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Leonard Feather

Internationally-known jazz
writer, composer, and arranger
Leonard Feather will give a lec-
ture on his work at 7:30 PM on
Saturday, May 16, at the

Athenaeum. Tickets are available at
$10 for members and $12 for non-mem-
bers. Advance reservations arc sug-
gested, as seating is limited. Call
454-5872 10
reserve or for
information.

Long es-
one of the
world’s most
rcs'pec:cd
Wrilers on
Jjazz, Feather
\ is the author
Leonard Feather of the Ency-

clopedia of
Jazz reference books, his personal mem-
oir The Jazz Years, and ten other books
on jazz. Since 1965 Feather has written
as the jazz columnist for the LogAmgetes
Times, and his columns have been syndi-
cated worldwide. He also contributes
regularly to periodicals including Es-
quire, Down Beat, and Jazz Times.

For the past fifty years Leonard
Feather has contributed greatly to the
development of jazz as a composer and
producer. Bomn in 1914 in London,
Feather studied piano and clarinet at St.
Paul’s School and University College in
London. He moved to the United States
in the mid-"30s, at which time he wrote
compositions for Duke Ellington and
Louis Armstrong. In the 1940s he orga-

S il

nized jazz concerts at Camegic Hall.
Feather wrote amangements, blues songs,
ballads, and jazz compositions that were
recorded by jazz greats such as Count
Basie, Ella Fitzgerald, and Sarah |
Vaughn. As a recording producer, he
was the first 1o record George Shearing, |
Sarah Vaughn, and many more; he pro-__
duced some 200 sessions with most of |
the leading artists in jazz. He also
worked as producer, composer, and
writer for radio and television programs
on jazz.

Feather received the first journalism
Grammy award ever given for his 1964
liner notes on the recording The Ellington
Era. Tn 1983 he won Down Beat
magazine's Lifetime Achievement
Award, afid in 1984 he was awarded an
honorary Dociorate of Music from the
Berklee College of Music in Boston.
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Marsalis: | expect to take an active part in the development of the [*“Tonight™'] show."

Passing the Baton

Branford Marsalis Sets New Tone for “Tonight’

By LEONARD FEATHER  SPZ|at

SPECIAL TO THE TIMES

4

1 anything is predictable about the role that

Branford Marsalis will play when he and Jay

Leno tlake up residence Monday on “The
Tonight Show.,” it is this: He will not be “the new
Doc Severinsen,”

The program’s new 31-year-old musical di-
rector is Severinsen’s junior by 33 years. Sever-
insen’s jazz solos, and the excellent music played
by his big band, often reflect the values of earlier
decades. Marsalis, a master of the tenor and

soprano saxophones, plays in a state-of-the-art
style,mdwtllleadaloom- eight-piece group.

There's more to it. Because Ed McMahon is not

being replaced. chances are that many of Leno’s
quips and comments will bounce off Marsalis, an
mﬂmmm young charmer who
an to fit Into any situation.
“Doc and | are from different times and
different phu- he gaid the other day. “I
respect him and what he's done in his career. No,
I've never met him. Naturally I harbor no tll will
lgnlmthtm.lndlhupehedomugamm
but we have a new regime coming in.”
To Ellis Marsalis, Lonxmwnalﬂhew Orleans’
most distinguished fazz educator (his
include Harry Connick Jr.), Branford is “No. |
son” The reference is purely chronological,
since the senlor Marsalis has brought up his six
Please see MARSALIS, F10
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Memories on the Golden Trail of ‘Star Dust’

By LEONARD FEATHER

tardust. n: 2 vast multitude of vari-

ous small stars mashed together in

the night sky and suggestive of dust
particles; a feeling or impression of ro-
mance, magic or ethereahty.

“Stardust,” n: a musical show, opening
next Sunday at the Wilshire Theatre,
celebrating classic American standards—
its title taken from the lyric by Mitchell
Parish 1o Hoagy Carmichael’s melody.

That “Star Dust” is the most popular
song of the 20th Cenwury is scarcely
arguable. It has lived through every dec-
ade from the "20s, starting as an obscure
instrumental, growing slewly to fame in its
vocal Incarnation during the 30s, outlast-
ing wars and musical revolutions, recorded
by a thousand artists—vocally or instru-
mentally, with top sales honors going to
Artie Shaw's non-vocal version {estimated
to have sold 15 million worldwide since
1940).

hat was it about “Star Dust” that
triggered its staggering impact? Why
is it a standard performed to this day?

The song has a complex, confusing
history. In the upcoming ghow it is accord-
ed what has long been the regular treat-
ment, as a slow, ethereal ballad, starting
with the famous verse (“And now the
purple dusk of twilight time . . . steals
aeross the meadows of my heart . . .")
segueing into the nostalgie chorus (“. . |
When our love was new, and each kiss an
insprration™ . | )

It wasn't meant that way. Hoagy Carmi-
chael (1899-1081) composed it as-a snappy,
upbeat fox trot. It was strictly a fast
mstrumental when he recorded it himself
as a planist or leader on a series of early
versions, starting in October, 1927.

“It really didnt hit me when Hoagy
played 1t for me,” recalls Mitchell Parish,
now a sprightly, still-active nonagenarian,
“It was just another swing tune. But then
Vietor Young wrote an arrangement for
Isham Jones' orchestra in the tempo it's
known by today. That was what inspired
me 10 write the lyrics. and in 193] the vocal
versions began 1o come out.”

There was no particular breakthrough
year, though Bing Croshy’s 1831 version
was of greal value in popularming the
lyrics, a reflection of Tin Pan Alley's more
romantic mood at a tme when such ditties
as “Piccolo Pete” and “Puttin’ on the Ritz"
were typical of that era's frivolous catput.

Beyond question, Parish's words and the
conversion to ballad format set “Star Dust”
on the road, though It was not an overnight
hit. Like another non-smash hit, “Begin
the Beguine,” it crept up 10 world-class
renown an sheer simple memorability.

Nevertheless, once ¢stablished. it gained
separate strength as famous Instrumental-
ists—Art Tatum, Fats Waller, Coleman
Hnwkim Benny Goodman—found charm

in its unusual structure. Unlike the typical
A-A-B-A form, it had an A-B-A-C ¢horus,
starting very basically on a minor cadenza
that swooped down and up—built, as Artie
Shaw has said, "very mueh like an impro-

vised carnet solo by Bix Beiderbecke. who
mﬂnag_v‘:ﬂnl."

to Life,” with words by Phyllis Molinary

and music by Artie Butler, eloquently

makes the case for continuing beatity in
melodies,

‘What would happen if Mitchell Purish
were to take "Star Dust” to a publisher
today as an unknown, unrecorded song?

“Well, they wouldnt want to hurt my
feelings,” he says, “so they'd just say it
wouldn't sell records, 1t's wo good for
today’s market. They'd get rid of me with
that kind of compliment.”

Fortunately Parish, al 81, refuses 0
accept those warped values. He believes

e e e . o

mmﬂummm
“Star Dust™ on the road to fame.

that a class song, given the right exposure,
will emerge from the pack. “Not that |
don't like to keep up with the times.” he
adds. “Jerry Garcaa of the Grateful Dead is
& good friend of mine who appreciates the
standards. He wants 1o write a few songs
with me, so we might just do that. ™
Whether or not that improbable col-
laboration comes about, it is unlikely thay
lhewurtdﬂnvﬂlawbopnm“sw-
Dm.." ‘Deep Purple,” “Sophisticated La-
dy,” "Mooniight Serenade.” “Sweet Lor-
raine” and about 700 more will be forgotten
as long as the art of songwriting survives ()

“Star Dust” copyright © 1929 Mills Musie
Ine. Used by permission.

Leanard Feather i The Times' jaz= critic.
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Trumpeter Arturo Sandoval Steps Up to Jazz's Upper Register

By LEONARD FEATHER

rturo Sandoval, at 42, may
Anmban Turk, but he

could very .be the trum-
pet player at the top of the jazz
scene by the time this decade
comes o an end.

Since the sudden rise to fame of
Wynten Marsalis 10 vears ago,
there has been an upsurge in the
number of irumpeters who are
proving 10 be trailblazers in jazz.

Marsalis, at first seemingly a
Milez Davis clone, has become a
virtual one-man trumpet history
class; Roy Hargrove at age 22 and
Marlon Jordan at 20 have both
been hailed as potential successors
to Marsalis, and the bnllhnt’ﬁm
Harrel! is another virtuoso,
perhaps better known as a
mmmﬁem
seems to have carved out a niche of
his own without comparative ref-
erences,

Certainly his origin has played a
vital role. Latin rhythms, which
were slowly absorbed into U.S. jazz

culture in the 1940s, were second
nature (o the young man who grew
up in the Havana suburb of Artem-
isa. There he heard European clas-
‘sical music, as well as the indige-
neus sounds of Cuba and American

wbé mkuled in a car accident at

25,
Visiting Havana on a jazz cruise
in 1977, Gillespie met Sandoval,
who was then a member of the
Cuban jazz orchestra Irakere. As
their paths crossed—the pair hap-

‘pened to meet in Helsinki, Finland,

in 1982 and made an album togeth-
er—Sandoval displayed not only
the impact of the be-bop pioneer,

hunhnthedagmetnwhﬂchhehad

pefsupperregmuwhnéthebnﬂ
toured Europe—but the residual

Cold War with Cuba prevented him |

found my own way o g0."

from visiting the United States. In
May, 1980, he defected; today he
lives in Miami and leads his own

_mmxm

What now sets Sandoval apart is
the incorporation into his style of
other elements beyond the be-bop
and the high-note bravura. He &
capable of lyrical, Introspective
improvisation. He has displayed
exceptional talent as a planist and
could easily make his living at the
keyboard. He also has a sense of

‘humear (notably lacking in Marsalis
and many of the young lions) that

expresses itself in a wildly funny
style of scat singing.

The lyrical aspects are particu-
larly wl_dmt in 1 Remember Clif-
ford," his recent GRP Records
album and a posthumous tribute to
trumpeter Brown, who has been an

‘even maore central influence than

Gillespie. On the collection, San-
doval did more than emulate
Brown: On several cuts. he plays
versions of Brown's original solos

that have been harmonized for four

trumpets, overdubbing all the parts

1o become a one-man trumpet

choir.
“This s my own way of express-
iér Clifford.”

Sandoval says. “You may hear
little hints of him in my solos 190,
but today T think I have found my
own way to go. | have my hero in
Dizzy; | admire him and many
others, but | imitate nobody.”
Sandoval now shows a new ma-
turity. When he was younger, he
acknowledges, “1 was always run-
ning, running, as i 1 had to play it
all, and every night was like my
last. I believe 1 have hecome more |
lyrical—as you a lutle older |
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that human quality, that true spirt of melody
One day Getz asked Kenton his opinon of
the Prez sound. “Too simple,” sald Kenton,
Horified, Getz promptly handed in his natice
Several jobs later came the Woody Herman
band of 1947-49, a turning point for Getz
musically—he bacame part of the Four
Brothers saxophone leam and recorded the

| starkly besutiful “Early Autumn”—but also

apartment. | went from

hwc&mmrﬂﬁhm&lﬂ“ school lugging this bass.

of his nature was reflected in his personality as it had been in his music.

e ranked as jazz royalty In
his day; the pure, gossamer
sound of his fenor sax dom-
inated the scene during his
years of riumph. But the career of Stan Getz,
which bagan when he quit high school in
1943 at the age of 16 to join the hand of
trombonist Jack Teagarden, was a long roller-
coaster nde that ended last June when, al
€4, he died of cancer at his Malibu home.
Some found him arrogant, difficult. Yet
more and more as he matured, the soulful
side of his nature was reflected in his
personality as it had been in his music
His life was marked by long ilinesses,
expatriation, a fallow period around: 1960 that
temporarily brought an end to his string of
down beat magazine poll victories; then, soon
after, the bossa nova innovation that put him

on the best-selier charts. Along the way therg |

| were two marriages that ended unhappily,
two daughters, three sons, and the much-
publicized battles with drugs and alcohol,
It will be the triumphs rather than the
traumas of Getz's life that a gathering of his
admirers will celebrate June 25 at Avery

| someone pointed at Getz.

