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! SHORT while ago a most remarkable thing happened in the world of jazz. A man was
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clected to the super-exclusive jazz Hall of Fame who has never blown a musical instru-
ment in public in his life.

Until it actually happened T would have thought such a thing utterly impossible. The Hall
of Fame is the most exclusive aristocracy n juzz. Only those few giants who have changed the
course of the music, the handfui of men with the rare gift of originality, have ever had the slightest
chance of being included.  And the membership is depressingly small, for only one man is added
to the membership each year. How on earth, then. did a non-musician ever get into the pantheon?

The man in question was Norman Granz, a name which by now has become a synonym for
the initials JATP, which 1n turn stand for ap institution known as Jazz at the Philharmonic.
What could Norman Granz possibly have done for jazz to rank with Louis Armstrong, Duke
Ellington and the rest of the source figurcs, when he does not even participate as anm artist at
all? The answer is, very bricfly, that Norman Granz has literally done the impossible. He has
taken a commodity with a mass sales appeal of roughly nil, packaged s attractively and managed
to maintain artistic standatds at the same time, persevered with his system and finally obliged the
entire world this side of the lron Curtain to acknowledge its existence, patronise it, subsidise it,
learn to appreciate it, come to understand it, and, by so doing. made it possible for many great
jazz musicians 1o earn the kind of wages which their talent demand but which have been
painfully slow in matcrialising.

It may appear sordid for me to mention money in the same breath as art, but the truth of
the matter is that even artists have to eat, and that there is nobody more posthumous than an
artist who expires from malnutrition. Granz over the last ten years has commercialised something
without compromising its artistic standards. That is why 1 described his achievement as impossible,
and no doubt also why people have seen fit to place him among the immortal figures in the
history of jazz.

Within the framework of this jazz circus theory that he has perfected, Granz has done two
other things more intimately involved with the actual problems of style in jazz, two things which
are sometimes overlooked because they are so completely obvious. To understand the nature of
these two campaigns he has carried out, it is nceessary to take a short look at the stylistic schisms
of jazv.

Very loosely speaking, jazz has been trisected by conventional criticism into three sections,
each more cqual than the other. They are Traditionai. Mainstream and Modern. This is very
confusing. because really in art there is no such thing as a modern way of playing, or painting,
or writing. Modernism is not any particular style, but an attitude. The so-called Mainstreamers
were merely the modernists of their generation. Men like Roy Eldndge, Luester Young, Buck






Clayton, Benny Goodman, Teddy Wilson and the rest. were adventurous musicians in their prime,
in every sense of the word. They helped broaden the harmonic horicons of jazz by their approach
to the challenge of improvisation. They broke new ground snd made vast contributions to the
jazz art as we know it today. And then, in the carly 1940, a tremendous thing happened. The
rarest quality of all suddenly manifested uself on the jazz scene, the quality of genius. Charlie
Parker introduced an eatirely new conception of approaching the harmonic sequence of a jazz
theme, Instead of keeping fairly good faith with the harmonies as written, Parker and a few
kindred spirits like Dizzy Giliespie, Fats Navarro, Thelomus Monk. began to intraduce into those
harmonies complexitics which, although quite common in formal composition, had never been
integrated into jazz improvisation before.

The effect was overwhelming.  An old dixicland favourite like Whispering underwent the
treutment and emerged almost unrecognisable to the uneducated car as Greovin' IHigh, | Got
Rhythm became Anthropology, and How High the Moosn was recast as Ornithology.  An old
jazzer like Indiana got the Charlie Parker treatment and found itself known as Donng Lee, a
theme so ingenious and so original that even to play 1t in the first unison chorus remains to this
day a technical feat of no mcan proportions.

This was the new modernism of the post-war jaze world. It is stll more or less the
modernism we mean when we talk about modern jazz today. There are fringe developments and
aberrations, but, broadly speaking. the jasz world has hardly progressed harmonically beyond the
apocolyptic flourishes of Parker and Gillespie as long as eighteen yvears ago.

The appreciation of juzz, which had hitherto been a reasonably straightforward aflair,
suddenly became & tortuous and bitter issue.  Either you were for us or agin us.  You were a
bapper or you were a mouldy fig.  You paid your money and you took your choice, but whatever
you did, it wasn’t considered reasonabie of you to like everything.

