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eddie baxter

at the lowrey organ

Another dynamic Dot record proves and sells Lowrey’s “big organ” tone and versatility

Eddie Baxter knows professional sound. He’s arranged for
and played with many of the all-time great dance bands . . .
also featured in many leading restaurants in the Hollywood
area . . . and as network staff organist.

He gets professional performance from The Lowrey Organ.
Lowrey’s exclusive touch-tab registration, complete percus-
sion, “Moving Stereo,” and many other professional features
freely satisfy his creative needs.

Listen to the big professional sound of Eddie Baxter and
The Lowrey Organ on Dot Records, and you seem to hear a
full orchestra: biting brass, a haunting cello, accordion, harp
glissando, Hawaiian guitar. chimes, a muted trumpet and
even bongos. And these, Eddie says, are only a few of the in-

finity of effects, sounds and voicings possible on this amazing
instrument.

What a thrill for the amateur to know that he can play
these authentic voices, too. Indeed, The Lowrey Organ
opens up unlimited creativity for the beginner as well as
the more accomplished musician.

Dot Records’ new stereo album sells that idea. It vividly
demonstrates Lowrey’s superior ‘‘big organ’’ features—pre-
ferred by the artist—most helpful to the amateur.

No doubt about it—Lowrey is leading the way. For more
information, just visit your Lowrey dealer or write: The
Lowrey Organ Company, 7373 N. Cicero, Lincolnwood,
Chicago 46, 1llinois.

Easy to prove... THE I.QWREY ORGAN A PRODUCT OF CHICAGO MUSICAL INSTRUMENT co@

1S the easiest to play of all musical instruments
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JAMES BURKE

World's greatest Cornet
Soloist with the famed
Goldman Band.
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JOHN HOWELL
1st Trumpet, CBS Staff Orchestra, Chicago

JAMES DOUGLASS

Virtuoso Trumpet Soloist,
former Soloist with U. S. Navy Band.

FEach of the musicians
shown here is an independent
artist. They received no
remuneration for this
endorsement. They are not
Buescher employees and are not
on the Buescher payroll.




Lost in the wake of miles and miles of
band instrument testimonials
is the simple fact that it’s the sound itself
that is the true measure of an
instrument. So that when 6 great artists
irrevocably echo Buescher’s claim
“You Never Heard It So Good”. .. we know
the new Buescher Trumpets and
Cornets have earned the most meaningful
endorsement in terms most significant to you!

GORDON ''CHRIS'’ GRIFFIN,
BERNARD PRIVIN, JIMMY NOTTINGHAM,
Trumpet Section, CBS Staff Orchestra, New York.

| J ' ’ , Tbeir collective experience lists such
former associations as Tommy Dorsey,
He ard It S O GO O d Jimmy Dorsey, Benny Goodman, Charlie Barnett,
® Artie Shaw, Glenn Miller, Claude Thornhill,

Woody Herman, Stan Kenton, Lionel Hampton
Count Basie—to name but a few.

Buescher's determined emphasis and evalua-
tion of Trumpets and Cornets on the basis of
sound doesn’'t mean that design, mechanical
features or ““feel’’ are not important. . . but that
they're only important in the degree to which
they contribute to better sound.

As an illustration of this, consider Buescher's
exclusive new Unitized Mouthpipe of absolute,
unvarying measurements . . . that guarantees a
free flow of sound waves without any possibility
of sound distortion caused by a soldered joint
common with ordinary instruments. And con-
sider, too, Buescher's Perfectly-Proportioned
Bell Tapers—always precisely exact, for the

finest tone quality.

AND LOOK AT THESE OTHER BUESCHER
EXTRAS! A. Stainless steel valve springs
with a constant load factor to eliminate the
cause of bouncing. It's just like pressing on air!
B.New, high-impact valve guide highly resistant
to wear. C. Leak-proof, individually-fitted pistons
work perfectly every time. D. One-piece, super-
honed casings completely free of distortion.

If you haven't already done so, learn for yourself why
“You Never Heard It So Goed”. . . by means of a simple trial
demonstration at your Buescher dealer !

Buescher

BAND INSTRUMENT CO., ELKHART, INDIANA

Makers of the Super ‘400", the ''400", the Super Aristocrat and the Aristocrat Fine Band Instruments
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New kind of KIT
from H. H. Scott...

EASY-TO-BUILD 72 WATT STEREO
AMPLIFIER KIT * LOOKS $]4995*
AND PERFORMS LIKE
FACTORY-BUILT UNITS!

Here’s the kit that makes yov a professional. Beautifully designed,
perfectly engineered, and so easy to wire that you can't go wrong. In
just a few evenings you can build a professional 72 watt H. H. Scott
stereo amplifier . . . one so good it challenges factory-assembled units
in both looks and performance. Despite its many features the new
LK-72 actually costs less than many pre-amplifier, power-amplifier
kits of lower power rating.

H. H. Scott engineers have developed exciting new technijues to ease
kit-building problems. The Kit-Pak* container unfolds to a self-con-
tained work-table. All wires are pre-cut and pre-stripped. Parts are
mounted on special cards in the order you use them. All mechanical
parts are pre-riveted to the chassis.

Yes ... the hard work is all done, but the fun’s left for you! Build a new
H. H. Scott LK-72 for yourseif. You'll have an amplifier that meets

rugged IHFM specifications . . . one that delivers sufficient power to
drive any speaker system . . . one that’s professional in every sense of
the word.

TECHNICAL SPECIFICATIONS: Full Power Output' 72 watts 36 watts per chanmel « IHFM Power
Baed: extends down t¢ 20cps « Total Harmonic Distortion: (1kc) under 0.4%% at full power » Amplifier
Hum Level: better than 70db below full power output « Tubes' 4 — 7591 putpat tubes, 2— 7199, 4 —
12AX7, 1 — 5AR4 « Weight of Output Transformers. 12 pounds « Amplifie $ully stable under all
loads including capacitive ¢ Dimensions in accessory cases 15% w, 5% h, 13'4 d. Size and styling
matches H. H. Scott assembled or kit tuners.
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chanical parts all pre-mounted. Tube sockets and terminal strips riveted to chassis.
5. Easy-to-follow full color instructian book. 6. Rich, gold-finish front pane! harmonizes
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By GENE LEES

It seems to e that next to the prime requisite, a
knowledge of jazz, the greatest need of the jazz critic
is a knowledge of “classical” music. It is a need that is
becoming more urgent every year, and never was it
more apparent than in 1960.

In the past year, I have seen several instances of jazz
critics falling into traps they could have avoided had
they had a sound working knowledge of classical music.
To be sure, several pretend to know it and drop names
such as Bartok to prove it. But the name sometimes lands
with a crunch on the toes of the critic.

Not long ago, a noted critic, reviewing a jazz recording,
said that such-and-such a tune was a charming ballad.
It was a Debussy work, and a rather well-known one at
that. It had completely slipped by him that a jazzman
had turned to using a French Impressionist composition
as a basis of improvisation. It is not surprising that the
musician in question has expressed himself as lacking
respect for “the jazz critics,” if such experiences have
been common.

But far more serious in this era of Streamsmanship is
the tendency of some jazz critics to proclaim as “new,”
or “daring,” or “original,” jazz which, were they familiar
with 20th century classical music, they would recognize
as ill-disciplined derivatives of Igor Stravinsky, Paul Hinde-
mith, et al-and of their early periods at that. Even
though there are those who have listened to a certain
amount of Debussy and Ravel, they do not seem to
realize that these men are no longer “modern” or “con-
temporary.” Most of the classical music that jazz critics
seem to think is “modern” is actually half a century old.

Even if the critic is able to drop the name of Bartok
into a jazz review, it means little unless he understands
the uses to which Bartok put Hungarian folk music, his
remarkable talent for the synthesis of disparate musical
techniques, his enormons skill with the orchestra; and
when he speaks of Stravinsky, it is to he hoped that he

knows something of 'post-Rossignol Stravinsky, the Stra-
vinsky of time-traveling (as the late conductor Constant
Lambert termed it), the neo-classical Stravinsky, the
difficult Stravinsky of recent years and questionabie val-
idity. And if he is going to name-drop Aaron Cpland,
he should know something more of Copland . music
than El Salon Mexico and Appalachian Spring; he should
know the Copland who has eschewed easy popularity
and written austere and often audience-defying music.
In truth, the jazz critic today needs at least a passing
familiarity with Toch and Bloch and Krenek and Sessions
and Piston and Elliott Carter and a host of others, from
the long-dead to the young and living, from Monteverdi
to Lukas Foss and John Cage.

Champions of jazz-as-she-is-felt will ask: Isn’t jazz a
completely different music? Not as different as those
ignorant of other musics are prone to think. And in
certain areas the difference is less every year.

Because of John Lewis and Jimmy Giuffre and J. J.
Johnson and Bill Russo and George Russell and other
jazz composers who know and use techniques of European
classical music, the jazz critic today needs to know Hinde-
mith and Webern and Alban Berg—and Corelli. When
he reviews a Teo Macero record, he may be on quaky
ground unless he knows something of the music of Arnold
Schoenberg and his disciples and the theory of serialism.

He should be able to face squarely the issues posed
by such a work as Giuffre’s Pharaoh. If he thinks that this
music is not valuable, he should have the courage to say
so and the knowledge to back it up. He has a duty to
the public and to music to do so. But he also has a
duty to Giuffre, and it demands that he be able to
recognize genuine innovation when he hears it. Only if
he has an adequate background in classical music as
well as jazz will he be able to form a valid opinion on
whether Giuffre is an important figure in American
musical development.

This is not to suggest that the need of the jazz critic

ALt GRIT]
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to know classical music is a new one, but that it is
growing. Actually, it has always been there.

Don Redman, who is looked on as the first jazz arranger
and the man who defined the fundamental instrumenta-
tion of big jazz bands, made his first impact in the
early 1920s. Redman had been educated at the Boston
Conservatory. Thus, even then, one of the most influential
jazz musicians had a broad musical background and, no
doubt, a knowledge of Stravinsky, Ravel, and Debussy.
Bix Beiderbecke had an interest in and knowledge of
certain areas of classical music, and applied it. How
many of the earliest writers on jazz recognized it? It
would be interesting to know if Beiderbecke had the
same view of jazz critics as the man who used the Debussy
prelude on his record date. How uninformed the earliest
jazz criticism must have seemed to Redman; how ill-
informed much of it must seem to him even now.

Yet this is not the crucial evil. After all, if the musician
laughs at the critic, that’s the critic’s problem. Much
more serious is the tendency of some critics to let their
readers become even narrower than they are. And almost
as serious as that is their tendency to be cowed by
certain musicians of known erudition because they fear
that in taking issue with them they might reveal ignor-
ance or betray inadequacy.

It seems to me that this problem has found sharp focus
in the case of Ornette Coleman.

Coleman came to prominence largely on the say-so
of John Lewis and Gunther Schuller. Both are exception-
ally learned men. Their influence on criticisin has been
considerable. I believe it has been as great as it has
primarily because too many critics have feared to take
issue with them. In Lewis’ case, I believe, the influence
has been unconscious; in Schuller’s, it has been more
forceful and deliberate.

Once Lewis and Schuller had put their seal of approval
on Coleman, some critics began acclaiming him vocifer-
ously; others stood neutralized, afraid of exposing them-
selves, afraid that Schuller and Lewis, because of their
erudition, were able to see things in Coleman’s nusic
that they could not.

Today, of course, the pattern is shifting. If vou take
a poll of top jazz musicians, I can almost guarantee
that eight out of 10 will dismiss Coleman’s music. Those
who have sat in with him say that he simply does not
know chord changes. Yet, for a time, even the musicians
were afraid to doubt him, because he had been cham-
pioned by Lewis and Schuller. After all, maybe there
was something to Coleman’s “free” expression theories.
Let me express a view on this question; it is not unger-
mane to the discussion.

I would take issue with Coleman’s concept of perfect
freedom on the grounds that it is anti-music and anti-art.
Art is and always has been the ordering of the disparate
and chaotic materials of life into a significant shape of
expression. Freedom of Coleman’s kind is not perfect
freedom; indeed, in its way, it is perfect slavery. For true
freedom lies in discipline, as the yogi knows.

The yogi, having achieved a phenomenal physical disci-
pline, can, if he wishes, go long periods without food;
I, lacking his discipline, am a slave to hunger. If, in
an emergency—let us say a fire—the vogi found it necessary
to run out into a snowstorm, he might be able to do it,
because some of the more advanced yogis have so disci-
plined themselves that they can raise the body tempera-
ture at will, 1, lacking this discipline, would perish
either in the fire or in the cold. Which of us is the more
free—the yogi who has submitted to a rigorous discipline,
or I who have not?

It is the same in art. The freest musician is the one
who has so completely mastered himself and his imple-

14

ments that he can do anything he wants to do, including
playing a simple tune such as Come Rain or Come Shine,
and playing it in tune, should such a whim strike him.
1 wonder whether Ornette Coleman can do this. If he
can’t, he doesn’t have musical freedom. (Incidentally, it
causes me real pain to say these things, because I like
Coleman personally, respect his intelligence, and deeply
admire his courage in going his own way. But [ feel
these things are long overdue for saying.)

Let’s look at the case of John Coltrane for contrast.
Coltrane is a tremendous disciplinarian. He practices
endlessly, has built a prodigious technique on tenor saxo-
phone and is now building one on soprano. Coltrane
too has felt the limiting nature of chord changes. And
so he has explored them almost to death. The result is
that when Coltrane plays, he can rise above the changes.
In other words, Coltrane has achieved freedom from
the changes; Ormette Coleman has merely turned his
back on them.

Yet all it took was a word from Lewis and Schuller,
the enthusiastic concord of a couple of critics, and the
be-the-first-on-your-block-to-have-one  psychology of the
hippy element among jazz followers, and Ornette Cole-
man was launched as an “influence.” And not yet has
there been one adequate critical discussion of the pros
and cons of his music: only wild praise, together with
bitter denunciations by pro-Coleman critics of those who
did not agree, on the one hand, and a vague half-dis-
agreement, uttered timidly in a whisper, on the other.

This is how jazz critics can be pushed around. I do
not think we would today be hearing adolescent musicians
trying to play like Coleman (instead of acquiring disci-
pline) had there been enough jazz critics with solid
academic backgrounds in music to take issue with the
views of Schuller and Lewis.

What, then, is the answer for jazz criticism? Should
the task be turned over to the musicians? What a fright-
ening suggestion!

Generally, musicians have proved themselves to be
enormously biased and cruel as critics.

“If that'’s meant to be a commercial thing, then I can't
give it any stars, because it stinks. But if it's meant to
be jazz, then I wish I could give it some minus stars,
because it really stinks! 1 give up, and I don’t care about
it one way or the other. You got it, Whatever that was,
you can have it.”

This intemperate outburst did not come from one of
the “unfair” jazz critics, but from cornetist Nat Adderley,
a warm and kind and enormously likeable person, in
the course of one of Leonard Feather’s Blindfold Tests.
The Blindfold Tests are fascinating for many reasons, not
the least of which is the subtle way they expose the
prejudices of musicians.

Nor are classical musicians any better. Read some of
Debussy’s criticism (written under the nom-de-plume
Monsieur Croche) of the music of Riohard Strauss. It is
breath-takingly unfair. But what could you expect it to
be? Debussy’s viewpoint, his foundation, was rooted to
a large extent in reaction against German Romanticism.
Could vou possibly expect a fair evaluation of German
Romantic music from him?

And it was, I think, Meyerbeer who wrote that the
Fifth Symphony provided proof positive that Beethoven
had at last gone mad.

The really gifted artist has intense convictions that
his wav of doing things is the right and true way. This
is as it should be. But because of this, he will, as a critic,
almost inevitably approve of those whose work is in ac-
cordance with his theories and excoriate those whose
work is not.

Consider the Academie Francaise, so bitterly criticized
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by so many struggling young talents for its reactionary
outlook. It has opposed the work of some of the greatest
creative geniuses France has produced, withholding recog-
nition until it was too late to make any difference: the
artists were already dead or already rich. And who com-
prise the membership of the Academie? The most noted
artists of France.

This is one danger of the artist as critic. Another is
that he may be gutless. A minority of musicians seem to
be invertebrate when called on to make public critical
judgments. Ask yourself how you would feel. Confronted
by a record, could you fairly criticize it, knowing you
might the next day have to socialize with the artist—or
might have to apply to him for a job?

It is, or should be, obvious that the artist deeply
involved in the process of creation is a poor prospect to
give a fair and detached criticism of it. There is usually
too much conflict of interest. Separation of powers is
almost as wise in the arts as in government. Let us
look one more time at the case of Ornette Coleman.

Coleman’s chief champions were Schuller, Lewis, a
New York jazz publication, the publisher and editors of
the publication, and Atlantic Records. To the layman,
it must have scemed that several pcople were inde-
pendently championing Coleman. But let’s see how inde-
pendent these voices were.

Schuller, who praised Coleman in the publication, was
editing Coleman’s music; Lewis was publishing it, or
more precisely, a firm owned by the Modern Jazz Quartet
was publishing it; Hsio Wen Shih, the publisher of the
publication, was Coleman’s manager; Atlantic Records,
Coleman’s label — and Lewis’ — was a partial owner of
the publication.

In view of this, can we be assured that the opinions
expressed, including vitriolic attacks in the publication
on George Crater for daring to treat Coleman with levity,
were disinterested?

I do not mean to intimate that there was any dis-
honesty involved. Knowing all the people concerned, 1
most emphatically do not believe that there was. I do
suggest, however, that when the creative and critical
functions become too involved with each other, and
above all when a critical journal cannot prove clear title
to opinions expressed in it, a very serious problem arises.
It could be called artistic incest.

I also suggest that had the majority of the jazz critics
been equipped with sufficiently strong backgrounds in
classical music not to be cowed by the views of Lewis
and Schuller, the case of Ornette Coleman might not
have been as long and awkward as it has been.

All of this would seem to imply that I have a low
opinion of the jazz critics. This is not the case. 1 respect
most of them deeply. Most have a wide general erudition
(did vou know that Leonard Feather speaks three
languages fluently and keeps up with jazz events and
publications in many countries?) and awareness of the
social context in which jazz exists, along with a profound
knowledge of jazz music itself. Jazz criticism is a hellishly
thankless job, and it takes real courage to do it well.

Jazz needs independent, professional critics, able to
devote all their working hours to the study of the music
and to fitting it into a carefully considered perspective.
Unfortunately, the lot of the jazz critic has been even
more difficult than that of the musician. There are scarcely
more than half a dozen jazz critics in America working
on salary; a small group survives by writing for several
publications at once. This means that there is neager
opportunity for talented young persons to acquire the
training and background for jazz criticism.

Like the college professor and the high school teacher,
the gifted jazz critic finds that there is a demand
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for his talents elsewhere: nonspecialized publications need
good writers, record companies need a&r men, and the
larger among them can offer bigger salaries than anyone
can hope to earn by writing about jazz on staff. Often
they leave, and brilliant men such as Barry Ulanov and
George Frazier and Mike Levin, whose names were once
as famous to jazz fans as those of the top musicians, are
gone now from jazz writing. Those who have remained
with jazz through the vears, such as Leonard Feather
and Ralph Gleason, have shown an extraordinary dedi-
cation to the art. Unfortunately, there aren’t many Leon-
ard Feathers and Ralph Gleasons.

Because of this problem, Down Beat has in the past
vear been fostering the development of a number of
new critics. In one case, a musician, vibraharpist and
drummer Don DeMicheal, joined the staff, the mean-
time giving up active professional work as a juzz musician
in order to be able to be more detached. But more critics
should be developed in future. Perhaps as jazz grows and
achieves still wider recognition, daily newspapers will see
the need of jazz criticism and help create the circum-
stances in which more and better jazz critics can be
developed. At the moinent, however, that prospect is
not very bright, as you will note by reading Jack Lind’s
study of jazz and the U.S. press elsewhere in this volume.

Yet somehow they will arise. In a sense, jazz critics
aren’t made, theyre born. They are born in a passionate
love of the music, which usually leads as early as adoles-
cense to writing about it, sometimes in school papers. This
deep love of the music is the distinguishing characteristic
of all jazz critics, even the most misguided of them. It
is little recognized by the musicians, but each jazz critic
harbors within him a deep loyalty to the music, mani-
fested in his hot defense against attacks on it, and even
in his willingness to work both at night, when the
musicians are working, and in the day, when the musicians
are comfortably sleeping.

Such men are vitally important to jazz, vitally necessary
to its future. Why?

Not only do they help guard against bad music, but
they hasten the process by which the public is made aware
of good music. And they serve as a crucial link between
the artist and the audience, helping each to understand
the other better.

But this discussion was not intended as a paean to
the jazz critics. Their virtues will take care of themselves.
It is on a shortcoming that 1 have sought to focus atten-
tion, with a hope of improvement.

Many jazz musicians, particularly arrangers and com-
posers, have called for a new kind of musician, one equally
at home in classical fields as in jazz. Nor is it only from
musicians of the “Third Stream” that the plea has come.
I heard it expressed by so down-to-earth a musician as
Quincy Jones during the panel discussion you will find
on Page 61; the motion is seconded by Don Redman.

Quincy hopes for and believes in the improvement of
jazz musicianship; I hope for and believe in the improve-
ment of jazz criticism.

He and other artists feel that the Compleat Musician
would be one who could play a jam session one night, a
symphony concert the next, and something taking ele-
ments from both the night after. The Compleat Critic
would be a man who could intelligently cover all three
performances.

It is doubtful that there are 50 musicians in America
who could capably play the concerts; it is doubtful that
there are five critics who could cover them.

But such musicians will emerge, and such critics will
emerge with them. It is said that a people gets the gov-
ernment it deserves; no doubt an art form gets the
criticism it deserves. u
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By IRA GITLER

There were many ramifications to
last vear’s jazz festival scene, but they
boil down to two words: Newport,
riot. Not only did the beery, brawl-
ing boobies that represent a segiment
of U.S. youth succeed in stopping the
Newport Jazz festival, but they also
affected the festival events of the sum-
mer that followed and helped to smear
jazz anew in publications all over the
world.

The festival season had started
calmly enough at New York’s Madison
Square Garden on June 2 and 3,
where the Daily News presented two
very well-attended concerts, of which
Down Beat's George Hoefer wrote,
“To the real jazz-lover, the concerts
were musically dull, with each partici-
pating group contributing every cliché
at its disposal.”

Although the News lineup was more
“commercial” than most, it was not
too far from what most festivals dished
out during the course of the summer.

Later in the month, on the 17th and
18th, the second annual Los Angeles
festival at the Hollywood Bowl also
was conducted under quiet conditions
—so quiet that it was a financial flop.

Part of the poor turnout seemed to
have been caused by a lack of great
Negro attendance. Producer Hal Led-
erman ascribed this to the fact that
Duke Ellington had played six dates
around the L.A. area just prior to the
festival. But Ellington’s festival ap-
pearance was on Saturday evening
only, and there was a formidable line-
up of talent including Miles Davis,
Stan Kenton, Gerry Mulligan, Horace
Silver, Sarah Vaughan, and several all-
star groups put together especially for
the festival. Even if the people had
seen Ellington immediately before the
festival, it does not seem enough to
have kept them away on Saturday,
let alone Friday.

Lederman’s bomb was a firecracker
compared with the juvenuclear blast
detonated at Newport.

A survey piece on festivals in the
July 7 issue of Down Beat (it was on
the stands before Newport) included
these paragraphs:

“One of the problems that Newport
has faced is its appeal to college-age
youths as a place to ball it up. At-
tracted, in the view of many observ-
ers, by cominercial acts pitched to
sophomore tastes rather than an inter-
est in jazz, such young persons made
Newport a locale for general hell-rais-
ing last year. That reputation is estab-
lished—will the switch back to valid
jazz artists eventually discourage ill-
behaved youngsters from coming, tumn-
ing Newport back to the jazz lovers
who helped build it and without whom
it can’t survive?
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“No one expects that this will hap-
pen in the first summer of Newport’s
‘reformation’—last vear set the pattern
too firmly with that element among
the kids. But this summer should give
a clue, and next summer should tell
the story.”

What a clue! A no-nose bloodhound
deep in the heart of Byelorussia is re-
ported to have smelled it.

As evidenced by the above, the
Newport riot was not totally unex-
pected. It did, however, creep up on
the town. On Thursday night, june
30, after the first concert, the streets
were virtually deserted. On Friday,
after a relatively small turnout, a fes-
tival official said, “Today was a work
day—theyll be coming in tomorrow.”

To semiquote Shorty Petterstein:
“They came, man, they came.”

At 9 a.m. Saturday, I was awakened
by noise coming from the street. I
looked out of my window on the
fourth floor of the Viking hotel and
saw numerous teenage boys in ber-
muda shorts drinking beer from cans.
One was visibly drunk. An open truck
full of mattresses and teenagers came
down Bellevue Ave. For sport, the
boys on the truck were throwing beer
cans at the youths loitering in the Vik-
ing’s driveway. A couple of these
pedestrians tried to board the truck by
climbing the side slats. Meeting with
no success, they retaliated with beer
cans of their own as the vehicle drove
away. I never did get back to sleep.

The town was stuffed with people,
but vou wouldn’t have known it by
attending that afternoon’s concert at
Freebody park. The voungsters stayved
away in droves. Instead of listening
to the jazz they had ostensibly come
to hear, they congregated at Easton’s
beach and in taverns to continue
drinking.

I had had an uneasy feeling all day,
but on the way to Freebody that night
I really knew something bad was go-
ing to happen.

After dinner, Michigan disc jockey
Ollie McLaughlin had driven his car
down to Cliff Walk Manor where
Charlie Mingus’ rival festival was be-
ing held. (Incidentally, there was
much good jazz here for the kids
who didn’t get into the NJF that night,
but not being jazz fans, in any sense
of the word, they were probably un-
aware of anything going on there.)
We planned to come back after the
Newport concert was over because the
Mingus event had been running later
sessions. By parking there, we figured
it would save us a drive from Free-
body in the after-concert crush.

What it didn’t save us was a four-
block walk back to Freebody that was
a living nightmare. Children were
storming the package stores along

Memorial Blvd. in an attemnpt to get
more liquor of any kind. They filled
the stores, clogged the doorways, and
milled around the street in an aimless,
ominous way. Although no one tried
to stop us or pick a fight, the back of
my neck told me to be prepared. 1
was relieved when we finally entered
the oasis of the press area at Freebody
park.

Gene Lees, in his aftermath piece,
Newport: the Trouble (Down Beat,
Aug. 18) accurately likened Freebody
park to the eye of a hurricane. While
the rioters erupted just outside its
walls, a huge crowd sat inside, ab-
sorbed in the music. But the damage
had been done. As a result, by Sun-
day afternoon the Newport festival
was all over.

Meanwhile, in Atlantic City, N. J.,
indoors and on a smaller scale, every-
thing was orderly and enthusiastic.

Then the repercussions started. The
third annual festival at French Lick,
Ind., folded quickly when the Shera-
ton hotel chain withdrew its support.
Just as swiftly, jazz fan Hal Lobree, a
Texas-educated geologist living in
Evansville, Ind., picked up all the
contracts he cared to (he dropped the
Brothers Four) and made his adopted
city the site of the third annual In-
diana Jazz festival. Musically, Evans-
ville wasn’t the greatest but the way
it was run, with tremendously enthu-
siastic co-operation from the towns-
people, turned it into a great victory
for jazz.

It was in keeping with its generally
uninformed, sensationalistic attitude
toward jazz that the daily press did
not mark the triumph of Evansville at
all but played up a fracas at a rock-
and-roll dance in Windsor, Ontario,
as a “juzz riot.”

To add further to jazz' rapidly dis-
coloring eye, hooligans at the fifth an-
nual Beaulieu Jazz festival in England
gave an exhibition of bad acting that
was picked up on BBC-TV. Again
jazz fans had nothing to do with the
disturbances, but at Windsor and
Beaulieu, jazz again lost through guilt
by association.

Because of the Windsor trouble, the
second annual American Jazz festival
at Detroit was almost canceled. (The
Canadian city is right across the De-
troit river.) The Detroit Free Press,
while finally recognizing that jazz fans
had nothing to do with the Windsor
riot, thought that a cessation of festi-
vals would be in the interest of com-
munity safety.

Although the festival was finally
held, it was seriously affected by the
bad publicity. The festival finished in
the red, The advance sale was small,
and the gate did not pick up until the
third and final night, Sunday. Another
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legacy left by Windsor was increased
insurance rates. The well-behaved
Detroit audiences proved the estimat-
ors wrong, and there was no unpleas-
antness outside the state fairgrounds
either.

The Randall’s Island festival, held
in New York on the same weekend as
the one in Detroit, suffered a Friday
night rain-out. This brought about a
substitute concert on Saturday after-
noon that did not draw well and also
meant that producer Franklin Gelt-
man had to pay the plane fares of
musicians who had to appear at Satur-
day evening’s Buffalo festival. Gelt-
man reportedly lost $30,000.

In succession, Philadelphia and
Pittsburgh had large eggs deposited
by their festivals. Two smaller-scaled
events, at Pleasure island, near Bos-
ton, and Virginia Beach, Va., were
successful.

Finally came Monterey, the Cali-
fornia festival that had received the
highest praise for artistic achievement
in the first two years of its existence.
Despite some administrative and pro-
duction foulups, a cold attitude toward
the press, and some evidence of what
John Tynan, Down Beat associate ed-
itor, called “the taint of crass commer-
cialism” outside the area of music,
Monterey was still the most ambitious
and successful, artistically and com-
mercially, of all the jazz extravagan-
zas.

It seems a shame that Newport,
which did try hard to present some
genuinely different and valuable pro-
grams this year (the stride piano ses-
sion with Eubie Blake, Don Lambert,
and Willie [The Lion]} Smith; the
now top-flight Newport Youth Band;
the moving Muddy Waters Band, with
its marvelous pianist, Otis Spann),
should get socked in the chops. It was
a case of past transgressions and past
pandering returning to haunt. The re-

fusal of the local authorities to recog-
nize and prepare for the emergency,
in light of the developments seen in
1958 and 1959, was regrettable.

As we have seen, the events at New-
port had a pointed and definite impact
on jazz festivals and jazz in general.
This is not to say that the riots at
Beaulieu and Windsor would not have
occurred anyway; they most probably
would have. What Newport and the
whole festival season of 1960 has done
is to bring the whole idea of jazz fes-
tivals under direct question.

On one hand is jazz, the art forin;
on the other, is jazz with its long and
varied connection with the entertain-
ment world or, more specifically, show
business—for who is to say that good
jazz is not entertaining? When pre-
sented as a festival, jazz seems to take
on its most show businessy aspect.
Bands and small groups come and go,
doing their set repertoires, for the most
part, and behaving more like “acts”
than musicians intent on creating
something full of feeling and meaning.

It is obvious to anyone following
the festival scene that the same groups
keep cropping up at one event after
another. The people in one area are
as entitled to hear the most prominent
performers as the people in another
part of the country. In many cases, it
is the only chance they get to catch
certain groups. The point is that it
is no longer a great event for a musi-
cian to play a festival, and, as a result,
the music falls into a festival rut.

It is natural for the audiences to
want to hear old and current favorites
by each group, but every leader should
undertake to play material that never
before has been heard. Even if a
group appears at seven festivals, it
will not have tired of a new work by
the last one. The presence of some-
thing new to play may not assure an
inspired performance, but it will in-

crease the chances of more real vi-
tality.

The promoters of the Pittsburgh
and Philadelphia failures should ask
themselves if there are enough jazz
fans to go around to justify their run-
ning subsequent events. People from
Detroit and Monterey can't easily go
to Newport, but Philadelphians can.
They went there, to Atlantic City,
and to Randall’s island. And if not
that many Pittsburghers went to New-
port, maybe it was just that the area
cannot support a full-scale festival.
These are just questions, not answers,
and must be weighed by the indi-
viduals who are putting up the money.

The yvear 1960 was a leveling one
for juzz festivals. If it didnt level
them to the ground, it should make
their producers rearrange their think-
ing along more creative lines. The pic-
ture at Newport doesn’t look as gloomy
as it did in July. The chamber of
commerce was warm when polled on
the possible return of the NJF. Now
that everyone was forced to learn by
a big mistake, instead of heeding a
lot of smaller ones that finally added
up, the Newport Jazz festival could
become what it originally started out
to be.

As successful as it was, Atlantic
City, with its two concerts in an in-
door theater, was not a festival in the
true sense of the word. The concerts
in big ball parks were not festivals.
A festival should embody a program
of presenting unusual musical events,
both of the past and the possible
future, while still paying most of its
attention to the present. There should
be connections with other arts wher-
ever valid, and discussions (although
many of them never prove much),
should still have a place in any presen-
tation that calls itself a festival.

We received the clue this year;
1961 should hold a partial solution. ®

Music 1961



World Radio Histo

°
o
—
9]
‘»
2
>3

19



By DON DeMICHEAL

Polls. Everybody knows what they
are, or, at least, almost everybody
claims he knows what a poll is. But
what exactly is a poll-a jazz poll?
What, if anything, does such a poll
do? What does it prove? Why polls?

Obiously a poll is a measure of
popularity. It’s a reflection of a certain
population’s preferences. It can in-
volve personalities or issues. It reflects
trends — what the individuals who
make up this population find to their
liking—or what might be termed un-
dercurrents.

The trend-reflecting characteristic
of polls is not as obvious as the popu-
larity aspect, but in many ways is
the more important of the two. This
is especially true in jazz polls.

Down Beat has conducted a poll
of its readers since 1936, longer than
any other jazz magazine in the world.
The winners of these polls are well-
known men in jazz; at least, they've
come to be well known. But to look
only at the winners of the polls can
be misleading. It’s too easy to say that
certain bands or certain schools of
jazz thought dominated the polls in
such and such year. This can be done,
but only in retrospect.

Could it be that there is some
underlying pattern to the whole busi-
ness, which, if detected, could be used
to predict future popularity of indi-
vidual musicians or schools of
thought? There may be. The pattern,
if there is one, is a complex one, an
undercurrent that must be studied
year by year, poll by poll. In order to
make this undercurrent clear, let’s
look at the history of the Down Beat
Readers poll.

1936

The first Down Beat poll was not
held at year’s end, as it is now, but in
the spring and summer. There were
no elaborate rules; the musicians didn’t
even have to be living. The headline
over the first ballot read simply, “Who
Are the Greatest Musicians of All
Time?” There were three broad cate-
gories: All-American Swing Band,
Sweet Band, and Corn Band. The
various instrument categories were
limited to trumpet, saxophone and
clarinet (a combined listing), trom-
bone, violin, bass, piano, guitar, and
drums.  Benny Goodman easily won
the swing band title (he was to win
more first-place awards than any other
jazzman), but the bands of Jimmie
Lunceford, Fletcher Henderson, and
Duke Ellington were in third, fourth,
and fifth place. Many of today’s new
jazz listeners may be surprised that
the Casa Loma Band was popular
enough to come in second to Good-
man. The top sweet band was Ray
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Noble, with Hal Kemp second.

The most interesting part of the
poll, however, was not which band
was tops but which musicians were
listed in the instrument categories.

This first poll found Bix Beider-
becke in first place in the trumpet
category (he had died five years
earlier), with Louis Armstrong sec-
ond, and young Roy Eldridge third.

Goodman also took the crown as
best clarinetist. It’s interesting to note
that Coleman Hawkins garnered more
votes than any other saxophonist, and
he’s still a strong contender for best
tenor man in the Readers poll. Jimmy
Dorsey, Chu Berry, and Frankie
Trumbauer, the sidekick of Beider-
becke, were the other top reed men
listed.

Tommy Dorsey, Jack Teagarden,
and Miff Mole were the first, second,
and third choices in the trombone
section. The first and only violinist
ever to win the poll was Joe Venuti,
with Stuff Smith, Emilio Caceres, Ed-
die South, and Stephan Grappely fol-
lowing in that order.

Chosen as best bassist was vener-
able Pops Foster; second was Israel
Crosby, who almost faded from sight
in the later years of the poll but who

‘is now a contender for the bass title

as the result of his work with the
Ahmad Jamal Trio.

The first p.anist to win the poll was
Teddy Wilson. He was to retain the
title for the next three years. Earl
Hines and Fats Waller won second
and third places. Gene Krupa was
chosen best drummer—he was to cap-
ture first place more often than any
other drummer—but Chick Webb, one
of Krupa’s main influences, was sec-
ond. Bob Crosby’s drum star, Ray
Bauduc, was third, and little Davie
Tough was fourth.

Eddie Lang, who died in 1933, won
the guitar chair in the mythical All-
American  Swing Band. Following
Lang were George Van Eps, Carl
Kress, Eddie Condon, and Dick Mec-
Donough.

Thus it can be seen that though
the swing era was in full bloom,
and the Benny Goodman Band was
riding high, the voters in the first
Down Beat poll did not neglect such
earlier jazzmen as Beiderbecke, Arm-
strong, Hawkins, Foster, Lang, Hines,
Waller, Venuti, and Webb.

1937

The second Readers poll, held at
the end of the year, reflected the
swing era more than the first. The
winners were the Goodman band;
Tommy Dorsey, trombone; Harry
James, trumpet; Jimmy Dorsey, alto;
Chu Berry, tenor; Goodman, clarinet;
Teddy Wilson, piano; Carmen Mas-

tren, guitar; Bob Haggart, bass;
Krupa, drums.

A vocalist category was added to
the second poll; Ella Fitzgerald won
handily over Mildred Bailey and Bing
Crosby. Young Billie Holiday made
an appearance in 14th place.

Another new category, one that was
not to be discontinued until 1949, was
favorite soloist. Goodman easily won
the first one and was to capture this
category more times than any other
musician. The Hal Kemp Band took
honors in the sweet band category.

But to look only at the winners
would mislead, for men such as Bun-
ny Berigan, Armstrong, and Eldridge;
Juan Tizol and J. C. Higgenbotham;
Johnny Hodges; Bud Freeman, Lester
Young, and Hawkins; Fazola Krestop-
nick (such was the rendering of Irv-
ing Fazola’s name in 1937); Foster
and Israel Crosby; Bauduc and Webb
placed well in the poll.

Even Kenny Clarke was mentioned
in the drum category, in 21st place.

It is also interesting to note that
in the trumpet division, in 31st place,
was one word, Goldie (Harry Gold-
field), and in the drum section Ben
Thigpen was 19th. The sons of these
two men, Don Goldie and Ed Thig-
pen, are now competitors in the same
categories as their fathers.

The disdain that Down Beat read-
ers felt for “corn” musicians was ac-
idic. At this time, members of an “all-
star” com band were chosen by in-
strument just as was the “swing”
band. Some of the unfortunate corn-
balls weren’t even accorded the dubi-
ous honor of having their names listed
but were referred to as merely “Gar-
ber’s man,” “Kyser’s man,” “Lombar-
deo’s man,” and so on. This part of the
poll was to give way to a “King of
Corn” category in 1939. It is now,
happily, absent from Dotwn Beat polls.

The editorial comment accompany-
ing the poll tabulations could have
been written this year. The phrases
might differ, but the observations
would be similar.

“It was rhythmic ‘guts’ in your horn
that counted in 1937,” the story said.
“Or so voted the cats. ‘Powerhouse’
musicians such as Harry James, Gene
Krupa, and Chu Berry were far more
popular than the ‘gentler’ or ‘swing it
lightly’ boys, such as Manny Klein or
Eddie Miller . . . Musicians still in-
evitably prefer musicians despite pub-
lic taste. There is still an admirable
disregard for race and creed. But no
matter what the artistry of the man,
if he is employed in a studio band or
leaves the dance field, his skill and
musicianship are forgotten, and his
popularity wanes to the advantage of
men who are inferior but who are
in the spotlight . . .”
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1938

This was the year that Artie Shaw
apset the Goodman apple cart by
taking first place in the swing band
category and running BG a close
race for favorite soloist. But it must
be kept in mind that the Count
Basie Band was up to fourth place
from the previous year’s eighth, while
Ellington dropped from fifth to
eighth. Ella Fitzgerald again captured
the top vocalist spot, and Billie Holi-
day jumped to fourth place. Jimmy
Rushing made his first appearance in
26th place.

A new category was added this
year: Trios and Quartets, which was
the forerunner of the instrumental
combo division. The Goodman Quar-
tet was an easy winner. Another new
category was arranger. Larry Clinton
barely won over Fletcher Henderson,
but Ellington was not unappreciated
—he was fifth. Sy Oliver, then with
the Lunceford band, was 23rd. The
Casa Loma Band, which was second
to Goodman in 1936, took the sweet
band division.

The winners of the various instru-
ment categories were almost the same
as in 1938 with the exception of Bud
Freeman’s triumph over Chu Berry
for top tenor and Benny Heller’s tak-
ing first place from Carmen Mastren
in the guitar division. (Heller, who
came from nowhere to win, never won
again but, up until a few years ago,
usually finished in a respectable posi-
tion among guitarists. Little is known
of Heller today, but he is still listed
in Local 802’s directory and lives in
Washington, D.C.)

Underneath the winning layer, Les-
ter Young had moved up to sixth
place among the tenors, Ziggy Elman
had moved from 12th to sixth trum-
pet position; Fazola was now third
among clarinetists, and Pee Wee Rus-
sell was ninth; among drummers,
Tough was now third to Krupa and
Bauduce, and Buddy Rich was men-
tioned for the first time in 17th place.
Art Tatum was up to sixth place but
couldn’t break the Wilson-Zurke-
Stacy hold. Even though there were
many repeat winners, the leads were
being sliced thinner in all categories
except bass, in which Bob Haggart
won by a large majority (he was to
keep the crown until 1943).

1939

That the results of this year’s poll
portended changes was reflected in
the editorial comment “by a staff
writer”: “The sidemen are all becom-
ing leaders! . . . For the first time in
four years, the brass section does not
include [any] . . . colored stars . . .
Yet that doesn’t mean that Satchmo’
isn’t still the greatest bugler of them
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all . . . What this year’s brass men
lack in guts, power, and originality,
they make up for in musicianship and
finesse—and showmanship.”

Although the “staff writer” lamented
the temporary passing of Armstrong,
and the other brass men, it shouldn’t
be construed that Negroes were ne-
glected in the poll, for Coleman Haw-
kins, Fletcher Henderson, Charlie
Christian, and Ella Fitzgerald were
all winners, although Teddy Wilson
lost the piano award to Bob Zurke.
And underneath the winners there
was strong competition from Negro
jazzmen.

Basie and Ellington were in fifth
and sixth places in the swing band
category; Chu Berry and Young stood
well among tenor men, as did Hodges
and Benny Carter in the alto division;
J. C. Higgenbotham was fourth trom-
bone; Jo Jones was up to third place
among drummers behind only Krupa
and Bauduc; Freddie Green was third
among guitarists; Jimmy Rushing was
up to seventh place in the vocalists
category, and Billie Holiday was third
among the girl singers.

This year saw the inclusion of
underrated bands and underrated so-
loists divisions. Woody Herman won
both titles. The underrated categories
never appeared again, however.

In passing, Clyde McCoy, whom
press agents would have us believe is
making a comeback with a Dixieland
band nowadays, was crowned King
of Corn.

The year 1939 is significant in that
it saw the Basie band and many of
its members gain wider recognition
than they had before, but if one
looked at only the winners of that
year, he would be led to believe that
the bands of Benny Goodman and
Bob Crosby were the only ones to
receive notice.

1940

The Bob Crosby Band had more
winners among instrumentalists this
year than any other band, yet the
band itself ended in seventh place
among swing bands. Again, one would
be wrong to jump to hasty conclusion-
sions, for the wholesale winning by
Bobcats stemmed mostly from the
fact that new rules prevented votes
for bandleaders in the instrumental
categories. It is even less startling
when one looks at the undercurrent
of previous polls; the Crosby men had
been rising in the various categories
for the previous four years.

There were many changes in the
all-star band of this year. James, who
had almost a monopoly on the first
trumpet chair, was ineligible; his old
Goodman band section-mate, Ziggy
Elman, jumped to his first win. Mug-

gsy Spanier was second—he had been
getting wide exposure with the Cros-
by band. Irving Fazola, who was
not yet referred to by his professional
name but as Prestopnick (or, as
earlier, Krestopnick) won his first
clarinet award. Below Faz were John-
ny Mince (then with Tommy Dor-
sey) Benney Bigard, and Pee Wee
Russell, the last of whom rose step
by step through the years in the poll
until he won in 1942.

The influence of the top bands can
be seen in the drum category: Bau-
duc (Crosby) won over Jo Jones
(Basie), Rich (Shaw), Frankie Carl-
son (Herman), and Moe Purtill (Mil-
ler). With Jimmy Dorsey ineligible,
Johnny Hodges was an easy winner
among alto men; Chicagoan Boyce
Brown, who was later to enter relig-
ious life as Brother Matthew, was
third.

Christian was the overwhelming
choice as guitarist. However, Oscar
Moore entered the competition for
the first time, in 25th place. Crosby
tenor man Eddie Miller barely nosed
out Glenn Miller's Tex Beneke for
first tenor. (Beneke was 25th in 1938,
rose to ninth in 1939, and finally
captured first place in 1941.) Jack
Jenny, thanks to his excellent work
with the Shaw band, won his first
trombone crown, but pressing him
was Higgenbotham.

Haggart won over Goodman’s bass-
ist, Artie Bernstein, and Jimmy Blan-
ton entered the poll in third place—
he had been unlisted previously. Jess
Stacy nosed out Zurke for first p:ano
place. The influence of the Crosby
band is evident in the piano contest
since both Stacy and Zurke were
members of that aggregation at one
time. Henderson easily won as best
arranger, but Sy Oliver had moved
to second place. Billy Strayhorn was
eighth.

Goodman came back strong from
his 1939 defeat by Shaw to win the
best swing band title, but Ellington
was second, and Herman, who had
been far down in the lists previously,
was now third. Glenn Miller nosed
out Tommy Dorsey for the sweet
band win, but he also took third place
in the King of Corn division. (The
next year, he was second.) Goodman
retained his favorite soloist and small
combo crowns.

Ella Fitzgerald was out of the fe-
male vocalist contest, since she had
taken over the leadership of the Chick
Webb Band. Helen O’Connell won,
but Billie Holiday was second—the
highest position she ever was to
achieve. Bing Crosby barely defeated
Miss O’Connell’s singing partner in
the Jimmy Dorsey Band, Bob Eberle.
An undercurrent in the male vocalist
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division was Frank Sinatra’s initial
appearance in No. 3 spot.

1941

There was little difference among
the winners from the previous year.
The only changes were Higgenbotham
for Jenny, Beneke for Eddie Miller,
Rich for Bauduc, Oliver for Hender-
son (who was ineligible), and Sinatra
for Crosby.

Interesting sidelights: Stan Kenton
broke into the band division in 30th
place; the King Cole Trio was men-
tioned in sixth place in the instru-
mental combo category; Eldridge was
a strong second and Cootie Williams
third in trumpets; Lou McGarity rose
to third among trombonists; Bobby
Hackett, who was ninth among trum-
pets, was sixth in the guitar section;
Joe Bushkin was third in the piano
division, and Eddie Sauter was second
choice as arranger, because of his out-
standing work for Goodman.

1942

This year marked the first time
that the Duke Ellington Band won
the best band title. There were several
other first-time winners: Harry James
nosed out perennial favorite soloist
winner Benny Goodman, who was
to lose ()nly once again, to Duke
Ellington in 1948, before this cate-
gory was dropped in 1949; Roy Eld-
ridge, who had almost won in 1941,
took the winner’s place among trum-
pet men; Pee Wee Russell barely beat
Prestopnick as best clarinetist; Eddie
Condon leaped from 13th place in
1941 to win the guitar division
(Charlie Christian died March 2,
1942).

There were shifts in the poll's un-
dercurrent as well as among the win-
ners. Kenton was in 13th place; the
King Cole Trio moved up another
notch to fifth; Bobby Hackett was up
to third among trumpeters and fourth
place in the guitar category; Ben
Webster was firmly in place as No. 2
tenor, and Illinois Jacquet received
his first mention in 16th position; Mel
Powell was second among pianists,
and Art Tatum, who had an up-and-
down career in the Readers polls
through the years, was third; Billy
Eckstine entered the poll in ninth
place among male vocalists; Ella Fitz-
gerald returned to competition in 13th
place.

The coming revival of traditional
jazz was foreshadowed in the well-
placed Georg Brunis, Brad Gowans,
Ed Hall, and other traditionalists in
the various categories.

A once-only category, Service
Bands, was won by the Artie Shaw
Navy Band; Herbie Fields’ Fort Dix
Band was second.

22

PEE WEE RUSSELL

1943

Goodman returned to reclaim the
best band and favorite soloist titles.
Stan Kenton was up to 11th place
among bands. The surprising instru-
mental combo winner was Roy Eld-
ridge. Spike Jones captured the King
of Corn crown and never relinquished
it (the category was dropped from
the poll in 1952).

Hackett wound up second to Ziggy
Elman; Higgenbotham was an easy
winner over Lou McGarity; Hodges
was a 5-to-1 choice over Toots Mon-
dello; Vido Musso pulled off his first
tenor victory; Russell held on to the
clarinet laurels, but Buddy DeFranco
entered the poll in third place; Stacy
beat Mel Powell again, and onetime
winner Zurke skidded to 14th; Gene
Krupa, who had temporarily given up
bandleading, was 2 to 1 over Buddy
Rich. (It’s interesting that Rich never
won a Down Beat Readers poll over
Krupa.) Bauduc had slipped to eighth
among drummers. Haggart lost the
bass title for the first time since 1937
as Artie Bernstein won. Condon won
over Allen Reuss among guitarists,
and Hackett was third; Oscar Moore
was on the move—ninth place.

The modernists—or, rather, the men
who were to be categorized later as
the modernists — were beginning to
appear in the poll: Dodo Marmarosa,
Oscar Pettiford, and Eddie Safranski
all made their initial appearance in
1943.

1944

The coming of the big-name vocal-
ists and singing groups and the end
of the big-band era were reflected
in this year’s poll. Special categories
for singers with no band affiliation
and vocal “combos” were instituted.

Another coming event discernible
was the influence of the Woody Her-
man Herd: Flip Phillips, Bill Harris,
and Chubby Jackson stood well in
the tenor, trombone, and bass cate-
gories. Their names had not been
listed in previous years, but each was
to go on to win in the vears to come.
Ralph Burns was second among ar-
rangers, also. In fact, the Herman's
band placing second to Duke Elling-
ton as best band was an augury—
Herman won the next vear.

Among the swing bands—they were
still called that in 1944—Kenton had
moved to fifth place; Basie was
fourth. If there was any doubt that
the Goodman era was ended, it was
dispelled with the King Cole Trio’s
victory in small instrumental combos.
Benny did hang on as favorite soloist,
however. Charlie Spivak scored his
first win over Tommy Dorsey in the
sweet band category—TD came back
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to win the next vear and Spivak the
following, the last year the category
was included in the poll.

