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“JALL AT THE

PHILHARMONIC™

The institution known as JATP is based on
three main precepts, all of which it has
proved to be valid over the last (wenty
years. Those precepts are that jazz s
fundamentaily the music of improvisation,
that outsianding talents interacl to produce
a heiphtened performance. and that if the
jazz is good enough, no extraneous factors
are needed to make il a spectacle, What
JATP has done is to give to the concert-
going public something very close o the
impromptu jam session where soloists play
exactly what they want to under relaxed
conditions. In the years sinde JATP first
began, almost every gifted musician of the
past two pencrations has appeared in it
ranks. The list of its participants reads like
a jezz history reduced to names, and the
recorded music which has sprung out of
concerts like tonight’s would make a price-
less anthology of the art of improvisation
practised (o perfection.

The IATP conception was the brainchild of
Norman (ranz, who has taken these re-
markable concerl parties all over the weorld,
and has included Britatn in the itinerary
ever since the red-leiter day in the spring
of 1953 when Oscar Peterson, Lester Young.
Ella Fitzgeraid and company appeared at
the Gaumont State, Kilburn, to raise money
for charity. Perhaps the most imporiant
work that JATP has done is to contribule
1o the brezking down of stylistic barriers.
The reader may notice that in this evening's
programme, musicians of different genera-
tions appear together without the slightest
sense of strain or contrivance, and it 1s (his
achievement for which Mr. Granz will prob-
ably be best remembered in the history of
the music.

He has been pioneering the cause of jazz
for more than half his life. and has been
responsible, among other things, flor the
resurgence of Ella Fitzgerald's career. the
recogniion by a new generation of the
greatness of the master Broadway com-
posers, and for the revived reputations of
countless musicians placed out of court by
the modern upheaval of the 1940s. He has

probably supervised moure key jazz record-
ings than any other man in the history of
the music, and has never hesitaled (o record
material that he thought was deserving,
even though the sales demand might not
look too great.

Granz has always shown great care and
cunning i selecting his teams for the
various editions of JATP. Although the
siyles and the generations seem to be mixed
in the most haphazard way, in lact each
woring party is built up, ingredieni by in-
gredient, with the aim in view of making
cach soloist play slightly above himself.
Possibly the most vivid example was the
1961 JATP, where Roy Eldridge was paired
with Dizzy Gillespie, Benny Carter with
Cannonball Adderiey, and Slan Getz with
Coleman Hawkins and Don Byas. The lour
torned out ic be one of the most ouistand-
ing in the history of JATP.

The current bill suggests stmilar lactics. It
is hard o imagine, for instance, who else
but Ciranz would have presented 2 bill
which included three saxephonislts so dif-
ferent as Coleman Hawkins, Zoot Sims and
James Moody, and the rcason why Ciranz
does these things wilh complete conlidence
is his profound sense of jazz history, of the
mouvement {rom style 1o style and from
generation to generation.  He has waiched
the development of the music with fascina-
tion, usually with delight, sometimes with
cynical amusement, even occasionally with
stark disbelief, but he has never lost sight
of the [act that stylistic pigeon-holes are
things which preoceupy critics much more
than they do musicians. The Granzian
theory is quite simple really. It is based
on a belief that when talented jazzmen find
themselves on the same stand playing the
same theme, Lhe performance will hang
together because talent in jazz is tiself the
most effective common denominator there is.
That Granz is right aboul this has been
proved lime and apgain by the standard of
perfarmance achieved by the various JATP
teams which have come o Europe. Tonight.
no doubt, the puint will be proved yet again.

