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RAY GHARLES

Judging from the evidence, the safest way
to go about becoming a successful singer
15 to learn an instrument first. Louis Arm-
strong and Jack Teagarden are only two
of many examples in jazz of the way in
which an instrumental technique helps to
fashion the shape of a vocal style. Nor is
this surprising. The singer who attempts to
lend a jazz flavour to his work approaches
the task in exactly the same way as an
instrumentalist, or at least he should do.
He is trying to mould somebody else’s raw
malerial, the song, into the contours of his
own musical personality, and to do this. he
has either to be born with a one-in-ten-
million gift for understanding instinctively
the movements of chords whose names he
does not even know, or he has to have
equipped himself with the background of
improvising experience which only an in-
strumentalist can acquire. There are the
exceptions, of course. Billie Holiday could
play no instrument but her own incredible
temperament, but then, she was a true
phenomenon which nobody else can afford
to copy. There is also James Rushing, but
then even that great blues shouter spent the
early, comparatively slim days of his youth
as pianist with a travelling show.

programme notes by BENNY GREEN

Because singing in the jazz idiom requires
this kind of background, very few people
ever master the art. If we were to make a
short list of all the really effective artists
on each instrument since the emergence of
jazz, the list of singers would be the shortest
of all. Apart from the traditional blues
shouters, almost all the truly important
singers from Armstrong and Fats Waller to
Teagarden and Nat Cole, have been masters
of some keyboard or another, and it is to
the younger instrumentalist that we usually
have to look in order to find the new vocal
talent. The fact that in the beginning, and
sometimes right through to the end, vocal
performance is a sideline in the instru-
mentalist’'s career is beside the point. Even
if Armstrong and Teagarden had not been
devoted to their singing. regarding it as a
form of musical relaxation, we should still
treasure the results.

It is to this long and honoured tradition of
the player-singer that Ray Charles belongs.
Indeed, it is quite impossible to separate
the musician in Charles from the singer, so
interwoven have the strands become. At
various stages of his career he has been
regarded primarily as a pianist, then as a

singer and later as a songwriter. However,
because -these activities are really part of
the same thing, it would be unwise to make
too much of these three compartments.
Basically Charles is a musician who has ex-
tended the musician’s activity beyond the
usual scope. But when we hear him sing,
or listen to one of his songs interpreted
either by himself or by somebody else, we
would be wise to keep in our mind’s eye
the image of the pianist responsible for the
music.

Any doubts that Charles should be regarded
first as a musician are very effectively dis-
pelled by the realisation that this is how
Charles regards himself. In any reported
statements he has made about his work. the
theme of jazz and the names of jazz musi-
cians loom large. Most singers asked to
name their favourite artists would produce
a roll-call of rival singers. Charles, on the
contrary, talks of the great pianists of jazz.
and one in particular, as we shall see. The
list of his favourite men in jazz may seem
a little surprising in terms of style and ap-
proach, knowing what we do of Charles’
own style and approach. but from the view-
point of innate ability. the choices Charles
has made are unimpeachable.









He was born in the small town of Albany,
Georgia (population 55,000), and in early
childhood suffered the accident which made
him blind. Soon after this tragic incident,
his family moved out to Florida and it was
here that he received his first elementary
cducation. at the St. Augustine School for
the Blind. At St. Augustine’s his teachers
were perceptive enough to take note of his
instinctive gift for music, and he was lucky
enough to pick up the rudimentary know-
ledge which was later to serve as the basis
of his professional life. His progress must
have been very rapid indeed, and at an age
when most schoolboys are still worrying
about how to avoid doing their homework,
Charles was already earning money from
music. He received his first wages as a
musician when he was fifteen years old.
doing gigs in local halls and clubs. At this
stage the second of the two tragedies struck
him. He found himself orphaned. which
meant that his music was now, not only the
possible hint of a career. but the sole means
at his disposal to feed himself and keep
himself alive. Charles later remarked that
he realised that all that stood between him
and a wretched existence with a tin cup
was his love of and flair for music. He now
proceeded to fight for his life in a most
resourceful and persistent way.

