
































survey of the nation’s record com-
panies—and therefore don't give the
real total of money that has gone out
in payola in recent years. Question-
naires went to 230 record distributors
in 23 cities. The big payola towns were:

Los Angeles. Sixteen questionnaire
replies indicated that payments were
made to 23 individuals and two licen-
sees, with 13 stations involved. The
total payments uncovered, $86,954,
constituted the largest of any city in
the country.

St. Louis. Six replies showed pay-
ments of $51,850 to 23 individuals.

Chicago. Brawling Chicago had to
be satisfied with third place, with
$50,395 in payments going to 64 in-
dividuals (indicating a high percentage
of shady disc jockeys).

New Officials for NARAS

Spring brought a new look to the
face of National Academy of Recording
Arts and Sciences officialdom. New offi-
cers and executive committee members
were announced by the organization.

Voted president was songwriter and
Decca Records a&r man Sonny Burke.
Voyle Gilmore of Capitol was named
first vice president, and soung engineer
Val Valentine of Verve became second
vice president. Van Alexander became
the new secretary and Walt Heebner
treasurer.

According to Stan Richardson, the
record organization’s executive director,
jazz pianist George Shearing was given
a life membership. San Francisco
society bandleader Ernie Heckscher
was granted a new yearly membership.

New members of the NARAS board
of governors, as announced by out-
going President Paul Weston, are as
follows:

_Bill Lee and Margaret Whiting—vocalists and
singers.

onny Burke and Billy May—leaders and con-
ductors.

Voyle Gilmore and Walt Heebner—a&r men
and producers.

Hank Mancini and Elmer Bernstein — song-
writers and conv)osers.

Luis (Val) Valentine and John F. Kraus—
studio engineers. .

Shorty Rogers and Dave Frisina—instrumental-
ists and musicians,

Vian Alevander and Tutti Camarrata—arrangers.

Marvin Schwartz and Bill Claxton—art direc-
tors and literary editors.

Morris Stoloff, Roger Wagner, Leonard Pen-
nario, and Miklos Rozsa—classical.

Stan Freberg and Mel Blanc—spoken word,
documentary, children’s, comedy and educational.

All are first-time board members except Burke,
\{alen‘tjine, Schwartz, and Claxton, who were re-
elected.

To Levy from Columbus

John Levy was once a fine jazz
bassist from out of Chicago, working
with the combo of Stuff Smith and later
George Shearing. About 10 years ago,
he started to delve into personal man-
agement, and it wasn’t long until he
had given up playing the bass for good.

Last month, John Levy Enterprises
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moved into new headquarters on New
York’s 57th St. Besides managing his
old boss, Shearing, Levy is guiding the
careers of several jazz names who he
himself brought into prominence. '

The Levy stable includes Julian.
(Cannonball) Adderley, Ernie Andrews,
Donna Hightower, Ahmad Jamal, Bev
Kelly, Yussef Lateef, Ramsey Lewis,

Timme Rogers, Joe Saye, Dakota
Staton, Billy Taylor, and Monica
Zetterlund.

Levy's latest acquisition is an attrac-
tive, vivacious young singer named
Nancy Wilson from Columbus, Ohio.

As is frequently the case with a
home-town star, friends urged her to go
to New York City and try for the big
time. She arrived in the big city last
year and went home with two contracts
—a personal management pact with
Levy and a recording agreement with
Capitol. Her first album, Like in Love,
was launched in Columbus the middle
of last month.

Miss Wilson, 22, has been in show
business since 1952. She was the sing-
ing star of her own television show
over WTVN in Columbus eight years
ago.

While attending high school, she
sang frequently with local bands and at
school parties, and when the oppor-
tunity arose in May, 1956, to join the
Rusty Bryant Band as a featured
vocalist, she took the job. For two
years she toured the midwest and Can-
ada with Bryant's dance band. This
was followed by a year of working, on
the small night-club circuit as a single.

$500,000 For the Real Thing

The importation of “canned” foreign
soundtracks for television films is a
demon constantly bedeviling American
musicians. Measures to control it have
been introduced in Congress, and the
American Federation of Musicians has
spearheaded a campaign to boycott the
products of those firms that sponsor TV
shows using canned music.

Yet, the solution of the problem will
lie not in congressional action or in
AFM punitive measures; it must come
from the producers themselves.

This spring, a major contribution
toward maintaining live music in tele-
films, and, in fact, increasing its use,
is being made within the vast produc-
tion complex known as Revue Produc-
tions, a sprawling, television factory on
the Hollywood hills site of what was
once Universal-International Pictures.

Already the leader among telefilm-
eries in the use of live music, Revue
owned by Music Corp. of America, is
investing $500,000 in construction of a
new music building being readied for
occupancy early in July.

The building will house two scoring
stages, two projection rooms, and three
dubbing stages—one for looping and
recording vocals. In addition, there will
be facilities for an upstairs music library,
publishing company headquarters, six
workrooms reserved for composers and
arrangers, and 22 sound proofed cutting
rooms.

As part of the expansion of the music
facility, Revue to date has purchased
some $12,500 worth in music instru-
ments, including $7,500 worth of per-
cussion instruments, a $2,500 Ham-
mond organ, and a third grand piano
for recording only.

Revue’s crew-cut music director, Stan-
ley Wilson, and the company’s energetic
business administrator, Bobby Helfer,
are optimistic about future employment
of even more musicians than the more
than 400 sidemen used last year in
scoring 15 shows.

With the increased music facilities,
Wilson said, they expect to employ up
to one-third more than those now on
call to record the music for the dozen
shows currently in production.

“Next season,” said Wilson, “we an-
ticipate doing five hour shows and 10
half-hour shows a week.” These will in-
clude the 60-minute mystery series,
Thriller, with music by Pete Rugolo,
and the Elmer Bernstein-scored The
Lawyer, also an hour show.

At the present time, recording activ-
ity at Revue keeps an average of 10
copyists busy six days a week work-
ing on arrangements for a weekly sched-
ule that runs 48 to 50 hours recording
an average of three shows a day in
three-hour sessions. To AFM Local 47
musicians on call for this work, it means
a total income of between $30,000 to

- $35,000 a week.

The day of Down Beat's visit to
Revue some of these men were busy on
one of the smaller soundstages record-
ing the soundtrack for an M Squad
episode. With composer Benny Carter
on the podium, the 10-piece band in-
cluded such well-known jazzmen as Don
Fagerquist, Frank Rosolino, altoist Bill
Green, and a rhythm section compris-
ing pianist Jimmy. Rowles, bassist Joe
Comfort, and drummer Alvin Stoller.

Why did Revue invest half a million
dollars in the expansion of its music
department?

“It’s just that there is developing a
gradual understanding among producers
that live music has real value in televi-
sion shows,” Wilson explained. “One of
the few ways to turn out a better show
today is by intelligent use of music,
and this fact is realized now.

“In order to stay ahead,” he said, “we
have to have better music in our shows.
Certainly, the expanded facilities will
help us get it.”






Denver Locals Integrated

With the Jim Crow musicians union
situation in San Francisco finally settled,
Herman Kenin, president of the Ameri-
can Federation of Musicians, drew a
bead on the Denver area and shot down
another blind crow.