The Pied Pipers won the first
vocal combo poll and held on to it
until 1950. The first vocalists without
band affiliations were Dinah Shore
and Bing Crosby. Elman, Higgenboth-
awn, Russell, and Oliver kept their
titles. This was the first and only time
that Lester Young was accorded the
honor of being chosen the best tenor
man, but future winner Charlie Ven-
tura was up to fourth place. Harry
Carney was the first winner of the
newly established baritone saxophone
category.

Mel Powell registered his first win
with Teddy Wilson a strong second,
Stacy slipped to fourth and was never
to regain his once-commanding posi-
tion. Although Russell was an easy
clarinet winner, Buddy DeFranco’s
rise to No. 2 spot foreshadowed his
next year’s win and consequent domi-
nance of the division. (He kept his
crown until 1955.)

Buddy Rich was an easy victor
among drummers; Jo Jones and Dave
Tough were runners-up. Haggart re-
gained first bass position. Allan Reuss,
after years of climbing upward in the
polls, finally walked off with the gui-
tar laurels; Qscar Moore continued his
rise, though—he was a close second.
Barney Kessel made his initial appear-
ance in seventh place. Bob Eberle,
riding on his popularity with the Jim-
my Dorsey Band, won the male-vocal-
ist-with-band division. Anita O’Day
was the favorite girl singer with band;
she was with Kenton.

1945

This vear saw the Dblooming of
what had Dbeen abuilding for some
time in the poll’s undercurrent—this
was Woody Herman’s vear. Not only
did the band walk away with first
place in the swing band division, but
Herman sidemen Harris, Jackson, and
Tough won the trombone, bass, and
drum contests as well. Phillips, Burns,
and Frances Wayne were second
among tenors, arrangers, and girl
band vocalists, respectively.

But there were underlying factors
in this year’s poll that, while barely
showing, were indicative of future
trends. Among the big bands were
listed Boyd Raeburn and Billy Eck-
stine; Dizzy Gillespie—his first men-
tion in the poll—was 13th among small
instrumental combos as well as 26th
in the favorite soloist category; Sarah
Vaughan was first mentioned among
female singers; Charlie Parker was
fifth among altoists; Stan Getz made
his first appearance among tenors;
Serge Chaloff received his first men-
tion, as did Shelly Manne; Pettiford
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and Safranski were now in third and
fourth positions among bassists. The
successors to the swing era were be-
ginning to move.

1946

Ellington came back to capture
the swing band category; Kenton
had risen to second; Herman was
third. (These three bands were to
split the title for the next nine years—
though other bands, such as Lionel
Hampton, Charlie Barnet, Les Brown,
and Dizzy Gillespie, gave them strong
competition.) Basie was down to 13th
place.

The Cole trio won the combo divi-
sion again, but Joe Mooney’s Quartet,
“discovered” and enthusiastically
praised by Down Beat’s Mike Levin
that year, took over second.

Sinatra won his first poll as a single,
as did Peggy Lee. Sarah Vaughan,
however, was up from her previous
year’s 28th place to a healthy sixth.
Ella was slowly regaining her lost
ground; she was now eighth. Among
the favorite soloists, Bill Harris was
second to Goodman. Gillespie had
jumped to sixth place, and Parker
was 20th.

Eldridge won over Elman and
Charlie Shavers in the trumpet divi-
sion; in 26th place was Miles Davis—
his first mention—and voung Shorty
Rogers barely made the poll, in 30th
position. Harris repeated his 1945 win
and was to keep first place among
trombonists until 1955, but the Elling-
ton bund’s favor among readers is
seen in Duke’s star trombonist Law-
rence Brown’s firm hold on the runner-
up spot. Kentonite Kai Winding was
third, and Higgenbotham was start-
ing his slide to obscurity—an obscurity
from which he has only recently par-
tially emerged.

Parker was third among altoists be-
hind Hodges and Smith; Sonny Stitt
received his first mention, in seventh
place. Vido Musso, then with Kenton,
won his first poll as favorite tenorist,
but Hawkins was third, and Getz
was up to 18th position. The 1945
winning rhythm section repeated with
one exception: Safranski beat Jackson.
The undercurrent did not remain un-
changed: Sonny Greer beat out
Manne for second favorite drummer;
Max Roach entered the drum compe-
tition in eighth place; Herb Ellis was
16th among guitarists, and Barry Gail-
braith entered the poll in 35th place.
Eddie Condon had fallen to 29th.
Ellington arranger Billy Strayhorn
won the arrangers’ contest, but two
newcomers were Gerry Mulligan,
13th, and Gil Evans, 17th.

Art Lund, with Benny Goodman,
took the male-vocalist-with-band prize,
but another new name was added to

this division: Joe Williams, who by
1946 had worked with the bands of
Coleman Hawkins, Lionel Hampton,
and Andy Kirk. June Christy won
her first poll as best girl band singer;
she, like Anita O’Day two years be-
fore, gained her victory while work-
ing with the Kenton band. Kay Davis,
Ellington’s coloratuora, was second.

1947

Charlie Ventura’s Bop for the
People combo moved to second place
behind the King Cole Trio among
small groups. Further evidence of the
novelty appeal of the boppers (Ven-
tura had featured wordless vocals by
Roy Kral and Jackie Cain) was the
appearance of Dave Lambert’s name
in the vocal combo category. Billy
Eckstine became one of the top three
male vocalists behind Sinatra and
Frankie Laine. Ventura was the sec-
ond favorite soloist behind Goodman;
Gillespie had risen to third, and
Parker was now 10th.

The early boppers were top con-
tenders in all the instrument divisions.
Elman and Shavers continued their
battle for first-place trumpet, but
Howard McGhee was third, Red Rod-
ney third, Miles Davis seventh. J. J.
Johnson received his first poll listing
as No. 3 trombonist.

Parker was second in the alto cate-
gory. Hodges was to remain on top
until 1950. Lee Konitz and Art Pepper
made their first appearance in Posi-
tions 21 and 25. Musso repeated his
previous year’s tenor victory; Stan
Getz was up to 16th place, and Zoot
Sims, his first mention, took 31st. Leo
Parker was third among baritone men,
behind Camey and Chaloff; Ernie
Cuceres, former Glenn Miller bari-
tonist and Condonite, had slipped
from his 1946 second place to fifth.
Tony Scott appeared ninth among
clarinetists.

The only change in the rhythm sec-
tion from the two previous years was
Shelly Manne; he had a big lead over
Tough. Big Sid Catlett gained his
highest poll position, third place;
Roach was eighth. Ray Brown entered
the bass competition in fifth place.
Moore, who left the Cole trio in Octo-
ber, 1947, held onto his title, but his
replacement in the singer-pianist’s
group, Irving Ashby, was third. Chuck
Wayne, then with the Phil Moore
Four, took fourth place; Kessel had
moved to fifth. Mel Powell barely re-
tained first place over Lou Stein; Len-
nie Tristano was sixth, and Bud Pow-
ell made his first entrance in 2Ist
place.

1948

Ellington beat Kenton, who had
won in 1947, for the favorite band
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crown. Ventura won his only combo
first prize. The small-group under-
current was active; Parker, now a
leader, was 18th, Lennie Tristano
23rd, Thelonious Monk (his first men-
tion) 24th, and in 36th and last place
was Miles Davis.

Eckstine was first-place male vocal-
ist and remained at the top of the
heap for five years. Sarah Vaughan
repeated as best girl singer and was
to be chosen until 1953, when Ella
completed her comeback. Ellington
took the favorite soloist prize; Illinois
Jacquet was second; Parker was up
to sixth place; Gillespie had slipped
to fifth and Goodman to seventh.

Shavers completed his climb to first
trumpet position; McGhee moved up
another notch, to second; Miles drop-
ped to 10th. ]. ]. Johnson gained
fourth place in the trombone section;
Higgenbotham was near the bottom
of the list.

Parker again played second fiddle
to Hodges, but Art Pepper was
seventh, and Konitz jumped to 15th.
Phillips took the best tenor award;
Ben Webster was second—the highest
position he has reached in the poll;
Getz rose to sixth. The baritone top
three remained in the same order as
in 1947. The Swedish clarinetist, Stan
Hasselgard, entered the poll in third
position. Tatum was second to Mel
Powell; Erroll Garner made an ap-
pearance in eighth place; George
Shearing received his first mention in
Position 41.

Greer almost snatched the drum
chair away from Manne; Roach con-
tinued his rise—he came in fifth. In
last place on drums, with 10 votes,
was Mel Tormé. Ray Brown was up
to No. 3 spot in the bass division. Billy
Bauer was second to Moore among
guitarists, Kessel was sixth, and Jim-
my Raney debuted in 26th place.

Strayhorn was the choice over Ru-
golo for best arranger. Al Hibbler
scored his first win as best male
vocalist with a band (Ellington’s). He
won again in 1949. Mary Ann McCall
was fourth in the girls-with-band sec-
tion; Christy repeated as winner.

1949

Previous years’ undercurrents broke
to the surface in many places in this
year’s poll: McGhee, Chaloff, Garner,
Bauer, and Miss McCall were all first
choices. The George Shearing Quin-
tet, not even mentioned in the previ-
ous year’s poll, romped to first place
in the combo division. It was the first
of four straight wins for the pianist’s
group. Tristano’s group came in fourth,
Louis Armstrong’s All-Stars fifth,
Parker’s group seventh, and Miles
Davis nosed out the Three Suns for
No. 10 position.
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Miss Fitzgerald had risen to second
place behind Miss Vaughan, and they
kept this one-two order until 1953,
when Ella finally regained first place.

Miles moved up to third among
trumpets; Fats Navarro was next;
Maynard Ferguson made his initial
appearance in 11th place. Parker was
ineligible for the alto division, since
he was a leader, but he would have
been second to Hodges had the votes
for him been included in the totals,
according to the story accompanying
the tabulations. Konitz was given sec-
ond place. Getz now was second to
Phillips and was about to take his
last step up the ladder. Mulligan
received his first mention as a bari-
tonist; he was fifth.

Lou Levy took second place in the
piano category; Bud Powell was 10th,
and at the bottom of the list was
Oscar Peterson, with 10 votes. Don
Lamond was second to Manne among
drummers; Rich was third and Roach
fourth. Moore had slipped to fourth
in the guitar competition; Chuck
Wayne and Irving Ashby stood be-
tween him and Billy Bauer. Rugolo
and Burns were first and second in
the arranger division; the two were to
divide first and second place between
them for the next six years. Then the
category disappeared from the poll.

1950

This was the first year since 1939
that leaders were eligible for votes in
the instrument categories.

At the time of their banishment,
leaders of big bands were among the
poll winners. But the days of the big
band were ended by 1950. Not one
of the first-place instrumentalists was
a big-band leader: Ferguson, trumpet;
Harris, trombone; Parker (his first
win), alto; Getz (he did not lose the
title until 1960), tenor; DeFranco,
clarinet; Chaloff, baritone; Peterson,
(who was the sensation of the year—
he had been last among pianists the
previous year), piano; Bauer, guitar;
Safranski, bass; Manne, drums; Terry
Gibbs, vibraharp (a miscellaneous-
instrument category had been added
to the poll). All these men, with the
exception of Gibbs, at one time or
another had been part of the poll’s
undercurrent.

The undercurrent continued: Davis
was again third, but the contest
among him, Armstrong (who was sec-
ond), and Ferguson was very close;
Art Pepper was fourth alto; Dave
Brubeck debuted in 27th place among
pianists and ninth in the combo divi-
sion; Les Paul came in third among
the guitars, and Tal Farlow’s name
pops up for the first time in seventh;
Pettiford won second in the bass sec-
tion, and Red Mitchell and Charlie

Mingus made the poll in 10th and
18th places, respectively; Milt Jack-
son received his first mention in the
miscellaneous instrument department.

The wave of the future was gain-
ing momentum,

1951

Kenton won the favorite band
category. He was to keep his first-
place position until Basie started his
reign in 1955. Shearing won the
combo category, but the Brubeck
quartet rose to fifth. The three top
trumpets were Ferguson, Davis, and
Gillespie.

All the 1950 winners except Bauer
(Les Paul, quite popular at the time
with his multitaped records, won the
guitar division and held onto it for
three years) repeated their victories.

But underneath the top layers,
Miles had advanced to second-place
trumpet, and Gillespie was third;
Pepper almost beat Parker for the alto
crown, and Paul Desmond was listed
for the first time, in 16th place; Sims
was up to 10th among tenors; Bud
Powell and Dave Brubeck were sixth
and 10th, respectively, in the piano
category; Brown was second bassist,
and Mingus advanced to fifth (his
work with the Red Norvo Trio, which
was second among combos, had much
to do with his rise); Art Blakey en-
tered the poll 17th among drummers;
Bags was up to fifth place in the
miscellaneous-instrument section. Les
Brown’s popularity (his band was sec-
ond in the big bands), was reflected
in his girl vocalist, Lucy Ann Polk,
taking first prize in the girl-singer-
with-band contest.

1952

The Hall of Fame was introduced
this year. It was fitting that the first
musician to enter the hall was Louis
Armstrong, who, despite his show-biz
attitude of recent years, was, and still
is on rare occasions, one of the great
artists of jazz.

Shearing again took the combo
category, but Dave Brubeck moved to
second. Gerry Mulligan made his ini-
tial appearance among the small
groups in ninth place. The Count
Basie Band, which had not been listed
in the top four big bands since 1944
(Basie led a small group in 1950-51),
was seventh in that category.

There were few changes in the
winning instrumentalists’ lineup from
the two previous years:

Carney regained first place among
the baritonists, and Krupa barely won
over Manne as best drummer. A new
category was instituted for vibraharp-
ists—Gibbs, who won this year, had
monopolized the miscellaneous-instru-
ment field. Art Van Damme easily
won the miscellaneous-instrument race
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(the next year an accordion category
was established, and Van Damme has
won first place in it for the last eight
vears). The favorite soloist category
was resurrected for this vear and
Parker easilv won. The category has
not been included since.

The shape of things to come is best
evidenced in the piano division of
this vear’s poll: near the bottom of
the listing are the names of John
Lewis and Horace Silver. Other signs
of things to come were Sonny Rollins’
making the poll for the first time in
the tenor section; Mulligan's taking
third place among baritone saxists.
Desmond’s moving up to fifth, Percy
Heath’s 15th bass position, Kessel's
placing second in the guitar race.
Blakey’s moving to 11th among drum-
mers.

1953

Many long-time winners fell this
vear. Brubeck nosed out Shearing for
the small combo win: Nat Cole won
the single-act male vocalist category;
Ella came full circle and once again
was chosen best female vocalist—and
has remained first; the Four Freshmen
unseated the Mills Brothers (who had
been top vocal group for the previous
three vears); Chet Baker spectacularly
won the trumpet prize; Mulligan won
the baritone division—he has not lost
it since; Brown replaced Safranski and
started his reign, which has not ended.
as best bassist.

The undercurrent? Count Basie was
fourth in big bands; Annie Ross was
18th among girl singers; Bob Brook-
meyer received his first votes and was
11th in the trombone section; Des-
mond came up to third among alto-
ists; Rollins got five more votes than
he received the previous year; Tony
Scott jumped to fifth in clarinets;
Brubeck almost won over Peterson as
best pianist, and Bud Powell was a
strong third; Kessel was second and
Johnny Smith was fourth in the guitar
category; Mulligan came in third
among arrangers, and John Lewis
entered this division, in 14th place:
Sam Most received 16 votes as flutist
among miscellaneous instruments, the
first listing of flute; Don Elliott won
his first miscellaneous-instrument
award and has yet not to win this
section of the poll.

Les Brown began dominance of the
dance bands (category initiated this
year). His hold on first has not
weakened.

1954

Basie jumped to second place be-
hind Kenton among big bands. Glenn
Miller’s memory  was  honored with
the Hall of Fame award. Sinatra,
who had gone through a career
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eclipse, was entrenched in the No. !
male vocalist position and has held
the title ever since. The Freshmen
repeated as top vocal group (the
combo tag was dropped in 1952).
but the Hi-Lo's entered the poll in
ninth place. Brubeck repeated lhis
combo victory, but the newly formed

GERRY MULLIGAN

Modern Jazz Quartet was second.

The only change among the instru-
mentalist winners was in guitar; John-
ny Smith won, but Kessel was a close
second.

The undercurrent was not as turbu-
lent as in years past—a cool, west coast
breeze was blowing. Brookmeyer
jumped to third in the trombone divi-
cion; Miles drepped to ninth place in
trumpet, but this was merely the
calm before the storm; Desmond al-

most snatched the alto award from
the hands of Parker, and west coaster
Bud Shank was fourth in that cate-
gory; Pres was again being recognized
—he was third among tenors—Dave
Pell was fourth; Jimmy Giuffre made
his debut among baritonists in 11th
slot, and he was ninth in the clarinet
section; Scott advanced to third clari-
net; Horace Silver stood 11th in the
piano listing, but Monk was absent
from the poll; Heath was third and
Mingus fourth in the bass calegory;
Joe Morello’s name was seen for the
first time in 11th place among drum-
mers; Jackson moved to third-place
vibraharpist; west coast musicians
John Graas, French horu, and Shank,
flute, were runners-up in the miscel-
laneous-instruments division; John
Lewis stood 11th in the arrangers
class, but Gil Evans was not listed.

1955

This was one of the most significant
vears in the history of the poll. The
west coast school was heavily repre-
sented, but coming up in all the cate-
gories were the east coasters.

Charlie Parker had died in March,
and the voters overwhelmingly placed
his name in the Hall of Fame. Basie
completed his climb to the top of the
big-band contest—he had never won
before. In combos, Brubeck and the
MJQ were first and second, but Shorty
Rogers was third and Mulligan’s quar-
tet fourth.

Miles Davis scored his first trumpet
win, but Baker and Gillespie were
strong contenders.

Farther down the list of trumpeters
were the names of Donald Byrd and
Kenny Dorham; they were to risc to
be strong contenders in the 1960
poll. The exposure of ]. ]. Johnson
with the Jav and Kai group helped
him win his first trombone title—he
has not relinquished it since. Winding,
who had slipped somewhat in poll
rating since his Kenton days, was
third, behind Brookmever. The one-
two position of Johnson and Brook-
mever hasn’t changed through 1960.
Desmond was a 2-to-1 choice over
Konitz for first-place alto; Cannonball
Adderley received his first listing in
12th position. Sims was fourth and
Rollins 13th in the tenor section. Scott
jumped to second place among clari-
nets; Goodman was third and Giuflre
fourth.

Monk returned to the piano listing,
in 28th place. Kessel remained second
to Smith as favorite guitarist; Tal
Farlow was third, and Kennv Burrell
received his first mention. Brown,
Pettiford, and Mingus were 1-2-3
among bass men. Roach nosed out
Manne for his first drum win; Morello
was fifth and Blakey seventh. Plilly
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Jo Jones was a newcomer to the drum
listing with 21 votes.

Jackson, gaining great exposure and
critical praise through his M]JQ work,
won his first poll-he has shown no
signs of relinquishing his dominance
of the category. The miscellaneous-
instruments category reflected the in-
creasing popularity of flute.

1956

Duke Ellington was the second
living musician to have his name
placed in the Hall of Fame. Following
Duke were Goodman and Basie; they
received this highest honor of the
poll the following years and in the
same order they were listed in this
vear's poll. Gillespie was fourth.

Basie won the big-band title, and
Maynard Ferguson’s new band came
in ninth. The Modemn Jazz Quartet
won the combo division over strong
competition from Brubeck and Chico
Hamilton. Underneath the top three
were Art Blakey's Jazz Messengers in
seventh place, Miles’ group in 23rd,
and Charlie Mingus’ in 37th.

Gillespie won his first Readers poll
on trumpet; Davis and Baker were
second and third. Byrd was 13th and
Dorham 20th. Nat Adderley and Art
Farmer made their initial appearance.
Trombonist Jimmy Cleveland made
his poll debut in 11th position.

Cannonball Adderley was up to
eighth in the alto division. Young,
Sims, Bill Perkins, Hawkins, and Rol-
| lins followed Getz in that order in the
tenor category. Pepper Adams ap-
peared for the first time among bari-
tone saxists.

Kessel was victorious in the guitar
contest; Herb Ellis, Kessel's replace-
ment with the Oscar Peterson Trio,
was a healthy fourth, and Jim Hall
was mentioned for the first time, in
13th place. Red Mitchell was third
bass man; Paul Chambers was another
of the newcomers to poll competition.

The first flute category was won
by Shank; Herbie Mann was second
and Frank Wess third. Another new
category, composer, was added this
year. (The editors of Down Beat said
they felt that the term arranger was
obsolete.) John Lewis was the first
winner; Ellington and Shorty Rogers
were runners-up. This was the last
year of separate categories for sing-
ers with and without band affiliations.
Joe Williams of the Basie band was
the last winner in the male section,
and Jo Ann Greer, Les Brown’s singer,
won the girls’ division.

1957

Basie again took first place among
bands, but Ferguson's had moved to
sixth. Miles, who took first trumpet
prize this year and has retained it
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since, stood fourth in the combo divi-
sion—an advance of 19 places in a
year’s time. The MJQ won in the
category; it has lost only once since,
in 1959, when Brubeck won by a
slim majority.

There were only three changes from
the previous year’s list of winning
instrumentalists: Giuffre took the clar-
inet award, Mann won the flute cate-
gory, Ellington scored his first win
as a composer.

Down in the undercurrent Byrd,
Farmer, and Dorham were ninth,
10th, and 14th, respectively; Jimmy
Cleveland and Willie Dennis received
their first listing among the trom-
bones; Adams advanced to third fa-
vorite baritone man; Rollins stood sec-
ond to Getz in the tenor category, and
John Coltrane debuted in 11th place.
Silver moved to fourth pianist, and
Monk returned in sixth place. Red
Garland had his initial listing in 23rd
position. Burrell stood sixth in the
guitar division, and Bill Harris re-
ceived his first mention in 23rd place.

Scott moved to second and DeFran-
co fell to fourth among clarinets.
Art Pepper was back in action and
came in second as favorite altoist, with
Stitt third, Cannonball Adderley sev-
enth, and newcomers Phil Woods and
Jackie McLean eighth and ninth.

Chambers jumped to No. 4 bass
man; Morello was up to third among
drummers, and Ed Thigpen and Art
Taylor were listed for the first time.
Among composers, Monk stood 13th,
and Gil Evans returned to competition
in 17th position.

1958

Ferguson continued his climb
among big bands; he stood fourth.
Davis moved up a notch to third in
combos, and Monk was 12th. Lam-
bert-Hendricks-Ross, their first year in
the poll, were third behind the Four
Freshmen and the Hi-Lo’s. Ellington
again took the composer award, and
Evans was now third—a 14-place jump
from 1957. The names of Benny Gol-
son, George Russell, and Charlie Min-
gus first appeared in this category.

The instrument winners were the
same as 1957 with the exception of
Scott’s winning over Giuffre for the
clarinet title, but the undercurrent
that has not quieted yet was gaining
strength.

Lee Morgan entered the trumpet
poll in 17th place. Curtis Fuller and
Slide Hampton made their debuts
among trombonists in 12th and 18th
places, respectively.

Cannonball moved to fourth in the
alto division, and Ornette Coleman
was listed for the first time, receiving
21 votes. Coltrane stood third in the
tenor division, and Johnny Griffin,
who had been 25th the previous vear,
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was now ninth.

The piano section was marked by
the appearance of several newcomers:
Ahmad Janal, 17th; Bill Evans, 20th;
Tommy Flanagan, 27th; Ray Bryant
and Cecil Taylor, tied for 30th. Monk
lost by three votes to Garner, and
Peterson was a close third. Garland
advanced to eighth place.

Burrell moved to fourth-place gui-
tar; Wes Montgomery and Charlie
Byrd were first-time pollees in 12th
and 20th positions. Chambers was
now second bass man. Philly Joe Jones
was eighth on drums.

1959

Lester Young, as Parker and Miller
before him, was given posthumous
honor when the readers placed his
name in the Hall of Fame.

Ferguson continued his advance on
first place in the big-band poll; only
Basie and Kenton stood between him
and first prize.

Lambert - Hendricks - Ross had no
competition among vocal groups, and
the trio’s popularity carried Annie
Ross to third place in the girl vocalist
division and Jon Hendricks to his
fourth-place male singer position.

There were only two other changes
from the 1958 list of winners: Peter-
son returned to first-place piano, and
Gil Evans was an overwhelming
choice as composer.

Beneath the winners there were
changes, however. Morgan, Fuller,
Cannonball, Hodges, Bill Evans, Ja-
mal, Ray Bryant, Hawkins, Griffin,
Pepper Adams, Charlie Byrd, Wes
Montgomery, Philly Joe, and Art Tay-
lor advanced. Cannonball was a close
second to Desmond.

First-time-mentioned musicians
were Al Grey, trombone; Charlie
Rouse and Willie Maiden. tenors;
Wynton Kelly, piano; El Dee Young
and Scott LaFaro, bass. Israel Crosby,
who came in second in the 1936 poll,
returned from obscurity to take 10th
place among bassists.

1960

Dizzy Gillespie was voted into the
Hall of Fame; he has won only one
other Down Beat Readers poll plaque:
trumpet in 1956.

DeFranco recaptured first-place
clarinet after having been out of the
winners’ circle since 1955—few win-
ners have come back to first place
after having been an also-ran for «
number of years. Two first-time win-
ners were Coltrane, who took top
tenor position from Getz (the first
time Getz had failed to come in first
in 10 years) and Cannonball Adder-
ley, who was an easy victor among
alto men, completing his rise through
the ranks that started several years
earlier. The MJQ regained first place

in the combo division. All other win-
ners repeated from 1959.

New blood was evident in the poll's
undercurrent, though. Among trum-
pets, Morgan advanced to fifth, Byrd
to seventh, and Nat Adderley to
eighth. Blue Mitchell received his
first poll mention; he was 11th. Fuller
was a strong No. 3 trombonist, an
advance of five positions from 1959.

Among altoists, Desmond slipped
to second, but Stitt was third, prob-
ably because of the wide exposure he
received with Miles Davis during the
year; Coleman and McLean finished
sixth and seventh, respectively, and
Eric Dolphy (his first mention) was
12th. Rollins, who was second in
1958-59, dropped to sixth; he had
been in voluntary seclusion for the
whole vear. Adams and Carney re-
mained second and third in the bari-
tone sax category, but a newcomer,
Frank Hittner of the Maynard Fer-
guson Band (which ,advanced to sec-
ond among big jazz bands), was a
surprise fourth.

Monk and Peterson battled for top
piano prize; Peterson barely edged
Monk, who has not vet won a Read-
ers poll though he won the Down
Beat International Jazz Critics poll
1958-60. Silver was third, Kelly 10th,
Bryant 13th. Bobby Timmons and Jun-
ior Mance made their first appear-
ances as 12th and 2lst, respectively.

Among guitarists, Montgomery
leaped from his previous year’s 10th
to second. Chambers came close to
beating out Brown for the bass title;
Sam Jones made his first poll appear-
ance in seventh place. Morello was
second—a very close second—to Manne
in the drum division, and Louis Hayes
(of the Cannonball Adderley group)
and Rufus Jones (of the Ferguson
band) debuted in 10th and 14th posi-
tions.

What can be concluded from an
examination of the ebb and flow of
the Readers poll undercurrent?

Such a study can be handy in gaug-
ing contemporary performers’ likely
durability in the future. But such pre-
dictions must be made with caution,
for there are no positve channels that
the undercurrent follows, except per-
haps for one showing a general rise
for performers who once make the
poll and then repeat in the listings.
Care should be taken, therefore, not
to be dazzled by the emergence of a
one-shot hero. But even greater care
probably should be taken in assessing
the viability of such men as Israel
Crosby or Art Tatum.

With the proper judicious evalua-
tion then, an examination of the poll
can give one u reasonably valid indi-
cation of the future course of jazz and
its men and women. u
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By MARSHALL W. STEARNS

Editor’s Note: The following article
originally appeared in Ameryka, the
Polish-language magazine produced
by the U.S. information agency for
distribution in Poland. The editors of
Down Beat thought it was of more
than passing interest and value to U.S.
readers as well. In the article, Mar-
shall W. Stearns views the current
state of the jazz art partly as a his-
torian, partly as a critic.

In recent years, activities in the
field of jazz have increased so rapidly
that the critics seem to be uneasy. A
new kind of complaint appears in the
columns of the commentators: “Too
many unknown musicians are being
recorded, too muny long-playing re-
cordings are being released, too many
jazz festivals are being produced, too
many jazz concerts are being staged”—
and so on.

A critic known for his determina-
tion to let nothing escape himn finally
admitted, “Man, you can’t make all
the scenes anymore.”

It is true that na one human being
can keep up with the Niagara of jazz
recordings, concerts, and festivals, as
well as the radio, night-club, and tele-
vision appearances of jazz musicians.
The increase in both good and bad
jazz is enormous, which means, of
course, that there is a lot more fine
jazz than ever before.

It wasn't always so. To the old-
timer of the '20s, who remembers
when a few grooves of a few 78-rpm
recordings held all the recorded jazz
extant, we are swinging through an
era of plenty, a renaissance of jazz,
which we will some day look back
upon with wonder and envy. The
sounds of jazz are hitting the public
car from all sides, and, although the
conscientious critic necessarily finds
that keeping up with it is difficult, in
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the midst of this great quuntity of
music, a new and qualitative change
seems to be taking place.

Put it this way: the 300-year-old
process of mixing European and Afri-
can musical traditions in the United
States has arrived at a second syn-
thesis.

The first occurred about 1900, when
a music began to be played that would
be recognizable today as jazz. That
was the march music of Negro New
Orleans. Then, about 1643, a music
began to be played that was no longer
fimmnediately recognizable as jazz, al-
though it demonstrably owed some-
thing to it. (Of course, this is not to
say that the music at any stage of this
development is better than the music
at any other stage. It is simply dif-
ferent.)

Meanwhile, the spread of jazz has
accelerated. In general, it traveled
like a series of waves on an incoming
tide—from south to north. from coun-
try to city, and from Negro to white—
until it penetrated into and blended
with the cntire musical landscape.
(Preliminary waves had been known
as the Great Awakening. minstrelsy,
the spiritual, and ragtime.) Today. no
phase of contemporary U.S. mmsic—
including classical music — remains
untouched.

Parenthetically, the juzz lover can
have his cake and eat it, for alinast
any stage in the development of the
music still can be found in the United
States—in the big cities as well as in
the rural south. (An authentic street-
corner skiffle band, with a washboeard
for a drum and a washtuly for a bass,
tirned up recently in the heart of
New York City.) Each stage in this
development—blended with other ele-
ments—seems to be able to detonate
a revival that explodes into a national

craze. Thus, Elvis Presley combined
four distinct styles: hillbilly, Gospel.
blues, and popular. The foundation of
this four-way mixture, borrowed from
either Gospel music or blues or bath,
was supplied by the rhythms of jazz.

A shift in the major components of
the blend is taking place, too. Whereas
in the early days, African tribal and
European folk music were the primary
sources, today European classical
music is becoming an increasingly
dominant part of the mixture. For, al-
though the influence of a strongly
rhvthmic blend of African and Cuban
popular music is also growing, the
jazzman is more and more frequently
attracted to classical music, through
which he can attain greater prestige
as well as more complex forms.

One of the significant results of this
continuous blending is a wide range
of music that includes many types and
stvles of jazz, using the word in a
broad sense; a much larger amount of
what might be called near-juzz, or
music influenced by jazz and perhaps
becoming a part of it, and a still larger
amount of non-jazz-called-jazz, or
mildly influenced popular. folk, or
semiclassical music that is often con-
fused with jazz.

\What, then, can be said of the con-
temporary jazz scene? At least four
distinct trends, with inevitable over-
lappings, are discernible:

1. The well-known mainstream,
which has been developing for about
30 vears.

2. An increasing variety of revivals
from this 30-year-old mainstream.

3. Folk-rooted popular nusic, stem-
ming from some of the same sources
that contributed to jazz.

4. Experimental music, created
fargelv by composers with elements
from classical music.
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“Here,” as Dryden said of Chaucer’s
poetry, “is God’s plenty.”

First, the mainstreain. To be a part
of the mainstream, a musician must
not only have roots in the best of the
past but he also must have a good
chance of influencing the best of the
future. Such a position has been estab-
lished, for example, by Louis Arm-
strong, whose style, perfected in the
’20s, has been an all-pervasive influ-
ence. The same position has been at-
tained by big bands, of course, and
those of Count Basie and Duke Elling-
ton are cases in point.

Generally speaking, the individual
creates the innovations in jazz, and
the big band consolidates them. On
the other hand, the individual may
lose his creative ability, but the big
bands continue to develop, gradually
assimilating many of the innovations.
Thus, both Ellington and Basie, and
many lesser bands, have adopted ele-
ments from the recent bop, cool, and
modern jazz styles. New arrangements
and additions to and changes in per-
sonnel account for much of this.

Although it may be too early to
speak with certainty, several con-
temporary jazzmen qualify clearly for
the mainstream of jazz.

Thus, to select a few key figures,
such innovators of the ’30s as Roy
Eldridge, Jo Jones, and the late Lester
Young led directly to such innovators
of the 40s as Dizzy Gillespie, Kenny
Clarke, and the late Charlie Parker.
In turn, although the line of descent
becomes less distinct as it approaches
the present, these musicians point to
such innovators of the '50s as Sonny
Rollins, Miles Davis, and Philly Joe
Jones. And each of these contempo-
raries has a large school of followers.

While the influence of these inno-
vators is growing, it is still limited
mostly to other musicians and ob-
servers close to jazz. The general pub-
lic has little knowledge or understand-
ing of their music. Bit by bit, as the
history of jazz repeats itself, this influ-
ence will penetrate the entire fabric
of popular music, at first woefully
diluted, until someday these jazzmen
may be recognized and enjoyed by the
public at large. Their present isolation
seems a little greater than usual.

Today, the style of these jazzmen
is more complex — melodically, har-
monically, and rhythmically — than
previous jazz styles. This three-way
complexity has accentuated a problem
that always has existed in jazz: how
to improvise freely in increasingly
complicated harmonies and still retain
a hard-swinging rhythm. Rollins,
Davis, and Jones are among the few
who have mastered this problem, but,
in the process, a simple, lyrical melody
has become rare. “You got no melody
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to remember,” said Louis Armstrong
with considerable justice and asperity.
Into this unmelodic vacuum a variety
of revivals of older jazz styles and,
especially, a large amount of folk-
rooted popular music has rushed.

Second, the revivalists. During the
last few years, the realization that jazz
has an eminently usable past seems
to have burst upon many modern jazz-
men with impressive results.

The trickle of the New Orleans re-
vival, which started back in the '40s
has now become a flood of many new
mixtures. And throughout them all
occurs a renewed feeling for the blues,
currently audible in a style labeled
“funky,” which integrates thein closely
with the mainstream of jazz. It is no
longer hip, or sophisticated, to look
down upon the blues.

Since the New Orleans revival,
there have been at least four distinctly
new blends. Musician-composer-ar-
rangers such as Jimmy Giuffre, Mose
Allison, and John Benson Brooks have
gone back to early folk sources and
incorporated these themes and styles
in modern semi-improvised composi-
tions. Brooks has gone further back.
He has successfully combined old
English ballads with the improvisa-
tions of contemporary jazzmen in ar-
rangements that preserve a propul-
sive rhythm.

Again, Gospel music, the highly
rhythmic religious music of the rural
Negro, has been a growing influence
upon the composing and playing of
such modern musicians as Horace
Silver and Milt Jackson. When Dizzy
Gillespie was asked where Jackson
obtained his fine sense of rhythm, he
replied seriously, “Why, man, he’s
sanctified”—meaning that Jackson had
grown up amid the rolling rhythms of
the Sanctified church, a thriving re-
ligious organization among Negroes.
Only recently have jazzmen begun to
make conscious use of this powerful
tradition.

In former times, the blending had
becen slowed down by the ancient
Protestant prohibition against mixing
religious and secular music. Even a
year or so ago, the late blues shouter,
Bill Broonzy, objected hotly to the
rock-and-roll singer Ray Charles:
“What’s he doing singing blues to
church music?”

Nevertheless, the mixture of the two
has proceeded rapidly, and the simpler
harmonies and diatonic melodies of
Gospel music, as well as the complex
rhythms, have made a strong appeal
to modern jazzmen who have based
many current compositions and some-
thing of their improvising upon them.

Further, among the revivalists, a
new trend is apparent that has a great
popular appeal and may well cut into

the mass market. A group of neglected
musicians of the swing era have re-
gained an astounding popularity by
playing in the comparatively simple
and melodic (but rhythmic) style of
the "30s. Other jazzmen of the same
period are headed toward the same
general acceptance.

Each new generation must learn for
itself, and the swing style of the ’30s
has a double appeal: first, to the
youag people who find it an exciting
introduction to a wider world of jazz
(following, perhaps, an initial contact
with rock and roll or Dixieland jazz);
second, to an older generation, which
grew up in the ’30s and looks back
upon its discovery of the music of
Benny Goodman, for example, with
considerable nostalgia. The audience
for this particular area of jazz is broad
and diversified.

Moreover, a group of modern ar-
rangers, among other things, has
initiated a revival by renovating classic
jazz tunes and dressing them in swing-
ing arrangements in the modern idiom.

Thus, Ralph Burns rearranged
Royal Garden Blues, and Gil Evans,
Strutting with Some Barbecue. Here,
again, the combination forms a new
blend that often appeals to both tradi-
tionalists and modernists. “The main
point,” Evans said, “is that they are
good tunes.” It was Evans who, work-
ing in the Ellington tradition, pio-
neered in 1949 with a fine blend of
jazz and classical components that be-
came known as “cool” jazz. All in all,
the discovery by jazzmen that their
music has a usable past has proved
exceedingly fruitful.

Third, folk-rooted popular music.
Here, amid the barrage on all the mass
media of music loosely termed rock
and roll, there exists a scarcely noted
resurgence of Negro folk idioms. His-
torically, another wave of Afro-
American music is interpenetrating
American culture. For example, white
youngsters are dancing consistently—
for the first time—to the blues, a basic
stvle of jazz that has been a part of
the musical surroundings of Negro
children for many years. Thus, al-
though rock and roll is often diluted to
the point of unbearable monotony, the
best of it owes much of its origins and
appeal to the blues.

Rock and roll is characterized by
an archaic but authentic jazz rhythm.
Accordingly, commercially popular
tunes of the past are being revived
and sung to a real beat. Hillbilly
tunes descended from British ballads
are being transformed by the same
rhythmic treatment, a process of long
standing that has been dramatically
accelerated by the success of Elvis
Presley.

Further, the Gospel style has pene-
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trated much of rock and roll, giving
it a shouting quality with broad ap-
peal, while the Afro-Cuban influence
has made itself felt in a variety of
cha-cha treatiments of standard jazz
tunes. And all of it has become
tremendously popular.

Most important  of all, old-time
blues shouters, some of them famous
as far back as the '30s, have become
popular again with a much larger
audience as exponents of rock and
roll. They have been joined by more
recent blues singers who are also di-
rect products of the Afro-American
folk tradition. "These cats,” says Count
Basie, “can really sing the blues.”

In a very real sense, the blues
singers furnish the backbone of the
entire rock-and-roll craze. The vitality
of these musicians supplies the model
for many of their lesser but more suc-
cessful imitators, who freely admit
their source.

Thus, within rock and roll itself,
there are continuous and crucial lines
of influence in which (as in the entire
ficld of jazz) the raw but powerful
prodnet of the folk artist is polished
and packaged by less-gifted imitators.
As time goes on, however, this cultural
lag is noticeably diminishing, and the
original blnes singers are themselves
becoming popular as never before.

Lastly, the experimentalists. In this
crucial area, where a new svnthesis is
taking place. the growing influence of
classical music is most evident and the
resulting problem most acute. For the
increasingly complex harmony, helped
by the emphasis upon written arrange-
ments, makes an integration with free
improvisation and fowing rhythm
more and more difficult. "Dig those
crazy changes.” i.e. difficult modula-
tions. say the old-timers, more in won-
der than anger. Accordingly. many
new compositions fail simply because
they do not create a sustained blend.

As might be expected, several pi-
anists led the way in this new direc-
tion, exploring more  complex har-
monies at the kevboard. In 1949,
Lennie Tristano recorded Intuition, a
brave attempt at freely improvised
atonal music, which, however, lacked
fire. More recently, pianist Cecil Tay-
lor has been mining the same vein
vigorously. "My concept,” he says,
“is entirely tonal.” But it is impossible
to hear any tonality in much of his
improvising,.

By far the most influential pioneer,
who claims to have played once with
a Gospel group, is Thelonious Monk.
From about 1940 to the present, he
has managed to stay close to the main-
strean while improvising rhythmically
in complex harmonies.

“1 like to work on the blues now
and then,” he savs. His influence,
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moreover, has not been limited to
other pianists. Trumpeter Miles Davis
and saxophonist Sonny Rollins, two
of the most important contemporary
jazzmen, point to Monk as a major
influence.

Small groups were quick to adapt
and arrange the new ideas of these
and other innovators, making them
palatable to a much wider audience.

“Pianists and arrangers,” says Dizzy
Gillespie, “were always the first to
catch on to our ideas.” Thus, the
groups of George Shearing, Dave
Brubeck, and Ahmad Jamal became
popular—in that order—while retuain-
ing a considerable amount of impro-
vising influenced by the new style;
similarly, the Modern Jazz Quartet
and its imitators, the Mastersounds,
achieved success by employing a more
arranged mmnsic, which utilized bor-
rowings from old classical inodels such
as the fugue. John Lewis, director of
the Modermn Jazz Quartet, has com-
posed some outstandingly successful

pieces such as Django, which com-
bines a pyramidal classical form with
the juzz idiom.

The new synthesis, however,
emerged as the product of the air-

ranger-composer, blending Afro-
American and c¢lassical traditions.
Here, again, there are pronounced
stages of integration. Robert Graet-
tinger's City of Glass, like Stravinsky’s
Ebony Concerto, has little or nothing
to do with jazz. On the other hand,
Milton Babbitt’s All Set and Harold
Shapero’s On Green  Mountain  are
what the New York Times critic John
Wilson calls “somewhat jazz,” that is,
music which uses the jazz idiom but
not entirely successfully.

A mechanical solution of this prob-
lem occurs in the Concerto for Jazz
Band and Symphony Orchestra by
Rolf Liebermann, who placed a iazz
band in the midst of a symphony
orchestra and gave each group alter-
nate and ensemble parts to play. Mod-
ern jazzmen were contemptuous. Un-
fortunately. the music for both groups

was rather cliché ridden. (Such a
strategy harks back to Paul White-
man’s employment in his concert or-
chestra of jazzmen, such as Bix Beider-
becke, who were called upon to play
a few bars of real jazz now and then.)

Counsiderable success has been
achieved, however, by classically
trained composers who take a deep
interest in jazz, such as Norman
Svmonds, William O. Smith, and —
especially — Gunther Schuller, whose
Symphony for Brass and Percussion is
an excellent synthesis. (A popular
trend in the 20s, compositions by jazz-
oriented classical composers, disap-
peared for two decades and is now
beginning to reappear.) These works
tend to be stronger formally than
rhythmically. “Jazz dnd classical music
will blend completely someday,” says
Schuller.

The greatest success has been ac-
complished by juzz arrangers turned
composers. Sometimes, however, they
seem to lack the classical discipline to
create sustained and integrated com-
positions.

Thus, Charlie Mingns and others
have put together exciting but in-
congruous performances, which swing
savagely but lack the form of many
modern classical pieces. These musi-
cians, however, have become keenly
aware of the tradition in which they
are working. As ultramodernist Min-
gus exclaimed when he first heard
pioneer ragtime pianist Willie (The
Lion) Smith: “Man, I've got roots!”
There is no doubt of the eventual
success of their efforts.

The best of these composers are
Robert Prince, André Hodeir, and
George Russell, who have created a
viable equilibrium that has resulted in
a4 new music.

Prince’s ballet music for New York
Export: Op. Jazz has its superficial
moments, but Hodeir's On « Blues
and Russell's Lydian M-I — among
other compositions—established a new
genre. Perhaps these pieces should not
be labeled “jazz”—they certainly do
not fit into any known category—but
they owe much to both jazz and
modern classical music.

Here, then, is a fully integrated new
music with deep roots in a wide-
ranging background. Throughout the
history of academic music, composers
have turned time and again to folk
music for inspiration, so these present
developments in jazz are by no means
unprecedented.

Jazz, with its highly sophisticated
use of improvisation and consistent
employment of sharpened rhythms, is
bringing new vigor to a great art. In
a form that is just begining to crys-
tallize clearly, jazz may well furnish
the key to a future art music L
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The
Ubiquily
of Jazz

A personal glimpse of its Middle Eastern existence




Recently, Willis Conover, jazz expert and broadcaster for
the Voice of America, made a tour of the Middle East. The
following is his reminiscence on the journey.

By WILLIS CONOVER

T’S exciting, running into jazz where you didn’t expect

it. It’s like starting a long plane flight and being seated
beside a girl.

To an American abroad, the unexpected sound of any
jazz is a phone call from home.

The jazz scenes in Sweden, England, France, and Ger-
many are separate and full stories in themselves. The
Melody Maker estiinates 5,000 traditional jazz bands in
England. Joachim Berendt says there are 5,000 amateur jazz
musicians in West Germany. These countries have their own
profitable magazines, an abundance of clubs where jazz is
played for listening and dancing, record stores, concert
tours, and warring critics. Except in details, they are not
too far removed from the U.S. jazz picture, and their story
has been told often.

But . ..

In Oslo, Norway, musicians travel from all over the
country to play at an all-night jam session for the Voice of
America representative. The local newspapers describe the
unusual event.

In Helsinki, Finland, musicians gather at a radio station
to meet the visiting American and to play their best for
his broadcasts.

The few jazz musicians in Switzerland meet in one city,
in one room, to play for the visitor.

In Milan, Italy, one asks directions to the club where the
Basso-Valdambrini Quartet is playing. In Brussels, Belgium,
Baron Carlos de Radzitzky d’Ostrowick writes a jazz col-
umn, conducts a jazz program, plays records at home for
visiting jazzmen, occasionally sees Robert Goffin, author of
the world’s first book on jazz, and laments that the best
Belgian jazzmen leave Belgium, first for Paris, and then
for America.

Poland!

In Warsaw, I am met at the airport by 40 musicians,
playing, and by hundreds of listeners. Polish musicians
travel to Warsaw to give me two evening concerts. A wire
comes to Warsaw from Budapest; the Hungarian modern
jazz fans are adding their welcome.

A swing-era quintet opens the first concert with Savoy;
Don’t Be That Way, and I Surrender, Dear. A pianist plays
Dave Brubeck and Horace Silver originals. Two modern
tenor saxophones pit Stan Getz against John Coltrane. The
program includes Good Bait; Misty; Too Close for Comfort;
Neal Hefti’s Cute; Teach Me Tonight; Slan; These Foolish
Things; Sweet and Lovely; How About You?, and Blues
for Sopot. (Sopot, Poland’s seaside resort, is site of the
annual Polish Jazz festivals.)

Then the Modern Dixielanders play well-arranged From
Monday On; Spanish Town; If I Had You; Clarinet Marma-
lade, and, surprisingly, Gerry Mulligan’s Come Out Wher-
ever You Are. There is a fantastic young trombonist in the
group, looking like a thinner, blonder, younger André Pre-
vin. His name is Zbyszek Namyslowski. He is a swinging
musician.

The second concert begins with a good “Benny Goodman
Sextet™: Flying Home; Just One of Those Things, and 920
Special. The next group is New York hard bop; Namyslow-
ski, last night’s sensational trombonist, is arranger and alto
saxophonist. They play Blue Trane; I Should Care; Near-
ness of You, and Something’s Gotta Give. A superior pianist
plays Tea for Two and an outstanding original, Classical
Dance. His wife joins him to sing My Funny Valentine;
April in Paris, and Perdido. A Paul Desmond alto plays
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three standards. A Jelly-Roll Morton Red Hot Peppers does
Bill Bailey; Peoria; Buddy Bolden’s Blues, and two originals,
one called Warsaw Ragtime No. 1.

The musicians have learned jazz from two sources:
radio broadcasts (especially, they say, Music USA) and
the records that critic and concert organizer Roman
Waschko is able to obtain for his packed-house (1,200)
record sessions in Warsaw’s National Philharmonic hall.

The Poles continue to grow. Waschko writes a regular
column for a lay newspaper. The monthly magazine Jazz is
published in Gdansk. And tenor saxophonist Jan Wroblew-
ski, a hero because he is the only one to have played and
listened in the United States (in the Newport International
Youth Band), inspires the musicians toward other develop-
ments. This year, many of the combos have broken up to
form Poland’s first jazz orchestra.

In Tunisia, the government radio station begins a pro-
gram of jazz by Negro American Muslims for Muslim
listeners. Despite praise from Egypt’s somewhat anti-U.S.
magazine Al Izza (“Conover’s daily two-hour musical pro-
gram has won the United States more friends than any
other activity”); jazz activity languishes in the Arab world.

In Algiers, Algeria, where even the performers are
searched for bombs as they enter the theater backstage, a
jazz concert is attended principally by members of the
French army.

In Amman, Jordan, 1 lecture twice in a small USIS
assembly room seating perhaps 80. The lectures are illus-
trated with taped music, including short excerpts from jazz
performances by Swedish, Japanese, Dutch, and French
musicians. During the question period afterwards, a man
rises to ask, “When will you play some of our music? We
have heard music from other nations; will we be able to
hear some Jordanian jazz?” 1 reply that I would like to
receive recordings of jazz by Jordanian musicians but so
far have found none.

At the national radio station on the outskirts of Amman,
the stage orchestra and singers will perform, as a special
act of courtesy and welcome. After the ritual of thick black
coffee in tiny cups, I am taken to the studio, and the music
begins. It is an Egyptian wedding song, and it is fast and
furious, clean and sharp, and wildly exciting. Three men
play violins, one plays kanoon (a zitherlike instrument with
a lever effecting quarter-tone differences), one plays
a short wooden flute, one plays the 'oud, a pregnant guitar,
and there are rhythm instruments, and a m'xed vocal
group. One girl, who stabs high notes like an urgent Yma
Sumac, listens enthralled, afterwards, as the control room
engineer plays Nelson Riddle’s Little White Lies into the
studio, from the Sing a Song with Riddle singer-accom-
paniment tapes.