Musicians as young as Charles was at this
time are essentially copyists. Their own per-
sonalities not yet fully formed, they are
obliged to seek for models among the estab-
lished players, and it is when we come to
examine Charles’ early inspiration that we
get the first of our surprises. The name
concerned is that of Nat ‘King® Cole.
There can be no doubt about this for the
excellent reason that Charles himself is most
emphatic about it. Cole was his first and
best-loved hero, at which point we should
ask ourselves why this choice should be
surprising at all?

The answer lies in the great contradiction,
at least on the surface, between Cole’s style
and the sound we have come to associate
with Charles. Cole was always the epitome
of smoothness. His silky vocal tones skated
over the surface of the melody with a finesse
so fine that eventually he drifted out of the
jazz orbit altogether. Charles. on the other
hand. preserves in his singing the raw cut-
ting edge of realism. Where Cole went for
a gentle. persuasive brand of singing,
Charles has always preferred to be a rough
vocal diamond. using the impurities of
voice, the growls and the slurs, as deliberate
dramatic effects. And yet Cole was the
prime mover in the process which animated
Charles into becoming a singer at all. One
can only conclude, therefore, that the simi-
larities between Cole and Charles outweigh

the contradictions, so we would be well
advised to try to discover what those simi-
larities are.

The first thing to remember is that at the
time he was so impressed by Cole's work,
Charles was not a singer but a pianist-
singer. This is a vital distinction, because
the most important aspect of technique
which every singer-pianist has to work out
is how to arrive at a point of balance be-
tween vocal and instrumental performance.
The art of accompaniment is probably the
most underrated in all popular music. When
done well it sounds simplicity itself, and yet
no art could be more difficult to master.
Here. I think, is the first reason why a
player like Cole would appeal so strongly
to an apprentice like the fifteen-year-old
Charles. Cole, perhaps more than anyone
of his generation. hit off the perfect com-
promise. in his trio. between the singer and
the pianist. The balance was perfect. and
anyone who wanted to follow the dual path
could do a lot worse than examine Cole’s
methods.

The other point worth taking into con-
sideration is that at the time Charles seized
on the figure of Cole as the focal point of
his inspiration, the latter was much more
of a jazz figure than he later became.
Before he launched out on his so successful
career as a commercial ballad singer, Cole
was much more highly respected as a jazz
pianist than some people realise today.
Inside the jazz world he was indeed rated
as one of the very best practitioners of the
right-hand razzle-dazzle pioneered by Earl
Hines and later developed by Teddy Wilson.
Had he been born without any vocal chords,
Cole would have gone down as one of the
outstanding jazz pianists of the 1940s. Any
doubts on this scorc can be dispelled by
reference to the events of 1942, when Cole
went into a studio with the great Lester
Young and cut four sides, ‘] Can't Get
Started', ‘Tea For ‘Indiana’ and
‘Body And Soul’. Cole’s playing in this
exalted company was quite outstanding.

One further proof of Cole’s piano ability
can be found in a forgotten recording of
1947, when a group of pollwinning musi-
cians cut a side called ‘Sweet Lorraine’.
The group included Coleman Hawkins and
Johnny Hodges among others, and Cole’s
playing, particularly his four-bar modula-
tory phrase to usher in the vocalist, was a
model of wit and precision. This was one
of the last occasions on which Cole was
ever to perform exclusively as an instru-
mentalist, and the great irony is that the
vocalist he was accompanying was another
singer destined for great things. one Frank
Sinatra.

Two ',

But just as there is a great gulf between
Cole’s singing and Charles’, so there is a
like gulf between the piano playing of the
two men, and once again the difference is
texture. Where Cole was nimble and in-
genious, Charles has always been direct and
dramatic. At the risk of being accused of
resorting to jargon, of the two men Charles
is the one who sounds funky, or soulful, or
whatever other adjective one cares to use to
describe a direct emotional assault on the
sensibilities. But after all, the story of one
man copying another, only to emerge in the
fulness of time into an independent life, is
common enough in jazz, from Rex Stewart’s
worship of Louis Armstrong to Getz’s of
Lester Young. In time, Charles was to pass
through his Cole stage to find himself.

