






























































“Knepper is a very good trombonist.
But J. J. has spoiled me with regard
to a trombone sounding like a trombone.
1 mean that Knepper, though he’s very
good, is too tied to the instrument. J. J.,
on the other hand, is a good soloist who
happens to use the trombone. Therefore,
if you call Knepper an ‘original’ trom-
bonist, you may be right. If you mean
an ‘original’ soloist, in the same sense
in which I'd use the term for J. J., that’s
something else.

“Similarly, I think Jimmy Cleveland is
an original trombonist but not the origi-
nal jazz soloist J. J. is. J. J. has a style,
and it’s the kind of style that allows men
on other instruments beside the trom-
bone to emulate it, and they wind up
sounding in part like J. J.

“I'd say Knepper is like a modern
Jack Teagarden. A man like Curtis
Fuller emulates J. J. from a trombone
point of view, and a player like Kai
Winding was originally a J. J. emulator
(not in content but from the viewpoint
of the trombone). Knepper’s influences,
however, sound more traditional—Tea-
garden, Urbie Green. Even his sound
sounds similar to Teagarden's in some
spots.”

Nowadays, then, jazz trombone has a
dual role. It always has had, although
the distinction that is now made between
an almost abstract style, like Johnson’s
and a more “trombone-istic” style, like
Knepper’s, has not always been the
distinction that applied.

It is obvious enough and well estab-
lished enough that jazz first began at
least partly as an instrumental imitation
of vocal music.

It happens that the characteristics of
the trombone are very close to those
of the human voice, perhaps closer than
those of any other instrument. There-
fore, the temptation among early jazz
trombonists to imitate human sounds
must have been enormous. A surviving
practitioner of the early style is, of
course, Kid Ory. There are trombonists
who probably play the “tailgate” New
Orleans ensemble style with more tech-
nique than Ory uses (Georg Brunis
does), but surely that are few who can
play with more expressiveness. And even
when Ory is playing the simplest parade
smear, he is obviously a man singing on
a trombone.

There were some marvelously gut-
tural (and gutter-al) trombone com-
ments recorded in the 1920s by a man
named Ike Rodgers.

It has been said that Rodgers could
play only two notes but that when he
played the blues, they seemed to be the
only two notes anybody ought to need.
There are examples of Rodgers’ work on
an available LP, playing with blues
pianists Roosevelt Sykes and Henry
Brown and commenting on the woes of

singers Edith Johnson and Alice Moore
(Riverside 150). Rodgers had a trick
of his own, of stuffing the end of his
horn with window screening. He got a
sound that words fail to describe—he
still seemed to be talking away on his
horn but with a different voice.

Charlie (Big) Green, who graces
many an early Fletcher Henderson and
Bessie Smith record, carried this vocal
tradition further along.

But it reached another kind of devel-
opment in the work of Duke Ellington’s
plunger man, Joe (Tricky Sam) Nanton,
There are Nanton solos from the late
1930s and early '40s that are so un-
cannily like projections of the male
human voice that they are nearly un-
believable.

Sidewalks of New York was a par-
ticularly striking example, because there
Nanton was playing a well-known
melody, and he seemed almost to be
singing it wordlessly. It might be said
with only slight exaggeration that Nan-
ton had but one solo, which he put to-
gether in various ways. But Ellington
used that solo, and the impact of its
sound and emotion, so resourcefully
and with such variety of settings that
to this day there must be a capable
Nanton imitator in the Ellington trom-
bone section. He not only must play
the old pieces, but he must re-create
some of the old effects even on many
of the new tunes.

already taken another step that
gave it its first duality,

There were trombonists in the early
1920s who were playing the horn as a
brass instrument, not just using its slide
in limited and obvious ways and not
using its resources only to re-create hu-
man sounds. The first such men to be
celebrated in jazz history, were, of
course, Jack Teagarden and Jimmy
Harrison, and independently they
worked out rather similar approaches.
(Actually, Miff Mole did the same sort
of thing concurrently, if not slightly
before them, and Mole was a fine in-
strumentalist if not quite so good an
improviser.)

Coleman Hawkins, who was in the
Henderson band with both Big Green
and Harrison has put the story this way:

“Jimmy, he was quite a trombone
player. . . . I'll never forget it. You
know I used to kid Jimmy a lot. I'll
never forget the first time we ever heard
Jack Teagarden. It was in Roseland.
This other band played the first set. I'd
heard about this Teagarden . . . so I
went up to hear him, you know. I went
downstairs to get Jimmy and the fel-
lows, to start kidding about it. So I said,
‘Umm, man, there’s a boy upstairs that’s
playing an awful lot of trombone.’

BEFORE NANTON, jazz trombone had

‘Yeah, who’s that, Hawk?

I said, ‘what do they call him , . .
Jack Teagarden?

I said, ‘Jimmy, you know him?

“‘No, I'm not gonna know him. I
don’t know anything about him. What'’s
he play? Trombone player, ain’t he?
Plays like the rest of the trombones,
don’t he? I don’t see no trombones.
Trombone is a brass instrument. It
should have that sound, just like a
trumpet. I don’t want to hear trombones
that sound like trombones. I can’t see it.’