Late that night, near dawn, a thunderous voice shakes
me to heart-pounding shock; a man’s voice, shouting-singing

central mosque, a few streets below my hotel. His morning
salute is electrically amplified to reach the whole city, and
every note of his prayer-song echoes and re-echoes from
miles of hills. Half dreaming between wakefulness and
sleep, I think surely the sky has opened up and, for the
first time, and in appropriate tones, God and man converse.

HROUGH the Dead sea, the lowest (and nearly the

hottest) place on earth, the car windows closed to
keep out the oven wind . . . to Jerusalem, where a Christian
Arab radio announcer and I select records and conduct his
weekly jazz radio program together.

Then he and I and his lovely assistant drive to the hills
of Ramallah for dinner under trees. Afterwards we drive
her home, inside Jerusalem’s walled Old City, escorting her
up endless stairs to her family’s apartment, and then trud-
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ging down again. At the bottom, a thonght occurs. 1 ask,
“Where is the Via Dolorosa, where Christ climbed with
the cross?” He confers with two men sitting in the dimness,
and then tells me — and my mind is abruptly tattooed with
the meaning of the climb and descent I have just made.

Next day, I visit the Garden of Gethsemane, the Agsa
Mosque and Qubbat as-Sakhra, and the Wailing Wall. A
radio plays from a shop window as I drive out of the city.
My friend is plaving jazz for the English-speaking com-
munity of Jerusalem: Christian, Muslim, and Jew.

In Beirut, Lebanon, I meet the famous Arab singer Fair-
uz, whom a Lebanese poet has called Our ambassador to
the Stars.

Fairuz is a short, shy woman, yet her singing voice, even
her speaking voice, I tell her, brings tears to my eyes. She
and her husband and his brother (the Rahbani brothers,
whose music has been recorded in London by Philip
Green’s orchestra) invite me to their home. A banquet has
been prepared. Fairuz apologizes, saying that next time it
will be better, on longer notice.

At the end, Fairuz and her husband promise she will
record four American songs for me, in English, to Nelson
Riddle’s accompaniment tapes, a set of which I leave with
them. Because she reads only Arabic script and has never
spoken or sung in English, I have the lyrics written for her
phonetically in Arabic letters. Then, to show her the proper
phrasing of the words, I sing the four songs onto tape. the
four Riddle arrangements she liked best: Near You; Day In,
Day QOuat; Fools Rush In, and I¥’s a Sin to Tell a Lie.

Ralibani invites me to a rehearsal for the International
festival at Baalbek, Lebanon, where his wife’s singing is an
annual feature.

Forty smiling boys and girls rehearse intricate group
dances to the music of wooden flute, drum, and an ac-
cordion that plays quarter-tones. The music has an un-
balanced rhythmic pattern that repeats and repeats. 1 feel I
could learn it easily if I had two or three months.

In an adjoining room, I meet a peasant from the hills. The-
boys and girls are rehearsing this peasant’s community
dances, which he has memorized or improvised; he shows
his steps to a young woman, who then teaches them to the
chorus in the next room. They beg me to remain another
day; tomorrow they go out to the festival grounds at Baal-
bek, scene of the most impressive Roman ruins in the East.
But I have a tough schedule. If I break it once, I will be
tempted to relax often. As I drive back to the hotel, I am
halted by soldiers, forced from the car at rifle point, and
searched. Elections are nearing.

N Cairo, I lecture at the university and appear as a guest

on Egyptian radio programs. Again I prepare a selection
of music, using Ahmed Abdul-Malik’s Jazz Sahara album,
a mixing of Eastern and Western music and instruments —
always, on this trip, to maximum surprise effect. Again, I use
Riddle’s Little White Lies, a title the Egyptian interviewer
asks me to explain.

“A little white lie,” I tell him, “is something you say
that isn’t entirely true. But you say it anyway, in order to
avoid hurting the other person’s feelings. You should under-
stand that. After all, youre an Arab.”

He drops his notes and laughs a full 30 seconds.

A ride to the Sphinx and a clamber all the way up inside
a pyramid.

Thus far in the East, not very much jazz. But there is a
small, appreciative, and growing audience for the music of
the West.

Alexandria, Egypt, city of Lawrence Durrell, Bob Azzam,
and Ya Mustapha. 1 will hear Mustapha a dozen times be-
fore 1 leave this city. ’

I swim from what was one of Farouk's private beaches.
But today, cha-cha-cha is king — that, and Italian popular
songs, and Italian clothes for the men, and sun glasses, even
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indoors. There are many Greeks in Alexandria, and the
bouzoukia music and the Greek girls’ singing in the night
clubs are as passionately mesmerizing as Afro-Cuban music.

I am asked to judge an amateur contest at a huge Alexan-
dria club. An orchestra plays for dancing, both ballroom
and latter-day jitterbug style. An overly voluptuous brunette
sings in several languages, flashing eyes and teeth in a variety
of expressions straight from Silents, Please and shaking it
around considerably.

After the regular show on Wednesday nights, local

amateurs perform; Ya Mustapha is the Embraceable You
and Can’t Help Lovin’ Dat Man of the evening. A 13- or
14-year-old girl dances a modified belly dance. There are
several classical arias, several Italian popular songs, and
several boys with sideburns and D.A. hairdos wailing the
ballads of our own furry hill folk, the band pianist obliging-
ly playing triplets behind them.
" At last, one performer hits me with that rightness of
everything — intonation, swing, phrasing, feeling — that
makes me sit up straight, because this girl is a singer. She
sings Roly Poly, a not-too-bad but slight novelty. But the
material isn’t important. She is ready for U.S. show business.
I make a note of her name—and then lose it.

The last act is a crew-cut blond faggot in blue veils who
sings Mustapha and slinks toward my table. I feel sick and
don’t watch. The crowd screams and stands on chairs to see
him better, cheering him as, apparently, he does a bump-
and-grind belly dance in the floor area from which I've
turned. As I leave, a journalist offers me “half of everything”
if T can get U.S. musicians to compose and record music to
his lyrics, pressed into my hand. Just like home.

DAMASCUS, Syria. Because the New York longshoremen

have refused to unload the U.A.R. ship Cleopatra in
reprisal for the U.A.R.’s restrictions against U.S. ships visit-
ing Israeli ports, it’s an unfriendly time in Damascus.

The city is beautiful, with its high burmning mountain
framed in cloudless blue, and the souks are bustling. But
the worshipers glare at me as they leave the mosque. Out
by the city wall, I focus on a camel rider carrying a monkey,
and a man places his hand before my camera, warning,
“Non, monsieur, Non!” Three men in plain clothes ignore
me — all day long — before my residence. There are no
lectures, no public meetings.

But there are private parties, arranged spur-of-the-
moment so uninvited police won’t invite themselves. A
luncheon, where an amateur band of young musicians play
cha-cha-cha and sing Italian popular songs, and a pair of
muscular Armenians dress in flowing silk shirts and do
athletic folk dances. An occasional jazz discussion. And,
finally, an invitation to an outdoor feast with older musi-
cians: loud-playing, singing, dancing, whole roast lamb on
a tray, bottles of arak and beer, much comedy and music
and good fellowship.

The women watch from behind veils, from the house.
Reciprocation comes the next evening. The Syrian musi-
cians come to our party, and everyone stamps feet, claps
hands, shouts and laughs and sings, and beats on drums
and ashtrays, while the musicians play for a lovely tall girl
who dances in the middle of the room. Jazz I don’t miss.

The jazz begins to begin at Ankara, Turkey. The musi-
cians are at the airport, and I am with them for the next
several days. Two other musicians arrive from Istanbul,
about 250 miles distant, with their wives.

Public meetings are forbidden here, too; the revolution
is near, and there have been riots. But the officials look the
other way for gatherings at the U.S. Information Service,
where I lecture. We are advised to remain afterwards: the
streets are full, and the police and army have been called
out. Though the demonstrators are earnest, they are non-
violent, but tear-gas bombs explode. We are caught in the
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gas and rush indoors and close windows, but the eves sting
a long time.

We go where the musicians can play. A technically pro-
ficient bassist, Selcuk Sun, is on the right track, it seems to
me, but needs direction and good swinging company.

Melih Giirel, a French-horn player who doubles on piano,
comes on like a Dead End Kid, turns out to be a sensitive
person and talented musician. Melih has had vears of
experience playing horn with a symphony orchestra but
loves jazz and plays it very well. He has been told by Dave
Brubeck. Paul Desmond, Quincy Jones, and others (by me,
too) that he is ready now for the U.S. jazz scene: he can
step into any symphony or dance orchestra or jazz group
in America now. But he is unable to believe it, though he
desperately wants to. Melih is afraid he will never have
the chance to test himself.

Izmir, Turkey, formerly Smyrna, where Ilomer lived.
Lecture at Turkish-American association. Good response.
Result: jazz club being organized, possibly under U.S. army
captain who is also musician.

A trip to Bergama for annual folk music festival, as at
Baalbek, Lebanon (though not as at Newport, R.1.). Mostly
folk dancing and absolutely fascinating. We sit in an
ancient outdoor amphitheater beside Turks in traditional
travelog costumes, and German tourists with cameras. Much
partisan cheering as dance groups are introduced from
Turkey’s many cultures. Upstage, a small boy beats a drum
in 5/4 time; a man plays a thin hom with a snake-chariner
sound, never pausing for breath. He breathes in through his
nose, replenishing puffed cheeks, which, like a bagpipe,
force air into the horn to supply its continuous tone.

Instanbul, and a hope there is time to see, close up, one
of the forest of minarets poking into the skyline. The assist-
ant manager of the Divan hotel is a jazz fan and listens
to my broadcasts. He is at iny total service, but a small
request: have I tapes of jazz I can lend him for the hotel’s
piped-music speakers? The lecture tapes are only short ex-
cerpts, and so once again Nelson Riddle accompanies the
absent Sinatra, in the lobby and every rooin of an Istanbul
hotel.

Turkey’s fiercest jazz enthusiast, Ciineyt Sermet, takes
e outside the hotel to meet the dozen jazz musicians of
Istanbul, including the two who drove to Ankara und have
returned.

There is a curfew; but next day we all go to a club
managed by a pianist, whose attractive wife sings while the
musicians play. I ask him to bring his wife to the recording
session, next morning at the Istanbul radio station, and he
agrees. Maybe we can get one good song by her onto tape.
Next morning. he is at the radio station, but she is not. He
did not bring her because 1 expressed au interest in her
singing, and Turkish men are still very Ottoman empire
about other men smiling, even professionally, at their wives.

One group consists of piano, vibes, bass, and drums; sure
enough, they play Django. 1 tell them imitations are fine
for exercise. and for showing the local fans you know the
music, but this won’t do for tape. You can't cut the MJQ
at what they do.

The musicians move around into several combinations
and some performances are taped for Voice of America
broadcast. During the night, the government is overthrown.
The army has taken over. The Turkish flag flies from every
window. Army tanks are covered with flowers. The whole
city smiles.

UGOSLAVIA, next, where they laugh at the expression
“Iron Curtain” and snort at a US. jazz magazine’s

statement that “jazz is forbidden in Yugoslavia.” There are -

at least three full-sized jazz orchestras (nine brass, five
reeds, three or four rhythm) on staff at the four government
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Conover, with cigarette, at a reception and conference in
Zagreb, Yugoslavia.

radio stations I visit, in Belgrade, Novi Sad, Zagreb. and
Ljubljana.

The radio stations also employ smaller jazz combos and
what are called symphony-dance orchestras, which use
strings and frequently feature instrumental soloists: a
clarinetist playing his original semi-jazz work with violins
and rhythin, or a tightly muted trumpeter cutting through
strings, Miles Davis-like, in a performance of "Round Mid-
night.

My principal host in Belgrade is Vojislav Simi#, leader of
the jazz orchestra of Rad:o-Television Belgrade. I remember
driving te the second Newport Jazz festival, and, while
passing through New York City, hearing in a newscast on
the car radio that a Yugoslavian radio station orchestra was
plaving jazz, “especially the music of Duke Ellington and
Harry James.” I remeinber getting tapes from this orchestra
in 1958; the music then was strongly Stan Kenton. Now |
hear Simi¢ and his band in person, and the book is Basie.
Band and leader are impressive. One musician particnlarly
appeals to me, tenor saxophonist Edouard Sadjil, consciously
and competently a Yugoslavian Ben Webster.

The top brass of the radio station promises me tapes. I
am given the grand tour and every courtesy. People from
the U.S. embassy are with me. Until now, not one person
from the embassy has been admitted to the premises of
Radio-Television Belgrade. Jazz has opened the door.

A press conference is attended by 15 newsmen, includ-
ing severnl who travel from other cities I will visit. I am
told a famous U.S. symphony conductor attracted ouly four
reporters here.

We go to hear another Belgrade jazz orchestra, an
“amateur” 18-piece band rehearsing in an echoing base-
ment hall, where furious modern jazz arrangements split
the ears. We toast one another with slivovitz, the dangerous
plum brandy that is Yugoslavia’s national drink.

In the evening, we see this same orchestra playing for
fashion models parading on the broad, colorful stage of an
auditorium. Tonight the “amateur” band plays good Glenn
Miller: Serenade in Blue and pianissimo In the Mood and
Chattanooga Choo Choo.

Then Simi¢ and friends take me to a club for dinner,
where a famous singer called the Gypsy will sing tradition-
al songs at my request. There is wine and slivovitz, and
conversation, and slivavitz. T am tendered a hot pepper
with much laughter and a dare to eat it, a sadistic Yugo-
slavian custom. I shall not lower the Stars and Stripes; |
sprinkle salt on the pepper and eat it all, to their amaze-
ment and (I hope) admiration. I try to cool my mouth
with slivovitz; this is fighting fire with fire. Al} of a sudden
the ship’s gyroscope fails.

“T'ake e home,” I say.

“But vou haven’t heard the Gypsy!” they cry.

“Believe me,” | say. “Take me home. Now.”

The next day we drive from Belgrade to Novi Sad. The
radio station there lias prepared for us a midmorning re-
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Conover, standing, lectures at the Jazz Federation club in
Belgrade, Yugoslavia.

past: salami and bread and thick, black coffee. And slivo-
vitz. The heads of all departments are present. The station
manager offers a formal toast in Serbo-Croatian. An in-
terpreter says the manager invites my comments and
suggestions on their broadcasting operations. I remember
the last U.S. radio station manager who toasted me. He
said, “Conover, youre not pulling enough phone calls on
the reconditioned-vacuum-cleaner pitch.”

The record librarian shows me his card files: Art Blakey,
Ella Fitzgerald, Modern Jazz Quartet, Miles Davis, Count
Basie, etc. [ tape a jazz program for them; they prepare
tapes for me by their staft jazz musicians. Twenty musicians
and radio station executives drive me to luncheon at a
restaurant on the banks of the Danube.

Back to Belgrade for special interviews; the stories will
appear in leading Yugoslav magazines and newspapers.
Then Simi¢ and an exceptionally knowledgeable jazz critic,
Svetislav Jakovljevié, accompany me on an overnight train
to Lake Bled. the beautiful resort, for talks with the Bled
tourist committee om setting up the first Yugoslavian Jazz
festival. (The festival was held for three days in September;
reportedly, it was packed to overflowing, orderly, a great
success. )

I say good-by to Simi¢ and Jakovljevi¢ in Bled and am
driven to Zagreb. At Radio-Television Zagreb, I meet an-
other swinging big band and its personable arranger-con-
duetor, Ferdo Pomykalo. I give two lectures, one for the
university students and a special one for the musicians.

That night, I am kept awake in my hotel room overlook-
ing a huge dining and dancing patio. Below my window, the
hotel dance band piays only U.S. standards. A baritone
sings, in English, I Can’t Give You Anything But Love;
Somebody Loves Me; Star Dust.

HERE is much excitement in Zagreb: Quincy Jones and
his orchestra will play at a local theater. Quincy’s lead
trumpeter is ill, and a trumpeter from Pomykalo’s band will
play. I walk in on Quincy’s special rehearsal for the Zagreb
musician. Quincy and I embrace, and hellos are shouted at
Butter Jackson, Phil Woods, Sahib Shihab, Jerome Richard-
son, Melba Liston, Jimmy Cleveland, Julius Watkins, and
France’s Roger Guérin; and I meet Sweden’s Aake Persson,
now in Quincy’s band.

Yugoslavian musicians and fans attend the rehearsal. One
says to me, “This is too much. First, the Modern Jazz
Quartet” — the MJQ had played Yugoslavia several weeks
earlier — “then you, and now Quincy Jones and all these
great musicians! All in just a few weeks. Then, afterwards,
again nothing. It is impossible.”

After the show, a party for Quincy’s band in a modern
night ctub atop a building: food, and juice, and a piano and
drums standing idle.

Patti Bown, Quincy’s pianist, comes by our table and
says, “Mind if I sit down?”

A Yugoslav at the table says, “Please, of course! This is
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communism; everything belongs to everybody” and laughs.

There is a tacit plea for Quincy’s men to blow. I suggest
to a Zagreb pianist: “If you will begin playing, someone in
Quincy’s band will probably join you.”

He says, “Oh, but I couldn’t play in their presence!”

But he is persuaded, and, blushing, goes to the piano and
plays. Soon Shihab comes up, and Richardson, and Woods,
and others, American and Yugoslav, and the party is a
success, and another ballot for friendship drops in the box.

Next morning, the RTV Zagreb Orchestra has another
party for Jones’ band. Sandwiches, beer, stivovitz. The
Zagreb musicians play two numbers for the Americans, who
are gassed.

“Wow!” cries Quincy. “What a swinging band!”

Some of Quincy’s men sit in and then some more.

Quincy jokes, “All right, you guys are so anxious, we’ll
call a rehearsal, right now!”

Zagreb band leader Pomykalo smiles weakly, and says,
“This is the moment of my life I never will forget. Never.”

To Ljubljana, to lecture and to hear tall, gray-haired
Bojan Adami¢ conduct the Radio-Television Ljublijana
Orchestra, which some say is Yugoslavia’s best big band. I
am asked to tell the band my opinion of its performance. I

'say I am not a musician, but Adami¢ insists.

I say, “If you were just fair, it would be pointless to
criticize. But, because you already are so good, I will tell
vou that you could be even better.

“The trouble is, you are all gentlemen. In America, you '
would be admired for your grace, your courtesy, your Old
World formality. I do not suggest you forget your manners,
except when playing jazz. Whatever its virtues, jazz is not
a polite music. To play it authoritatively, you must find in
yourselves some anger, and at the same time some joy.

“This is what is missing from your jazz: a kind of happy
anger.”

AND this is what I miss in much of the jazz I hear in
other countries. There are exceptions, of course. Be-
sides the obvious ones in Sweden, England, France, Ger-
many, there are such exceptions as Zbyszek Namystowski
(Poland), Melih Giirel, (Turkey), and Edouard Sadiil
{Yugoslavia). Also, I learn that the Belgrade jazz band of
Vojislav Simi¢ took first place in the band competition at
the first International Jazz festival at Antibes, France, this
year. (Another musician, definitely big-time: composer-
arranger Emin Findikoglu, of Istanbul.)

But when 1 hear jazz in almost any country other than
the United States, I am inescapably concerned with some-
thing more than the caliber of performance. Both pro-
fessionally and personally, I am continually concerned and
impressed with the effectiveness of jazz as common ground
for building international amity. No, jazz isn’t The Answer
to the world’s problems. (Stan Freberg gags, “If only every-
one in the world would get out on the sidewalk and tap-
dance together, there’d be no more wars!”)

But - where an interest in jazz is shared, there are smiles
and friendliness between peoples of different cultures, just
as, here in the United States, jazz helped and continues to
help bring about friendly relations between Negro and white.

Probably this would be just as true at international con-
ventions of matchbook collectors or meat cutters. It seems
true of scientists. Even the politicians do it; see pictures of
Nixon and Kennedy embracing after their television debatc,
and of Khrushchev and Hammarskjold or Khrushchev and
Macmillan after the United Nations struggles. And, cer-
tainly, sports events invite mutual participation.

But these media are not so easily disseminated nor so
privately shared by the peoples of the world as music is:
jazz, classical music, even — I hate to say it — rock and
roll. And the fact is, people digging music together have
neither inclination nor room for hate. n
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By GEORGE CRATER

To begin with, I must admit that
the title of this article is ridiculous.
I have concrete evidence that jazz
started in Pittsburgh in 1863, sprang
up in Albany during the early 1920s
and then came down the Hudson
river to New York in 1946! But I
bought the title from Prof. Marshall
Stearns and figured this was as good
a time as any to use it —my Vassar
Jazz club lecture was replaced by a
Roger Williains concert.

Anyway, realizing I'd be uasked to
put down a few thoughts for Music,
1961, I've been keeping notes on the
passing scene. In some cases, the
scene didn’t pass quickly enough; in
others, it passed too quickly. In still
others, I'm afraid I didn’t care one
way or the other. For instance, take
... Well dig the whole piece, because
I invested several sleepless days in it.

1. Norman Granz: Known inti-
mately to his friends as the J. P. Getty
of Jazz.

2. Quincy Jones: 1 guess the
people in Europe screamed, Bring
back the bands! louder than we did.

3. Soul music: Nobody knows
what it is; every record company
started it; everybody’s playing it, and
we were getting tired of funky music
anyway . . .

4. Newport Youth Band: 1 still
think they’re a bunch of midgets put-
ting us on.

5. Mort Sahl: I think Phyllis Kirk
is just using him to get to Richard
Nixon.

6. Television: The dramatic
shows offer hysterical comedy. The
comedy shows are pretty tragic, and
nine out of 10 times the weather re-
port is wrong.

7. Cyd Charisse: I think she’s
just using me to get to Ira Gitler.

8. Newport Jazz festival: The
State of Rhode Island will take it over
and run it each year under the title
“The Annual Rhode Island National

Music 1961

LD, . . y
: qllons on jqzb
and t¥1‘»ngs other the{n o

Guard Bivouac and State Police Jam-
boree.”

9. Joe Glaser: He definitely
shouldn’t be recognized by the United
Nations.

10. My radio show: It’s very en-
couraging when the phone in the
studio rings and a cat, in all serious-
ness, says, “Is Lenny Bruce on your
station every week?”

11. Horace Silver: He refuses to
listen to me and record in a different
setting for a change of pace . . .

12. Modern Jazz Quartet: They
replaced the Roger Williams concert
that replaced my Vassar Jazz club lec-
ture.

13. Dakota Staton: I'm sorry . . .

14. Cabaret cards: Thank God
vou don’t need one to write a column
(I used to hitch on trolleys when 1
was a kid).

15. Wind-up dolls: I'm having
trouble placing them in the night
clubs. It seems the Syndicate’s be-
hind those Pandas in the cigaret trays.

16. Peggy Lee: I dig her singing,
but I'd love to see her act more often.

17. Les McCann: A thought just
occurred to me on the subject of Les
McCann. Is it possible that Les is
being used as a tool of some kind?
Possibly as sort of an advance man for
the First Annual Newport Religion
festival that Billy Graham and Oral
Roberts have reportedly been talking
to George Wein about?

18. AFM/MGA dispute: Why
don’t they just bring in Jimmy Hoffa
and forget the whole scene?

19. The Gerry Mulligan Concert
Orchestra: A splendid band, and, any-
way, it keeps Brookmeyer and Quill
off the streets.

20. Dick Clark: A cat who says
“golly” can’t be all bad.

21. Stereo records: You pay a
dollar more to stand in the middle of
the room.

22. Jazz on a Summer’s Day:
I dug the part where Vincent Price

turned into the giant fly and . . .

23. The Connection: Somehow I
get the feeling that John Tynan didn’t
dig it . . .

24. Count Basie: Why celebrate
his 25th anniversary? I think his 27th
would be more impressive.

25. Anniversaries: Why are the
fifth, 10th, 25th, 50th, 75th and 100th
so special-why dont we start cele-
brating the seventh, 11th, 27th, 43rd,
74th and 96th anniversaries?

26. Jazz Artists Guild: A tre-
mendous idea. But that board of di-
rectors . . .

27. Television: Somehow, to me,
a Shotgun Slade gun fight and a blues-
playing vibes player just don’t seem
to fit together.

28. Paul Whiteman: Every tiine
he allows himself to be introduced as
the “King of Jazz,” he should be
whipped with red-hot batons.

29. Fabian: A living example of
the “sick” joke.

30. Down Beat Star File cards:
I had to give that fiuk Gitler two
Billy Taylors to get one Lee Morgan!
Last time I trade with that cat.

31. Gunther Schuller: I hear
he’s writing a piece for the Modern
Jazz Quartet, the Budapest String
Quartet, Omette Coleman, Maria Cal-
las, Jimmy Giuffre, Lightnin’ Hopkins,
with narration by Everett Sloane.
Maybe Atlantic will call it Mid-Stream
Music.

32. Maxwell T. Cohen: I hope,
for his sake, he never gets a speeding
ticket.

33. Pop disc jockeys: How can
they sleep at night?

34. Frank Hittner: Formerly
known as “Maynard’s baritone play-
er.” Especially in sentences like
“Have you dug Maynard’s baritone
player yet?”

35. Guess Who 1 Saw Today?:
This is a song?

36. Julian (Cannonball) Adder-
ley: An alto player, you know what 1
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mean?

37. Rioting at jazz festivals: Al-
niost as much fun as making freshinen
eat raw calves liver.

38. Tony Scott: The Red But-
tons of jazz.

39. Khrushchev: He must be
making a lot of bread on those Mr.
Clean commercials.

40. Riverside Records: Its next
record, after the subway trains, jet
planes, sonic booms, depth charges,
Birdcage Maserati, and the actual
sounds of a six-car traffic accident at
46th and Broadway, will be a cham-
pionship ping pong match between
Monk and Cannonball—in stereo, of
course.

41. Gloria Lvnne: (see Observa-
tion 13).

42. Band clinics: After a young
musician plays the wrong changes for
16 bars, I can see Stan Kenton, wear-
ing a white, buttoned-in-the-back coat,
putting down his baton, walking over
to the saxophone section with a combi-
nation flashlight /ear-prober and hold-
ing a group ear inspection.

43. Record ads: “Free! Long-
Play Jazz Record! (with every 26 you
buy)” or “This coupon entitles you
to . . .” or “If you want the real soul
music . . .7 or “The finest sound
through Frastophonic Hydrosonic
Costopholion recording . . .7 or “The
best Peppy Davega is on Ofcoursewe-
gotsoul Records!” The “Buy it, youll
dig it . . .” ads are few and far be-
tween.

44. “Few and far between”: A
pretty dumb phrase.

43. Frances Rafferty: Female
lead in December Bride and until a
few months ago my favorite televi-
sion performer. Unfortunately, I'm
now hooked on Patricia Donahue.
Now if someone would only produce
a series starring Elisha Cook Jr. and
Patricia Donahue, with music by Hen-
ry Mancini and hair styles by Flor-
ence Bush . . . T could cack a happy
man.

46. Miles Davis: If he keeps up
this now-and-then smiling, he’ll knock
the bottom out of my doll business.

47. The festival circuit: Who
said vaudeville was dead?

48. André Previn: I admire him
greatly, and I do believe he would’ve
made it even if his name was lzzy . . .

49. Zoot Finster: 1 admire him,
too, but I doubt very much that he
would have made it if his name were
André.

50. Nina Simone: (see Observa-
tion 13).

51. Cecil Taylor: Have you dug
him playing I Love Paris? Unbeliev-
able!

52. Junior’s: The latest feature is
a musician’s photography exhibit in
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the back room. It doesn’t sell any
drinks, but it usually helps make the
place look crowded. A sort of hilari-
ous note was struck when Junior
added a bartender named Charlie to
the staff . . . Instructions on the bulle-
ton board advise you to call him
“Chuck” at all times. Junior, when
not falling asleep at the end of the
bar, still sits around telling the world
what he could do with and how much
money he could make with the park-
ing lot at Broadway and 52nd St. For
some reason, he seems to be under
the impression he could buy it if I
straightened out my tab.

53. Charlie’s: The latest feature
here is a large group of young male
actors from the American Academy.
They usually sit around drinking inugs
of beer, putting down Tony Curtis,
posing for the tourists coming out of
Roseland, scratching, playing Johnny
Mathis records, and naking things
generally miserable for the inusic
clientele. This has definitely increased
the sales of alcoholic beverages to
musicians on W. 52nd St. In some
cases, musicians have defected to
Junior’s, willing to take their chances
staring at photographs by Peanuts
Hucko rather than being surronnded
by 15 or 20 James Deans. Innkeeper
Gene Williains doesn’t seein bothered
by the Actor’s Studio invasion. “Does-
n’t bug me in the least,” he says. 1
wonder when he started drinking No-
vocaine and Tonic.

54. Casey Stengel: I think he
should go into the personal manage-
ment business with Martha Glaser.

55. Ben Webster: Poor cat. He’s
been playing soul music for 20 vears
and never knew it!

56. Monte Kay: He manages all
my favorites. Ornette Coleman, Chris
Connor . . .

57. Leo’s Viennese restaurant:
Actually I have no observation on this
subject, but I promised Leo . . .

58. Mabel Mercer: (see Obser-
vation 13).

59. Dick Garcia: 1 wish he’d
leave George Shearing . . .

60. Conga drum players: What
do they do with their hands when
theyre sitting at a night-club table
digging music?

61. Blue Jubilee: Beautiful flute
work by James Moody.

62. Gitler, the musician: During
the summer, I had the unusual op-
portunity of sharing a bandstand with
Ira Gitler and his American Artist alto
saxophone. In his report on the ses-
sion, George Hoefer stated, “Gitler
won out over Crater through sheer
stamina!” | imagine, to the audience,
this was the conclusion, but now it
can be told! First of all, in a marvelous
display of Gamesmanship, Gitler put

on a large pair of sunglasses on our
way to the stand. This in itself, see-
ing Ira Gitler with an American Ar-
tist alto hanging from his neck while
wearing a large pair of sunglasses, is
enough to shake anybody up. To fur-
ther his bit of sabotage, he paid the
piano player $6 to change keyvs on me
every six bars; when he borrowed a
tenor for me to play, he nade sure
the G-sharp key stuck; when I
needed a better reed, he borrowed a
No. 3% (he knows I use a 2%); he
refused to play anything but blues in
B-flat; he snapped his fingers on 1 and
3 (and weakly at that!) and every
chance he’d get, he’d whisper in ny
ear things like, “Is that Coltrane walk-
ing in the door?” or “No, baby, thats
a B-minor 7th” or “Last chorus, baby
—the drummer’s getting tired.” It
went like this all night long, set after
set. When Ira suggested we play
only tunes from albums he did the
liner notes for and when he refused
to play This Here, I quit. Anyway,
I can’t stand cats influenced by Larry
Elgart.

63. Third Stream Music: Every
time I hear this album played on the
radio, T think TI've got two stations
coming in at once.

64. Harrv Edison: Has more
good taste than Emily Post ever had.

65. Subways and buses: Instru-
ents of torture.

66. Nat Adderley: T wish I had
a buck for every time 1 heard a chick
say, “Isn’t he cute?”

67. Marshall Brown: Jane, at
Down Beat’s New York office. is his
cousin.

68. Jack Kerouac: (see Observa-
tion 13).

69. Marshall Roval: Nobody can
be that bugged.

70. Marshall Thompson: What-
ever happed to him? (Ed. note: he’s
on TV.)

71. Jazz singles: It’s really wild.
We started with jazz singles, moved
up to long-play albums, and now
we're back to singles again! The day
Victor brings back cylinders, T quit.

72. Nesuhi Ertegun: Readers
may be sorry to hear that his like-
new Jaguar has been replaced by a
like-new Bentley.

74. Censorship: It just goes to
show you! T didn’t feel No. 73 was
dirty.

75. Prestige Records: During the
vear, they launched several brother-
labels like Moodsville, Swingville,
Bluesville. T figured they could con-
tinue this series to fit any type of rec-
ord they put out. For instance, al-
bums that never will sell could be
issued on the Taxlossville label. Ex-
perimental albums could appear un-
der the Here’shopingstille label. New
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artists will record for Bigbreakstille
and . . . if Prestige decides to give
birth to any new forms of music, I'd
suggest they issue the first albums on
the Pregnantsville label.

76. Warts: Learn to live with
them . . .

77. Paul Desmond: Why can’t
he kick that Earl Bostic influence?

78. Earl Bostic: \Why can’t he
kick that Earl Bostic influence?

79. Bongo drums: Almost as pop-
ular as Monopoly games this year . . .

80. Got a Date with an Angel:
The dumbest tune ever written.

81. Television commercials: Stat-
ues that perspire, drops of perspiration
magnified thousands of times, cats
shaving under water, talking bears
and sissy Boy Scouts, glass stomachs,
decayed teeth, bad breath, skulls with
built-in lightning bolts, blindfold tests
with towels and sheets, fouled-up
small intestines, and Hugh Downs.
After these, even Charlie Chan looks
good!

82. Sol Hurok: I think he’s miss-
ing a good bet by not presenting
Erroll Garner Versus Columbia Rec-
ords in the nation’s concert halls.

83. The Limelighters: (see Ob-
servation 13).

84. What is a jazz singer?: Hang
yourself up with that question for a
while . . .

85. The jazz language: It must
be an awful frustrating hang-up for a
starving, skuffling musician just to
talk. He's constantly hearing words
like chops, bread, beans, juice, taste,
Apple, bones, jam, cooking, etc.

86. The election: 1 kept figuring
that finally after they got all the votes
counted and recounted, we'd end up
with Peter Lawford as President . . .

87. Weekend gigs just an hour
from town: Figments of a road man-
ager’s imagination. They don’t exist!
Bits like this make today’s musician
much like the shanghaied sailor of
vears ago.

88. Suicide: Trying to eat break-
fast at the 52nd St. and Broadway
Ham 'n Eggery at 4 am. on a Sunday
morning.

89. Lenny Bruce: Somehow, de-
spite that newspaper itemn, I can’t be-
lieve he’s in love with Tuesday Weld.

90. Egregious: A word I'm think-
ing of buving from Nat Hentoff.

91. Lambert-Hendricks-Ross: A
diabolical plot to overthrow the Mary
Kaye Trio.

92. Las Vegas: The A&P of the
entertainment world.

93. C-Melody saxophones: Edi-
tor Gene Lees dug two of them in
the window of a Chicago hock shop
one day. One was going for $5, the
other for $7.50, but somebody’d cop-
ped them by the time he got back to
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the shop. What I want to know is:
who in Chicago now owns two C-
Melody saxophones for $12.50 and
would they be interested in unloading
them for $15? Well, $16 and an auto-
graphed, 5x7 glossy photograph of
Tony Graye? That's my limit . .

94. Ella Fitzgerald: At the risk
of alienating the world, I've got to
admit 1 get a little more bored with
her every day.

95. Jackie McLean: [ get the
feeling critics have put him in some
sort of limbo.

96. Jazz in church: Maybe it
will become the thing. The clubs are
closing, the festivals are under mar-
tial law, the concerts are bombing,
and the theaters are infested with
Moonglows, Flamingos, Drifters, El-
dorados, and other assorted rich hor-
rors.

97. Parlor games for musicians:
There’s a lot of bread to be made in
developing ideas for parlor ganes.
For instance, the cat who invented
Monopoly probably owns the real
Park Place by now. I've got a groovy
idea for a game that I'm just about
ready to lay on good old Parker Broth-
ers. I figure on calling it Jazzman. It’s
along the lines of Monopoly — each
player has his own distinctive piece,
and he rolls the dice and then moves
his piece from square to square (I'll
have to find a better word for that)
according to the numbers shown on
the dice. Each player will start on
the space marked Wail and move
along the spaces marked as follows:
High School Band, Woodshed, Assem-
bly Solo on Body and Soul, Gym
Dance, Bar Mitzvahs, Club Dates,
Roseland, One-Nighters, Sessions,
Woody Herman, Monday Night at
Birdland, Half Note, Village Van-
guard, Basin Street East, Steve Allen
Show, Ed Sullivan Show, Schlitz Beer
Commercials, Joe CGlaser Signs You,
Timex Spectacular, Incidental Music
Score for Off-Broadway Show, Inci-
dental Music Score for Broadway
Show, Entire Music Score for Broad-
way Show, Leonard Bernstein Hugs
You, Joint Concert with Minneapolis
Symphony Orchestra, Joe Glaser Re-
signs You, and the final space, State
Department Tour. Naturally, the first
plaver to reach State Department
Tour is the winner. If in the course
of the game you land on any of the
spaces marked Goof, Jitterbug, or
Bringdown, you must go back to
Monday Night at Birdland and lose
one turn. I really think this game, if
marketed right, will finally put me in-
to the large-bread category. So sound
the cat at vour local hobby shop next
time vou drop in for some airplane
glue.

98. Jack H. Batten: An attorney

practicing in Toronto, Ontario, and a
long-time follower of jazz.

99. Overheard at Junior’s and
Charlie’s: My hours spent in these
two feuding pubs are not in vain.
Aside from meeting friends, old and
new, and increasing the scotch whis-
ky sales curve, I get my greatest kicks
just listening. If my parlor game men-
tioned in No. 97 does as well as 1
think it will, 'll invest in a midget
tape machine and someday give you
the whole Junior-Charlie soundtrack.
Without the tape machine though, 1
can only give vou fragments of con-
versations I've heard in the last vear.
Like the following:

a. “The way I look at it, man, who
needs record dates? It takes so long
to get your bread . . .”

b. “Do all drummers take dope?”

¢. “I don’t know whether he really
likes me. All I know is his name is
Alex and he plays baritone sax with
Duke Ellington’s Band, and he said
he’d call me . . .7

d. “I don’t know what kind of juke-
box this is—there’s no Tony Bennett
records!”

e. “I'd like to get that Crater cat by
the throat . . .”

f. “Let’s get out of this hole, Mike.
No broads here, just a buncha fruits!
(belch).”

g. “Well, man, we might get out
of our skulls now and then, but at
least we’ve got a stable outlook toward
life, you dig?”

h. “Do you know who's appearing
at the Latin Quarter?”

i. “Man, I'm telling you — Bird did-
n’t play any better than you do. It’s
all in your publicity!”

j. “Man, it was the funniest! As 1
left her pad, I told her I played bari
in Duke’s band!”

100. Correction: In the above,
lied. 1 really don’t get my greatest
kicks just listening. But to explain
that further, I'd probably have to take
Ira Gitler’s space, too, and then there’s
always the chance I'd lose us our
second-class mailing permit, and, oh
well . ..

101. 101 OBSERVATIONS ON
JAZZ AND THINGS OTHER THAN
AMERICA’S FIRST AND ONLY
TRUE ART FORM THAT CAME
UP THE MISSISSIPPI RIVER FROM
NEW ORLEANS TO NEW YORK
BY WAY OF THE CITY OF CHI-
CAGO, ILLINOIS: (see Observation
13).

I mean, look at it this way — what'd
you want for $1.25. A funny Gone
With the Wind? Let’s face it—I'm
tired, I sent the piece in late, it was a
dumb vear to begin with, and any-
way, 1 heard Ornette’s been punching
out cats lately. Maybe 1 shouldve
made that Vassar Jazz club lecture.®
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STUDIES

By ALAN P. MERRIAM

In the 1920s, as a part of a general
interest in the Negro on the part of
the intellectual world, much stress
was laid upon the influence of Afri-
can musical patterns on jazz, as well
as linguistic derivations of the word
“jazz” from Africa.

In the '30s the African-jazz rela-
tionship was more or less by-passed
for other interests, only to be picked
up again in the mid- and late '40s
with the emergence of Afro-Cuban
juzz forins. Today, a generalized
African background is widely ac-
cepted simplv as something we have
come to know about jazz. and little is
being written about the subject.

It should not be argued. and it is
not argued here, that the approach of
the social scientist, or ethnomusicolo-
gist who specializes in African stud-
ies, is the onlv approach to the study
of jazz. But it is clear that the studies
to date have barely scratched the sur-
face of what might be learned.

While the object of the Africanist
is to reach a clearer understanding of
what jazz is as a social and esthetic
phenomenon of our particular culture
—a phenomenon which clearly has a
relationship to an African buackground
-this in no way, of course, excludes
other valid approaches. But taken in
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proper perspective, the studies of the
Africanist do have much to contribute
to our understanding of jazz.

N assessing the relationship between

Africa and jazz music, two general
kinds of studies may be undertaken.
The first of these is the attempt to
relate certain characteristics of the
music itself to certain characteristics
of West African music. There have
been a good number of such attenpts;
perhaps the examples that come most
quickly to mind are Ernest Borne-
man’s A Critic Looks at Jazz and
Marshall Stearns” The Story of Jazz
I think that both authors, however,
would be willing to agree with me
that their work represents but a be-
ginning in this complex field.

Of much more specific application
in this respect have been two articles
by Richard A. Waterman, “Hot”
Rhythm in Negro Music and African
Influence on the Music of the Amer-
icas, both of which are still virtually
unknown in the jazz world.

It is not my purpose to give a res-
umé of these articles here; suffice it
to say that both are required reading
for anvone who wishes to begin to
understand the question of the Afri-
can musical background of jazz. Even
Waterman would agree, I am sure,
that his was not the last word on the
subject, but the pity of it is that no
one has really continued the study
from the high beginning plane on
which Waterman placed it.

While we may quarrel among our-
selves about the extent to which jazz
is partly tied to an African back-
ground, the material we have for dis-
cussion is so thin as to make the argu-
ment bootless in most respects.

Again assuming, then, that our ob-
ject is to understand juzz in all its
aspects, it is clear that the solid, con-
crete musical comparisons of the two
idioms—West African music and jazz
—are lacking today in greatest part
and that the lack is a serious handi-
cap to knowing the musical structure
of jazz.

The second kind of problem on
which African investigations may cast
light is one that is even far less stud-
ied than musical comparisons and one
that is considerably more difficult and
complex.

This concerns the extent to which
we can see influence of African social
and cultural patterns on the Negro
communities in our own culture and
whether these patterns have had in-
fluence on the formation of jazz as a
reflection of its social environment.
Key reading for a background here is
Melville J. Herskovits’ Myth of the
Negro Past, a book that has come in
for its share of criticism in the past

but that stands virtually alone in the

field.

Given the general understanding
of African social and cultural reten-
tions in the United States, other,
more specific, problens raise a chal-
lenge to our understanding.

For example, I do not known of a
single detailed study that satisfactori-
ly compares blues texts with the West
African songs of social commentary
and criticism. Can it be, given the
connections between populations, a
mere coincidence that the same gen-
eral preoccupation with social comn-
mentary exists in much the same way
in the two areas?

Again, while some attention has
been given to the various fraternal
and beneficial lodges from which
came many of the early New Orleans
marching bands, little attention has
been paid to the fact that this sort of
organization plays a very nnportant
part in West African life. Is this co-
incidence, or might we not better un-
derstand the American developments
if it became clear that they had a
connection with West African coun-
terparts?

As a final example, I should like to
point out that the stereotyped public
image of the jazz musician in our
country —drunkard, narcotics user,
loose moraled, adolescent — deserves
serious study, too.

A good deal of the sociological lit-
erature concerning jazz is directed
toward an assessment of this image,
its validity, and, for whatever portion
of it may be true, its cause. But my
own recent study of music and musi-
cians among the Basongye people of
the eastern Kasai region of the Congo
shows not only the same stereotype,
but the extension of the stereotype to
the actual behavior of the profession-
al musicians. [ would not in any way
suggest a connection between the Ba-
songye and the U. S. jazz musician,
but if this is true for the Basongye, it
may also be true for musicians in
West Africa from which the slave
populations were drawn.

We have no information on the
subject from West Africa, but if it
proves to be alike in both places—
and indeed, if all these suggestions
prove to be demonstrable—then coin-
cidence as a factor is lowered and
understanding unquestionably height-
ened.

These are but brief suggestions of
what the African-jazz specialist—the
social scientist, the ethnomusicologist
—may be able to contribute to the study
of jazz, both as music and as a part of
our societv. Not all the answers rest
with such specialists, but their con-
tributions could be enormous. L]
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The Big Names Among The GUS BIVONA
Big Stars Play LEBLANC

It’s LEBLANC right down the line for these six popu-
lar musicians. LEBLANC, because here are instru-
ments that really do something for you . . . help you
play and sound your best, always. Only Leblancs, of all
leading wind instruments, are designed where you —
the human element — are as important as mechanical
and acoustical perfection. Test-play these fine instru-
ments now, at your Leblanc dealers. Step up to Leblanc,
the BIG NAME among the BIG STARS.

RALPH MARTERIE

BUDDY DEFRANCO

S‘ S“» - Q ) Y . >
JLJE] B L ANG For Those Who Seek Beauty and Expression Through Music

KENOSHA, WISCONSIN
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WNegro musicll
.
of discgiyiinal’o

By LEONARD FEATHER

Six years after the supreme court
decision decreeing checkerboard
blackboards. 25 years after Benmn
Goodman dared to hire Teddy Wilson
for his trio, and nine vears after Duke
Ellington gave the nod to Louis Bell-
son, popular music and jazz had a
bad year in race relations.

It was the year Dave Brubeck can-
celed a series of concert dates be-
cause southerners were terrified by
the report that Brubeck had a Negro
bassist: the year a jazz festival pro-
ducer, himself married to a Negro,
was accused of supposedly discrimi-
natory operating methods; the year
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Sammy Davis Jr. was heckled in Lon-
don by rowdies who disapproved of
his selection of a fiancee; the vear

when Eartha Kitt was similarly
treated in the same territory, and, as
usual, it was a year that no national
sponsor dared underwrite a television
series for a single one of the multi-
tude of major Negro talents in the
United States.

It was also the vear that Afrikan-
ers began to tremble in their lily-
white shoes as thev saw the writing
on the rickety wall and the year that
Elijah Muhammad’s Temples of Islam
cult sent a group of its Muslim dele-
gates to New York's Idlewild airport
to greet Gamal Abdel Nasser, the
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anti-Jewish dictator whose govern-
ment swarms with former Gestapo
officers.

The scene, every aspect of which
directly or indirectly involved musi-
cians and singers, was as unhealthy
as South Africa’s Apartheid laws and
no less dangerous. ¥rotestants pro-
tested the Catholicism of a U. S.
presidential candidate, Negro Mo-
hammedan converts hated whites in
general and Jews in particular, and,
of course, Jews and Christians ex-
ploited, if not actively hated, vast
numbers of Negroes.

If this picture seems to be painted
in excessively glooiny shades, it is be-
cause negative factors were the most
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disturbing of the year’s developments.
There was, happily, another side to
the story. For example, during 1960
there was a healthy rapprochement
on the Los Angeles scene, where most
of the Negro resident musicians for
years had been confined to jobs in
the Negro neighborhood.

At last, there was an increased
awareness of the harder-swinging
brand of music that happens, in the
L.A. area, to be largely the domain
of the Negro musicians. As a result,
men like Harold Land and Teddy
Edwards were in demand for LPs and
a variety of club jobs. Shorty Rogers,
observing the trend, even took over
the Land quartet to make it the
Rogers quintet on several occasions.

And, of course, the Sunset Strip
coffee houses gave exposure to the
Edwards-Joe Castro Quartet and to
the funk-filled trio of Les McCann,
thus outdating the old cool connota-
tion of the term west-coast jazz.

BUT looking at the larger picture,
we are reminded that the con-
cept of the jazz world as one big
happy family, where race prejudice
doesn’t exist, is only a pretty little
fantasy in which many of us have
tried for years to believe.

For a while it looked as if utopia
might be near, for in the years dur-
ing and after World War II, there
was a surge of interracial activity.
Combos, almost completely segre-
gated until 1940, began to integrate
with all deliberate speed, and with-
out any executive order or supreme
court to force the issue. Helped by
the wartime manpower shortage, Ne-
groes began to edge into network
studio jobs.

A decade ago Duke Ellington, Count
Basie, and Woody Herman all had
interracial bands. So did Gillespie,
Parker, Shearing, and almost every
other combo leader of any impor-
tance. Ten vyears later, we find, to
paraphrase Langston Hughes, onr
montage for a dream once again de-
ferred. The percentage of Negroes in
radio, TV, and movie studio jobs is
actually lower than it was 10 or 15
years ago.

Though top Negro artists are earn-
ing more money than we once
dreamed any jazz musician ever could
earn, their TV appearances are still
on a sporadic, unofficially quotaed
basis; they practically never have
their own sponsored shows, and, for
social reasons entirely beyond the
control of the music world, they are
faced with psychological hazards at
every turn.

The average white observer, watch-
ing the situation from the outside,
may find this hard to believe. “How
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can you claim there is discrimination,”
he may ask, “when people like Miles
and Louis and Ella are making hun-
dreds of thousands of dollars a year?”

The answer is, first, that there aren’t
that many Mileses and Louises and
Ellas and that vou can’t measure
peace of mind or equality in dollars,
not even in millions, when they are
being earned in a business that is still
largely Jim Crow.

I use the word “business” deliber-
ately, for it is in the executive end of
the music profession that segregation
still needs to be broken down. The
Negro millionaire still is not free if
he has to transact his deals through
a white manager and white booking
agent who sells him to a white pro-
moter and a white-owned record com-
pany, etc., all the way down the line.

And this is where, very slowly but
quite surely and inevitably, the music
business has begun to assume a
change of color in the last year or
two.

ONEY talks. When they realized
1 it would attract Negro clients,
some of the jazz talent agencies began
to hire Negro secretaries: a couple
even took on Negro booking agents.
Musicians who for years had assumed
it was necessary to use a white man
as their legal spokesmen began to find
competent Negro lawyers.

At one or two record companies,
Negro artists and repertoire men, once
confined to recording Negro talent,
were assigned to supervise dates by
leading white artists. Clyde Otis at
Mercury is one of the most successful
examples.

John Levy pioneered by breaking
into personal management. Backed by
George Shearing, for whom he once
plaved bass and whom he has repre-
sented since the Levy office was
opened, he has built a business that
by 1960 handled more than a dozen
prominent Negro and white clients.

Levy’s success is built on his good
business sense, plus the power of the
attractions he controls, which compel
talent buyers to negotiate with him
though at one time they inight have
been suspicious of dealing with (and
asking favors of) a Negro. Levy has
had some amusing experiences aniong
club owners with whom he has dealt
by mail and telephone, many of whom
assumed him to be Jewish.

The jazz fan probably doesn’t real-
ize it because he can’t see the inside
view, but what jazz needs beyond
interracial bands and combos is inte-
gration on the executive level. Until
it comes to the offices and the night-
club operations—and, for that matter,
to the TV networks and the banks
and the insurance companies and the

automobile manufacturers and every-
one else with whom jazzmen do busi-
ness—they will never be able to lose
the sense that despite all the $2,000-
a-night gigs, this is still fundamentally
a white man’s world.

It is because the Negro mmsician
nowadays has fewer educational hand-
icaps, more awareness of the nuances
of these issues than his predecessors
of a decade or two ago, that he has
begun to work actively and militantly
for the eradication of Jim Crow.