My mother took one look
at me and said, “I('s either
you or the bass—there's no room for both." ™
He was not quite 13. Not iong after that,
Getz took up bassoon and saxophone. A
quick study, he soon made the All-City High
School Orchestra. One day a friend took him
to a rehearsal of the Jack Teagarden band.
They were looking for a tenor sax player:

“Okay, kid,” said Teagarden. “WW's$70a
week. Go home, get your tuxedo, dress shift,
and toothbrush; we're leaving for Boston this
morning.” Because $70 a week was big
money, his father let him go. Nine months
later, Teagarden disbanded and Getz found
himself in Los Angeies. World War Il was not
the best fime 1o find living space; the ads in
the papers, he claimed later, stated: "No
children, no dogs, no Jews.™ He found an
apartment for $4 8 month and lived on grape- |
nuts and appies until the next job came !
along—with Stan Kenton's brassy big band.

It was during his Kenton stint that Getz
became aware of Lester Young, the Basie
alumnus known as Prez. "The saxophone to
me is a translation of the human voice, and

| Prezwas the first player | heard to achieve

personally: The Herman band at that time
was a hotbed of heroin. Soon after leaving
Herman, he found that the success of “Early
Autumn™ had vaulted him to the lop of the
tenor sax heap; he was among the highest-
paid jazzmen of the day. But the nesd for
drugs was urgent. His problems mounted
when, soon after, his three chiidren were
injured in a car acodent

The turbulent times had begun. His first
marriage, already shaky, collapsed. In
Hollywood. where he was flming The Benny
Goodman Story, he met Monica Silverskjold
and later foliowed her to Stockholm, where
he promptly fell il with double pneumnonia.

The rest of his life was marked by a
seemingly endless round of fits and starts:
withdrawal from addiction, recuperation in
Kenya, marriage with Monica, a two-and-a-

half-year expatriation in Denmark, where the |

Getzes lived outside Copenhagen.

“1 loved living there,” he 1oid me one day
soon after his return. | was tired of tearing
around making money in America. The

| people in Denmark loved music, and | couid

relax and lve comiortably ™

But a strangely different scene greeted hum
back home. Getz found an atmosphere of
hostility, heard musicians playing a barrage
of notes in which he found no beauty. Getz

| would play 2 club and bomb, while down the

street the ageressive, newly fashionable John
Coltrane would draw packed houses.

He was hurt by the racial overtones he
found around him. "1 know very well that
most of the great musicians have been black
and that jazz is a music of African-American
onigin,” he said, “but I'm equally sure that

there are a few white musicians who have the |

right qualifications, and I'm happy to be one
of them.”

The situation changed after a meslting with
the guitarist Charlie Byrd, who had just

NTLIAL ADVERTESING S0 Thon

brought the
bossa nova
fully into the
American jazz
miliceu.
~=
Kenny Barron, the panig! on hat dale,
says “We were bewidered. Stan soundea

great to us. But | could understand the
pressure he felt about reconging without any

| ind of chermcal heip. That he would admit

this to us enabled me 1o see him as 3 mal

It was dunng a reunson tour with Barron
that Getz’s heaith probiems became sefous.
He had a mild stroke, and nol long after was
sincken with cancer. Still, 3 summer tour in
1990 had to get under way. Te add to the
problems, Barron's wife lost her maother,
“Stan called me and said it would be 2
for rmy wile to be alone after such a taumatic
expenence,” said Bamon. “He invited her o

| come lo France with me at his expense. it

was a kindness | will never forget "

of a duo album. The foliowing spring. he and
Barraon played for four nights at the
Montmartre ciub in Copenhagen. Getz was
playing superbly, as if giving his all while he
still had it to gve Bl Bacron noted that after
each tune he was Eerally out of breath,

Toe two men parted soon after, ") called
him in May just 10 se= how he was dong,”™
Barron says. “He said he was feeling much
better and foaked forward to our next tour,
starting on the Fourth of july. That was he
last time we talked: He passad away on June
6. 1991. | feel the music he left behind was
very real and very special, in spite of all the

| pain—or perhaps because of it™ o e
'. Leonard Feather is the aulhor of taetve

100ks On fazz, nciuding (with Ia Gitler) As

| Encyciopedia of Jazz,' dus n & new edifon
| from Cuford University Press. He is aiso the

produces of the Stan Getz tnbute concert &l
Avery Frsher Hall on June 25
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BY LEONARD FEATHER

The Bio Band Nound

“Man, I love to hear that big band sound.”

WHEN WAS THE LAST TIME Y OU heard anyone under 50 express that fervent
wish? Possibly never. Yet a good case can be made for the continued viability of orchestral
jazz, even though reports of its death have been circulating ever since Glenn Miller disap-
peared over the English Channel

Like the announcement of Mark Twain's death, these obituaries are greatly exagger-
ated. Even the Glenn Miller band is still around, possibly the busiest in the country irre-
spective of who leads it, and regardless of the fact that its present members were born after
Miller died.

“When | was leading the Miller band,” says clarinetist Buddy de Franco, “at first we
drew mainly older audiences; but later, in the early 1970s, we had two audiences: one old
and the other quite young. That holds true also for my jazz audiences today—the greyhairs,
and the kids who want to know about Bird and Dizzy,; not many in between.”

As for the present state of the bands, he adds, “Don't forget there are now 30,000 of
them in the schools and colleges. If they don't all turn pro later, at least they create an
audience for this kind of music.”

College bands aside, Ray Anthony, a Miller alumnus, is still around, after 46 years as
a maestro. So is Les Brown, gigging in the Los Angeles area after well over a half century at
the helm of his Band of Renown. Lionel Hampton still fronts a big band most of the time
Ghost bands like Tommy Dorsey's still play gigs. Artie Shaw, who stopped playing in

1954, is the leader of a band he almost never appears with, fronted by clarinetist Dick

lohnson

Shaw’s can hardly be considered a ghost outfit, since he remains among us. Neither
can the Count Basie band, which will enliven the Playboy Jazz Festival; leader Frank Foster
and several sidemen were in the ensemble during its glory years. The same is true for
Mercer Ellington’s orchestra.

Still, the question persists: why is it no longer arguable, as it was from 1935 to 1950,

ANDREA BOLTON
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that big bands rule the music world?

In order to clarify the answer, it is nec-
essary first to examine how the orchestra
jazz phenomenon came into existence.

In the second decade of this century,
the word jazz, and the music it denoted,
came to prominence. It was performed
largely by men who were musically illiter-
ate (only one member of the Original Dixie-
land Jazz Band could read music). A few
years later, several young artists came into
the picture who had a superior musical educa-
tion and could write as well as read music.

Don Redman, a saxophonist who was
the first great jazz composer-arranger,
juggled sectionalized charts back in the days
when even two or three trumpets, one or
two trombones, three saxophones and a
rhythm section (usually piano, banjo, tuba
and drums) constituted a big band. By ar-
ranging an interplay among these sections,
with passages left free for improvisation,
Redman (writing for the pioneering Fletcher
Henderson orchestra) and others like him
created a formula that marks most big band

jazz to this day.

20

Composers and arrangers like Redman,
Henderson and Bill Challis (a white writer
who contributed to the libraries of Paul
Whiteman, Jean Goldkette and many other
white and black bands) found the orches-
tral palette an ideal vehicle through which
to bring their writing to life. Duke
Ellington’s career might never have taken
off had he not led a band, as was often said
of him, he played piano, but his real in-
strument was the orchestra.

By the carly 1930s, big bands had taken
over the scene. Some were the so-called
territory bands that roamed the Southwest
and other regions. Count Basie gained early
experience with the territory ensemble of
Walter Page. Kansas City, where his own
group started, was one of several urban
centers that offered proving grounds (with
valuable radio time) for the big band sound.

One of the more jazz-oriented white
bands of the day was led by Ben Pollack, a
drummer in whose ranks such future stars
as Glenn Miller, Jack Teagarden and Benny
Goodman built up their youthful reputa-

tions. All eventually formed their own

bands, none more successtully than
Goodman, who symbolized all the virtues
of the swing band: admirable, crisply played
arrangements, a virtuoso leader and gifted
sidemen,

Gene Krupa left Goodman to form his
own band. So did Harry James, Lionel
Hampton, Teddy Wilson and others. That
was the pattern in the big band era: you won
your spurs working for an accepted leader,
then went out on your own.

Bands in those days moved mainly by
bus or train, since plane travel was relatively
limited and expensive. Black bands that
could afford it (Cab Calloway, Duke
Ellington) tried to avoid the indignitics of
Jim Crow by renting whole railroad cars and
sleeping in them when hotel accommoda-
tions were unavailable. In general, the life
of a touring jazz orchestra presented cer-
tain hardships, but was not generally im-
practicable. Today, it is all but impossible
except for a privileged few.

Several factors have played a part in
bringing about this situation. One of them
is plain economics: with train travel virtu-




ally obsolete, the astronomical cost of plane
fares for a 17-piece orchestra playing one

night stands makes it totally unicasible 1o
mount a tour for all but the most secure
Clenn Miller-type groups

The impact of radio also was a vital
component in the popularization of big
bands. During and after the Prohibition era
it was not uncommon to be able 1o tne in
to a series of late-night remote broadcasts
by Duke Ellington from the Cotton Club,
Earl Hines from Chicago's Grand Terrace,
and many more. With the advent of televi-
sion, live music on radio was virtually de-
funct by the late 1950s.

Then too, jazz was a utilitarian music
for dancing, it was performed in nightclubs
and ballrooms at a time when jazz concerts
and festivals were nonexistent. Young au-
diences today look for a looser, louder and
less-formalized music to dance to.

Fourth, the appeal of a big band job
for a young musician lay in its chance to
show a capacity for tcamwork, for being part
of a great brass or sax or rhythm section
For a young composer, it was the opportu-

Big Band Sound

Continued from page 21

ences there have always been consistently
supportive.”

Carter doubts whether he could put
together any such tour for the United States,
but, as he says, "At my time of life | don't
want to do that much traveling, which is
the only way to keep a band together. The
Japanese tours are enough for me.” (Carter,
who will be 85 in August, is still actively
composing, and playing the same lyncal alto
sax that established him in the 1930s.)

A good example of a big band that is
fighting to establish itself in the climate of
the 1990s is the Clayton-Hamilton Jazz
Orchestra, which will enjoy much-needed
exposure to a vast audience this weekend at

the Playboy lazz Festival, It is directed by a

trotka comprising lohn Clayton, the vir-
tuoso bassist and composer; his brother Jeff
Clayton on reeds; and Jeff Hamilton on
drums. Despite a relative paucity of dates
and only two albums to represent them,
they seem likely 10 survive, if only because

John Clayton, in particular, maintains an

nity to hear onc's charts performed by a
tightly knit ensemble as were Fletcher
Henderson's in the Benny Goodman crew
the Savoy”)
Sampson’s for the Chick Webb band

Today, individualism has all but sup-
planted the team spirit. Take the case of
Toshiko Akiyoshi, arguably the most gﬂ"tcd
composer-arranger-pianist-leader since
Duke Ellington (and, like him, winner of
many Dewn Beat polls). Her West Coast
band worked ermatically from 1973 10 1982
but became the No. 1 band in the polls for
several years. The band she and her hus-
band, the brilliant tenor saxophonist and
flutist Lew Tabackin, formed later in New
York has found it even harder to set up a
traveling schedule

“We have trouble finding sponsors to
come with a budget,” Akiyoshi said recently
"Also, in a band like mine, the craftsman.
ship requires very high standards, and mu-
sicians demand high pay. Rather than being
part of a group cliort, musicians are more
interested in being individuals. You have to
have a certain camaraderie to produce fresh,

or Edgar (“Stompin’ at

optimistic attitude that is rare in these re-
cession-haunted days

“People will take issue with this” he
says, “but | think we are beyond that transi-
tion point at which it is impossible to keep
an orchestra together. There has been a
huge venue change: more and more con-
cert series are sponsored by universities, or
by large theaters; and there are more and
more jazz festivals

“You have to go to various sources for
funding, which really isn't that much of a
chore,” Clayton adds. “You may even be able
to pay the higher wages that sidemen de-
mand.”