As Ernie Lewis, Kenin’s assistant,
looked on, an agreement to merge mem-
berships and property rights in a part-
nership was signed between all-Negro
Local 623 and Local 20. The latter,
one of the federation’s founding groups,
was chartered in 1897; Local 623’s
charter dates from 1938. The merger
takes effect July 1.

Sworn foe of segregated local unions
within the AFM, Kenin, in New York,
expressed gratification on the ready
compliance by the Denver locals with
his integration order. In apparent refer-
ence to the difficult San Francisco set-
tlement, however, he noted, “The im-
plementation of a fundamental federa-
tion policy of complete integration has
been a sometimes tedious process, large-
ly because many of our Negro locals
have been the chief objectors.”

Then, in a warning to those Negroes
who apparently prefer segregated status,
he added, “We, nevertheless, are de-
termined that integration of our remain-
ing locals will be achieved in an orderly
manner.”

Future targets of the Kenin integra-
tion drive: Boston, Philadelphia, Pitts-
burgh, and Springfield, 11l

Trouble for the Baroness

The Baroness Kathleen Annie Pan-
nonica (Nica) Rothschild de Koenig-
swarter has been called a jazz patroness,
a mother to musicians, a party giver,
and just a jazz fan or follower. Some
say her influence on jazz musicians has
been good, others say bad. But the fact
remains that she has many friends and
supporters in the jazz world.

A 46-year-old Englishwoman whose
former husband, the Baron de Koenig-
swarter, lives in Paris with their three
youngest children, the baroness lives in
Weehawken, N. J. She has two older
children, a son 23, and a daughter 21,
living in this country.

During the war, the baroness served
five years with the Free French forces
in Africa, Italy, and France. Since her
arrival in the United States,. her sup-
port reportedly has come from an un-
limited supply of $10 and $20 bills
sent to her by the baron.

In March, 1955, the late Charlie
Parker, then very ill, stopped by the
luxurious suite she maintained at the
Stanhope Hotel on New York’s Fifth
Ave. The baroness called her doctor,
who recommended that Parker be taken
to a hospital. But the saxophonist in-
sisted he wouldn’t go. Bird went to bed
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in the baroness’ apartment and died
there four days later.

On Oct. 15, 1958, there was a ruckus
at a motel near New Castle, Del., in-
volving jazz pianist Thelonious Monk
and a Delaware state trooper (Monk
later paid fines totaling $110 for
assault). During the investigation, state
police searched the luggage in the
baroness’ car. They later testified that
they found $10 worth of marijuana.
Monk and tenor saxophonist Charlie
Rouse, who were traveling with the
baroness, were found not guilty of nar-
cotics possession charges.

But last month in Wilmington, Del.,
the baroness received one of the most
severe sentences ever handed down for
marijuana possession: she was given
three years in jail and fined $3,000 by
Judge A. James Gallo.

She was released in $10,000 bail after
her attorney, Arthur J. Sullivan, an-
nounced that he would appeal to the
Delaware Superior Court.

Jammin' the Blues for TV

After 15 years, one of the greatest
jazz films ever produced, Jammin’ the
Blues, once again will be seen by mass
audiences—this time on television.

Produced in 1944 by Norman Granz
for Warner Bros., the jazz short was,
directed and photographed by Gjon
Mili and won an Academy Award
nomination (1944) for one-reel short
subjects. It featured Lester Young, Illi-
nois Jacquet, Barney Kessel, Joe Jones,
Sid Catlett and dancer Marie Bryant,
among others. Now it will be seen on
television as part of a series of 165 one-
reelers syndicated under the title, All-
American Bands, and sold as a package
to TV stations across the nation start-
ing in May by United Artists Associated,
Inc., a wholly owned subsidiary of
United Artists pictures.

According to a spokesman at Warner
Bros., Jammin’ was sold to United
Artists along with other music shorts in
March, 1956. After four years in the
can, it will be released for television
along with shorts of many bands filmed
during the 1930s and ’40s. In the series
are the bands of Stan Kenton, Artie
Shaw, Woody Herman, Glen Gray,
Tony Pastor, Ray McKinley, Cab Callo-
way, and many others. Each short is 10
minutes long, and the 165 films can be
used as program fillers or combined in-
to half-hourly segments. None of the
shorts ever has before been shown on
TV. :
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In a Down Beat interview, Norman
Granz made some revealing and often
trenchant comments on Jammin' the
Blues and his part in its making.

“Do you know that I got only $240
for making that picture?” he asked.

“That’s how much I love jazz.”

On the production itself, Granz re-
called, “Leo Watson was originally
hired to sing in the picture, but he
didn’t show up for the shooting so we
went ahead without him. (And) on one
of the days we recorded, Sid Catlett
had to go for an army physical, so in
the picture Catlett is shown on camera
actually playing to Jo Jones’ drumming.
And Jones is on camera playing to Cat-
lett’s drumming.”

Studio interference was an annoying
and persistent thorn in Granz’ side dur-
ing production.

“All the ‘experts’ at Warners stuck
their heads in, and it was a terrible
thing,” he said disgustedly.

“The Warners people insisted we have
a dancer in the picture,” he continued,
“so we got Marie Bryant. She got $50
for that gig. And the musicians were to
be paid $16 a man. I squawked about
that, but Warners wouldn’t budge—so,
all but a couple of the musicians walked
out on the picture, and so did 1.

“At first Warners put up a tough
front, but they had spent so much
money already on the picture that they
finally gave in, and the guys got more
money.” :

Though photographer-director Mili
obtained a 16-millimeter print of
Jammin’ the Blues for his personal use,
“I never got a print,” Granz said.

Last year, Granz had completed pre-
liminary plans for production of a full-
length color feature on jazz. Titled The
Jazz Scene, it has yet to be produced.

Dixieland's Revenge

Jazz has a dedicated soul in disc
jockey Bob Shields, who since Septem-
ber, 1958, has been broadcasting the
best in- modern music over WGHF-FM
in Brookfield, Conn.

From the beginning, Shields has
fought a modern jazz vs. Dixieland
battle with station owner Capt. A. J.
Detzer, in spite of the fact that his
modern jazz program draws more mail
than any other feature of the station.

A few months ago, the captain com-
manded Shields to open his show each
time with 15 minutes of Dixieland.
Shields dutifully played the required
quarter hour of what he calls “antique
sounds”. Then, one recent evening,
when the Dixieland prelude was over,
he remarked, “That’s enough of that
junk. Now let’s play some real music.”

The telephone rang immediately. It
was Capt. Detzer. “You're through!”
cried the irate Dixie fan. “Desist from
making any further announcements
until a relief announcer can get there.”

Now-at-liberty jazz disc jockey
Shields plans to join a station in Mount
Kisco, N. Y. this coming fall—with a
program of all modern jazz.






JAZZ NIGHTS AT PALM SPRINGS

By JOHN TYNAN

When Easter vacation-time arrives,
southern California’s resort towns an-
nually shudder under the impact of
thousands of carefree, beer-bearing stu-
dents, ready, willing, and decidedly able
to carry their Easter message of whoo-
pee from Pacific-hugging townships like
Balboa-Newport to the sun-cracked oasis
of Palm Springs. -

While adult vacationers tend to re-
gard the teenaged shenanigans with
tolerant, grown-up amusement, local
law-enforcement authorities find the
presence of the students far from jocose.
- Before the close of the Easter weekend
in Palm Springs this year, for example,
the police chief's blotter was crowded
with the names of some 130 celebrators.