He has appeared at benefits for
civil-rights organizations and has not
been afraid to speak his mind pub-
licly. Even musicians once 1¢garded
as Uncle Toms, having had cheir bel-
lyful of bigotry, have raised their
voices — witness Louis Armstrong’s
statement a vear or two ago on Eisen-
hower and school segregation.

Significantly, too, the Negro has
begun to seize the problem with his
own hands from the strictly business
viewpoint. By 1960, we had such or-
ganizations as Cole-Belafonte Enter-
prises, which promised to go into TV
and motion picture production on a
basis that would make the white cus-
tomer come to the Negro, a happy
reversal of the traditional procedure.
No white executive, scared of south-
ern-market taboos and other ghosts,
can tell Cole-Belafonte Enterprises
what to produce or how to produce
it. It is a foregone conclusion that
better productions will be the result.

By the same token, the Negro mu-
sician’s increased sensitivity has led to
his finding refuge at times in less de-
sirable solutions. In the last year or
two, as Gene Lees reported in a
Down Beat editorial Oct. 13, 1960,
there has been an alarming up-
snrge of anti-white prejudice. Much
of this feeling has found its outlet in
the conversion of Negro musicians to
Islam, symbolically a repudiation of
the white man’s culture and religion,
which have failed to give him the
equality he seeks.

Some (but by no means all) Negro
musicians who have taken Moham-
medan names are adherents to the
Temples of Islam cult, whose mem-
bers call themselves Muslims and fol-
low such leaders as Elijah Poole, now
Elijah Muhammad, a 62-year-old
demagog, and Malcoln Little, who
goes by the name Malcolm X.

These men have a policy diametri-
cally opposed to that of the Rev. Mar-
tin Luther King, whose philosophy is
one of passive resistance, love, and
practical Christianity in the truest
sense. They have addressed mass
meetings that have played on their
audiences’ distaste for white control.
and fanned the flames of their anger.
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There is here unmistakable evidence
of anti-Semitism as well as antiwhite
hatred. (It should be borne in mind
that many Negro Mohammedan con-
verts are neither pro-X nor anti-
Semitic.)

Jazz has a bitter fringe of hard-core
haters, who, if they db not belong to
the Temples of Islam cult, still go
along with its antiwhite attitudes.
Frustrated in their attempts to estab-
lish themselves as top-ranking artists
commercially, perhaps also seething
with resentment at the failure of some
of their efforts to become business-
men themselves, they blame every re-
verse not on their own emotional
sickness but on ofays in general. They
never stop to think that to call any-
one, no matter how good or evil, a
vile antiwhite name solves no more
problems and has no more justification
than the vilest anti-Negro epithet of
a Dixie redneck.

When 1 first came to the United
States from England in the 1930s,
I was appalled and mystified by
the anti-Negro attitudes I found
among whites. More than 20 vears
later I was no less sickened and dis-
heartened by some of the racist talk
and activity among certain Negro mu-
sicians. Has it taken us a quarter-
century merely to trade one hate for
another?

In analyzing these developments,
we must bear in mind that this form
of prejudice would never have existed
without the primary cause, the gene-
sis of the whole chain, Jim Crow
itself. That the Negroes antiwhite at-
titudes are a direct product of his
own racial suffering enables us to ex-
plain and understand antiwhitism
without condoning or justifying it.

But it remains disturbing, almost
unnerving, to overhear some of the
talk that occasionally goes on back-
stage at night clubs and jazz festivals
among all-Negro units, many of whose
members generalize about whites in a
manner they find contemptible when
they hear it used against Negroes.

Fortunately, a number of Negro
musicians are unhappy about these
developments. Those who somehow
have weathered the psychic storm
that virtually every man has to face
who is born with a dark skin in the
United States, those who are mature
and have learned to live with society
and work practically for its better-
ment find the reverse prejudice alarm-
ing and are among the first to point
out that two wrongs don’t make a
right.

An illustrative incident was the hir-
ing by one such well-adjusted indi-
vidual, Julian (Cannonball) Adderley,
of a sideman whose presence he was
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afraid might seem unacceptable to
other members of his combo. The new
man he wanted to hire was Victor
Feldman. Not only an ofay, but a
British ofay at that!

To convince his men that this was
the right pianist for the group, Ad-
derley had to sit them around a pho-
nograph, play some records for them
blindfold-test style, and sell them on
what they had heard before he safely
could reveal that this was the man he
planned to use.

This does not mean that Adderley’s
other sidemen are white-haters but
simply that some of the now-prevalent
Crow Jim feeling —that only Negro
musicians really have that soul — had
inevitably rubbed off on them.

Quincy Jones, whose cosmopolitan
background and keen social intelli-
gence have prevented bitterness from
penetrating his personality, had no
such problems when his all-star band
got under way on the continent last
spring. Now almost a vear old, the
band has included U.S. and European
white musicians from the start.

It seems to me that what jazz, and
society in general, could use at this
critical point in history is less black
nationalism and more Adderleyism
and  Quincyism. The nationalistic
movement has in it too much that is
reminiscent of Marcus Garvey’s back-
to-Africa campaign of the 1920s, a
form of voluntary self-Jim-Crowing
that accomplished nothing but a wid-
ening of the breach.

That musicians in general do not
go along with these attitudes can be
deduced from the greatly increased
number of interracial marriages, not
only among white and Negro musi-
cians but also among disc jockevs,
booking agents, and others in every
phase of the music business. At the
risk of losing some of Down Beat’s
enormous readership in Biloxi, I ven-
ture to say that the only final solution
for racial prejudice can be, and must
ultimately be, the elimination of races;
when we are all the same color, we
will have to find a new thing to hate.

EANWHLE, in the more sophis-

ticated areas of big cities, it is
healthy and promising to observe the
greater social freedom in and around
jazz. Nevertheless, in discussions
about the Sammy Davis-Mae Britt ro-
mance, I found ont a great deal about
the tolerance level of some of my
supposedly liberal friends. Prejudice
is indivisible; you can’t believe in
equality up to a given point and claim
that beyvond that point one is “going
too far.” Yet some middle-class mem-
bers who have been Jews all their
lives and who as minority-group

members themselves might be ex-
pected to know better. came on strong
and salty against the romance and
were either bafled or cynical about
Davis’ conversion to Judaism.

HE Jewish-Negro relationship is

another strange one that has
many varying values in the music
world. Having been born British and
Jewish, I was exposed at an early age
to two peculiar brands of chauvinism,
which usually assume the form of a
half-conscious superiority complex.

Later in life, I noticed that because
many of the talent agencies, night
clubs, theaters, and other avenues of
employment often have been con-
trolled by Jews, soine of whom have
built this holier-than-thou wall around
themselves, it has been difficult for
the Negro musician to get through to
themn, to see beyond the symbol of the
Jew as the typical white exploiter.
But those Negroes who have general-
ized about the Jews they have known
as bosses or landlords will, T hope
and believe, eventually cede to the
more intellectunal Negro who frater-
nizes gladly with intellectual whites,
Jew and Gentile alike.

And let’s not forget that just as the
Negro’s antiwhitism springs from or-
iginal Jim Crow, similarly the chau-
vinistic or greedy behavior patterns
seen in some Jews are the effect of
the horrors of anti-Semitism.

Well. as Mort Sahl says, are there
any groups left that I haven't of-
fended?

If there are and they are still read-
ing, let me sum up by pointing out
that while the racial scene in our little
corner of the world has been a con-
fused and unhappy one, this has only
been part of a much bigger and
graver global picture, of which it is
an unavoidable reflection.

But I predict that within 10 vears,
there will be great interracial TV and
movie shows bankrolled by Negroes,
that top Negro artists will have their
own nationally sponsored shows, that
Negroes will found (or buy into) ma-
jor talent agencies, that the last re-
maining all-white and all-Negro bands
and combos will break down and in-
tegrate, that the Temples of Islam
will go the way of Marcus Garvey,
that the doctrine of love preached by
the Rev. Mr. King will prevail, and
that one day a small brown-skinned
child, perhaps destined to be the
Ralph Bunche or the Miles Davis of
1999, will walk up the steps of a
white school in Alabama just as the
nine wise men told him he could back
in 1954.

I may be a cockeyed optimist. But
how else can you live? L]

Music 1961



Yibso

congratulates
all the winners

Yes, here’s a great big hand
from Gibson to all the
guitar-playing winners in this
popular poll. Gibson is
happy to have had a part in
the well-deserved success

of so many of these players—
both well-known and
newcomers— who’ve made
their mark playing Gibsons.
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By JACK LIND

The U. S. press does an abysmally
poor job of covering jazz.

Most newspapers that like to think
themselves respectable give ample
coverage to the ballet, the theater,
books, and classical music. But jazz,
in many respects the most alive and
vibrant of the performing arts, is all
but neglected.

During the last 20 years, jazz has
gained increasing recognition among
the public as a valid, valuable con-
tribution to U. S. culture, yet only
a handful of newspapers in the
country make a serious effort to cover
this native art form.

There is jazz news in the press:
when a gang of punks break up the
Newport Jazz festival, it’s front-page
news; when New York police beat
Miles Davis, it is front-page—or at
least Page 3—news.

Let a jazzman divorce wife No. 8,
and even the most perfunctory news-
paper reader can’t miss this tidbit. A
famous tenor man is picked up on a
narcotics charge, and it gets big play
(chances are 10 to 1 the same paper
won’t have space for an item if he is
acquitted in court).

Coverage of jazz news is, on the
whole, sloppy, distorted, and jeering.
It tends to further the old image that
jazz is lurid and that the men who
make it are drunks or narcotics ad-
dicts.

The press does even worse in terms
of critical approach to jazz—not just
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to’ the music itself but to the socio-
logical forces behind it, to the people
who make it.

Most of those who write about it
are ill-equipped for their work. They
are frequently uninterested and large-
ly uninformed.

THE men to blame primarily are
the editor and his subeditors.
They know nothing about jazz and
they care not. This is not to say that
they care any more—or know any more
—about drama, classical music, or the
ballet. But these are things that a
self-respecting paper must cover.
They constitute art. They are pres-
tige. It also may be that many of the
wealthy people in town are on the
board of the symphony orchestra
association or that the wife of the
paper’s owner is head of the local
drama group. And perhaps some
of the businessmen who support the
fine arts also advertise in the paper.

Jazz, on the other hand, isn’t
heavily subsidized, and the night-club
operators and the concert promoters
who handle jazz are notoriously tight-
fisted with the advertising dollar. Nor
do record companies advertise heavily
—except in specialized publications.

Economic and prestige factors are
probably less important than the
basic fact that newspaper editors are,
by and large, ienorant of the world
beyond the daily news routine.

A typical view was expressed re-
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cently by an editor of a southern
paper who was approached by a staff
writer about a jazz column. “I don’t
like jazz,” snorted the editor—and that
ended the discussion.

Another editor, William Ewing of

the Honolulu Star-Bulletin, briskly
answered a query as to why his paper
has no jazz coverage: “I'm not inte-
rested in it. J think reader interest is
quite limited.” His paper, however,
runs classical concert reviews and a
weekly column of classical record
reviews.

OW poor is the newspaper cover-

age of jazz? Let’s examine one
paper, a large midwestern daily, that
has won a series of awards as an out-
standing paper.

Its approach to jazz, such as it is,
is fairly typical of the great majority
of the U. S. press.

The paper has no regular writer on
jazz. There are no jazz record reviews
and only a rare jazz concert review.
If a club review turns up, it’s written
by a rewriteman or a copy-desk man
on his own time and at no other com-
pensation than a freeload at the club.
Headlines over jazz stories—a great
many of which are advance publicity
blurbs on the entertainment page—
often refer to a jazz musician as a
“tootler” or a “maestro.”

The rare reviews abound in such
nonsensical cliches as “he swings,”
“these boys can really blow,” or “a
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ariving outfit.” Rarely, if ever, is there
any attempt to give a well-balanced
analysis of a performance to support
these bromides. The reason is
obvious: The writer simply doesn’t
know what he’s talking about. He
probably likes to listen to jazz, but
there the matter ends.

One “reviewer’ for this paper re-
cently referred to Louis Armstrong’s
group. then performing at an outdoor
festival, as “these well-rehearsed, cool
musicians.” Another said. in a review
of a Dave Brubeck concert, “Brubeck
plays in a daze all his own.” Still an-
other (they have a wealth of such re-
viewers) bubbled that “Brubeck plays
with nervous excitement.” He took
the pianist to task for not playing
with any joy or deep sadness, as jazz
musicians presumably should.

The reference clippings on Bru-
beck, by the way, also have a society
page item in connection with a bene-
fit concert in which the writer glee-
fully noted that “Brubeck sends the
vounger crowd.” There’s also a short
item about a southern university can-
celing a scheduled Brubeck concert
because of his mixed group. There is
nothing, however, about Brubeck
canceling another southern tour be-
cause he didn’t want to play to a
segregated audience.

One burden of another “review”
(of a Modern Jazz Quartet concert)
was that the group plays “clean and
bright.” That review, incidentally,
was the only clipping about the MJQ
in the newspaper’s library—except for
a sensible discussion of the group’s
plaving by a syndicated writer who
since has been dropped by the paper.

Finally there is a review of a Miles
Davis performance by an anonymous
staff writer who said John Coltrane,
then with the group, “hunts and feels
his way on the tenor...” This analyst
added, “It is agonizing to the casual
listener’—probably a fair indictment
of his own shortcomings as a critic. A
jazz reviewer is scarcely called on to
be merely “a casual listener.”

Some of the advance blurbs, whose
appearances scem to be largely de-
pendent on whether the club in ques-
tion advertises in the paper, are
indescribable. One item a few vears
ago referred to the coming appear-
ance in a local club of “Slim Gaillard
and his tuneful contingent.” Another
time, Stan Getz coming appearance
was touted in an item that referred to
him as “one of the Dbetter-looking
band idols. ..the Tony Curtis of the
band stand.”

There are several “Charles Parker”
clippings in the library files of the
newspaper. One is a dead cabinet
maker; another is a slum landlord.
Nowhere among the several million
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clippings in the paper’s library is
there reference to Charlie Parker, the
man who contributed more than any-
body to the development of modern
jazz.

That is the way this paper covers
jazz. Most others in the country do
no better.

\ HY is this? How many more

readers are interested in class-
ical reviews than in jazz? It’s a moot
point. How many are interested in
garden club news? It doesn’t matter.
The point is that there is bound to be
SOME interest in jazz, and the
papers, after all, like to pride them-
selves on serving the various interests
of their readers.

Nobody suggests that one need
should be filled at the expense of an-
other. Nor does anybody seriously
contend that an editor need be per-
sonally interested in every feature in
his paper. But the old image of jazz
still persists in most of these editorial
ivory towers. Jazz is equated with
loudness, dissonance, drinking, nar-
cotics addition, beatniks, and other
forms of sin.

It matters little that a good many
European papers take a totally differ-
ent view of this U. S. art form. To
these papers jazz is indeed an art—
and it’s valued as a contribution of
U. S. culture.

Send Dizzy Gillespie’s big band on
a State Department-sponsored Near
East tour. In the U. S. press there are
recorded indignant protests about
what is described as the awful waste
of the taxpayers’ money. In the for-
eign press there will be news and
features stories and reviews of the
band. Audiences will be packed, and
the band will make more friends for
the United States than any number of
handouts.

Several European newspapers carry
extended, regular coverage of U. S.
jazz; it’s hard to imagine that their
editors are less sensitive to the needs
and interests of their readers than are
their U. S. counterparts. It’s incon-
gruous to read a thoughtful analysis
in a paper such as, say, Politiken of
Copenhagen about the technique and
style of Johnny Griffin, John Coltrane,
or Eric Dolphy—names that have no
meaning to the U. S. newspaper
editor.

ONE of this is to suggest that all

U. S. newspapers ignore jazz as

a valid art form. There are some not-

able exceptions, such as the San

Francisco Chronicle, the New York

Times, the Oakland, Calif., Tribune,

and, more recently, the Chicago Sun-
Times, to name a few.

Whether they cover jazz as a pres-

tige matter is immaterial. The im-

portance is that they realize that juzz
has a position in the U. S. cultural
and social life and that it has a
readership as well.

A number of other papers have
intermittent coverage that is uneven
in quality and quantity. Then there
is a small group of papers whose jazz
items, mostly blurbs and club re-
views, are contributed by the ad
people who handle the night club
accounts. Finally there is a large body
of papers that have no coverage at
all except for wire service stories
about the seemier side of jazz (viz.
festival riots).

Among those papers that give lip
service to jazz coverage, most cover
jazz activities in a cursory fashion.
Frequently, the entertainment editor
throws in an occasional piece with
the rest of the entertainment features.
Often he assigns a piece to a staff
writer who likes jazz but has no
particular knowledge of it. The writer
does the work on his own time,
usually without being paid for it. His
compensation is a free ticket, a couple
of drinks, or a few discs.

“Many irresponsible people are
writing about jazz,” said Haywood
Ellis Jr. of the Macon, Ga., Telegraph,
an alto saxophone player with con-
siderable band experience who writes
an occasional piece for his paper.
“This harms rather than helps jazz.”
Ellis, who works the state desk, is
one of the group of dedicated jazz
followers who are continually fight-
ing for more and fairer coverage of
jazz activities on their papers.

If a newspaper has any jazz cover-
age at all, it is largely thanks to people
like Ellis who come up with the ideas
and who keep pounding away at the
editor until the latter gives in to get
the staff writer out of his hair. Ellis
is typical—except for the fact that he
knows something about what he
writes.

“Many editors are determinedly
opposed to jazz—although they
haven’t the slightest idea of what it
is,” Ellis said. “It’s true that there
seem to be more papers carrying jazz
articles and columns than ever before,
but they’re still in woeful minority,
particularly considering the emerging
importance of jazz as an art form.”

Like many others, he singles out
the wire services for sloppy, slanted
reporting of jazz events.

“A perfect example is the infamous
AP coverage of the Billie Holiday
funeral,” he said. “Another was the
coverage of the incident in front of
Birdland involving Miles Davis and
some of ‘New York’s finest.””

“Aside from the distorted picture
that the wire services paint of juzz
musicians and the ‘underground
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world of narcotics and other sins’ the
wire service writers have a terribly
inadequate knowledge of jazz music
itself.”

Like most of his colleagues around
the country, Ellis seizes any occasion
to vent his frustrations and anger at
the treatment jazz gets in the press.

In response to a query, he wrote a
nine-page letter discussing his views,
ending it with the pathetic statement,
“I feel I'm doing a job all by myself
down here...”

\/ OST better-known jazz writers
L share Ellis’ views on the press
and jazz. Said Ralph J. Gleason, jazz
writer on the San Francisco Chronicle
and a contributing editor of Down
Beat:

“The reason there is so little cover-
age of jazz in the American press is
the same reason there is so little
coverage of any cultural development
closely tied to the people. Newspaper
editors in general are isolated from
the man in the street ., .

“There is also the built-in prejudice
with the residue of the classical atti-
tude toward jazz and the tendency to
reverse snobbery on the part of the
editor who says, ‘Sure, I like it, but
people won't like it.’

“The best thing that can be done
to make newspaper editors realize
there is a readership for jazz is to
write letters to the editor.”

Gleason, unlike most of his col-
leagues, has fared well as a jazz
writer. His column, the Rhythm Sec-
tion, is syndicated in 27 papers, and
he contributes regularly to three other
columns on his own paper— The
Lively Arts; Jam Session, and This
World. His pieces get equal or better
play than the classical reviewer’s.

Whether the editors of the Chron-
icle are more sophisticated than else-
where, or whether the readers in the
Bay Area are better letter writers, the
fact remains that the Chronicle has
by far the most coverage of any news-
paper in the country—and probably
also the best.

Gleason is one of only two news-
paper staff writers in the country who
make a living writing about jazz
exclusively (the other is Russ Wilson
of the Oakland Tribune).

“Not only have I been given equal
status on the Chronicle with the class-
ical coverage,” Gleason said, “but in
the 10 years I've written for the
Chronicle . . . I've had complete ed-
itorial freedom. It has enabled me to
make this column more than just a
jazz column. The sum total of my
writing is more like a social criticism
or popular cultural comment than
merely a column on jazz music as
such...”
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Gleason roams the field with such
assorted subjects as Lennie Bruce,
beatniks, jazz and poetry, and racial
relations in jazz.

On European newspapers’ cover-
age of jazz, he said, “They are merely
reflecting the heightened public in-
terest in jazz that has characterized
Europe since World War II, and by
virtue of being 3,000 miles removed
from it, they see it more clearly as an
art form than most American news-
papermen.”

Wilson, who conducts The World
of Jazz for the Qakland Tribune, said,
“This merely is a continued reflection
of their appreciation of the music as
America’s only indigenous art form,
a position that dates back to (Ernst)
Ansermet’s comments on (Sidney)
Bechet.

“Here in America there is too much
writing done by uninformed persons
who think a jazz musician must be a
goof ball or a cretin or a second-rate
musician to follow this form of ex-
pression. There is still the old canard
that all jazz musicians are addicts or
drunks. Unfortunately, a~few—a very
few—musicians support these erron-
eous generalizations by their con-
duct.”

Like the others, Wilson had to sell
the idea for a column to his editors.
“I think the Tribune carries my
column because it believes jazz is a
legitimate and important musical
form with a wide and growing public
and that there is such a group among
our readers,” he said.

Wilson’s editor is not a jazz fan
but was pursuaded that jazz is a
subject of importance in a metropoli-
tan paper that takes an interest in
cutural affairs.

HEN the odds against which

most jazz writers work are
considered—the opposition or, at best,
indifference of the editors—it is obvi-
ous that quality and quantity will
suffer.

“As often as not an editor keeps a
column in once he’s allowed it to start
simply because he doesn’t know how
to stop it,” said James G. Barrows, a
jazz piano player who does occasional
pieces for the Hartford, Conn.,,
Courant. “Besides, some of them
think that jazz MIGHT be art.”

The plight of the writer on jazz is
likewise brought out by Shirley Davis,
who is, of all things, society editor of
the Davenport, lowa, Times-Demo-
crat. She manages to squeeze a few
reviews of jazz into a weekly round-
up of pop and other music activities.

Mrs. Davis, married to a musician
and one of the few women who write
about jazz in the daily press, said,
“Anything I can do in my column to
make people in the area appreciate

good jazz is important to me.”

John Bryan, until recently a copy-
desk man for the Houston, Texas,
Chronicle, fared less well when he
suggested a jazz column to his editor.
“I don’t like jazz,” said the editor
with finality. Bryan since has sold a
few jazz pieces to the paper’s Sunday
magazine. But the Chronicle has no
regular coverage.

“Very few editors realize that there
is a large potential readership in jazz
articles and reviews,” Bryan said.

OHN S. Wilson, who does record
reviews, concert reviews, and an
occasional feature for the New

York Times (but is not a staff mem-
ber), takes a minority view.

“I think there is little coverage of
jazz in the American press because
editors know their audiences pretty
well and because jazz is not as popu-
lar as it is alleged to be,” said Wilson,
who also contributes to Down Beat.

“I suspect that over half of the
presumed interest comes from people
who, if asked, would say that
they’re jazz fans but whose interest
in jazz goes no farther than diluted
Dixieland and swing era nostalgia.

“When people in the jazz world
talk about jazz coverage, they usually
have in mind such performers as
Monk, Miles Davis, Coltrane, etc.,
who would be of no interest to the
bulk of the alleged jazz audience.

“Jazz is still something that really
interests only a very, very small seg-
ment of the population, so far as 1
can see. I don't think there is really
a very large readership for jazz.”

As for European coverage, Wilson
said tartly, “Home town digs not
local prophet.”

Wilson has been writing for the
Times since 1952. The music editor,
no jazz lover, hired him because,
Wilson said, “he felt that at least a
superficial knowledge of jazz was re-
quired for proper coverage in the
music world.”

Other papers that have a fair
amount of jazz coverage include the
Washington Post, the Army Times,
the Boston Traveler, the Philadelphia
News, the Minneapolis, Minn., Trib-
une, and the Louisville, Ky., Courier
Journal and Times (Bill Peeples of the
latter has had as much, or more.space,
as does the classical reviewer).

The country’s biggest paper, the
New York Daily News, has no regular
coverage although it has sponsored
jazz benefit concerts. Don Nelsen,
who writes an occasional review for
the paper, sums up the case of the
press and jazz—or perhaps more
aptly—the press vs. jazz: “It seems
everybody is hip today—except the
newspaper editor.” L
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The Spread
of Jazz

% From Congo Square to the coffee houses, from
shady origins to the conservatories of America
and the concert halls of the world, jazz has
found a growing number of outlets % % % % %

By GEORGE HOEFER

To the young jazz fan of today, ac-
customed to hearing his music on a
flood of long-playing records, in con-
cert halls, on FM radio, in cabarets
of varying degrees of distinction, in
coffee houses, and even from the stage
of the assembly hall in his high school
or college, it must be difficult to real-
ize that the music was not always so
accessible. Those who cared for it
had to search it out.

Indeed, it is too easy to take for
granted the struggle jazz has had for
recognition — and with it, better places
in which it could be presented. It
has come a long way from Congo
square, though no one would pretend
that it has yet found the ideal sur-
roundings in which to be heard.

The locations in which it has been
heard even have had a considerable
influence on the nature of the music
itself —and a study of the settings of
jazz almost amounts to a study of
the music itself.

If today the taste for jazz is
world-wide, the 19th century saw
its earliest forms limited to the U.S.
south. Here, hints of what was to come
could be heard in the primitive chants
of the African slaves. The blues itself
has been traced by juzz historians
back to the voodoo rites performed
in the New Orleans locale known as
Congo square, where slaves gathered
for the tribal and sexual dances they
had brought from Africa.

The music, at these dances, con-
sisted of the chants and moans that
later became the basis of the blues.
These vocal sounds were supplement-
ed by the pounding of bamboulas
(small bamboo drums) and tom-toms,
accompanied by jingling brass anklets
and bells worn on the wrists of the
dancers. These African ceremonial
improvisations were heard and wit-
nessed by many white spectators be-
fore and after the Civil war.

All the early musical instruments
used by the slaves were made by the
players themselves, who had no for-

mal training in music. They fashioned
drums from hollowed-out logs and
rattles from animal jawbones. They
had crudely made banjo-like instru-
ments of African origin.

Occasionally, the plantation owners
would invite their guests to join them
on the porch of the manor to listen
to the improvised sounds emanating
from the slave quarters.

After the Civil war and Emanci-
pation, Negroes began to use regular
string and wind instruments. Although
unschooled, they learned to play cor-
nets, trombones, alto horns. tubas.
drums, guitars, and string basses.
Those who learned to read and play
European music performed at the
lawn parties and dances held in the
homes of white society, but the jazz
improvisers played at their own events
and were rarely heard by outsiders.

The jazz plaved by the brass bands
was heard at picnics, funerals, parades.
dances. and in the barrelhouses and
honky-tonks of New Orleans. There
were many halls owned by the Negro
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lodges and burial societies where
dances were held from around 1880
on to the present. Buddy (King) Bol-
den, the barber by day and the jazz
cornetist by night, played at such
halls as the Tin Type, Longshore-
men’s, and Perseverance. But about
the only time whites heard these bands
was at carival time, when the Negro
musicians participated in the parades
celebrating Mardi Gras.

Once in a while a roving band of
musicians could be found on down-
town street corners playing for coins.
These men performed on such instru-
ments as the washboard, a crude gui-
tar made from a cigar box, or a drum.
Young Louis Armstrong sang and
danced with such a group about 1910.

All the jazz activity during the last
of the 19th century was not confined
to the city of New Orleans. There
were jazz overtones in the vocal music
heard in the cotton fields and in the
Negro churches all over the south.

Jazz pianists were heard playing
solo in the saloons of the southern
cities from Mobile to St. Louis as early
as 1890. Some of them put their own
interpretation on the melodies of the
day, while others like Scott Joplin and
Jelly-Roll Morton composed their own
melodies.

Joplin wrote the Maple Leaf Rag
in 1896 while playing in a Sedalia,
Mo., honky-tonk. He helped spread
the piano style known as ragtime to
Chicago and New York before the real
jazz left New Orleans.

LUES pianists, like Morton and

Tony Jackson, played in the fancy
bordellos that made up the Storyville
red-light district in New Orleans. The
small jazz bands, led by such jazz
pioneers as trombonist Kid Ory and
trumpeter King Oliver, played in the
saloons and cafes of the pleasure area.
The band music was not subdued
enough for the wealthy playboys who
frequented Lulu White’s or the Ma-
hogany hall.

During the early years of the 20th
century, jazz bands were often seen
and heard playing in wagons on the
streets of the larger towns in the south.
They were used to advertise a park,
a picnic, or a political candidate.
W. C. Handy wrote a tune named
Mr. Crump in 1909 to be used as a
campaign song for a politician run-
ning for mayor of Memphis, Tenn.
The tune, later renamed Memphis
Blues, was played in parades and at
political rallies by Handy’s jazz band.

Many of the New Orleans jazzmen
were in the bands that plaved for
dancing on the riverboats plying the
Mississippi river. Some of the steam
packets went up the river as far as
St. Paul, Minn., and stopped for
several days at each river town on
the way.

The first jazz band to leave New
Orleans was the Original Creole Band,
featuring cornetist Freddie Keppard.
This band left in 1912 and traveled
the vaudeville circuits as an act. It
also was heard, among other places,
at the Winter Garden in New York
and at the North American restaurant
in Chicago.

The Original Dixieland Jass Band
went to Chicago from New Orleans
in 1914 to play at Lambs Cafe. Its
combination ragtime-jazz style was a
sensational novelty to the customers,
who were used to a string ensemble
playing classical music. The band later
went to New York and, in 1917, made
the first jazz recordings.

When the Storyville district was
closed during Word War 1, many
New Orleans musicians found them-
selves out of work. Trombonist Kid
Ory and pianist Jelly-Roll Morton mi-
grated to California, while others went
to Chicago, where they found honky-
tonks on the south side similar to
those in which they had been playing
at home.

New York’s Harlem was develop-
ing a jazz scene of its own before
1920. Many of the small clubs fea-
tured a jazz pianist as an entertainer.
The stride pianists, such as Luckey
Roberts, “The Beetle,” Willie (The
Lion) Smith, and James P. Johnson
all had their own followings.

The first large jazz bands playing
arrangements were formed in New
York during the 1920s. Pianist Flet-
cher Henderson insisted on his men
learning to read so they could play
in the Broadwav ballrooms and night
clubs.

WHEN the prohibition law was en-

acted in 1919, a new field of em-
ployment was opened up for the jazz
players. The pianists, small jazz
groups, and even the larger bands
worked in the speakeasies and night
clubs where liquor was sold illegally.

During the 1920s,” especially in
Chicago, many young white musicians
became fascinated with jazz and
learned to play it by listening to the
New Orleans jazzmen on the south
side. Young Chicagoans like Benny
Goodman, Eddie Condon, Bud Free-
man, and Gene Krupa haunted the
cabarets and speakeasies where the
New Orleans Rhythm Kings, King
Oliver, Louis Armstrong, and Jimmie
Noone were playing. Bix Beiderbecke,
who had heard his first jazz on the
Mississippi boats that stopped at Dav-
enport, lowa, came to Chicago and
helped form the Wolverine Band.

From 1920 to 1930, jazz was heard
for the most part and appreciated only
by the Negro people and some of the
white musicians. A few jazz fans
sought out the music, but the public
as a whole was unaware that it was

anything other than, to them, too-loud
dance music.

Many recordings of blues singers
and jazz bands were made for Negro
consumption. These records found
their way to France and England,
where a following for jazz suddenly
developed. The impact of U.S jazz
on Frenchman Hugues Panassie
brought forth one of the first books on
the subject. Panassie’s Le Jazz Hot was
published in the original French edi-
tion in 1933, and a U.S. edition was
printed in 1935.

Charles Delaunay of Paris thought
the jazz records were important
enough to publish a discography of
them. His first edition of Hot Disc-
ography came off the presses in 1936.

Meanwhile, Charles Edward Smith
of New York came out with an article
on jazz in Esquire magazine. Smith’s
article in 1934 helped to interest many
persons in the United States in their
own art form. During the 1930s, there
developed a coterie of jazz fans and
jazz record collectors that grew in
numbers steadily through the decade.

The collectors searched record
shops, Salvation Army dumps, and
private homes for recordings that had
been made 10 years before by Arm-
strong, Oliver, Bessie Smith, the
Wolverines, and Morton. They also
looked for the Paul Whiteman, Jean
Goldkette, and Ben Pollock sides that
had improvised solos by Beiderbecke
and Benny Goodman.

JAZZ musicians found hard going
early in the ’30s when prohibition
was repealed and the speakeasies went
out of business. Because of the depres-
sion, many smaller places no longer
could afford live entertainment. Many
jazzmen were playing in the com-
mercial stylized dance bands.

Then, in 1933, jazz got another big
boost with the advent of the swing era.

Benny Goodman’s unprecedented
success with a jazz-oriented band
playing for dancing at the Palomar
ballroom in Los Angeles inaugurated
a period in which young people of
high school and college age preferred
to dance to a band with a beat. They
also took notice of the exciting impro-
vised jazz solos from star sidemen
and leaders.

This period saw the better bands
plaving jazz arrangements when they
played on the stages of movie theaters,
at college dances, in the public ball-
rooms, and in hotels. The bands re-
ceived country-wide exposure by radio
and made many recordings.

Small clubs on 52nd St. in New
York City featured jazz stars as listen-
ing entertainment for the more ad-
vanced jazz students and fans.

Down Beat magazine, started in
1934 as a news publication for side-
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men in the commercial dance band,
took up the cudgel for swing and
evolved into a jazz periodical.

At the end of the depression decade,
some of the younger star jazzmen felt
they had about had their fill of the
big jazz bands. They desired more
individual creativity and wanted to
get away from similar arrangements,
long drum solos, and incessant riffing.

By the early 1940s, small jazz
groups began to come back into favor.
A group of jazzmen developed a new
stvle in after-hour jam sessions at
places like Minton’s in Harlem. The
new jazz was at first called rebop,
then bebop, and finally bop. In 1943,
the first bop bands were installed in
the clubs on 52nd St., and Dizzy Gil-
lespie, Charlie Parker, Oscar Petti-
ford, Miles Davis, and others began
to build followings.

The big bands kept going, although
their ranks were decimated by the
draft during World War 11, and fre-
quently played for the entertainment
of the servicemen. Many new jazz
fans were won over by hearing the
bands in person and on V-discs.

Several bands, including those of
Stan Kenton, Buddy Rich. and Billy
Eckstine, incorporated some of the
modern sounds in their arrangements,
but for the most part the bands con-
centrated on dance dates and crowd-
pleasing solos.

\ AR years saw jazz reach the con-

cert platforms across the coun-
try. Duke Ellington and Norman
Granz’ Jazz at the Philharmonic troupe
made annual tours. Up to that time,
the only significant jazz concerts had
been the Benny Goodman 1938 show
in New York’s Carnegie hall and the
John Hammond Spirituals to Swing
concerts in 1937-38, also at Carnegie.

After the war, many small jazz clubs
were started in cities like Milwaukee,
Detroit, St. Louis. These clubs attract-
ed fans of what had become two dis-
tinct styles of jazz—traditional and
contemporary.

A traditionalist revival took place
during the last years of the 1940
decade. The followers were of two
tvpes — (1) people who had liked jazz
during their college years 20 years
before but had forgotten or ignored
it during the tough depression years,
and then the war vears, and (2) the
then-current college generation who,
without the economic worries of a
depression, took up traditional jazz as
a new toy.

Following closely the development
of clubs catering to the traditionalist
fan and the modernist were the clubs
that tried to strike a happy medium
by employing small jazz groups that
leaned neither too far backward nor
too far forward. These clubs capital-
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ized on what had come to be known
as mainstream jazz. Its players fre-
quently were established jazz stars
who had felt the need to keep devel-
oping with the times, such men as
Coleman Hawkins, the late Lester
Young, Roy Eldridge, and Jonah
Jones.

The young modern groups formed
the third style of juzz entertainment
in clubs. Groups like Dizzy Gillespie’s
Quintet and Art Blakey's Jazz Messen-
gers steadily increased in popularity
during the 1950s.

Jazz has made many strides toward
public acceptance during the last 10
yvears., The fact that more interests
than ever before are making use of
the music indicates that jazz is now
old enough to have a comparatively
large listening audience. When the
followers of all the different styles of
jazz are put together, it makes for an
impressive market.

The jazz festivals have become an-
nual big business enterprises all over
this country and Europe.

About three vears ago, jazz pianist
Erroll Gamer started giving concerts
in the summer music tents. Last sum-
mer there were many appearances of
large jazz orchestras, small groups.
and vocalists in the summer theaters.

Last summer also saw jazz used as
part of the entertainment at several
state fairs. The success of the jazz pro-
gram at the Indiana fair may well
mean the field is opening up.

A band made up of prominent jazz
stars has been playing on Sunday
afternoons at the Polo Grounds in
New York as part of the entertainment
offered at the New York Giants pro-
fessional football games.

Jazz, badly presented as it has been,
has not fared too well on television,
but there have been several attempts
in the last 10 years. Two were very
well done: the 1957 Sound of Jazz
and the recent half-hour film of Miles
Davis. The longest enduring jazz show
on television was Art Ford's Jazz
Party that ran for 13 weeks in 1958
on a local station in Newark. N.J.

The Hollywood film industry has
used jazz spasmodically through the
years. The problem is again one of
proper presentation by someone who
knows and understands the music.
Hollywood’s latest use of jazz has
manifested itself in film biographies
of Glenn Miller, Benny Goodman, Red
Nichols, and Gene Krupa. all movies
suffering from greater or lesser distor-
tions and inaccuracies.

This year the film Jazz on a Sum-
mer’s Day, privately made at the 1958
Newport Jazz festival, is being shown
around the country, but this is not a
Hollywood effort, a fact readily dis-
cernible in its production, which is

fine, even though its emphasis on cer-
tain individuals is perhaps misdirected.

Another phase of jazz participation
in film-making is the trend toward
the composition of film scores by jazz-
men. Duke Ellington composed the
score for Anatomy of a Murder in
1959 and is currently scoring the film
version of the jazz novel Paris Blues.
John Lewis and Johnny Mandel have
both written scores for full length-
movies — Odds Against Tomorrow and
I Want to Live, respectively.

Good jazz music has been rare on
AM radio, but FM is something else.
Many FM stations around the coun-
try program jazz. There are now four
FM stations on an all-jazz basis —
in Philadelphia; Fairfield, Conn.; San
Francisco, and Los Angeles.

Both Radio Free Europe and the
Voice of America beam jazz programs
to countries behind the Iron Curtain,
and the U.S. State Department has
sponsored well-received world tours
by Louis Armstrong, Dave Brubeck,
Tonv Scott, Red Nichols, Jack Tea-
garden, Herbie Mann, Dizzy Gillespie,
and Wilbur DeParis.

Jazz artists are fying to Europe
these days as frequently as they used
to travel between the east and west
coasts. They play extended concert
tours through Germany, Scandinavia,
England, and France. The Modern
Jazz Quartet toured Yugoslavia carly
this vear. Jazz concert packages have
touched on Australia, South Amecnca,
and Hawaii.

HE hope for jazz of the future is

being taken care of by an increase
in teaching activit es. There are regu-
lar annual band camps in Blooming-
ton, Ind.; the School of Jazz in Lenox,
Mass.; the Berklee school in Boston.
and traveling music clinics during the
school vear.

Music departments in high schools
and colleges are becoming more aware
of jazz. North Texas State Teachers
college has had a course for 14 years.
Many high schools now have their
own dance bands, and the instructors
are usually men with jazz-band
experience.

Marshall Brown trains young musi-
cians until they are 18 years old in
his Newport Youth Band, an organiza-
tion that plays regular dance dates
and concerts. When a plaver finishes
training with Brown, he is ready to
step into the finest bands in the entire
country.

Twenty years ago it was necessary
to make a special effort to seek out
jazz. either by buying records or
making trips to New York or Chicago
to hear it. Today it's heard in the
advertising jingles on television.

Thus has jazz spread. Where will
it go from here? n
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By JOHN S. WILSON

Several months ago the courageous
managing editor of Down Beat found
himself vis-a-vis a disc jockey, sepa-
rated only by an open mike. The
dauntless managing editor was hold-
ing forth with deep wisdom on various
facets of jazz until the D] came blunt-
lv to the point. He asked the doughty
managing editor to define jazz.

“You never,” the intrepid managing
editor said later in reporting his reac-
tion, “saw anyone cop out so fast in
vour life.”

Shortly after this, I found myself
on the witness stand in a court of law
when the subject of the definition of
jazz was raised. Unlike the valorous
managing editor, I was being asked
not to define jazz but to undefine it—
that is, to point out the vagueness that
surrounds the meaning of the term.

According to the press reports, 1
undefined for an hour and a half,
which surprised me because it did not
seem that long, and I could have gone
on undefining for quite a while longer.

I CITE these two personal experi-
ences neither to denigrate the gal-
lant managing editor nor to proclaim
my own verbosity but simply to illus-
trate the nature of the query: what is
jazz? 1f a positive answer is expected,
it is a question that strikes chill terror
in the heart of even as learned a man
as the resolute managing editor. On
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the other hand, given the opportunity
to talk completely around the ques-
tion, to feint, flourish, and fluster and
to run off in all directions, almost anv-
one can carry on an incontrovertible
monolog in depth.

For jazz, all through its more than
half a century of existence, has
staunchly resisted definition. There
have been attempts, of course—many
of them. But jazz has an elusive, quick-
silver quality. So far it has been all
but impossible to get jazz to sit still
long enough to produce an official por-
trait. It is forever exploring new aven-
ues and bypaths, acquiring new di-
mensions and new colorations so that
yesterday’s catalog of characteristics is
no longer applicable today, and by
tomorrow some of them may be in
direct variance with the up-to-date
conception of jazz.

As a result, most of the efforts to
write a definition of jazz try to be as
broad and inclusive as possible, in-
stead of being definite (which must
be the least one should expect of a
definition), and even then they are
often uncertain or actually misleading.
What, for example, do we find if we
turn to a dictionary—in this case Funk
and Wagnalls New College Standard
Dictionary, 1947?

“JAZZ—A form of syncopated dance
music using novel harmonic and mel-
odic effects to suggest improvisation,
depending on a sustained but complex
rhythm, and utilizing such non-orches-
tral instruments as the saxophone, pi-
ano and guitar as well as the regular
band instruments; developed from
Negro rhythms and ragtime.”

That shows what can happen to a
dictionary definition of jazz in as brief
a span as 13 years. “Syncopated dance
music” might have figured in a defini-
tion of jazz at one time, but by 1947
bop was already in the ascendant,
dancing was on its way out, and ears
had become more important than feet
in the appreciation of jazz. And that
snide crack about “effects to suggest
improvisation” would be the tip-off
that this was a definition of jazz writ-
ten while looking down one’s nose if
there were not further evidence to this
effect in the unqualified categorizing
of saxophone, piano, and guitar as
“non-orchestral” instruments. Even by
1947 there were lots of orchestras—
and not just jazz orchestras—in which
saxophone, piano, and guitar were
commonplace.

MOVING to less deliberately square
sources, music historian Carter
Harman says, “Jazz is primarily im-
provision; its song is the blues, which
grew out of ancient Negro work songs
and religious laments; its form is re-
lated to the passacaglia and chaconne
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of Bach’s day, except that its original
theme (usually the whole of a 12-bar
blues or a 32-bar popular song) is not
necessarily played but is repeated
only in the performers’ imaginations,
while they develop their group varia-
tions on it.”

This begins to get at the heart of
the matter, but it is so broad that it
provides little in the way of recog-
nizable guidelines for someone seek-
ing enlightenment.

Jazz historian Barry Ulanov has
tried to flesh out the basic idea ex-
pressed in Harman’s definition in this
manner:

“(Jazz) is a new music of a certain
distinct rhythmic and melodic charac-
ter, one that constantly involves im-
provisation—of a minor sort in adjust-
ing accents and phrases of the tune at
hand, of a major sort in creating music
extemporaneously, on the spot. In the
course of creating jazz, a melody or
its underlying chords may be altered.
The rhythmic valuations of notes may
be lengthened or shortened according
to a regular scheme, syncopated or
not, or there may be no consistent pat-
tern of rhythmic variations so long as
a steady beat remains implicit or ex-
plicit. The beat is usually four quar-
ter-notes to the bar serving as a solid
rhythmic base for the improvisation
of soloists or groups playing eight or
12 measures, or some multiple or div-
ident thereof.”

With all the alternatives offered,
Ulanov’s description of jazz, first pub-
lished in 1952, is elastic enough to
cover almost any contingency. But
the inevitable attrition on jazz defini-
tions caused by the constant explora-
tions of jazz musicians already has put
some of his points (the steady beat,
the four quarter-notes to the bar) on
uneasy ground.

OSSIBLY the most masterful com-
bination of scope and condensa-
tion in a definition of jazz has been
produced by Marshall Stearns. Stearns,
a wary academician who has no in-
tention of being hoist by his own
petard, has prominently labeled his
creation a “tentative definition”:
“Jazz: a semi-improvisational Amer-
ican music distinguished by an imme-
diacy of communication, an expres-
siveness characteristic of the free use
of the human voice, and a complex
flowing rhythm; it is the result of a
300-years’ blending in the United
States of the European and West
African musical traditions; and its
predominant components are Euro-
pean harmony, Euro-African melody,
and African rhythm.”
The basic difficulty in undertaking
a definition of jazz is that the music
has developed so many facets, each

with its own set of followers, that it
is almost impossible to formulate any
single description that will delineate
even roughly the qualities that all of
those who qualify broadly as jazz
fanciers consider essential to what
they hold to be jazz. Even if one
went to the farthest extreme and in-
cluded every quality that everybody
thinks is essential to jazz, the result
would produce—in addition to total
confusion—bitter arguments about the
inclusion of things that jazz followers
of almost every school would feel
strongly have nothing to do with jazz.

It may be that the difficulty in try-
ing to define jazz has been caused by
the natural tendency to attack the
problem directly, to try to say in so
many words what jazz is. Possibly it
might be more illuminating to ap-
proach it indirectly, to trim away the
edges of this wild musical growth and
see if that helps us to find out what
is at the center.

AKING this tack, the question

changes from “what is jazz?” to
“what is meant by jazz?” And here we
get to one of the primary causes of
the elusiveness of a definition of jazz:
the word means different things to
different people, a circumstance that
is almost inevitable when there is no
explicit, accepted definition. The word
exists, and if it has no commonly un-
derstood 1eaning, people are bound
to fill this lexicographical vacuum by
using the word as they see fit.

Thus, to start with, we have two
broad categories of people who use
the word. On one hand, there are
those who like jazz; on the other,
those who are not interested in jazz,
who think they dislike it, or who know
they dislike it. For this latter group,
jazz is a handy word for categorizing
any kind of musical activity on which
they look down—pop singers, dance
bands, rock and roll, or whatever
draws their scorn. They are all “jazz.”
“Jazz,” for these people, is an indis-
criminately used smear word.

As a subcategory within this group,
there are those who have no venom
in their souls toward jazz (or, at least,
toward the word, jazz) but who con-
tinue to perpetuate the blithe, heed-
less concept developed in the 1920s
that any music that is not classical is,
ipso facto, jazz. These days it is a rare
thing to find anyone below the age of
50 except a professional fuddy-duddy
who still labors under this delasion.

Recently this group has produced a
sub-subcategory among whom the
word jazz has taken on a coloration
that is exactly the opposite of that
given to it by the original, main body
of the group. Those in this sub-sub-
category, alert to the whims of fash-
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ion, have taken note of the “in”
quality of jazz in the last 10 years
and now use the word to connote any
kind of nonclassical music that they
like.

I was recently introduced to a
matronly Lawrence Welk fan, who on
learning that I sometimes wrote about
jazz, exclaimed with dazzling enthus-
jasm, “What do you think of Law-
rence Welk?”

I tried to duck the question by
saying that I rarely heard Lawrence
Welk. She stared at me, amazed.

“How can you write about jazz,” she
asked, “if you don’t listen to Lawrence
Welk?”

S for the other major group into

which all humanity was split a
few paragraphs back—those who like
jazz—they are likely to use the word
with such fine discrimination that
they cannot agree among themselves
where jazz ends and something else
begins (or vice versa). These are the
people who are confident that they
know what jazz is. To most of them
the word “jazz” has a very specific
connotation, and when they use the
word, they mean what they think of
as jazz and nothing else.

This group breaks down into com-
ponents based largely on age. Exten-
sive contemplation has led me to the
conclusion that there is a striking
correlation between a person’s age
and his view of what constitutes jazz.
This could be demonstrated with
actuarial charts, logarithms, and dia-
grams showing the cumulative inci-
dence of artery hardening, but I
think I can state the case just as per-
tinently with words.

Jazz, as frequently has been point-
ed out, is a music of youth, an art in
which a musician can become known
as “Pops” by the time he is 22 or
even at 18 if he is able to grow a
bushy mustache. Research has shown
that the average jazz enthusiast fol-
lows a well-defined path involving in-
gression, progression, and egression
in relation to jazz. Briefly, these in-
vestigations have revealed the follow-
ing norms:

1. At approximately age 15 the
average potential jazz fancier hears
some music to which he reacts, but he
is unaware that it has a specific
identity.

2. At approximately age 17, he dis-
covers that this music is jazz.

3. At approximately age 17 plus
one week he launches his career as a
jazz musician by undertaking to learn
to play an instrument, usually starting
with whatever is most readily avail-
able, namely a harmonica.

4. At approximately age 17 plus
two weeks he ubandons his career as
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a musician and becomes a record
collector.

5. At approximately age 17 plus
two months he is an authority.

6. At approximately age 20 he is
a confirmed jazz addict, a nurser of
drinks in jazz clubs, a haunter of
record shops.

7. At approximately age 23 he
marries a girl who doesn’t know a
two-bar break from Chopsticks.

8. At approximately age 25 he finds
it increasingly difficult to carry on his
multiple roles of family provider,
record collector, master of the 2 a.m.
feeding, and jazz club prowler. Some-
thing has to give.

9. At approximately age 42 he
stumbles across some of his old jazz
records in the attic, dusts them off,
plays them, and fumes of euphoric
nostalgia begin to rise around him.

10. At approximately age 43 the
old juices are surging through him
so strongly that he takes the bull by
the horns and goes out to a jazz con-
cert.

11. At approximately age 43 plus
three hours he emerges from the con-
cert a shattered, nerveless wreck,
appalled at the palpable fraud that
he has just heard perpetrated in the
name of jazz.

12. At approximately age 43 plus
four hours, nursing a headache and a
grudge, he sits down before his
phonograph and starts building a wall
between his old jazz records and the
crass, thoughtless world in which he
has the misfortune to live. He knows
now that there is only one real jazz.

