
































Same Old Unusual Story

“Monk The Most Stood Up Host”
read the newspaper headline. The story
pertained to a taped television show
in which pianist Phineas Newborn Jr.
played Ir's All Right with Me in the
spot where Thelonious Monk was
scheduled to perform April in Paris.
The program was the I Love a Piano
edition of the American Broadcasting
Co. weekly network series Music for a
Spring Night.

The sounds of the piano from Chopin
to jazz, from silent movies to the parlor
player piano, were to be presented by
Monk, Eugene List, Cy Walter, Dorothy
Donegan, and Ralph Herman. The List
interpretation of the Grande Brillante
Polonaise, Opus 35, by Chopin was to
be followed by Monk's performance of
the Vernon Duke tune.

Monk’s manager, Harry Colomby,
who teaches in a Long Island high
school during the day, had been enthusi-
astic about the coast-to-coast exposure.
He had said at the time the show was
announced, “I guess I'll have to try and
get Thelonious to shave off his beard.”

‘What happened apparently involves
the usual Monk story brought about by
a combination of the usual circum-
stances.

Monk does not like to work out of
New York City, but he is barred from
working in Manhattan clubs because
the New York State Liquor authority
refuses to give him the necessary clear-
ance for a cabaret card, based on an
incident in Maryland several years ago.
This situation, plus his attitude, makes
it difficult for him to keep his quartet
together.

He attended the first rehearsal of the
Music for a Spring Night show a week
before the taping session. The schedule
called for another rehearsal on the day
of the taping. Between rehearsals, Monk
had a one-week commitment to play in
Detroit at the Minor Key coffee house.
He arrived in Detroit with tenor man
Charlie Rouse and bassist John Orr but
minus drummer Specs Wright. By the
time he located a drummer, he was
late for the club opening.

According to Colomby, the week
thereafter went well, with lines outside.
But when the payoff time came, Monk
was docked $500. This disgusted the
pianist. In addition, he caught cold on
the train returning to New York the
day before he was to appear at the ABC
studios.

Colomby’s teaching duties were dis-
turbed the next day by frantic phone
calls from Fred Heider, producer of the
TV show, who had been trying to reach
Monk. Heider told Colomby, “I'm not
excited, but I'm having a nervous break-
down, and if I don't hear from The-
lonious, I'll have to get Phineas New-
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Time Out

Apparently loyalty knows no limita-
tions. Los Angeles jazz disc jockey
Frank Evans (KRHM-FM) tells of two
housewives, inveterate listeners to his
daily show, Frankly Jazz, who called
him recently to urge that he please play
10 minutes of Lawrence Welk . . . “So
we can get the wash hung.”

born.” Colomby tried to reach Monk
by phone and wire but was unsuccess-
ful. Monk’s wife later claimed no one
called and her husband had been sick.

Colomby, inclined to be philosophi-
cal about the episode, commented, “Oh,
well, he’d probably have lost all his
jazz fans.”

Can I} Be Done?

Can a string section ever really swing?
That question will be dealt with this
summer at the Lenox School of Jazz,
where extensive research into the matter
will take place starting Aug. 14 for three
weeks.

John Garvey, of the faculty of the
University of Illinois, and a member of
the Walden String Quartet, which is in
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The next issue will be Down Beat's
annual reed issue. And who could be
a better subject than the ever-provoca-
tive Gerry Mulligan, who has just
launched his new big band? Mulligan
is the subject of a penetrating two-part
article by Leonard Feather, the first of
which will be in the May 26 issue, on
newsstands May 12.

But that isn't all the issue will con-
tain. Many readers have asked for an
informed and authoritative article on
the work of the controversial alto saxo-
phonist Ornette Coleman. And so we
chose one of the men who is in the
forefront of modern jazz to write it:
Julian (Cannonball) Adderley. Him-
self one of the most noted alto saxo-
phonists of this era, Cannon—a former
schoolteacher—is as articulate as he is
knowing, and as sympathetic to the
work of other artists as he is hard to
fool.

And as a further extra, the issue will
contain the results of Down Beat’s
Seventh Annual Disc Jockey poll, with
this difference from previous years: the
poll has been tightened to take in only
the opinions of jazz disc jockeys. In
this issue and the last, Down Beat has
taken a look at the legitimate disc
jockeys. In the next issue, they will
have the chance to express their views
on today's talent.

residence there, will join the Lenox
school faculty this August. “We're going
to have an experimental string ensem-
ble group, which will be something like
the five small ensembles we have now,”
John Lewis, director of the school, said.

“The purpose is to try to find some
way to use strings in jazz much as
you use trumpet sections and trombone
and saxophone sections. It is a deliber-
ate attempt to see if it can be worked
out. It’s going to be very hard and tough
on the string boys, because they’re
going to have to learn new ways to bow
and articulate.”

In addition to Garvey, who played
violin with the Jan Savitt and Artie
Shaw Bands before he settled down to
the academic life, the Lenox faculty
will include Gunther Schuller, the Mod-
ern Jazz Quartet (in residence there
again this year); Max Roach, Bill
Evans, Kenny Dorham, Bill Russo, Herb
Pomeroy, George Russell, Jim Hall, and
Jimmy Giuffre.

The Bankrupt Blues

It is hard to have a line of creditors
waiting for one’s paycheck. That is
what is happening to singer Dick
Haymes these days. The 41-year-old
crooner, who recently has been fea-
tured with his wife, Fran Jeffries, in a
singing act, complained that there were
more than 200 creditors in the line
when payday rolled around at the Liv-
ing room in New York.

According to Haymes' voluntary peti-
tion for bankruptcy filed in U. S. dis-
trict court, the Haymes assets consist
of $9 in a bank, $5,000 in wages owed
to him by night-club owner Monte
Prosser, and $400 in personal property.
His liabilities: $522,242,

Haymes, who becarh¢ a star after
serving as the vocalist with such name
bands as Harry James, Tommy Dorsey,
and Benny Goodman, has grossed about
$5,000,000 in his career. His lawyer,
Martin J. Machat, pointed out that 45
per cent of this gross went to personal
managers, booking agents, and business
managers. Then came income taxes and
substantial settlements with a series of
former wives. Haymes had been mar-
ried to Joanne Dru, Nora Eddington,
and Rita Hayworth. -

The petition listed Haymes as un-
employed and living in New York City.
If the petition is upheld, the debts will
be wiped out, with the exception of
$47,000 in federal income taxes, $1,000
in New York state taxes, and $6,500 in
California taxes.