For the moment, though, Charles remained
faithful to his model. Two years after be-
ginning his professional career, he formed
his first group. He was still only seventeen
years old, and naturally he followed the
Cole formula and decided on a trio. In
fact when this original Ray Charles Trio
did its first professional engagements, in
Seattle, Washington, on a local television
network, many veteran jazz fans who hap-
pened to be viewing, detected marked simi-
larities between this unknown group and
the by now well-known style of the Nat
Cole trio. Those people who are interested
enough in this fascinating problem in influ-
ence and cross-influence may be well re-
warded by hunting out the very earliest
Charles recordings. The evidence of these
sides shows how close to the truth those
fans in Seattle, Washington, were, when
they claimed to detect overtones of Cole’s
work in Charles’ first group.

The trio format worked well for Charles in
his early years. He stayed with it for a
long time. waiting for the opportunity to
expand. but biding his time with no notice-
able show of impatience. Time was, of
course. on his side, and though the waiting
game seems in retrospect to have gone on
for a depressingly long period. we have to
remember how young Charles was when he
started. After all, he was still only twenty-
two years old when an opening occurred in
1954 which enabled him to form his first
large orchestra. Ironically, the chance arose
through factors not very closely connected
to Charles’ own ability. That excellent and
underrated singer, Ruth Brown, required a
big band background as an accompaniment,
and Charles formed his first large group
specifically for this.job. The Ruth Brown
episode worked very well indeed, so much
so that Charles managed to hold the group
together.

This was a considerable achievement, especi-
ally when we remember the musical climate






of the time, which was the same as our
own today in at least one aspect. the belief
that the day of the big band was over. But
the obstacles were not all surmounted yet.
The only road to real success was through
the recording studios, and at first there
appear to have been no takers. Not until
1957, three years after the formation of the
Charles band, did anybody venture to put
it on to a long-playing record. The results
were spectacular, to say the least.

In 1958, Downbeat magazine gave Charles
its ‘New Singer’ award, a bauble whose
title conveniently ignores the fact that by
the time it ended up on Charles’ mantel-
piece, this ‘new singer’ had been working
away for at least ten years. From 1958 can
be dated the start of the Charles inter-
national career proper, the success of several
more albums, the solo vocal hits, and above
all the spread of Charles songs through the
vocal fraternity generally. Today it would
be impossible to compute how much of his
music is being used by other singers, but
all his contemporaries keep a sharp eye out
for the kind of material they have learned
from experience he can produce.

Charles’ success in the last ten years has
taken a very unusual form indeed. He is

one of the very few current entertainers
whose work crosses the great divide between
jazz and popular music without enraging
the supporters of both sides. Louis Arm-
strong and Ella Fitzgerald spring imme-
diately to mind as others who have pulled
off this almost impossible trick, but Charles
is the most recent of this group to appear.
For this reason it is sometimes difficult to
know which platform to stand on when
trying to get an overall view of his output.
Is he a jazz musician who happens to have
appealed to the far wider non-specialist
audience? Or is he basically a popular
artist with jazz-tinged phrases colouring his
work? Probably the truth lies in the first
proposition, for it is certain that the quali-
ties which lend authenticity to his piano
playing are the same ones which have
caught the ear of a younger generation
which claims to care little for jazz. Those
qualities are an earthiness of approach and
a ruggedness of presentation. But in any
case, Charles the jazzman and Charles the
popular entertainer are one and the same.
as a glance at his music shows.

If T had to nominate one Charles composi-
tion to stand for all the others, it would
probably have to be ‘Halleluyah, [ Just

Love Him So’'. My reasons would be that
the song could only have been produced by
a musician saturated in jazz, and particu-
larly the blues, and that it has survived its
introduction by Charles to become a
standard theme. He originally wrote it to
fit his own vocal style. and indeed for a
time he alone sang it. Gradually. however,?
more and more other singers began to use
it, until today people have almost forgotten
its origins. ‘ Hualleluyvah ' is an interesting
piece because it has all the appeal needed
for popular success and yet is built on a
firm base of jazz thought. which is in a way
a definition of the man responsible for its
composition.