DITIY GILLESPIE

To be of the wvumt ewrde in the hysiencal
world of jazz {or ten years implies very
special wlents in a soloist, To stay there lTor
twenty is more or Jess unheard ol And yetil
s nearly o quarner of a century singe Divsy
Cnllespic first wrned he arl of jasy trumpen
upside down with that serics of recordings
now righily accepred as classics.  Dizzy's
style has not changed radically in those
vears. although o predilection Jor Afro-
Cubun  rhythms  seems o hive  grown
<renger than 11 was in the beginming, Rasic-
ally, he remains what he was when he first
burst upon g flabbergasted jazz world. the
muster harmonic strategist with a0 prolific
wechnique. an enormous range, an impish
sgnse ol musical humour. and vne of the
wisesl creators of melodic varations  jarz
has ever seen
Dizzy's range of musical activily has been
Ao ondy deeper but broader than thal of
As a composer of
ranks with the ery
=idoas leader of large orchestras
he s probably the first mao since Duke
Elliagion o creare an orviginal,  persoaal
sound from o large ensemble.  People stili
talk o (rat astonishing big bhand. sponsered
by the Amerivar Department of State. which
barustormed  wnound  the world dispensing

st ogreat saloists,

engina themes he

graatest,

some of the mow brillioat estrovert muosic
ever heard. Many of the younger players
he selected Yor that our have since become
antanding seleists in their own right, buy
gy first  recogmised 1heir

[IRRTSTE who

nolential

Fartunately Tor the Jocal jazz Tan, Gillespie
seems tooengoy his trips o Britwn. Fle has
made many (rignds here, and with an erhu-
siasm which s ypical of him, has on occas
siens thrown hmsell ins the tocal dife with
comical abandon.  He has bhoer seen vaae-
quishing the chess masters of The Mandrake
Club, and  on never-le-be-forgotlen
aflernoon appeared in Archer Sirect. the
loaden musician’s home-Trom-tome. dressed
i a scarlet rollnech sweater and a bowler
hat.  This streak of comedy will no doubt
show isell on this tour. and 1L raises a very
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important point about Gillespie’s place in
the jazz scheme of things.

In the last few years, some peocple have
watched Dhzzy's clowning and come to the
conclusion that no comedian can be a great
musician, This 1s a disastrous error of
judgment. Those who laugh at Dizzy would
do well to keep in mind the facl that every
so often Dizey is returning the compliment
and faughing at them. Whatever gags might
be resorted to on stage, nothing can alter
the faci that stll today, by the demanding
standard of 1966, Dizzy Gillespie is one of
the most accomplished jazz artists who has
ever lived. A whole generation of young
trumpeters are winning teputations with
siyles which are really no more than Dizzy-
and-water. Tonight we get the chance to
hear the real thing.

phofograph by VALERIE WILMER

DIZZY GILLESPIE




CLARK TERRY

It has been a truism of jazz criticism for a
long time now that Terry is the most under-
rated of modern {rumpeters. 1 think what
is meant by this is that although Terry is
recognised by anybody who knows what jazz
is about, as a brilliant soloist, he has never
quite been given the credit for being what
so few of his contemporaries are, a wholly
original musician. Criginality in jazz is the
rarest virtee of all, and Terry's style is so
absolutely his own that none could deny
him the¢ palm. For this reason, trying to
analyse his virtues cannot be done in the
usual way, by listing a oumber of ‘in-
fluences * and letting the reader fit the pieces
together for himself.

The most striking thing which Terry's play-
ing reveals 1s a delightiul method of execu-
tion which makes his playing recall over.
tones of human speech. He is the most
conversational of all the great solo jazz
arhists, and this leads us 1o the second of
his personal mannerisms, the way he speaks.
Terry's amprovisations are strongly laced
with a humorous c¢ontent, so that oa up-
tempo pieces he often sounds like a man
delivering a comic though highly literate
monoiogue,

If we add to these a few of the more usuval
virtues found in jJazz, the consummate har-
moenic sense, the line technique, the abiliny
o swing at ali tempos. we find ourselves
confronted with one of the mosi lascinating
trumpet siylists of the last thirty years, a
buoyant player with a natural ear and an
inborn falent for the idiom he has chosen.

