’s famous
“Million Dollar Secret” was cre-
dited to Ma Rainey and sung by a
Rainey impersonator). Despite
some excellent vocal work, the
show was hampered by an over-
wrought emcee and by a tendency
to turn songs that were once poi-
gnant and moving into cheap com-
edy vehicles.

Jon Hendricks used the same
idea 25 years ago in his Evolution
of the Blues at Monterey; Mont-
real would be well advised to let
him stage it here.

More and better concept shows
are needed here. Dave Brubeck
offered his usual program with his
regular quartet; in New York, he
was the centrepiece in “The Musi-
cal Life of Dave Brubeck,” with
several alumni rejoining him,
Hendricks narrating, and Carmen
McRae singing some of Brubeck’s
most attractive songs. It might be
argued that since his Montreal
show was sold out, any extra ex-

ense would have been wasted;

owever, a unique presentation
along those lines might have filled
three or four houses.

Use of French

One other suggestion: Except
for Jon Hendricks, I can’t recall
that any Amerlcan artist made
more than token use of what is al-
ways a much-appreciated gesture

— the use of announcements in
French As Paul Horn reminded
me: “When someone speaks three
languages, he's called trilingual. If
he speaks two, he's called bilin-
gual. If he speaks one, he’s called
an American.”

However, for an extended ex-
amination of the many languages
of jazz, with a soupcon of cosmo-
politan atmosphere, Montreal
would be hard to beat, even if you
don’t know how to say merci. The
fine festive vibes here are unlike
anything 1 have experienced else-
where on the North American con-
tinent.







Miles munches then sketches
to reward his food samaritan

Miles Davis made a lot of people
happy during his opening night con-
cert at Théatre St. Denis — but he
made one fellow musician even hap-
pier the day after the show,

Davis’s performance started at
midnight, and by the time he got
back to the Citadelle Hotel, where
festival performers are staying, he
was hungry. It was too late for room
service, and the Davis entourage
couldn’t track down anyone willing
to deliver food at that hour. Ls

A member of Queen Ida’s Bon
Temps Zydeco Band, who also hap-
pens to be an avid Davis fan, came
to the rescue.

“Would you like me to get you a
sandwich?” he asked his hero,

“That would be really nice,”
Davis responded.

A few minutes later, Davis was
munching away on the sandwich —
smoked meat, of course — and ev-
eryone was happy.

The following day, the food sa-
maritan was even happier. Davis, a

respected artist when he isn't play-

ing the trumpet, presented him with
a si?ﬁj:@: sketch.
o D @

One of the festival's biggest suc-
cess stories has been In the House
of The Blues, which is playing to
packed and wildly enthusiastic
houses for an extended run at the
Club Soda,

Cast members, unknown in Mont-
real only a few days ago, are getting
used to being stopped in the street
by fans and told how great the show
is.

Do they appreciate the response?
Do they ever. “This is just wonder-
ful. what a great city you have here,
I just can't believe the reception
we're getting,” Blues boss Val Ward
said the other day.

Nothing's confirmed yet, but fes-
tival officials indicated yesterday
that In the House of the Blues, due
to end its run Saturday, will prob-
ably be held over for a finale per-
formance Sunday. That’s on top of
the three midnight dates that were
added weeks ago for the Chicago-
based company when it quickly be-
came apparent that the original
eight-show run wouldn't be enough
to satisfy public demand.

_ At least three Quebec musicians
have ‘made an impression with one
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MILES DAVIS
A hero’s sandwich

ted writers and
‘eather of the Los

of jazz's most res
eritics, Leonard
Angeles Times.
Feather says pianists Lorraine
Desmarais and Oliver Jones, and
alto player Dave Turner, “deserve
to be recorded in the US.”
Desmarais, said Feather, is a
“wonderful little woman Elaylng
piano and she really knocked me
out. She sounds likes she’s listened

to a lot of Bill Evans, but plays with

more power, more strength. She's
also lyrical ... a very fine musi-
cian.”

Oliver Jones, he said, was im-
pressive in the concert hall and at
Biddles, where he’s a regular.

“Although he started with Oscar
Peterson’s sister (Daisy), Jones has
really developed a style of his own,
a very ive player with more
of a bop influence. He's got an indi-
vidual characteristic that I like very
much, a very strong left hand too.”