‘Halleluyah is one of those songs which
possesses that indefinable but instantly re-
cognisable quality which makes it harder
for a singer using it not to swing than to
swing. It has an invisible rhythmic dynamo
cunningly built into its structure, and this
explains its popularity with other singers as
well as with the general public. It has been
built by somebody with an instinctive feel
for the syncopated punctuation of jazz and
for the impact of jazz-orientated phrasing.
When an orchestrator is faced with it, he
finds that the tune practically phrases itself,

+



right down to the thythm stops and the
background figures. It is by no means the
stock output of a conventional songwriter,
but the special brand of song which only
the jazz performer could have conceived.
That is why it has all the hallmarks of the
Charles persona, and why I would select it
as representative of what is by now a vast
output.

There have, of course, been times, especially
in the earlier stages of the Charles career.
when the jazzman has dominated over the
entertainer. Fortunately enough of these
have been preserved on record to ensure
Charles® jazz reputation. One curious fact
emerges from this evidence. On those
albums where Charles has used himself ex-
clusively as a jazz pianist, with players like
Milt Jackson in particular, one can hear
very clearly that he gains his pianistic
effects, not through the possession of a re-
markable conventional technique, but be-
cause of the undiluted saltiness of his style.
Charles on such albums is taking jazz piano
back to an earlier emotional stage in its
development, when the rent parties of James
P. Johnson and the rest of that brilliant
school of Stride pianists were making the
instrument a device for creating rhythmic



effects not too sophisticated to have an
instant impact. To put it another way,
Charles the jazz pianist is an intuitive artist
rather than a technical master.

This brings us to yet another unpredictable
factor in his make-up, his preferences among
pianists. We have already noted the con-
trasts between his own work and that of his
first model, Nat Cole. Now the contrasts
are even greater, between his own piano
playing and that of his named influences.
The three names Charles nominated when
asked which pianists have impressed him
the most were Oscar Peterson, Art Tatum
and Bud Powell, perhaps the three greatest
technical virtuosi that jazz piano has ever
known. Peterson’s staggering command and
facility, Powell’s crystalline early modern
solos, above all Tatum’s incredible vir-
tuosity, are not the sort of virtues one would
imagine Charles would go for, and the con-
trast suggests that just possibly there was
a time, back in the early days of the trio.
before the singing and the songwriting be-
came dominant, when Charles himself
aspired to precisely this kind of command.
Knowing what we do of Charles’ work. it
is difficult for us to imagine what he would
sound like at the piano if he had that kind
of technique, but it makes a very interesting
might-have-been. And certainly in plump-
ing for Tatum. Peterson and Powell, Charles
was showing his good taste. No trio of
pianists could better represent all the finest
qualities of jazz piano over the last fifty
years.

I may unintentionally have given the im-
pression that in not evolving into a Tatum
or a Peterson, Charles is no more than a
lucky chancer who missed real mastery and
who is not quite sure what he is doing. To
counteract this impression, I relate a well-
known anecdote involving Charles a few
years ago. Charles was engaged in a re-
cording session with the big band. All the
orchestrations had been done by that clever
writer Gerald Wilson, who begged to differ
with Charles when the latter suggested that
perhaps a note in one of the saxophone
parts was wrong. Wilson checked the parts
over. Charles was right. The offending
note was amended, which tempted Wilson
to say later in an interview, ‘ He's really
something to work with. That’s 2 man who
really knows what he wants .

Acceptance of Charles has now become so
widespread that it is a commonplace to read
of his praises. For this reason the reserva-
tions about his music stick in the mind. The
most famous was the one voiced by the late
Big Bill Broonzy, who, it must be admitted,
appeared to be splitting a few non-existent
hairs when he claimed, ‘He's mixing the
Blues with Spirituals and 1 know that is

wrong . Broonzy never explained why he
knew it was wrong, and did nol bother to
cite examples, but it is interesting that at
least he used the word ‘ Spiritual ° in refer-
ence to Charles’ work, which was very
justified indeed. To find why it was justi-
fied, we must glance back for the last time
at Charles” musical origins.