And as the inevitable happened, and the new stars slowly made their influence felt on their
art form, there was a side-development which was most unfortunate. The older modernists, the
outmoded modernists, the modernists of the previous generation, became completely eclipsed.
They were like non-combatants in a civil war.  Nobody bothered with them. They were neglected
in an unspeakable manner. Somc of the greatest original musicians jazz music ever produced were
propounced passé and cast aside. A whole heritage of jazz was wasted in this way while every-
body got on with the business of shanging the boppers or insulting the figgers,

Men like Eidridge, Hawkins, Clayton, even Hodges, were no longer seriously considered.
The younger listeners growing up knew little or nothing about most of them. To have pointed
out to them that Eldridge was the Jogical link in development between Armstrong and Gillespic
would have been to court a punch on the nose. For several years this situation persisted, and not
until quite recently, when all the smoke had finally cleared after the advent of the Parker-Gillespie
revolution, did people come to accept these older musicians as worthy artists once more.

And here we come to the first and, [ think, the most praiseworthy of Norman Granz's
achievements. Almost single-handed, Granz came to the profound conclusion that if a musician
was a good jazz player people would pay money to hear him, po matter what the date was on his
birth certificate, or which pen he had been herded into by the critical theorists.

A player like Ben Webster, shamefully neglected for many years in the late forties and early
“fifties, gradually began to appear on new record albums. Granz's albums. and everybody was
astonished to discover that Webster, so far from being a has-been, was perhaps even a shade
better now than he ever was. Last year in this country Webster’s album. in which he partnered
the late Art Tatum. another Granz experiment. was voted the best issue of the year. The result
is that today men who were still unborn when Webster was playing Cottontail and What Am | Here
For with the vintage Duke Eilington band, know Ben Webster as one of the most gifted romantic
artists in jazz today, no matter what his age.
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What happened (o Webster has happened to several other musicizns, Roy Eldridge among
them. this being Roy's third appearance in Furope in three years with JATP. Granz has, in other
words, finally done justice to a whole generation of jazz greats who must have bcen resigned to
the fact that nobody would ever bother with them much again. Granz has in this instance been
the imstrument of poctic justice.

The second of Grang's msthetic blows is intimately connected with the first. When Granz
revived interest in a fading generation of jazemen. it must have been something of a temptation
for him to throw them on-stage together, as an artistic entity. But he didn't do this. He had
everybody playing together on the same bill, on the same numbers.  And where were the trisectors?
Where were the brains who cooked up the three castes of jazz? In the same place as everybody
else, in the stalls, enjoying themselves immensely. Somce of Granz's albums feature pairings which
appear startling at first, but once heard are acceptable in the normal fashion. The Webster-Tatum
album was one example of this, and a more recent one s the Louis Armstrong-Oscar Peterson
recording. Granz has evidently grasped the fact that divisions of style are not nearly so water-
tight as we have been led 1o believe, and that now that the bebop upheaval is over and post-war
modernism is beginning to merge inte the main body of jazz, the segregation of styles is a foolish
thing.

When Granz first conceived the dea of a touring jazz concert party he had to think of some-
body who could be built up into a mass-appeal artist, somebody who was steeped in jazz, talented
enough to hold the feature spot in the show. and with a wide enough potential to reach the kind
of audiences which had never beforc bothered to cross the street to listen to any kind of jazz.
These demands suggested a singer. preferably a girl singer. and that meant Flla Fitzgerald,

Ella had been a solo act since 1940, after the break-up of the old Chick Webb band, but it
was not until Granz made her the figurchead of JATP that Ella hecame internationally renowned,
and something of a symbol of jazz to the outside world of fringe audiences who knew, and perhaps
still know, little or nothing of Bessic Smith or Billic Holiday. It would be interesting to know
how many thousands of people first became acquainted with jazz because of a chance encuunter
with Ella, either on record or at a concert. She has the most speedily appealing voice and
manner of any girl singer in jazz history. A few bars and the spell is cast, whether the song is
a current pop or an old ballad.