Aware of the annual blight, a group
of jazz-loving students from Palm
Springs high school led by Richard W.
Kite formed Jazz for Youth and named
Kite president. Assisted by Richard B.
Kite, father of the group’s president
and a well-to-do realtor, the student or-
ganization took a step in an unprece-
dented direction when it sponsored two
nights of .medern-jazz in the'450-seat
auditorium of the Riviera hotel in an
attempt to provide vacationing students
with something to think about besides
beer.

Contracted by bassist Howard Rum-
sey, leader of the Lighthouse All-Stars,
the two-night festival had only moderate
success. But for a first attempt to bring
jazz to the desert, it was a definite artis-
tic success.

Friday Night, April 15
Personnel: The Lighthouse All-Stars:
Howard Rumsey, bass, leader; Conte
Candoli, trumpet; Art Pepper, alto,
tenor saxophones; Terry Trotter, piano;
Nick Martinis, drums.

Friday night's concert was given sole-
ly by Rumsey’s Lighthouse group. The
quintet performed a dozen numbers
highlighted by consistently outstanding
solo work by Candoli, Pepper, and Trot-
ter. Trotter was outstanding in the
opening Paul Chambers original, Whims
of Chambers. Candoli blew with clean
lyricism on My Funny Valentine, dem-
onstrating precise and crisp enunciation,
compensating a lack of passion with a
flying cadenza to close.

There followed one of two weak spots
in the two-night event: the appearance
of one Pedro from San Gabriel, who
performed more or less interpretive
dances to the Lighthouse classic, Mambo
Los Feliz, and the chestnut, Viva
Zapata. The dancer’s time left some-

16 » DOWN BEAT

thing to be desired, and Candoli gnd-
Pepper were relegated to manipulating

maraccas and claves, the while looking
more than a little foolish. Still, once
shed of the claves, Pepper blew a fine,
expressive alto solo on Mambo.

The concert’s second half opened
with Gigi Gryce's Minority, the climax
of which was heard in a series of traded
eights among Candoli, Martinis, and
Pepper. :

Pepper blew strong and authorita-
tive tenor on Horace Silver's Nita's
Dream and once again demonstrated his
pre-eminence on alto with a probing,
caressing solo on the following ballad,
Why Are We Afraid?, an Andre Previn
original from the film The Subterran-
eans. After an excursion on Bobby
Newman's original in three-quarter time,
Little Lady, during which Candoli
played with fluency and drive, Pepper
regained the spotlight with his adapta-
tion of After You've Gone—Straight
Life. The altoist took it very fast and
seldom has played with such brilliance
and fire. Candoli followed Pepper but
didn’t even attempt to cut the altoist’s
offering.

After an angularly atonal Previn
blues, Like, Good Friday, the group
played a somewhat unexpected encore
in Pepper’s original, Bijou the Poodle.
The composer switched again to tenor,
and the number had its moments. But,
all in all, the evening ended on a rather
labored note. Emcee Kite should have
let the boys quit while they were ahead.

This present Lighthouse quintet is a
constantly stimulating, hard-swinging
group, which blows with a freshness that
had been rather obviously missing in
Rumsey’s more previous bands. Pepper
and Candoli are the big guns, of course,
but pianist Trotter is a very exciting
youngster with what should be a bril-
liant jazz career ahead.

Saturday Night, April 16

Personnel: Bill Goodwin Quartet—
Goodwin, drums, leader; Charlie Lloyd,
alto saxophone; Bobby Hutcherson,
vibes; Bob West, bass. Bob Cooper,
tenor saxophone, oboe; Frank Rosolino,
trombone. Les McCann Trio—McCann,
piano; Leroy Vinnegar, bass; Ron Jef-
ferson, drums; Johnny Jackson, vocals.

The only relative old-timers on Satur-
day’s program were Cooper and Roso-
lino; the rest of the bill consisted of new
jazz blood.

Goodwin's quartet brought to a slight-
ly larger house than that of the previous
evening a program reflecting the taste
of today’s young jazzmen. The set con-
sisted of On Green Dolphin Street;

Ahmad Jamal’'s The New Rhumba; All
Blues and Bobby Timmons' Moanin’'.

Leader Goodwin plays with modern
conception without trying to show off
his left hand prowess; altoist Lloyd
seems to play from beginning to end
at the same emotional level—frenzy;
vibist Hutcherson disclosed a real flair
for intelligent funk and passionate
preaching on his instrument; bassist
West proved to be an impeccable time-
keeper with built-in musical taste. Lloyd
was more effective on flute, and his
work on that instrument, with Hutcher-
son’s vibes, revealed a burgeoning talent
that surely must gain recognition before
long.

Accompanied by the McCann trio,
reedman Cooper was booted by Jeffer-
son’s drums through two up-tempo num-
bers, I’ll Remember April and a closing
Strike Up the Band. His oboe offering,
Angel Eyes, was pristine and clean as
the desert dew and proved most effec-
tive though hardly exciting in a jazz
sense.

Drummer Jefferson thundered and
rolled with the sound and fury of
Philly Joe Jones at large. His time was
beyond reproach, though, and, though
he came on like the Russian artillery
batteries at Sevastopol, inspired Coop
to genuinely stirring heights in Strike
Up the Band.

Trombonist Rosolino also did three
numbers—a medium blues, Free for All;
a ballad, Lover Man, and an up-
tempoed Milestones.

While the blues proved rather unex-
citing, Rosolino took Lover Man for a
staccato, multinoted ride that came to a
rising cadenza at the end. Milestones
benefited mightily from the rhythm
support of McCann, Vinnegar, and Jef-
ferson and rose to a climax during a
series of eights between trombone and
drums with bass and piano vamping a
stop-time pattern.

“Goin’ to church with McCann”
might well have been a fitting subtitle
for the McCann trio’s portion of the
program. The pianist's Gospel-heavy
jazz, usually done tongue in cheek,
proved the hit of the evening.

The trio projected with breathless
rhythmic force on an opus whimsically
titled, Fish This Week But Next Sun-
day Chitlins, and the pianist-leader
demonstrated with piano and on-mike
stage personality his unique way with
an audience that, with astute manage-
ment, could catapult him into one of
the nation’s top jazz personalities.

I'll Remember April was accorded
an unusual, almost poetic ballad treat-

(Continued on Page 42)






started insisting that his drums be shipped to Las Vegas,
Nev., so he could join the Harry James Band.

But the doctors would have none of it. They cut off all
his phone calls, and neither the patient’s father nor his
friend Frank Sinatra could get through to the bedside. A few
days later, Rich was transferred to the New York Hospital
for Joint Diseases, so that he could be near his family at
Christmas.

Rich was to spend five weeks in the hospital before being
allowed to return to his family and his Manhattan apart-
ment for more weeks of quiet.

Whether he liked it or not, Rich was to have, for perhaps
the first time in his life, all the time in the world to sit and
think.