Although it is now some years since Terry
left the Ellington band, it is with this group
which most people in Britain associate him,
and it is perhaps natural 1o recall some of
his work with Ellingion in an aitempi to
define what he can do. To be brief about
it. Terry’s apotheosis came when Ellington,
recognising that humorous, conversational
air, cast him as Puck in the * Up and Down,
Up and Down * section of the Shakespearean
suite, Such Sweer Thunder. Terry, blowing
muted, created to perfection the role of the
impish love messenger of the gods, playing

games wilh hvmans, and ending the piece
with a wnitien phrase which was an exact
musical paraphrase of the line * Lord, what
fools these mortals be’. In [act, were one
restricted to one adjective to describe Terry,
it would have o be ‘ Puckish .

Since leaving Ellington, Terry has appeared
on many cxcellent albums, one in particular
with Bob Brookmever whose title escapes
me but whose quality does not. When local
fans first read of Terry's depariure from
Ellington, there were sighs of regret in case
we did not see him here apain. His re-
appearance with Jazz ot the Philharmonic
is therefore one of the pleasantest surprises
of the jazz year.

CLARK TERRY

Probably the story which best illustrates
Coleman Hawkins' unique position in jazz
is the one which arose out of the 1959 Jazz
at the Phitharmonic tour. On that tnp
Hawkins was once again one of the fea-
tured stars, and on the first nighli of the
tour Sonny Stitt, standing next to Hawkins
on stage, is supposed to have said w him,
‘1 got a record at home by you made in
108 " Stitt’s remark really says everything
about Hawkins, that he has been playing so
long that nobody can remember a jaze
world without him, that the guality of the
work he has produced seemns never to have
faflen below a very high level, and that
great soloists of a later generation, Jike Stitt,
are happy to find themselves standing at his
side.

Hawkins, born 1905 (StG11 was exaggerating)
and still going strong, is the man who vir-
tualiy invented the tenor saxophone so far
as jazz is concerned. Ht was he who brought
cohcrence and  richness of tone to the
instrument, he who pioneered the rhapsodic
metheds of ballad improvisation, he who
first conceived the idea of a virtuoso saxo-
phonist with compleie cornmand all over the
instrument. Farly recordings made in the
19205 see him with his methods still pol
quite {formulated, but a siudy of the four-set
album The Fletcher Henderson Story re-
veals how his style matured so that he
became one of the very grealest masters of
the art of building 2 chorus, The 1929
version of Que Hour, 10 pick a performance
at random, is so incredibly before tis ume
that, were it transplanied into a setling of
fifteen years later, it would sull sound
mature and adventurgwvs.

When Hawkins left Henderson in 1934 to
travel across Europe, il was one of the best
thiogs which could possibly have happeoed
to the Brilish, the French, the Duich aspir-
ing jazz player, and the list of Europeans
who later became respeclable soloists merely
by gelting the opportunity Lo play with
Hawk is much longer than many people
realise.  His 1937 Paris recordings with
Benny Carter and Django Reinhardt are



100T SIMS

Z00T SIMS

Ever since it fiest became familiar from the
recordings of Woody Herman's Second
Herd back in the late 1940s, Zoot Sims’
tenor style has been one of the puresl
delights that jazz can offer. [ use the word
‘ purest® advisedly, because Sims’ plaving
has always been characterised by a remark-
able lack of fussiness. ln almost all his
solos, every note has its place in the scheme
of things. There are no grace notes shoved
in for their own sake, and the march from
harmony to harmony is beld and sure.
Many of Zoot's best recordings could. in
fact, serve as iextbooks on the art of im-
provisation, so logical ate Lhey, and yet n
the last reckoning so crammed with a spirit
of adventure.

Stylistically, Zoot derives from the classic
late 1930s playing of Lester Young. He
deploys the same metallic. honking tone,
and his harmenic range is more or less whal
Lester's was in his heyday. With one differ-
ence. Zoot came after Charlie Parker. so
that here and there, scatlered through his
solos, are signs of early medernism. Never-
theless, Zoot is one of those players who
demonstrates with every chorus he tlakes
that the art of jazz has not changed quite
so drastically as we once thought it had.