Feather’s tEr‘aise of Jones is
echoed by another noted jazz writer,
Gene Lees, former editor of down-
beat magazine, What amazes Lees
is that Jones has improved dramati-
cally in recent years, entering the
major leagues of jazz musicians
long past the age when most players
stop developing.

Feather sums up his first visit to
Montreal this way: I realize now

Canadian Press

that there are a lot more first-rate
jazz musicians in Canada, particu-
larly French Canada, than I ever
thought.” ]

Almost everyone who loves music
has somehow pictured themselves
onstage performing with their fa-
vorite artist.

For some, the imagination con-
jures up a date with the Beatles,
Stones or Miles Daws; for others it’s
Bowie, U2, or Wynton Marsalis.

For Zachary Richard, the Louisi-
ana rock 'n’ roller in town late last
week for this year's jazzfest, the
dream of choice was an onstage date
with the Neville Brothers, legendary
veterans of the New Orleans R & B

scene.

Unlike our wishes though, Rich-
ard’s came true during the Nevilles’
stunning debut at the Spectrum last
Saturday night. :

“I won't say Zachary begged us
for the chance to play with the Ne-
villes,"” said Festival organizer
André Ménard after Richard had
joined the Neville Brothers for a
song late in their set.

“But he told me that when he was
growing up the Nevilles were as im- |
portant to him as the Beatles were
to everybody else. During the first
part of the set he hung around the
front of the stage, and the side stage
doors, just hoping he might run into
somebody from the band.”

Richard was obviously thrilled,
obviously in awe and even more ob-
viously nervous as a cat when the
Nevilles graciously introduced him
to their set, It's nice to see stars in
their own right — as Richard is here
and in his native state — maintain
the proper amount of respect for
their heroes.

Said Ménard: “Even more than his
own concert, this was the highlight
his trip. The next day he wouldn’t

‘leave town without a rough tape of

the Nevilles concert and a photo of
them all ther on stage. He said
his friends back home would never
believe he'd really played with them
if he didn’t have a photo to prove
it."

That was Richard, by the way,
second from the right in the photo of
the Neville Brothers that ran in last
Tuesday's Gazette. ;

— QGarry Steckles, John Griffin,



Gazette, George

Lorraine Desmarais in concert: Impressing U.S. critics with her piano virtuosity.
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A fast start, and no letting up

We're only four days away from
the end of this year’s edition of the
Montreal International Jazz Festi-
val — and it certainly hasn't been
a disappointment.

Things started off with a qmet
bang on Opeulni.'ght with the ap-
pearance of Sheila Jordan and
Harvie Swartz — in fact, it's
doubtful anyone can top that per-
formance. There was also the ab-
solutely astounding bass playing

__of Michael Moore with the Louis

Belison All Stars. Whitney Bal-
liet has called Moore “the best
jazz bassist alive,” and he may
“gu?:r hlghlights of the first f

ew
days were the new Bernard Pri-
meau Sextet and the perform-
ance of Lorraine Desmarais,
whose playing and trio impressed
jazz authority Leonard Feather,
and who now has her first LP on
the market (with Michel Donato
and Camil Belisle).

Of the street events, where rain
has been a factor this year, the
Bob Rollins and Arlene Smith

f pearances were, as expected,
highlights, as was the booting
tae.nlrr sax playing of .lonnﬂor

’l’hergseema.to.be_lemamming

than last year, but I did hear pian-
ists Hal:otomm and Kei Akagi

and flugelhorn
(the latter two from the Flora
Purim band). All three impressed,
as did Joel Forrester, the pianist
from the Microscopic Sextet.
Among the many visitors spot-
ted were writers Feather and
Gene Lees and Win Hinkle, a
bassist all the way from Florida.
There's plenty of music to come
. with trumpeter Joe Sullivan, Leo
Perron, Gilles-Laurent Martin,
Norman Zubis, Charlie Biddle,
Panqmn Francis, the Wide-

w record, Paris BLues
out on ( a), Stanley Jor-
‘dan, Art Blakey, Muhal Richard
Abrams, Hll Roach, Sphere

ver Joff Elliot

Jazz Orchestra (Who‘ :

Mongo Santamaria and Mel
Torme with the Vic Vogel big
band all still to come.

Around town, pianist Michel
Gagnon's trio with Roy East-
man's fine bass can be heard at
the Hotel Citadelle, which is
where most of the festival musi-
cians are staying. Tony Kershaw
and Boogie Gaudet have been
among the reedmen heard with
the group.