There was one bright spot in the
Haymes future: Fran Jeffries signed to
make her recording debut on the War-
wick label. An album #& scheduled for
May release with Ralph Burns handling
the arrangements and conducting the
orchestral accompaniment.
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Down Beat has not always agreed with the tastes and budget. The $10,000-a-week singer backed by 100 strings
opinions of Mitch Miller, artists and repertoire chief for costs me no more to program than the 16-year-old who’s
Columbia Records, and we have said so. We believe he recorded in a garage to the tune of an out-of-tune guitar.

was one of the engineers who paved the way for junk But I don’t program variety for the sake of variety. I
music. But in the past few years, Miller has—for whatever have a firm image of what my station stands for, and I will

reason—had some sort of change of heart, and has become not play music that tends to break down that image. Within

an extremely articulate attacker of trash radio programming. these limits, radio music’s battle cry should be balanced

A speech he made in this vein, before a disc jockey con- programming. Just as a balanced diet makes for a healthy

vention three years ago, has become famous. body, a balanced program will make for a healthy body

Recently Miller made another speech on this subject, of listeners.

this one before the convention of the National Association And don'’t tell me that in your station area, most music

of Broadcasters in Chicago. We believe the speech was is too good for your listeners, or they only listen to this kind

of such importance and logic that we present a condensa- or that kind of music.

tion of it here. I believe that you can only go wrong underestimating the
By Mitch Miller taste of your audience. I've found over and over, with kids

Good afternoon. I ought to make a few things clear ~ and with grown-ups, that the range of music they are
about my appearance here. First, you'll want to know that naturally receptive to, and are willing ’and eager t? h_eal', 1s
I was flown to Chicago by United Airlines. They made me almost always greater than what they’re given. It’s just as
buy a ticket, but they did fly me here. I must also admit easy to educate them up as down. Our food, our dress, our
that United bought me my dinner. I only accepted that cars are the same from the Atlantic to the Pacific. Wouldn't

after I saw the clergymen and dowagers on board take it. it be nice if in music, we program directors escaped the
And I was smart enough to turn down the sample cigarettes uniformity that presses in from all sides? )
and chewing gum. And in developing an individual sound for our music

The subject assigned to me today by the NAB is this:  Pprograms, based not on lists or phony popularity contests,
If I Were Your Program Director. It’s funny, but nobody but on our own good judgment and that of our professional
ever handed me this plum until it turned out to be a hot  staffs—we’ll be performing a priceless service for our em-

potato. Now I know how the man felt who was awarded  ployers: creating a station image. i )
the hot dog concesson the day they started to tear down Most stations sense the importance of fixing an image
Ebbets Field of themselves in the minds of their listeners and their ad-

But I'm delighted by the prospect of playing program veftisers. But the imagm.atlon and. programming showman-
director. I'm gfd-fashigned eri:oug% to thilzxkyof radio as  ship that ought to go into the image, goes instead into
glamorous and exciting, not merely the drab step-sister of  proclaiming it. And all the time they know, d}fep go“{n,
entertainment, sitting home by the fire. that the programming doesn’t specially ShOWht at ht ey're

So you say, “Miller, you're living in the past. That has about .anyghmg—that is, apythmg different than the guy
nothing to do with radio today.” But I say that it does, and  five Kilocycles down the dial. o 4 soots but
in most important ways. Despite the invention of television, Listener loyalty must depend not on ve-sec/c\)nd Sp(l)'st u
atomic energy, and the drip-dry suit, at least one thing on the 15 minutes that come bctween themh nd a dlS elnlfr
has not changed. Radio is still the number one medium for ~ Will give as much loyalty to a station that ;011;: s ﬂl t’:
transmitting music and news. Except that now, because of  every other as he will to a carnival pltch]m:n w c: ?st vlvn;
the fantastically varied product put out by the responsible ~ flammed the populace, and then hlgh-ta}x} ed it out of to n.
recording industry, I don't merely have Jessica Dragonette, But what about the importance of the station lmageam
Rudy Vallee, Wayne King, and a few others to choose the station’s pocketbook" Because whether your dpro%r !
from. As program director, I have available on records directors shape an image or not, the prospectl;:e a \lrer iser
every kind of music that man’s genius has produced since on radio are certainly shapmg an image for 'hen;ise ve; et
the invention of the panpipe. And it’s played, sung, or Having carefully instilled in the consumer the hrm he ltl:d
shouted by the greatest living practitioners. What's more, that their company is a solid major-leaguer, why s ;u d
its quality, as, newly recorded with new arrangements, is the advertiser buy a minute of time on a station whos

infinitely better than the music of the most intensely super- music programming shows it to be strictly from ?th;:v1 3-1
vised of the big budget shows in the so-called golden years league—Irresponsibility, Infantilism, and Irritation ore
of radio. : and more, the advertiser is becoming aware of how little

And all of us know that it's better quality than music good a radio spot played in such a climate will ld(;‘ his
on television, where the picture’s the thing and sound company symbol. He might as well flap a foxtail from

balancing is still in the stone age. the radiator of each of his delivery trucks and dress the

Most important to me, as radio program director today, drivers in black le?ther jackets. .
is the knowledge that I can give my audience any kind of As a program director, I would shape my programs to
music show I dream up, without once having to think about Continued on Page 45
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PART 2

THE OTHER
SIDE OF
THE COIN

A little more than a month ago, a

Nashville, Tenn., disc jockey named
Bob Whitson, disgusted with the rock-
and-roll music blaring from station
WMAK, threw the power switch, put-
ting the station off the air, and then
walked out on his job.

Within 24 hours, the station’s other
three disc jockeys—Charles Edwards,
Don Houser, and Herschel Martin—
had followed suit. Roland Wolfe, com-
mercial manager of the station, added
his resignation to the pile, making five
who preferred unemployment to work-
ing for a rock-and-roll station.

The story, fortunately, had a happy
ending—both for the salty disc jockeys
and for music. The station’s new owner,
Frederick Gregg, who had ordered a
rock-and-roll policy for the station, re-
scinded the order, so WMAK's affair
with the rock lasted less than 24 hours.

What is more, even Gregg seemed
to have had some slight change of heart.
He had said ratings of radio stations in
Nashville had indicated that WMAK
“didn’t have any darn listeners.” That
was the reason he had decided to turn
to the rock.

The five resignations then shook him.
But just as startling was the listener
response. Some 3,000 phone calls to the
station backed up the protest of the
disc jockeys—and this in one of the
areas where rock and roll was born.