Once questioned about his beginnings,
Charles, a very candid man on the subject
of himself, was reported as saying, “If I
hadn’t grown up in the Baptist Church T
might have been more of a “ pop ” singer *.
Others have talked of the *sanctified ’ strain
in Charles’ work, sometimes tesorted to
words like ‘soul’ and ‘funk’ to express
an idea so intrinsically musical that no

words can really express it at all. But it is-

not hard to see what they mean. They are
irying to say that there is a certain sub-
stance, a certain texture in his music which
renders it distinctive against the hackground
of his contemporaries, an element which
sounds like sincerity of a particularly in-
tense and earthy kind, and which stems
directly from the Baptist Church back-
ground which Charles mentioned.

One last point about Charles. In his time
he has been subjected, if that is the right
word. 10 a barrage of favourable publicity,
which need not be an altogether pleasant
thing. The artist who reads his notices long
enough will end up believing them, which
would be disastrous for Charles, who, being
an improvising musician, lives on a knife-
edge between success and failure every time
he begins another concert. He has his own
methods for combatting this danger, the
most cffective of which is his own scep-
ticism in the face of all the superlatives,
and particularly the one which was attached
to his name at a very early stage of his
career.

In almost every context, the word ‘ genius’
is absurd, and can make its claimants look
very ridiculous indeed. Evidently aware of
this, Charles put a bomb under his own
ballyhoo right at the beginning. A reporter,
perhaps hoping that Charles would trap
himself, asked him how it felt to be a
genius. This was Charles’ reply—

I've been called a genius, but | don't go
for that. Art Tatum
Einstein—but not me.

was a genius—and

What is especially touching about this denial
is the way it brings Charles’ musical experi-
ence full circle and arrives back at one of
his first heroes, Art Tatum, perhaps the
greatest keyboard master jazz has ever seen,
or is likely to see. It suggests that since
the days when he first began with his trio
as a teenager, Charles’ basic attitudes have
changed very little. Naturally his technique

R .

has improved. and experience of diverse
kinds has matured him, but behind the suc-
cess of the last ten years lies the same
musical attitudes. Most of the jazz musi-
cians one knows are the same. They begin
by leaning on a hero. and then grow into
their own maturity without ever forgetting
what and who it was that first impelled
them to start out. In this sense Charles is
typical. and there is no doubt that his reten-
tion of the youthful gift for hero-worship
has been one of the factors that has kept
him in the business of making vital music,
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MAGIC SAM & THE BLUES BAND
JUKE BOY BONNER
ALEX ‘“WHISTLIN' MOORE

CLIFTON & CLEVELAND CHENIER
LITTLE JOHN JACKSON

EARL HOOKER

LONDON - ROYAL ALBERT HALL
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HAROLD DAVISON,
GEORGE WEIN & JACK HIGGINS

PRESENT

THE NEWPORT JAZZ
FESTIVAL IN LONDON
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SATURDAY SARAH VAUGHAN AND HER TRIO

25th OCTOBER MAYNARD FERGUSON AND HIS

LONDON ROARIN’ BIG BAND

ROYAL FESTIVAL HALL

6.15 & 9.0 p.m. TICKETS: 10/-, 14/—, 17/—, 21/, 25/, 30/—

SUNDAY KENNY CLARKE-FRANCY BOLAND BIG BAND

26th OCTOBER
HAMMERSMITH

GARY BURTON QUARTET
CHARLIE SHAVERS QUARTET

ODEON SALENA JONES AND THE GUITAR BAND
6.0 & 8.45 p.m. TICKETS: 8/, 10/—, 14/-, 17/, 21/, 25/—
MONDAY “GUITAR WORKSHOP” with TAL FARLOW, BARNEY KESSEL,

27th OCTOBER
HAMMERSMITH

KENNY BURRELL, etc.