Bernard Rich, eventually to be nicknamed Buddy, was

born Sept. 30, 1917, the son of a vaudeville team billed
as Wilson and Rich. His mother sang and his father was
a blackface comedian. They made Buddy a part of the act
before he was 2, and he was destined to have a long show
business career before he even thought of taking up jazz,
a field in which he would gain the admiration of musicians
and public alike.

Reports on how he got started on drums differ. Some say
he was found banging out rhythms on his high chair with
his baby spoons; others say that he fashioned his first drum
by putting a piece of cardboard over his mother’s sewing
ring.

In any case, Buddy was working in vaudeville as a single
(managed by his parents) when he was 4. By 1921, he had
appeared in his first Broadway show, and two years later
went into The Greenwich Follies of 1923, a show in which
he did a drum specialty number called Village Toyshop.

By the time he was 7, Buddy was touring the Tivoli cir-
cuit as “Traps, the Drum Wonder” and evading the child
labor laws. He didn’t get into a regular school until he was
14, but in the meantime he at least had learned a little
geography—his tours had taken him as far as Australia and
Hawaii.

But vaudeville was showing signs of deteriorating. Jazz
writer and television producer George Simon recalls seeing
Buddy emceeing a floor show aboard a Hudson river ex-
cursion boat around 1933. Rich introduced the acts with
quips and did a short dance set. As Simon, himself a drum-
mer, was walking out of the salon, he spotted the emcee
at a set of drums behind the bandstand, amusing himself
by practicing paradiddles. Buddy Rich was winding up his
first career, a show business veteran before he was 20 years
old.

He had grown up in a world of clawing, scratching, and
fighting for survival, where those who fought hardest some-
times won out over those with greater talents. Brought up
with the sound of applause in his ears, he was cocky—not
only from his successes but also because he had learned
that a good offense was often the best defense. He was to
use much of what he had learned in later hassels with band
employers, booking agents, and managers.

Rich's entrance into the world of jazz came about almost

casually. One of his neighbors in the Brighton Beach
section of Brooklyn, where he was living, was bass player
Artie Shapiro. Rich and Shapiro worked weekends with a
band in Flatbush.

In 1936, Shapiro joined Joe Marsala’s band at the Hickory
!-louse on 52nd St. He took Buddy to a Sunday afternoon
Jam session, hoping Marsala would let him sit in. Rich went
to four Sunday sessions before he got a chance.

Toward the end of the session, Shapiro motioned for
Rich to relieve Danny Alvin at the drums. Customers be-
gan to leave, thinking the best was over. Marsala told
Rich, “We’re going to play Jim Jam Stomp. You set the
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tempo.” He looked at Rich dubiously.

But as Rich kicked off the tune, departing customers
paused, then many of them began drifting back to their
seats. Marsala offered Rich a job, on the spot, at $66 a
week—if he would join the American Federation of
Musicians. )

When Buddy told his father about the opportunity and
asked for a $55 loan so he could join the union, the elder
Rich was angry. “You mean you would give up a vaude
career as a star,” he demanded, “to go and play drums in
those cellars and be a nobody?”

But Buddy got the money and hied himself down to union
headquarters to take his test for membership. A union
official shoved a sheet of music at him. But Buddy shook
his head. “I can’t read,” he said.

And so the union man (probably aware that Rich had
been a prodigy on drums) asked, “Can you do a drum
roll?” Buddy played a roll. The examiner listened for a few
seconds and said, “Here, give me those sticks and hurry
down to the office with this paper. Pay your money and
get out of here before I get in trouble for letting you in.”

And so Rich became an AFM member. He still cant
read music.

Rich soon learned that, in some ways, the music business

wasn't too different from vaudeville. The same resent-
ments, jealousies, and bickerings prevailed. Older musicians
didn't like youngsters coming in and taking jobs away from
the older Dixieland jazzmen at a time when jobs in jazz
spots were far between.

Not that some of the fault wasn’t Buddy's. Outspoken
even then, he had little sympathy for the Dixieland music
of the Marsala band. These were the early days of the big
swing bands, and Rich preferred big bands to small groups.
Before his first year with Marsala was up, he left to join
Leith Stevens’ studio orchestra, which then was playing
the famous Saturday Night Swing Club on CBS radio.

In the years that followed, Buddy was to spend a great
deal of time in Harlem. His first chance to play in a big
jazz band came to him there: drummer Chick Webb, play-
ing the Savoy ballroom, wanted to take a short rest. Rich
says he was accepted more quickly by Negro listeners than
by white audiences. To this day, he is still a great favorite
at Harlem’s Apollo theater.

Rich was taken one night by friends to Dicky Wells’
after-hours spot. Wells, never famous for liking ofay cus-
tomers, demanded, “What’s with this kid?” Rich’s com-
panions told him Buddy was a drummer. Wells said, “All
right, you, get to those tubs in the corner, and if you aren’t
good, I'm gonna kick you right out of here.” Rich became
a regular at Wells'.

As his career advanced, Rich played with many of the
great bands to grow out of the swing era: Bunny Berigan,
Tommy Dorsey (at three different periods), Les Brown,
Harry James (twice), Artie Shaw, and a group known as
the Big Four that comprised Rich, Charlie Ventura, Chubby
Jackson, and Marty Napoleon. He made at least four of
the Jazz at the Philharmonic tours, and, starting late in
1945, has had a big band of his own (broken up and re-
organized several times) and a succession of small groups.

But it was the association with Tommy Dorsey that first
thrust Buddy into the consciousness of a whole generation
of swing fans.

In 1939, Rich was with the Artie Shaw band. He was
still dogged by the problem he had encountered in the
Marsala band: the jealousy of older musicians toward the
younger. In Buffalo, N. Y., Shaw made headlines by walk-
ing out on his own band and, he said, the whole band busi-
ness. He said he was sick of it, partly because of dissension
in the ranks. One instance he gave: older men in the
orchestra resented the applause for Rich’s drum solos.









and Henderson. A son, Reed Brown
Mulligan, was born in 1957; Gerry and
Arlyne were divorced last year.

During the first half of 1953, Gerry
and Chet had a partnership that seemed
as historic, in its way, as Venuti and
Lang in the 1920s, Tommy and Jimmy
in the '30s, and Diz and Bird in the
*40s. “Gerry’s musical communion with
Chet was a fantastic and beautiful
things,” said a girl who knew them well.
“But as a person, Gerry wanted Chet
to be so much more sensitive than he
was capable of being. Chet was so
different as a musician and a person—
a real juvenile-delinquent, hot-rod kid in
his attitudes.”

“The group really came off until
Gerry and Chet started hating each
other,” Chico Hamilton said. “They'd
come on the stand and Gerry would
face one way and Chet another. A
couple of times I had to pull them
apart.”

The breakup that resulted was in-
evitable. But, though it seemed to augur
disaster, Mulligan turned it to advan-
tage: during Christmas week of 1953 he
organized a new quartet featuring the
valve trombone of Bob Brookmeyer in-
stead of trumpet.

This group represented the second of
six major phases in Gerry’s career as
a leading jazz figure. The third was a
sextet he led in 1955-56, with Zoot
Sims, Brookmeyer, and Jon Eardley
or Don Ferrara; the fourth was the
1958-59 quartet with Art Farmer; the
fifth was a period of movie-making,
during most of 1959, when he had no
organized group, and the sixth began
a few weeks ago when he formed a 13-
piece band in New York.