Clayton claims that he could work with
the band more often, but is prevented by
calls for his individual services

“I have to go out on the road with this
or that group, and so does Jeff Hamilion,”
he says. “We get a lot of out-of-town calls
for the orchestra now, but sometimes we
have to turn them down because we are not
all available. Moreover, we don't do dances,
otherwise our numbers would be more im-
pressive.”

creative music, | ve been lucky 1o be able 10
do thes at all

"Having a current record s termibly
important.” she adds. “We hope things will
improve when our CBS album comes out
soon We have a wur of lapan set lor the
band in October, but betweennow and then
Il be playing small group ydbs

The shocking fact is that during all of
1991, Akivoshi worked a total of 30 days
with her magnificent orchestra Her genius
s acknowledged by musicians, but not by
the power-hungry brokers who control the
recording industry, nor by the nostalgia-
hungry ghost-band fans waiting to hear “In
the Mood ”

To the extent that there 1s any lilesaver
at all for the traveling band, it 15 the Japa-
nese market. Benny Carter, the saxophon
ist and composer who just may be the
world's most talented all-round jazzman,
said the other day “For the past 15 years
I've assembled an orchestra 1o take on a tour
of Japan. This summer Il be going there
with 17 musicians and a singer. The audi-

Comtimued on page 89

It is Clayton's belief that certain bands
fail to make it simply because they are not
sufficiently innovative

“Only a handful of big bands are try-
ing to make history, trying to take the roots
of the music and go ahcad from there” he
says. “Not enough bands are looking for-
ward. That's why my hat is off 1o Bill Holman,
Bob Horence, Toshiko, Gerald Wilson, they
don't st wm their groups into rehearsal bands.”

| pointed out that Akryoshi hasn't ben-
ehited by her areatrve stance, and that her 30
gigs last year didn't augur well

“The people who fail in the arts”
Clayton replied, “are those who don't get
up after they are kicked down Maybe next
year instead of 30 jobs she will have 50
or 60 or 100 It all comes down to the
way you look at it. s the glass half-full or
half-empty? Too many people think they
have a half-empty glass®

Perhaps so. In any event, we raise our
glasses in a toast to the Claytons and
Holmans and Akiyoshis who, whatever the
problems, are doing their noble part in try-
ing to keep the big band banner flying  «
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Louis Arﬁstrong; the Name Still Defines the Music

By LEONARDFEATHER B|®  Armstrong, who died July 6,

ouls Armstrong is jezz.

L Not was—is, More than any

other artist he has become a
gynonym for an entire century of
an American art form. As trumpet-
er and no less a5 singer, he éxerted
an influence thet has carried
through to thisday. Yet as 3 human
being he was both idolized as a
ereative genjus and reviled as @
musical sellout and an Uncle Tom,

A complex and enigmatic figure
beneath the clowning surface, he
drew no arbitrary line belwesn
artistry and entertsinment. By the
1950s—when the receni reissue
“The California Concerts,” on Dee-
ca Records, was made—he be-
lieved in putting on a show.

What lay behind that comedy-
oriented facade” Not many know,
and few cared; Lo mosl Americans,
white and black alike, he was Our
Beloved Louls.

However, this writer knew him
for almost 40 years, produced sev-
eral of his concertls and recordings,
received many of his rambling,
personally typewrilten letiers,
went to New Orleans to see him
crowned King of the Zulus in the
1949 Mardi Gras parade, heard him
fronting everything frem a poly-
phonic New Orleans combo to a
pop-style big band. and had a
pretly good fix on how he lﬂtlho_ut
his music and hia private and
public personas.

irst you have to consider the

worid in which he was born an
July 4, 1900 (as he Uked o tell it
though his birth certificate shows
the date was Aug. 4.1901)

It was a3 world in which
seemed necessary to go along with
cerlain facts of segregated fife.
This' Included self -derogation.
Hence, his jokes nbout Man-Tan (a
tanning cream of the 50s), his
reference to one 6T his musicians as
“Bing Crosby in Fechnicolor” and
his use. until sameone stopped him,
of the word derkies in his famous
theme song “Sieepy Time Down
South.,” What was perceived by
gome observers as Uncle Tomfool-
ery was pure and simple pragma-
tism.

Personal observation convinced
me that Louis was a man of simple
pleasures, rarely aroused to anger,
who, despile a limited education,
became a fiuept writer with 2 style
as personal as the sound of his
harn. He took great delight In
sitling down at his poruble type-
writer after the show,
lighting a joint and putting into
type whatever amusing or reflec-
tive thoughts came 1o his head.

(Hix lifelong use of ‘marijuana,
about which he boasted openly in
his later years, did him no apparent
harm, according to Dr. Gary Zuck-
er, one of his physicians, quoted in
James Lincoin Collier's uneven,
controversial 1983 biography
“Louis Armnmng, An American
Gentus,” published by Oxford T.Emu
vergity Press.)

1971, believed in everything he
played and sang, whether it was
“West End Bilues” (one of his
late-"20s masterpieces) or some
trivial tune like “Jeepers Creep-
ers” This was symptomatic of
another line he never cared 1o
draw —between jazz and pop mu-
sic. Nor did he make racial distine-
tions in his hiring policy. He had a
close friendship and a shared mu-
tual admiration with Jack Teagar-
den, the while trombonist and
singer who toured In his band for
four years.

Satchmo was one of the most
misunderstood musictans of his
day. Critics could never figure out
why. when he led a big band (off
and on from 1929 until 1947), he
admired and imitated the quaver-
ing saxes and spineless sound of the
Guy Lombardo band. His answer
was simple: “They play the melo-
w -

“The California Concerts.,” &
valuable i heavily flawed docu-
ment, is a clear depiction of the
trumpeter-singer-entertainer in
his later years. His gravelly voice
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Armstrong, one of the mest misunderstood musicians of his day, can

be heard anew on the Decca relssue "The Califomia Concerts.”

by then was the source of a
thousand imitations; his horn Had
retained its pristine purity no mat-
ter what the setting.

On the blues tunes, parﬁcuhr!y-
the wwo takes of “Back o' Town

Blues,” Armstrong is al his glorious
best: never playing a torrent of
notes, he makes every phrase
meaningful. In his vocal on “Lazy
River.” he strips the melody to its

_essentials. This same deceptive

simplicity brings a haunting
warmth @ “The Gypsy,” “Our
Monday Date” (co-featuring the
composer, planist Earl Hines) and
Satchmo’s own ballad “Someday,”
which offers one of his rare muted
solos.

0 truly assess his genius in iy

formative innovative siages,
readers dre Inviled o Investigats
such essential sources as “Arm.
strong Vol. 111: The Hot Fives and
Sevens” and “Vol. IV;
and Ear! Hines,” both on Columbia,
and “Great Original Performances
1623-31." on BBC.

Jazz trumpet began with Louls,
and from Satchmoy it evolved slow -
Iy to the more compiex Roy Eld-
ridge, from Eldridge 1o Dizay Gil-
lespie and thence Lo Miles Davis
and on down the line. True, Arm-
strong had a mentor, King Oliver,
on whose recordings he was heard
a8 a sideman, but his waa the
influence that cireumnavigated the
2 world. Time, far from relegat-
ing Satchmo loa kindly but conde-
scendingly regarded limbo, has
aged hum lke vintage wine, as it
has aged every world-class soloist
since jazz began.
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razil and Belgium. An odd
cauple of countries, you

. to provide the
foer a jau comm at the
woadBowLBLnlhallhOWi:.

wﬁt Wednesday when Toots
emans.thelnrmﬂuvmua-
Bnmada,andknwnio(}ar-
loa'.‘Johm. the godfather of bossa
rmenelheheadnm
tially it was a Brazilian
evening, with Jobim in command
aftér intermission, reminding us
that his songs have now
two generations of North and
South American aficionados. Cool

erse English lyrics—to the
clesing “The Girl From Ipanema.”

Jobim’s ensemhle ts largely a
. Dori Caymml.

guﬂ.lr '!'ho five voices

y. On a few num-
sang simply with lhe

Thielemans at Bowl

instrumentalists.
The prevailing lanﬁ::ge. of
course, was Portuguese, Jobim
a few surprises, singing in

a witty song about his
arrival in New York, where he was

ROBENT GABRIEL / Lus Angeles Times
Antonio Carlos Jobim at Bowl:
An essentially Brazillan show.

groove, they came off generally as
spirited and entertaining.

If iLi8 true that jazz is the sound
ufsmwise ltmtghl.beaddedthm

is the sound of

bau-mnc Rhy

su;pma. thanleally,
however, il seldom falls short, as

the subtly

guitar punc-

tuations made clear when Castro-

Neves sang and played.

The audience, which Included
large pockels of Brazillans who

guese lyrics, was @ near-capaci
17,670,
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The Voice's recent collection
of features on Billy Strayhorn
[“The Billy Strayhorn Suite

June 23) was admirably re-

searched and informative. Ha

throughout his entire career with
Duke Ellington, I'd like to

known Strayhorn personally







By LEONARD FEATHER

ostalgic notes will flow from the

bandstand Thursday at the Jazz

Bakery in Culver City. Produced
by singer Ruth Price, the evening will be at
once a 5Tth birthday tribute to bassist Pat
(Pasquale) Senatore and a reunion
celebration recalling Pasquale’s, the now
legendary beachside club that he ran from
1978 1o 1983,

Alumni of the club expected 1o perform
include Price, pianist George Cablesand
drummer Billy Higgins.

“Hardly a day goes by,” Senatore says,
“when someone doesn't remind me of what
greal times we had there, I sure miss it.”

Now a free-lance musician living in
Studio City, Senatore was a veteran of the
Stan Kenton and Les Brown bands, and of
five years with Herb Alpert's Tijuana Brass,
when he conceived the idea of starting Ris
OWD room.

“T'd seen how bad conditions were for
jazz, how poorly the musicians were treated,
and I wanted to correct all the problems I'd
encountered.

“One day [ went to the beach with my
two sons and saw this beach spotin Malibu.
Lenvisioned it as a fantastie jaz= club; I met
the owner of the property. It took & vear,
but he finally agreed to let me take over the
place.

*We opened in February, 1978, with just
me on bass, George Cables on plano—he'll
be there with me Thursday—and Roy
McCurdy on drums. My wife, Barbara,
worked in the room taking care of business

groups.

What made Pasquale’s unique was the
mix of music and amblence. Windowed
along two walls, the room enabled patrons
to look for walk) past a sliding glass door 20
feet from the bandstand onto an open deck,
from which you could witch the Pacific
Ocean lapping virteally at your feet Here
was a comfortable setting not just for
concerts by the sea but almost literally an
the sea.

Ruth Price, a frequent performer at the
clubs, recalls: “1 never knew any place like
this except the Trident in Sausalito, which
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He Gave Jazz Greats
a Place to Playin L.A.
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sudience.”

Within a year, everyone wanted 1o play

The real turning point, a fewmonths after  Pasquale’s, and almost everyone did:

the club opened, was the arrival of Joe

Manhattan Transfer, Chick Corea, Pat

ensembles— Poncho Sanchesz (“"We
launched his hand there,” Pasquale says),
Bays, Moacir Santos.

“The ciub would be packed and we'd have
200 more peopie sitting on the beack and
dancing. It was unbelevable " Pasgquale

sayn

Johnny Carson drepped by to see Carmen
McRae, So did Sarah Vaughan, who wound
up singing duets with her and hanging cut
in the room until dewn. Cybill Shepherd
came to catch her guitar idol, Joe Pass.
When Jon Hendricks brought In Bobby
McPFerrin as an unknown sideman, Al
Jarreau jumped out of the audience to join
them for an unforgettable vocal riot.