1n his work are strong, vamistakable links
with the classic soloists of the Swing Age.
and il is no coincidence that one of his
most successful albums, issued in Britain as
Down Home, was made up of a repertoire
so ancient that it might easily have been
selecied by somebody belonging o a genera-
tion before Zoot's. On that aibum, blowing
old standards like ! Cried For You, Good-
night Sweetheart and  Bill  Bailey, Zool
showed how litlle harmonic supporl the
truly great soloist requires.

By the standards of 1966, his jazz has almost
acquired a period charm, and il is true that
when placed next to adventurers iike Rollins
and Coltrane he sounds more like an old
friend than a new arrival. This greatly con-
fuses the makers of pigeon-holes, who are
forced back on lhe device of ‘ old-fashioned
modernist ’ to define the type of playing w
be expected from Zoot. But as truly great




jary nesver dates. Zoot remains what he bas
been (or the past Blieen years, one of the
raciest suloists alive. a musictan wha is only
really Tulfilling himsell when he is blowing
Londen Fans of Zoot have been particularly
lucky. because v the pust three years he hus
made several visits o Ronnie Seott’s Club,
where his unprewniious, uninhibited siyle
made him one of the most popolar jazzaen
ever 1o appear there. He s in his element
in the hind of free-blowing sessions that can
Be expected on this tour. and s rerark-
able consistency of perlormance means that
on whatever night the enthusiast happens o

cach him. good Jarz can he when for
granled

pihotegraph by VALERIE WILMER

JAMES MOODY

Borp in Savannah, Ga,, in 1925, Moody was
oae of the first heroes of the modern jazz
revolution in the 1940s. When the Dizzy
Giliespic Big Band played a well-remem-
bered conceri at Pasadena in Augusl 1948,
it was Moody who was the tenor soloist
who played on pedformances like Emanon,
Ool Ya Koo, Good Bait, One Buss Hit and
Manreca. Even in those early days of the
new music, Moody had a fine grasp of the
new chromatic style of improvising, and was
especially effective on wp-tempo  themes,
where his furious double tempo runs seemed
to move quicker than thought self,

There then came an abrupt break in his
career when from 1948 to 1951 he worked

JAMES MOQDY

and lived on the Cuntineat, surprising many
of his original Toliowers by showing con-
siderable power as an alto instead of 4 enor
saxophonist [uwas with iy own band tha
he recorded one of the most [amous javs
teacks of the decade. a version of o in the
Vel highly personal that n
has usually been referred o every since as
*“Moody's Mood . oand has made appear-
ances Trom dme o Ume in the repertoire
of Anpie Ross as o vocalese solo

Foareg s

Since  his retorn home  some vears
Moody has taken his place among the iead-
g sidemen of mwldern wrzz. plaving bath
alto and tenor saxophones and also becom-
ing one of the very besl Maunsts in jase

agi,
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BENNY CARTER

For forty years Carter has been renowned
in the jazz world for the elegance of his
alto saxophone playing and the high skill
of his orchestrations. la addition he has
been one of the most remarkable muold-
instrumenlaiisls in the history of the music,
having mastered virtually every instrument
in Lhe jazz ensemble, and proved himself at
diflerent times and on various recordings
an excellent tener saxophonisi and a trum-
peter of the first rank. Today Carter con-
centrates on his two firsi loves, the alio
and the arranger’s chart, and although he
must by now rank as a veteran or even a
grand old man of the jazz scene, his tech-
nique is as sprightly as ever and his poise
undisiurbed.

The one characleristic of his style for which
he will always be remembered in the jazz
histenes 1s the grace of his saxophone
playing. His solos glide silkily from har-
mony to harmony, and the shape of each
solo seems to vafold itself with the inevit-
ability of a formal compaosition. The student
of the music who wishes to understand the
architecture of a solo could do much worse
than take one of the Carter recorded classics
and examine the cunning way in which each
phrase is knitted into the aext one.