Her association with Norman Granz has had one resuit which particularly gratifies me, and
that is the remarkable series of recordings which Ciranz arranged in which Ella sang the selected
work of the handful of outstanding songwriters of the past forty years. [t is a truism in the
musical profession that much of the writing of Rodgers and Hart, Porter, the Gershwins, and
frving Berlin was lost to the public because, fine as it was, nobody ever used it. Ella's
* Songbook * series has remedied this once and for all, leaving the world of popular music with
a legacy of the finest songs of the era stretching from the end of the first world war to the end
of the second. Had it not been for Ella Fitrgerald and Norman Granz, who would ever have
heard of Mountain Greenery again, Hart's tour de foree from the early 1920s. Or the same
writer’s outstanding work with Rodgers on Ship Without a Sail? Would anybody have revived
Porter's I Am in Love? Would people surfeited with God Bless Anerica ever drean: that Irving
Berlin ¢could cancelvably write such intelligent material as You're Laughing at Me and Now It
Can Be Told?

In a few weeks’ time the first of the " Ella Sings the Gershwin Songbook ™ series will be
issued in this country. This is the biggest of the Songbook projects (the album consists of five
LPs) and probably the last, and there is no doubt that those who possess complete sets of the
Ella Songbook series possess a comprehensive survey of all that was the finest in popular song-
writing and popular singing.




L
es
.
™
=
(L
=
=
—
-







T — - ——

A few weeks ago 1 was talking to Mitzt Gaynor about songs good and bad. She had just
recorded an album of Ira Gershwin lyrics and | asked her whether she intended any follow-up,
Hurt perhaps, or Porter. She smuled and said she didn't reslly see the point of doing anything
like that. “ Elia's done them all,” she said, “and nobody's going to top Elia. They're the
detinitive editions.”  Indeed they are, the reason being that when the occasion demands it, as in
the Songbooks, Ella can submerge herself completely in the spirit of the material and become
the perfect interpretative instrument. Her readings of the best songs written in this century are
as tactful and subtle as her more boisterous efforts are exhilarating. Sometimes I have doubts
about who is the best singer working today. But recently the issue was put to the acid test.
* Suppose.” somebody asked me facetiously, * you wrote a song yourself. Who of all the singers
alive today would you most desire to sing it? 7 And the answer came out like a reflex action,
* Ella Fitzgerald ™.

If Granz and JATP had done no more than put Ella on the concert stages of the world, then
the project would have been worth it. i an entertainment world crammed with prancing singers,
mike-wavers and dispensers of unctuous compliments to audiences, the performances of Elia with
JATP are a memorable experience. There is no attempt at any kind of salesmanship because 1t
is quite unnecessary. Ella simply stands there and sings, actually looking shy when the applause
thunders through. I always had the suspicion that the nebulous entity known as stage technique
was bsually a camouflage for a lack of the musical gruces. The case of Ella Fitzgerald finally
convinces me. It is her voice against the world, and her voice has been winning hands down
for the past fifteen years.

About the time when Ella was a teenager making a name with Chick Webb at the Savoy
Ballroom in Harlem, the greatest jazz trumpeter of the day was probably Roy Eldridge. He owed
part of his conception to Louis Armstrong, just as Dizzy Gillespie was later to owe part of
his conception to Eldridge, but Eldridge, like Dizzy, had an originality of his own which had a
great dezl to do with the emerging maturity of jazz. The trumpet is fundamentally an instru-
ment of power, and po trumpeter ever made the instrument a more thrilling oge to listen to than
Eldridge in full power.

Last time he played in this country he said two sentences to me which may offer some
insight into the man's enthusiasm for jazz after all these years and his sincere desire to send the
audiences away satisfied. We were 1alking about the unkind press he had received on the first
of his three visits here. ™1 wasn't well.” he said. " but I am now.” He thought for 2 moment
about the great reception he had received that mght, and then remarked eagerly, " 1 was enjoying
myself so much tomght that [ split my pants.” And sure enough, in the seam of the left leg
of his dress suit was a small rent.

Shelly Manne belongs to a generation after Eldridge’s and is probably the most widely known
drummer since Gene Krupa. Manne 1t was who began the trend of reorientating show music
into the jazz mould. His My Fair Lady has been the biggest seller of any jazz record so far
issued.  He is also the most prolific recorder around today. It has been said that there are only
three important drununcrs on the West Coast today, that Manne is two of them, and that nobody
can ever remember the name of the third.