“One night I ean's forget,” Pasquale saye,
“was when Bobby Hutcherson was pleying
vibraphene, The acesn had o way of
changing things. . . . Some nights it would
mutbemzho!mecmmh
pebihles and rocks, and when thet happened,
Lhe water going over them, gurgling over
Lhose pebbles, sounded llke s waterfall
‘Well, Bobby put on the sustaining pedal o
the vibes, did an arpeggio and jost lec t
sustain and you'd bear Lhe waler
sprinkling —people were just mesmerizad a8
he played this dust with the ocean”

lchel Petruccian, the diminutive

French pianis: (barely more than
three feet 1akl, 50 pounds—he suffered fram
& rare bone disease) made his West Coast
debat here at age 20 His manager or his
wife would carry him (o the ptano stool,
where a special extension enabled him to
reach the fool pedals,

Pa: Metheny came in 1 listen to fellow
Pasquale for 2 date at the roam. He played
straight-ahead jagz, no fusion, with Charlie
Haden and Billy Higgins on bass and drums,

Pasquale’s, (1 short, wasthe in place.
Untll things began 10 go wrong.

Many jazrmen have compiained about
how their careers were hurt by reeke It
happened 1w Pat Senatore 100, but in his
case literally —in the form of rocksiides an
the Pacafic Coast Highway

"Malibu and Topangs canyons would be
closed by rocksiides, and unless vou Uved

Fuarrell, who had won several Down Beat
awards on sax and flute.

“Joe had just come ta town from New
York,"” recalls Pasquale, “nobody had seen
him yet, and he wanted 1o put in an 18-piece
band. | told him, "You're crazy! The whaole
roam seats 100, mayvbe 130 in a pinch " But
he did it on a Monday night, and the room
was mobbed. For eight Mondays you could
hardly get near the place.”

Y, Lt TR b s ) TOR ANGAES TIMES, CALIN
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right in Maliby you couldn't reach the club
‘We had to close for dave, sometimes weeks
Matime"”

Pasquale wouidn't @ive in. The ciub
closed, reopened, and for 4 while contmued
ta flourish.

The last straw was 3 hasgle with the aty
of Mafioy, “There was 2 soptic tank leaking
all over th~ beach. The landiord didn't wan
to pay to repalr it and | was just 3 Lemant

Metheny, Joe Henderson, Ernie Watls,
Teots Thielemans, Anita ODay, Nat
Adderiey, Tom Seott, Art Pepper, James
Newton.

unday afternoons were special: big

bands played on the cutside deck in the
sunshine —the Aklyoshi-Tabackin
Orchestra, Bl Holman, Capp-Pierce
Juggernaut, and frequently"Latin

also overiooked the water, How often could
1sing “The Shining Sea’ and actually look at
the ocean while I sang it™
Trumpeter Freddie Hubbard has other
recollections. “We were working for a
musician who knew our needs, who kept the
piano in tune. We played whatever we felt
like playing—we didnt have 1o plug our
lateat album. And we had peopie like
Richard Pryor and Goldie Hawn in the
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Fresh Big-Band Sound

m An orchestra featuring veteran
Valley musicians will make its
debut at the Moonlight Tango in
Sherman Oaks. It plans to be
‘hot and never ponderous.’

By LEONARD FEATHER
TIMES JAZZ CRITIC

n these recessionary times, the launching of 2
new orchestra seems like a hazardous ven-
ture. Nevertheless, Tuesday will mark the
debut, at the Moonlight Tango in Sherman
Ouaks, of a triple-threat ensemble that prom-
ises 1o sound a fresh and exciting note in the
uneven playing field of big-band music.
It will consist of Super Sax, the team that
brings old Charlie Parker solos to life by harmo-

mhnvemnlﬁm

“1 think were all in this for kicks,” says Sue
Raney of Sherman Oaks, who has a career of her
own aside from L. A. Voices. “I've done plenty of

things—shows in Vegas, tours with
Michel Legrand, lots of solo albums—but it's a
challenge for me 10 sing as part of a group.”

Melissa Mackay of Van Nuys agrees, Married to
planist David Mackay, she made her singing
debut as Miss Vermont, performing duets with
Johnny Carson on “The Tonight Show." “I've

made a steady living in studio work,” she says,
“but working with L.A. Voices is strictly for
pleasure.”

Med Flory, who founded Super Sax, organized
the new ensemble and has written much of the
music for it, says: “We want to have a show band,
the best in town. We'll be doing charts by men
who are my idols—Johnny Mandel, Al Cohn, Bob
Brookmeyer, as well as my own things, such as
one based on Charlie Parker's famous solo on
‘Lester Leaps In,’ the one they used in the movie
‘Bird." Our policy will be a mixture of great
American classic pop songs and great jazz by men
like Bird. This is @ band people will just enjoy
being around. We plan to be hot and never
ponderous.”

Flory's entire career has been a multimedia
enterprise. Along with his countless gigs as
sideman or leader with various bands, he became
a successful actor in the 1960s, doing segments for
“Maverick,” “Sunset Strip," “Bronco” and “Da-
kotas." At 6 feet 4 inches, the ruggedly handsome
66-year-old is also remembered as a football
player in 'TheNunyPldm and the dumb
cop in “Gumball Rally.” At present he is off the
acting scene and concentrating on the new band,
which he says representsa celebration of the 20th
amﬂvmryat Super Sax.

sax quintel consists of Flory and Jay
ml.botthmhﬂaﬂywmd. Morgan
of Van Nuys, Ray Reed of Encino and Jack
Nimitz of Studio City. The brass section is
similarly Valley-oriented, comprising Rick Cul-
ver of Sherman Oaks and Randy Allderoft of
Agoura in the trombone section, along with
Hollywood's Charlie Loper.

The trumpeters are Chuck Findley of Westlake
Village, Prank Szabo of Reseda, Dick Forrest of
North Hollywood and Conte Candoli of Pacoima.

Candoli, a 20-year veleran of Doc Severinsen’s

“Tonight Show" band, feels that the venue itself
is vital: “There are s few places for big bands 0
play, and the Moonlight Tango s doing a greal
job, bringing in erowds 16 hear name bands every
Tuesday, ['ve already worked Lhere with Steve
Allen, Bill Berry and the Juggernaut Band. The
place has a greal atmosphere—people really
come there to enjoy the big-band sounds"

Completing the orchestra will be panist Lou
Levy gnd drummer Frank Cap, both of Studio
City, and bassist Jim Hughart of Granada Hills,
“With a rhythm section like that,” says Flory,
“we can't miss. Frank will be having fun, not
having to worry about business the way he does
when he has his own band.” (Capp is leader of the
Capp/Pierce Juggernaut,)

The male members of L.A. Volces are Gene
Merlino, Don Shelton (best known for his long
association with the Hi-Lo's)and Flory.

What is the future for an aggregalion that
could involve heavy payrell, transportation and
possible out-of-town travel nses?
seems unconcerned. “We can play all kinds of
dealers' conventions for good money. Mavbe we
could do two orsthree weeks st Disneyland next
summer. It should be possible to keep the whole
thing going off and on without a lot of travel.”

The group already has a few predetermined
credits, since essentially it is an extension of
Super Sax and Voices. That combination earned a
Grammy nomination in 1983 far its first album;
two others were well-recelved, and all three have
been issued in Europe as a triple package.

There are plans to have representatives of
several record companies on hand Tuesday. Wary
though the record business is of big-band record-
ings, there seems to be more demand than mmly

“Whatever happens or doesn‘t happen.” says
F‘lnty “we're all sure of one thing. It's gonna be
fun."

What: Med Flory and
Valley Victorious.
Location: The
Moonlight Tango,
13730 Ventura Bivd.,
Sherman Oaks.
Hours: 8and 10 p.m.
Tuesday.

Price: $13 cover, $9.95
food or beverage
minmum.

Call: (818) 788-2000.
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Jazz Cruising in Caribbean
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Dizzy Gillespie’s Diamond Jubilee Birthday Cruise by Leonard Feather
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AFRICAN-AMERICAN MUSic

('lass Notes

Ta #ELP INTRODECE Kids raised on rock and rap to the rich legacy of mu-
sic created by African-Americans, we asked noted music author Leonard
Feather for a muhﬁmnmm
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ma—a—ruum&m ad had waned. Six years later,
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several movie roles; but his fast, fun-filled ———
life caught up with him. Today, his records, constantly reissued on CD, re-
mind us of a brief, stunningly brilliant career. Recommended listening: The
Fats Waller Piano Solos: Turn on the Heat (Bluebird/RCA).

& Edward Kennedy “Duke” Elington (15001974 First farons o the banleader
ciontral Wik Ry Browll & BolgeN A giltad plwlat, ho siwnys seld,
“The instrument 1 play best is my orchestra.” Recommended listening: Duke
Blington: The Blanton-Webster B (Bhubisd/RCA)
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BY LEONARD FEATHER




valuating Duke Ellington from a 1990s per-
spective dilfers vastly from any assessment
made during his long career. He was a month
past his 75th birthday when he died in 1974
Today there is still a Duke Ellington orchestra.
Mercer Ellington, who 1ook over the direction
when his father died, is now 73 and in good
health.

In fact, a whole generation has gone since Duke
was at his creative peak; two generations if you are
among those who believe that his valuable contri-
butions as composer and leader ended in the late
1940s. 1 do not subscribe to that belief. Nobody who,
in the last decade of his life, could produce “The
Latin American Suite,” “The Far East Sulte,” “The
Afro-Eurasian Eclipse,” and “The New Orleans
Suite”™ could be written off as a has-been.

For the under-40 jazz student. it must be difficult
to draw a bead on just who Edward Kennedy
Ellington was and what he achieved. He is best
known to the layman as the songwriter whose
“Solitude™ and “Sophisticated Lady™ established him
on the same level as Cole Porter, Harold Arlen, and
Richard Rodgers. Aesthetically though, he made his
main contribution 1o this century’s culture through
an i le series of jazz instrumentals, many

of which relied as much on his arrangements for the

orchestra as for the melodic lines: “Black and Tan
Fantasy,” “East St. Louis Toodle-Oo,” “The
Mooche,” and hundreds more t the decades.

From these works, all recorded in the days of |

three-minute 78rpm discs, Duke expanded into
longer forms, first with “Creole Rhapsody” (which
took up two sides of the record), later with
“Reminiscing im Tempo™ (four sides), and ultimate-
ly with the magnificent suite that began in January
of 1943 with the 48-minute “Black, Brown & Beige.”

1 was present at the premiere of “B. B. & B." at
Carnegic Hall; in 1942 1 had gone 1o work for Duke,
helping to publicize the upcoming concert. Working
for him off and on during the next decade (and
recording him several times in the early 1950s, when
Mercer and 1 had our own record company, Mercer
Records), 1 was afforded a glimpse into Duke’s per-
sonality, his frustrations, his ambitions,

He maintained a glib, “Love you madly” fromt for
his public, but privately he was an enigmatic man;
except for his sister Ruth and a couple of close
friends (notably Harold Udkoll, a wealthy busi-
nessman whose advaniage was that he didn’t need
anything [rom Duke except his [riendship), nobody
ever knew him intimately.

Though Barry Ulanov of Metronome and a very few
others hailed “Black, Brown & Beige™ as the mas-
terpiece it was, the lay press in those days could not
claim a single writer who had any understanding of

jazz, and aside from Down Beat and Metronome, a
jazz press was nonexistent. Thus Paul Bowles, in the
New York Herald Tribune, dismissed the work as
“formless and meaningless - nothing emerged but a
gaudy portrait of tutti dance passages and solo vir-
tuoso work...unprovoked modulations. . recurrent
cliches.”

A hearing of the complete work (still available in
the original concert version on a Prestige CD)
reveals that the piece does have form and continu-
ity, that the various themes are brilliantly interwo-
ven with the work of Johnny Hodges (the *Come
Sunday” theme) and other soloists, and that the sub-
title, *A Tone Parallel 10 the History of the American
Negro,” was well borne out in the thematic devel-
opment. The negative reaction by the critics was
deeply hurtful to Duke; except for the excerpts he
almost never played the work again. (Note: do not
judge “B. B, & B." by the version on an RCA CD, in
which it is cut down 10 18 minutes.)