The calls, according to Gregg, sug-
gested that “the ratings must be wrong.”

“If one out of five people that lis-
tened called,” Gregg added, “that would
be 15,000 listeners—and that’s not bad.”

This incident, coming in the midst of
the payola probe, was little noticed out-
side Nashville. Yet it sharply underlined
a number of things, not the least of
which was the oft-lamented dubiousness
of the rating systems for radio and tele-
vision broadcasting.

But most of all, it illustrated the fact
that disc jockeys have not been the only
villains in the junk-music story—and
that some have even been junior-grade
martyrs for good music.

Some have held out for it against the
heavy temptations of payola.

One such is Chicago pops and jazz
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disc jockey Dick Buckley. “I firmly be-
lieve,”. Buckley said, “‘that payola is re-
sponsible for trash music. But it started
a long time ago and then snowballed.
Now it has become so complicated that
it’s hard to pinpoint.”

In other words, whereas payola may
have given rock and roll its impetus,
once its popularity was established, sta-
tion owners and managers considered it
a good programing policy.

Buckley’s personal view on payola is
held by quite a few disc jockeys who
have not made headlines recently: “With
payola, a fellow can’'t be honest with
himself, with his own taste, or with his
listeners. You can’t do a well-rounded
show, a program that has broad appeal
if you'’re taking money from someone.”

Los Angeles, fast becoming known as
the FM capital of the world, was, by
all accounts, the first major city to sup-
port a radio station programing nothing
but jazz. Under the guidance of Al
(Sleepy) Stein, KNOB-FM (advertised
as “The Jazz Knob") is thriving on its
all-jazz policy and is not lacking spon-
sors.

Stein, an AM jazz jockey in New
York and elsewhere for most of his
adult Jife, said he feels that he has the
answer to jazz radio programing—on
FM anyway. Much of his air time is
purchased on a co-operative basis by
record distributors and manufacturers.
In addition, he has a long-term con-
tract with one of the city’s largest re-
tail record outlets to program 10 LPs
a night. The albums, of course, consist
of those releases currently available at
the store. The store operator, in turn,
has contracts with distributors of jazz
albums and manufacturers, and on that
basis the cost of air time on KNOB is
covered. It is a well-nigh perfect ar-
rangement, Stein said; the revenue cov-
ers a major portion of his operating
expenses.

To Stein, the changeover to good
music in AM radio is already reflected
in the Los Angeles area. “One indica-
tion of the new trend,” he said, “could
be seen recently when a promoter of
rock-and-roll concerts couldn’t find one

AM station with high power output on
which he could buy air time to plug his
concerts. The stations simply didn’t want
to be associated with it.”

As to payola, Stein admitted he has
been approached “lots of times, but it's
always some idiot with a nonjazz rec-
ord. That’'s why jazz DIJs aren't rich

“I'm sorta embarrassed,” he quipped.
“Nobody ever offers me any payola.”

“Don't think you can pay off a disc
jockey,” Stein declared. “Because a disc
jockey by definition is someone who
knows something about music. But you
can pay off the bums who’re nothing
but announcers and know nothing about
musical quality.”

On the AM side of davtime Los
Angeles programing, KGF]J record spin-
ner Johnny Magnus long has enjoyed
a reputation for good taste in records.
Once the head of jazz programing on
New York's WNEW and WABC, he
said he never had a problem playing
good music on the air. One of two white
jockeys (the other handles rock and
roll) on Negro-staffed KGFJ—which is
beamed toward “the Negro market”—
he concentrates on what he described
as “the more popular styles of jazz” and
better-quality popular-reeords.

“Since I've proved to the station man-
agement that I can get a rating with
good music, there has been no problem
with my programing,” he said. “They’ve
had considerable faith in me here, and
they let me pick my own stuff.”

In Magnus’ view, “rock and roll, as
such, is in trouble. Last year, more than
two years ago, in fact, it became ap-
parent that there was a definite swing
toward jazz among the youngsters.
Many people have théZmistaken idea
that the teenagers are a¥" for rock and
roll. This isn’t so at all. When they
reach the age of 16 or thereabouts, they
begin to dig jazz.”

Magnus is one of those who says that
the blame for broadcast musical trash
lies not with station management but
at the feet of the disc jockeys them-
selves.

“Basically,” he declared, “the success
of rock and roll and the general gar-
bage on the singles market—the Fabi-
ans, et al—has been due to the tin-
eared DJs who don’t know good from
bad. They built the new idols; they shot
them up overnight.

“These guys have the librarians pick
their records because they just don't
know. So how can their audience have
any respect for them?”

On the subject of giving-the-pub-
lic-what-it-wants Magnus was explicit.
“You've got to expose -the people to
good music to make them like it,” he
insisted. “That's why a DJ is in a very
important, responsible position. But do
they live up to their responsibilities? You









column is not famous for accuracy, particularly where
matters of music are concerned, it is judicious to consider
his version.

“I have friends in this business from Frankie Avalon
and Fabian to Sammy Davis, Jr.,” he said. “I can get
something from any of them. You can learn from anybody,
if it's only what not to do. Fabian and all of them knew
from the start that I wanted to progress beyond the (rock-
and-roll) phase. I've been preparing for this all my life.

“I contend that it takes the kids to put you on top, and
the same kids as grownups to keep you there.

“I love the business. It’s not the singing. It’s being a
performer and being accepted. I think, ‘Thank you for
recognizing this part of me, but forgive me, I've got to
get back to work on the next part.’ It's a sort of constant
segue. »

“Actually, I never wanted to be a singer, I wanted to
be an actor. And I still do. I was a song writer, trying to
get into the business. I made a demo of one of my own
tunes, and George Scheck, a personal manager, heard it and
said, ‘Do you want to sing?’ I said, ‘Sure. Anything to get
into the business.” I made four records for Decca, then
went to Atco. Nothing much happened at first. Then I
did Splish-Splash.

“That’s when I learned that you have to find out what
John Q. Public wants.”

Darin found out. Splish-Splash, a somewhat inane rock-

and-roll tune that he wrote, was followed by more hits,
including Queen of the Hop and Beyond the Sea, an up-
tempo version of a semi-standard English adaptation of
a Charles Trenet tune.