In his quartet he features Richie Kamuca, a young tenor saxophonist who first became known
10 Britsh followers with the Woody Herman band of a few years back, and who is evidently
steeped in the work of another great jazz musician who was featured for a while with JATP, the
late Lester Young. The other frontiine musician with Manie is trumpeter Joe Gordon, whose
first connection with music is officially described in the record books as seller of newspapers in
Buston jazzclubs. His experience covers work with Charlie Parker, Charlie Marniano, with whem
he made his debut on record. Lionel Hampton, Don Redman and Art Blakey, names which span
most of the recent history of juzz. This tour should be an especially happy event for him, for
he has gone on record as naming Eldridge as one of his two favourites. (There is no prize for
guessing that the other one is Dizzy Gillespie))







On piano with Manne is Russ Freeman, who started with a classical training, made a jazz
start. with Howard McGhee and Dexter Gordon in 1947, and has since become more widely
admired for his work with Art Pepper. Wardell Gray, the Lighthouse All-Stars, Shorty Rogers
and Chet Baker. His three favourite pianists read like an extract from a jazz stud book— Tatum.
Powell and Silver. Plying the bass with Freeman will be Monty Budwig, who has been
promuent around Los Angeles and San Francisco ever since he worked for Vido Musso in 1951,
Later groups included Barney Kessell, Zoot Simus and Red Norvo.  In 1956 he was at Los Vegas
with the Woody Herman band which included British migrant Victor Feldman.,

Accompanying Ella Fitzgerald besides playing their own spot will be the Paul Smith Quartet.
Smith, a native of San Diego, tirst left home as the ward of bandleader Johnny Richards, for
whom he worked. in 1941 {n the United States Army he played with Ziggy Elman and four
himself for a while an MP in Germany, an engagement which may have been connected in some
way with his size.  Later he worked with the electronically-planned trio of guitarist Les Paul,
accompanied the Aadrews Sisters, and did sessions with the bands of Vic Schoen, Paul Weston
and Billy May. His greatest influences have been Shearing and Peterson.

Two of the members of his quartet. Gus Johnson and Wilford Middlebrooks, were with the
second JATP party which toured Britain last year, but guitaris! Jim Hall is making his first
European trip. Hall, a jazz musician who generates a tremendous rhythmic impulse in his
playing, took a Bachelor's Degree in music at Cleveland fnstitute of Music, but did not become
known over here till he moved 1o California and started recording. He was in the Dave Pell
Octet and then joined the Chico Hamilton group in 1955, His versatility was a great asset to
Hamilton. Hall, who enjoys the work of contemporaries Tal Farlow and Jimmy Raney, is in
his more inspired moments as reminiscent of the late great Charlie Christian as any guntarist active
in jazz today. His conception is clear and his approach bold. Ever since the excellent albums
he had 1ssued in this country with Bob Brookmeyer and Jimmy Raney, British audiences have
been hoping for an opportunity to hear him in the fiesh.

Hall and Middlebrooks will serve a dual purpuse on this tour, for besides playing with Paul
Smith’s Quartet they will accompany Jimmie Giufire. who is the third groupleader on the JATP
bill.  Giuffre has had at least two careers in jazz, the first as 2 fine tenor player and skilful
writer of jazz compositions. the secomd as a clarinet player of complete originality who, despite
the apparent simplicity of his conception, is proving to be a most moving player to listen to.

Guuifre will probably be remembered most for the fact that he wrote for Woody Herman the
famous theme The Four Brothers, a recording which has since come to symbolise a whole era and
approach. and which was a turning point in the careers of men like Stan Getz and Zoot Sims.
Over the past few years Giuffre has been concentrating on the elarinet, the instrument on which
he first started back in 1930. when he was nine years old. Before he switched back to his first
love, Giuffre had taken a Bachelor's Degree in Music at Texas State Teachers’ Coliege, played the
tenor saxophone with Dallas Symphony Orchestra on Porgy and Bess, worked with Boyd Raeburn,
Jimmy Dorsey, Buddy Rich. Woody Herman, the Lighthouse All-Stars and Shorty Rogers.

In 1957 I met Giuffre in New York at the dinner table of a2 mutual friend, and he explained
how he was tackling the technical problem of returnming to the clarinet after so many years as a
tenor and baritone player. He said the main problem was to get used to thinking in terms of
four octaves of a clarinet rather than the two and a half of the saxophone.  His system was
simplicity itself. Every three months, he told me, he intended imcorporating into his nermal
1mprovising range one more semitone, so that graduaily he would acclimatise himself to the upper
register of the clarinet. I do not know how far he has progressed aleng his way since then, but
according to my calculations. this conversation took place three years and twelve semitenes ago, 0
I doubt very much whether Giutre any longer has any problem about thinking in terms of the
clarinet rather than the saxophone.