As if it were not enough that Ellington faced this
sort of opposition, Billy Strayhorn also suffered. A
gifted member of the entourage since 1939, he was
al times atacked even more viciously than Duke.
But the collaboration of Duke and “Strays™ amount-
ed 1o virtual ESP; even band members often could
not discern where the work of one ended and the
other took over, Ellington's grief at the loss of
Strayhorn, who died at 32 in 1967, inspired one of
his greatest albums, And His Mother Called Him Bill,
a set of Strayhom

Even before Strayhorn entered the picture,
though. Duke had shown his genius for innovation.
He was the first to use the human voice as an instru-
ment (on “Creole Love Call™ with Adelaide Hall in
1927), the first to devote an entire piece 1o a single
soloist (*Clarinet Lamemt” for Barney Bigard in
1936), first 10 use the bass as a solo melody instru-
ment (Jimmy Blanton, 1939), first 1o make elabo-
rate use of rubber plunger mutes as an orchestral
color; and, as noted, first to stretch beyond the lim-
itations of the three-minute form.

That there was such a quality as “the Ellington
sound” is indisputable. As Andre Previn once said
to me, “Stan Kenton can stand in front of a thou-
sand [iddles and a thousand brass, give the down-
beat, and every studio arranger can nod his head and
say, ‘Oh yes, that's done like this." But Duke mere-
ly lifts his finger, three horns make a sound, and
nobody knows whart i is!”

“Duke had so many personal ways of using the
instruments,” says bass trombonist Chuck Connors,
“that people have terrible trouble attempting o tran-
scribe his work off the records. 1 remember one
time, in a number called "Woods,” he ook the lead
alto part away from Johnny Hodges and gave it to




DUKE ELLINGTON FROM 63

valuable asset. But there were many oth-
ers who were mercly competent or per-
haps, like Al Hibbler, controversial. Duke
called Hibbler a “tone pantomimist.”

When Mercer and | decided 10 record a
series of ptano duets with Duke and Billy
Strayhorn, we produced eight unique and
wonderful cuts, but where we could have
tsped four more, Duke insisted on bring-
ing in Jimmy McPhail, his voealist of the
moment 1o sing four tunes with the piano
duo. They are long since forgotten, while
the eight instrumentals have been reis-
sued on a CD (Great Times! on Riverside)

Duke's other weakness was his lyric
writing. He wrote one superbly con-
structed set of words for the blues
sequence in “B. B. & B,” but several of his
other lyrics, such as “Love You Madly,”
were amateurishly constructed, as were
some of his contributions 10 the Sacred
Concerts that wok up much of his time in
the final decade.

Duke Ellington’'s career as a bandleader
began cffectively in 1924, the year he led
a group at the Hollywood Club at 49th
and Broadway, and recorded “Choo
Choo™ with his six piece band. Today,
almost seven decades after that debut,
how does the picture look for the
Ellingtonians of 19937

“I'm happy with the way things are
going,” said Mercer from his Copenhagen
home. “We just finished a European tour
We're getting more and more calls to do
concerts with some of the more renowned
singers - Tony Bennett, Dianne Reeves,
Dee Dee Bridgewater, also Cleo Laine -
they're trying to set up a tour with her.

“T've almost finished producing an
album, Rain Forest, and there's another
album that we made with the Japanese
singer Naomi Ohara, Ellington at Naomi's
Place, which will be out in Japan to coin-
cide with our tour there, which staris
March 1.7

Though the era of world-class influen-
tial sidemen seems 1o have gone, Mercer
says: “We have a unit that is really work-
ing splendidly 1ogether. As for soloists,
Barrie Lee Hall is the only growl trumpet
player left with that authentic sound
Zane Paul is a terrific asset on clarinet
Shelly Carroll, from North Texas U, is
another of these young tenor players with
traditional roots, like the Marsalises. He
has his own personality. and he can sing
some nice dirty blues.”

The last time | saw Mercer (we have
been friends for over 50 years), he met me
when I attended and ook part in the 10th
annual Duke Ellington Conlerence, held
in Copenhagen last May. The conference
offered a fascinating reminder of the rev-
erence in which Duke's memory s still
held. Over the four days we heard

Ellington music played by Scandinavian
and American jazzmen, as well as schol-
arly lectures by many experts of a broad
range of Duke-related 1opics

I recommend the Ellington Conference
to anyone interested in acquiring a fuller
knowledge of the man and his ocuvre. This
year it will be held August 11-15 at the
Holiday Inn Crowne Plaza Manhattan in
New York; it will be a celebration of the

50th anniversary of Ellington’s first

Carnegie Hall concert. (Information: 1-
800-988-7473.)

Meanwhile, Ellington jazz societies
flourish in New York, Los Angeles and
other cities; CDs by the orchestra - an
astonishing number of them previously
unissued - continue to flood the marker,
and within the next year, the long await-
ed Ellington statue will be erected a1 the
Northeast corner of Central Park. Truly,

Ellington is forever. o
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Jazzman

Back in
Action

® Brazilian guitarist Laurindo
Almeida has recovered froma
life-threatening illness. He will
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by nightelub dates, established Almeida as a
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ing and had a hit called “Johnny Pedlar” that
earned him enough royalties 1o subsidize his
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film “A Song Is Born,” he was heard by an
arranger for Stan Kenton, who was looking
for a guitarist. During three years with the
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his own composition “Amazonia” and Pete
. "Rugolo's “Lament.”
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One of his Grammy awards was for
his work “Discantus,” which tied with Stra-
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TV and movie credits have
Please see BRAZIL, 7
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Swing Time!
By LEONARD FEATHER
rhkhhk
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Clint fascinates

Rene Russe

CLINT EASTWOOD, JAZZ PIANIST

GO AHEAD, MAKE HIM PLAY

Loxa sErorEg they ever pulled a trigger, the fingers of Clint Eastwood were
engaged in something equally delicate—tickling the keys of a pianc. Now he's
playing musie on sereen for the first time. In the new In the Line of Fire, East-
wood portrays a tough, dedicated Seeret Service agent with a penchant for per-
forming: In a couple of barroom seenes, he gently cruises his way through “Wil-
low Weep for Me” and “These Foolish Things,” then offers a tongue-in-cheek
up-tempo version of “As Time Goes By."

The jazz-loving character is almost Method-acting-close to the offsereen East-
wood, The actor-director, 63, notes several similurities: “In a conversation with
Rene Russo, who plays Agent Lilly Raines, she asks me what demographics
I represent, and 1 tell her, ‘White, piano-playing, heterosexnal male over the
age of 50" I can relate to that, There’s another scene in which I'm accused of
not spending money on anything but juzz records. And in a seene in my apart-
ment, we show the Miles Davis album Kind of Blue and you hear ‘All Blues'
from that album.”

The self-taught Eastwood, whose first instrument was the fliigelhorn—
“which wasn't considered too hip in those days,” he says—soon switched to pi-
ano, focusing on ragtime and blues. “By the time | was in my mid-teens 1 had
picked up enough knowledge so they let me play piano at the Omar Club in Oak-
land, where the laws were very loose and I was allowed to work for meals and
tips.” Even now, the actor is never far from a kevboard: He keeps one at home,
one at the office, and a portable model for use on location.

Though hiz lifelong interest in jazz would later lead him to direct the 1988
Charlie Parker biopic Bini and executive-produce the 19588 documentary The-
Lomious Monk: Straight No Chaser, Eastwood kept his own musical perfor-
mances out of the movies until 1984% City Heal. For that adventure-comedy
tean-up with Burt Reynolds, Eastwood played boogie-woogie blues alongside
Hollywood jazzmen Mike Lang and Pete Jolly on the soundtrack—without
eredit.

Finally, the seeret is out. Hey, Clint, play “Misty” for us. —Leonard Feather
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RHETORIC AND
RESPONSIBILITY: IS
JAZZ AMERICA'S
CLASSICAL MUSIC?

by Paul Baker

Time out for a review of rhetoric.

| must admit feeling a little embar-
rassed when jazz enthusiasts, and
some jazz journalists, call jazz
"America’s classical music." The
claim apparently carries political
weight. It helped Rep. John Conyers
(D-Mich.) convince Congress to pro-
claim jazz “America’s National
Treasure,” It may be helping musi-
cians and jazz support groups
receive money from state and federal
funding agencies (as long as the
proposals are strong anyway). The
rhetoric accomplishes some good.

But the claim that “jazz is
America's classical music® is pointed-
ly, and | suggest, purposely, exclu-
sive. Claiming that jazz, and only
jazz, is America’s classical music, is
dangerous. It excludes blues music,
gospel music, Jimi Hendrix, and
bluegrass. It excludes music com-
posed for Broadway shows by
Rodgers and Hammerstein, Lerner
and Loewe, and Sammy Cahn. Jazz
owes these composers a debt of
gratitude. Many tunes composed for
Broadway and films have since
become jazz standards. Where
would jazz be without “I Got Rhythm"
and “Green Dolphin Street?" | argue
that all the above styles are classic
Americana.

I'm also embarrassed when jazz
enthusiasts use the term “composer”
rather loosely. Thelonious Monk,
among others, has been called a
great composer. Monk worked in 12-
bar and 32-bar song forms. I'd call

—_—
4

him a good lunesmith and an innova-
tive improviser. But a “composer™?
Duke Ellington has been called
“the greatest American composer of
the 20th century.” In my opinion this
is hardly fair to people like George
Gershwin, Aaron Copland, Leonard
Bernstein, and Charles ives. Roy
Harris, Virgil Thompson, Roger
Sessions, Henry Cowell, and Harry
Parich have also made notable con-
tributions 1o American music. And
Amy Beach long before them.
Central to the Ellington claim is the
proposition that he developed an
idiomatically “American® way of com
posing, while Copland et al. wrote in
the “Western European” style. Well,
that depends on what you mean by
*Western European,” | guess. In
what ways does the music of
Gershwin sound like Gregorian
chant? How does Copland sound
like Burgundian chanson? How
does Bernstein sound like
Palestrina? How does Charles Ives
sound like Haydn? How many
motets did Roy Harris write? Very
little of Western European music
resembles music by these American
composers.
And who are we to claim "classical*
status for anything as young as jazz?
It's the generations who follow us
who will determine what's classic.
So I'd prefer that we drop the
“America's classical music” slogan.
It's overstatement, and it's presump-
tu ous. Jazz enthusiasts will prob-
ably continue 1o make the claim. But
as journalists, we're responsible for
helping shape the public's image of
jazz. We're not doing our job by
using rhetoric.

A RESPONSE

| am partially in agreement with Paul

—_———————————————
Jazz Notes--1993

Baker. Certainly there has been confu-
sion in the use and abuse of the terms
“composer™and “song

writer.” Baker's definition of Thelonious
Monk as a “a good tunesmith and an
Innovative improviser” is correct.

Duke Ellington may or may not be the
greatest composer of this century; the
point most people want to make is that
he deserves 1o be considered alongside
Gershwin, Copland, Bernstein et al; tco
often he has been excluded by writers
who fail to recognize that he is in their
league.

The true composers are those who
compose and arrange and orchestrate--
people such as Ellington, Strayhorn,
Gil Evans, Benny Carter, and Toshiko
Akiyoshi--as opposed to those who
mainly write lines. By this yardstick
even a genius like Charlie Parker was a
songwriter rather than a composer.

| disagree with Baker on two points.
To claim that “jazz, and only jazz* is
America's classical music does NOT
exciude “blues music™ any more than a
discussion of frult excludes apples or
oranges. Second, Sammy Cahn was
not a composer by any standard; he
was a lyric writer, and to my knowledge
never wrote a note of music.

We might all be wiser if we referred to
Jazz as “one form of America’s classical
music™-- but Baker may be right—- it's a
little early for that decision.