“Each of my groups has had an
entirely different sound, and an entirely
different effect on me,” Gerry said re-
cently. “It's misleading to talk about
‘the quartet’ as if there’d been only
one. And the sextet was completely
different again—there we had the first
leanings toward a big band sound, a
more concerted thing, getting away from
the strictly spontaneous counterpoint.”

How, he was asked, did he feel about
the use of the pianoless format by so
many other groups since his?

“I don’t think there have been that
many, have there? But if there have,
that must mean that it’s practical, that
it works well. However, the way the
music is written must have a concerted
enough sound to cancel out the need
for a piano. It won’t work if everybody
is just playing long solos all in a row.
For instance, there’s one group that
dispensed with the piano—Max Roach’s
—that I thought was doing something
musically incomplete. They would play
the same number of solos that they'd
have used if there had been a piano,

.

and the fellows didn’t alter their style.
When you play without a piano it does
require a different approach. With Max’
group, it was a big test for my ears
just to be able to follow the soloists

~~through 10 or 12 choruses. It was a

nbble experiment, though, and I must
say that the way Max plays has a
concerted enough sound in itself to
give the others a ‘very melodic style of
accompaniment. ‘But the soloists have
to be up to this challenge; you've got
to establish some kind of chordal pro-
gression, you can't just skate over the
rhythm section as you can when the
piano is there stating the chords.”

., Mulligan’s innovation was not long in
acquiring imitators; by 1954, Lars Gul-
lin in Sweden had taped an LP patterned
directly after the Mulligan-Brookmeyer
quartet sound. Meanwhile, Gerry had
run the gamut from best-selling records
(LP-1 ultimately went over 30,000, an
exceptional figure by jazz standards) to
night club attendance records and jazz
festival eminence. Soon the critics, fans
and musicians who came to know him
realized they had been ignoring an ex-
traordinary personality in their midst.

Perhaps the first qualities with which
Gerry became associated, after he

had made it, were his musical and
personal gregariousness and his pen-
chant for analysis, discussion, and sug-
gestion, no matter what the subject.

George Wein, producer of the New-
port festival and operator of Storyville
in Boston, said, “At first, when I saw
Gerry walk onstage and sit in with
Billie Holiday and Teddy Wilson and
Pres, I thought he was just trying to
hog the limelight. Later I realized he
just had a love for the music and
wanted to be a part of it. Then, at
Storyville, I once had him working
opposite Jimmy Rushing, and he'd just
stay up there and play straight through
both sets! He’s very eager, very spo-
radic, and gets upset very easily. As
for his urge to play, I think Gerry and
Dizzy are the last of the blowers—the
men who really enjoy a session.”

Ellingtonian Harry Carney, always
Gerry's baritone idol, has this recollec-
tion: “One night Gerry came over to
Duke’s record date and we decided to
celebrate my birthday by going out to
hear Pepper Adams at the Bohemia. We
wound up listening to a terrific bari-
tone player with the other combo there,
a group from Cornell [Nick Brignola
with Reese Markewich] and after he'd
listened a long time Gerry just had to
get up and play.” It was during that
evening that Mulligan and Carney con-
ceived the idea of a duet with Duke’s
band, later consummated at Newport
in Prima Bara Dublla.

Elaine Lorillard, one of the founders
of the Newport festival, recalls one of

the greatest sessions ever, at her house
in Newport. “Chico came out, and
Tony Scott and Art Farmer, and Gerry
played piano; Father Crowley and a
few other nonplayers were there. It
was utterly spontaneous and lasted from
4 until 8:30 a.m., and the sun came
up and the roses were blooming—
beautiful sights and sounds. The next
evening was the exact opposite, com-
pletely formal as Gerry posed for a
picture spread for Vogue.

“Gerry may put his foot in it here
and there, but he’s basically dedicated
to the cause. And his ideas are con-
structive. Everything he said was wrong
with the festival really was wrong; the
musicians were the last to be con-
sulted, and he wanted an auxiliary
board of musicians to act as advisers.
He supplied a whole list of musicians’
complaints, from programing of the
music to lack of refreshments and toilet
facilities. He was firm but friendly;
although at first he felt the festival
setting was how jazz should be pre-
sented, he became more disillusioned
every year.”

“What galls me at these festivals,”
Gerry said recently, “is the way they
emphasize all the names of the '30s
and '40s and wind up minimizing our
names. They use the prestige of the
people of my generation, _but then put
us in a subordinate position. They have
hurt my drawing power by not drawing
attention to how much of a boxoffice
name I am. The handling of Monterey
[Mulligan played there i~ 1958] was
even worse than Newport. Eventually,
I'd like to ease out of the jazz festival
scene entirely.”

“Gerry has a missionary’s zeal,” de-
clared Marshall Brown, leader of the
Newport youth jazz band. “He equates
jazzmen with the left bank writers in
Paris in the 1920s. He goes about
things so fiercely that sometimes he
may antagonize the very people he's
trying to win over. But what's most
important of all to him is to be a great
jazzman and a great leader. Like
Eisenhower, he’s a great general who'd
have made a very poor sergeant.”

Though Brown’s ‘analysis may be
right, General Gerry still enjoys
nothing better than a barracks bash
with GIs of every rank. At the first
Newport festival in 1954, he not only
sat in with Eddie Condon’s Dixielanders
but also took part in a fantastic finale
that brought Mulligan, Kenton, Condon,
and a dozen more of every breed into
a wild rideout on I Got Rhythm.
“Gerry loves to play and he loves to
talk,” Condon said. “You can make
some casual remark about the weather
or the new Buick, and then he’ll go
into an hour’s oration. He's got guts,
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CLASSICS

Serkin/Mendelssohn

MENDELSSOHN—Columbia MS-6128: Piano

Concertos No. 1 in G Minor and No. 2 in D Minor.
Personnel: Rudolf Serkin, piano; Philadelphia

Orchestra, conducted by Bugene Ormandy.

Rating: % % & %

The first impression a listener gains from
these performances is that Serkin must
be setting new speed records. The popular
G Minor Concerto, especially, tumbles
along breathlessly. Actually, Serkin’s and
Ormandy’s tempos are not unusual for
these works. Serkin conveys the sense of
glittering speed and bravura simply by ad-
hering to a rule known to every piano stu-
dent: you don’t have to play fast if you
play all the notes evenly—it will sound
fast.

The only danger in this approach is
that everything can sound as if it is com-
ing out of a note-making machine. Certain
notes in scale passages are more important
than others, and pianists who concentrate
on technique tend to ignore their sense.
In the Mendelssohn concertos, such subtle-
ties are less crucial, and Serkin rightly
stresses their bright joviality.

These are large-scale interpretations with-
out being heavy-handed, and anyone who
wants both concertos on one disc has a
bargain here. (D.H.)

Reiner/Mahler/Haydn
q MAHLER—RCA Victor LM-6087: The Song
;I the Barth; HAYDN—Symphony No. 88 in G
a

or.

ersonnel: Chicago Symphony Orchestrs, con-
ducted by Fritz Reiner; Maureen Forrester, con-
tralto; Richard Lewis, tenor, soloists in Song.