In accordance with this ritualistic
development of the species, it is poss-
ible to determine what the average
professed jazz fan has in mind when
he uses the word jazz. The key is his
age. As of 1960, this is the form chart
on the relationship between age and
meaning:

GE 75: There is no such thing as

jazz. What people mean when
they say “jazz” is actually ragtime
played all wrong with no appreciation
of the value of notes.

Age 65: Jazz was invented by the
Original Dixieland Jass Band and
was carried on with some success by
the Original Memphis Five and Earl
Fuller’s Jazz Band (their Victor pair-
ing of Slippery Hank and Yah-de-Dah
is a choice collector’s item of real
jazz), but it died out in the early
1920s although some commendably
peppy stuff was put out by the Ben-
son Orchestra of Chicago when Don
Bestor was leading it.

Age 55: Jazz was invented by Jelly-
Roll Morton, Louis Armstrong, King
Oliver, and the New Orleans Rhythm
Kings. Those slightly over 55 insist

that jazz is properly a music of en-
semble improvisation and that it
reached its peak and, for all practical
purposes, its finish with Oliver’s
Creole Jazz Band. Those slightly un-
der 55, while admiring the Creole
Jazz Band, realize that the emphasis
on ensemble performance was a limit-
ing factor and that the real jazz took
shape when Armstrong reorganized
the approach to put the emphasis on
the soloist, backed by a small, impro-
vising ensemble. Jazz ended when
Armstrong went commercial in 1929.

Age 45: Jazz was invented by Ben-
ny Goodman, who took the crude,
fumbling efforts of such limited but
well-intentioned performers as Arm-
strong, Fletcher Henderson, and Duke
Ellington and built on them works of
such polish and precision that what
had previously been a ragged, dismal,
earthbound attempt at music sudden-
ly shone forth in a glory that has been
completely lost by the corrupters who
followed Goodman.

Age 35: Jazz was invented by
Charlie Parker in a flash of divine
inspiration in a chili house in Harlem.
Parker’s invention was unique and
original and had no relationship to
the paleolithic music sometimes scur-
rilously referred to as jazz and played
by such so-called jazz musicians as
Bunk, Binx, Bunny, Boony, and Boo
Baron. Since Parker’s death, jazz has
all too evidently suffered from a lack
of guidance. But Parker’s music is
eternal. BIRD LIVES!

Age 25: Jazz was invented by Dave
Brubeck, who joined the most ad-
vanced ideas of our time to the drive
and rhythmic complexity of the early
New Orleans folk musicians, creat-
ing a cultural entity that is so ob-
viously respectable that you can even
take your folks to hear it and then
discuss it with them afterwards.

Age 15: Jazz is about to be invent-
ed by either Ornette Coleman, the
Nutty Squirrels, or Bobby Darin, al-
though it looked for a while like
Fabian might make it. But no matter
who invents jazz, we're going to get
rid of all these chords and fugues and
tunes and keys and stuff. It’s got to
be pure. “Pure what” doesn’t matter.
We start with a clean slate, wiping
out all the misconceptions of the past,
including the idea that anybody has
ever played jazz before.

Age 5: There is no such thing as
jazz. It’s really just Mommy and
Daddy.

The most provocative thing about
this authenticated analysis is the cold,
sober light it puts on a hitherto un-
noticed aspect of jazz. The true jazz
believer is just as adept at improvi-
sation, either solo or ensemble, as is
the true jazz musician. u
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Six distinguished musicians look at
the present and peer into the future of jazz

We seem to be in an age of panel discussions. On tele-
vision, we see such programs as David Susskind’s Open
End in New York, Irv Kupcinet’s At Random, in Chicago,
and at a much less important level, the Jack Paar show.

Sometimes it would seem that the rise of the panel
reflects a decline in the general art of conversation: It
is as if people want even conversation to come canned.
At other times, the art doesn’t seem to be so dead, and
the panel discussion has a useful function as a democratic
way of airing variant viewpoints.

It has become fashionable in jazz circles to sneer at
panel discussions, partly because some of those held at
the Newport festival and elsewhere have not been too
successful. Perhaps the reason some of them have not
been useful is that the participants have considered the
event to be in some vague way competitive.

There is a great tendency in many quarters in the world
of jazz to try to crush all opposite viewpoints, to prove
that such-and-such a jazz esthetic (or mystique) is the
one-and-only. This probably reflects the insecurity of some
men, critics and musicians alike, about their own positions
and thinking. In other words, the drive seems to be
toward destroying the opponent’s outlook in the fear that
he may destrov yours.

Panel discussions wherein even one participant has
such defensive reflexes stand a good chance of turning
into pointless polemics, the purpose of which ceases to
be the legitimate airing of views for the sake of the general
enlightenment, and becomes instead a forum wherein each
individual tries to force all the other participants to admit
that he and he alone is Right.

In setting up the panel discussion the transcript of
which is on the following pages, I deliberately sought
musicians who seemed unlikely to debate in that way. I
confess that I depended pretty much on an “intuitive”
feeling about each individual, derived probably from
things I'd heard about them, what I knew first-hand, and,
no doubt, subsconscious impressions drawn from listening
to their music. There was another criterion: each was
asked to participate because he was an excellent and, in
one way or another, significant musician. As it happened.
it worked out very well: there was no discord in the
discussion at all, though there were moments of disagree-
ment.

This is not to suggest that these were musicians who
would just “naturally” agree, men whose outlooks were
known to be similar. This would have produced only
tedious agreement. On the contrary, they were chosen
precisely because they represented differing musical
approaches.
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Quincy Jones was asked to participate because he is
one of the most gifted of the younger composer-arrangers.
At the age of 27, Jones enjoys a stature that is astonish-
ishing for one so young. He is now fronting his own band.

Don Redman is one of the elder statesmen of jazz
composition. Now 60 years old, Redinan recorded with
Fletcher Henderson in 1923. Leonard Feather has called
him “the first composer-arranger of any consequence in
the history of jazz.” Redman puts the lie to the concep-
tion of the early jazzman as a gifted primitive who merely
“felt” his way forward: he was a child prodigy who was
educated at the Boston and Detroit conservatories. He is
still an active arranger in New York.

Forty-year-old John Lewis studied anthropology and
music at the University of New Mexico before joining
Dizzy Gillespie’s big band as pianist-arranger in the nid-
1940s. Later he studied at the Manhattan School, where
he deepened his knowledge of European music. It is as
pianist and music director of the Modern Jazz Quartet
that Lewis is chiefly known, but he has built up a vast
body of work in other idioms, from symphonic music to
motion pictures scores. He is one of the most erudite
musicians in jazz.

Hall Overton, who is the same age as Lewis, has played
jazz as a pianist since the mid-'40s, but considers himselt
a contemporary classical composer. His Symphony for
Strings was commissioned by the Koussevitsky foundation
and given its premiere performance in 1956. He has played
with Teddy Charles and Jimmy Raney and is extremely
active as a teacher in New York.

J. J. Johnson is one of the most brilliant instrumentalists
of our time. A remarkable technician, he has been the
major influence on trombone since the 1940s. Incredibly,
the music business for a time so poorly rewarded him
that for two years, in the early 1950s, he worked as a
blueprint inspector in a factory, playing only occasionally.
In the past two or three years, he has been given in-
creasing recognition as a composer for his extended works.
Johnson is 36.

Texas-Born Jimmy Giuffre, 39, is as well known in
the music profession as a composer as he is as a clarinet-
ist. He has written some of the best known of jazz originals.
such as Four Brothers (for Woody Herman), as well as
longer orchestral works such as Pharoah and Suspensions.
He has achieved a wide public following through his
work with his own trio.

These, then, were the six men who took part in the
panel.

I'd like to say a word about my own participation.
Acting as moderator, I tried to keep expression of my
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own views to a minimum. Sometimes, thinking of the
person who would read all this later, I inserted comments
with the hope of clarifying or summing up something one
of the panelists had said. In some cases, I acted as devil’s
disciple, to provoke comment. Other than that, I tried
to stay pretty much out of the discussion.

To return briefly to the subject of the faults of panel
discussions:

One objection that I think is valid is that there is usually
not enough time for a participant to air his views prop-

JOHNSON  What might be awkward in getting
this thing rolling is that you have
assembled here a bunch of very ac-
tive musicians and artists — people
who’ve got something going, got their
things going. And I'm sure that a lot
of these people here might be a little
like myself in that their thing is
private, to a certain extent, and they
are not too much aware of external
things.

In other words, I know what I
know, 1 know what I want to know,
I know what I would like to do, and
I'm going about it as best I can. And
more than likely, a lot of the others
here are doing the same thing. That’s
why it may be hard to get this thing
rolling on viewpoints. 1 wonder if 1
ever get too involved in it, thinking-
wise. I'm so engrossed in the doing
of it that the thinking about it, and
philosophizing about it, I'm really not
too much on it. I know how engrossed
John Lewis always is — Quincy, Over-
ton, Giuffre, everybody here.
Although everybody’s engrossed in
doing, still, when youre exposed to
different elements outside of your
own attitude to music, you have a
certain opinion about it. You accept
it, you reject it, or you’re neutral.

I agree with you. I'm aware of the
things that are going on outside of
what I'm doing. [ approve, 1 dis-
approve, [ wonder about it, or 1
don’t wonder, or it rings a bell, or
it doesn’t . . .

Everybody has such a personal frame
of reference for music. Yet when you
put it on an objective basis, you have
to start at another angle, I think. Be-
cause if you took six observers, people
who aren’t really wrapped up in any
one thing, then it’s a bit easier. But
when you have six people who have
very different attitudes toward what
they want to do, and are in the proc-
ess of doing it, then you have to get
another angle to look at it.

All right, then let me ask you a ques-
tion. What are you trying to do in
your writing?

I know, but you can’t put it in words.
You have put it in words, on occasion.
Would this be a way to approach it:
ask each man what he’d like to see
happen?
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erly. This was an open-end discussion: there was no time
limit, and it ran until it had spent itself, and two of the
participants had to leave. At that point, we cut it off.

I would like to thank all six of the participants for their
kindness and co-operation. I found their comments stimu-
lating, informative, and revealing. I hope the reader
does too.

It would be a happy and healthy day for jazz if, sud-
denly, all public discussions of the subject became as
reasoned, sincere, and mature as that of these six artists.

—Gene Lees

LEES Would you tell me what you'd like
to see?
Well, I would like to see jazz, rather
than be a camp, or a particular style
or bunch of styles, I'd like to see it
... I'd like to see in music a whole
area that could be called, for lack of
a better word, free music, that wasn’t
jazz and wasn’t contemporary classical
and wasn’t folk—not any particular
style at all. And it would include the
music, critics, magazines, festivals, con-
certs, and places to play in which all
of these styles and categories could be
admitted freely. There have beensome
steps in this direction. For instance,
the Circle in the Square concerts.
They have one week jazz, one week
contemporary classical.

I would like a whole society, a
whole area, like jazz music, like con-
temporary classical, like folk. I'd like
something in the middle that would
let all that come in, free music, and
everybody who participated in this
area would drop their categories. You
could have the Modern Jazz Quartet,
and something of contemporary classi-
cal, and something of folk, and some-
thing way out, like the music of John
Cage. You might have anything that
was an artistic endeavor. This doesn’t
have to do with the entertainment
field too much—those who are trying
to crash the market.

I haven’t heard any of this John Cage.
I've heard about him. But I heard
something a couple of weeks ago that
startled me out of my skin, practi-
cally. I never heard anything so fright-
ening. It was electronic music. The
composer expounded on it very, very
intelligently.

Earl Brown’s in that. You know Earl
Brown, the engineer, who does all the
Atlantic dates? He’s very highly re-
spected in Europe.

I've just learned there are a couple
guys in this country involved in it.
Let’s let Jimmy finish his point.
Well, the point’s pretty well made.
To back up my idea, for instance,
Earl Brown is a good case. And along
with him, Luciano Berio, from Italy,
a contemporary composer there. They
don’t seem to find a barrier or a line
between what theyre doing and what
jazz musicians or anybody else is
doing. The only thing that we all
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have in common is that we're tryving
to reach out and express ourselves
in our own individual way. And I
would like to see some way, with the
help of magazines and critics and all
that it takes, a new area that doesn’t
have a name or a camp. It probably
wouldn’t remain that way long —it
would get a name, I'm sure.

Here in the United States, we should
take better care of this treasure—to
me—that has been going on. I'm not
too sure, maybe it will. Who knows?
It really doesn’t matter what
we say or decide anyhow. So that,
you know, we continue to have music
as good as we've had in the past
and in the present. Because of eco-
nomic situations, say, in this countrv
—and others, I guess—it’s a little diffi-
cult to assume that music will . . .

For example, bands: Quincy has a
hard time with that band, much
harder, I think, than the time when
Don (Redman). for example, had
bands. The economic situation in the
country may not have been as good,
or as rich, in a certain sense . . . But
they had another reason or another
drive, or another thing stimulating
those musicians to produce music.
I'm thinking mainly about the music
I know something about, jazz. Or
what is being categorized as jazz.
Everyone doesn’t necessarily have to
be categorized. Wherever the writer
or the plavers want to go, and thev're
not bound bv any category.

But it's very difficult to have a
big band, very difficult to have a
small band, or almost any kind of
group. It’s hard for people who really
have some talent to play or create
music, hard for them to find a place
in which to do this.

One observation I've made on jazz
music, and I'm a little concerned
about it, is that there have been some
very, very great contributions made
by various jazz people over many
years, and I've always been quite
concerned about the fact that thev're
very short-lived in the memories of
people—even ourselves, as musicians.

In serious music, classical music,
or whatever you want to call it, many
of the great composers experienced
some of the same difficulties that we
are experiencing as artists, as musi-
cians, in the fight against opinions
and what-not. They were criticized or
lambasted or praised, but after all is
said and done, their great contribu-
tions are still looked upon as great
works, and they’re still remembered,
and they get performed.

I'm very happy that composers and
arrangers in general are expanding
their scope in writing, and in jazz in
general, and I think that out of this
we'll get some work that will be great
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even 10 or 20 years from now. I
would like to see something like that
come about. I dont just know how

it's going to happen, but it could

happen.

If I may interject a point: a lot of
the great composers, all through his-
tory — Vivaldi, Berlioz — have gone
through periods of obscurity and lack
of appreciation and then been restored
because people came to understand
them again. Vivaldi has gone through
this in recent years, and Berlioz has
had a revival. Bach also had a long
period of obscurity.

Exactly. And I'm very concerned that
this doesn’t happen as much in jazz.
When you're dead, you're dead. You
know, I can put on a Lester Young
solo that, to my way of thinking, was
a classic work of art and to me is as
great now as when he played it 10
years ago. And not only Lester, but
Dizzy, and Coleman Hawkins, and
Don Redman. But these things are
soon forgotten by the majority of
people, and I think that could be
changed to some extent.

You want to see a little less fad, and
a little more permanence.

Maybe that’s it.

A little less of somebody being “the
man this year and somebody else be-
ing “the” man next year.

This has got a lot to do with the
players and writers, of course.

It's got a lot to do with the critics,
too.

It's got a lot to do with the critics,
yes. I'm very concerned about that
situation.

Don, I'd like to hear your views, if
I may.

We're looking for what we want in
the future? It’s pretty hard to say,
v’know? Because I want it all—all
of the best.

It’s hard for the arranger. The type
of work that I do now—if Quincy was
to do my kind of work today, or
John, he’d have a terrific time selling
it, and vice versa. If I was to do that
kind of arranging today, I doubt if
they’'d play it or accept it, in the
beginning. A guy looking for arrange-
ments today wouldn’t come to me for
John Lewis’s type of work, or Quin-
cy’s tvpe of work. So . . . whatever
that feeling that I may have inside
that I would like to do something in
this vein, in one of your veins, or a
stranger vein, I have to hestitate, be-
cause of the commercial side. This
isn't like the old days, where you'd
find a guy with a lot of talent, and
set him over there, and pay his board
and room, and let him go to work.
They don’t do that now. That’s what
made the old geniuses develop; it’s
what made them geniuses.

So I don’t think we should say ex-
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actly what we want. I can’t. anyway.
I don't believe there’s any form of
music that I can say I dislike. And
there’s some of every form that I don’t
like. But if it'’s good—his form, your
form—there’s something there that I
gotta like. 1 don’t care how low music
gets, how gutbucket, how rough itgets,
if it’s good roughness, I go for it
And I'd like to do them both. But I
can't stay with it. Quincy's got some
things on record that I play every
day. There’s a couple of things he
does that I play for breakfast every
day. T have a little breakfast concert
every morning. And 1 hear these
things of Quincy, and I say, “Gee,
next time I make an arrangement, I'm
gonna do that” But what would
happen? They'd say, “Take this right
back. What do vou think you're
doing?”

You mean that people have come to
expect things from vou.

Yes. from everyone.

In other words, external pressures
have forced vou into a groove. They
won't let you escape that track. For
example, to put it into another frame
of reference: if an actor who has built
a reputation as a comedian tries to
do a serious dramatic role, often the
audience won't accept him. They sit
there waiting for him to make them
laugh. They won't let him explore all
of himself.

Yes, that's right.

There ought to be a way around that.
Hall. what would vou like to see
happen?

Well, I'd like to amplify on one of
I. J.’s points, about tradition. And it
seems to me that what was being im-
plied there was a way of judging
values. Now if a thing is good—in
other words, is it good just for the
moment, just when something is hot,
or is it really good—if it was good
then, is it good now? I very much
agree with what J. J. was saying.

Being in contemporary classical mu-
sic, I think that the composer has had,
perhaps, a better chance, that there is
less fad associated in general with
classical music. The permanence of
it is there. As far as my own views
are concerned, I'd like to more or less
speak as a composer and talk about
what I think might eventually happen
in regards to contemporary classical
music.

I know that as a composer, I have
written certain things where I would
call for a certain kind of rhythmic
interpretation, and these pieces have
been played by very fine classical mu-
sicians. But what I had in mind, rhyth-
mically, was something else. To really
play the passage I had in mind the way
I wanted it played, a person would
have to have, actually, a jazz experi-
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ence, experience in jazz rhythms, be-
cause it's a thing that has to be felt.
You can't write it down. It's a thing
that has to be natural.

I think that eventually, we stand
a chance of having a kind of per-
former and composer who can play
this kind of rhythmic writing without
any questions about how it should go.
Because I think when we were talk-
ing about the barriers, some of them
are barriers that exist between the
classical musician and the jazz mu-
sician. I know. I have a little bit of
a foot in each field, and I can say for
sure that the barriers still exist, un-
fortunately. I think they’re breaking
down a little bit. It's my hope that
eventually they’ll break down com-
pletely, so that there will be what
Jimmy was talking about—a free kind
of music, where we don’t make these
barrier-type distinctions.

I heard a recent recording called
Carmen for Orchestra. I'm sure it
wasn’t played rhythmically the way
Bizet would have wanted it. When 1
heard one passage scored for alto, I
said to someone who was with me,
“They should have put a jazz alto
plaver on this part, because Bizet was
trving to get a Spanish rhythmic
flavor, and the symphony nusician
is playing it four-square, and he
isn’t getting it.” A jazz musician
would know better than a classical
musician what was wanted here. I'm
sure Bizet felt hung up in the nota-
tional system and would have liked to
have a much freer system.

It's very likely that Bizet himself had
this kind of rhythmic sense. My diffi-
culty has ahvays been that you can
only bring out of people what they
feel naturally, that you can’t really
notate this for them. I don’t believe
that this can ever be accomplished
through notation. What I would like
to see is an acceptance of jazz in
schools, so that you start right from
the very beginning, teaching that jazz
is a part of the American art music.
You know, of course, that there’s
a great deal of opposition to this.

I know about this because Down Beat
is very involved in encouraging jazz
in the schools. Many people do not
understand the value of this program.
That's the place to start, in the
schools.

Quincy, vou haven't expressed a gen-
eral view.

I teel that some of the people have
hit the basic problem on the head.
I'm a Pices; I always want to know
what makes things tick. 1 want to
know the whys.

At this point in my career. I just
feel like saving, “Help!” Because
where do vou go? How do you get
out of the situation in which every-
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thing is hung up today? I think many
musicians and very creative people
are suffering from musical schizo-
phrenia. I like to write for big bands,
and I'd like to grow in that field. So I
have to write for a big band. But then
that involves something else. I have
a choice of playing as a sideman in
a band, and run around the country
playing one-nighters. Or else I stay
in the studios and write. Still I'm
going to have to be a civil service
musician. And if I get my own band,
I'm still in trouble, because I have the
same problem as the man I was play-
ing with.

And this is where the whole thing
lies. Like Don suggested, all the ele-
ments can come out much more if a
man is not worried. I have to be com-
pletely free to get anything out. And
I mean completely free, with no prob-
lems about this alto player that I'm
trying to incorporate, to have him
part of a cohesive group. We had this
association that we built up through
the 10 months or so in Europe. We
understand each other and have a
musical common denominator. Now
he has to leave. Why does he have to
leave? Because we don’t work?

Right now I'm very concerned
about that. I've got a big band, and
I've never felt so helpless in my life—
wanting to do something, and just the
practical thoughts of it, they almost
destroy all the creative thought. If
I could say to my band, “We have
some place to go and play for the next
five years,” I wouldn’t care whether
we were getting rich or not, just so
that we know that all the musicians
are satisfied and have no problems
either. Then we could think about just
what the whole thing is all about, and
that's music. Then youd have a
chance to grow, and to search, and to
experiment, to find different things.

But there’s so much involved in
the struggle for just plain survival
in the world. Musically, it’s rough.
John (Lewis) has been one of the
few (to make it). ].J. couldn’t even
keep his group together. It’s fantastic.
It’s a very frustrating thing. It’s like
saying to a painter, “Paint,” but you
give him no paint and no brushes. He
doesn’t have his tools together. It’s
a very frustrating point. The solution
is . . . Oh, I don’t know.

J.J., I can remember a conversation
you and 1 had in the small hours
one morning in a Chinese restaurant
in Milwaukee, when you were telling
me you were thinking of breaking up
the group. You said you couldn’t get
any writing done, and vou said that
worrying about the business aspects
of the group was hanging up both
your playing and writing.

Most true.
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It does, it does!

It's the same in all the arts.

Jazz has quite specific problems that
go with its nature. Since it’'s some-
thing that you hardly ever do by
yourself, it involves something more
in the way of economics than the
more isolated creative endeavors
where a writer sits down with a type-
writer or a composer sits down with
pen and paper. The very creation of
jazz depends on a communal thing.
It's not so different. The writer is
involved with editors, the play-
wright is involved with directors and
actors and set designers. Jazz musi-
cians are not alone in this. Until you
have achieved a degree of reputation,
nobody really cares. The trouble in
any of the arts today — and maybe
this has always been true — is that
nobody gives the artist any help, be
he jazz musician, composer, writer,
painter — nobody gives him any help
until he no longer needs it.

That’s right! That’s right.

It’s always been the way, Gene. In all
other lines of artistic endeavor. That’s
the way it’s always been, that’s the
way it’s always going to be. A politi-
cal situation got Hindemith run out
out of Germany. They made it so
difficult that he couldn’t stay under
Hitler. Pressures get through to a
guy and make an impossible situation.
I know the intensity with which
Quincy’s speaking.

It’s something that you're faced with
24 hours a day. You try to stick your
head in the sand, to separate the
esthetic part from life itself, the every-
day things . . .

Does anyone see a solution?

Only in the long run. I have some
hope, I think. I've got a point — see
what you think of it.

The world of jazz has come from
people wanting to play their music
and sing their music as it’s supposed
to be. They just want to express them-
selves, and they don’t want to express
themselves in a stereotyped, given
manner. So they’ve broken out and
found individuality, to an extent, and
I think this is characteristic, or an
example, of the new . . . I wouldnt
say American, exactly, but . . . To-
day’s type of person, in general, I
think, doesn’t want to fit into a stereo-
type pattern.

The artist?

I think . . . No, not the artist . . .
Don’t you think that in the society
as a whole, people do want to fit in,
to find something they can identify
with? Don’t you think the artist is
that only kind of person remaining’
who wants to find his own way?

It might be true. But the point I'm
trying to make is that in general peo-
ple, the whole way of looking at life,
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is being less associated with tradition.
For instance, the classical tradition
has been passed down, and a young
violinist takes up his violin and
studies and is shown how to play this
music, and interpret it exactly, and
he takes orders from a conductor,
and he is told, “Breathe now,” or
“Sneeze now,” or whatever he has to
do. But the jazz musician doesn’t want
this. He doesn’t mind taking directions
from somebody he respects, but he
wants to be able to phrase his own
way. So this is the characteristic of
jazz.

And my theory is that, in general,
the whole world, especially in Amer-
ica, is going in this direction, artists
and nonartists. Everybody is gradu-
ally becoming this type of person.
They say, “What am I doing?” They
want to live their own lives. And 1
think this is going to rub off on the
music, and art, to where people in
general will throw off their association
with tradition and the past and do
it the way it’s supposed to be done,
and get the idea of doing things their
own way.

I think jazz has been a pioneer in
this field, and this is where it’s going
to go. And young violinists, for in-
stance, every day—as John probably
saw at the School of Jazz — young
violinists, instead of adhering to the
way it's always been done, they're
learning about picking up their instru-
ments and just playing. For instance,
I talked with a young symphony
clarinetist from Philadelphia. He ad-
mired the idea of playing jazz, but
he’d never picked up his instrument
and just played something, just any-
thing. He had to have a piece of music
in front of him, and he'd play it in
a certain given manner. And the idea
of expressing his own ideas—this is
something that the modern youth of
today is beginning to experience. And
when this really settles into the new
generation, maybe 10, 20, or 50 years
from now, we’ll have people who
don’t want to take orders from yes-
terday. What do you think?

When I was 18, my father asked me
why 1 liked jazz. I said I thought it
was a musical symbol of the way to
have freedom without interfering with
each other. In other words, when you
have two men improvising about a
theme, the way John here and Bags
will do, you have two men saying
what they want to say individually
and simultaneously without getting in
each othei’s way. In other words, I
thought that jazz was a representa-
tion of how to have freedom within
a framework—how to be completely
yourself without interfering with the
next guy, without bumping into him
on the street. That is part of the signif-
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icance, I'm inclined to believe.

I have always felt that jazz has a
social significance, and I don’t mean
this in the usual way—as a music of
protest, and all that. Jazz is a way of
telling people how they ought to live.

Further, there’s another major sig-

nificance to jazz. As you all undoubt-
edly know, Beethoven, when he was
young, had no particular desire to be
a composer. He was a talented impro-
viser. Improvisation was an extremely
strong tradition. Beethoven on oc-
casion expressed himself as being
indifferent to a way of life in which
you sat down to play somebody else’s
music. He wanted to get the crowd
reaction, he wanted the audience, he
wanted to express himself to people
now, and express himself very freely.
Beethoven turned more and more to
composition as his hearing went. And
the improvisation tradition, so strong
at one time, virtually died in the 19th
century. Just got stomped out under
the music, 1 suppose, of Wagner and
Richard Strauss, and others of the
period. And jazz to me is a restora-
tion of that individualism of expres-
sion. It is reminding music gen-
erally of something that it should
never have forgotten.
I'd like to make one point. When we
talk about jazz as being different from
classical music, in the respect that it
is free and individual and doesn’t
conform, I would agree to some ex-
tent. But I really think that there are
some other points that ought to be
made.

For instance, when we've talked
about classical music so far, all we've
discussed have been the performers.
We've been ignoring people like
Charles Ives. We've been ignoring
the contemporary composer. Is he a
conformist? I don’t think so. I think
that here—and perhaps this isn’t the
unique thing, to talk about jazz in
in these terms—certainly a composer
like Ives is as much a unique indi-
vidual and completely unbound by
tradition as . . . What?

He needs the players—that’s the whole
point you made a while ago.

Yes, he needs the plavers, I agree.
But it didn’t stop him from writing
his music or making his individual
expression . . . This poor guy never
got performed . . .

The composers, I will go along with
that . . .

And 1 think that one of the areas
where jazz is very similar to classical
music of the past is the baroque
period, where the ideal musician was
two things, a composer and a per-
performer. It was very essential to the
baroque style, in Bach’s time, to be
able to improvise over a figured bass,
very much the way, in jazz, well
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write a chart and all we have is the
changes, to improvise music com-
pletely in the idiom, the baroque style
idiom. And so, when we break down
classical music now into just the per-
former and discuss that aspect of it,
it's true. But that’s what’s kind of
happened in classical music: we have
a schism of a specialist, the performer,
who gets to be fantastically good on
whatever instrument he has chosen at
interpreting other people’s music,
working from the notes; and then we
have the composer, who can or cannot
be a performer, as the case may be.
Jazz to me combines the two func-
tions — instantaneous composing and
instantaneous performance.
I really don’t find any barriers be-
tween the musics—it’s the perforining.
I've heard inspired classical perform-
ers that sounded the same as inspired
jazz performers. It’s not the same, but
it gave me the same drive and vitality
and spontaneity. It wasn’t the music,
it was the performing. That’s really
where the clue is, as far as I'm con-
cerned.
[ would say that with certain very
musical performers in the classical
tradition, there is a great deal of indi-
viduality expressed. These people
have a fantastic amount of musical
imagination in them. It’s just that the
tradition of music went in such a way
that they didn’t have this experience
of improvising as such. [ would say
that the thing they lack most, perhaps,
is a certain thing that they could get
—the rhythinic discipline, say, of jazz,
which of course is fantastic. But I
really feel that there is individuality
that does come out in certain classical
performers, just dealing in the area
of interpreting and reinterpreting and
finding new meanings.
You mean the virtuosi or the orchestra
players?
I'm really speaking in terms of
virtuosi.
I'd like to see a symphony orchestra
where all the men had the viewpoint
and feeling of jazz musicians, who
don’t know about interpreting a piece
of music the way it’s supposed to be,
who want to play music, their music.
Somebody has said jazz musicians
want to sing from their own heart.
It would be exciting.
And I think it’s going to come from
the new way of looking at life that
people are getting today. I don't
know, but it'’s my idea.
Let me ask a question that may
clarify this. John, you have an album
out, Third Stream Music. And there
are few, if any, critics who adequately
understand both idioms. What is this
“Third Streamn” music? I'd like to hear
it from you. Is it a blending of the
two, is it an attempt to break the
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barrier, or is it an attempt actually
to set up a third music?

First, Third Stream music is a term
that Guunther Schuller used, 1 guess,
to describe his music to John S. Wil-
son. Gunther helped me to make that
album. I asked them to use that title.
And let’s see, what can I say?

The only thing might be that it
might help some people for the mo-
ment to listen to music, forgetting
about the categories that we get in—
a lot of people, not all though, and
actually, really, a minority of people.
If something doesn’t answer these set
conditions, why, they don’t know
what to do with it. They only listen
with a slide rule, or something, so if
it doesn’t fit this, why they get—to me
—confused and lost and react from
the head, I guess— their measurement
thing—and not with the rest of the
human things that go into enjoying
any kind of art. And I mean by art
even a man digging a hole out there.
If you dig a nice hole, why, you
appreciate that. Therefore, for a mo-
ment—not for long—the listener may
stop thinking with the slide rule he
has taken many years to give himself.

What you try to do, what I try to
do, is by hearing music, you want to
make something yourself. You're con-
stantly influenced—all of us—not just
by jazz, but by any kind of music
you hear, either consciously or sub-
consciously. You don’t always know
where it comes from.

Actually, that’s the purpose, I
guess, so that somebody doesn’t have
to . . . get their things out and see
if it measures up to what they've
been accustomned to call a certain
name of music. And then, as we get
that, and enjoy from a fresh point of
view, for a while . . . they’ll get back
to the slide mle and measure, and if
it doesn’t fit in this, why, then they’ll
either not like it or hunt around look-
ing for some other category to enjoy,
which I really don’t think is necessary.

To appreciate anything, you have
to remember, or try to, if you can—
the same way when vou learn to write
music—try to keep yourself open to
leaming or appreciating without final-
ly getting so many rules that, if it
doesn’t fit these hard-and-fast rules,
why, this is wrong. You have to start
off with some rules in order to get
sufficient background to do whatever
you intend to do. But after that, vou
throw those away and get your own.
I'in going on and on, but that’s essen-
tially it.

Then you would say that the cate-
gory “Third Stream” mus.c is not an
attempt to set up a new category, as
it were, but an attempt to break down
the Darrier?

Or that music that would afford a
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lot of other composers and writers the
chance to write things which are not
.. . They may be influenced by a lot
of things. They're influenced by Chi-
nese sound, perhaps, and so if you
want to use these things, you shouldn’t
be bound by rules. You use whatever
you want to use. If there’s anything
on earth you can use, nobody . . . If
it doesn’t appeal to a great wide
number of people, so what?

I was talking to Gil Evans and men-
tioned that some people were unable
to decide whether to consider
Sketches of Spain as classical music or
jazz, and Gil said, “I long ago ceased
caring about categories. That's a
merchandiser’s problem, not mine.”

Don, I want to ask you something.
You were around when it all started
—jazz writing. In fact, if I understand
history correctly, you were the man
who started it. You weren't just there,
you did it. I don’t think there’s a man
in this room who doesn’t owe you a
debt, direct or indirect . . .

Direct!

As I understand it, you were the
man who learned to write for the
sections—who defined the sections. As
a man who was there when jazz was
far away from classical music, how
do you feel about the increasing close-
ness of the two. Do you approve?
I approve. I do approve.

Let me say something. I come from
way out in the bushes, New Mexico.
We used to get much of our music
listening to the radio. Sometimes
people would come through, but
rarely. We would hear bands broad-
cast from Chicago and New York.
Things didn’t seem like categories that
people set up now for jazz. Yes, I
owe a direct debt, too. Don didn't
seem to me to be—and I didn’t realize
it, though I am realizing it now—
tied down by trying to mneet any re-
quirements. He seemed to use any-
thing he wanted to use, because that
music was, in many ways, far more
exciting than things we've heard
subsequently. And also the use of
the instrumentation, as you said.

I don’t really think there’s (Lewis’
soft voice is here inaudible on the
tape) classical music as a camp. For
one thing, written music has grown up
with so We're so close to it
now that many people don't realize
it. I realize it a little bit. But the
way we phrase and make our music,
rhythmically and so forth, is—there are
exceptions — is very, very different
from European music in that their
music, even their popular music at
the time, a long time ago, is a kind
of rhythmic thing that came up dur-
ing their time. And we hear rhythms
and things differently, and from child-
hood.
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When I started to learn to play
piano and so forth, by the time I'd
started to hear things—I was very
small, only 5 years old—and the way
I'd learned these things first was by
having my sister, who was at that
time 19 or 20, going to dances, and
she'd come home and she’d like tunes,
and she’d whistle them and sing them
to me and make me learn to play
them on the piano, because I liked the
piano. So, therefore, these rhythms,
I learned these kind of things first.
So when it came time to learn classical
music—and most of the classical mu-
sic I started to learn was nonsense,
it was bad, and I didn’t even hear
things I liked later, like Mozart and
Beethoven—I was givep the poorer
pieces of Mendelssohn, and so on.
Only I couldn’t learn them then, be-
cause I couldn’t understand how—
just naturally we lean on our own
instincts — they could play these
rhythms like that. It just didn’t work
out. It didn't work out for 20 years.
Finally, through understanding the
difference, you could gradually see
how they should be.

I don’t think that music should be
. .. We have to use jazz, but they've
narrowed jazz down into such a small
thing that it's almost like a trap we
get into.

When you say “they,” who do vou
mean?

They? Here in the United States.
The people generally?

Generally . . .

The critics?

Mostly nonmusicians, to my way of
thinking.

The critics?

Well, some people.
generally.

Some musicians . . .
The critics to a degree, yes.

It’s getting narrower all the time.
Theyre boxing us in. Why . . .?

I hate to see it get to those two words.
Those words always offend me: “jazz”
and “classical” music. Music always
represents the time. What would you
call it if you just pushed Bach up to
19617 What would you call him?
You couldn’t call him a classical mu-
sician. He was modern when he was
writing. And doing what he did, he
had as much—in many ways, more—
to sav as Charlie Parker did when he
revolutionized the whole thing.
Turned the whole world on.

I hate to see it brought down to the
point where we talk about it in terms
of classical and jazz, because, like
Jimmy was trying to say, it should
be that the classical-there goes that
word again—violinist, say, like Harry
Lookofsky . After working with
him for a very long time, I found out

Nonmusicians
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that he worked for Toscanini 13 years,
and at the age of 40 he decided he
wanted to play jazz. He'd played all
the string quartets, and he wanted to
play jazz. Now, I would like to see
jazz musicians take what he is tired
of just as much for granted and have
the violinists be just as familiar with
the literature of jazz, familiar with
all the solos, to make just one com-
plete thing.

Because there’s a certain reason
why Palestrina and other musicians
from then on . . . They found logical
solutions to musical problems all
through the times. Whether it had a
rhythm section under it, or whether
the rhythm section was held together
by three or four or eight basses, it
was still a constant solving of musical
problems. And that’s what the whole
thing boils down to.

The 17th century had a certain

effect upon the outcome of the music
of that time, and the 20th century
has a certain effect on the outcome
of music today. There’s jets and
Sputniks and color TV and every-
thing else happening now. Back there,
there were horses and carriages and
long dresses, and sniffin’ snuff, and
all that kind of jazz. It's the same
thing, you know, just the outcome of
time. And it progresses along. We'll
call this classical music a hundred
years from today. Then you're really
in trouble: what do you call what
happened back there?
I was in a panel discussion with a
professor who asked me, “What is
jazz?” So I said, “I'll ask you a ques-
tion: what is classical music? If you'll
tell me that, I'll tell you what jazz is.”
Technically, the points can be brought
up—the difference between concepts
and so forth. Still, in 50 or 100 years,
it'’s going to get very complicated.
Because I hope that then the musi-
cians make it complicated, so that
everyone is familiar with the complete
repertoire, all musical literature.

And it's realized more and more
every day, with musicians thoroughly
familiar with both sides, and the
validity of all music, whether it’s
handled artistically or not, and they
have a certain basic technique or
tools that everyone takes for granted,
and they constantly go through with
these problems and it merges into
one kind of a thing that defies cate-
gorization. I hope so. I really do, I
hope so. Because all over the world
you see guys that . . . Take André
Hodeir. He’s aware of all the things
that are happening in music. He
knows just as much about Monk as
he would about Alban Berg’s Lyric
Suite. I'd just like to see these things
taken a little bit more for granted.
I'd like to make a point. When we
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were talking about the possible fusion
of classical and jazz—what will this
really amount to? I don’t think that
we know.

I mean, if we were to talk about
what is happening right at this very
moment, I think we could say that
we could, as you say, define techni-
cally what jazz is, and also define
what contemporary classical composi-
tion is, because they both follow very
definite traditions. They stem from
very strong traditions. Jazz has a tre-
mendous tradition, and anybody who
makes it at all as a jazz musician has
some kind of contact with that tradi-
tion. You take someone as far out as
Ornette—he still has had this experi-
ence with this tradition. He played
for years on the west coast, I under-
stand, so that the things he does now,
at least you can say he had a long
tradition behind him.

Take your American composers —
—people like Roger Sessions, William
Schumann, Walter Piston. These are
people now who are—there’s a genera-
tion of younger composers beyond
them—these are people who are fol-
lowing another tradition, but they
are writing in America, and they're
bound to be writing a different kind
of contemporary classical music be-
cause they are Americans, and they‘re
a product of our culture. The con-
tact with jazz, the influence of jazz on
these composers, in many cases, might
even be very peripheral. And perhaps
with later, younger generations of
composers who work in the contem-
porary classical tradition, it would be
a closer influence. To me, it would
depend on how much contact the
composer himself has with jazz, how
much of an understanding he really
has of the jazz process.

Then there is this “Third Stream.”
Now I feel that this is in a very
experimental phase, but I think that
it is definitely a different thing than
either one of these other two things,
because it’s a definite mixture, at a
very early stage, of two things that
we can classify at’this moment very
definitely as being different from each
other. And, in a way, it's an attempt
to fuse these two things.

This is a point which I'd like to
make. This has been going on for
some time, and I think it will con-
tinue. This is going to be another
way of composing. But . . .

Now as far as I'm concerned, that
piece, Chant of the Weed, could just
as well be included in the album,
Third Stream Music, and people who
buy jazz and so forth, and are con-
ditioned by it, whether they decide
it's jazz or not, it would be just as
different to them as . . .

I wouldn’t classify Chant of the Weed
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as a fusion with classical technique.
Really?

I think of this as a straight jazz
composition. But I would say making
the distinction . . .

Why do you say that?

I just think there is a certain usage
which is part of the tradition of
classical music. And there is a certain
tradition to playing jazz which is to
me a different tradition.

And you don't see it (Chant of the
Weed) fitting in Third Stream Music?
I must say, John, I haven't heard that
Third Stream (album) . . . I've heard
some of Gunther’s compositions. He
referred to—he explained—his compo-
sitions in this way.

His compositions and compositions he
felt were related to his—which got
you out of the habits you have, so
you could use whatever instrumenta-
tion you wanted, any kind of rhyth-
mic pattern, any kind of chord
pattern.

You know, John, the only premise on
which I might be inclined to take
issue with you is on that categoriza-
tion of Third Stream music—and I
have already done so in an article with
Leonard Feather a couple of days ago,
when he played at length from Third
Stream Music—it’s a great album, by
the way—TI'll only take issue with the
premise on which you call it third
stream music.

I have always, for the most part,
felt there is nothing absolutely—abso-
lutely—new under the sun. We're al-
ways elaborating on what’s already
been done. No matter how far out
you want to call Ornette Coleman,
you know, and every man in here
knows, that there’s strong relation-
ships between what Ornette Coleman
is playing and what has been played
by Coleman Hawkins and what’s been
played in Bix Beiderbecke’s and all
those people’s time. And the only
objection I have—I violently object to
these categorizations—is that people
are inclined to forget these relation-
ships and try to make something com-
pletely, graphically new out of it,
and then they form these very far-
fetched opinions about it that don't
take into account that all of us always
elaborate on what’s already been
done.

Don Redman elaborated on what
had been done before him. Every
once in a while somebody comes up
with a very positive contribution, in
the way of elaborating on what has
been done, that’s outstanding. Then
there are those of us who, for the
most part, are just continually de-
veloping in our way what has been
done before.

As far as categorizations are con-
cerned, people in general, I mean the
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nonmusicians, do more of this than
the musicians. That’s just an observa-
tion from a long time. I feel very
strongly about that. I dont think
musicians categorize, label, and come
up with these “east-coast jazz” and
“west-coast jazz” and all these ridicu-
lous titles. People draw too fine a
line with these categorizations, they
make it too dogmatic, and then they’re
way off on a tangent in their opinions.
Let there be music.

That's what I say!

That’s the whole thing, y’know?

I've had people come to me, playing
with my band, and say, “What is it
you all are playing? Is it bop?” I
say, “No, it isn't bop.” “Is it tradi-
tional?” I say, “No, it isn’t traditional.”
It’s not Dixieland—of course, it’s not
Dixieland—it’s just music. I have no
title for it, and I certainly don’t think
it's bop.

Back to Sketches of Spain and the
question, “Is it classical or is it jazz?”’
Who cares?

Right! Is it good or is it bad? Do
you like it or don’t you like it? Do
vou get something out of it or don't
you?

Only thing is, there’s one difference,
though. And that’s again this rhyth-
mic thing—the way we feel the differ-
ence in values of notes related to each
other, and the way we feel that you
have to get from one note to the
other in American music. Generally
there’s a difference in the way that
an American would play two eighth
notes and a European would play
them. It’s the way you hear these and
hear these so much that you can't
even tell anybody how or why it
should be this way. It’'s different,
though. That's different from Euro-
pean music.

Those two eighth notes, they were
written with a specific interpretation
in mind by the composer, which in-
terpretation should take precedence
over all other interpretations. I . .
But you're splitting the standards
now, Jay. We're splitting the stand-
ards of giving the composer complete
dominance over the composition.

All I'm saying is that when you write
a piece, you hear it while you're writ-
ing it. I hear it a certain way.

To the fine lines?

I don’t mean that. But there are still
two eighth notes.

No, there are two eighth notes, but
they’re . . .

Thev're interpreted different ways.
It's a question of interpretation and
concepts.

No, it’s really not that. It goes way,
way farther than that. You just play
them differently. I would go to play
the same two eighth notes in a
Beethoven piece, and they just didn’t
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come out like Beethoven. They didn’t
come out at all. They come out as
1 feel two eighth notes would be.
Especially a long time ago, two eighth
notes—they’ve changed now—but two
eighth notes sounded like what some-
body thought would be a dotted
eighth note and a 16th. That’s even
no good, because a dotted eighth note
and a 16th by European standards
are different from what they are here.
That’s what made it very hard, un-
til, say after the war—it’s changed a
lot in Europe—you were very hard
put to find any European musician
who could do this. Not that he didn’t
want to. Even if you took the music
away from him and sang it to him,
he still hadn’t had any contact with
this way of making the two notes.
The best way, perhaps, is to start
by rote with him, because that
printed page up there . . .
But you don’t jump right through
the middle of that, John, with a
categorization.
All I'm saying is that the main body
of our American popular music—I'd
rather say popular music, because
to me this was all jazz a long time
ago, the popular music that I listened
to. I've listened to Earl Hines, Don
Redman, McKinney’s Cotton Pickers.
They played for dancing. And it
was popular music, because it was
popular with the people. Jazz was
music to me because the rhythms
sounded different than the popular
music that came from European cafe
orchestras and so forth. This started
to be different, and it’s influenced
almost all the music, and it’s very
hard to isolate yourself.
If you want to find out how much
jazz you really can put on paper,
though, you work in Europe for a
while. Really, it’s fantastic, the differ-
ence. I stayed in France for 19
months, and I had no idea how
valuable the American jazz musicians
were. They write their own compo-
sitions inside the music, believe me.
Because over there, if your music
was really read, you'd hear something
else! And 1 really learned how to
notate over there. They played what
I wrote, and it scared me to death!
Then I found out why I'd been
using Ernie Royal and all these guys
on these dates, y'’know, because they
help me write!
They don’t even really know it. This
is what they see down here, and
this is the way it’s supposed to sound.
Right. I really take it for granted.
There’s a certain concept we all rec-
ognize—this clue, this sign. But over
there, they read music, exactly as
it is. They're all conservatory men,
and . . .
It might be better that way.
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Listen to a European orchestra play
the Gershwin Concerto in F. Not that
it’s jazz, but it is American music. I
heard a performance by a German
orchestra that was so incredibly
stiff . . .

It used to sound stiff here, too. I've
heard early recordings of it.

There’s one area that is a step be-
yond what we have actually put on
the tape here. For instance, a com-
poser has this phrase. He wants it
phrased this way. He’s got a fine jazz
musician who phrases it exactly as
he wants it. But it lacks personality.
It lacks conviction, or something.
Whereas this other man phrases it
éxactly the same way that the com-
poser wants it, but there’s something
underneath it, a vitality of personality,
a conviction that comes out of an
inspired player, and this is what is
lacking—this spontaneity, this vitality,
beyond the actual notation or the in-
terpretation of the written music. It’s
underneath, some kind of accent that
they put into the music, or don’t
put into it.

If its a spontaneous, inspired
player, you hear this excitement in
every note, regardless of the interpre-
tation. He can play it the way you
want it, but he plays it his own
way, too. He doesn’t change the
interpretation, whereas the man who
has been trained to interpret music
plays it perfectly but flat, without this
thing undemeath, which you can’t
define, like you can’t define jazz.

I think there’s a new kind of mu-
sician who is coming who has listened
and absorbed and studied both kinds
of music and lived jazz music and
lived classical music. And so he’s
going to find a new kind of phras-
ing and a voice that doesn’t fit either
one but fits both at the same time.
That’s something to look forward to.
That will be the essence of what we
were saying before.

Say the Ford Foundation provided
a fund of, say, $4,000,000 for an
experiment. You have 40 children,
who have proved that they have the
talent. This includes strings, wood-
winds, brass, everything. They're
raised in the United States to the age
of 10 or 11, they study in Europe,
they play in symphonies, they come
up in a jazz environment, they’re
equally facile with the solos of Charlie
Parker, they have complete control
of the 12-tone row, and they get
these two things so that they both
have the natural thing in them, where
you feel the firm conviction of both
elements. They don't have to know
that this is classical music and that
is jazz. It's just like you liking Ray
Charles and you liking Dizzy. It’s
the spirit behind that thing .
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And they put categories on it, and
that’s what confuses it. But if they
don’t know the difference~I'm just
dreaming now-—and they’re exposed
to all the elements involved, the
valid musical contributions that have
been made in the past—and, believe
me, the human mind is capable of
absorbing this much—and if they
were exposed to these two elements,
without knowing there were two ele-
ments, and they took both com-
pletely for granted, in the heart and
the head, I wonder what would be
the result when they got to be 30
or 35 years old.

You still have to deal with the indi-
vidual, though.

Right.

I mean, everybody didn’t come here
with the same equipment to do such
and such a thing. And maybe a man
will come here whose fingers work
well and so forth, but you don't
necessarily come here with all this
equipment . . .

I wasn’t being practical, John . . .
. . . So you're never going to get
all the musicians who are going to
be such and such.

I wasn’t saying that as a realistic
point of view, just as an imaginary
point which could show a possibility
of a thing like that happening in
the future. And I do think it’s a
possibility, and I do think it will
happen.

It's like You've probably
met many people in your life who
have almost the same musical phi-
losophy, and maybe the same back-
ground and musical equipment —
though there aren’t many like you.
But you know what I mean. I mean
that you have the same attitude to-
ward music. It takes that . . . You
can get a great musician that thinks
this way and one that thinks that
way, but together, there’s no rapport,
there’s no compatability. But the
ones who have the same attitude
towards music . . . In a group effort,
if a thing like this could be done—
in very unrealistic terms . . . I'm just
thinking of how the thing could come
about.

Do you think we can sell this to
the world?

I'd like to add something to this.
Again, as J.J. said, there’s nothing
new under the sun. We're all being
a little shortsighted, I think. This is
essentially a human problem, not just
a musical problem.

What we have here is a division of
things into categories that is rooted in
Plato and Aristotle, a division even
of life itself—and I am sympathetic
to those Zen Buddhists, those who
are serious in their study of it, not
the faddists, who see this as an evil
perpetrated on mankind. Blake in
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his poetry talked of the marriage of
heaven and hell, meaning, as I take
it, the union of the intellect and
the emotions.

Major artists all through history
have felt the need of integrating
personality, of achieving a perfect,
flawless integrated functioning of the
mind and the emotions — which I
think are false categories, just as you
have been saying that “classical” mu-
sic and “jazz” are false categories.
The union of the animal and the
angel in every man.