Leonard Feather




RITION VR ARRAELEL e

q.‘ll e

B —

HITHHmN

Love at First Sound

® Acoustic bass player Mary Ann
McSweeney is classically trained,
RLLEONARD FEATHER

hen Mary Ann MeSweeney arrived
'In Los Angeles in 1983, conditions
were hardly ideal for her in terms of
a career in jazz.
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where [ was playing piano concertos. They were
offering violin at school, and we had one at home,
g0 | took that up too,”
“The girl playing electric bass is leaving. You
want to play bass just this one semester? So I took
this electric bass home and my mother almost
flipped—"cause she was really classical. She said,
‘You're playing three instruments at once! You
can't do that’ Well, maybe she was right.
Although [ enjoyed playing in the jazz band and
loved the music, I didn’t know exactly what I was
doing, because [ was really classically trained too.
“Anyhow, when I got into high school, my band
me an acoustic bass, and said,
‘Why don't you try this? Right away I just loved
it. I occasionally go back to the electric, but with
acoustic it was love at first sound.”

fair income, she is always ready for a straight
studio job, There have been slow periods, but
glancing through her date book, she commented
that things are looking up. “A whole bunch of jazz

81g5 just came in.
's hard at times to work regularly in this
really want people who have a CD

Thmghjuulshermah!ntuwandhrmya

prejudice that often plagues female
nusicians has affected her less than one might
expeci—at least to her knowledge, “There are

—_—
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only one or two incidents I can recall. One time
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Mary Ann McSweeney
plays bass at Venice
Beach. She will
perform in Burbank
tonight with an
all-female group.

M
Where and
When

What: The Jazzbirds
with Mary Ann
McSweeney.
Location: Chadney’s,
3000 W. Olive St.,
Burbank.
Hours: 9 p.m. to 1:30
a.m. tonight.

Price: No cover,
two-drink minimum

Call: (818) 843-5333.
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Mail Bag

I greatly admired your excursion on the subject of Yip Harburg.
Yip was a fine lyricist (why can’t you lyricists be called poets?)
but a lousy historian. 1 read:

*The greatest romance in the life of a lyricist is when right

father, the great Garcia, for whom Mozart wrote the part of Don
Juan, that you cannot sing a lie and stay on pitch. 1 almost
believe this.”

If there ever was a celebrated soprano named Maria Acons,
I have never heard of her, nor has any of the who

rest on my shelves. She was certainly not the daughter of the
great Manuel Garcia. He had two daughters, the future Maria
Malibran and Pauline Viardot, both celebrated singers, but both
contraltos or mezzos, Nor did Mozart write the part of Don
Juan (Giovanni) for Garcia, who was only twelve years old when

Don Giovanni had its premiere in Prague in 1787. Garcia did
sing it, one of only a few tenors to undertake it. Garcia was,
however, Rossini’s first Almaviva.
I continue to treasure the Jazzletter.
Henry Pleasants, London, England

Your article on Yip Harburg was enlightening. I sent the
issue to my mother, who spent her life pondering and occasion-
ally struggling with the problems of a world that heaps glory on
parents had a long career as opera translators; you might know
Ruth and Thomas Martin’s work, if you are a fan of opera in
English. Their translations are lately out of fashion in many
places, thanks in part 1o snide critics and a latter generation of
almost insane opera directors, but they knew more about opera
than most people 1 have met since. Growing up as 1 did with
opera characters who spoke (and sang) my language, I must
have learned something myself.

Since my father was a conductor and a coach, and the son of
an excellent baritone, he knew the human voice intimately. My
parents set out 1o write the most singable translations they could.
Singability is paramount, as you know; Edward Dent’s Fleder-
maus reads as wonderfully witty verse, but it sounds clumsy
when sung. Lines about life being riper when the Heidseick is
Piper are best left on the printed page.

Opera Eum of course, are as underrated as song
lyricists. Where is our film about Da Ponte who, 1 am told,
ended up bootlegging in New Jersey because Columbia Univer-
sity didn't pay him enough to live on? As for opera translators,
mnsmmmmmm;ommms

to prove that translation was an art, not a business. Iromically,
one of their last translations before my father died was Salieri’s

1 am writing to congratulate you on Jazz Black and White. In
these days of thought police and bullies, it
takes real courage to write as you have. How refreshing it is to
read an essay based on reasonable discourse.

1 was reminded of an exchange (hardly a meeting of minds)
with Stanley Dance in 1988 in the pages of the Journal of the
International Association of Jazz Record Collectors. Dance had,
in criticizing an article (not mine) which had suggested that jazz
had benefitted from both black and white participation, dogmati-
cally stated that white jazz musicians bad contributed exactly

zilch to jazz.
Norman P. Gentieu, Philadelphia, Pennsylvania

It's a tragedy the way things have gone.

Terry Gibbs was the first one — at least fifteen years ago — to
puuhpm&:ﬁmhmmmdh White
jazz musicians traditionally, with no exceptions that 1 know of,
have worshipped their black peers and 1 know there was real
affection, on the part of many black musicians, for their talented
white friends, in and out of the business.

Perhaps the worst thing about racism is its stupidity —
blaming all the members of a particular social group for offenses
mw.mmumhummx
the offenders are in the

Even if ninety percent mm“'&nﬂhi
would still be idiotic to attack the ten percent that were inno-
cent. The point obviously applies at all 360 degrees of the moral

compass. Anger should always be dicected at specific targets.
Steve Allen, Sherman Oaks, California

Now that you've printed the events of that dreadful night at
mmmhmmﬁhmmxaﬁ

to clarify,
'i‘hehudmc-lbtuk. 1 left the band room and returned

to hear Wynton say, * . . . and all those white cats like Phil
Woodsm:lltbcpm!' 1 had heard Wynton at the North
Sea Festival the previous year (1981, I believe) and at the
wm:mwwmmmﬁ 1 was
, which, 1 assumed,
was no musician
Mmrﬁohdmhadmmmm
I was raised in an exceptional family and didn't discover
racism until I was ten or eleven, having grown up in a tolerant
neighborhood on the Lower East Side of Manhattan. 1 thought
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Benny Carter rehearsing an all-star band at the Monk Competition. Back row
left: Al Grey, Jon Faddis and Clark Terry; front row: Phil Woods, Josh Redma
and Illinois Jacquet. Not pictured are T.S. Monk Jr., Christian McBride, and
Herbie Hancock.

| THE THELONIOUS MONK COMPETITION
Kennedy Center, Washington D.C.

Washington, D.C.—November’s Thelonious Monk Institute of Jazz o
#J"""‘“”"'m phnhumd oy 1 b
weare competi composers. A newly comn

| sioned work was introduced by Benny Carter.

Only an artist as respected as Carter could have assembled a band

| which almost every mamber has been a leader in his own right: Phil Woo

Illinois Joshua Redman, Clark Terry, Jon Faddis, Al Grey, Her
Hancock, MeBride, and, on drums, Thelonious Monk, Jr. {chi
man of the Monk Institute). Carter let his musicians stretch out, produc
meo!&om%mtbw.

Despite its title—"Time To Lest We Forget,"— Carter's cg
position was cheerful, played at a moderate tempo. His own alto was be

tifully inventive as ever.
Earlier, three piano finalists played to the packed house, which inch
ed the board gﬁ H Hancock, Marian MecPartland, Man
Roberts, Doroth Muhal Richard Abrams, and Dave Brube
They awarded smoaonm;mzem Jacky Terrasson, 27, an eclec
soloist who found new avenues down which to steer “Donna Lee” ¢
| “You Den’t Know What Love Is.” Born in Berlin and raised in Pa
| Terrasson has toured and Japan but is almost unknown in the L
| He was heard on a recent album by Arthur Taylor’s Wailers. The prestige

this victory will no doubt land him a recording contract, as it did for s1
| previous winners as Joshua Redman, Ryan Kisor and Marcus Roberts (¢
| of the evening’s few low points was a heavy-fisted, surprisingly soull
| quasi-blues solo by Roberts.)

Second went to Peter Martin, 24, who has worked with Be

Whitfield and others; his performance, in my opinion, v
[ ve than Terrasson’s. The $3,000 third place prize y
given to Ed Simon, 23, of Candon, Venezuela, who has wi with Bot
| Hutcherson and Paquito D'Rivera.

The winner of the composer’s competition, Patrick Zimmerli (he cc
peted here two vears ago in a sax contest), performed “The Paw"” wit
Hinsmmblingthatleﬁofuswmhuw

| judges could have made this award.

The Monk Institute is continuing to d its scope. Present pli
inc}udeacoope!'sﬂonvﬂththsﬂwﬂn Conservatory that will ena

sptd? musicians to study, starting in the fall of 1995, w
the world‘s leading jazzmen. Thelonious Menk, Sr., who died
1982, would certainly be proud of what hissonhuacmmplinhod

JaxzTimes M arch 1 994
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'His Sound of Music Is an ‘Electronic Encyclopedia’

|
-

a Famed bandleader
of 405, lso noted for
a bevy of beautiful
wives, plans to
enconipass entire
history of jazz in
computerized project.

By LEONARD FEATHER

SPECIAL TO THE TIMIES

sary of not playing music, is
busy as he has ever been,
with a marked differenge. In
silence of his lonely room, he Is
free of the autograph hungrs
fans, far from the

fame that drove him i disgust
and disillusionment from the
business that made him rich and
famous.

Shaw today i primarily a writ-
er, simultaneously involved in
three undertakings—first, a mas+
sive venture to be known as “The
Electronic Encyclopedia of Re-
corded Jazz.,” completion of
which he predicts will take at
least five years; second. hif -

ion of the relssue of record-
ings on which he played in the
late 1940s. and third, continuing
work on a trilogy, “The Educa-
tion of Albie Snow,” supposedly 2
work of fiction, although he won't

in 1954 and, of course, the mar-
riages, which enabled Lané
Turner, Ava Gardner, Doris Dow
ling, Evelyn Keyes el al, at on
time or another, to call them
selves Mrs. Shaw.

HELENA PASQUARELLA / For The Times

Artie Shaw, at his Newbury Park home. Bandleader retired in 1939, went back to work the next year.

Albie up at age 15, at a lake in
Wisconsin" ), and his aim at fame.
“Part I1.” Shaw said, “will cov-
er the period of the big successes,
up to the end of World War 1. A
Iot of that ground was covered in
“The Trouble With Cinderella*"
(This openly autobiographical
book was published in 1952.)

Currently, Be is working on
Part 111, which he said “deals
with the difficultiss that go with
success, with my dislike of celeb-
rity and 3!l the b.s. that went with
it I became a celebrity in spite of

lifestyle that made some sense 10
me.
“The ending, though, will be
strictly fietion, projecting a dra-
matic view of what could have
been the truth. 1 have to iry to
winnow it down—there’s so much
involved here—it's not just music:
it’s books, it's science, it's sex. iU's
painting, it's a guy swallowing up
the arts trying to find out what

life s all about.™

Despite the all-encompassing
interests of Albie/Artie, his in-
terest in jazz and its propagation
has never flagged, as his “Elec-
tranic Encyclopedia of Recorded
Jazz" makes clear. “It will be
designed,” Shaw said, “as a com-
puterized, user-friendly compen-
dium of information accessible
through all the digital domain,
There'll be histories, biographies,
photographs, films, videos and, of
course, the music itself, all avail-
abie through CD-ROM or any
other present or future acces

any more
gurihe bread
we'll have the'

tions and commentary by the
most authoritative, scholarly

we can find. I'll be in-
volved as a steerer, chairing an
advisory board with people like
John Lewis, Whitney Balliett,
tland, Phil Woods, Joe Willlams,
Quincy Jones. Nobody who hasn't
had a real history in jazz should

‘be on the letterhead

“*We'll wind up with an author-
itative research foundation, with
a scholarly commitiee lo dig up
material —the piano rolls, the re-
cords and tapes, whatever. We'll
have the most important peaple
still around as speakers, and we'll
deal with the subject by decades;
for the 1920s, we can do it every
five years, but for the later dec-
ades, we'll need to do it every one
vear o cover all the changes ™

Shaw's original plan called
simply for the use of LPs, but the
new technologies such as CD-

with whoever's around,” he said,
“and for those who sre gone—
people like Duke Ellington and
Louls Armstrong—we'll quote
from their books and early inter-
view). '

he germ of Shaw’y plan has s
origins in & meeting 25 years
ago with a friend who, though not
actively involved in jazz, had
been asked to doa seminar on the
subject
*“It was supposed to be one of a
bunch of seminars on American
folk art. Well, of course, jazz Is
not a folk art any more; it sturted
with the Bessie Smiths and the
Bunk Johnsons, but today it
very sophisticated. You have o
understand the structure Lhe
chorda, the meter; you've go o
ligten quite a few times, 10 really
know what's going on. But any-
how, they toid him to do it hw
OWT Way.
“He showed up on the appoint -
with 3 record player
2 box of LPs. He said: "Ladies

gentlemen, jasx is essentially
pre-verbal experience, so the

" He put on one

record after another, thanked
night and jeft.

record lecture |

! Listen’! That's all

is! By the zame oken, if you

talk about painting—

look! Sure, you can ask some
questions afterward, but first

“T've often thought about that.

run through December, 1899,
Phase IV, the delivery and distri-
with

-
0
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'”‘"'l.‘"! isa't any g in the
{ew Tork area o ke the
Lione! Mampion Jalz Festival
Puic each yearin Mascow, 1dahe.