Frem him to Manne to Paul Smith to Gus Johnson to Ella and back to the man who
brought them all together, Norman Granz. onc gets a complete coverage of the American jare
scene today. That is why these visits to this country, which promise to become an annual event,
are so good for the state of our own juzz, both from the point of view of the working musician and
the listening audience. They stimulate interest, keep us up to the minote, and no doubt recruit
many new converts to the jazz fold who miight otherwise have gone on thinking that jazz was
something that went out with speakeasies.

BENNY GREEN,
Feature Writer for
* THe OBSERVFR
and Jazz Critic for
* RECORD MIRROR ™
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JIMMY GIUFFRE with JIM HALL
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BENNY GOODMAN
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FOR THE BEST BRITISH JAZZ VISIT

THE
CLUB

33-37, Wardour St.,
London, W. 1.

Open Every

FRIDAY ... : .. Z1—~llp.m,
SATURDAY 7p.m. — Mianite
SUNDAY 7 - lipm.

and OPEN ail BANK HOLIDAYS

JEFF KRUGER'S

MONDON

W
GER.i549

Guests Always Welcome




WILFORD MIDDLEBROOKS

GUS JOHNSON
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HAVE YOU SEEN THE NEW ENLARGED JAZZ JOURNAL?
NOW 40 LAVISHLY ILLUSTRATED PAGES

THE MARCH {SSUE, NOW ON SALE, CONTAINS ARTICLES ON.

GIL EVANS

THE EUREKA BRASS BAND
CURTIS JONES
NAT GONELLA
CHAMPION JACK DUPREE

as well as reviews of the month’s new records and photo-
graphs of Roy Eidridge, Jesse Fulier, and sl the artists
mentioned above.
SEND 2s. &d. for a sample copy to:
JAZZ JOURNAL LTD.
27 Willow Vale, London, W.12

ORNETTE COLEMAN -
CEDRIC HEYWOOD '

RoONNIE ScoTT’s CLUB

3% GERRARD STREET, W.I GER 4752

LONDON'’S MOST INTIMATE
JAZZ CLUB

OPEN EVERY EVENING AND
ALL NITE FRIDAY AND SATURDAY

+ GUESTS ALWAYS WELCOME 4
< [(DEAL LISTENING CONDITIONS ¢
s FULL COFFEE BAR SERVICE v

Y 349 BEAUTIFUL ARABIAN SHIMMY DANCERS
ALWAYS IN ATTENDANCE 4

% INDOOR SKi JUMPING

THIS MONTH'S ATTRACTIONS INCLUDE :

TUBBY HAYES QUARTET + RONNIE 3COTT 9-PIECE QRCH,
JOHNRNY DANKWORTH W JOE HARRIOTT QUINTET

IAZZ MAKERS * JAZZ COMMITTEE
JIMMIE DEUCHAR # PETER KING
[ P JAN PIERCE QUINTET

EDDIE THOMPSON TRIO
and THE PROPRIETOR




ERIMY ETENVZ/GERAND

EHa Fitzgerald sings the Gershwin Song Book
VOLUME 1 HMY CLPI3MY (MONQ) C501292% (STERED) LP
WOLLME 2 Haiv CLPI238Y (MOND) CSDAZHI% (STEREC) LP
bk urranged and conducted by Nelson Hiddle (Courbesy Cupliof Records)
YOLUMES 3, 4 and 5 to follow

Elia Fitzgerald sings Sweeat Songs for Swingers

Arranged and conducted by Frank De Vol MMV CLPISE (MONO) LP STERED TO FOLLOW

Ella swings lightly

Arranged and conducted by Murly Paich  #.M.Y¥, CLPI2ET (MONO) LP

Ella and thoe Duke
Na, 1 HMY. TEGES (MOND) EP N, 2 H.M V. TEGI5SE (MONO) §P

Reoat me Daddy elght to the bar/LIike young «u.v wrorm

it’s all right with me/Don’cha go way mad

runth Osear Peleraon Quariel} MMV, 4580819

Jimmy Qiuffre
HERSBS ELLIS MEETS JIMMY GIUFFRE
(Persennet includes fim Holt and Richie Kamuca) MY, CLPI337+ (MONG) LP