Today, the Darin snowball has grown to the point where
he will make an estimated half million dollars this year—
though he says he’ll have only about $1,000 when the gov-
ernment has carved away its portion of the pie. He still
retains his hold on adolescent audiences, though magazines
that cater to teenagers are already voicing editorially the
heart-rending question, Is Bobby Darin Deserting Us?
Meantime, he is packing such adult rooms as the Cloister
in Hollywood, the Chez Paree in Chicago, and the big,
smart Chase hotel in St. Louis—where, incidentally, he
broke the house record set several years ago by Martin and
Lewis. “You can put that down, too,” he said as I was
taking notes at the Chase. “That's another thing I'm inter-
ested in: breaking records.”

From the Chase, Darin took off on a three-week tour
of England and followed that with a one-week date at
the Deauville in Miami. Then it was back to L.A. and the
Cloister for three weeks. In June, he will do three weeks
at the Mecca of American nightclub acts, New York’s
Copacabana. This summer, he is scheduled to make a
movie for Paramount, which company has him under
contract to do seven films.

Along with success, Darin has all the problems that are
its inevitable concomitants. His telephone rings constantly.
If, talking to the switchboard operator, he finds out the
caller is someone he knows or the call otherwise seems
legitimate, he takes it. He takes all his calls himself, still
having managed to do without the flock of flunkies that
provides reassurance to so many big names. (Only his
pianist and drummer travel with him; he shares a home
in California with his manager.) If he doesn’t know the
caller and there seems to be no specific purpose to the
call, the operator says he isn't in. “You never know whether
the conversation is being taped,” he said.

Legitimate taped-by-telephone interviews with disc jock-
eys he does willingly, the beeper signal letting him and the
listeners know how the interview is being done. Requests for
interviews are met cordially, since Darin has a businesslike
awareness of the value of publicity. Sometimes, however,

he doesn’t like the way in which he is approached.

Recently the manager of a radio-TV outlet in a small
Illinois town wrote to ask him to tape a personal message
that the station could run as an introduction to the
Academy awards telecast. As Darin read the letter, he
sz_\id he would do it. But the letter had a post script: “The
disc jockeys on station BLANK give your records excellent
exposure.”

“Why that fink!” Darin said, and threw the letter into
the waste basket.

Perhaps the disc jockeys on that station are no longer
playing Darin records . . .

Much of Darin’s mail and telephone calls involves at-
tempts to sell him something, as often as not an insurance
policy. And he gets hit by every conceivable charity. “Usual-
ly,” he said, “they come on with the assumption that you're
a member of a certain religion, or the Masons. But I
immediately refer all these requests to Steve Bloun, my
manager, who turns down 96 per cent of them. It's a per-
fect cop-eat for me.

“I don’t mind, though. I admire con—because that's my
business too.”

What Darin does mind, in common with all name
entertainers, are the calls from doting mothers whose
daughters are “just loaded with talent” and who need only
a break, a break the entertainer is in some mysterious way
supposed to be able to provide. Darin ducks as many of
these calls as he can, but a few get through. He tries to
be polite, but soon finds that there is nothing as angry as an
ambitious mother scorned. “They begin screaming at you,
and tell you you're no good and you're never going to
make it big.”

He is also beseiged by autograph hunters, whose exist-
ence is a far more serious hazard to the big name enter-
tainer than the lay public usually realizes. Once, when he
had an hour off between shows, he decided to spend all of
it signing _autographs. A huge line gathered outside his
dressing room. Setting up a table and chair, he went to
work. When the hour passed, the line still was not gone.
And Darin had to go onstage. When he stood up and said
he was sorry, but he had not more time to sign autographs,
those in front said, “Just one more, please!” And those
in back started calling him impolite names, because, after
waiting an hour, they were to be cheated. What was he to
do? Skip his scheduled show?

Since then, he has acquired various techniques for duck-
ing the autograph-hunters, none of which, in fairness to
him, will be disclosed here.

eedless to say, Darin almost literally has to sweep

the girls off the doorstep. They write mash notes to
him, some of which are pretty torrid. They haunt the cor-
ridors of hotels where he is staying. They knock timidly
at his door, sounding a little like mice in the woodwork.
If he answers, they have fits of titters, and then, after
recovering from the traumatic joy of his speaking to them,
thrust autograph books at him.

Just what it is that draws women, like moths to a candle,
to the man in the spotlight, is a major mystery. Obviously,
this phenomenon didn’t start with Darin. Nor did it start
with Elvis Presley or even Frank Sinatra or even Rudolph
Valentino. In the early 19th Century, the violinist Nicolo
Paganini enjoyed this strange mass behavior of women. So
did composer-pianist Franz Liszt, who was (until he retired
to the quiet of a monastery) what we would now call a
lover. In fact, even the fainting of girls, which was alleged
to be the result of some unique power in Sinatra, goes back

"to the time of Liszt. When the master played piano, women

supposedly fainted—or swooned, in the gentler terms of
that vanished age.
And toward the latter part of the last century, when
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Despite the odds that quality singers of
popular music have had to face in recent
years, a surprisingly large group of them
has come up, or continued in careers al-
ready established. Nothing gives evidence
of this as clearly as the following list,
meant as a guide to those who book such
acts for clubs.

Such lists are always difficult to select,
since they tripger outraged reader mail over
the omission of personal favorites. In gen-
cral, we have not included artists such as
Doris Day, who does not do personal
appearances. And we have included indi-
viduals such as Odetta, who is hardly a
pop singer, yet who does have a wide
popularity dnd pulling power in clubs.
Finally, professional respect has been a
key criterion; it rules out such singers
as Eddie Fisher.

Each singer’s nanie is followed by record
label affiliation and booking agency. SAC
means Shaw Artists; MCA, Music Corpora-
tion of America; GAC, General Artists
Corporation; W.M., William Morris; W.A.,
Willard Alexander; ABC, Associated Book-
ing; Ind., independent.

MALE

MOSE ALLISON
Prestige; SAC.

Better known as a pianist of the rural
jazz stripe, Allison, a relative newcomer
on the jazz scene, is a basic and earthy
blues singer of immense conviction. He
composes much of his material and has
enjoyed a growing success on record,
notably with his Back Country Suite, and
in intimate jazz rooms.

HARRY BEDAFONTE
RCA Victor; MCA.

A renowned entertainer unique in his
field, Belafonte has become one of the
hottest night-club draws in the country.
In recent years he has been backing away
from the specialized calypso material
with which he enjoyed tremendous suc-
cesses on record and has broadened his
repertoire to include folk songs of many
peoples and cultures.

TONY BENNETT
Columbia; GAC.

Top-earner Bennett’s night-club appear-
ances always are enlivened by the first-
class jazz group he carries. His liking for

jazz carries over into his singing, par-
ticularly on up-tempo numbers. A fre-
quent guest on network television shows,
he carried his own weekly program dur-
ing the summer of 1959.