NEWPORT ALL-STARS with RUBY BRAFF, RED NORVO,
JOE VENUTI, etc.

ODEON DAKOTA STATON AND THE PETE KING QUARTET
8.0 p.m. TICKETS : 8/—, 10/, 14/—, 17/, 21/_, 25/
TUESDAY LOUIS JORDAN'S TYMPANY FIVE

28th OCTOBER
HAMMERSMITH

BILL COLEMAN - ALBERT NICHOLAS - JAY McSHANN
CHARLIE SHAVERS - ALEX WELSH AND HIS BAND
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WEDNESDAY LIONEL HAMPTON AND HIS BAND
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ODEON ELKIE BROOKS - THE DAVE SHEPHERD QUINTET
8.0 p.m. TICKETS: 8/—, 10/, 14/—, 17/-, 21/, 25/
THURSDAY “AMERICAN FOLK, BLUES & GOSPEL FESTIVAL ‘69" with

30th OCTOBER
HAMMERSMITH

ALBERT KING AND HIS BLUES BAND
THE STARS OF FAITH - OTIS SPANN
JOHN LEE HOOKER - CHAMPION JACK DUPREE

ODEON THE ROBERT PATTERSON SINGERS
6.45 & 9.10 p.m. TICKETS: 8/—, 10/—, 14/—, 17/—, 21/, 25/~
FRIDAY THELONIOUS MONK QUARTET

31st OCTOBER
HAMMERSMITH

CECIL TAYLOR QUARTET
CLEO LAINE

ODEON AND THE LAURIE HOLLOWAY TRIO
6.45 & 9.10 p.m. TICKETS: 8/-, 10/—, 14/, 17/, 21/, 25/—
SATURDAY MILES DAVIS QUINTET

1st NOVEMBER

HAMMERSMITH
ODEON
6.45 & 9.10 p.m.

MARY LOU WILLIAMS TRIO
JON HENDRICKS AND THE REG POWELL QUARTET

TICKETS : 8/, 10/, 14/—, 17/=, 21/, 25/~

TICKETS AVAILABLE FROM

HAROLD DAVISON LTD
REGENT HOUSE, 235-241 REGENT STREET, LONDON, W.1

Please send stamped, addressed envelope with postal applications




ARE YOU A J Azz
FOLK
BLUES ;.» ?

Do YOU GO 10
CONCERTS IN

LONDON
MANCHESTER

BIRMINGHAM ?

IF SO THEN IT IS TIME YOU JOINED OUR

PRIORITY BOOKING SERVICE! e
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ALREADY THOUSANDS OF LONDON FANS AND OVER 1,000 MANCHESTER FANS
BELONG TO THE HAROLD DAVISON PRIORITY BOOKING SERVICE AND WE HAVE
NOW COMMENCED A SIMILAR SERVICE FOR BIRMINGHAM FANS.

LB R 0. 0.0 0.0 . ¢

IT ONLY COSTS YOU 5/— A YEAR TO BELONG TO THE PRIORITY

BOOKING SERVICE., IN RETURN FOR WHICH WE SEND YOU ADVANCE
BOOKING FORMS FOR OUR CONCERTS WELL BEFORE THE BOX
OFFICES OPEN TO THE GENERAL PUBLIC, THEREBY GIVING YOU THE
OPPORTUNITY OF MAKING SURE YOU HAVE THE BEST POSSIBLE SEATS.
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ALL YOU HAVE TO DO IS TO SEND US YOUR NAME AND ADDRESS

(PRINTED IN BLOCK CAPITALS) TOGETHER WITH A 5/— POSTAL ORDER OR

CHEQUE, INDICATING WHICH CITY YOU REQUIRE FORMS FOR (LONDON,
MANCHESTER OR BIRMINGHAM) TO :—

TICKET DEPARTMENT
HAROLD DAVISON LIMITED
REGENT HOUSE, 235-241 REGENT STREET, LONDON, W.1.
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OUR FUTURE CONCERT PRESENTATIONS WILL INCLUDE :—