Many of us in this civilization feel
that somebody blasted a gulf in the
general vicinity of our guts, so that
what happens up here and what
happens down here happen in two
different categories. And that ain’t
right. They should happen together.

Bill Russo, who has a very different
view, I think, than anyone here, talks
about feeling with the mind and
thinking with the heart. This has been
the problem of our civilization for
a long, long time. This is what the
Zen Buddhists — and again, I would
emphasize that I mean the serious
ones among them— are aware of.

This is not just a musician’s prob-
lems. This is the problem of every
man living in this mid-20th century.
We've got a hell of a problem. We've
got to get ourselves together, mentally
and emotionally, or we’re going to
end up in a real mess.

No solution . . .

Do you think there’s no solution?

I think everybody here’s doing it.
It1l happen of its own volition. It
can’t be forced or pressed. As long
as there are conscientious people,
like everybody in this room, itll
happen of its own volition. You better
believe that. There are enough very,
very conscientious and for-real guys
in the thing to make this happen of
its own volition. We don’t have to
force the issue.

The main thing is that the real mu-
sical expression of what you want to
do can be anything—it can be in
any direction. It could be like a
revisiting the old tradition and coming
out with some new forms of it, as
Horace (Silver) has done, or it can
be very much different and- way out
on a limb, like Ornette. In the final
analysis, if a thing is really good
musically, I really think it will last.
We can still listen to a Lester Young
solo or a Coleman Hawkins solo. If
it’s really good, it will survive.
That's true.

That is the one thing that is encour-
aging about the future, that the good
things will last. A good thing is a
good thing. How big the audience is
for the thing doesn’t count with me.
With me either. |
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The most distinguished graphic artist ever to turn his
attention to jazz is David Stone Martin, whose remarkable
pen drawings have been known to jazz fans the world
over for more than 15 years.

Martin has himself remained out of the limelight,
though the fame of his drawings has grown with jazz
since World War II. A semilegendary figure to all but a
few of the people in the jazz word. the man behind the
pen is a soft-spoken Chicagoan (he was born in 1913)

Music 1961

who now makes his home in San Francisco.

One of Martin’s earliest jobs was that of Chicago super-
visor of the federal arts programs. This was in 1934
and '35. From 1935 until 1941, he was a mural painter,
working as art director of the Tennessee Valley Authority.
With the coming of World War II, be became art direc-
tor of the Office of War Information, in company with
two other famous artists: Ben Shahn and the late William
Golden. Then he was an artist war correspondent, working
for the Abbott pharmaceutical company, which sponsored
a large program of war art.

His tour as a war correspondent over, he moved to
New York. Jazz pianist Mary Lou Williams introduced
him to Moe Asch, then head of Asch Records and now
head of the Folkways label. A jazz fan since his Chicago
days, Martin had a keen insight into the art, and began
to design album covers for Asch; he was to produce about
200 covers for the label, all done in black and white.

Martin’s covers, widely imitated but never equaled,
were actually born of economic necessity: the stark black-
and-white drawings were much less expensive to reproduce
than other kinds of art work.

Later, Martin, made the first album covers for Norman
Granz' jazz at the Philharmonic label. It is today
the most famous drawing in the history of jazz. A pen
drawing of a trumpeter, seen from a low angle, it was
set against a white-on-gray picture of a concert hall.

The association with Granz was an important factor in
building Martin’s fame in the jazz world. He has done
about 200 album covers for Granz and designed the
Verve label itself.

Martin’s reputation has grown outside the jazz world,
as well. He is in heavy demand for a variety of com-
mercial art, and always his distinctive style is instantly
recognizable, no matter what the subject. But his con-
nection with music is not ended: late in 1960, when
Three Penny Opera opened at the Music Box theater in
Los Angeles, 16 mural panels by Martin were on display
in the theater.

One of the distinguishing characteristics of Martin’s
work is the meticulous attention to detail. Not only does
he capture the feel and atmosphere of jazz performance,
but each detail is authentic. “When doing a clarinetist,”
he says, “I know as well where the fingers go because
I play clarinet. And one of my sons, Anthony, plays bass,
alto, guitar, and a couple of Indian instruments.”

An understanding of jazz, according to Martin, is the
main requisite for the artist who hopes to capture an
intimation of jazz in pictorial form. Jazz, he feels, is “a
musical form involving the listener almost as intensely
as the performer. I think that is the essential difference
between jazz, which I feel is a folk music form, and
other musics.”

Martin has two sons and an 18-month-old daughter.
Stephan, the older son, is 25. “He is completely absorbed
in art,” Martin says. “He is one of the outstanding wood
engravers in America, perhaps in the world.” Anthony
has no plans to be a musician: he too is interested in art,
and works with his father in Martin’s San Francisco studio.

Martin’s working habits depend on the project under
way. But he likes to get his work done in the morning,
and is usually through by 2 p.m.

In the evenings you can probably find him— where
else? — in any one of the San Francisco jazz night clubs,
listening to the music, and absorbing the look of jazz
with those astonishingly sharp eyes of his.

On the following pages, Music 1961 proudly presents
a gallery of David Stone Martin drawings. It is the first
portfolio of his work ever presented by any music
publication. .
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By BILL MATHIEU

In this era of automation even the
composers are mass-produced.

Along  with “personalized” lug-
gage, Hollywood movies, and paint-
a-number art kits, many composers
have taken their place on the assem-
bly line. Music education has become
standardized. Composers graduate
from the academy, each full of com-
mon knowledge, and when they shed
cap and gown for pen and paper, all
their scores turn out the same way.

It's not just an uninformed remark
that “all modern music sounds the
same.” The truth is that it's hard to
find an important composer who has
not been severly schooled according
to the metier of the times, and whose
music escapes the conformity of this
schooling.

That is not to say that self-taught
composers are scarce—they are all too
common; but most of them have
avoided the academy because they
fear its discipline. Composers who are
both disciplined and self-taught are
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nearly extinct, but *here are a few.
Gil Evans is one.

Evans is a 48-year-old arranger-
composer known to the pnblic mostly
through five albums recorded within
the last few years, plus part of one
made more than 10 years ago.

This relatively small body of work
has created a sizable impression on
the public and has caused a sensation
in the jazz world. Evans has become
the new Guiding Light., and is re-
garded by many as the most import-
ant arranger-composcr of this gener-
ation.

Why the fuss?® How couid so little
music cause so much commotion® The
answer is not mysterious. A few
moments of listening will convince the
skeptic that this music is guite differ-
ent from anything clse ever written,
vet it manifests the disciphine, techni-
cal skill, and superb sense of form
common to all great art. How did
Evans learmn what he knows?

Evans’ training was acquired free
from formai. academic scurees. His

()

schoal has been, and is, experience.
His music education not acquired
from direct contact comes from phono-
graph records and the public library.
Nonmusical formal schooling ended
with his high school graduation.

Starting at the age of 21 (in 1933)
Evans led his own dance band for
five vears. In 1941, Claude Thomn-
hill hired him as an arranger. The
liberal, forward-looking ideas of
Thornhil. enabled Evans to begin a
series of experiments in technique.
This early freedom was perhaps the
most fortunate condition in Evans’
development. In art, carte blanche
pays off. Evans began to learn, by
trial and error, how exactly to express
his personal aesthetic.

EVANS recently answered the
question “What artists (compos-
ers, painters, writers, architects, etc.)
have influenced you most and in
what way?”" with this reply:

“In all arts except music I consider
my experiences and knowledge to be
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superficial. Influence is a hard thing
to nail down. It comes from the
simple love of music which character-
izes some musicians’ ‘work, or the es-
sence of freedom, wonder or swing
or courage or misery. It may never
show in the actual musical details
of your work.

“Someone may supply you with
some tools and devices that fit your
emotional needs. Sometimes you
digest someone’s lessons so throughly
that you forget the source—never need
to actually recall the instances or go
back and listen again, until someone
asks you what artists have influenced
vou. Theyre all inside, but you rarely
hear them individually any more.
Also, sometimes things can be whisk-
ed inside of vou so fast and so gently
that vou barely have time to notice
them (if. you do) before thev're full
grown.

“Anyway, early inspirations who
come to mind at this moment are
Louis Armstrong, Earl Hines, Duke
Ellington (and his men), Don Red-
man, Fletcher Henderson, Eddie Sau-
ter, Lester Young, Charles Parker,
Billie Holiday, Leadbelly, Leo Wat-
son, Count Basie (and his rhythm
section), Jack Teagarden, Bunny
Berigan, and many others.

“I had no exposure to the Europ-
ean composers until comparatively
late in life, so my listening experience
is rather limited to the French-Spanish
impressionists and the Russians, and
Bartok, Berg, and Bloch. As you
know, they've supplied me with
plenty of pleasure, harmony, and
orchestration. The first concert record
I bought was Schelomo (Ernest
Bloch), and it floored me so com-
pletely that I never have really re-
covered. However, I can never—just
by sitting here and reciting these
names—tell vou how much I've loved
all these people.”

Just how important does Evans
consider classical technique to be?
There are a bunch of rules in music,
disciplines you might call them, that
prohibit the use of certain combin-
ations of sound. Some of these are
probably pointless, the residue of
outmoded conventions. But it’s poss-
ible that some have validity. Can
there be rules in music? Or is the only
rule the piece itself? His comment on
this indicates his philosophy:

“Rules, disciplines, etc., are val-
uable sometimes as guiding lines as
long as they don’t make you over-
cautious, overcool, or worst of all,
degenerate into pedantry. Trust your
ear.”

HERE has been at least one
specific experience in Evans’
life that readily demonstrates his
personal use of these ideas. In 1941,
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when he started to write for band-
leader Thomhill, Evans was exposed
to the possibilities of the French horn.
Ultimately, his experiments with this
instrument contributed a great deal
to his music as we know it today.
The story is long and colorful. Gil
told it in a 1947 issue of Down Beat.

“Claude formed his own band in
1939 and began developing his
sound,” Evans noted, “based on the
instruments playing without vibrato
except for specific places where he
would indicate vibrato was to be
used for expressive purposes.

“Claude added the French horns
in 1941. That distant, haunting, no-
vibrato sound came to be blended
with the reed and brass sections in
various combinations. It soon became
evident that Claude’s use of no-vibrato
demanded that the registers be low-
ered. Actually, the natural range of
the French horn helped cause the
lowering of the register. In addition, I
was constantly experimenting with
various combinations and intensities
of instruments that were in the same
register.

“A characteristic voicing for the
Thornhill band was what often hap-
pened on ballads. There was a French
horn lead, one and sometimes two
French horns playing in unison or a
duet, depending on the character of
the melody, also playing lead. Below
were two altos, a tenor, and a bari-
tone or two altos and two tenors. The
bottom was normally a double on the
melody by the baritone or tenor. The
reed section sometimes went very
low, with the saxes being forced to
play in a subtone and very soft.

“What made for further variations
in sound was the personal element; a
man might have a personal sound in
playing~let’s say, his bottom part—
that differed from the sound someone
else might get.”

Evans said . Thorhill deserves
credit for the sound, and that “my
influence, such as it has been, was
really through him. His orchestra
served as my instrument, to work
with. That’s where my influence and
his join, so to speak.”

“In essence, at first, the sound of
the band was almost a reduction to
an inactivity of music, to a stillness,”
Evans noted, “for everything—melody,
harmony, rhythm—was moving at a
minimum speed; the melody was
very slow, static; the rhythm was
nothing much faster than quarter
notes and a minimum of syncopation.
Everything was lowered to create a
sound, and nothing was to be used
to distract from that sound—the sound
hung like a cloud.” .

“But once this stationary effect,

“this sound, was created,” Evans con-

tinued, “it was ready to have other
things added to it. The sound itself
can only hold interest for a certain
length of time. Then you have to
make certain changes within that
sound. You have to make personal
use of the harmonies rather than work
with the traditional ones. There has
to be more movement in the melody,
more dynamics, more syncopation,
speeding up of the rhythms.

“As for the influence of Claude’s
band, its sound and writers, I would
say that the sound was made ready
to be used by other forces in music.
I did not create the sound; Claude
did. I did more or less match up with
the sound the different movements
by people like Lester, Charlie, and
Dizzy in which I was interested. It
was their rhythmic and harmonic
revolutions that had influenced me. I
liked both aspects and put them to-
gether. Of course, I'm not the only
one who has done that. Those ele-
ments were around, looking for each
other . . .

“The point was that an interdepen-
dence of modern thought and its
expression was needed. If you express
new thoughts and ideas in the old
ways, you take the vigor and excite-
ment out of the new thoughts.”

N 1949, an opportunity came for

Evans to collaborate with Gerry
Mulligan and Miles Davis in the re-
cording of a series of single sides on
Capitol (H-459) which, taken col-
lectively, form one of the most
important milestones in the develop-
ment of modern jazz. The sound of
Thornhill’s French horns was still
verv much in Evans’ ears, as were all
the new possibilities of voicing and
texture that this sound suggested.
The Mulligan-Davis-Evans band was
a direct result of this development.
Evans continued:

“The idea of Miles’ little band for
the Capitol session came, I think,
from Claude’s band in the sound
sense. Miles had liked some of what
Gerry and I had written for Claude.
The instrumentation for the Miles
session was caused by the fact that
this was the smallest number of
instruments that could get the sound
and still express all of the harmonies
the Thornhill band used. Miles want-
ed to play his idiom with that kind of
sound.

“Those records by Miles indicate
what voicing can do, how it can give
intensity and relaxation. Consider the
six horns Miles had in a nine-piece
band. When they played together,
they could be a single voice playing
a single line. One-part writing, in a
way. But that sound could be altered
and modified in many ways by the
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various juxtapositions of instruments.
If the trombone played a high second
to the trumpet, for instance, there
would be more intensity, because he’d
find it harder to play the notes. But
you have to work these things out. 1
never know until I can hear it.”

Eventually, Evans’ pragmatic ap-
proach, coupled with his faith in his
own ear, resulted in the development
of an effective, disciplined, yet highly
personal approach to texture.

But that only brings us up to 1949.
The experiments continued. Starting
in 1957, Davis and Evans began to
record a series of concertos for trum-
pet and orchestra. Three have been
recorded so far, and, taken together,
they comprise the most astounding
examples of orchestration (among
other things) that jazz has yet wit-
nessed. The records are Miles Ahead
(Columbia CL1041); Porgy and Bess
(Columbia CL 1274), and Sketches
of Spain (Columbia CL 1480).

N these three albums, the 1949

sound was developed to a degree
of sophistication and integrity that
heretofore has been indigenous only to
Western classical music.

Perhaps the most electrifying of
these albums, from the orchestrational
point of view, is Porgy. The ensemble
playing is, for the most part, vibrato-
less. The woodwinds and brass (es-
pecially the French horns) are blend-
ed in unheard-of combinations. Each
instrument is used as a voice, and each
voice plays an important, unique
part. There is seldom such a thing as
a “harmony part” (so common in
contemporary jazz writing), which
requires the player to perform awk-
ward, nonmelodic passages. Just as
in an early orchestral classical piece,
every part is always interesting.
Hence, the music is primarily linear,
even though most of it is harmonical-
ly conceived. In this respect, Evans
and the academy agree.

Even more God-given than his gift
for creating patterns of texture and
sound color, however, is Evans’ ex-
quisite sense of form, or, to be more
accurate, his sense of cumulative
composition.

To have this quality means to know
where to put the climaxes, repetitions,
statements of new material, changes
in tempo; to know how much can be
milked from a passage, how much
emphasis a chord is worth, how many
restatemnents a theme will bear; in
short, to know how to compose a
piece.

For all the talk of Ellington’s use
of instruments, it is this compositional
talent that makes his music so suc-
cessful. The same is true of Haydn,
Brahms, Beethoven, and, incidentally,
Bill Russo, all of whom are not
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essentially melodists or orchestrators,
but put pieces together extremely well.

On the opposite side of the fence
sit men like Ravel, Debussy, Pete
Rugulo—and in fact most jazz com-
posers—who are primarily concerned
with the sound of the piece rather
than its construction. An added bar
here or a deleted bar there would not
make the essential difference.

HEREIN lies the greatest lesson
to be learned from Gil Evans.
It is true that his music is superbly
orchestrated. But it is constructed
along the lines of a late Beethoven
quartet, that is, in such a way that
every bar is a consequence of what
went before and anticipates what is
to come. It is this compositional skill
upon which the meaningful develop-
ment of jazz depends, and it is in this
skill that Evans displays his greatest
talent.

The piece that best embodies this
talent is the Concierto de Aranjuez in
the Sketches of Spain album. It is
the first jazz work containing impro-
visation that stands complete in an
extended form, rather than being a
bunch of pieces strung together. It is
one long organic piece.

Evans comments further, “The
original music is so beautiful that it
would be difficult to do badly by it.
Actually, the wild, sad melody, the
form, the interpretation, performance,
arrangement, orchestration into our
language are the work of a band of
gypsies: Miles, Joaquin, me, and all
our cohorts (including many centuries
of unknown Spanish Moors).”

A word must be said about the
mutual influence that Davis and
Evans have had on each other. They
met in the late '40s and were at-
tracted to each other immediately
through their music and personalities.
This is not surprising, for both men
have a similar “sense of fitness”
(Evans’ phrase) with respect to
composition. The listener cannot help
but notice that they have a profound
respect for and sympathy with each
other’s ideas. The collaboration is so
balanced with respect to similarities
that the differences serve to comple-
ment rather than hinder. The import-
ant point is, however, that each man
has solved, on his own, the personal
problem of emotion versus intellect in
jazz, and these personal solutions,
when brought together, confirm one
another.

Often Evans will write long recita-
tive passages within which Davis im-
provises. Evans’ implicit trust in
Davis’ sense of fitness is most in evi-
dence here. The faith lies in Evans’
conviction that Davis will connect
the written passages perfectly with

his own spontaneous melodies. Davis’
faith lies in the knowledge that Evans
will compose music that requires, for
its fruition, Miles’ personal touch.

Notice how, in I Loves You, Porgy,
after two themes have been stated,
Evans constructs a background com-
posed of the most important element
in the first thematic motif: diatonic
thirds. Davis responds by improvising
long, flowing lines of diatonic thirds,
in a sense picking the notes he wants
from the orchestra and giving them
his own expression.

T is difficult to describe in musical

terms how one knows that these
two men are working toward the same
goal. It is not only that each has
taken on certain characteristics of the
other. There is something nore. But
this something is locked away eternal-
ly within the music, where it belongs,
and will never be spoken.

What can be expected from Evans
in the future? Some composers do not
change their basic approach during
their productive life. Others undergo
profound change. Brahms  First
Symphony sounds similar to his
Fourth (and last). Yet Beethoven’s
Opus 2 is a completely different story
from his Opus 111. Will Evans’ ap-
proach to music change significantly
at some future time?

It would seem certain that Evans
will continue to learn, perfect his
work, experiment with new sounds.
Yet with respect to tonality, at least,
his style has probably reached a
mature stability. Easley Blackwood, a
successful young symphonist, has
said, “No contemporary composer has
any business writing tonal music,” his
point being that contemporary com-
posers should use all materials at their
disposal. How does Evans feel about
this? This way:

“I'm inclined to agree, especially
for a symphonist. But since I am a
writer of ‘popular’ music, I submit
the paraphrase, ‘No contemporary
commercial composer has any busi-
ness if he doesn’t write tonal music.”

It is unlikely that Evans means
“popular” in the sense of “pop.” His
music is meant to appeal with in-
tensity and immediacy to large
numbers of people. He is a composer
of the people, not as in the case of
many of his contemporaries, a com-
poser for composers, or worse yet, a
conductor’s composer.

Recently Evans unveiled a large
new concert orchestra. If enough
people are attracted to the new music
to enable the orchestra to sustain
itself, Evans then will be in a position
to perform a great deal of his own
work, which otherwise might never
get written. If the public responds, a
permanent new direction is assured. B
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EDUCATION
FOR JAZZ

By CHARLES SUBER

History, as has been often observed,
repeats itself. It has happened in
school music, as elsewhere.

From 1870 until 1915, a dominant
form of American musical entertain-
ment was the municipal band. Young
Americans today have little knowl-
edge of the municipal bands beyond
that gleaned from nostalgic movies
incorporating scenes in which the
straw-hat clad young man woos his
sumbonneted maiden to the strains of
a concert in the park. There were
once very big.

These concerts were abetted by lo-
cal merchants. Why? To assure that
there would be a sizeable crowd on
hand on warket days. (And we think
supermarket entertainment is so new!)
Composers such as John Philip Sousa
and Edwin Franko Goidman had their
hevday in the age of the municipal
bands.

But the golden age of the brass
band declined rapidly after the turn
of the century. New entertainments—
the gramaphone and nickel movies
among them — were competing for
the public’s attention. And the coim-
ing of the automobile helped make
community entertainment more mo-
bile and diffuse. Concerts-in-the-park
and concerts-on-the-mall faded away
in a more “sophisticated” age.

Musical instrument manufacturers
felt the pinch. But instead of sitting
back and lamenting. they began look-
ing for markets. Several Elkhart, Ind.,
companies had a measure of success
sending men out on the road to or-
ganize bands in the schools.

Some three decades later, the com-
ing of television and the long-playing
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records, shifts in popular entertain-
ment habits, and other factors were
to militate against the big jazz and
dance bands that had Deen one of
America’s major forms of entertain-
ment since the late 1920s. And this
kind of music followed the precedent
of the Sousa-style music that had gone
before: it found a new home in the
schools of America.

Today, there are more than 5,000
schools in America with jazz and
dance bands (or stage bands, as they
are called in many areas). The nove-
ment has been under way for several
vears. But if, at some later time, mu-
sical historians seek to select one par-
ticular vear as the year in which this
movement came into full bloom, it
is likely that that vear will prove to
have been 1960. But the seeds- were
sewn by 1922, and the ground broken
by the Sousa-style music.

THAT was the year that the
Bureau for the Advancement of
Music was formed with the backing
of funds provided by musical instru-
ment manufacturers. It was headed
by a man named C. M. Tremaine.
Its first public work was to organize
a national school band contest. It was
held June 4, 1923, in Chicago.
From there, the idea spread rapid-
ly. In 1924, Illinois held the first offi-
cial state contest; other states soon
followed suit. By 1933, a competition
held at Evanston, Ill., was able to
attract 5,000 school musicians; by
1936, the national competition (it was
held that year in Cleveland) had
grown so large that it was decided
to restrict events, from that time on,
to regional and state contests.
Dance or jazz bands were not re-
ceiving nearly the same organizational
attention or acceptance, of course.
In Chicago, the McPartland Broth-
ers, Jimmy and Dick, along with
Frank Teschemacher and Bud Free-
man, had organized a small jazz group
at Austin high school. These voung-
sters, and musicians fromn other high
schools, were to be known to jazz
history as the Austin High Gang.
But faculty members at the school
had little to do with the development.
Years earlier, in 1915, one Archie
McAllister had formed a dance band
in a Chicago high school with some
of the most talented members of his
concert band. They played each Fri-
day at the school's “social hour.”
There were other scattered efforts
of this kind. But in general, whatever
jazz occurred in the schools happened
without the help of faculties; jazz,
after all, was regarded as something
fit only for rag-time parlors and dance
halls.

School jazz remained dormant,

Clinician Buddy De Franco

though restive, for about three dec-
ades. In 1950, things changed. Those
factors that had worked to introduce
concert band music to the schools
were now working for jazz.

In addition, there was the expan-
sion of schools that came with the
growing up of the World War 1I crop
of babies. Curricula again were being
liberalized. In many cases, the new
music educators had backgrounds in
jazz or dance music. With big bands
virtually gone from the scene, a
certain musical emptiness faced Amer-
ica. The music was missed by the very
parents of the teenagers now in the
schools: as adolescents, those parents
had danced to the music of Benny
Goodman and Glenn Miller and the
rest, and they did not necessarily
think of jazz as something not quite
respectable:

Indeen, the community at large was
more responsive to juzz than ever
before. Didn’t the State Department
use jazz artists as powerful weapons
of appeal and propaganda through-
out the world?

At home, jazz had reached concert
hall status. It was no longer unusual
to hear jazz in Carnegie Hall in New
York or Orchestra Hall in Chicago
or at the Hollywaod bowl.

But there was one big difference
between the earlier move of concert
band music into the schools and the
development of jazz there: concert
bands had been fostered in schools by
musical instrument manufacturers; the
main impetus for jazz came from
within the schools. It came with a
desire of young musicians to play
contemporary music, the same desire
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that had brought the Austin High
Gang into being.

T WAS a desire that was fostered

by such men as Dr. Eugene Hall
of North Texas State College at
Denton. Not that music dealers or
manufacturers were opposed to it.
The dealers helped organize compe-
titions at the local and regional levels.
The instrument companies provided
a different kind of backing than they
had for concert bands in the 1920s.
They booked outstanding jazz musi-
cians, thoroughly schooled in formal
techniques and methodology, to con-
duct hundreds of clinics and festivals
every year.

Clarinetist Buddy De Franco went
out to teach and inspire high school
musicians with the backing and bless-
ing of the Leblanc company. The
Conn company sent Don Jacoby and
Coles Doty out; Benny Goodman and
Tony Rulli were brought into the
movement by Selmer; and Buddy
Rich conducted clinics for the Rogers
drum company. In addition, men who
devoted themselves full-time to school
music became increasingly active—Dr.
Hall, Matt Betton, Clem DeRosa, and
other educators.

Recognized regional musical festi-
vals, such as the 28-year-old Tri-State
Music festival in Enid, Okla., the
Mid-West Band clinic in Chicago, and
the Mid-East Band clinic in Pitts-
burgh, now have regularly scheduled
stage band clinics or competitions (or
both) as part of their programs.

Improved communications among
schools has been an important impe-
tus to the program. Down Beat maga-
zine has for the past four years been
helping the school jazz movement by
helping disseminate information and
methods. At the end of this article,
you will find a list of events that
have been organized by or with the
cooperation of Down Beat.

In addition, Down Beat awards
scholarships to deserving students
with the cooperation of various or-
ganizations. Down Beat was ‘instru-
mental in the formation of the
National Band Camp, Inc., a non-
profit organization whose growing
aceptance reflects the current stature
and acceptance of school jazz.

The camp was started in the sum-
mer of 1959 by Ken Morris, an Indi-
ana ballroom operator who now serves
as the camp’s director. Its first one-
week session at Indiana university, at
Bloomington, Ind., drew 156 students
from 26 states and Canada. In 1960,
again at Indiana university, a two-
week session attracted 276 students
from 35 states and Canada. In the
summer of 1961, the camp will be
held at three locations, with each
session lasting a week. Indiana, Michi-
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gan State, and Southern Methodist
universities will play hosts to the
camp.

And along with the student clinics,
there will be a band directors’ work-
shop. Each band director completing
the one-week session will receive one
course hour credit from the university
at which the workshop is held.

Obviously, the phenomenal growth
of the camp is rooted in the deep in-
terest in jazz in schools throughout
the country. There are 30,000 high
schools in the United States. Some
5,000 — or one out of six — have or-
ganized dance or stage bands (the
double term is in use because, in some
of the more fundamentalist parts of
the country, “jazz” and “dance” are
still dirty words, necessitating the use
of the euphemism “stage band”) su-
pervised by members of these schools’
music faculties.

The music educator uses the stage
bands as an incentive to better musi-
cianship. If the concert band student
(these bands continue in peaceful and
cooperative coexistence with the stage
bands) attends rehearsals regularly,
keeps his marks up, and behaves him-
self, then he may be eligible for the
stage band.

Benny Goodman

Hundreds of band directors report
that, as a result, the stage bands have
been the chief means of improving
musicianship throughout the schools’
music programs.

For the students, it is a perfect
answer — they get a chance to play
music that is contemporary to them,
with none of the musical disciplines
eliminated.

The movement is not limited to
high schools, however: a growing
number of colleges and universities
are now offering courses in jazz.

North Texas Stage College con-
tinues its 15-year-old program, under
the current direction of Leon Breeden;
Michigan State university has such a
program under Dr. Hall’s direction;
Indiana university’s jazz program is
directed by Edwin Baker; Ralph
Mutchler, a gifted young arranger, is
director of a jazz program at Olympic
College in Bremerton, Wash.; West
Texas State, in Canyon, Texas, has
a program directed by Dr. Ted Cra-
ger; Monterey Peninsula Colege, in
Monterey, Calif., has a program di-
rected by Dr. Bruce Hubbard; Ray
McDonald is in charge of the program
at Los Angeles Valley Junior College
in Van Nuys, Calif.; and the Eastman

Buddy Rich
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Musicians everywhere acclaim the full
sound of “Leeds Stage Band Series” by
Glenn Osser. Now you can HEAR these
arrangements on premium fidelity long
playing records! Your dance band will
enjoy these arrangements with the
name band sound.

We take pride in announcing a new
series by Luther Henderson for a// Swing-

2 in’ Groups —whether the group be a

band within a band, or a unit within itself.

Leeds Stage Band Series 1.
by Glenn Osser. $2.50 each

—_UNDECIOEO

—LITTLE GIRL

—.SUGAR BLUES

| FOUND A NEW BABY

—VLL REMEMBER APRIL

—-EVERYBOOY LOVES MY BABY

__I'LL NEVER SMILE AGAIN

—BABY WON'T YOU PLEASE COME HOME
——FOR DANCERS ONLY
__WOODCHOPPER'S BALL

—ALL OR NOTHING AT ALL
—_HEARTACHES

—C'EST SI BON

(I Love You) FOR SENTIMENTAL REASONS
___THE OLD PIANO ROLL BLUES
—_HOT-CHA CHA CHA

instrumentation | 5 Saxes
3 Trumpets Rhythm
3 Trombones Conductor’s part

Can be played with 3 Brass, 3 Saxes, Rhythm

Leeds Stage Band Series 2.
by Gienn Osser. $2.50 each

—_SALT PEANUTS

—A NIGHT IN TUNISIA

___INTO EACH LIFE SOME RAIN MUST FALL
__PRETTY EYEO BABY

—A SUNDAY KINO OF LOVE

—SOMEOAY (You'll Want Me To Want You)
—_WEODING CHA CHA CHA (Wedding Samba)
__FOR SWINGIN® OANCERS

——JUST BECAUSE

__BATTLE HYMN OF THE REPUBLIC
__SWINGING THE PETITE WALTZ

—1 MISS YOU SO

—__YOU ALWAYS HURT THE ONE YOU LOVE
—| WISH YOU LOVE

—_IT'S A PITY TO SAY GOOONIGHT
___KISS OF FIRE CHA CHA CHA

Instrumentation | 5 Saxes
4 Trumpets Rhythm
4 Trombones Conductor's part

Can be played with 3 Brass, 3 Saxes, Rhythm

Don Jacoby and the College All-Stars

e play Series Two. $3.98

E3881

Leeds “Four Plus Rhythm” Series
by Luther Henderson. $2.00 each

—_MISTER FIVE BY FIVE
—TEACH ME TONIGHT
—PETER PETER PUMPKIN EATER
—LITTLE BO PEEP

—OLD LADY IN A SHOE
—_THREE BLINO MICE
__HICKORY DICKORY 00CK
—TWINKLE TWINKLE LITTLE STAR
—'TAIN'T WHAT YOU DO

—HI 0I00LE OIDOLE

~——MARY HAO A LITTLE LAMB
~——HUMPTY DUMPTY

—LITTLE BOY BLUE
—ROCK-A-BYE BABY

—RAIN RAIN GO AWAY
—~-~LOVER MAN

Instrumentation | Trombone

Trumpet —or 2nd Tenor Sax
Alto Sax Rhythm
Tenor Sax Conductor’s part

for your listening and dancing pleasure
LEEDS "FOUR PLUS RHYTHM"
SERIES

by Peter Todd & his swingin' eight

Peter Todd and his Swingin’ Eight play

“Four Plus Rhythm’ Series. $2.98

These arrangements and recordings of the Leeds Stage Band Series and the “Four Plus
Rhythm" Series, are now available at your llocal music stores. . . or order directly from

LEEDS MUSIC CORPORATION - 322 West 48th Street, New York 36, N.Y.
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School of Music at Rochester, N.Y.,
offers during its summer session a
course in modern arranging by Ray
Wright.

Meantime, Boston’s Berklee School
of Music continues at the best all-
jazz music school in America, and
therefore, in the world; it attracts stu-
dents from countless countries. It has
been an important force in school
jazz. Berklee offers a full degree in
music, in addition to specialized jazz
courses.

VEN the conservative Music Edu-

cators National Conference is be-
coming increasingly aware of school
jazz. For the past six years, it has
programmed a jazz clinic at its na-
tional conventions, and is working
with Down Beat to formalize stand-
ards and methods of teaching for
school jazz.

Today, recognition of the impor-
tance of the school jazz movement is
spreading through organizations in
every phase of the music world. Her-
man Kenin, president of the American
Federation of Musicians, recently pre-
sented bandleader Stan Kenton (him-
self an important force in school jazz)
with a $1,000 check for scholarships
to the Kenton clinics that are an
integral part of the National Band
Camp.

And Capitol Records has not only
donated scholarship money, but will
record several school jazz festivals,
giving proceeds of the record sales to
the schools.

The Guitar Manufacturers Associa-
tion has given money to Down Beat
to be used in hiring guitar clinicians
for the festivals organized in coopera-
tion with the magazine. The Wurlitzer
piano company has done the same for
the hiring of piano clinicians. ASCAP
and BMI have been helping where-
ever possible. For example, BMI pub-
lishes a series of jazz composer book-
lets for distribution to schools.

Audio companies such as V-M and
Ampex are providing equipment and
counsel for the Down Beat clinics.
The National Association of Music
Merchants is distributing a booklet
published by Down Beat and titled
How to Organize a Stage Band
Festival.

In 1950, there were virtually no
special arrangements for stage bands
on the market; ten years later, some
1,500 were available, with new firms
such as Kendor, of Aurora, N.Y., and
KSM, of Fort Worth, Texas, in the
field. The Berklee school is also enter-
ing the picture with a subsidiary
called the Berklee Press. Its first pub-
lication, to appear early in 1961 is

(Continued on page 102)
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Jonah and his OLDS

The muted jazz of Jonah Jones on his trumpet is a sound
that’s keeping the jazz world talking about that Jones
boy—and listening for his every mellow, muted note.

It’s Jonah —leading his group in the bright,easy-swinging
Jones style and adding his own lyrical improvisations
and off-beat accents—who fills Manhattan’s
Embers, packs Chicago’s London House, and sells his
Capitol LP recordings (how they sell!). “The group has
reached the point where everything blends,” says Jonah,
“‘and we have our sound.” What a sound —bright,
irresistible, captivating, fascinating, subtly sophisticated.

It takes an Olds to make music for Jonah. He’s played
Olds trumpets —and only Olds—for the past twenty years.

Jazz began for Jonah on a Mississippi riverboat back
in ’29. It took him through a career that reads like a
history of jazz, while he matured his own unique style.
Jonah has played his Olds with such all-time greats as
Horace Henderson, Wesley Helvey, Jimmie Lunceford,
Stuff Smith, Lil Armstrong, McKinney’s Cotton Pickers,
Fletcher Henderson, Benny Carter, Cab Callaway,
Dizzy Gillespie, and many others. He and his Olds have
toured Europe, played in the pit for Porgy and Bess,
appeared at the swankiest night spots and on
TV spectaculars—he was fabulous recently in
“An Evening With Fred Astaire.”

Jazz devotees who hear Jonah’s muted Olds—and
late at night his open horn—say
no one sends them like Jonah.

jazz like Jonah’s happens only with an

F. E. OLDS & SON
Fullerton, California

JONAM JONES QUARTET, Capitol Recording Artists
Music 1961 21



A few years ago, the trumpet section of the Lionel
Hampton Band contained three remarkable young men:
Clifford Brown, Art Farmer, and Quincy Jones. When
the Hampton band toured Sweden, these three slipped
away to do an after-midnight recording date with some
of the best Swedish jazz musicians. For it (Prestige 167),
Quincy wrote a semi-ballad called Stockholm Sweetnin’;
on it, Brownie played one of his most inspired solos.

In 1956, Clifford Brown died in an automobile crash
that shook the jazz world. Quincy was one of the most
severely shaken: Brownie had been a close personal friend.

Later, when Quincy was writing the big band arrange-
ments for his album, This Is How I Feel About Jazz (ABC-
Paramount 149), it was inevitable that he should include
Stockholm Sweetnin’. Had it not been the Stockholm
record date that brought the first widespread recognition
of his remarkable talents as an arranger?

Quincy turned his composition into a tribute to Clifford:
with reverent care, he completely orchestrated Brownie’s

trumpet solo. And he created one of his most moving
arrangements to date.

When the editors of Down Beat decided to print a full
big-band arrangement in Music 1961, the Stockholm
Sweetnin’ classic was an inevitable choice. But the original
arrangement was almost impossible to track down. It
turned out that only the separate parts could be found,
and in the process of recopying, errors had been intro-
duced and changes made.

The parts were turned over to Bill Mathieu, young
Down Beat columnist and a gifted arranger in his own
right. In what amounted to an example of jazz musicology,
Mathijeu listened to the recording and reconstructed the
original arrangement — with the same kind of care with
which Quincy had orchestrated Brownie’s trumpet solo.

On the following pages, you will find the product of
his efforts. It is published here for the benefit of student
musicians who might want to play it and arrangers who
might want to study it, and as a tribute to Clifford Brown
and Quincy Jones. L

4/

Distributed by

g JIMMY WYBLE GReaT GUITARIST FEATURED WITH
) BENNY GOODMAN & RED NORVO.

Guildl et

GUILD GUITARS, INC., 300 Observer Highway, Hoboken, N.J. + PACIFIC MUSIC SUPPLY CO., Los Angeles - TARG & DINNER, INC., Chicago
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PIANO T

Because of space limitations, letters [t], [JI, M, and [N| Letters M and [N/ are a 16 bar piano solo.
are not fully shown on the score.
Letters (1] and are the first 16 bars of the alto saxo-

phone solo. The chord changes are reproduced below:
_Am_nmmnmgé#ﬂ I S R P s PR R PR L V'Y 6 2”547
= W e o > oo e e e 1 . = - - \
P o a4 Ca®) a0 2,00 i W) g ¢y % 2V 6,47
— == e = = - = = =

Lo tamaon [T 20099 oy 200 |z ey g, 4 - fdin 2 2 sols 2o af
j; =——% B e e e e e e P T = - o —
oamp ol cad® o D0 i ey g, R G PN -7 [
e e et e e T e =
Letters [t} and should be played by the drummer, the Letter M and [N| should be played by the drummer, the

bassist, and the altoist, only. bassist, and the pianist, only.
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(OLD PRICES?)

SELMER Porta-Desks

NEW Deluxe Porta-Desk*

Completely redesigned! Has new Shadow-Box
front to set off the band’s name. Two-tone blue
finish gives the band a smart evening-dress look.
Music shelf holds 350 double sheets in easiest
reading position. *Patent Pending

Still priced at only $2.95 each

NEW Hollywood Porta-Desk

Redesigned to add new attractiveness to its old
economy! Rich red base has gray tweed-design
shelf with a front panel to give the band’s name
top billing. Same height and music capacity as
Deluxe Model.

Still priced at only $2,25 each

All Porta-Desks fold flat—one man can easily carry enough for the entire band!

RISER to match the new PORTA-LIGHT; fits all Porta-Desks or SELMER, Elkhart, Indiana Dept. C-602

Deluxe model adds 18" any flat front stand. 8-ft. cord, switch R 4 . ot \ deat
to total height for bass and bulb. Dark brown finish metal. % P'l“" sen d"”;";sz :‘Y :':"S’h °b "':’“f S“I er
ease sen ocke owboOo [+) elmer

0 plcyers cndsc.‘onsdoucfor;. $2'75 Musical Products and Accessories.
.50 eac
Name — .
Address _— S -
;\\_‘J City . _ State

Distributed only by SElMPT ELKHART, INDIANA

Music 1961
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VIBIST

MILT
JACKSON

OF THE

THE worLD'S ©

PLAY D

REAT VIBISTS

geAGAN VIBRAHARL .

FOR INFORMATION ON THE VIBES MILT JACKSON PLAYS, WRITE:

J.c.DEAG

102

™ ,INC. 1770 WEST BERTEAU AVENUE
CHICAGO 13, ILLINOIS

(Continued from Page 90)

Developmental Techniques for the
High School Stage Band, a book writ-
ten by the Rev. George Wiskerchen,
C.S.C., a Roman Catholic priest who
directs the award-winning Notre
Dame High School Stage Band in
Niles, Ill.

Despite all this activity, there is
more work to be done. All music
educators must be made to realize
that modern American music has
proved itself to be a valuable tool in
developing young musicians.

School jazz can well provide the
answer to the music educator’s most
perplexing problem: Why does the
music student lose interest in his in-
strument so rapidly? At least 50 per
cent of grade school musicians give
up their instruments on entering high
school. Jazz has proved that it can
provide the motivation to make a stu-
dent stick with his instrument, for the
pure personal satisfaction he derives
from it, if nothing else.

More clinics and festivals have to
be organized, not only to keep up
with the demand, but to further im-
prove the standards of musicianship.
If this is to happen, all educators and
their supervisors must be made to
understand that jazz is not a threat to
their music programs or their jobs.

Jazz, in the form of stage bands or
combos, is intended as just another
means of musical expression in the
schools. It is not meant to supplant
anything or anyone, but rather to
augment and improve programs al-
ready in existence.

When educators fully realize that
20th Century American music is as
valid and valuable as 19th Century
European music, jazz in the schools
can be expected to grow even
further.

SCHOOL JAZZ
EVENTS OF THE YEAR

Jan. 10 Madison, Wis. Stage band
clinic sponsored by University of
Wisconsin. Clinician, Fred Kep-
ner, U.S. air force.

Jan. 10 Chicago. High school jazz
combo competition sponsored by
South Town Youth Concerts as-
sociation. Winner: John Light
Quartet from South Shore and
Bowen high schools, Chicago.

Jan. 16 South Charleston, W. Va.
High school stage band festival
sponsored by Down Beat and
Gorby’s Music House. Clinician,
Art Dedrick. No “winners”
chosen.

Jan. 30 Effingham, Ill. High school
stage band festival sponsored by
Down Beat and Samuel’s music

Music 1961



Two
Great

Names

at

“The Jazz Corner
of The World”!

O

O

BIRDLAND

“Birdland and Gretsch Drums just
seem to go together,” says Oscar
Goodstein, manager of the famous
New York Jazz Club. “At Birdland,
only the best will do and as most of
the drummers play Gretsch drums,
we always keep a Gretsch outfit on
hand.” For modern sounds on the
most modern drums and for a great
time, be sure to drop in at Birdland
whenever you’re in New York City.

And for a record experience you
will long remember, pick up Rou-
lette Records “Gretsch Drum Night
at Birdland” Album, featuring
“Philly”’ Joe Jones, Art Blakey,
Elvin Jones, and Charlie Persip as
they top each other in a battle royal
recorded live at the annual Gretsch

Night at Birdland.

v /
’ . ¢
2y
K s
¥
.

Monaural R52049 Stereo SR52049

For details on these modern Gretsch Drums and favorite Gretsch accessories played by the comsistent top winners of drum-popularity polls, write to:

DY-61

GRETSC

Music 1961

THE FRED. GRETSCH MFG. CO., 60 BROADWAY, BROOKLYN11,N.Y.
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Bmzaweo

world’s only thickness gauged drum heads

As all good drummers know, the snare and batter heads of a drum must
counter balance with micrometer precision to attain—and maintain—
the exciting new drum sound of the Sixties. Only Amrawco exclusive
thickness gauging of heads gives you such perfection . . . every time!

¥ write for free gauge booklet detailing the importance of correct head balance.

AMERICAN RAWHIDE MFG. CO., 1%&4 STREET, CHICAGO 22, ILLINOIS

W . HAY
12 Piedmont Street
Boston 16, Mass.

FLUTES -
PICLOLOS

nyv.eranch: Wm. 5. HAVNES (0.
157 West S7th Street, New Vork 19, N.V.

FLUTES

N E w i1l ® Graded Dance Band Orchestrations
o0

¢ Developmental Techniques for
the School Dance Band Musician

B E R K I. E E ® |LP's and Scores ® Method Books

from . .

P R E s s ® Correspondence Course
For complete information and FREE list write to:
A Division of BERKLEE PRESS PUBLICATIONS
Berklee School of Music 284 NEWBURY STREET @ BOSTON 15, MASS.
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store. Clinician, Gene Stiman. No
“winners” chosen.

Feb. 15, 16 Spokane, Wash. High
school stage band clinic spon-
sored by Clark Evans. Clinician,
Coles Doty.

Feb. 200 Le Mars, lowa. High school
stage band festival sponsored by
Down Beat and Le Mars high
school. No “winners” chosen.

Feb. 20, 21 Brownwood, Texas.
High school stage band festival
sponsored by King’s music store.
Clinician, Dr. Ted Crager. Win-
ner: Jefferson Davis high school,
Houston, Texas.

Feb. 22 Tampa, Fla. High school
stage band clinic sponsored by
Leggett music stores. Clinician,
Coles Doty.

Feb. 24 Gainsville, Fla. Stage band
clinic sponsored by University of
Florida. Clinician, Coles Doty.

Feb. 25 Tallahassee, Fla. Stage band
clinic sponsored by Florida State
and Florida A&M universities.
Clinician, Coles Doty.

Feb. 27 Fort Lauderdale, Fla. Stage
band clinic sponsored by Brown
Music Co. Clinician, Coles Doty.

March 53 Oak Lawn, Ill. Stage band
festival sponsored by Down Beat
with Oak Lawn high school and
Lvon & Healyv music stores. Clini-
cian, Don Jacoby. Winner: Notre
Dame high school, Niles, Il

March 11 Milwaukee, Wis. Stage
band festival sponsored by Down
Beat with Beihoff music stores
and Milwaukee Boys club. Win-
ner: Mary Bradford high school,
Kenosha, Wis.

March 12 El Dorado, Ark. Stage
band festival sponsored by Down
Beat with El Dorado schools.
Clinician, Don Jacoby. Winner:
Texarkana high school, Texar-
kana, Texas.

March 12, 13 Columbus, Ohio.
Stage band festival sponsored by
Down Beat with Covle’s music
stores. Clinician, Buddy De
Franco. Winner: Linden McKin-
ley high school, Columbus, Ohio.

March 18, 19 South Bend, Ind.
Collegiate Jazz festival sponsored
by Down Beat with University
of Notre Dame. Winners: big
band— North Texas State college,
Denton. Texas; combo—Fairmont
State college, Fairmont, \W.Va.

March 22 Atlantic City, N.J. Jazz
piano clinic sponsored by Down
Beat with the Music Educators
National conference. Clinicians:
Billy Tavlor. Hall Overton, John
Mehegan, and Bobby Scott.

March 25  Philadelphia, Pa. High
school stage band contest spon-

Music 1961



When George Van Eps plays the guitar, pros listen in generous appreciation of the unique qualities of his
art that sets Van Eps apart as the master of his medium. e Fleet fingered—yes! Amazingly talented—yes!
But his playing is more than talent or technique. It is enriched with his own creative mind and imagination,
seasoned by impeccable taste and the special quality that is George himself. The result is a magical mellow
guitar like no other. And George achieves it on an Epiphone. e Long regarded as the pros’ pro, George
always has a full schedule of recordings and TV dates . .. his artistry has added luster to the music of Paul
Weston for a dozen years. He has appeared in the TV series, Pete Kelly's Blues, and with many others. His
Columbia solo album, “Mellow Guitar,” remains a best seller. Always demanding of himself and his guitar,
he has never wavered in his th'rty years of loyalty to Epiphone instruments. For further information write

Epiphone, Inc., 210 Bush Street, Kalamazoo, Michigan.
C€PIPHONE

another fine product of Chicago Musical Instrument Co.
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Four
Generations
of

”M%Mr

FLUTES and
PICCOLOS

£

EMEINHARDT CO., INC.

K.G. GE
P.0. Box 88, Elkhart, Indiana

Sru;plémenf( ):our INCOME

n ARRANGING

Learn the tricks
that leading
Musicians use!

Study at Home
in Spare Time

UEC'S HOME STUDY
COURSE in
ARRANGING is
simple, thorough!

Polish up your talents! Learn to arrange
for all the standard instruments. Earn
big fees! Learn techniques to make musi-
cal arrangements that really sparkle!

SEND TODAY for Sample lessons & Free Catalog.
Check course of interest. No salesman will call.

T "UNIVERSITY EXTENSION——

CONSERVATORY
Dept. 211A, 2000 S. Michigan, Chicago 16
{0 Dance Band ARRANGING {1 Piano
[J Marching Band Arranging O Guitar I
O History, Analysis of Music O Violin
{J HARMONY {1 Nermal Piano
{0 Double Caunterpoint {0 Choral .
O Advanced Composition Conducting
Name. Age.
Street
City. State.
Music Experience
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sored by Philadelphia Junior
Chamber of Commerce. Winners:
Pennsbury high school, Levit-
town, Pa.

May 3 Oklahoma City, Okla. Col-
lege jazz concert sponsored by
Oklahoma City university.

| May 6 Enid, Okla. Stage band festi-

val sponsored by Down Beat with
the Tri-State Music festival.
Clinician, Buddy DeFranco.
Winners: Class A—Permian high
school, Odessa, Texas; Class B—
Ector high school, Odessa, Texas;
Class C—Caldwell high school;
junior—Kerr junior high school,
Del City, Okla.

May 21 West Hempstead, N.Y.
Stage band festival sponsored by
West Hempstead public schools
and the Eastern Music Box,
Farmingdale, N.Y. Clinician,
John Warrington. No “winners”
chosen.

May 30 Monterey, Calif. College
jazz contest sponsored by Mon-
terey Peninsula college. Winners:
big band—Los Angeles Valley
Junior college; large combo—San
Francisco State college; small
combo—San Diego Junior college.

June 27 - July 8 Minneapolis, Minn.
Jazz workshop sponsored by Uni-
versity of Minnesota. Clinician,
Herb Pilhofer.

July 18-29 Rochester, N.Y. Arrang-
ers’ laboratory workshop spon-
sored by Eastman School of Mu-
sic. Clinician, Ray Wright.

Aug. 1-7 Carlsbad, Calif. Stage band
clinic sponsored by Camp Pa-
cific. Clinician, Art Dedrick.

Aug. 7-20 Bloomington, Ind. Na-
tional Stage Band Camp, pre-
senting the Stan Kenton Clinics,
sponsored by Down Beat with
the National Band Camp, Inc.
Clinicians, Stan Kenton, Dr.
Gene Hall, Matt Betton, Edwin
Baker, Leon Breedon, Conte
Candoli, Clem DeRosa, Sam
Donahue, Coles Doty, Russ Gar-
cia, John La Porta, Jim Maxwell,
Charlie Perry, Jack Peterson,
Johnny Richards, Phil Rizzo,
Eddie Safranski, Sal Salvador,
Ray Santisi.