RAY CHARLES
Atlantic, RCA Victor; SAC.

A blues singer whose earthiness fre-
quently plumbs astonishing depths, Char-
les has proved on record and personal
appearances that he is equally at home
with varied song material of the pop
variety. He carries his own band and is
in great demand in clubs and even ball-
rooms (for special promotions).

NAT COLE
Capitol, GAC.

One of the titans of show business,
Cole is ever-popular on records, on tele-
vision, and on personal appearances in
the best-paying clubs in the country.
Occasionally he records an albtm, such
as Welcome to the Club, on which he
was accompanied by the Count Basie
band sans the leader, in a jazz vein.

VIC DAMONE
Columbia, Wing; W.M.

First coming into prominence as a sort
of second-string Frank Sinatra, Damone
has developed through the years into one
of the top singers and entertainers in the
business. Consistently in demand in
front-rank supper clubs, he is a_frequent
visitor to television musical shows and
has appeared in some motion pictures.

MATT DENNIS
Kapp, RCA Victor; ABC.

Composer of some of the best and
most enduring popular songs ever writ-
ten (Angel Eyes, Let's Get Away From
It All, et al) graying Matt Dennis con-
tinues to propagate his lightly sophisticated
brand of piano-vocal entertainment in the
more intimate rooms.

JOHNNY DESMOND
Columbia; MCA.

The onetime crewcut GI troubador
who made his name with Maj. Glenn
Miller’'s army band is today a mature
singer-actor who has accumulated con-
siderable experience as a recording artist
and on the Broadway musical stage. The
wartime “swooner” these days is the sin-
cere singer of songs.

ROY HAMILTON
Epic; GAC.

Handsome and personable Hamilton
has had his share of record hits through
the years (You'll Never Walk Alone, et
al) and during the rock-and-roll era
earned a considerable following among
adherents of that phenomenon. After
temporary retirement from show business

a fe_w years ago, he returned to enjoy
continued success.

DICK HAYMES
Decca; ABC.

In the news recently as a declared
bankrupt, Haymes has intermittently
sung his way through an down-and-up
career in show business. Featured in
many motion pictures during the 1940s,
his romantic-balladeer style and plush,
relaxed way with a lyric won him count-
less fans. He continues to draw on the
supper-club circuit.

BILL HENDERSON
Vee-Jay; SAC.

Chicagoan Henderson is best known
as a singer in the jazz area and as com-
poser of the lyric to Horace Silver’s
Senor Blues. He has worked with the
Miles Davis Quintet and with many other
modern jazz groups in his home town
and throughout the east.

JON HENDRICKS
World Pacific; WA.

One-third of Lambert-Hendricks-Ross,
Hendricks is as prolific a versifier as he
is compelling a vocalist. The author of
all his material, he now is beginning to
branch out as a singer on record. In
addition, he sets to lyrics the instrumental
numbers by L-H-R in its club act.

AL HIBBLER
Decca; SAC.

The swooping voice and impish sense
of humor of Al Hibbler has been de-
lighting his countless admirers for more
than 20 years. Closely identified with the
Duke Ellington band during his rising
years, Hibbler worked with Johnny
Hodges’ small band until its breakup in
the early 1950s. He has been working
jazz rooms as a single in recent years.

JULIUS LA ROSA
Columbia, Roulette; GAC.

La Rosa’s “lack of humility” and
firing off the Arthur Godfrey television
show brought him more national pub-
licity than he possibly could have bought
at the time. In subsequent stands in the
nation’s leading hotels and supper clubs,
and on records, he has put that publicity
to excellent use and risen to be one of
the country’s top popular singers.

TOMMY LEONETTI
Camden; W.M.

Darkly good-looking Leonetti was well
on his way up the show business ladder
when the payola scandals broke last fall.
His name and that of his manager were
coupled with shady dealings, but Leonetti
was found blameless. The unfavorable
publicity does not appear to have hurt
his career, however, for he currently is
in demand in eastern clubs.

Continued on Page 40
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CLASSICS

Munch/Saint-Saens
SAINT-SAENS—RCA Victor LM-2341s Sym-
phony No. 3 in C Minor, Op. 78.

Personnel: Charles Munch conducting the Bos-
ton Symphony Orchestra; Berj Zamkochian, ordon;
Leo Litwin, Bcralun;tilnzig‘l::;, pianos,

Old Camille Saint-Saens, best known as
an artisan who specialized in pieces that
bespoke a qugint gentility if little glse,
could also work himself up to a glorious
blowoft now and then.

Here is his most successful large-scale
effort, the famous Organ Symphony in
an absolutely scrumptious recording by
Munch and the Boston orchestra, There
is musical interest in this symphony, but
for the first few -plays at least the man
who doesn’t just sit and gape at the sonic
wonders engrooved here is a more dedi-
cated student of Saint-Saens than this
reviewer cares to meet. (D.H.)

Bela Bartok
@ BARTOK—Fantasy S5003: Rkapsodies No. 1,
No. 2 for Violin and Orchestra; Two Portraits for

tra, Op. S. 3
Orl:g::o;anel:pGreiory Millar eonducting the Littlo
Symphony of San Francisco; Nathan Rubin, violin.

Rating: % % % %
Here is another of the all-too-rare re-

leases from a west coast label known as
Fantasy, one -af> the higher-quality inde-
pendents. Bartok's Two Portraits, Op. 5
(not to be confused with the somewhat
later Two Images) are given fine idio-
matic performances here, and many who
think of Bartok as the percussive angry
man of music may be charmed by these
early works.

It is the two 1928 vintage Rhapsodies,
however, that make this disc especially
worthy of a Bartok lover’s consideration.
These works are products of Bartok’s
study of Hungarian folk music, and Rubin
is a persuasive investigator of their charms.
The best moderirsversion of the Rhapsody
No. 1 (dedicated to Joseph Szigeti) has
been by cellist Janos Starker, in a transcrip-
tion done by Bartok. However, it lacked
the authentic sound of this violin version.
There also was, a transfer to 33-rpm by
Szigeti, with Bartok himself at the piano,
instead of an orchestral accompaniment.
It should be reigsued. (D.H.)