“So I said, ‘But, Jimmy, he doesn’t
sound like those trombones. He plays up
high, and he sounds a whole lot like
trumpets to me.’

“I'll never forget it. Jimmy and Jack
got to be the tightest of friends.”

So they did, and played together
nightly. Sometimes they played all night
long in Hawkins’ apartment. They did
it out of mutual respect, of course, but
Hawkins adds slyly that they also did it
because each was trying to find out what
techniques and ideas the other had that
he hadn’t learned yet.

It has not been possible during the
last few years to hear Harrison on cur-
rently available LPs, but Columbia’s re-
cent four-record set, The Fletcher Hen-
derson Story (C4L 19), presents a great
deal of Harrison, and also of Big Green.
It is also possible on that set to hear
Harrison, J. C. Higginbotham, and
Dickie Wells all taking solos on various
versions of King Porter Stomp during
the evolution of that important Hender-
son arrangement.

Teagarden remains a superb instru-
mentalist, and he can be a first-rate im-
proviser. Bill Russo said of him in a
recent tribute, “ . . . it was not until a
few years ago that I realized that Jack
Teagarden is the best jazz trombonist.
He has an unequaled mastery of his in-
strument, which is evident in the simple
perfection of his performance, not in
sensational displays; the content of his
playing illustrates a deep understanding
of compositional principles. . .. "

A favorite, representative Teagarden
solo is the variation he played on Pen-
nies from Heaven during a Town Hall
concert with Louis Armstrong (on RCA
Victor 1443). 1t is a free invention with-
in the harmonic framework of the piece
that makes little reference to melody
itself.

Once Harrison and Teagarden had
shown the way, a number of trombon-
ists followed. One of the best was Dickie
Wells. Another was J. C. Higginbotham,
whose style humorously carried both the
vocal tradition and the trombone-in-
strumental tradition as one. One of Hig—
ginbotham’s later heirs decidedly is Bill
Harris.

Wells has been most highly praised by
French critic André Hodeir as one of
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Classified Ads

55¢ PER WORD—MINIMUM CHARGE $8.26
DEADLINE: 20 days rrlor to
“on sale’ date of Issue.
Remittance must accompany copy

Count Name, Addrass, City and State

ARRANGEMENTS

180 DAVE PELLSTYLED arrangements for seven
men: 35 Les Brownstyled Arrangements. Bob
Eberhardt, P.O. Box 323, East Lansing,

Michigan.
FOR SALE

USED WHITE ORCHESTRA COATS SINGLE BREASTED
$5.00. TUXEDO TROUSERS $4.00. KALE UNIFORMS,
552 W. ROOSEVELT, CHICAGO, ILLINOIS.

MISCELLANEOQUS

25,000 PROFESSIONAL COMEDY LINESI MONTHLY
TOPICAL GAG SERVICE. FREE CATALOG. ORBEN
PUBLICATIONS, 111 CARPENTER ST., VALLEY
STREAM, N.Y.

FREE — Discount Catalog. Music Instruments,
Supplies. Arista Music, 1712 Nostrand. Brook-
lyn 26, New York.

7000 LISTINGS. Combo bandstand reference.
Tunes, keys, data—classified. Song folios.
“Sketch” on playing by “ear’”. Mail order
service—from childrens’ records to the sensa-
tional piano key Clavietta. For musical family
or professional.” Satisfaction guaranteed. $2.00
postpaid. Lindstrom Publications, Dept. S.3,
2305 8th Ave. South, Great Falls, Montana.

RECORDS

DONATE JAZZ LP's, FOR FREE DISTRIBUTION BE-
HIND IRON CURTAIN. JAZZ-LIFT, BOX 980, BAT-
TLE_CREEK, MICHIGAN.

DISPOSITION — RECORDS, BROADCASTS — Swing,
New Orleans, Modern, CROSBY. Free List.
ing—ARG—341 Cooper Station—~NYC.

WHERE TO GO

HOWARD RUMSEY'S
Lighthouse All-Stars
THE LIGHTHOUSE
Hermosa Beach
Top Jaxz Names in Concort

WHERE TO STUDY

Max Roach, Shelly Manne, Louie Bellson
Gene Krupa, Billy Gladstone, Jake Hanna

recommend
STANLEY SPECTOR
teacher of METHOD JAZZ DRUMMING®
avallable for personal instructions at
136 West 46th Street, New York City
Wisconsin 7-6900
246 Stuart Street, Boston Mass,
HUbbard 2-1468

Interview by lappolntment
only
WHAT IS METHOD JAZZ DRUMMING
ALL ABOUT?

For further information write to the
STANLEY SPECTOR
SCHOOL OF DRUMMING.
Dept 28 the boston address

*Method Jazz Drumming—trade mark

COLD SORES

FEVER
BLISTERS

INI X318

iUHd SNOAY:

MEDICATED FOR
QUICK RELIEF. DAILY

USE CONDITIONS

" THE LIPS, KEEPS THEM
SOFT AND HEALTHY.