Down Beat scholarship winners for
1960:

To the Berklee School of Music,
Boston, Mass.:

Heinz Bigler (alto saxophone) Vienna,
Austria.

Richard Rodney Bennett (composer-
arranger) London, England.
James Graham Collier (composer-

arranger) Bedfordshire, England.
Chuck Fowler (piano) Christchurch,
New Zealand.

INTERNATIONALLY
RECOGNIZED
EDUCATIONAL
CENTER
for the STUDY
of JAZZ

°
* Degree Course
* Diploma Course
* Arranging &
Composition
* Big Band
and Combo
Ensembles

* Jaz Workshop

* Correspondence

Course
™

o New Berklee records,
scores & publications
now available.

@
First Semester Classes
begin September -
January - May
SPECIAL SUMMER COURSES
begin June 12 and July 24
— Write for informotion —
BERKLEE SCHOOL of MUSIC

284 NEWBURY STREET
BOSTON 15, MASS.

okl
Ko
el
-
- -
G
i

VOCAL
TEACHERS/COACHES

Phil Moore’s

FOR SINGERS ONLY
KITS
0 S D S A $] 2,,,,

your business stationery). kit

PROGRESSIVE INSTRUCTORS
successfully use “*KITS''—the
economical & practical way
to obtsin POP REPERTOIRE
for students.

CARNEGIE HALL

F. < w
. Phil Moore &5/ %e"

MODERN
SPECIAL ARRANGEMENTS
for DANCE BANDS

of any Size . . . Any Instrumentation.
Written by Gil Evans, Art Dedrick,
John LaPorta, etc.

Send for Free List

KENDOR MUSIC, INC.
DELEVAN, NEW YORK
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SHELLY
MANNE

PLAYS THE NEW

ced/yf DRUMS

WITH THE NEW SOUND

SHELLY MANNE
FIRST
IN

DOWN BEA'T POLL!

Music 1961

Again and again, Shelly Manne and his LEEDY drums
are in first positior over all drummers. Down Beat’s
famous Readers Poll brings to light the country’s
favorite musicians . . . Shelly Manne brings to light
once again the favorite name on drums in the
country — LEEDY.

Shelly’s extreme perfection is evident as is LEEDY'S
built-in perfection, workmanship and true quality.
Your dealer will be happy to show you LEEDY equip-

ment and the many pearl color samples from which
your next outfit may be chosen.

Leedy Drum Co., 2249 Wayne Avenue, Chicago, Il
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. that’'s CAMCO’S
floating-action drum
pedal! Balanced for
fast, easy action—ad-
justable for completely
controlled power! 315
oz. of chrome-plated
aluminum that felds
into one easy-to-pack
piece. It’s the fastest
pedal made! See it at
vour CAMCO dealer
or write CAMCO
Drum Accessories Co..
9536 S. Tulley, Oak

Lawn, Il CAMCO

The English
TN Drums

everyone's
talking about

See your dealer or write:

HALL DRUM CO., 315 Decatur St., New Orleans 16, La.
PACIFIC MUSIC SUPPLY CO., 1143 S. Santee St., Los Angeles 15 Calit.
In Canada: CANAOA MUSIC SUPPLY LTD., 714 St. James St. W., Montreal

THE NAME TO REMEMBER
A A

C FLUTES Eh SOPRANO FLUTES G ALTO FLUTES PICCOLOS

W. T. ARMSTRONG COMPANY, INC. ELKHART, INDIANA

Estimates for engraving
and printing gladly furnished ® Any publisher our
reference ® Highest rated in the United States

1801 WEST 47TH STREET  °  CHICAGO 32, ILLINOIS

ner

CAMCO — DEAGAN — GRETSCH — LEEDY — LUDWIG — SLINGERLAND — ZILDJIAN

ﬂw/p/uw:al Dresn S/tOfZ, Ine.

854 IN. Vine St. HO 9-6285

“‘everything in percussion’’

Hollywood 38, Calif.
mail orders answered promptly

PRESENTS
PINNACLE
;:’counmc‘s A Peak inTraditiomal Jagg !

FRANZ JACKSON
Orvginal Jass AU-Staws
“A NIGHT AT RED ARROW™

N.Y.63,N.Y. ask your dealer
$358 S. WELLS ST. CHICAGO 9.ILL.

William Russo
Composing for the Jazz Orchestra
A complete correspondence course.
Taught at the Manhattan School of
Music and the School of Jazz, Lenox,

Mass.
3725 Blackstone Ave.
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Allan Paul Goodline (alto saxophone)
U.S. army.

Donna K. Jewel (vocal-piano) Knox-
ville, Tenn.
Edward A. Sears
Bend, Ind.

To the National Stage Band Camp,
Indiana university, Bloomington, Ind.:
Dan Baker (director) Columbus,

Ohio.
Bill Bateman (bass) Camden, Ark.
Bill Braun (guitar) Chicago.
Bill Briggs (director) Texarkana, Tex.
Michael Cheskiewicz (alto saxo-
phone) Philadelphia, Pa.
Nelson R. Diers (trumpet) Cincin-

(piano)  South

nati, Ohio.

James Gillespie (alto saxophone)
Niles, Ill.

James Frawley (guitar) St. Paul,
Minn.

Sam Harris (guitar) Owensboro, Ky.
Carlisle Hume (trumpet) Gary, Ind.
Leon Messa (director) Philadelphia,

Pa.

Tom Mustachio (piano) Fairmont,
W.Va.

Ralph Mutchler (arranger) Bremer-
ton, Wash.

Bing Nathan (piano) Scarsdale, N.Y.

Marshall Otwell (piano) Maumee,
Ohio.

Frank Parent Jr. (tenor saxophone)
Logansport, Ind.

Gene Parker (alto saxophone) Mau-

mee, Ohio.
Rick Rahn (bass) Deerfield, Ill.
Lowell Richards (trombone) Elk-
hart, Ind.

Jerry Roe (bass) Snyder, Texas.

Tony Scodwell Jr. (trumpet) Beloit,
Wis.

Vincent Scungio (trumpet) Indiana,
Pa.

Ed Sheftel (trumpet) Highland Park,
11l

Donald Sitterly (piano) Decatur, Ill.

Mike Thompson (alto saxophone)
Jefferson City, Mo.

Sidney Townsend (bass) Columbus,
Ohio.

George Welland
Wis.

Contributors to the Down Beat
scholarship fund for 1960:
Willard Alexander agency, New York
City~for directors.
Associated Booking Corp. New York
City—for directors.
C. G. Conn, Elkhart, Ind.—for wind
instruments.
Fender Sales Corp., Santa Ana, Calif.
—for fretted instruments.
General Artists Corp., New York City
—for directors.
Guitar Manufacturers association—for
fretted instruments.
H. & A. Selmer, Elkhart, Ind.—for
wind instruments.
Wurlitzer Co., DeKalb, Ill.—for key-
board instruments.

(bass) Appleton,
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HEAR
HOLTON
“HORNS
A'PLENTY”

In Dick Schory’s
Exciting New
Brass and Percussion

Spectacular
On RCA-Victor!

Dick Schory is a perfectionist — therefore it is no
accident his top brasswind players (7 out of 9!) use
Holtons. Listen to the Holton sound on this exciting
new RCA-Victor recording — test play the new Holtons
yourself and feel the satisfying difference. When you'’re
out after the very best in brasswind performance, like
Dick Schory you’ll want Holton “horns a’plenty”. See
your Holton dealer today!

FRANK HOLTON & CO., ELKHORN, WIS.

“Wild Percussion and Horns o’Plenty’’ is available
on both noural and st phonic LP discs—$3.98
and $4.98 respectively.

LIVING STEREO DICK SCHORY’s is one of the most amozing present-day talents
in the field of arranging and conducting. His RCA-Victor re-
cording of Music for Bang, Baroom and Harp has been on the
best seller lists for neorly o year; Wild Percussion and Horns
a'Plenty is heoded in the some direction. Dick selects his
musicions on o basis of experience ond reputation, as they in
turn select Holtons an the basis of their quality ond the
experience and reputation of the moker.

RCAVICTOR | o
Wio
PERCUSSION

i‘ -

! Holton Artists Featured in This Album include
" [top] Arnold Jocobs, Chicogo Symphony Orches-
tro bossist; Poul Crumbough, CBS Stcff ond free-
AND HORNS A'’'PLENTY lance trombonist; free-lonce hornists Fronk Brouk
ond Ethel Merker; Philip Forkos, for mony yeors

AN\l
A -\ :" ( & 1 Ist Hornist of the Chicogo Symphony and now

3 n on the faculty of Indiono University; [below) |
M- free-lonce Worren Kime (2nd from left) free-lonce
Mark McDunn (2nd from right), and Poul Crum-
TS Y SN B AT T bough (far right). Also shown: Bili Honley and /
Frank Panico.
DICK SCHORY'S Hiemaic ey

VAL @ GOMIPAI WM e ¥ bew WU P N0 W BBTWIOTM  Tac W 9es B
reeygivageuinlypeyagidy e aintoagtay acty-pusiip-yrte P ey '
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Lorto

introduces a
startling new
breakthrough in
bass design

“To me the ZORKO bass has a lot of
excellent features that should be of great
interest to every bass player. Just think-
ing offhand, I'd sav the thing I really
enjoy abhout it is the volume control
which allows practicing late at night or
in hotel rooms on the road. But I guess
some of the other things about a Zorko
are more important; like the adjustable
neck for raising or lowering action, the
double bridges for amplifying gut
strings, the beautiful fibre-glass finish
which is not subject to climatic changes
and it’s non-breakable . . . and believe
me. the sound is a gas. Oh, yeh, the
Zorko also has a full bass scale and can
be bowed. All in all, it’s full of extra
features that have been needed on a

bass, and 1 dig it.
Red Mitchell

%COIPOM{QJ
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THE ADVANC

= OF STEREO

By CHARLES GRAIIAM

Because the improvisations of jazz
exist only in time, and can never
again be made in just the same way.
jazz s the most elusive of the arts.
But those improvisations can be
captured for reproduction on tape
and discs. That’s why the art of jazz

through records. The influences of one
musician on another are so obvious
and numerous as to be beyond further
comment. As a matter of fact, many
jazzmen now limit their listening so
as not to be too strongly affected by
the playing of others.

Jazz and its reproduction may both
be on the brink of impending won-

year’s end was still monophonic.
Sterco installations are now the goal
of most music listeners.

With components, the music lover
can assemble a playback setup as
good as the best studio system, and
many have done it. Even the makers
of packaged phonographs and com-
binations have greatly improved the

Gene Gifford, long-time arranger-
guitarist with the Casa Loma Orches-
tra, relaxes by designing and building
new audio gear between penning ar-
rangements for recording dates.

J. J. Johnson is an avid audiophile.
He wired his own Wynaco amplifiers
and has an elaborate setup, including
University speakers, Audio-Empire
arm, cartridge, and turntable.

Trumpeter Ruby Braff plays along
with a record in his living room. Last
year, Braft installed a new Garrard
changer with Pickering cartridge,
Eico amplifiers and Eico speakers.

and the science of recording are so
interwoven. Records always have been
(and still are) the strongest lifeline
of communication between jazzman
and listener.

All jazz musicians listen to record-
ings. Most first heard their predeces-
sors on recordings, and the interplay
of ideas and styles among them has
multiplied many hundreds of times

Music 1961

ders, but the direction of the science
can more clearly be predicted than
can that of the art.

High fidelity is becoming synony-
mous with stereophonic recordings—
(including an ever-increasing propor-
tion of home recordings.) Stereo
phonographs and high fidelity systems
are no louger unusual, although about
80 percent of all home listening at

fidelity of their instruments.

Good stereo sets are offered with
separate speakers, which may be
purchased later if desired. A fair-
sounding packaged phonograph may
be bought for as little as $125 in a
small wooden console, with the second
speaker costing only $30 to $50.
Minimal high fidelity component
stereo  setups start at about $1350.

i



§.2200 FM/AM/MX Stereo Tuner —$179 50

—- —

o EE—
v.-" 22022 '-

$-3000 [II FM/MX Stereo Tuner—3$105.50

) ,

< IS
=

—_—

=
e

$-5000 11 Stereo Dual Amplitier-Preamp.
80 Watts music power—$199.50

$-2200 — $-3000 I — Sherwood tuners have
consistently won outstanding honors from
most recognized testing organizations. They
feature 0, 95uv sensitivity, Interchannel Hush
noise muting system, ‘'‘Acro-Beam’ tuning
eye, cascode balanced input, automatic fre-
quency control, and on the S-3000 I, “local-
distant’” switch, ‘'Corrective’ inverse feedback.

$-5000 II—'The Sherwood S-5000...shows no
compromise or corner-cutting in design or
construction.”—HIGH FIDELITY MAGAZINE.
The Sherwood S-5000 was highest rated by the
American Audio Institute (and other testing
agencies)...now even better, the S-5000 II
has 80 watts music power, scratch and rum-
ble filter effective on all inputs. Plus Single/
Dual Bass and Treble Controls, Mid-Range
Presence Rise, Stereo-Mono Function Indicator
Lights, Phase-Reverse Switch, and Damping
Factor Selector.

$-5500--Same as S-5000 II except 50 watts
music power, no presence rise. $159.50.

New modular component furniture—The seri-
ous hi-fi enthusiast will appreciate Sherwooed's
new cabinetry in fine hand-rubbed walnut.
Sherwood also makes FM Multiplex Adapters
and Crossover Networks as well as these out-
standing Monophonic units: $-2000 1I FM/AM
Tuner $145.00. S-1000 II “Music Center”
Amplifier-Preamp. 36 watts $109.50.
Sherwood Electronic Laboratories, Inc., 4300
N. California Ave., Chicago 18, Illinois.

Modular Component Furniture

Only for those
who want the ultimate

For brochure write Dept. 3v,
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taper off after $1,000 with diminish-
ing returns for more money spent
bevond this point.

Musicians always have been among
the most avid high fidelity enthusiasts.
Just as the vears 1956 to 1939 saw
many musicians  setting up high
fidelity components systems, during
1960 musicians were in the forefront
of the swing to stereo. Such men as
Roy Eldridge, Dizzy Gillespie, J. ].
Johnson, and Benny Golson have con-
verted to stereo.

TEREO discs are now available

in most record stores. Most
companies still list stereo discs at a
dollar more than mono versions. Many
of the studio recordings made in the
last half of the ’50s, since they were
mastered on stereo tapes, have been
issued on stereo discs. Mono is more

trombone-
vibist Tyree Glenn discusses his new

Former Duke  Ellington

stereo setup with Charles Graham.
Glenn’s system includes a  Garrard
changer with Shure pickup, Leak
tuner and amplifier, and Wharfedale
speakers. Entire unit, except speakers,
was built in under television set in
game room of his home.

and more used only for pre-1959 and
historical recordings, and for simple
communication.

In 1894, the cvlinder Graphophone,
which had a spring-driven motor, was
advertised to reproduce music “as
though the artists are present right in
vour living room.” Today, advertise-
ments for high fidelity (and low
fidelity) instruments still say the same
thing, with more justification.

The early commercial cylinders and
flat vertical-cut discs transmitted a
frequency range of about 200 to 300
cveles up to perhaps 3,000 cycles.
Modern LP and stereo recordings now
approach complete reproduction of
music  performances, carrying fre-
quencies from the lowest produced.
sav 30 cvcles, to 18,000 and more.

Today, even the most inexpensive
“hi-fi” (too often used as a synonvm
for “phonograph”) provides far bet-
ter sound than the finest pre-electric
Victrola of 1925. From 1917-1925.

‘
|
I

I
THE WORLL

prd ALLIED

190!

. SAVE MOST! Here’'s your complete

g money-saving guide to Hi-Fi, including |
Kroducts availableonly from ALLIED.See |

_ ow you save on our recommended com- |

! plete Stereo systems. Choose from the [
world’s largest stocks of famous-name |

| amplifiers, tuners, changers, speakers, |

3 | enclosures, period-style equipment cabi-

| nets, tape recorders, accessories; save |'
most with RNIGHT® deluxe components.

| Build your own-—save even more with

. | our exclusive Hi-Fi KNIGHT-RITS®, For

g everything in Hi-Fi and Elec-

tronics, get the FREE 444- |

page 1961 aLLIED Catalog! /

ALLIED RADIO/—

only $5 down
on orders
up to $200

ALLIED RADIO, Dept. 104=1
) 100 N. Western Ave., Chicogo 80, IlI.

: [1 Send FREE 1961 ALLIED Catalog.

: Name
| Address

1 City. Zone__State.

| S ———

VOCALISTS!
Phil Moore’s

FORSINGERS ONLY
KITS
$12%

kit

AT LAST! Vocal arrange-
ments ond study mote-
riol ot o price you can
afford. Kits contqgin 6

orrongements with Or-

chestrotions, E Back-

grounds & Demos.
e

CARNEGIE HALL

- y
. Phil Moore .5 %"

through the magic of
Folkways hi-fidelity records
including our
famous traditional jazz series.

Write for free cotologue of 600 olbums

FOLKWAYS RECORDS & SERVICE CORP.
117 West 46th Street
New York 36, New York

Music 1961
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STEREO SYSTEM FOR A MILLION-
AIRE: 4 SELECTIONS  Gentlemen’s Quarterly

magazine asked James Lyons, editor of The American
Record Guide (the oldest record review magazine in the
United States), to poll hi-fi authorities on which audio
components they would choose for the best possible
stereo system, without any regard for price.

Three writers in the audio field and one audio consul-
tant made up independent lists. The ideal systems they
projected in the April, 1960 issue of Gentlemen’s Quarterly

are suitable for discriminating millionaires —one of

the systems, using a professional tape machine, would
cost about $4000.

ACOUSTIC RESEARCH AR-3 loudspeakers

are included in three of the lists,* and these are moderate
in price. (There are many speaker systems that currently
sell for more than three times the AR-3’s $216.) AR
speakers were chosen entirely on account of their musically
natural quality.

Literature on Acoustic Research speaker systems is
available for the asking.

*In two cases alternates are also listed. For the complete component lists
see the April, 1960 Gentlemen’s Quarterly, or write us.

ACOUSTIC RESEARCH, INC. 24 Thorndike Street Cambridge 41, Massachusetts

13
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ATLANTIC:

GREAT ARTISTS
GREAT JAZZ

THE MODERN JAZZ QUARTET

Third Stream Music
Pyramid

One Never Knows

The Modern Jazz Quartet
Fontessa

JOHN LEWIS

The Golden Striker

improvised Meditations & Excursions ..
The John Lewis Piano

MILT JACKSON

The Ballad Artistry Of Milt Jackson
Bean Bags (with Coleman Hawkins)
Bags & Flutes

Soul Brothers (with Ray Charles)
Pienty, Plenty Soul

CHRIS CONNOR

A Portrait Of Chris
Chris In Person
Witchcraft

| Miss You So

Chris Craft

JOHN COLTRANE
Coltrane Jazz

Giant Steps

ORNETTE COLEMAN
Change Of The Century
The Shape Of Jazz To Come
CHARLES MINGUS

Blues & Roots
The Clown
Pithecanthropus Erectus

RAY CHARLES

The Genius Of Ray Charles
Ray Charles At Newport
The Great Ray Charles

HERBIE MANN
The Common Ground

PHILLY JOE JONES
Philly Joe's Beat

WO00DY HERMAN

At The Monterey Jazz Festival
DI2ZY GILLESPIE

At Home And Abroad
WILBUR DE PARIS

Music Of The Twenties
That's A Plenty .

At Symphony Halt
SLIDE HAMPTON
Sister Salvation

BOB BROOKMEYER

Portrait Of The Artist

JOE TURNER

Big Joe Rides Again
Boss Of The Blues

LURLEAN HUNTER

Blue & Sentimental

1345
1325
1284
1265
120

1334
1313
1272

1342

Write for complete LP catalogue
ond stereo disc listing.

ATLANTIC RECORDS
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the early jazz recordings were made
with mechanical recording equip-
ment. It caught most of the sounds
of the instruments from about 200
to 3,000 cycles. In so doing, almost

| all of the two bottom octaves of the

w
|

piano and much of the top octave
were left out, entirely eliminating the
overtones (harmonics) that provide
the timbre of the various instruments.

The extreme stereo of early and
mid-1959, along with stereo recordings
that sounded close to mono, has been
replaced by widely used medium-
stereo recording techniques. That is,
most records being issued today have
easily discernible stereo but no exag-
gerated separation.

PRESENT techniques vary from |

hanging only two microphones
over a huge orchestra to six or more
mikes for a trio. One concept behind
the many-mike approach seems to be
that each will pick up only the sound

of the instrument it is closest to. The |

engineer puts all the sound together
in the mixing console. This is said by
some to eliminate the acoustics of the
recording room so that the sound
produced in playback is colored only
by the acoustics of the listener’s play-
back equipment. Other engineers, of
the as - few - as - possible - microphone
school, call the many-mike results
“telephone-booth sound.”

Despite differing concepts, most
recording engineers have had another
year of experience recording stereo,
and they’re getting pretty good at it.

The greatest deficiencies today
usually are found in the playback
system. Most companies are putting
fairly respectable volume levels on
discs, yet escaping distortion in the
louder passages. This is in contrast
with the first widespread use of stereo
recording in late 1958 and 1959.

Much of modemn recording super-
iority comes from almost 30 years of
accumulated experience of electrical
recordings. Some is the result of the
development of magnetic recording
tape with virtually unlimited audio
frequency response at the 15-30-
inch-a-second speed at which master
tapes run.

Tape also can be cut, edited, and
readily patched. The fine disc cutters
that have been developed have added
to the excellence of today’s stereo
discs.

Most companies making LPs say
their discs’ frequency range extends
from the lower limit of hearing to 18
or 20 kilocycles (20,000 cyc%es) a
second. Some claim 25 kilocycles or
more. This is academic, though, since
the difference between 18 and 25 KC
is only four tones, half an octave.

Only the extreme harmonics of music |

JAZZ AT ITS FINEST
FROM LAURIE RECORDS

BERNARD PEIFFER “MODERN JAZZ"

. . a magnificently equlpped and
moving jazz musician N §
WILSON, NEW YORK TIMES. LAURIE 1009

BERNARD
Pzarnw CA"-'

BERNARD PEIFFER *'CAN-CAN" ‘it is
most gratifying to a composer to
have his work treated in such an
exciting and tasteful manner.”” COLE
PORTER. LAURIE 1008

LODI CARR “‘LADYBIRD" ‘. .
mg ad}ectives of praise . .
NTOFF. LAURIE 1007

. sweep-
' NAT

“BANDWAGON
tasty jazz with a clear

DAVE CAREY QUINTET
PLUS 2" ©

light texture and a hap sparkling
souar;d . . ." ALBERT GOLDMAN. LAURIE
10!

WRITE FOR COMPLETE CATALOG

LAURIE RECORDS

1755 BROADWAY, NEW YORK 19,N.Y.
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From the JOYMAKERS
more FUN RECORDS to add
spice to your life!
Great Party Llne'

FIRST ANNUAL MESSAGE
FROM THF PRFSIDENT OF

THE -BOOZE IS THE

ONLY-ANSWER-CLUB

WOODY-WOODBURY

e,

" > I " ..-- '.. ﬁ

‘‘WOODY WOODBURY
LOOKS AT LOVE AND LIFE’’

The hilarious best-seller
that has swept the coun-
try and started a whole
new trend in the record
industry. As Woody says:
“Once in a decade a truly
great comedian comes
along . . meanwhile I

recommend me.”

NINO NANNI IN A PARTY
MOOD

Ribold Songs ond Stories
0 . In Good Taste

With a voice that has vi-
brant charm,
sex appeal with great tal-

combining

nt, Nino Nanni offers a
diverse repertoire ranging
from spicy satires to vig-
orous musical mterpreta.

tions of many types.

And from

PUNCHINELLOS PARTY
PLATTER

Starring Raiph Michoels and
Duke Stewort

Recorded during an actual
performance at the Jolly

Roger Hotel in Fort
Lauderdale, Fla. Dick
Hoekstra of the Fort
Lauderdale News says:

“My advice is to spin it,
step back, fasten your
laughing bc]ts and get
ready to be launched into
a hurricane of harmony
and hysteria."”

FIRST ANNUAL MESSAGE
TO THE BITOA CLUB —
WOODY WOODBURY

A beautifully boxed al-
bum package in lustrous
gold, containing not only
the funniest and most
original Woody W oodbury
album yet, but also a 128.
page handbook for mem-
bers of the BITOA Club.
Plus a special Booze
Nooze paper with a pic-
ture story on Woody at
home and at work, and
many other intoxicatingly
howlarious items.

BILL CARTY BLASTS OFF
One thing for sure, after
listening to this one for
a couple of spins you will
be able to devastate the
office force with your un-
supply of quips
You'ill
take
you'll

ending
and jokes.
able to

place but

new
never be
Carty’s
have loads of fun trying.

‘‘WOODY WOODBURY
LAUGHING ROOM'’

The
Woody’s first album. Re-

smash follow-up to

corded live and unre-
hearsed at the Bahama
Hotel in Fort Lauderdale,
Fla. with all the ad libs
and cracks between Woody
and his audience that go
to make his act an orig-
inal and fun-filled evening.

Associate Company

More Smash Party Hits

BARNER'S
WARM
PATTER
FOR A HOT

PLATTER

BiLL BARNER'S ‘“‘WARM
PATTER FOR A HOT
PLATTER’’

“You'll have to listen
close and play this many
times in order to catch
all the fast lines and in-
nuendos . . .”" What starts
out to be a piano rendi-
tion ends up a hilarious
piece of comedy. You'll
know why when you put
this one on your turn-
table.

“*DE LEON ROARS"
Starring Jock De Leon

Jack De Leon produces
a show with a cast of
hundreds . . . and plays
every part himself. You'll
especially like Prince
Phillip  initiating  Tony
into the mysteries of the
Royal Court but we would
advise you not to play it
while your English friends
are visiting.

“‘ON FRATERNITY ROW’’
Starring Eddie Corroll ond
the Kidney Stone Trio

Eddie Carro'l and the
Kidney Stone Trio kick
off a blast “ON FRA

TERNITY ROW”  that
will warm the hearts of
every guy and gal who
ever lifted a cold stein of
beer in zood company. Re-
corded live at a real blast
on campus. Pick it up.
nvite the gang over, break
out the beer and have
a ball,

“‘GET GAY WITH GALLEZ'’
Storring Weelo Golléz

Razor-sharp and light.
ning-quick with the ad
libs. Weela will fracture
you with such Gallézisms
as: I'm reaching that age
where my voice is chang-
ing . . . from “No” to
“Yes.” “I'm putting on so
much weight I've started
to drink skim whiskey.”

If all these records are not available at your local record shop, write StereODDITIES, Inc., Box 9115, Fort Lauderdale, Fla.

To BITOA.

Inc.,

Fox 8849, Fort Lauderdale, Fla.

Just for Fun FREE OFFER

As a special bonus to readers of Down Beat, vou are
invited to join the Booze Is The Only Answer Club and
receive your official membership certificate, suitable for
framing, absolutely free. If you would also like a copy
of Woody Woodbury's riotous 128-page “Hand Book for
Boozers,” please enclose $1.00 with your coupon.

Please enroll me as a member in good standir_\g of t_h_e BITOA
Club and forward immediately my mcmbership certificate.

Name. — — S
Address_ S _ . -

City. _ — ___State____

O I'm enclosing $1.00 for the Woody Woodbury Hand Book.
(If desired)




2 ee tones lie in this range.

‘ 0" re 0" | For convenienc:, the lower limit of

’ human hearing is placed at about 15

to 30 cycles a second. Below that,

LA sounds seem to be separate vibrations,

Bourbon Street | e Tt
. |
with Koss |

stereophones |

often felt more than heard. The upper

Add dramatic new reallsm to your recorded music . . . .
With Koss Stereophones, you'll thrill to new worlds of stereo sound repro-
duction. Your records or tapes sound just as if you were actually on **Bourbon
St. in Old New Orleans”. Through these comfortable Stereophones, you
hear music as perfectly as it can be recorded. Add personalized listening
and sound perfection to your high fidelity stereo installation., $2498 | Former bandleader Tommy Reynolds,
[ still playing clarinet on studio dates at
station WOR in New York City, where
he is also a television producer, recently
installed a Viking tape deck to play
through his Scott amplifier and Stephens
speakers. Changer shown here is a Gar-
rard with Pickering cartridge.

hearing limit depends on one’s age
and physical condition. Some even
claim that women can hear and are
bothered by higher notes than men.

Of course, the volume at which
notes are played is also a factor. Most
of us can hear between 12 and 18
KC, though by age 60, our hearing
usually drops off to 10 KC or lower.

OTHER forward steps during
1959-60 included the lowering
of distortion coming from discs and
cartridges through greater compliance
of pickup styluses and lowered track-
ing pressures.

There was continued progress in
amplifier circuitry, lowering internal
noise. More progress in this direction
is expected if transistors, still virtually
unemployed in audio circuits, become
widely used.

Do-it-yourself music lovers found
they could get FM tuners at lower
prices than ever in 1960, as more and
| more FM stations programed jazz.
| Surprisingly adequate FM recep-

tion in metropolitan areas was brought

to thousands of listeners by the
miniature Granco tuner, priced at
| only $20. Pilot Radio brought out a
1960 successor to its Pilotuner, the
SInc. most widely used FM tuner of the
late '30s and early ’40s, at $49.50.
Two other prominent components
makers, H. H. Scott Co. and Dynaco,
offered very good FM tuners provid-
ing reception as good as most 1959
tuners costing about $130. These
tuners can be assembled in nine to 12
hours.
Units to provide extra reverberation

Ask your
Hi-Fi Dealer
or write

2227 N. 31st Street
Milwaukee, Wisconsin
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CANNONBALL
BREAKS THROUGH!

Riverside is happy to thank Down Beat’s readers
for voting CANNONBALL ADDERLEY to a clear-cut

victory as the nation’s newly-crowned

Number 1 alto sax star

You can hear this poll-winning artist
at his best on his latest best-selling album —
The Cannonball Adderley Quintet at the Lighthouse
(RLP 344 & Stereo 9344) — an exciting ‘live’ recording.

Riverside is also proud of the recognition by Down Beat readers
of such other outstanding artists as:

a true giant of modern jazz,

THELONIOUS MONK

— once again second among pianists!

the most dynamic new star of the year, —

WES MONTGOMERY

up from nowhere to place second on guitar!

BILL EVANS

— doubling his previous vote total to

finish a strong fifth on piano!

Hear them all on

RIVERSIDE RECORDS

Music 1961
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IMPROVE

- faster, easfer. ..
~ have more fun

WM

STEREO TAPE RECORDER WITH
“ADD-A-TRACK” conTROL

Practice with a famous expert on your
instrument . . . with the other members
of your band section . . . play a duet with
yourself! You can, any time, with a V-M
**Add-A-Track™ tape recorder.

**Add-A-Track™ is an exciting new devel-
opment. Just record on one track, rewind
the tape and record on a second track
while listening to the first track. On play-
back you hear borh recordings simulta-
neously! You can re-record the second
track any number of times without erasing
the first track.

V-M ‘tope-o-matic’® 4.Trock Stereo Tape
Recorder with ''Add-A-Trock” — Madel
/7% 00 06000000000000 00606 $259.95 List*

A New World of Sight and Sound
in Avdio-Visual Aids

With complete simplicity in operation,
V-M’s Slide Projector Synchronizer adds
inaudible slide-change cues to your tape
recorded commentary, music or instruc-
tions. On playback these cues actuate your
remote - control projector automatically
. .. advancing slides at the times selected.

V-M Slide Projector Synchronizer, Model
1412, v .. .$49.95 List

*Slightly Higher West

the olcegoi Muslc®

V.M CORPORATION o
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or echo were brought out by Sher-
wood  Electronics, Fisher Radio,
Magnavox, Philco, and Zenith, and
others are scheduled to follow. These
reverb units act like reverberation
amplifiers for music instruments, or
reverberation added to a recording
in the studio before pressing. They
seem to push back the listener’s walls,
giving the illusion of listening in a
big hall.

Some argue that reverberation dis-
torts the music — that it is not high
fidelity. But it works well, adding an
impression of depth often similar to
the sound of true stereo.

The year witnessed the continued
growth of recorded jazz on four-track
tape (7% inches a second) reels as
United Stereo Tapes made most of the
more popular jazz issued on stereo
discs available to owners of four-track
tape machines.

The variety and quality of medium-
priced recorders went up. Especially
noticeable were numbers of Japanese
and other imports, many of them ex-
cellent dollar values. One problem
with these imports was the lack of
service facilities outside a few metro-
politan centers.

More small portable and battery-
operated recorders were offered in
1960 than ever before, most priced
from $130 to $250 and capable of
excellent nonprofessional recording.

RCA’s 3k4-inch-a-second four-track
cartridge still wasn’t oft the ground
in sales, though it was widely avail-
able. CBS Laboratories demonstrated
another, more advanced tape cart-
ridge, promising more than the RCA
system. Developed in co-operation
with Minnesota Mining & Manufac-
turing and Zenith Radio, the CBS
cartridge  provides  wide-frequency
sound and good signal-to-noise ratio
on narrow eight-inch tape running
very slowly, only 1% inches a second.
But commercial production of this
system was still in the future, and
reel-to-reel tape users had no reason
to fear obsolescence.

In 1960, increasing numbers of
night clubs, cabarets, jazz concerts,
and particularly jazz festivals employ-
ed sound experts, who installed high
fidelity components.

Sound reinforcement techniques
proved particularly effective at Ran-
dall’'s Island and the Newport festi-
vals. Harsh-sounding, outdoor types
of horn speakers and public address
amplifiers were replaced with low-
distortion, highly flexible amplifiers
and wide-range, high-quality loud-
speakers.

But best of all, for listeners and
musicians alike, was the continuing
growth of jazz on records during
1960. .

Charlie By.d
unamplified guitar

Charlie Byrd has emerged as the most
exciting jazz artist of the past year.
He is not a flash from nowhere who
suddenly exploded across the jazz hor-
ison, but a well-trained, well-grounded
guitarist with the influences of both
Segovia and Django Reinkardt. His sta-
ture nas grown steadily and solidly with
each of his limited appearances away
from home base, Washington's Show-
boat Lounge. He was the sleeper of the
Monterey Jazz Festival, and his recent
Village Vanguard debut has earned him
an early re-booking.

Offbeat Records and its parent label,
Washington Records, have prided them-
selves on finding music and artists of
unusuat interest. Mr. Byrd with his un-
amplified guitar has been a winner on
both counts. As Charles Byrd he re-
corded 16th Century Guitar Music,
WR-411, and Roncalli Suites, WR-429,
Starting with our first Byrd refease
superlatives flowed from the pens of
almost every major jazz reviewer.
Playboy calls Byrd “heir to Charlie
Christian’s jazz throne.”

JAZZ AT THE SHOWBDAT, 0J-3001
Chosen for the New York Times basic
jazz library.

BYRD IN THE WIND, 0J-3005
Rates five stars in Downbeat.

JUST RELEASED!
CHARLIE BYRD TRID, 0)-3006

“Dne of the best jazz guitar LPs made
by anyone.” High Fidelity Magazine.
“Remarkable guitarist,” Downbeat. “Jazz
pick of the Month,” Hi-Fi and Stereo
Review.

available at better record stores or

OFfBEAT RECORDS

a division of Washington Records

1340 Conn. Ave. N. W., Washin,

on 8, D, C.
at $4.98 each, postage paid.

ree catalog.
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PICKS OF
THE YEAR

ECONOMY HIGH FIDELITY
Knight 728B Amplifier ........ $ 80

N

TIANNNNNY

Bogen DB212 Amplifier ........ $120

Heathkit AS-10 speaker(s) ......$ 60
or
Eico HFS1 speaker(s) «..ovuv...$ 40

Pilotuner (FM) ...ccveeencsss.$ 49
or
Granco FM tuner ............$ 20

Shure M8D pickup ...........% 16

or

Pickering “90” pickup........ $16.50

Garrard T/II manual player ..$32.50
or

Componets arm and
turntable Kits ......c00.....538.50

! —otter pecking

WE'VE GOT A LOT
OF GOOD JAZZ

and this is only the beginning, for Vee Jay Records
is dedicated to bringing you, the record buyer, the

MJTelll

LLR10052 2_LP1013 JuLP1GIAS 4..L0101y best in Jazz for 1961 as they have in the past. Remem-
" E ber when you want Jazz Music at its best to ask your
- ﬂ record dealer for the latest Vee Jay releases.
ﬁ 1. LP1005* 8. LP3007*—Lee Morgan
The Swingin'est 9. LP3008*—MJT + 3
5 . . 2. LP1013* MJT+3 10. LP3009*
5. LP3004 6. LP3005 1A LP306 3 LP1014* Y Remington
peid- v “Go” Paul Chambers 11, LP3010*—Louis Hayes
AR 4 LP1015 12. LP3011
Bill Henderson Sings Wynton Kelly
5. LP3004* 13. LP3012
Kelly Great, Wynton Kelly Paul Chambers
6. LP3005* ) 14. LP3013
Fantastic Frank Strozier Young Lions
9. LP3008* . 11. LP3010* - P30 7. LP3006*—Wayne Shorter  15. LP3014—MJT 4- 3
: ‘7“ *DENOTES
ALBUMS ALSO '
AVAILABLE IN
“STARTLING %
STEREQ”
1449 SOUTH MICHIGAN e CHICAGO, ILLINOIS
13. LP3012* . 14. LP3013* 15. LP3014*
WRITE TO VEE JAY RECORDS, 1449 South Michigan, Chicago, lllinois, for the complete catalog of
VEE JAY Popular, Folk Music, Spiritual and Jazz Albums.
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FIRST AND ONLY
AUTOMATIC TURNTABLE
GARRARD’S==TYPE A

Garrard has combined a dynamically-balanced tone arm,
a heavy, full-size professional turntable, a laboratory-
balanced precision motor...plus the convenience of the
world’s finest automatic record-player (to use when you
desire.) In this bold new unit you will find the realiza-
tion of everything you have wanted in a record player.
Build your component system around it; or insist on it in
a fine console. Also perfect as a replacement unit. Now
at your dealer. Write for illustrated literaiure. $6950

world’s finest

MEDIUM-PRICED STEREO

Scott 222 amplifier (dual 14-watts) $140
or
Scott 299 amplifier (dual 25-watts) $210

Acoustic Research AR-2A ...... $109
or
Wharfedale '60 speaker ........ $ 94

Sherwood S-3000-1II1 FM tuner $110.50
or

Dynaco or Scott FM tuner kits ..$ 80
Shure M7D pickup ........... $ 24
or
Audio Empire 88 .......... $24.50

Garrard “A” Automatic turntable-
changer .................
or
Bogen-Presto B61 variable speed
turntable

LUXURY COMPONENTS

| McIntosh C20 control unit ....$234
| or
Scott 122 preamp-control ...... $285

GARRARD DIVIS'ON, BRITISH INDUSTRIES CORPQRATION, DEPARTMENT GY-751, PORT WASHINGTON, NEW YORK

NOW ON SAILE!

Down Beat's famous reference book for record buyers,
JAZZ RECORD REVIEWS VOL. V, is now on sale. Edited
by Down Bea! editors Gene Lees and Don DeMicheal,

(either of the above plus)
Scott 290 (dual 40-watt) amplifier $240

Acoustic Research AR-3

o this hardbound volume is the exclusive compendium of speaker(s) ............0 $203-225

2 all the record reviews published in Down Beat's 26

z issues during 1960. A 20 page essay on jazz criticism Scott FM tuner .............. $185

2 gnq an editorial survey of the year's recording activity

5 ;?o :\ag §ﬁ2v$e3i5 e;r; impressive. knowledgable int-oduc- IlondontScottiarmecariri dge ..... $ 90
The same world-famous reviewers who have made Thorens TD 124 . ooouvnnnnn.. $ 89

Down Beat's record reviews the standard for critical
evaluation and record buying are all represented in
this most attractive 304 page book. Reviews are by-
Ilned by Don Henahan, Don DeMicheal, Gilbert M.
Erskine, Leonard Feather, Ralph J. Gleason, Ira Gitler,
Barbara Gardner, Bill Mathieu, John Tynan, Pete Weld-
ing, and John S. Wilson.

Here are the exciting contents of this hard-to-do-
without edition cf jazz recording activity in 1960: com-
plete Down Beat reviews of jazz, classical, vocal, and
folk records; list of 1960 jazz releases, Cream-of-the-
Crop selection (all the 4, 414, and 5 star records from
1956 through 1960), list of record companies produc-
ing jazz records; PLUS 16 pages of jazz photography.

De Luxe Edition Only

Published in Hardbound
Price only $3.95

ORDER YOURS NOW

MAIL TODAY! THE SUFPLY IS LIMITED
Send with your remittance to: DOWN BEAT e 205 WEST MONROE ST. e CHICAGO 6, ILL.

Enclosed is §___ o for ___ copies of Down Beat's
JAZZ RECORD REVIEWS VOL. V

Name_____ — _ .

Address_ S — S— S

City _— S _ Zone State. _—

(add 25¢ postage for each order outside U.S. & Canada) M6l
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s Of America

Gerry Mulligan
GERRY MULLIGAN — THE CONCERT JAZZ BAND

Dizzy Gillespie

A PORTRAIT OF DUKE ELLINGTON
GREATEST TRUMPET OF THEM ALL
THE EBULLIENT MR. GILLESPIE

HAVE TRUMPET, WILL EXCITE

SONNY SIDE UP — WITH SONNY STITT
DIZZY GILLESPIE AT NEWPORT

Gene Krupa

KRUPA AND RICH

DRUMMER MAN

THE GENE KRUPA STORY  SOUNDTRACK
THE BIG NOISE FROM WINNETKA

KRUPA PLAYS GERRY MULLIGAN ARRANGEMENTS

Oscar Peterson

THE JAZZ SOUL OF OSCAR PETERSON

THE OSCAR PETERSON TRiO AT JATP

OSCAR PETERSON PLAYS MY FAIR LADY
SWINGING BRASS WITH OSCAR PETERSON
LOUIS ARMSTRONG MEETS OSCAR PETERSON
SCAR PETERSON AT THE CONCERTGEBOUW

Jimmy Giuffre

AD LIB - THE JIMMY GIUFFRE 4
IN PERSON — THE JIMMY GIUFFRE QUARTET 4
THE EASY WAY  THE JIMMY GIUFFRE 3

SEVEN PIECES  THE JIMMY GIUFFRE 3

. Johnny Hodges

HODGES AND HIS STRINGS PLAY GERSHWIN
THE BIG SOUND

BLUES-A-PLENTY - HODGES AND ORCHESTRA
SIDE BY SIDE - ELLINGTON AND HODGES

BACK TO BACK — ELLINGTON AND HODGES

Stan Getz

GETZ MEETS MULLIGAN IN HI-F!

COOL VELVET ~ STAN GETZ AND STRINGS
THE SOFT SWING ~ THE STAN GETZ QUARTET
AWARD WINNER =
GETZ & ). ). JOHNSON AT THE OPERA HOUSE

Sonny Stitt

PERSONAL APPEARANCE

THE HARD SWING

SAXOPHONE SUPREMACY — STITT QUARTET
SONNY STITT PLAYS THE BLUES

SONNY STITT WITH THE OSCAR PETERSON TRI0

Kid Ory

THE ORIGINAL JAZZ
DANCE WITH KID ORY OR JUST LISTEN
KiD ORY PLAYS W. C. HANDY
THE SONG OF THE WANDERER

Lester Young

GOING FOR MYSELF

THE LESTER YOUNG STORY
LESTER'S HERE

LESTER YOUNG IN PARIS
LAUGHIN' TO KEEP FROM CRYIN

MONO AND STEREO

Count Basie

HALL OF FAME

ONE 0'CLOCK JUMP

COUNT BASIE IN LONDON WITH JOE WILLIAMS

BASIE SWINGS AND JOE WILLIAMS SINGS

COUNT BASIE WITH LESTER YOUNG, JO JONES, JIMMY RUSHING,
ILLINOIS JACQUET, ROY ELDRIDGE AT NEWPORT

K /i
¢

BEVERLY HILLS, CALIFORNIA
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An Index of
Down Beat, 1960

Over the years, countless jazz followers have
collected issues of Down Beat almost as care-
fully as records. Last year, to facilitate the
finding of material published in the magazine,
a complete index of 1959 Down Beats was pub-
lished in the yearbook. So helpful did it prove
to many collectors that we are repeating it
this year. Below you will find a complete
alphabetical listing of material published in
Down Beat. during 1960.

ABC-PARAMOUNT Signs Ray Charles, News
July 21.

ACCORDION Buyer’s Guide, Table—Nov. 24.

ADDERLEY, CANNONBALL Canght in the
Act—Jan. 7; Ball Bounces, News—April 14;
Phony Cannonball, News — May 26; On
Ornette Coleman, Article — May 26.

ADDERLEY, NAT Nat Talks Back, News—
Aug. 4; Blindfold Test—Nov. 10.

ADDERLEY, NAT Nat Talks Back, News—
Aug. 4; Blindfold Test—Nov. 10.

ADVANCED SCHOOL OF CONTEMPO-
RARY MUSIC How to Enroll, News—
Sept. 1.

ALBAM, MANNY Minor Mannerisms, Ar-
rangement-—QOct. 27.

ALBERTSON, CHRIS Traditionalists Lose,
Win, Lose, News— Nov. 24,

AMERICAN FEDERATION OF MUSI-
CIANS Fight to Finish, News—Jan. 21;
Hammond Moves on AFM Segregation, Arti-
cle—Feb. 4; Vote Goes to AFM, News—
Feb. 18; MGA Presses TV Battle, News—
March 3; Guild Fights Back, News—March
17; Fiasco, News—March 31; Perspectives—
March 31; Amalgamation, March 31; Guild
Sweeps TV Election, News—April 14; Con-
test Enthusiasm, News—June 9; First Chorus
—June 9; Denver Locals Integrate, News—
June 9; Casuals Swing out West, News—
July 7; Unity and Solidarity, Report—July
21; Pensions, News—Sept. 1; Canning Cost,
News—Sept. 15; Studio Vote, News—— Sept.

29; Beats MGA, News—Oct. 13; Band Con-
test, News—Oct. 27; No Strike in Pits, News
—Nov. 10; Cracks Down on Tracking, News
—Nov. 24,

AMERICAN JAZZ SOCIETY Jazz for Stu-
dents, News—Jan. 7.

ANIMATED FILM MUSIC Sounds for the
Future, News—Jan. 21; Safety Message,
News-—Feb. 4; Jelly-Roll on Film, News—
Feb. 18.

ANTHONY, RAY Cloak and Valver, News—
Feb. 4; Take Five—June 9.

ARCHIVES Jazz Archives, News—March 31.

ARMSTRONG, LOUIS Louis and New Or-
leans, News—Jan. 7; Soliloquy by Satch,
News—Feb. 18; Five Fans, News—Oct 13;
In Ghana, News—Nov. 24.

ARRANGEMENTS Dilemma, Szabo — April
28; Blueprint, Mardin—May 26; Deep Six,
Wright—June 23; Pamela, McFarland—]July
21; Long Wait, Mardin — Aug 18; I'm
Beginning to See the Light, Mathieu—Sept.
29; Minor Mannerisms, Albam—Oct. 27;
Bey-Si-Bey, Faculty Meeting, Mardin —
Nov. 24.

ASSUNTO BROTHERS Blindfold Test —
Aug. 4.

ATLANTIC CITY FESTIVAL Fireworks,
News—May 26; Review—Aug. 18.

AWARDS Grammys, News—Jan. 7; Oscar
Nominees, News—March 3; Collegiate Festi-
val, Table—April 2.

AXELROD, DAVE Meet the A & R Man-
Sept. 1.

B

BAILEY, PEARL New Show, News—April 1.

BAKER, CHET Jailed in Italy, News—Oct.
13.

BALES, BURT Perspectives—May 26.

BAND CAMP Safranski Joins, News—July
21; First Chorus—Sept. 29; Kenton and
Camp, Article—Sept. 29; Picture Story—
Sept. 29.

BAND CLINICS Stage Band, News—Jan. 21;
School Schedule, News—Feb. 4; First Chorus
—Feb. 4.

BAND CONTEST AFM Contest Swings,
News—Oct. 27,

BANDS, BIG Take Five—April 28; Take

Five—June 9; Flurry of Big Bands, News
—Sept. 29; Across the Border, News —
Oct. 13.

BANDS, DANCE Past Recaptured, News—
March 17; Minor League Bands, News—
July 21; Hire a Band and Charge, News
—Aug. 4; First Chorus—OQOct. 27.

BANDS, NEW First Chorus—Oct. 13.

BANDS, SOCIETY Hot Bor—July 7.

BARONESS KOENIGSWARTER Trouble
for Baroness, News—June 9.

BARTON, EILEEN Problem to End Prob-
lems, News—April 28.

BASIE, COUNT Portrait of a Band, Article
—April 28; Basie and Kenton Tour Set—
Sept. 29; Hippie Hits Scene, News—Nov.
10; 25th Year, News—Nov. 24.

BECHET, SIDNEY Monument for Bechet,
News—Aug. 18.

BEEN HERE AND GONE Book Review—
Dec. 8.

BEETHOVEN'S FIFTH SYMPHONY Jazz
Score—Oct. 27.

BELAFONTE, HARRY Cole-Belafonte Pro-
duction Firm, News —Feb. 4.

BERENDT, JOACHIM-ERNST Compromise
and Press On, News—May 26; American
Journey, Report—July 21.

BIRDLAND Case Closed, News—Jan. 21.

BITTAN, DAVE Alien Sound, Report—April
28; Delaware Valley Festivals, Report—]July
21; Philadelphia School Jazz, Article—Sept.
29.

BLACK, DAVE Rightful Distress, News—
Jan. 21.

BLAKEY, ART Safety Message, News —
Feb. 4.

BLUE NOTE CLUB End of the Blue Note,
News—]July 21.

BLUES Meaning of the Blues, Article—March
31; Blues is a Story, Article—March 31;
Blues Society Grows, News—Oct. 27.

BOOK REVIEWS Joy of Music—April 14;
Story of ODJB—May 26; Jazz Scene—Sept.
29; Anatomy of Jazz—Sept. 29; Encyclopedia
of Jazze—Dec. 8; Been Here and Gone—
Dec. 8.

BOOKING AGENTS Booker-Promoter Has-
sel, News—July 7; Jazz Booking, News—

STATEMENT BY: GENICHI KAWAKAM e President e Nippon Musical Instrument Co. Lid.