First Light, a quintet from Eng-
land is at L'Air du Temps (191 St.
Paul W.) until Saturday. A first-
rate drummer, Horace Arnold,
brings his trio with Dave Fried-
man, vibes, and Amheny Cox
bass, into that srot

The great blues band led hy
Johnny Otis is this week’s feature
in Le Portage of the Hotel Bona-
venture while Roland Lavallee,
Skip Bey, Linda Niles, Reg Wil-
son, Boogie Gaudet, Arlene
Smith and Cisco Normand are
among those due to be heard at
the Casablanca (3964 St. Denis).

Tlﬂs week’s Jazz 96 features

“guests SMH: Jordan and
e Swartz.
- Len Dobbin's Jazz ﬂ” i& ﬁeard
Sund&;mmeﬁar 9p.m.
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EW YORK—As the Kool

Jazz Festival nears its end,

one fact becomes unmistak-
ably clear: The scope of this vener-
able event has grown to the point
where anything involving a rhyth-
mic pulse and improvisation can
now be presented in the name of
this umbrella AS-GT

Pop, rock and fus

singers, Afro-Brazilian artars and
jazz neo-classicists vie for atten-
tion. There was even a Spanish

ceived and executed have
tributes—all of them to

either deceased (Wes Mont-
gomery, Bud Powell, Ethel Wa-

ters) or ailing (John Hammond).
The final concert Sunday will be a

e a cappella spiritual, “His

on the Sparrow,” closed the

Topping them all was Wa-

erself in five rare film clips,

- sour note was a trio of

lmc, entic numbers by Su-

- san LaMarch, whose inclusion
medliketokenjminreverse

. Wednesday at Carnegie Hall the
Dirty Dozen Brass Band, with its
ente mixture of tuba-pro-

- pelled traditionalism and bop

- themes, almost stole the show from
Wynton Marsalis and the other

* gifted youths in “Young New Orle-

.m-" Y

‘now leads a quartet,

rd having gone off

] own; _ the tonal

variety of the group. The leader’s

muted horn on “Lazy Afternoon”

carried an emotional impact miss-
1m§intoomucho£hhset.

—
—_—

tribute to Louis Armstrong.

The most emotional moment
came with the surprise appearance,
at the Hammond salute, of Benny
Goodman. George Wein's an-
nouncement of his name all but
tore off the roof of the Avery
Fisher Hall. Now 76 and retired,
Goodman was in fine spirit as he
paid his respects to Hammond, the
talent scout who helped organize
his 1935 band.

He played impeccably with a
superb group of his peers, among
them |the pianist Dick Hyman,
Sweets Edison on trumpet, and
guitarist George Benson, whose
festival gigs have completely re-
stored his image as a jazz virtuoso.
He even sat in briefly with Stevie
Ray Vaughan, whose group took up
the second half of the Hammond
evening.

Benson’s finest hour was his
Carnegie appearance as one of the

guitarists in the Montgomery trib-
ute (the others were Larry Coryell,
Jim Hall, Kenny Burrell and Kevin

). After two numbers in
the Montgomery octave-unison
style, he loosened up and, backed
by a powerful big band, tore into
“Caravan” in a breathtaking cho-
rus.

The Bud Powell night at Town
Hall, though a few horn players
were heard, consisted primarily of
bebop pianists: Walter Davis Jr.
playing muddied, roughhouse
Powell, Tommy Flanagan playing
polished Powell, George Walling-
ton in decaffeinated Powell, Walter
Bishop bopping convineingly and,
best of all, the super-Powell of
Barry Harris, who truly is the
keeper of the flame. Powell himself
was seen in a 1960 Paris film, at
first fascinating but at 40 minutes
too long. Producer Ira Gitler nar-
rated the show informatively.

—

1 i ———————
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Ethel Waters was sentimentally
recalled at Carnegie Hall Thursday
in “Stormy Weather,” produced by
and occasionally featuring Bobby
Short. Too little was said about the
facts of Waters' life and the condi-
tions under which she became the
first black superstar,

Theatrically, voeally and instru-
mentally (Dick Hyman was musi-
cal director) the evening was rich-
ly evocative of Waters’ era. Among
the singers who set it all in per-
spective were the tall, stunning -
Rhetta Hughes applying her wide
range to “Memories of You;” the
hip-shaking Carrie Smith, the fun-
ny and nasal ‘Nell Carter (but
“Stormy Weather” should not have
been aaslgned to her). and the
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