(i

Markevitch-Beethoven
BEETHOVEN .— Epic BC-1067: Symphkonies
No. § in C Minor, No. 8 in F Major._

Personnel: Igor Markevitch conducting the Or-
chestra des Concerts Lamouroux,
Rating: % %
Here is the permanent conductor of the

Lamoureux leading his own orchestra in

two staples of the repertory and without
much distinction. The string sound is harsh
and wiry, for one thing, but more im-
portant, the interpretations are excited
rather than exciting. Markevitch drives
everything along at the same pell-mell
pace, missing the felicities of the Eighth
and the power of the Fifth,

Markevitch may know what he wants,
but it is the mark of a good conductor
that he is able to get what he wants out

of his men. (D.H.)
JAZZ

Red Allen-Kid Ory
#@E RED ALLEN MEETS KID ORY—Verve
MG VS-6076: In the Mood; Blues for Jimmy ;
Ain't Misbehavin'; Honeysuckle Rose; I Wish 1
Was in_ Peoria; Keep off Katie's Head; Tisho-
mingo Blues.

Personnel: Red Allen, trumpet; Kid Ory, trom-
bone; Robert McCracken, clarinet; Cedric Hay-
wood, piano; Fraok Haggerty, guitar; Morty
Corb, bass; Alton Redd, drums.

. Rating: * ke k
This should be required listening for

all the kid bands attempting to play tra-
ditional jazz. Whereas the kids—no mat-
ter what their ages—try so desperately
to recreate the New Orleans style, these
men just relax and play; if what comes
out resembles traditionalism, it’s beside
the point. Ory and Allen are playing
themselves, just as Miles and Cannonball
play themselves—the only difference is in
conception; the spirit’s the same. It’s a
healthy spirit.

Allen garners most of the honors with
some of the best horn work I've ever heard
from him. He refrains from his whamp!
whamp! extrovertism and blows some
lovely and meaningful trumpet. He is poig-
nant and introspective on Blues for Jimmy,
but when the occasion demands it, he
drives 'em down as he does on the en-
semble choruses of Peoria and Katie's
Head. Underlying all his work is a pen-
siveness that has rarely been noticeable
before. a

McCracken comes close to Allen’s level
of performance: all his solos crackle with
fire and pop with ideas. His ensemble
work snaps like a whip.

The weakest horn in the front line is
Ory’s. He seems to have lost any desire
to play anything new or different. Most of
his solos are either bits he’s played before
or stick pretty close to the melody. He
can still stomp hell out of ensembles,
though.

The rhythm section gets a good swing,
especially Redd.

Recommended for the fine work of
Red Allen. (D.DeM.)

Sidney Bechet
{ SIDNEY BECHET IN CONCERT AT THE
BRUSSELS FAIR, 1958 Columbia CL 1410:
Indiana; Society Blues; St. Loais Blues; Swanee

River; In a “Sentimental Mood; All of Me;
When the Saints Go Marching In.
Personnel: Bechet, soprano saxophone; Buck

Clayton, trumpet; Vic Dickenson, trombone; Ar-
vell Shaw, bass; Kansas Fields, drums; George
Wein, piano.

Rating:z o % % ok %
This is not the greatest Bechet record

ever made, but even at that any present-
able recording made by him is invaluable.
This one is quite well recorded and has
Bechet in some pretty good examples of
the really amazing vitality of playing and
take-charge type of lead he specialized
in.

There are a number of good solo spots
by Dickenson and Clayton as well. One of
the most remarkable things about Bechet's
playing is that quality of vitality: it never
left him. You have only to go back and
play some of the old ones, the New
Orleans Feetwarmers, for instance, to see
how incredibly alive everything he played
was, It remained that way as long as he
did play.

To take some of the tired tunes on this
LP and make them, as he did, come alive
once more takes more than facility and
experience. It takes that rare artistic fire
that Sidney Bechet, perhaps more than any
of his contemporaries (aside from Arm-
strong) had in such great quantities.

(RJ.G)

Curtis Fuller
BLUES-ETTE—Savoy MG 12141: Five Spot
after Dark; Undecided; Blues-ette; Minor Vam 2
Lot;'c, Your Magic Spell Is Everywhere; Twolve
ach.

Personnel: Curtis Fuller, trombone; Benny Gol-
son, tenor; Tommy Flanagan, piano; Jimmy Gar-
rison, bass; Al Harewood, drums.

Rating: 4 % % %

Here is a good example of how simple
material plus taste and thought can pro-
duce an album of lasting beauty. The lines
of the originals—all except Vamp are
blues—are stark and to the point. Most of
the themes are stated in unison or, as on
Undecided and Magic Spell, Fuller plays
harmony to Golson’s lead. This unclut-
tered method of theme statement, added to
the abundant use of minor keys and the
remarkable blend of the two horns, is
what gives this LP its charm.

Fuller is fast maturing, and if he con-
tinues along his present line of thought,
could well develop into the Miles Davis
of the trombone. Gone are the cascades
of unnecessary notes; in their place Fuller
has substituted calm, reflective phrases
which sometimes sound like extensions of
the theme. This is improvisation. His
muted, strolling solo on the title track is
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one of the high spots of the LP.

There is some of this theme variation
in Golson's solos, usually in his first
chorus; but after this initial effort, he
tends to play technique instead of ideas.
This is indeed unfortunate, for 1 feel that
if Benny would lay off his overuse of
technique and concentrate on linear varia-
tion, he would be the most provocative
tenorman around.

The rhythm section is firm but subdued,
which makes it truly an oddity among
today’s volcanic back rows. Flanagan's
playing is at its crystal-clear best and
floats lightly on top of the smooth flow-
ing timekeeping of Garrison and Hare-
wood. (D.DeM.)

and uncompromising, Lex nevertheless
drives relentlessly and it is due mainly
to his forward aggression that this album
comes off as adequate jazz.

Technically, Pearson is superior to many
of his more acclaimed peers, but so far
he remains awfully pretty and somewhat
gutless. A little while and a few hard
knocks later, his superb finesse, spiced
with the water from the well of life, ought
to yield a seasoned, groundrooted per-
former.

This LP is really a long shot, prophetic
rather than profound. But if you delight
in being in on the ground floor, buy this
one. (BJ.G.)

Ted McNab

TED McNAB & CO.—AMountain Greenery; I'll
Never Say “Never Again” Again; Blue Moon;
Margie; That Old Feeling; Have You Met Miss
Jones?: Lover; You're My Thrill; It Had to Be
You; Three Little Words; Spring Is Here; Close
as Pages in a Book.

Personnel: Bernie Glow, Burt Collins, Doc Sev-
_erinson, John Bello, John Frosk, Al DeRisi, trum-
pets; Urbie Green, Dick Hixon, Sy Berger, Frank
Rehak, trombones; Dick Meldonian, Zoot Sims,
Gene Quill, Al Cohn, Sol Schlinger, Herb Geller,
saxophones; Milt Hinton or John Drew, bass;
Osie Joh or Don L d, drums; Nat Pierce,
piano; Barry Galbraith, guitar.