Theres howld be.

T ¢ thousand adults and
youiL: trom across the Northwest
converged in this tsalated Eeliags
town {51 2 lowrday ¢elobration of
jaee thar “lended antertainment
ad rduecs Ip & unique way.

Fron ¢ 5 m. 1o midnight, svery-

«4 In the huge Hikbes
L it o worid-class musl-
Clume Tn the dayiimayThe
yout! clasargpoms al the
;.fnlu". y

famptcn B
warif?. ;3 wih ~Those
worid<lan mustelans

"Ith won of everwhelming.
Whea you ses all these legends.
6? don’t kngw how Lo feel” sald

be  Asgerill, & -yoar-old
drum = 4r vho lraveled 10 hours
By it from his town of Whits
Rock, Caraga. "Its also &
for kide 'o win lastrumen

schiolarnhips,” he added nasting
that studen!s from hie cumn Seny- |

ahmoo Escpndary Scheo! “ad
Gome Juat 1 hal

For a New York-teged
featival attorded 2
tame nuotable tals
ApoeAr inthe Ear' sugh as irum-
peters Fete and Cor - Condoll and
the sxirnordingrily Muent ok

it thp
0, M1

its who rarcly

bonis BUl Warrous, trop Callfsr
nia, and a Prerch horn ay..r .

boautiful
from

3 244 musl-
nly meein
: Roney

seasing an sxception
tond, Arlidy Bhinigper,
Moscow, Kussia

It was 8 chanoe, to
chng you =~ ! 2t gon
New Lork s \
or Lew. 9
roles of hig

y sachery.
No concert

* has oul

Mo has beass avierywl
ming with the likes
DRivera, James s
Della Faese, exhorting (he crowd
A emced ("Now we're goirg to

ve you some musie you've never

Aeard before ..."), and earning |

the st*ongest ovali ong, leading iy
New Yori-bespd t'y band through
& pergecusly mael
A ri

Sing Sing."

bops t

Idahs’y ‘ Licnel |
t ot Music lor
same |

RaRce 1O e |
coailiar

¢ “Lover" and |

l;‘ratriu‘l; rhythmie “Bing |

f

Lionel Hompton fest
mixes entertainment

and music education

Harfipieh dadicd{ed The toRoert
te Lonired guest Loomard Peath-
or, Amaorios s mos! rospected Javy
eritle, now celebrating his 80th
aar o the business. Hamplon
alled Feathor as “the guy who's
dane more for fa musiciana
than body 1 % w, the &ne
who's advocated
HUng together regace  « of race,
gread or color. Laoma
for all of ua™

In hls remarks on posels herg,
Feathor has pulled no punghes, 4l
ther

S
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famed fesz photo as & means of |
geiting Inte much grogt musle |
angd warm  reminiscence. Al |
ihough not I?uiu fAnirhed {Trs |
tary). ity ¥ Impreasive, }
i Every motel within ar Nour of
Sloscow was peoked o7 for thin
[ fasliva) — with somae c«sorung
ey alrcady received ro ot rape |
| ervalions for ihe next ‘hrec oOF
| four yoars, And no wor ‘er. Whoe
wver dreamad up th s M o of come
sl JARE #nle r alime nd if.
siruction on 80 grand & scal: de |
| served commendation. The con- l
| osptinworth copying back East. |
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in pecaliing prejudice |

againat black musicians that ke
condemned In pant
condamnin. whal ke ‘=¢le to M

Ars, or In |

“revirse reclsm” pracliced at

v Lingoin Center totay,

Ha notod that in elght youre of |

presenting “Classical Jass at Lin
oin Center™ congerts, Wynton
raalis has yei to salute 8 vhite
Feather sntd Maraatls was
r rming “a roal disarvice to
&Ex” by foslering divisicne along
PR UM
The fgatival has also )
gile of one Jams MNlm's “weorld
remlem' = & work In progren
y Jean Bach, which uses one
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Leonard Feather’s

news from America

The Brits Are Coming

hree of the jazz world’s most
Beitish-born stars,
Geomge Shearing, Cleo laine and
John Dankworth, will join lorces in
concent at Camegie Hall, New York
City on June Z5th, the second day of
the annual JVC Jazz Festival. Laine
and Dankworth
signed for a series of dates in tandem
with the Mercer Fllington Orchestra,
and will record Cleo's latest album
with the Ellington Band during a 10-
day say in New York this August.

lamous

have also been

Lush Soundtrack
ush Life. a movie made for welevi-
n and shown recently on the
Showtime Channel, has an
admirable jazz soundirack in which
the late Boh Cooper recorded the
sounds for Jeff Goldblum, who plays
a saxophonist, and Chuck Findley
does the trumpet work for Forest
Whitaker, who plays his trumpeter
friend. Whitaker played the award-
winning role of Charlie Parker in the
monvie Bird Also featured in Lush
Life (which, oddly, does not make
any use of the tide tune) is Kathy
Baker, playing a singer whose voice
was dubbed by Sue Raney. Lennie
Nichaus. who wrote the score for
Bird. composed and supervised all
Lush Life, which
many standards by
Thelonious Monk, Freddie Hubbard,

and Sonny Rollins

the music for

includes

Going Gold
ionel Hampion will reorganise
his Golden Men of Jazz 1o appear
June 18th at the 16th Annual Playboy
Jazz Festival. With him will be Louie
Bellson, Junior Mance, Al Grey,
Pete Candoli and
On the same show
will be Wynton Marsalis, Spyro Gyra,

Sweets Edison,
Benny Golson

Earl Klugh, the Family Laws (Hubert,
Ronnie, Eloise and Debm), Ramsey
Joshua Redman, Fourth
World, and Cassandra Wilson. The
June 19th line-up, running for eight
and a half hours, will incude the
David Sanborn Group, Tito Puente’s

Lewis,

Latin All Stars featuring Mongo
Santamaria, Hilton Ruiz and others,
Joe Williams, Pete Fountain, the
Elvin Jones Jazz Machine, King
Sunny Ade, the Coumt Basie
Orchestra (directed by Frank Foster),
the Marcus Robents Trio and Russell
Malone.

Joe Pass

here are few musicians of whom

it can be safd that they cannot be
replace. t,uii.'lml Joe Pass, who
died May 23rd, was one such.

His was a career in two sharply
separated halves. His first decade
was 2 maze of problems, drug addic-
tion and incarceration keeping him
from achieving the recognition he
deserved. The wmming poini came
with a record he made during a sty
at Synanon, the detox centre, in
1961, Soon after, his life straightened
out, and he became a figure who
was welcomed both in the recording
studios and in the jazz dubs.

The impresario Norman Granz
discovered him in 1972; from then
on he was ubiquitous, gmduating
from clubs 10 concert halls, record-
ing as a vinual member of the Granz
jzz family on Pablo records. Solo

albums, duets with Ella Fizgerald,
dates with Oscar Peterson, live per-
formances at Montreaux and other
festivals, followed one anather in
such profusion that by the end of the
80s he was the most recorded gui-
tarist in juxz history, and arguably the
most gifted

If he at times seemed withdrawn,
somewhat inrovernied, his personali-
ty still flashes of ironic
humousr. His modesty was such that
he once said of his pannership with
Flla Fizgerald ~Although she’s so
relaxed and easy 1o play for | feel
nervous, out of place with her - |
mean, she's a legend, like Louis

showed

Armstrong. She's pant of history.”
So 0o, now, is Joseph Anthony
Passalaqua

Double Deal

erbie Hancock has signed a
H unique recording deal that will
contract him o two labels: he will
make albums for Mercury with his
more pop-orientted music, and
upe his more jazz-directed works for
the Verve label.
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JAZZ

Give a Listen to Nnenna Freelon’s Lyrics

Nnencs Freelost, 2 singer who
keepe gritng belier, ampioys not
anly words byt @ variety of soureds
an her reremt album, which loads
off thes growp of new releases

L & &4

Cobumding

Everyihing comes tlogether
here. Though singer Freelon's
mound and sivie are the dominan
forces, she contribules lyrics
and/or music to several of Lhe
songy, most of which are unfamil-
iar

Basically, this is 3 smali-group
nesmion; however, here and ihere,
invaluably supporiive arrange-
ments were contributed by RBill
Fischer., It 5 a pleasure to Bear
lyrics added 10 Bobby Hutcher-
pon's “Li B's Poem” amad MeCoy

‘s “Baliad for Alsha™ Free-
lon alse wrote lyrics for Wayne
Shorter’s "Song of [ilent Fool-
priots

There are several wordlems pas-
sages, mostly of Lhe pon-scal vaz -
ety Jon Lucien makes a couple of
Buest appearances. A Jesser-
known Ellington tune, A Hundred
Dreams From Now,” i= yet another
delight. Finally, whe can resist
another version of Kurt Weill's
"Lowt inn the Stars™

—Leonard Feather

-

high-quality easy-listening jazz
with lempos relaved and solce
reflectung the melodies of songs.

A man who knows how to deliv-
er a melody with feeling, Washing-
ton i5 In good company here. The
vehicles—"When 1 Fall In Love"™
"Wature Boy," the title track,
Stevie Wonder's "Ovenjoyed” —are
firsl-rate, the arrangements by
Larry Willis and Slide Hamptlon
just-so

Then there's the elegant rhythm
team of Hank Jones {(piane),
Gegrge Mraz (bass) and Billy Hart
(drums) that gives the leader
plush support, making hisn sound
Just at homie here a8 he would in his
el jaze/funk reatm.

Washington offers delicious so-
prano sax fines on the bossa nova
“E Preciso Perdoar.” on the title
track and on “Estate,” while his
gritty tenor sax tones bounce with
itfe on a vamp on “Nature Boy."
Freddie Cole (Nat's brother) adds
three tasteful vocals, and W wined
by Jeanie Bryson on a fourth, Bath
brassman Eddie Henderson and
pianist Jones deliver solos that
extde warmth, energy and musi-
callty —Zan Stewert

* Ry
CECILIA COLEMAN QUINTET

“Young and Foolish"
Resurgent Music
Cecilla Coleman i3 & competent
planist with a ."':J!."."" individual
voloe quiel. sincere and to-the.
point. Her tnderstated improvisa-
tional style, al once gshyly romantic
and revealingly sensitive, is ac-
cented by an equally spare mode of
accompaniment. Her sidemen on
this eight-cut disc do little Lo vary
the reserved mood. working in

emotional tones best d
well-adjusted rather | $
The group, especially trumpeter
Steve Huffsteter, shows refined
be-bop tastes on “Howuse of Cards,”
and tenor saxophonist Andy Suguin
generates a bit of steam during Lthe
title tune. But there’s a certain
blandness to the program as the
quintet sails along on an even keel
with nary a stormy moment
Caleman, the composer is equal-
Iy reserved (six of the tunes are
hers), with “Slippin’ ” standing out
for its melodic pleassnines. But
someons shouid give Coleman a
good pinch “Young and Foolish”
shows too much ¢ool. and not
enough heat. -~ Bill Kohlhaase

In Brief

& % %%, James Newton, '‘Suite for
Frida Kahlo,™ Audioquesi. Perenni-
al poll-winning fiutist Newton em-
phasizes his compositional side on
his first release in four vears. The
title suite, inspired by four of the
famed Mexican artist's paintings,
creates absorbing mood swingt by
blending the tone colors of an
unusual eight-plece ensemble
(flute, trombones, bassoon. reeds
and rhythm section) with ocea-
sional dashes’ of jazz swing end
tempo shifts 4 la Mingus, Else.
where, Newton doesn't neglect his
playing, soaring and swooping over
the changes on the ballad “The

i)-“-- 1“ Elh "i--l“""'"'i'"'ﬁ” 1

trombonist George Lewis in some
formidable free improvising in “El-
iptical.” —Don Snowden

Albums are rated on a scale of one
atar (poor), two starz (fair), three

LISTINGS

hotiand Highway, Maliby (818) 789.7868 1
pm.). “Back to Blues & Jazz Festival ©
Kevin Toney, Dave Koz, others (LA 2 ia
carle, Veterzn Ave 2t Wikhire Bivd,
Westwood, (310) 985-9839, noon )

Johe Best. Abe Most. ethers (Jaz Forum,
Sherwton Hotel, 8101 W. Century Bivd.
(3100 477955 L pm).