Like one of his partners on the current
tour, Coleman Hawkins, Carler was a
featured soloist for some years with the
Fletcher Henderson Orchesirz and by the
beginning of the 1930s was bracketed in
most people’s mind with Johrny Hodges as
the most influential afto player in the world.
[l was during this decade that Carter became
a bandleader in his own right. mzking a
long visit to Europe, and contributing much
to the success of one famous Puris recording
session when he and Hawkins joined forces
with Djange Reinhardt to make four sides
which are still regarded as jazz classics. On
this session Carter blew spirited {rumpet on
Sweer Georgia Brown, brilliant allo on
Honeyvsuckie Rose and Crazy Rhythm,
piayed the muted trumpet solo on Owr of
Mowhere, besides being responsible for all
the arrangements.

During the post-war period he has been one

of the few men of his gencration to atiempt
to keep up with the rapidly changing har-
monic times, and has often taken the oppor-
tunity to record with much younger men.
Most of his time is taken up today with his
studio  commitments in  Hollywood, He
rarely appears on screen, although he was
spotted in ‘Snows of Kilimanjairo’, but the
number of smooth, sophisticated musical
sequences in MGM productions Tor which
he has been responsible are beyond com-
puting. Carter is one of those players so
distinguished that whenever he steps on to
a concert siage he brings with him whole
chapters of jazz history. The trade marks
are grace and pose. It is doubtlul whether
jazz has ever known a more immaculaie
soloist.

B80OB CRANSHAW

TEDDY WILSON

The art of playing long. single-note state-
ments by the right band has been an
honoured  tradition ever sinee Farl
staried ot Torly vears aga. The line of sue-
vession has abways been clear 1o those whis
Teddy Wilsan, whs
hest became a plaver of more than o
fame when he moved inte Lows Armsirong’s
vrchestra e the garly 19305, was Hines'
vatural successor, less Hamboyant than his
predecessor, more selective and one of the
st great jazy solosts 1o possess good 1aswe
By the ume he
moved inta the Benny Gowdman band in
the grear days of the Swing Age, Wilson
was eskablishied as a complete masier of
Jary masta. A status he has never looked
like =urrerderning since

i
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Hizes

care about such things.

and prace of movemen;

the Coodman Iries and
where he had the chance (o show

mis talernts moch more than o the larger

plivire on

archestea of  Armstrong, is so urbane. so
beavtfully  poised. that never once in the
long suceession of Goodman recordings dogs
he sourd inothe slightest Aorried. or lost
for w thoughe or disconceried by o {ust
wempe. Molson Rad oa o way of amending
some of the chord changes in <o highly
persoral o owiy, that his playing became
instanthy recoanable W the connoissenr
There is no walenladng how moch of the
prajse sweorded o Goodman was due Lo
the subtie ingenious  promplings  of
Wilsen pligasg behind him

s

At the sume tnie as the Goodman episode,
Wilson was invalved i another, even more
exalied set of recordings which have since
been recogmised as among the Jinest javs
records ever made. s sides with Billie
Holiday see Wikien as o diflerent kind of
master, the periect wccompanist, never obe-
truding, but always behind the singer with
a delt and highly Niere harmonic prap
For these recordings Wilsan recruited some
of the greaies: sooist in jazz. from Lester
Young and Buck Clayien to Ben Webster
and Jobany Hodges, and there wus never
any doubt that Wilson was as gifled a player
as any of them

Since then he has proved more durable than



most of the men whe were once bis ¢on-
wmporaries, so that it is very diffieult
hear a recording by him and el whether
i belongs to pre- or post-war davs. The
delicacy o twuch remaeins. the thoughtlul
path through the harmonies. the neat in-
ventiveness of the right hand and the Tanlt-
less tact in backing the improvisations of
vther plavers,