Rating: % % % % %

In recent seasons, Reiner has given this
Mahler symphony several times with var-
ious soloists, but the difficult balance be-
tween voices and the exotic orchestration
never has been so successfully achieved in
the concert hall as on this disc.

This seems to be one case where engi-
neers have given record listeners a clearer
picture of the score than live listeners ever
have enjoyed. For once, the tenor is not
washed away by orchestral outpourings at
crucial points in the song of the drunkard.

This is not as introspective an interpreta-
tion as some conductors give to The Song
of the Earth, but it sets forth the score
more lucidly than any other available. The
Haydn symphony takes up Side 4. (D.H.)

Tarrago/Tarrega
THE MUSIC OF FRANCISCO TARREGA
—Columbia ML-5454: Recuerdos de la Alhambra;
Preades Nos. 1, 2, S, 10, 11; Mazarka in G; Min-
aetto; Pavana; Capricho Arabe; Allegro Brillante
para Conclerto; Sueno; Gavota (Maria) ; Mazarka
(Marietta) ; Mazarka (Adelita); Lagrima; Estadio

on Forma de Minuetto; Estadio en La.
Personnel: Renata Tarrago, guitar.

Rating: % % %

Senorita Tarrago (accent on the last syl-
lable) plays sensitively and with a well-
developed technique in most of these short
pieces, staples of the classic guitar encore
literature, but she has lapses that are
impossible to understand. How, for in-
stance, could she permit the ragged per-
formance of the Allegro Brillante that be-
gins Side 2 to be released under her name?

A guess would be that she recorded a
batch of music by Tarrega (accent on the
first syllable) at one sitting, and all of it
was included on this disc. More selectivity
is in order, if the handsome young woman
is to gain and keep an international audi-

ence. (D.H.)
JAZZ

Lou Donaldson

@ THEB TIMB IS RIGHT—Blue Note 4025:
Lou's Blues; Be My Love; Idaho; The Nearness
of You; Mack the Knife; Crosstown Shaffle;
Tangerine.

Personnel: Donald elto ph ; Blue
Mitchell, trumpet; Horace Parlan, piano; Laymon
Jackson, bass; Dave Bailey, drums; Ray Barretto,

conga.
Rating: % % 14

The hangup to reviewing a Blue Note
album is that the liner notes are usually
written by a capable critic who loudly
lauds the obvious virtues of the album
or cops out magnificently for the flagrant
flaws. Let’s admit the handicap and use
this disadvantage to best advantage.

There is nothing really “wrong” with
this album if you omit Mack the Khnife,
When Ira Gitler mentions “the cutting
edge of the lilting Mack the Knife,” mus-
ically that resolves to “they butchered that
up pretty good.” Other than this, the notes
and tempos are there. The musicians play
adequately but little happens.

The album is worth its price for the
performance of Blue Mitchell. His brief
solo on Nearness is one of the most
sincerely plaintive treatments the tune has
received in some time.

Donaldson is a great altoist who should
not be dismissed on the basis of this
album; the material with which he works
is a major handicap. Even the tunes that
sail_under the banner of “originals™ bear
strong resemblances to well-known themes.

All in all, this is a hasty-sounding date.
The Lou Donaldson of the Birdland Series
still exists and should be heard. Maybe
next time. Right now, Blue Mitchell fans
will be pleased with the showing  their
hero makes. (BJ.G.)

Firehouse Five Plus Two

FIREHOUSE FIVE PLUS TWO CRASHES
PARTY—Good Time Jazz M 12038: Let’s Have
a Party; At the Firemen's Ball; Button ap Your
Overcoat; Mama Ines; You Are My Sanmshine;
When the Saints Go Marchin’ In; Bill Bailey; At
the Jass Band Boall; Heart of My Heart; Ballin’
the Jack; 1 Want a Girl; Nobody's Sweetheart.
Porsonnel: Danny Alguire, trumpet; Ward Kim-
ball, trombone; George Probert, soprano saxo-
phone; Frank Thomas, piano; Dick Roberts, banjo;
Don Kinch, tuba; Eddie Forrest, drums.

Rating: %

According to the liner notes, this is
supposed to be a “devasting satire on that
well-known American institution — the
party.” Devastating maybe, satire no. Corn
is corn no matter how you shuck it.
Travesties such as this—and I could name
others—have crucified traditional jazz.

Perhaps the album wouldn’t be so ob-
jectionable if the crowd noises, whistles,
tambourines, and group vocals had been
left out; but then all that would be left
would be the music of these characters
from the Walt Disney studio. Ah ha! maybe
that's what the notes meant by devastating.
There's little cohesion in the ensembles—
Probert sounds like he’s playing exer-
cises—most of the solos are badly executed
and have nothing of depth in them.

That these men are connected with
cartoon-making is telling: their music is
like an animated fantasy—full of ridiculous
antics, good for a few quickly forgotten
laughs, and signifying nothing. (D.DeM.)

Wynton Kelley

KELLEY GREAT—Veo Jay LP 1016:
Wrinkles; Mamma “G”; June Night; What Know;
Sydney.

Personnel: Wynton Kelley, pisno; Lee Morgdan,
trumpet; Wayne Shorter, saxophone; Paul Cham-
bers, bass; Philly Jo Jones, drums.

Rating: % % %

Occasionally some crack a&r man feels
that the inclusion of one or two horns
on a piano date picks the album off the
ground and makes it more palatable. This
album may prove to be the historic ex-
ception. Kelley drags the front line all
the way, and he has a yeoman’s task.

From the opening track, it is obvious
that Morgan is ready for technical
licks. Shorter is not going to be stranded
at home base, so out to left field he
goes. The result is that two very fine
musicians alternate playing firstrate jazz
and indulging in upper register musical
gymnastics. It remains Kelley's responsibil-
ity to anchor these two.

There is so much of the gospel truth
in the piano of Kelley. He plays always
with power and fervor. While here he
stands out as the essence of self and
maturity, he is still paying dues, to Red
Garland primarily. June Night, for ex-
ample, dissolves into a Miles Davis parody
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with Morgan finally belching out the
lead voice in the best Davis burp. Kelley
is Garlandly blockish and the rest of the
rhythm section is right back at home.

For no sustained period on this date
is Wayne Shorter adequately represented
as the promising disciple of Coltrane
that he has been heretofore. His moment
closest to truth begins on Wrinkles, but
here he soon chases himself out on a limb.

Jones and Chambers conduct themselves
as the senior members here. There are no
axes to grind for them. Philly Jo displays
a subdued serenity that only security and
selfassurance can bring. Chambers, equally
relaxed, plays strongly and evenly
throughout. Along with Kelley, they jell
into a tightknit section.” Somehow the
horns sound busy—too busy.

Put this one away someplace. You have
here the prophecy of the development of
Shorter, the maturity of Morgan, and
the establishment of Kelley as a com-
manding force in jazz. (B.J.G.)

Yusef Lateef

M THE DREAMER—Savoy MG 12139: Oboe
Blues; Angel Eyes; The Dreamer; Arjuna; Can'’t
Helo Lovin® That Man.

Personnel: Lateef, tenor saxophone, flute, oboc;
Bernard McKinney, euphonium; Terry Pollard,
piano; William Austin, bass; Frank Gant, drums.