Rating: & % 14

It's hard to express exactly what is
wrong here. The arrangements are clean
(Marion Evans is responsible), the men
play well, and the solos are all right. It's
just that even on several plays it does
not seem as if anybody really wanted to
say anything.

As it is, it's comparable to those Capitol
Glen Gray things and the Ted Heaths
and the rest of the swing-band type of
LPs, which are all right to have on the
piccolo but don't really grab you. It out-
swings Les Brown, but the worst of
Woody Herman’s bands had more guts to
it. Sims, in his solos, comes closer than
anybody else to making you sit up and
listen. Who, by the way is Ted McNab?
The Dan Terry of the '60s? (RJ.G))

Duke Pearson

M PROFILE—Blue Note 4022: Like Someone In
Love; Black Coffee; Taboo; I'm Glad There Is
Youn; Gate City Blues; Two Mile Run; Witch-

craft.

Personnel: Duke Pearson, piano; Gene Taylor,
bass; Lex Humphries, drums.

Rating: % % %

If my personal definition of jazz did not
incorporate some form of swing as vital,
then I could erase my reservations about
this album,

How does one go about being funky
without swinging? Gate City Blues has all
the necessary naughtiness to elevate it
enviable heights; yet it floats close to the
ground, and, at best, is good earthy blues.
I'm Glad is beautiful mood music; Pear-
son’s notes shower down pure and crystal
clear to reveal him as a sensitive creator.

In the main, the tunes hold together
well. Witchcraft is perhaps the least
acceplable as a jazz arrangement. There
is too much piped-music-in-a-restaurant
feeling there.

If you like the pile-driving clang of the
high cymbal, and thunderous drums, then
Humphries is your man. Abrupt, blunt,
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38 THE MUSIC OF

- Bob Wilber

SIDNEY BECHET:
SPREADIN' JOY—Classic Jazz CJ 5: Ghost of
thaBiues; When the Sun Sets Down South; Polka

of, Stomp; Where Am I?: Little Creole Lul-
‘laby; Spreadin’ Joy; Who'll Chop Your Suey
When I'm Gone; Quincy Street Stomp; Georgia
Cabin; Blackstick; Blue Horizon.

Personnel: Bob Wilber, tenor, clarinet. bass
clarinet; Barry Galbraith, guitar: Dick Wellstood,
piano; Leonard Gaskin, bass; Bobby Danaldson,
«drums; Dick Cary, trumpet; and Vic Dickenson,
trombone, added on tracks 1, 2, 3, 5, 10.

Rating: % % % *
Wilber has done a fine thing in this

release by pointing out Bechet’s merits as
a composer. It is all too easy to be con-
sumed by Bechet's fiery playing and lose
sight of his charming melodies. True, he
was primarily a performer and not a com-
poser. Nonetheless, his true tunes were
good enough to be preserved in an album
such as this. And no better qualified per-
son could be found than one-time Bechet
protege Bob Wilber.

In the 1940's, Wilber sounded so much
like the master that it was next to impos-
sible to distinguish between them; but after
study and struggle Wilber emerged as an
individual, much to his credit. Some of
Bechet remains, however. The welding of
old and new is the real figat of this album.

Wilber has not imitated Bechet, except
on Horizon, which is very close to the
original, but interpreted Bechet. All the
tracks are lightly arranged, somewhat in
the manner of Bechet’s Vocalion and Vic-
tor records. This is not to say that the
scores are reproductions of these earlier
releases but that the essence of an un-
organized and controlled session is evident
in both cases. Wilber has voiced the horns
in the septet tracks around guitar lead,
achieving a light, floating, and very attrac-
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issue period. LPs so rated in this issue will be included in the next listing.

* %k k k k

Donald Byrd, Byrd in Hand, (Blue Note 4019).

b Miles Davis, Workin’ (Prestige 7166)

. John Coltrane, Giant Steps (Atlantic 1311)

4 Duke Ellington, Festival Session (Columbia CL 1400) -

Jon Hendricks-George Russell, New York, N. Y. (Decca DL 79216)

» Gerry Mulligan Meets Ben Webster (Verve MG Vs 6104)

[ Thelonious Monk, Thelonious Alone in San Francisco (Riverside

¢ RLP 13-312)
, Bernard Peiffer For People Who Like Original Music (Laurie LLP

Jimmy Rushing, Rushing Lullabies—Vocal (Columbié CL 1401)
Art Tatum, The Greatest Piano of them all (Verve MG v-8323)

* k k k%

Marty Paich, I Get a Boot out of You (Warner Bros. WS 1349)
* % k K

Australian Jazz Quintet, Three Penny Opera (Be‘thlehcm BCP
Duke Ellington-Johnny Hodges, Side by Side (Verve MG-VS 6109)
Bennie Green, The Swingin’est (Vee-Jay LP 1005)
Jimmy Heath, The Thumper (Riverside RLP 12-314 and 1160)
Jon Hendricks (Vocal), A Good Git-Together (World Pacific
The Modern Jazz Disciples (New Jazz 8222) -
Oliver Nelson, Meet Oliver Nelson (New Jazz 8224)
Oscar Peterson, Swinging Brass with Oscar Peterson (Verve MG

Mavis Rivers, Hooray for Love (Vocal) (Capitol T 1294)
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MARK MURPHY
Capitol; ABC.

A relative newcomer, Murphy began
to attract attention a couple of years ago
with his light and easy style and jazz-
based interpretations. Newly signed with
Capitol, he has an initial album on that
label now in release. He has made tele-
vision appearances and currently is busy
with eastern club dates.

TOMMY SANDS
Capitol; MCA.

One of the most popular teenage idols
to emerge from the rock-and-roll era,
Sands’ success can be measured in big-
selling albums and singles, television
appearances, and motion pictures. Of
late he has shown a tendency to drift

apart from the rock-and-roll fad and to -

concentrate his appeal on older audiences.

BOBBY SHORT
Atlantic; ABC.

A perennial favorite in the chi-chi
rooms, where his highly stylized perform-
ance is most effective, Short combines a
flashy piano approach with a unique way
of delivering a song. His sophisticated
manner and offbeat choice of material
mark him as particularly suited to the
ultrasmart, mink-lined places his fans
normally inhabit.

BOBBY TROUP
Liberty, RCA Victor; MCA.