Wilsen is the complele musician. a liletime
of eaperience behind hing and. o Judge
from current form, muny aclive vears ahead
of him, Must jazslovers retmn in their
minds @ few phirases by which they recog-
mise the ability of a player. Mine of Wilsen
consist of some aphorisms he once conjured
up in an old Goodman recording of She's
Funny Flhat Way, The degree of meiodie
itventon 1o be found in than performange
marhed Wilsun for me then and stll does
as the hmd of plaver of whose work one
cane say. O s kind, nothing better has
ever been done

TEDDY WILSON




LOUIE BELLSON

Remembered by mosi people in Britain as
the man who first thought of the idea of
playing the drums with iwo bass drums,
Bellson has, in {fact, had a rather more
meident-packed career than that. In fact,
he was a teenaged drum prodigy who came
1w New York 1o enler a contest sponsvred
by (iene Krupa to find drummers under the
age of eighteen who showed promise.
Bellson won. and in 1941 was working with
the Benny Goodman band. In 1943 he was
called for service n the army, and on
demobilisation took wp where he had left
off, with Goodman. He then weat the usual
big band rounds and from 1947- 49 played
with the Temmy Dorscy Orchestra, muoving
on later to the ranks of Terry Gibbs and
Harry lames.

It was in Match 1951 that Bellson made the
move to Ellingion which rocketed him to
inlernational status. In additien to roughly
doubling the weight of the drum kit, Bellson
also  contributed several scores for the

Ellingron band. ai that time badly in need
of some kind of popuiar success,  Two of
Bellson's pieces in particolar became raming
successes, SAin Deep and Fhe Howl Faths,
both of which remained standard big hand
compositions Tor several vears after Bellson
had writlen ihem for Filingion

Bellson dinally ieli Ellingron in Fanuary
1953, muarried the great cabarer artist Pearl
Bailey. woured with her. and continued o
pursue  his interesis of  composing  and
arranging. at one slage writing for a Broud-
way praduction.  In 1959, Bellson formed
ihe big band which Rritish fans have become
fumiliar with on leng-playing albums. bug
this is the Dhrst time he will have appeared
in this country with the smaller size grouns
comprised of the great soloists.

A

T-BONE WALKER

[-BONE WALKER

Born n Linden. Tevas. in 1913, T-Bone
Walker represenis a lar older musical 1«
ton than anybody clse in tanight's
gramore: and a glarce al (the pames invalve!
in various stages of his career soon revesis
what that tradition is. Walker is enirely
selfl-lavght. and although wday he is recog-
nised as o singer-gintanist. in the earlier
days ol his career it wis as  guitarisi that
he made his mark. s most eifeclive role
Was A% accompanist toourtists of the calibre
of Mia Ruiney and Ida Cov. which may
explan the subtleties of his gnitar accom-
pizments w o his own singing

Jhe great watershed in Walker's career was
his move w California in 1934, where for
many years he was associtted with the Les
Hoe  haad He made several successful
recordizgs on ihe West Coast, and with big
wllers Toae T-Bowre Blues, buill himself (he
repuiztioe which, in the 19405, encouraged
him 1o Fecome @ sulo act, which he remains
1o this diny