“AMERICAN FOLK, BLUES AND GOSPEL FESTIVAL ‘69", BUDDY RICH
AND HIS ORCHESTRA, “FESTIVAL FLAMENCO GITANO ‘69", JIVIMY
SMITH TRIO, “JAZZ EXPO ‘69, TONY BENNETT, COUNT BASIE AND HIS
ORCHESTRA, ETC.
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Harold Davison in association with the ‘Melody Maker’ presents the

AMERICANIEOI'HSBLEUES
GOSEREIEESHIVALYES

FEATURING 4

for the first time in Ga'g Brain

el KL 0d0
s goJil F L

from the ‘Black Nativity’

JOHN LEE CHAMPION
HOOKER | JACK DUPREE

THUR. 30 OCT. HAMMERSMITH, ODEON ("Jazz Expo '69")
BRIl 31 OCT BRISTOL, COLSTON HALL
SAT 1 Nov BRACKNELL, SPORTS CENTRE
SUN. NOV. LEICESTER, DE MONTFORT HALL
MON. NOV. BIRMINGHAM, TOWN HALL
TUE. NOV. SHEFFIELD, CITY HALL
WED. NOV. GLASGOW, CONCERT HALL
THUR. 6 NOV. CARLISLE, MARKET HALL
FRI. NOV. NEWCASTLE, CITY HALL

SSUiN.. 9 NOV. CROYDON, FAIRFIELD HALL
MON. 10 NOV. PORTSMOUTH, GUILDHALL
RUE: “ 11 Nov. ST. HELENS, THEATRE ROYAL
WED. 12 NOV. HEMEL HEMPSTEAD, PAVILION
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ronnie scott’s club

47 FRITH STREET W.1l. GER 4752, GER 41239

ON THREE FLOORS
a complete musical environment to include listening, dancing, films,
wining, dining and almost anything (within reason)! until 3.0 a.m.

Admission includes access to all levels
PHONE OR WRITE TO THE CLUB FOR FULLER DETAILS
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now appearing
THE GARY BURTON QUARTET

with many guest artists

2000080000000 00000000000000000000000000000000000 L2

opening Monday 6th October
THE CLARKE-BOLAND BIG BAND

and SALENA JONES
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Starsof Jazz &
sparkleeveryweekin @

Stop press news! Inside stories! Special reviews and reports!
Exclusive interviews! Close-up profiles!
Fabulous pictures! Melody Maker Pop Thirty! Top LP’s! i
LP’s of the Month in Pop, Folk and Jazz! i
Never miss a copy! Ask your paper shop to order! Y ot
Thursdays 1/- -



THE GREATEST RECOADING
ORGANISATION [N THE WORLD
EMI RECORDS (The Gramaghane Co Lid |
M HOUSE 70 MANCHESTER SQUARE
LONDO WIA 1ES

A PORTRAIT OF RAY
5 SL 10

REATEST HITS: (Vol )
1482

ATEST HITS-

Vol 1t}

programme designed by ANIMATED GRAPHIC

FOR HAROLD DAVISON LTD.

In accordance with the requirements of the Grealer London Council and the Watch Commiltees of
the various lowns and cilies of the tour, the following conditions must be observed:—

1.
The public may leave at the end of the performance by all exitand entrance doors and such doors
must at that time be open.

2.
All gangways, corridors, staircases and external passageways intended for exit shall be kept
entirely free from obstruction whether permanent or temporary.

J.

Persons shall not be permitted to stand or sit in any of the gangways intersecting the seating,
or to sit in any of the other gangways or any unseated space in the Auditorium, unless standing
in such space has been specially allowed by the G.L.C. or the Watch Committee, as applicable.
If standing be permitted in the gangways at the sides and the rear of the seating it shall be
limited 1o the numbers indicated in the notices exhibited in those positions.

4.
The salety curtain must be lowered and raised once immediately before the commencement of
each performance, so as to ensure it being in proper working order.

The Management! reserve the right to change the programme withou! nolice and are nol held
responsible for the non-appearance of any artist.

The Management reserve the right to refuse admittance.

printed by COMPTON PRINTING LTD.
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