EARLY APPLICATION
USUALLY PREVENTS
THE UNSIGHTLY
FORMATION OF A
COLD SORE OR
FEVER BLISTER.

54 ¢ DOWN BEAT

Lounge for years and is known to many
musicians throughout the nation. Cole-
man’s own band was present as were
many other D. C. musicians, including
Charlie Byrd, Buck Clarke, Eddie
Phyfe, and Shirley Homn. Trombonist-
actor Conrad Janis, in town with the
play New Sunday in Town, sat in.

Argo records came from Chicago to
record a new Buck Clarke LP. Lennie
Cuje is now playing vibes with the
Clarke group. He is the brother of Pete
Cuje, bass player working in New York,
and son of Fritz Cuje, German pianist-
conductor-teacher best known for his
leadership of the Frankfurt Symphony
Orchestra. Versatile Charles Hampton
remains the key member of the Clarke
group, playing flute, piano, and alto
saxophone.

Another jazz room closed in the red
here recently. It was the Flame, which
also was restaurant. Many local groups
worked the Connecticut Ave. club . . .
The Mayfair, where pianist Johnny
Eaton headed a mainstream group for
some time, gave up jazz earlier this year
and now features a calypso steel band.
. .. And Abart’s hasn’'t had any big-
name jazz groups since the upstairs
club ran into serious union trouble con-
cerning payment of a major tenor saxo-
phone player who played well and drew
well. Music clubs, with two or three
exceptions, continue to struggle. But
new “Near East” clubs, featuring bou-
zouki bands and belly dancers, are do-
ing very well—whatever that proves.

NEW ORLEANS

Sidelights from the opening of the
jazz museum . . . Local authorities wink-
ing at an impromptu integrated perform-
ance by trumpeter Sharkey Bonano and
itinerant French Quarter hoofers Pork
Chops and Kidney Stew . . . The Social-
ites turning out to offer perfunctory
homage to jazz only to be rendered dis-
heveled by the rain and the damn-the-
formality atmosphere of proceedings
. . . Harry Shields and Monk Hazel
blowing some of the best jazz in town
.. . Down Beat record reviewer Gilbert
Erskine coming in for a mention as one
of the originators of the museum idea in
1948 . . . Papa Jack Laine strutting
alongside the Eureka Brass Band during
the parade from Congo Square to the
museum . . . A pre-teenage band of sec-
ond-liners following the Eurekas, with
Mike Raymond, young second cousin of
Ray Bauduc, thumping a snare drum
. . . The pros from NBC-TV, filming
the proceedings for David Brinkley's
Journal, priming the pump to get usable
(i.e., commercial) interviews with mild-
ly uninterested veterans such as Ray-
mond Burke.

The Daliet-Jeanjacques Quintet went
on the road for the first time with its

book of 12-tone jazz arrangements, tak-
ing its controversial wares to the Town
Hill in Los Angeles. Leader Preston
Jeanjacques was quoted in a recent New
Orleans paper as saying that “jazz is suf-
fering from an overdose of improvisa-
tion” and denying Down Beat columnist
Bill Mathieu’s contention that “atonal
jazz is a long way off.”
Trumpeter-promoter Tony Almerico
died in early December at the age of 56.
Almerico’s Parisian Room was a major
site in this city’s Dixie revival in the
late ’40s. Sharkey Bonano, the Ilate
Irving Fazola, and Digger Laine were
among those featured in weekly sessions
there. Later Almerico brought his own
Dixie crew into the room and continued
to plug for jazz as a popular disc jockey.

CHICAGO

Dinah Washington found things go-
ing her way, as they usually must, dur-
ing her recent Chicago stay. The Queen
did good business at Birdhouse, and
she sailed through a three-day recording
session for Mercury, her last for that
company before she went over to
Roulette. The sailing was a little rough-
er for others connected with the date,
however. In for the session, during
which the singer recorded several of
her earlier hits, were trumpeter Joe
Newman, trombonist Billy Byers, and
arranger - a&r - man - conductor - singer
Quincy Jones. Also in attendance was
Miss Washington’s personal hairdresser.

Trombonist Dave Baker was released
from Passavant Hospital where he un-
derwent a three-month treatment for a
dislocated jaw suffered seven years ago.
He had not been able to play since last
spring when his jaw collapsed during a
George Russell recording date. By the
time he left the hospital, Baker was able
to play several hours a day, and the
quality was “just about like it was before
the jaw went.”

Trombonist Georg Brunmis and trum-
peter Muggsy Spanier got together again
in Chicago (where Spanier’s Ragtime
Band, with Brunis, first caught on many
years ago). Brunis found himself in
need of a trumpet player one night
while he was working Basin Street.
Someone informed him that Spanier was
staying just around the corner. A phone
call and a few minutes later, Spanier
was on stand. It must have felt good
playing together again—Brunis joined
Spanier’s band for a recently ended
Cleveland engagement. Young Chicago
clarinetist Bob Gordon was the third
born on the Cleveland job. It is not
known if Brunis intends to stay with
Spanier.

LOS ANGELES

The magic of Ella Fitzgerald’s name
continues its fantastic appeal. Recent-
ly at a concert in UCLA’s Royce Hall,
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