.+ West Hollywoad,
53,50 pm. ). Free

SALSA LA, '94
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JAZZ SPOTLIGHT

John Scofield’s Brainy Blues

ok ok

Blwr Note

In Scofield’s first band re-
cording since saxman Joe Lov-
ano lefl his employ last year,
the guitarist presenis his new
quartet and re-explores the
brainy. appealing blues-R&B
turf he called home on several
albums in the late "70s and
early Sis

With bassist Dennis Irwin
and drummer Bill Stewart still
on hand, and Larry Goldings
(on both planc and organ)
replacing Lovano, Scofield has
a8 flexible unit that can be
muscular one moment, blues-
soaked the next. and gutsy yet
highbrow the next.

Again, it's the leader's array
of sounds that grab our ears.
He can offer honey-colored
moans, as on “Checkersd
Past.” which is cozingly slow,
and he can deliver charged
notes that seem o cause sparks
to spray from his amp, as on
“T'li Take Les.” Stringing these
notes together intg chains, he
tells stories that at times havea

PATT] FERRET
SONIC SPARKS: Scofield un-
leashes an array of sounds.

rivelng urgency and al others
convey & warming calm

Rhythms ramble from
chunky back-beats o undu-
[ating New Orleans’ second-
line funk, set in motion by
Stewart and Irwin. On several
cuts, saxman Eddie Harris s on
board. his high-pitched tone
fitting just-so with Scafield’s,
and his solos bristling with a
laid-back bite. —Zan Stewar:

Albwms are rated on ¢ scale of
one par (poor) to four (excel-
lent)

saia soss: JOHNNY POLANCO CONJUNTO AMISTAD!

Revaess sens: §7.50, 13.50, 21.00, 36.00.
42.00
Tickers: (213) 480-3232
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JAZZ EXPRESS

SHADES OF CRITICISM

ynton Marsalis is the
central figure in 2
controversy that began
last yedr in New York after the
publication of the November issue
of Gene Lees’ monthly Jazzicner. In
an analysis of the currest racial
situation in pzz, Lees pointed ot
that the juzz programmes in New
York's Lincoln Center, with which
Marsalis is involved, have been
black
musicians, and that “nowhere in ten
years of interminable interviews and
anticles and pronouncements, does
Marsalis make a single mention of a
white zz musician”. Lee cites Bix
Beiderbecke, Frank Trumbauver, Bill
Evans, Gil Evans, Benny Goodman,
Jack Teagarden, Artie Shaw, loe
Venuti, Eddie Lang and many more
among
trumpeter has never devoted even a
wond, pro or con
Adding fuel 1o the fire was a
recent book by James Lincoln
Collier, Jaxz. The American Theme

devoted exclusively to

those 1w whom the

Song. In which the author was
critical of Marsalis (] doubt that
even his most impassioned fans
would put him in the class ol
Ammstrong and Parker™) and polnted
out that "a lot of young white
musicians are playing imporam
black
musicians no longer dominate the

rodes In shaping pzz wckay

music as l|'n'\_| have done in the
past”

This produced a very angry
response from Marsalis, under
whose by-line a letter appeared in
the New York Times, violently
anacking Collier for his alleged
ignorance of the realities of azz A
rebuttal by Collier will be published
shoetly; meanwhile, several readers
have written to Gene
congratulating him on exposing
Marsalis” alleged maial bias

Marsalis has also been under
fire for what Down Beat called “age
discrimination, stylistic paroch-
talism, bigotry and croneyism® in his
association with the Lincoln Center
repertory

Lees

orchestra, which is
headed by pianist Marcus Roberts,
his close friend

Same observers feel that the
statements and actions by Marsalis
may be driving a wedge between
black and white musicians, possibly
negating some of the interracial
goodwill that had long been garining
ground In pzz crdes.

Above Wynton Marsalts at the Nice Festval photo by Tim Moton
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IN THE LIMELIGHT

he A6th Annual Grammy
Nominations, announced
in carly January, offered

the usual mixture of pop, rock,
rap and other categories, with
very little space devoted 10 fazz
Perhaps not surprisingly, the Jazz
Artist of the Year, according 10
the Recording Academy's volers,
was Kenny G. for Breatbless

In the jazz category lor Best
Contemporary Instrumental
Performance. the nominces were
Chick Corea Elektric Band 11,
Paint the World; Fourplay,
Between the Sheets; Pa1 Metheny
Group, The Road To You, john
Patitucci, Another World Yellow
Jackets, Libe a River

Best Jazz Vocal Performance
Ernestine Anderson, Now and
Then; Nataliec Cole, Tabe a Look,
Shirley Horn, Light Out Of
Darkness, Bobby McFerrin The
Pink Panther Theme' (from Som of
the Pink Pantbery, Bobby Short,
That Music {with the
Alden-Barrent Quintet)

Swing

Best Large Jazz Ensemble
Performance (all albums): Miles
Miles
and Quincy Live at Montreux:.
GRP All-Star Big Band, Tom Scotr,
Dave Grusin presents GRP All-
Star Big Band Live, Jimmy Heath,
Little Man, Big Band; Rob
McConnel and the Boss Brass,
Our 25th Year. Johnny Otis and
his Orchestra, Spirit of the Black
Tervitory Bands

Davis and Quincy Jones

Jazz names were scattered in
various other categories but
dominated the Best Instrumental
Composition category, with Dave
Brubeck, Lyle Mays, Chick Corea,
Kenny G and Pat Metheny. Dave
Grusin appeared again for his
Jurassic Park album as Best
Composition for Movies or TV.
Ray Charles was nominated in the
Hest Male R&B Vocal category

The winners will soon be
announced and the honours
handed out in March at New York
City's Radio Music Hall
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v Creatures of
the Mangrove

and The Little
Mermaid

YIDEDJD

BACK IN TIME: the adventures of a prehistoric
boy, a vintage buggy, and a girl who loolks into her
mother’s past. (All revieses by Kenneth M. Chawko,)

AGES 2 TO &5

BRUM (1994, Random House, unrated) Thomas
the Tank Engine had better watch his caboose: This
charming British import, now debuting Stateside
with four episodes, will surely tickle young road
warriors. The comical adventures follow a little yel-
low, 1920s-style buggy that tootles around town
helping little lost girls and foiling bank robbers, B+

THE BEST OF ELMO (1994, Rondom Howse, unrat-
&d) A paper-thin plot serves to introduce 11 stan-
dards by the irrepressible, furry Sesame Street
character, including “Seven Goldfish™ and the win-
some duet with Ernie, “One Fine Face.” A solid

*LITTLE RASCALS"'

Rascals, to compare notes,

& What do kids get from watching these
comedies?

Cooper: That you could make it through
the tough times if you had friends you
could count on. And brother, those were
tough times.

Halk: [That ] the Rascals can have fun—and
without hurting anyone.

@ How do you see the Little Raseals char-
acters as eventual groson-ups?

Cooper: In those days, in that time, if a
camera were to have stayed on them an-
other 10 years, they'd have been boy
heroes out of World War I1. Not all of
them would have come home alive, [Af-
ter] World War 11, they would somehow

earn their way through college and be- snrimp scamps:
come somebody. Darla—if she hadn't be-  Coopen circa 1830 (top;
come a Rosie the Riveter—would've gone  Hall in 1994's Rascals

into the serviee as a WAC or WAVE.

THEN AND NOW

That Old ‘Gang’ of Theirs

THEY'VE BEEN getting themselves into trouble since 1022,
when Our Gang debuted in silent movie shorts. We asked actor-
director Jackie Cooper, 71, a Gang member from 1629 to 1931,
and Bug Hall, who plays Alfalfa in the new feature, The Little

BOY MEETS G/RL: Austin 0Brien (right) with Chiumsky

Muppet effort, although a few of the best songs
also appear on the top-noteh 1991 Elmo’s Sing-
Along Guessing Game. B

AGES 5 TO 9

THE WONDERFUL WORLD OF WOOLEYCAT (199, [hscor-
ery, unrated) Wooleyeat—a feline with a hat col-
lection who speaks in rhyme—
borrows heavily from Dr. Seuss
(talk about a copyeat!). But chil-
dren’s musician Dennis Hysom
manages to overcome the lack
of originality with peppy deliv-
ery as he leads three children
through a passel of freshly re-
worked traditional songs and
nursery rhymes. B

AERAn L

CRO (1994, Republic, unrated)
An 11-year-ald Cro-Magnon bay
matches wits with woolly mam-
moths and mixes it up with Ne-
anderthals. Although done in
Saturday-morning-cartoon for-
mat, the three episodes of this
TV series now on tape cleverly
teach science and technology to
youngsters—in between slap-
stick moments, of course, B+

AGES 9 AND UP

MY GIRL 2 (1994, Columbia Tvi-
Star, PG) Neurotic little Vada
(Anna Chlumsky) returns, this
time setting off on an investi-
gation into her mother’s past.
Blending comedy with poigmant
drama while charting the growth

Hall: They’re all gonna have & good career and they're gonna be
very smart from their Rascal mistakes, They'll probably go to

college and stuff like that, —FL

of a truly three-dimensional 13-
year-old, My Girl 2is a rarity: a
sequel that logically advances
the story rather than evnically
remaking the original. »
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will show
quartet. )
some cutting-
says. “The
the Charlie
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the much-praised
Biack/Note Quintet, David San-
chez and Terence Blanchard. Sing-
er Nnenna Freelon, planist Jessica
Williame and her trio and the

festival, however, have not
chmqed. A "Statement of
" in the 1958

emmﬁmfmw—f
thntrnbyha.—bueﬂ;amm Billy
Childe—an extension of a tradition |

| by Jimmy Giuffre, John Lewis and |
gﬂﬁu Schuller in 1959, Jon |
Hendricks' “Evolution of the |

"Thm'tmqumm&";
Jackson says, “Monterey Isamag-|
net. It's a place people want to go. ||
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Don Heckman i a frequent con- ||
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NEW RELEASES

Palmieri Takes New Route
With Help From Friends

““Funky Gene’s,”” Concord Jazz.
Here are four master chefs who
cook as one. Blessed with a long
collective track record, planist
Harris warks tightly with the ad-
mirable guitarist Ron Bschete, Lu-
ther Hughes on bass and Paul
Humphrey, There are a couple of
agreeable ballads, but the aceent is
on blues: a blues for Basie, a blues
by Basie, “Ahmad'’s Blues,” Harris
always knows the exact tempo for
each tune: “Nice and Easy" couid
well have been the title track.
—Leonard Faather

k& BARBARA CARROLL, “This
Love of Mine,”” DRG. This may well
be the best rounded portrait of
Carroll. Her plano s gentle and
graceful, whether accompanied or
solo ("Some Other Time"), Her
voice, cool and casual. does justice
to Arthur Hamilton's “Rain Some-
tme,” Cy Coleman's “On Second
Thought" and the Rodgers-Hart
“Why Can't 12" Asa camposer she
offers a charming waltz, “In Some
Other World” and the

Albums are rated on a scale of one
star (poor), twe stars (fair), three
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