Rating: %k k%

Miss Pollard steals this LP from every-
body, with a set of fine, furious, and funky
piano solos that are exciting listening. On
Arjuna she digs in like a champion and
wails; on That Man she becomes lyrical
without being saccharin, and on Dreamer
she gets another good blue mood going
with a fine reprise of a hit of a while
back, Swinging Shepherd Blues, in her
opening statement.

Lateef, granted his versatility, is much
more interesting on flute (where he gets
a good warm tone) than on tenor (where
others have trod with more definition
before him) or oboe (which just makes an
unpleasant noise).

The rhythm section is good throughout,
with solid support coming from both the
brass and drums. Not a bad LP but, except
for Miss Pollard, undistinguished. (R.J.G.)

Jelly-Roll Morton

JELLY-ROLL MORTON PLAYS AND
SINGS—Riverside RLP 12.133: Panama: Ain’t
Misbehavin'; The Naked Dance; Freakish; Original
Jelly-Roll Blues; Darktown Strutters Ball; Wolver-
ine Blaes; Miserere; My Gal Sal; You Can Have
It; The Murder Ballad.

Personnel: Morton, piane, vocals.
Rntipg: * * K K

When he was once asked about the
various styles of jazz, Jelly said, “Hell!
They're all playing Jelly-Roll style.” While
this is not true, the converse is; when
Morton played other people’s music, it
came out Morton, no matter who wrote
it, be it Fats Waller or Guiseppe Verdi.

In this second release of musical mo-
ments from the Library of Congress re-
cordings, Morton plays and sings a few
tunes other than his own (Sal; Ball; Mis-
behavin'; Dance; Panama; Miserere). On
these tracks, he sometimes indulges in
ornate embellishment instead of ideas as he
does on Misbehavin’, but at other times—
Panama and Dance are the most notable—
he gets some good things going.

30 o DOWN BEAT

But Morton, like Duke Ellington, is at
his best playing his own music; Wolverine
and Jelly-Roll contain some of his very
best work. Upon listening to these tracks,
I was struck by the lilt and good taste of
his playing. I think even the most dyed;in-
the-wool modernist would admit thatgre-
gardless of his so-called archaic approach,
Morton swung.

His vocal efforts are a combination of
vaudeville and blues—his slur from the
third to the tonic is typical of both. He
attempts some scat vocals but sounds a
bit shaky. On Sal and The Murder Ballad
he sings with more assurance—Morton
was always confident when-he was telling
a story. L .

" This LP-is not only a good companion
piece for the first album of the nontilk-
ing Library of Congress reissues but can
stand alone as a fine example of Morton's
music. (D.DeM.)

Red Nichols

® DIXIELAND DINNER DANCE—Capitol
ST 1297: Johnson Rag; My Funny Valentine;
Satan Takes a Holiday; Medley: Love Walked
In-Someone to Watch over Me; Baby, Won't You
Please Come Home; Stop, Look and Listen; Sep-
tember Song; Medley: Ballin® the Jack. How
Come You Do Me Like You Do, Ja-Da; What's
New; American Patrol.

Personnel: Red Nichols, cornet; Bill Wood,
clarinet; Pete Beilmann, trombone; Joo Rushton,

bass sax; Bobby Hammack, piano; Rollie Culver,
drums,

Rating: % %

Gee, this is awfully polite stuff. But
then the album is supposed to be dinner
music, Dixieland style. Whether or not
Dixie is suitable for such a function is
highly debatable. Anyway, I do my rec-
ord listening between meals and can go
only by what I hear, not how well the
music soothes my digestion.

Nichols’ conception of jazz is what
some call Bixieland, stemming as it does
from the Beiderbecke school of thought.
What Bixieland lacks in fire it makes up
with punctilious execution and, often,
heavy arrangements. Unfortunately, what
was meaningful in this style was said by
Bix in the '20s, and the style never
grew after his death.

Most of the tracks in this collection were
arranged by Nichols. His scores are rather
ornate and pompous on the ballads, stiff
and sterile on the warhorses. Only when
the band leaves the written page do
things begin to swing a bit. Baby and
the medley fall into this category; the
rest, except for isolated sections, are
heavily, if not over, arranged. (D.DeM.)
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RECORD BUYER'S GUIDE
For the benefit of record buyers, Down Beat provides a listing of
jazz and vocal LPs rated four stars or more during the preceding five-

issue period. LPs so rated in this issue will be included in the next listing
* k k k %k

Sidney Bechet in Concert at the Brussels Fair (Columbia CL 1410)

Riot in Blues (Vocal) (Time 70008)
John Coltrane, Giant Steps. (Atlantic 1311)

Red Garland at the Prelude (Prestige 7170)
Jon Hendricks-George Russell, New York, N. Y. (Decca DL 79216)
Billie Holiday, The Unforgettable Lady Day (vocal) (Verve MG

Quincy Jones, The Great Wide World of Quincy Jones (Mercury

» Gerry Mulligan Meets Ben Webster (Verve MG Vs 6104)
Abbey Lincoln, Abbey Is Blue (Riverside 12-308)
¢ Thelonious Monk, Thelonious Alone in San Francisco (Riverside

Lester Young, Going for Myself (Verve MG V 8298)
* %k Kk *k

Red Allen Meets Kid Ory (Verve MG VS 6076)
Australian Jazz Quintet, Three Penny Opera (Bethlehem BCP

Duke Ellington-Johnny Hodges, Side by Side (Verve MG-VS 6109)
Curtis Fuller, Blues-ette (Savoy MG.12141)

Jimmy Heath, The Thumper (Riverside RLP 12-314 and 1160)

Jon Hendricks, (Vocal), A Good Git-Together (World Pacific

Harold Land, The Fox (Hifijazz J612)

The Modern Jazz Disciples (New Jazz 8222)
Oliver Nelson, Meet Oliver Nelson (New Jazz 8224) 1
Oscar Peterson, Swinging Brass with Oscar Peterson (Verve MG

Mavis Rivers, Hooray for Love (Vocal) (Capitol T 1294)

Bob Wilber, The Music of Sidney Bechet (Classic Jazz CJ 5)

Lem Winchester-Benny Golson, Winchester Special (New Jazz 8223)
Joe Williams, That Kind of Woman (Roulette 52039)
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30c PER WORD—MINIMUM CHARGE $4.50
DEADLINE: 20 days prior to
“on sale” date of Issue.
Remittance must accompany copy

Count Namae, Address, City and State
Box Number Service, 50c Extra

ARRANGEMENTS

MODERN JAZZ COMPOSED for any group (large
or small) transposing, copying, orchestrating.
George Rogers, 4474 S. Oakenwald Ave., Chi-
cago 15, Illinois.

ARRANGEMENTS, any style, written to order, any
combo up to 16 pieces. $25.00 each. Send
check or money- order. SQUARE RECORDS,
224 W. 49th St., Suite 204, NYC.

BIG BAND ARRANGEMENTS for 8 Brass, 5 Reeds;
180 seven piece arrangements for a modern
geptet. Bob Eberhart, P.O. Box 323, East
Lansing, Michigan.