."Er_’ —




LOUIE BELLSON




IMPORTANT NEWS FOR ALL

MANCHESTER s4zz rans

FOR SEVERAL YEARS THE HAROLD DAVISON ORGANISATION HAVE BEEN OPERAT-
ING A PRIQRITY BOOKING SERVICE FOR TICKETS FOR THEIR LONDON CONCERTS.
FROM THE BEGINNING OF 1967 A SIMILAR PRIORITY BOOKING SERVICE WILL BE PUT
INTO OPERATION FOR THE CONCERTS IN MANCHESTER. THIS WilLL ENABLE
MANCHESTER JAZZ FANS TO BOOK THE BEST SEATS FOR ALL HAROLD DAVISON
CONCERTS IN MANCHESTER BEFORE THE NORMAL BOX OFFICES OPEN TO THE PUBLIC.
IT WILL ONLY COST YOU 4/- PER YEAR TQ BELONG TO THIS PRIORITY BOOKING
SERVICE AND BOOKING FORMS WILL BE SENT TO YOU WELL IN ARVANCE
FOR OUR FUTURE CONCERT PRESENTATIONS WHICH WILL INCLURE, WOODY
HERMAN, DUKE ELLINGTON, ELLA FITZGERALD, HARRY JAMES, Etc. ALL YOU
HAVE TO DO TO JOIN 1S SEND YOUR NAME AND ADDRESS (PRINTED IN BLOCK
CAPITALS) TOGETHER WITH A 4/- POSTAL ORDER OR CHEQUE ADDRESSED TO:—

HARQOLD DAVISON LTD., (MANCHESTER TICKET DEPARTMENT)
REGENT HOUSE, 235-241 REGENT STREET, LONDON, W.1,

programme notes by BENNY GREEN FOR HAROLD DAVISON LTD.
Promotion Direction: JACK L. HIGGINS

Tour Direclion: DOUGIE TOBUTT

APPRECIATIONS

HEEl Oavisan wiites 1o thank Ihe folloaiog. 80, Hiesy FHANCIS, Assistant Secretary of the
Muisdiana Unies ler ke help o pegenaliog the Ssgla-Amoacan tr¢hange delails; the
Marsigery of the Sesven and halls {or thass Bees coonzermiion.

In gcoordance with the requirements of the Greater Loadon Council and the Walch Commilfees af
pregramme desi g ned by A N l M ATED G RA PH ] c the various towns and cities of the lour, the foliowing conditions mirst be observed —
I

TRt publ-c meay leave al the end of iFe perlgrman se B, & 4 0es 2o calraner doors and sueh doors
st al 1hal e Be soen

2
Al nannways, cordo s slarcases and folen s passanea s dneaed loe cn aeal pe kepl
gnlite g lree logm ohstiaennn whelaer o arasenl g7 trrisgean,

L ML LR ] = ing e fadpi in b b ting the Sl 1
e, SR i & I5E Bl B g e, wn by s laead-g

vy it e 8 W FOCard T g dip o G 8
o QRN M 08 AlERE e 1R e of B i i1 shall e
b py iy g P el e S poa

Tro safoly comrta mesd o8 losenstd sl raisod oaee Tenmpgne oy baolare the ggernwr ceer? g
wath teraraney, 9 95 o s i bemg i e WO ahGer

The Moeargement [9360en 100 trght J0 CRI0GE IRe Grogetsims wilionl fter and g nnf Beld
ICRIOG RN for (he stor -aoiarance of aey 3l

printed by COMPTON PRINTING LTD. The Manademes] resaeae the nghe 1o iefase advistange



HAROLD DAVISON PRESENTS

WOODY HERMAN

AND HIS ORCHESTRA
ON A TOUR OF GREAT BRITAIN

SAT. 21 JAN. MANCHESTER, FREE TRADE HALL 6.15 & 845 p.m.
SUN. 22 JAN.LEICESTER, DE MONTFORT HALL 7.30 p.m.

MON. 23 JAN.BRISTOL, COLSTON HALL 7.30 p.m

WED. 25 JAN. CROYDON, FAIRFIELD HALL 6.45 & 9.0 p.m.

THUR. 26 JAN. LIVERPOOL, PHILHARMONIC HALL 6.30 & 8.45 p.m.
FRI. 27 JAN.NEWCASTLE, CITY HALL 7.30 p.m.

SAT. 28 JAN.LONDON, NEW VICTORIA THEATRE 6.30 & 8.0 p.m.
SUN. 29 JAN.BOURNEMOUTH, WINTER GARDENS 6.0 & 8.15
MON. 30 JAN. BIRMINGHAM, TOWN HALL 8.0 p.m.
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