GOOSE GREASE/MY OLD FLAME
tHerb Eilis-fimmy Giufre Al SL2rs) MMV, 45.POPI+

SONNY STITT PLAYS JIMMY GIUFFRE ARRANGEMENTS
H.M. V. 7EGE5Z (MONQ) EF

COMING IN APRIL:
THE EASY WAY (The fimmy Giuffre Three)

Roy Eldridge

fealures on BEN WEBSTER AND ASSOCIATES HMV. CLPI3N (MONO) LP

Paul Smith

DELICATE JAZZ (The Puwl Smith Sextet) CAPITOL Tiof? (MONO) LP

*Availabie from 3 1th March

E.M.J. Records Lid - 811 Great Castie Street + London - W.}
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[ THE GREATEST
VOGUE CATALOGUE IN THE WORLD JAZZ

We're proud to say ...

SHELLY MANNE RECORDS FOR
CONTEMPORARY

LAC12142 DOQUBLE PLAY!
Andre Previn & Russ Freaman
{Two Piano Jazz) with Shelly Manne
Take me out to the ball game; Who's on firsi?; Called
on account of rain; Inthe cellar blues . Balter
up; Double play ; Saie at home ; Fungo -
Sirike out the band

SHELLY
MANNE & HIS MEN
LACI2062 SWINGING SOUNDS
The dart game; Bea's flat; Parlhenia.
Un peco loco; Bernie's tune ;

Doxy: Slan; A gem from fiffany

SHELLY
MANNE & HIS FRIENDS

LACI2075 VOL. 1

Tangesing | | caver tha walerlront ; Squaily Roo;

Collard greent and black-eyed peas; Stars fell

on Alsbama ; Tha girl iriend.

LACI210C "MY FAIR LADY"

Gel me to the church on time; On the strect
where you live; I've grown accustomed to her
face ; Wouldn't it be loverly; Ascot Gavolte ;
Faw me; With a little bit of luck; | could have
dancad all night,

LAC12130 “LI't ABNER"
lubilalion T. Corapens s The cownky’i i the
wary besf of hands; ® | had my duthers .
Unnecessary rown; Matrimasisl shemp ;
Progroes is lhe rock al gl awil: O, b Ry day;
Nenely you, Pagl my premp

LAC12212 “BELLS ARE RINGING™
I mat & girl: Just in time; Independent; The party’s over; It's
& perfact relationship: ls it 3 crime; Belter than a dream ;
Mu-che-cha; Leng belore | knew you.

LAC12138 THE WEST COAST SOUND
Grasshapper; Lo Muows; Susimar night; Afredadia,
You amad ihe might and tha mudic) Gazelle ; Swees
Spring i here; Mallals; Yeu'ra getting fo bs & Babit
willh ma; You're ey thrill; Fugus

LACI2148 MORE SWINGING SOUNDS
Moose the mooche ; The wind: Pint of blues ;
Tommyhawk : Quartet.

LACI2193 “PETER GUNN”

Pater Gunn; The floater; Sorta blue: The
Evoshers golo mathers; Solt sounds; Falloii
Sow andeany Brinl and breezy; Dreamsville
A protound gail

Look out for Shelly's new album
SON OF GUNN !! available soon

CONTEMPORARY RECORDS, division of VOGUE. 113-115 FULHAM ROAD, LONDON, SW.3. TEL.: KNI 4256
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. Sun. 10th .,
Mon. 11th |,
Tues. 12th ,
Wed. 13th ,,
Thur, 14th ,,

B e R A..I'Jilrf?!’ 8]

CﬂUN’l‘ BASIE

AND HIS ORCHESTRA

Sat. 9th April Bradfoerd, Gaumont

Liverpool, Empire
Birmingham, Town Hall
Leicester, De Montfort Hall
Cardifi, Gaumont

Flymouth, Ddeon

Friday, Ilnd April

0

Fequest the Hleasure of your
comfiany af one o8 mane of Hheit
concorts during the 1960 loun

Sat. 16th April Finsbury Park, Astoria

A Harold Davison Presentation

sun. 17th ,,  Portsmouth, Guildhall
Mon. 18th ,,  Manchester FreeTrade Hall
Tues. 19th ,,  Glasgow, Odeon
Wed. 20th ,, Mewcastle, City Hall
Thur.21st ,,  Sheffield, Gaumont

* Bristol, Colston Hall
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