COMBOS—MODERN, full sounding, danceable ar-
rangements voiced for Trumpet, Alto, Tenor,
rhythm and Trumpet, Tenor, ‘Trombone,
rhythm. Arranging Service, 24 Lincoln Ave.,
Pittsford, New York.

SMALL BAND DIXIELAND and gau arrangements.
Free lists. Zep Meissner, 5015 Biloxi, North
Hollywood, California.

PHOTO COPY specials for 3 horns at less than
stock prices—$1.25 each—listing—Box Q—
Danby, Vt.

DANCEABLE SPECIAL ARRANGEMENTS — Trumpet/
Tenor Combo; Larger units. Free list, sample.
Ted Farrand, P.O. Box 471, Jackson, Michi-
gan.

ARRANGEMENTS BY OLIVER NELSON, Prestige/New
Jazz Recording Artist. Written to order—any
combination. Nelson ongmalg—standayds, your
own tunes. Noslen Arranging Service, Box
536, Jamaica 31, N. Y

DAVE PELL OCTET Modern Sound Arrangements
for Eight pieces or less. Br Shor? Rogers
and Marty Paich. 15 available, Pell ell
éhll.s‘ic, 6229 Wilkinson Ave., North Hollywood,

alif.

FOR SALE

GUITARS, AMPLIFIERS, DRUMS, etc.—You name
the brand; sympathetic prices to musicians.
Write: BOCIAN MUSIC HOUSE, 4451-53
Broadway, Chicago 40, Illinois.

USED WHITE ORCHESTRA COATS SINGLE BREASTED
$S. TUXEDO TROUSERS $4. KALE UNIFORMS, 607
W. ROOSEVELT RD., CHICAGO, ILL.

MODEL ‘‘A’* HAMMOND, best offer over $1800.00.
Jim Russell, Box 82, Okemos, Michigan.

BOOKING AGENCY—Situated on a Midwest Col-
lege campus in a city of about 100,000. Busi-
ness area covers a radius of 300 miles. Lead-
ing name in the area for 20 years, and a
lucrative opportunity for a leader-agent. Write
BOX 609, Down Beat, 205 W. Monroe, Chi-
cago 6, Illinois.

MISCELLANEOUS

ACCORDION-O-RAMA FOR PROFESSIONAL ACCOR-
DIONISTS — Sold-Repaired-Rebuilt-Continental
(Musette) Tuning by Experts, Pickups In.
stalled, Amplifiers, In Stock. We ship Any-
grzhleare. 874 Broadway, NYC (18 ST) GR ;

WRITE SONGS? Read *“‘Songwriter’s Review maga-
zine. 1650 DB Broadway, New York 19, g;c
copy; $2.50 year.

BUSINESS CARDS—$3.25 per 1000—dep. $1.00;
Letterheads—$6.25 per 1000—-dep.egl.;6; (.’#
Envelopes—$7.25 per 1000—dep. $1.35. La
Salle “Pnntmg Co., 5727 So. La gallc, Chicago

l,

LEARN PIANO TUNING AND REPAIRING AT HOM.
8
LAFAYETTE, INDIANA. » 1001 WELLS ST,

MUSICAL PRINTING — Orchestras, Musicians,
Teachers. Letterheads, Cards, Advertising
matter. Featuring FREE-PHOTO-CUTS. Sen-
sationally Different. Catalog—50 Samples, 25¢

returnable. TERM 3
Chicaro 55. INAL, 4818% Kimball,
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Mary Ann McCall, is hoping to book
English singer Monty Babson locally.
Babson was with Ted Heath and also
headed his own jazz group at the Stork
Club in London. He was originally a
drummer but changed to vocals after
prompting by jazz buffs.

Red Norvo vacates the Sands lounge
after five months to meet Benny Good-
man in New York. They are forming
a band based on Red’s group (bassist
John Mosier, altoist Jerry Dodgen; Jim
Wyble, guitar; and John Markham,
drums). The group will be augmented
by Flip Phillips and Bill Harris, up from
Miami. The band heads first into Basin
Street East, June 2-25, and then
launches a concert tour for the rest of
the summer.

Mary Ann McCall, who added a
breath of freshness to the T-Bird
lounge, has been held over . . . Mary
Kaye and trio left for L.A. and the
Crescendo for three weeks. Then they
swing north to Harrah’s in Reno. In
her absence, Ray Anthony will headline
the Sahara lounge until July 5. Joe
Maini left Anthony and a reported $500
a week to work with Terry Gibbs for
the big band stand at the Dunes . . .
Carl Fontana joins Vido Musso’s new
group at the Nevada Club, along with
bassist Carson Smith, drummer Vic
Craig, and piano man Norm Pockrandt
. . . The Gil Bernal Quartet will be op-
posite Musso on the late shift. Along
with Gil from L.A. are Bobby White,
drums, Bunky Jones, bass, and Frank
Davenport, piano . . . Gary Fromer,
drummer, joins Johnny Hamlin at the
Riviera . . . The Sahara show band will
be off for eight weeks, due to the Betty
Hutton Revue, which came in May 9,
bringing its own band.

IN PERSON
Flasrailzllgo—-PEARL BAILEY and LOUIS BELL-

Nevada Club—VIDO MUSSO Quintet and GIL
BERNAL Quartet.
Nei\ékgrontier—DELLA REESE and the TREN-

Riviera—DUKE ELLINGTON.
Sahara—RAY ANTHONY, until July S.
Thunderbird—TOMMY TURK and MARY ANN

McCALL,
LOS ANGELES

Ella Fitzgerald, currently in mid-
tour of South American countries, will
barnstorm through the Orient this fall
. . . The long-planned movie about an
American jazzman in Europe, Paris
Blues, is now set to roll on location in
that capital Oct. 1. Paul Newman and
possibly Joanne Woodward will star. ..
Young San Diego drummer Johnny
Guerin joined the new Buddy De-
Franco-Tommy Gumina Quartet, which
made its first foray away from western
United States with a date at Curo’s in
Milwaukee, Wis. Bassist Don Greif
completes the group . . . Bill Baldwin’s
7-Teens signed with Associated Booking
Corp. . . . Pianist Benny Aronov, for-
merly with June Christy and the Terry
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{Classified ads continued)

MUSIC COMPOSED to your words. Records made.
Send words. Free ‘examination. Crown Music
Company, 49-DB West 32nd St., New York 1.

25,000 PROFESSIONAL COMEDY LINES, PARODIES,
ROUTINES, SIGHT-BITS. MONTHLY TOPICAL GAG
SERVICE, TOO| FREE CATALOG. WRITE ORBEN
PUBLICATIONS, 111 E. CARPENTER ST., VALLEY
STREAM, N.Y.

RECORDS

DISPOSITION — RECORDS, BROADCASTS — Holiday,
Parker, Lester, Goodman, Ellington. Free list-
ing. ARG, 341 Cooper Station, NYC

WHERE TO STUDY

NATIONAL DANCE BAND CAMP
presenting the Stan Kenton Clinics and special
Band Director’'s Course at Indiana University.

write: Box 221, South Bend, Indicna

WHERE TO GO
WEST

HOWARD RUMSEY'S
Lighthouse All-Stars
THE LIGHTHOUSE
Hermota Beach
Top Modern Jozz Names in Concert
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