The sophisticated lyrics® and modern
piano of Troup have been his trademark
ever since his Route 66 established him
in the hit songwriter class in the 1940s.
His rather breathless, quasi-hip singing
style fits well in smaller, jazz-oriented
rooms. His long stint as master of cere-
monies of the TV show, Stars of Jazz,
did much to enhance his bookability dur-
ing the last couple of years.

JOE TURNER
Atlantic, Savoy; SAC.

Big Joe Turner, a legendary blues
singer, learned his art while tending bar
in a Kansas City saloon. In recent years
such record successes as Yakety-Yak and
Honey Hush have tended to identify him
more with the rock-and-rollers than with
jazz fans, yet he is considered by musi-
cians and laymen alike to be probably
the greatest blues shouter alive.

ANDY WILLIAMS
Cadence; GAC.

An alumnus of the old Steve Allen
Tonight television show, Williams is
recognized as one of the best all-around
pop singers in the business. His phrasing
and high degree of musicality have won
him praise among musicians and laymen
alike. Williams has made many television
appearances and is consistently bookable
in the nation’s better clubs and supper
rooms.

JOE WILLIAMS
Roulette, Verve; W.A.

Despite recurring rumors that he is
leaving the Count Basie Band, big Joe
Williams continues singing blues and bal-
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lads with the band and enhancing Basie’s
popularity. A recording artist in his own
right, Williams’ albums have revealed him
to be as versatile as he is powerfully
effective.

AR
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ERNESTINE ANDERSON
Mercury; W.A.

One of the better singers to come to
prominence in recent years, Miss Anderson
profited from a rather chaotic tour of
Sweden in 1956 with the Rolf Ericson
all-stars to the tune of a recording con-
tract with a major label and numerous
jazz club dates from coast to coast. She
has also worked annual jazz festivals.

PEARL BAILEY
Roulette; W.M.

One of the greats of show business,
Miss Bailey plays the nation’s top clubs
and supper rooms. She has appeared in
motion pictures (her latest is Porgy and
Bess) and currently is presenting a new
revue at the Flamingo Hotel in Las Vegas,
music for which is provided by the or-
chestra of her husband, drummer Louis
Bellson.

LAVERNE BAKER
Atlantic; GAC.

With strong roots in the blues, Miss
Baker has made her national reputation
almost exclusively in the rock-and-roll
area. She has had many single r&r single
hits and also has albums to her credit.
She has proved a strong draw, particularly
in the rock-and-roll concert field, a la
the Alan Freed packages.

BETTY BENNETT
Kapp, United Artists; Md.

Miss Bennett’s singing is heavily salted
with jazz influences, and she is equally
at home on ballads and up-tempo swingers.
For several years she has been appearing
at Cy Werner's Excusez-Moi club in
Hollywood, singing to accompaniment of
piano and bass.

POLLY BERGEN
Columbia; MCA.

Miss Bergen has practically made a
new career out of the songs of the late
Helen Morgan. She recorded an LP
album of Morganiana and starred in a
television spectacular based on the late
vocalist’s life. A striking brunette, Miss
Bergen is a show business success—on
record or in night clubs.

CONNEE BOSWELL
Design; GAC.

Starting out in show business over a
quarter century ago with her two sisters,
Boswell was one of the top
swing singers of the 1930s. For many
years she has performed as a single in
night clubs and supper rooms, unhandi-
capped by her confinement to a wheel
chair. Her light, swinging vocal style
and irrepressible charm have made her

an enduring favorite with an older fan
following.

RUTH BROWN
Atlantic; SAC. o

In the late 1940s, Miss Brown took
New York’s rhythm and blues fans by
storm with her unusual vocal style and
earthy interpretation of blues material.
Her background included a spell with the
Lucky Millinder band during 1948 and
early training singing with her father'’s
church choir. She is still one of the fore-
most singers in the rhythm and blues
idiom,

DIAHANN CARROLL
United Artists; MCA. " +-

Beauty and a flair for dramatic pre
sentation go hand in hand with Miss
Carroll's night club act. Since appearing
in the film, Porgy and Bess, she has
drawn material from that opera’s score
and incorporated several of the Gershwin
songs into her presentation. On record,
her accompanists have included Andre
Previn. She recently played a return en-
gagement at Hollywood'’s Cloister.

JUNE CHRISTY
Capitol; GAC.

Since her early days with the Stan
Kenton Band of the 1940s, Miss Christy’s
calm and collected style has epitomized
the vocalizing of jazz' cool era. Now a
major attraction in the nation's bigger
jazz rooms and better-class supper clubs,
Miss Christy purveys her special reper-
toire with consistent success.

DOROTHY COLLINS
Coronet, Top Rank; GAC.

Miss Collins first earned a reputation as
vocalist with the bands of her husband,
Raymond Scott. For many years a star
of The Hit Parade on radio and tele-
vision, she left that program with the
advent of the rock-and-roll era. With a
voice to match her blénd, vivacious ap-
pearance, she is stlll"a good night-club
attraction.

CHRIS CONNOR
Atlantic; ABC.

One of the many successors to a sing-
ing style out of Anita O’Day and June
Christy, Miss Connor, too, put in a stint
with the Stan Kenton Band. Her albums
have sold very well over the last six
years, and she is most active in jazz clubs
through the east and middlewest.

BARBARA DANE .~
Barbary Coast, Dot; Md.

A specialist in the blues and folk songs
of the American Negro, blond, blue-
eyed Miss Dane prefers working small
jazz rooms where the atmosphere is
simpatico and swinging. Sometimes ac-
companying herself on guitar, she has
a seemingly endless . repertoire of au-
thentic blues material and usually puts
it across with telling effect.

DORIS DAY
Columbia; Md.

Miss Day's successes on records in
years past have long been surpassed by
her personal triumphs in motion pictures
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	By Leonard Feather


	The Records


	FEMALE

	STUDY

	ARRANGING

	AT HOME


	PERSPECTIVE

	BY RALPH J. GLEASON




	STAN KENTON

	Classified Ads

	COLD SORES FEVER BLISTERS


	WRITE YOUR OWN MUSIC FOR YOUR SONG POEMS!

	COMPOSCRIPT

	THE GREATEST NAMES IN JAZZ WILL HELP YOU BE A MODERNIST!

	ItO/^Mão^Q)-. ™CHESTtK21,N.Y.



	I ART BLAKEYS



	& THAT GREAT GRETSCH SOUND



	What’s that again— about students not being able to afford a Selmer instrument?