Japan 1961 presents a rosy countenance supported by crowds of enthusiastic music lovers. Why? Such
leading musical ensembles as the Los Angeles Philharmonic Orchestra and the Berlin Philharmonic,
not to mention a continuous procession of America’s top jazz artists have recently visited Japan. Their
performances have had one thing in common, apart from their high quality — they have all played con-
sistently to overflow audiences.

Western music — jazz classic, light opera
Japan, perhaps more than it is in Am*
Magazine is translated and publishgd®a*Japan with
beatniks?

It was not long after the famg
ries of self-imposed isolation
cal forms enthusiastically.
western music came westerg
developed keen interest in
modern industries of Jap:
The first western musical
some 74 years ago. At 't
were brought into the pod
instruments were literally
factory.

To return the compliment t
ica and the rest of the world
artists whose travels around
struments like the Yamaha pia
live. In effect, the Yamaha piano
chased by the Los Angeles School Bo%ig e made a _
Since ancient times, the Japanese have bé BMSLCL0 The ‘koto’ (]apgnese harp), 'sarpl-
sen’ (three-stringed instrument), flute, ‘shakuhachi’ (bamboo clarinet) and other traditional Japanese in-
srtuments were studied enthusiastically by everyone from the highest aristocrat to the lowliest com-
moner — from the ‘Samurai’ to the 'Geisha'.

It is hoped quite fervently that this 1000 year-old music tradition will be remembered when you see
and hear your first Yamaha piano. For catalogs, further details, and the name of your nearest dealer,
please inquire at Yamaha International Corporation, 412 West Sixth Street, Los Angeles 14, California,
telephone MAdison 7-6815.

or what have you — is fully accepted in
any wonder, therefore, that Down Beat
pg of long hairs as well as Tokyo

a Mr. Yamaha in 1887,
s as well as pianos which
atjon in those days, these
60 miles distance to our

y Yamaha pianos to Amer-
act that, in addition to the
al understanding, musical in-
anding the world in which we
any dozens of grand pianos pur-
across the Pacific.
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Good listening

However you like your guitar music — listening or playing — you'll like the true, undistorted,

sound of Rickenbacker guitars and amplifiers. We know that Rickenbacker guitars and

amplifiers sound better, all ways. Now is the time to discover your new world of full sound —

with Rickenbacker. WRITE FOR CATALOG ON RICKENBACKER GUITARS, AMPLIFIERS AND ACCESSORIES

RADIO & TELEVISION EQUIPMENT CO., 2118 SOUTH MAIN STREET, SANTA ANA, CALIFORNIA
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Nov. 10.

BOOKING HAZARDS Perspectives—Feb. 18.

BOI?KS. CHRISTMAS Selections, Table —
ec. 8.

BOSTON JAZZ FESTIVAL (Pleasure island),
Evidence of Damage, News—OQOct. 27.

BRAFF, RUBY Stereo Shopping—Jan. 21;
Blindfold Test—Jan. 21.

BRASS INSTRUMENTS Odd-Ball Brass,
Article—Jan. 7.

BRICKTOP Hot Boxr—June 23.

BROADCAST MUSIC, INC. Reference Li-
brary, News—July 7.

BROADCASTING INDUSTRY—First Chorus
Jan. 7.

BRUBECK, DAVE Brubeck-Bernstein Con-
cert, Review—Jan. 21; Appeal from Brubeck,
Report—Feb. 18; Perspectives—March 17;
Brubeck Stand by Granz, Report—July 21.

BRUCE, LENNY Caught in the Act—July 7.

BRUNIS, GEORG Caught n the Act—Oct.
27.

BRYANT, RAY Who's on First, News—
March 3; Blindfold Test—March 31; Stereo
Shopping—Sept. 1; Focus, Article—Dec. 8.

BYRD, CHARLIE Gift to Guitar, Article—

July 21; Blindfold Test—Nov. 24.
BUFFALO JAZZ FESTIVAL Evidence of
the Damage, News—Oct. 27.
BURKE, SONNY Nothing for Poets, News
—Feb. 4.

C

CABARET CARDS Coffee House or Caba-
ret?, News—OQct. 27; New Twist, News—
Nov. 24; Afterthoughts — Nov. 24; Did
Cabaret Card System Kill a Man?, News—
Dec. 22.

CABARET TAX Cabaret Tax, News—March
31; Cut in Tax, News—May 12; Blessed
Relief, News—May 26; New Life in Mil-
waukee, News—Oct. 13.

CAFE SOCIETY Feather's Nest—Oct. 27.

CAIN, JACKIE Caught in the Act—April 14,

CANADA Jazz from Canada for Fall, News>—
Aug. 4.

CARROLL, DIAHANN Caught in the Act—
May 26.

CHAMBER JAZZ SEXTET Caught in the
Act—Jan., 7.

FREDERICK WILKINS

NEW DELUXE EDITION OF THE FLUTIST'S GUIDE
FOR FLUTE PLAYERS AND EDUCATORS

|
THE FLUTIST'S =
suise " 87795
°

|

Complete with guide book and |
12” LP album in durable box. |
Available from your music |
dealer or use coupon. I
|

L
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MAIL TO:

[ A S G G G0 T G S S Sy o e s i e e e e

Conn Corporation, Elkhart, Indiana
exclusive distributor of Artiey flutes & piccolos

EnclosedIs$_______ for
Flutist's Guide’ at $7.95 each,

NA
SCHOOL
MAILING ADDRESS

CITY, STATE

— - o S St g S e S St S e g ) ey P S St P

This complete clinical study of flute
playing is the best-selling material
ever published. Big 12” LP album
illustrates written information so
you can actually hear the techniques
described. Written and performed
by Frederick Wilkins, renowned
solo flutist.

copies of “The

CHAMBERS, PAUL Youngest Old Man in
Jazz, Article—July 21.

CHARLES, RAY Bright Night World of
Charles, Article—July 7; ABC-Paramount
Signs Charles, News—July 21.

CHICAGO JAZZ Chicago Scene, Picture
Story—Jan. 21; Report on Chicago, Article
—Feb. 18; Sittin’ In—Nov. 24.

CHRISTY, JUNE Blindfold Test—Sept. 1.

CLARK, DICK ‘Lot of , Loot, News—April
14; Comeuppance ;for* Clark, News—June 9.

CLINIC, DRUM; Hot Bor—April 14.

CLINICS Clinician’s Corner—June 23; July
21; Oct. 27; Nov. 24; Dec. 22.

CLUBS, JAZZ Problem to End Problems,
News—Aypril 28; Jazz in Jersey, News—July
7; End of the Blue Note, News—July 21;
End of Another Jazz Room, News—Sept. 15;
Afterthoughts—Sept. 15; One Burns, Another
Returns, News—Qct. 27; Feather's Nest
Oct. 27; Sittin’ In—Nov. 10; Perspectives
Dec. 22.

COFFEE HOUSES Coffee House a Cabaret,
News — Oct. 27; New Twist on Cabaret
Cards, News—Nov. 24,

COLE, NAT KING Cole-Belafonte Start
Firm, News—Feb. 4.

COLEMAN, ORNETTE Blindfold Test
Jan. 7; Perspectives—]Jan. 21; Take Five—
Feb. 4; Cannonball Looks at Coleman, Article

May 26; Mingus’ View of Coleman, Arti-
cle—May 26; The First Beginning, Article
July 21.

COLLINS, LEE Obituary, News—Aug. 18.

COLONIAL TAVERN End of Another Jazz
Room, News—Sept. 15.

COLTRANE, JOHN Coitrane on Coltrane,
Article—Sept. 29.

COLUMBIA RECORDS Garner vs. Colum-
bia, Report—Oct. 13.

COMBOS, JAZZ Directory—June 23.

COMPOSERS, JAZZ Reference Library,
News—July 7; Composers Get Share, News—
Dec. 22.

CONCERTS Rain in the Bay, News—Jan 21;
Brubeck-Bernstein, Review—Jan. 21; Jazz in
the Garden, News—March 17; Andre Previn
Debut, News—March 31; Fiasco, News—
March 31; Caught in the Act—April 14;
Jazz Helps Fill Gap, News—May 12; At-
lantic City Fireworks, News—May 26; Jazz
at Palm Springs, Report—June 9; Oh,
Didn't They Ramble, News—July 7; Pops
at the Stadium, News—July 21; Jazz in the
Garden, Review—July 21; Hot Box—]July
21; Esperantic Jazz, News—Aug. 4; No
More Jazz at Town Hall?, News—Aug. 4;
On the Mall, News—Sept. 1; Palladium Con-
certs, News—Sept. 1; Caught in the Act—
Sept. 1; Kenton-Basie Tour, News—Sept. 29;
Caught in the Act—Oct. 13; Incredible Press
Release, News—Dec. 8; Caught in the Act—
Dec. 22.

CONNECTION, THE What Price Theater?,
Review—Oct. 13.

CONNOR, CHRIS They Did
News—April 28.

CONTEST Pratt Institute a Winner, News

Jan. 21; Judges Gassed, News—July 21.

CONVENTION, UNION Unity and Soli-
darity, Report—]July 21.

COOPER, BOB Blindfold Test—Sept. 1.

COURTS What is Jazz?, Report—June 9.

CRATER, GEORGE Newport Report—Sept.
o

CRITICS Opinions Not Their Own, Report—
May 26; End of a Critic, Report—July 7;
First Chorus—Aug. 4; Poll Results. Tables
—Aug. 4; How They Voted, Listing—Aug.
4; Added Comment to Poll, Box—Sept. 1.

CZECHOSLOVAKIAN JAZZ After a Long
Drought, News—Nov. 10.

D

DANCE BANDS Directory, Table—April 28.

DANCE, JAZZ Asset for John Lewis, News
—July 7.

DANE, BARBARA Meaning of the Blues,
Article—March 31.

DARBY, KEN Beef from Darby, News —
April 14,

DARIN, BOBBY Turn from Junk Music,
Article—May 12,

DAVIS, EDDIE (LOCKJAW) Caught in
the Act—Dec. 8.

DAVIS, MEYER Hire Band and Charge,
News—Aug. 4.

DAVIS, MILES Enigma of Davis, Article-
Jan. 7; Exonerated, News—Feb. 18; Files,
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News—March 31; Caught in the Act—Aprit
14; Inner Ear—May 206; Sound of Miles,
News —A « 18: Hot Box—Oct. 27; After-

thonghts —Nov. 10.

DE FRANCO, BUDDY Caught in the Act—
April 28,

DE PARIS, WILBUR Tradition in Golden
Triangle, News—Feb. 4.

DE PRIEST, JIMMY European Windows,
News—Jan. 7; Added Fans, News—March
31.

DESMOND. PAUL Portrait of Desmond,
Article—Sept. 15,

DETROIT FESTIVAL Ira Gitler, Review
Sept. 29,

DISC JOCKEYS Other Side of Coin—Part
1. Report—April 28; Other Side of Coin—
Part 11, Report-——May 12; Poll Results, Table
—-May 26; Basie's 25th Year, News—Nov.
24; Enjoined Over Payola, News—Nov. 24.

DISCRIMINATION Hammond Moves on
Segregation, Report—Feb. 4; Granz Blasts
TV, Report—Feb. 4; Appeal from Brubeck,
Report—Feb. 18; Perspectives—March 17;
Don't Snow Press, Report—March 31; Take
Five — April  14; Mahalia’s Breakthrough,
News—April 28; Brubeck Stand by Granz, »
Report—July 21; Cecil Read not Jim Crow,

News—Sept. 1; Afterthoughts — Oct. 13, | I I 2 RY CO M O S
First Chorus—Dec. 8; Trouble for Jon in
Chicago., News—Dec. 8.

DRUMS Styles and How They Developed, KRA I Muslc HALL
Article March 3; Fabulous Joe Morello,

icle— 3; Forming of Philly Joe,
Article—March 3; Hot Box—April 14, NB -TV \V.V -

DUKES OF DIXIELAND Caught in the C EDNESDAY 9-10 PM
Aet—March 17.

E

ELLINGTON, DUKE Ellington Shuffle,
News—Jan. 21; Ellington and Other Masters,
News—DMarch 17; Ellington Story (Satire),
Article — March 17; Hot Box — June 23,
Booker-Promoter Hassel, News—July 7; Not
Enough Room at the Top for Duke and
Sahl, News—Sept. 1; More Trouble for
Duke, News—Sept. 1; Caught in the Act—
Oct. 13,

ELLIOTT, DON Feather’s Nest — Feb, 4;
Thurber Carnival, Review—April 14; Stereo
Shopping—May 12,

EMARCY RECORDS Reactivated, News —
May 26.

EPIC RECORDS [fiot Bor—Dec. 8.

EUROPE. JAZZMEN IN Ubiquity of Rehak,
News—April 28.

EVANS, BILI Bill Evans, Article—Dec. 8.

EVANSVILLE JAZZ FESTIVAL Operation
Rescue, News—Sept. 1: Review—Sept. 15.

F

FM JAZZ Jazz Net? News—March 17
"AIRS Jazz Goes to the Fair, News—May
26
FANTASY TRAIN Pair of Winners, News
March 3.
FARMER, ART Blindfold Test— March 17;
Fiasco, News—March 31.
FARMER-GOLSON JAZZTET Caught in GENERAL ARTISTS CORPORATION
the Act—March 31; Meet the Jazztet, Arti- HEW YORE -+ CHICAGO
cle—May 26; Farmer, Golson, the Jazztet, SEVEREY WIS CINCINMATL ' DALEAS 2 LONOON
Article—Sept. 1.
FELDMAN, VIC Bilindfold Test—Dec. 22. I —— E— ——
FERGUSON, MAYNARD Teeth for Mr.
Chops, News—Aug. 18; New Appraisal, Arti- iR A5 @) OE OGN OB O = A FlRST lN JAZZ|
cle—Sept. 29; Blindfold Test—Oct. 27. °
FESTIVAILS Collegiate Festival, News
March 17; First Chorus—April 28; Notre
Dame Festival, Report—April 28; Atlantic
City Fireworks, News-—May 26; FEastern
l.ook in West, News — May 26; On the
Beach, News—June 23; Jazz at University
of Minnesota, Report—June 23; First Chorus
—July 7; Festivals Airborne, News—July
7; More College Jazz, Report—July 7;
Festivals 1960, Report-—July 7; Pending
Dissappointment, News—July 21; Delaware
\Valley Season, Report—July 21; Lewis to
be Consultant, News— Aug. 4; Blues at

Quectan

HI'FI 670 First in Son Froncisco Bay Area Joiz

GUITAR S
STRINGS

* FLAT WIRE WOUND

* POLISHED + STAINLESS
Far Acaustic and Electric
Guitars. Available in 2 guages,
Light and Standard.

alyl- Ny

Hollywood Bowl, Report—Aug. 4; First ¢ Absalutely the Finest
Chorus Aug. 18; L.A. Festival in Red, * Amazingly long Llife
?cws Aux:p ‘18 L,I«n.lc fcsflvals. ‘Ncws— MADE IN U.S.A. BY—
Aug R; tlantic / I, Review

E. & O. MARI, INC.

38-01 23rd Avenve

Aug. 18; Newport—the Music, Report-—Aug.
18; Newport-——the Trouble, Report-—Aug. 18;

Operation Rescue, News Sept. 1; Sin of q
Father Festival, News—Sept. 1; Virginia Lang Island City 5, N. V. P
Beach Festival, Review — Sept. 1; Crater's FREE CATALOG ON REQUEST of Henry—Owner & Gen. Mgr.
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Report on Newport—Sept. 1; More Trouble
for Jazz, News—Sept. 15; Evansville Festi-
val, Report — Sept. 15; School Festivals
Scheduled, News—Sept. 29; Police at Mon-
terey, News — Sept. 29; Randall's Island
Festival, Report — Sept. 29; Detroit Festi.
val, Report — Sept. 29; Afterthoughts —
Sept. 29; Urban League Festival, Report—
Oct. 13; Festival Sound, Article—Oct. 13;
Evidence of the Damage, News—OQct. 27;
Hope Springs for Newport, News—Oct. 27;
First Chorus—XNov. 10; Monterey Festival,
Report—Nov. 10; Monterey: the Afternoons,
Report—Nov. 10; Bowl Festival: Final Hang-
aver, News—Dec. 8.

FINNISH JAZZ FANS All the way from
Helsinki, News—April 28.

FORD FOUNDATION Archives for Jazz,
News—DMarch 31.

FOSS, LUCAS Caught in the Act—Dec. 22.

FREBERG, STAN Freberg Scores Again,
News—DMarch 3.

FREE AND EASY Pair of Winners, News—

March 3; European Tryout Cut Short, News
—March 31.

FREED, ALAN Payolateers Arrested, News
—June 23.

FUNKY MUSIC Funk, Groove, Soul Music,
Article—Nov. 24,

G

GARCIA, RUSS Sounds for the Future,
News—Jan. 21.

GARLAND, RED Caught in the Act—]July 7.

GARNER, ERROLL Perspectives — July 7;
Garner vs. Columbia, Report—Oct. 13.

GENERAL ARTISTS CORP. Jazz Helps
Fill Gap, News—May 12; Bookings on
Large Scale, News—Nov. 1.

GEORGETOWN FESTIVAL More College
Jazz, Report—July 7.

GETZ, STAN Expatriate Life of Getz, Arti-
cle — April 14; Pending Disappointment,
News—July 21.

GIBBS, TERRY Picture Story—April 28,

\/
Vio Says tOMOrrow never comes—

youre looking at it...

Some people demand more out of life than others. Whether it’s food, drink,
clothes, cars or casual conversation, they look for the very best available.

In all the world of commerce, there are a few products for which there are
no acceptable substitutes and among these, most certainly, must be counted

the new “Goya” Electric Guitar.

“Goya” presents a new concept in electric guitars. With the new sparkling
pearl color combinations...the world’s first contour fingerboard...instant push
button controls...in value and practicality...in everything that contributes
to making a guitar supreme—“Goya” is in a realm all its own.

Inspect this superlative instrument at your

“Goya” dealer—and leave the
commonplace behind.

CLASSIC,
SPANISH AND ELECTRIC MODELS

R OO ) P N T T g
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61 West 23rd Street, New York City
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GI};FORD, GENE Stereo Shopping—March

17.

GILLESPIE, DIZZY Caught in the Act—
Feb. 18; Problems on Pedestal, Article—-
June 23; Big Push, News—Nov. 10.

GIUFFRE, JIMMY Blinfold Test—Aug. 18,

GLENN, TYREE Stereo Shopping—Feb. 18;
Blindfold Test—April 14.

GODFREY, ARTHUR Great Godfrey, News
— March 17; Godfrey’s Guests, News
March 31.

GOLSON, BENNY Safety Message, News—
Feb. 4; Caught in the Act—March 31; Meet
the Jazztet, Report—May 26; Farmer, Gol-
son, the Jazztet, Article—Sept. 1.

GOODMAN, BENNY An Omission, News—
Jan, 7; King of Swing Swings with King,
News — Aug. 18; Goodman Goes to Work,

GOSPEL MUSIC To Swing or Not to Swing,
News—Sept. 1.

GRANZ, NORMAN Granz Blasts TV, Re-
port—Feb. 4; Take Five—March 3; Green
Blues for Granz, News—May 26; Jammin’
the Blues for TV, News—June 9; Backs
Mulligan Band, News—July 21; The Brubeck
Stand, Report—July 21.

GREEN, URBIE Busy Life of Green, Arti-
cle—Qct. 13.

GREY, AL Focus on Grey, Article—Nov. 24.

GROUPS, JAZZ Good Year for Groups, Re-
port—March 3.

GRYCE, GIGI
port—March 3.

GUMINA, TOMMY Caught in the Act—
April 28.

Good Year for Groups, Re-

H

HALL, EDMOND Homesick Hall, News—
Jan. 7; After a Long Jazz Drought, News—
Nov. 10; Hall a Gentleman Traveler, Article

Nov. 24,

HALLBERG, BENGT Sweden's Hallberg in
.S, News—Dec. 22.

HAMILTON, CHICO Change for Chico, Re-
port—March 3; Caught in the Act—March
3. Caught in the Act—March 3

HAMMOND., JOHN Moves on AFM Segre-
gation, Report—Feb. 4; Blindfold Test Part
I--June 23; Part 1I1—July 7.

HAMPTON, SLIDE Good Year for Groups,
News—March 3; Caught in the Act—CQct. 27.

HARLEM OPERA HOUSE Time and Tide,
News—Jan. 21.

HARRIS SUBCOMMITTEE Payola Blues,
News—March 31.

HAYMES, DICK Bankrupt Blues, News —
May 12,

HEADPHONES Stereco Headphones for Live
Listening, Article—Aug. 4.

HELANDER, OLLE Quincy Jones Orches-
tra, Caught in the Act—April 28.

HENDERSON, BILL Focus on Henderson,
Atricle—Nov. 10.

HENDRICKS, JON Blindfold Test—Feb. 18;
Trouble for Jon in Chicago, News—Dec. 8.

HERMAN, WOODY Herd, News—March 3;
Untiring Woody Hard at It, News—Oct. 13.

HIGGINS, EDDIE Caught in the Act—July
21,

HIGH FIDELITY Your needs in Hi-Fi,
Article—March 17.

HITCHCOCK, ALFRED Hip Hitch, News—
an. 7.

Hg)LIDAY, BILLIE Unmarked Grave, News

-May 26; A Stone for Lady Day, Report—
June 23; In Memory of Billie, News—July

21
HORN, PAUL Caught in the; Act—April 14,

1

INFLUENCES, JAZZ Perspectives—May 12.

INTEGRATION, UNION Denver Locals In-
tegrated, News—June 9.

INTERNATIONAL BLUES SOCIETY
Blues Society Grows from Roots. News—
Oct. 27.

IRON CURTAIN JAZZ First Chorus—]an.
21; Journey’s Aftermath, News—Jazz Mis.
sion to Moscow, Article—Jan. 21; Bootleg
Jazz Drags Pravda, News—Aug. 18.

]

JACKSON, FRANZ Caught in the Act—Oct.
27.

JACKSON, MAHALIA Promise Kept. News
—March 3; Mabhalia’s Breakthrough, News
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—April 28; To Swing or Not to Swing,
News—Sept. 1.

JAMES, HARRY Caught in the Act—April
28

JAPANESE POLL Japanese Poll Results,
Tables—Dec. 22.

JAZZ CELLAR Perspectives—Oct. 27

JOHNSON, J]. J. J. J. Folds His Group,
News—Sept 15; Stereo Shopping—Oct. 13.

JOHNSON, PETE Hot Boxr—Sept. 29.

JONES, PHILLY JOE Forming of Philly
Joe, Interview—March 3.

JONES, QUINCY Great Wide World of
Jones, Article—Feb. 4; Nothing New in
Quincy, But . . .  Article—Feb. 4; Caught
in the Act—April 28; Picture Story—Sept.
29.

JORDAN, LOUIS You've Changed, News—
Feb. 4.

K

KNOB Turns to Detroit, News—July 21.

KEEPNEWS, ORRIN Meet the A and R
Man—Oct. 13.

KENTON, STAN Restless Searcher, Article
—April 28; Kenton and the Band Camp,
Article—Sept. 29; Kenton-Basie Tour Set—
Sept. 29; Kenton Calls for Freedom, News—
Dec. 8.

KESSEL, BARNEY Caught in the Act—May

26.

KIRK, ROLAND Man Who Plays Three
Horns, News—Aug. 4.

KRAL, ROY Caught in the Act—April 14.

KRUPA, GENE The Gene Krupa Story,
Movie Review—Feb. 4.

L

LAINE, FRANKIE Stacked Deck, News—
Feb. 4.

LAND, HAROLD A Voice in the Western
Land, Report—June 9.

LANIN, LESTER Hot Box—July 7.

LA PORTA, JOHN Clinician’s Cormer—OQct.
27.

LAS VEGAS Summit Meeting in Las Vegas,
Article—March 17.

LATEEF, YUSEF Blindfold Test—July 21;
Stereo Shopping—Aug. 4.

LEE, PEGGY Caught in the Act — May 26.

LENOX SCHOOL OF JAZZ Can It Be
Done?, News—May 12; The School at
Lenox, Report—Nov. 1¢.

LEVY, IRVING Case Closed, News—Jan. 21.

LEVY, JOHN To Levy from Columbus,
News—June 9.

LEWERKE, JACK Lewerke Moves to Eu.
rope, News—March 3.

LEWIS, JOHN Asset for Lewis, News—July
7; Lewis Consultant at Monterey, News—
Aug. 4.

LEWIS, RAMSEY TRIO Caught in the Act
—April 28.

LIND, JACK—Expatriate Life of Getz, Arti-
cle—April 14,

LOBREE, HAL Operation Rescue for Festi-
val, News—Sept, 1.

LOS ANGELES JAZZ FESTIVAL Eastern
Look in West, News—May 26; Bowl Festi-
val, Report—Aug. 4; L.A. Festival in Red,
News—Aug. 18; Bowl Festival: Final Hang-
over, News—Dec. 8.

LYNNE, GLORIA Caught in the Act—
Dec. 8.

M

MACERO, TED Meet the A and R Man-
Dec. 8.

MADISON SQUARE GARDEN JAZZ Jazz
in the Garden, News—March 17; Jazz in
the Garden, Report—July 21,

MAKEBA, MIRIAM Caught in the Act—
Jan. 21.

MAINIERE, MIKE Mainieri Unlimited, Arti-
cle—Oct. 27.

MANN, HERBIE Mann in Africa, Report—
July 7.

MANNE, SHELLY Blindfold Test—Qct. 13.

MARDIN, ARIF Blueprint, Arrangement —
May 26; The Long Wait, Arrangement—
Aug. 18; Three Compositions—Nov. 24;
Wise Men Speak, Arrangement—Nov. 24;
Bey-Si-Bey, Arrangement—Nov. 24; Faculty
Meeting—Nov. 24.

MASTERSOUNDS End of the Mastersounds,
News—Feb. 18.

McCALL, MARY ANN McCall Wails Again,
News—Jan 21,
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A DeArmond microphone for
violins reproduces the true violin
vibrations. No special strings

are required. All types of bowing
respond. Your favorite mute can
be used. All of which explains
why DeArmond microphones
are the favorite of professionals
and beginners around the world.

Shown here is

BASS PLAYERS

Ask your dealer for these
famous Bass String Brands.

LA BELLA

|
SWEETONE

WORLD’S LARGEST
MAKER OF BASS STRINGS

MADE IN U.S.A. BY—

E. & O. MARI, INC,

38-01 23rd Avenue
long Island City 5, N. Y.

FREE CATALOG ON REQUEST

|
|

TRUE VIOLIN VIBRATIONS —
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YOUR ORCHESTRA, BAND OR CHORUS
WILL LOGK AS GOOD AS IT SOUNDS

WITH |

go/c[en j"OIOAy l

UNIFORMS BY
SAXONY'

National

Lightweight o Fashion

for comfort . .. Institute

long-wearing ) Award

for economy 2 f Winner
N

I . | I 71‘
==t — —
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SHAWL COLLAR | \
N =)

JACKETS ..

Beautiful spotlight |
colors: Red, Powder || ¥ f
Blue,Gold,Grey,Roy- |
al, Peacock Blue, !
Green, Maroon. Top |
quality fabrics. Fully /

lined.  $17.90

White ... $19.90
Also available with black shawl.
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—

TARTAN PLAID
JACKETS

Authentic and modern
tartans in Red, Grey,
Blue, Yellow, Green,
Rust, Charcoal, New,
slim-line lapels. Full
perspiration-proof lin-

ing. $18.90
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| = S G
BLAZERS

Men’s and girls’ 2 or 3
button models. Patch
or flap pockets. In
stripes, plaids and

solids. $22.90
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- —

TUX PANTS . . . $9.50
CUMMERBUND & TIE SET . . . $3.50

All garments manufactured in our own
modern factory. Buy direct for substantial
savings, Satisfaction guaranteed, or your
money back! Sizes 34-52, shorts, regulars,
stouts, longs and extra longs in stock for
immediate delivery. Write, wire or phone
your order now . . . or ask for free illus-
trated brochure with swatches.

SAXONY CLOTHES
230 CANAL ST, N.Y.C. 13,N.Y. + WORTH 4-6039
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McCANN, LES
cle—Sept. 15.
McFARLAND, GARY
—July 21.
McGarity, LOU Hot Boxr—Jan. 7.
McHUGH, JIMMY Live with Nation's
Youth, Report—April 14,
McPARTLAND, MARIAN

McCann and the Truth, Arti-

Pamela, Arrangement

Fabulous  Joe

Morello, Article—March 3; Perils of Paul
Desmond, Article—S8ept. 15.
MEXICO Bands Across the Border, News
—Oct. 13.
MILLER, ERIC Caught in the Act—July 7.
MILLER, MITCH 1If I Were a Program
Director, Speech—May 12,
MIEWAUKEE JAZZ Ellington and  Other
Masters, News-— March 17; New Life in Mil-
waukee, News —Oct. 13.

MINGUS, CHARLES Caxght in the Act
March 31; Blindfold Test—DPart 1-—April 28;
Part 11 -May 12; Another View of Cole-
man, Report—>May 26; Stereo Shopping
June 9; Mingus Speaks and Bluntly, Article
July 21.

MITCHELL AND RUFF
wath, Article — Jan. 21.

MODERN JAZZ QUARTET
Act—April 14,

MONK, THELONIOUS Same Old Unusual
Story, News — May 12; Esperantic Jazz,
News—Aug. 4.

MONTEREY FESTIVAL
he Consultant, News—Aug. 4: Police Ready
for Trouble, News-——Sept. 29; First Chorus

Nov. 10; Monterey Festival, Review— Nov.

Journey's After

Caught tn the

Lewis Again to

10; Monterey: The Afterncons, Review
Nov. 10,
MOODY, JAMES New Mood tor Moody,

Article—Oct. 27,

MOORE, IPHIL. Before Going to New York
News- May 26,

MORELLO, JOE Fabulous Joe Morell,, Arti
cle—March 3.

MORROW, BUDDY
port—April 28,

MORTON, JELLY-ROLL
News—Feh, 18,

MOSS, ANN MARIE Lambert,
and Moss, News—April 14,

MOVIE OSCARS  Oscar Nominees Set, News

March 31.

MOVIES The Proper Time, Review—]an.
21; The Gene Krupa Story, Review- Feh. 4;
Jazz on a Summer's Day, Report—D>March
17; Summit Mecting at Las Vegas, Articlk

March 17; Jammin’ the Blues for TV, News

June 9. The Rat Race, Review June 9.
Sound of Miles, News— Aug. 18; The Sub-
terraneans, Review—QOct. 27.

MOVIE STAFF MUSICIANS Movie Mu
sicians Get AFM Contract, News Dec. 22.

MULLIGAN, GERRY Gerry Mulligan—DPart
I, Article—May 26: Blindfold Test—DMay 26:
Gerry  Mulligan—Part II, Article—June 9;
(Granz to Back Mulligan Band, News—July
21.

MURPHY, TURK Oh, Didn't They Ramble,

News—July 7.

The Alien Sound, Re-
Jelly-Roll on Fibu.

Hendricks,

MUSEUM New Museum in New Orleans,
News—July 21.
MUSIC EDUCATION First Chorus- -Febh. 4.

MUSIC INSTRUMENTS Birth of a Trumpet,
Picture Story — Jan. 7; Development of Qdd-
Ball Instruments, Article — Jan, 7; First
Chorus—July 21; Christmas Shopping Sug-
gestions, Article—Dec. 8.

MUSICALS WITH JAZZ A Pair of Win.
ners, News—March 3: European Tryout Cut
Short. News -March 31: A4 Thurber Carni-
val, Report—April 14,

MUSICIANS GUILD OF AMERICA  Fight

to the Finish, News Jan. 21; Recording
Vote Goes to AFM, News— Feb. 18; MGA
Presses TV Rattle, News--March 3; Guild

Fights Back. Report — March  17;  Guild
Sweeps TV Election, News- April 14; First
Chorus-——June 9; Cecil Read Jim Crow?,
News—Sept. 1: AFM, MGA Have at 1t
News—Sept. 29; AFM Beats MGA in NLRB

Ballot, News—Qct. 13.
MUSICIANS WIVES INC. Musicians’
Wives Organize in L.A., News Nov. 24.
N
NARCOTICS Trouble for the Baroness,

News—June 9; In Mewory of Billie, News
July 21: Chet Baker Jailed in ltaly, News
Oct. 13; The Connection. Review Oct, 13;

The End of the Road, Article -Dec. 8;

Afterthoughts—Dec. 8.

LEARN ALL STYLES,

POPULAR AND JAZZ

Ragtime, Boogie Woogie, Swing, Bop,
Progressive and Latin American,
all in one and the same course!

Inexpensively taught by mail!
PIANO Y. SAXOPHONE

GUITAR MODERN
TRUMPET HARMONY

Advanced and Beginners!

Name

Address__

: Pleose send me FREE ond with :
y no obligation informotion on your ,
1
)

correspondence courses. !
]

CIRCLE
.your instrument ond mail todoy!

EMPIRE STATE

ScHooL oF Music

23 E. WESTFIELD AVE.
ROSELLE PARK, N. J.

“Continuing a 50 year tradition
of service to the
percussionists of America”

FRANKS DRUM SHOP, Inc.

MAURIE LISHON, Prop.

now in l4th year
staff percussionist,
CBS-WBBM, Chicago

New & Rebuilt Percussion Instruments
and Accessories

Bought - Sold - Rented - Exchanged

featuring

ALL LEADING BRANDS

226 S. WABASH AVE. HArrison 7-8440
CHICAGO 4, ILL. WAbash 2-1300

FAMOUS FOR
BARBECUED RIBS

ROAST BEEF -
f

-5

DINNER FROM 5:30 P.M. OPEN TO 4 A.M.

161 E. S4TH ST., N. Y. C. PL 9-3228

in hollywood
It's
CALL NINA

The Musicians Exchange
For Complete 24 Hour Phone Service
HOllywood 2-3311
1570 N. Gower, Hollywood 28, Calif,
**Through Qur Switchboard Speak the
Nicest People in the World’’
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MUSIC

Look Forward to a Reverb-
erating Fall, News—Sept. 1.

NATIONAL ASSOCIATION OF RECORD.
ING ARTS AND SCIENCES Grammys:
Good and Bad, News— Jan. 7; A Beef from
Darby, News—April 14: New Officials for
NARAS, News——June 9.

NEW ORLEANS  Archives for Jazz, News—
March 31.

NEWPORT FESTIVAI  Newport: The Mu-
sic, Report— Aug. 18; Newport: The Trouble,
Report—aAug. 18; George Crater’s Report—
Sept. 1; Hope Springs for Newport, News
— Oct. 27.

NEW YORK DAILY NEWS Jazz in the
Garden, News- March 17; Report—July 21.

NEW DRK JAZZ Hot Boxr —Jan. 21.

NOTRE DAME FESTIVAL Collegiate Jazz
Festival, Report—April 28; First Chorus—
April 28,

NUTTY SQUIRRELS  Feuther's Nest—Feb. 4.

(0]

NATIONAL ASSOCIATION OF

MERCHANTS

O'CONNOR, THE REV. NORMAN Testi-
aonial - Dinner  Honors  ()’Connor, News—
Dec. 8.

ORGAN,  JAZZ Jazz-Organizing, Article —

Oct. 27.
ORIGINAL DIXIELAND
STORY OF

BAND, TIIE
Book Review—DMay, 26.

P

PALM SPRINGS Jazz
Springs, Report—June 9.
PALMER, JIMMY BAND, Hot Bor—Feb,

Nights at Palm

18.
PARRISH, AVERY Parrish Dea, News--
Jan. 21.
PAYOLA Investigation, News—Jan. 7; Take
Five — Jan. 7; Shake-up Reaches Chicago.

News—Feb. 4; First Chorus—Feb. 18; March
3; Should D]'s Take It on the Side, Edi-
torial — March 3; Annoyed. News—March 3:
The Philadelphia Story, News-——March
First Chorus—March 17; Payola Blues, News
—March 31; A Lot of loot, News—April 14
Other Side of the Coin—Part I, Report-
April 28; Other Side of the Coin—Part 11,
Report—May 12; Comeuppance for Clark,
News—June 9; Payolateers Arrested. News
June 23; Payola Aftermath—June 23; Stiff

Fines for Payola, News—July 21; Phila
delphia DA Seeks Injunction, News—Oct.
27; 21 DJs, 11 Distributors Enjoined Over
Payola, News—Nov. 24.

PENSIONS Nightery Musicians to Draw
Pensions, News—Sept. 1.

PEPPER, ART The Return of Art Pepper,
Article—April 14; The End of the Road.
Article—Dec. 8.

PETERSON, OSCAR Peterson and a New
School, News—Sept. 1.

PETTIFORD, OSCAR Picture Story—Feb

18; Pettiford Dies in Copenhagen, News
Oct. 13; Death Still a Mystery, News—Nov.
24

PHILADELPHIA Philadelphia; Hot House
of School Jazz, Article—Sept. 29.

PHILADELPHIA JAZZ FESTIVAL Evi-
dence of the Damage, News—Oct. 27.

PIANO  Afterthonghts—QOct. 27.

PITTSBURGH Tradition in Golden Triangle,
News—Febh, 4.

PITTSBURGH JAZZ FESTIVAL Evidence
of the Damage, News—OQOct, 27.

POLLS An Omission, News —Jan. 7; Right-
ful Distress, News—Jan. 21; Teens Dig Jazz,

News—Jan. 21; Sixth Annual Movie Pol!
Results, Report — March 17; Disc Jockey
Poll, Results—May 26; International Jazz

Critics Poll, Results—Aug. 4; Added Com-

ment, Williams—Sept. 1; Feather's Nest—
sept. 1 Eighth  Ballroom Operators  Poll,
Results—Oct. 13; First Chorus—Dec. 22;
Readers Poll, Results—Dec. ?2; Japanest
Poll. Results—Dec. 22.
POMEROY, HERB New Herb Pomeroy
Band, Report—DMay 26.

PRESS CONFERENCE Hot Boxr—Qct. 27.
PRESS JAZZ COVERAGE Afterthoughts —
Sept. 1,

PRESS RELEASES The
Release, News —-Dec. 8.
PRESTIGE RECORDS Prestige Mushrooms

into Six Labels, News—July 2I.

Incredible Press

PREVIN, ANDRE Last Call for Andre,
News—March 17; Previn Debut. News—
March 31; Spanning the Musical Worlds.

Article—Oect. 27.
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Q

QUESTIONS A ND ANSWERS  Feather's
Nest—March 17; April 14; May 26; June
23; July 21; Stereo Questions and Answers
Nov. 1u; Dec. 8; Inner Ear—Dec. 22.

R

RADIO New Sounds., News—Feb. 18; More
Change, News—March 3; Philadelphia Story,
News—March 3; First Chorus—March 17;
Jazz Net?, News —March 17: Great Godfrey,
Box—>March 17; Godfrey's Guests, News—
March 31; First Things First, News—April
14; A Tough New Ruling, News—April 28;
Other Side of the Coin— Part [, Report—
April 28; If | \Were a [D'rogram Director,
Speech —May 12; Other Side of the Coin—
Part 11, Report—May 12; Dixieland’s Re-
venge, News— June 9; Payolateers Arrested,
News—June 23; Payola Aftermath, Report—
June 23; Festivals are Airborne, News—July
7; KNOB Turns to Detroit, News—July 21;
Philly Traditionalists Lose, \Win, lLose, News
—Nov. 24

RANDALL'S ISLAND JAZZ FESTIVAL
Review—Sept. 29.
RANK RECORDS Another New Disc, News

—April 14,

READ, CECIL Read Jim Crow?, News —
Sept. 1.

REBEL FESTIVAL Newport Review—Aug.
18.

RECORD DISTRIBUTION Lewerke Moves
to Europe, News—March 3.

RECORD INDUSTRY Recording Vote Goes
to AFM, News—Feb. 18.

RECORDING Meet the A and R Man,
Dave Axelrod—Aug. 18; Orrin Keepnews—
Oct. 13; Jack Tracy-——Nov. 10; Teo Macero

Dec. 8.

RECORDS Hot Bor—Jan. 7; New Sound
from Samoa, News—Febh. 18; Who's on
First, News—March 3; Freberg Scores Again,
News—March 3; First Chorus—March 31;
Another New Disc, News—April 14; First
Things First, News—April 14; So They Did
Something, News—April 14; First Chorus—
May 26; EmArcy Reactivated, News—May
26; ABC—Paramount Signs Charles, News-

the wonderful world of jazz

Other outstanding EPIC Jazz
releases include:

JAZZ SCENE 1:
Classic performances by Count Basie, Art Tatum,
Earl Hines, many others. LA 16000

JAZZ SCENE 2:
Ahmad Jamal, kay Bryant, Herbie Mann and others.
LA 16001

THE ACT OF JAZZ:

The explanation of a jazz perfor
John Mehegan, piano and commentary; Dave Bailey,
Drums; Ernie Furtado, bass. LA 16007/BA 17007*

PARIS CONCERT
(Recorded live at Olympia Music Hall)—
Art Blakey's Jazz Messengers. LA 16009

~Stereorama

Exclusively on EPIC RECORDS

Have you heard

HERMAN FOSTER

HAVE YOU HEARD HERMAN
FOSTER LA 16010/BA 17010*

< =

\\ [/ 775
éﬁ.\\\ <3
£EPIC &
o (NS

A

B

ONE FOOT IN}
THE GUTTER"

JAZZ SERIES

ONE FOOT IN THE GUTTER
LA 16008/ BA 17008*
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JOE MORELLO

(Dave Brubeck Quartet)

“Weather King Heads

are the answer to
adrummer’'s dream."

REMO, Inc.
12804 Raymer Street
Ncrth Hallywood, California

GEO. WAY DRUMS

Crafted to the quality of
fine musical instruments.

' Aristocrat’’ Model - 6Vax14"
in sparkling blue pearl and
chrome. Also in other standard
sizes and finishes - Bass Drums
and Tom-Toms to match.
Ask your dealer to order ane
for inspection and trial . . .
no obligation to buy.

Have You Seen Our New Line
of “"Waybest’”’ Cymbal and
Tom-Tom and Other Holders?
They Are “The End.”
SEND POST CARD
FOR 28 PAGE CATALOG

GEO. WAY DRUMS, INC.
225 E. Jackson St., Elkhart, Ind.
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July 21; Prestige Mushrooms into Six Labels,
News—July 21; Jazz Singles Coming Back,
News—Aug. 4; Nat Talks Back, News—
Aug. 4; Lament for Disc Companies, News
—Aug. 4; Bootleg Jazz Drags Pravda, News

—Aug. 18; Garner vs. Columbia Records,
Report—Oct. 13; A Big Push for Dizzy,
News—Nov. 10; Hippie Hits the Scene,

News—Nov. 10; Basie's 25th Year, News—
Nov. 24; Christmas Shoppers LP Guide—
Dec. 8; Hot Bor—Dec. 8.

RED HILL INN Jazz in Jersey,
July 7.

REECE, DIZZY A Good Year for Groups,
Report—March 3.

RELIGION AND JAZZ Liturgy in Jazz,
News—March 31; Liturgical Jazz on Tour,
News—April 14; At the Drop of a Surplice,

News—

News—June 23; Jazz Goes to Church, News |

—Sept. 29; Afterthoughts—Dec. 22.
RICH, BUDDY Suffers Heart Attack, News
Jan. 21; Portrait of Man in Conflict—
Part I, Article—June 9; Part II—June 23;
Back at It, News—July 7.

RIOTS More Trouble for Jazz in Detroit,
News—Sept. 15; Newport; The Trouble,
Report—Aug. 18; Perspectives — Sept. 15;
Ready for Trouble at Monterey, News—Sept.
29; Afterthoughts—Sept. 29; The Evidence
of the Damage, News—Oct. 27; Hope Springs
for Newport, News—Qct. 27.

RIVERS, MAVIS A New Sound from Samoa,
News—Feb. 18.

ROBBINS, JACK Final Bar for Folio Man,
News—Feb. 4.

ROCK AND ROLL You've Changed, News
—Feb. 4; Hot Boxr—March 3; First Chorus
—March 17.

ROWE, NORMAN Virginia Beach Festival,
Review—Aug. 18.
RUFF, WILLIE Jazz

Article—Jan. 21.

RUGOLO, PETE Blindfold Test—Sept. 15.

RUSSELL, GEORGE Caught in the Act —
Sept. 15.

S

SAFRANSKI, EDDIE Joins Camp Faculty,
News—July 21.

SAHL, MORT Not Enough Room for Elling-
ton and Sahl, News—Sept. 1.
SAN FRANCISCO JAZZ S. F.

Article—Nov. 10.

SCANLAN, TOM Opinions Not Their Own.
Report—May 26; Chuckatuck’s Gift to Gui-
tar, Article—July 21.

SCHOLARSHIPS First Chorus — June 23;
Scholarships in Jazz, News—June 23; Doun
Beat Scholarships, News—July 21.

SCHILLINGER CONCERT Hot Box—]July
21.

SCHOOL JAZZ Jazz for Students, News—
Jan. 7; Pratt a Winner, News—Jan. 21;
Teens Dig Jazz, News—Jan. 21; School Band
Schedule, News — Feb. 4; Collegiate Jazz
Festival, News—March 17; First Chorus —
April 28; Collegiate Jazz Festival, Report—
April 28; Can It Be Done?, News—-May 12;
Jazz in  the Schools, Report—May 26;
Scholarships in Jazz, News—June 23; Jazz
in the Schools, News—June 23; More Col-
lege Jazz, Report—July 7; The Judges Were
Gassed, News—July 21; Oscar Peterson's
New School, News—Sept. 1; Festivals Are
Scheduled, News—Sept. 29; The Jazz Musi-
cian as a Teacher, Article—Sept. 29; Phila-
delphia, Hot House of School Jazz, Article
—Sept. 29; School Jazz Miscellany, News
Oct. 27; The School at Lenox, Report—Nov.
10; School Jazz Miscellany, News—Nov. 24;
Dec. 22.

SCHULLER, GUNTHER Gunther’s Spectra,
News—Feb. 18; Caught in the Act—Sept. 1.

SCORES, MUSIC Sounds for the Future,
News—Jan. 21; Oscar Nominees Set, News
March 31. .

SCOTT, SHIRLEY
—Oct. 27.

SCOTT, TONY Welcome, Tony, News—Jan.
21; The Scott Expedition, Report—Feb. 18.

SHEARING, GEORGE A Shock for George.
News—June 23.

SHIELDS, BOB Dixieland’s Revenge, News
—June 9.

SHORTER, WAYNE Views on Shorter,
Article—Dec. 8.

SHOW, MUSIC Look Forward to a Rever-
berating Fall, News—Sept. 1.

SILVER, HORACE Rumors and the Facts,
Article—July 7; Blindfold Test—Dec. 8.

SINATRA, FRANK Sinatra Seeks to Bury

Mission to Moscow.

and Jazz.

Jazz Organ-izing, Article

advertisement

YOU ANKED FOR IT!

Amazing new cordless unit
now available for elec-

tric musical instruments.

After two years of intensive re-
search and development, SEGEN
INDUSTRIES of Paramount, Cali-
fornia reports the marketing of a
unique new cordless transmitter for
electrical instruments.

This amazing unit, called the
SEGEN TRI105,
who plays an electrical instrument to

allows an artist

no longer be “tied” to a cord. Allow-
ing complete freedom of movement
up to distances of several hundred
feet, the TR10S5 is extremely easy to
operate by simply plugging into the
instrument jack, and turn on the

switch.

Weighing a minute four ounces,
the SEGEN TR105 attains perfect
reproduction with no distortion from
50-50,000 cycles, making it an ideal
unit for anything from an electrified
violin to an electric bass or cello.

Power supply is supplied by a
standard 5 volt battery with a life of
about 150 hours of continuous use.

Exhaustive in-shop testing by a
skilled crew of engineers, plus many
rigorous hours of on the job examin-
ation by several top musicians have
fully qualified and endorsed the
SEGEN TRI105 as an extremely
beneficial unit for all playing elec-
trical instruments. FOR FURTHER
INFORMATION SEE YOUR
LOCAL DEALER, OR WRITE OR
WIRE:

SEGEN DIVISION

United of Paramount, Inc.

15731 South Paramount Blvd.
Paramount, Calif. NE 6-1717
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Clan Tag, News—Oct. 13.

SMITH, JIMMY Jazz Organ-izing, Article—
Oct. 13.

SMITH, CHARLES EDWARD Hall-Gentle-
man Traveler, Article—Nov. 24,

SOUL MUSIC First Chorus—Nov. 24; Funk,
Groove, Soul Music, Article—Nov. 24.

SOUNDTRACKS The High Cost of Canning;
News—Sept. 15,

SOUTHERN, JERI Southern Collapses, News
—DMarch 17.

STEREO Do-it-Yourself Comes to Hi Fi,
Article—Jan. 21; Picks of the Year 1959,
Table—Jan. 21; New Products—]Jan. 21;
Tape Recorders and Playback Machines,
Article—Feb. 18; Your Needs for True Hi Fi,
Articte—March 17; How to Get Started in
Stereo, Article—April 14; New Sounds,
Column—April 14; Outdoor Listening, Arti-
cle—July 7; Tapes—July 21; Headphones for
Live Listening, Article — Aug. 4; New
Sounds—Aug. 4; The Highest Hi-Fi, Article
—Sept. 1; Festival Sound, Article—OQOct. 13;
New Sounds—Qct. 13; New Season in Hi-Fi,
Article—Nov. 10; Questions and Answers—
Nov. 10; Shopping for Christmas, Article—
Dec. 8; Picks of the Year—Dec. 8; Ques-
tions and Answers—Dec. 8; Tape Reviews-
Dec. 8.

STEREO SHOPPING Ruby Braff—Jan. 21;
Tyree Glenn—Feh. 18; Gene Gifford—March
17; Ira Gitler—April 14; Don Elliott—May
12; Charlie Mingus—June 9; Gene Lees—
July 7; Yusef Lateef—Aug. 4; Ray Bryant
—Sept. 1; J. J. Johnson—Oct. 13.

SULLIVAN, IRA C(Caught in the Act—Jan.
21; Legend in the Making, Article—Sept. 15.

SUMMERLIN, ED Liturgy in Jazz, News—
March 31; Liturgical Jazz on Tour, News—
April 14.

SWANN, DONALD At the Drop of a Sur-
plice, News—June 23.

SZABO, GABOR Dilemma, Arrangement —
April 28.

T

TAPE Tape Records, Article—Feb. 18; This
Modern World, News—March 3; Tape Re-
views—July 21; Dec. 8.

CANNONBALL ADDERLY

TAYIL.OR, ART A Look at Mr. Cool, Article
Oct. 13,

TEAGARDEN, JACK Caught in the Act—
July 21.

TELEVISION Hip Hitch, News — Jan. 7;
New TV Music Firm. News—Jan. 21: Cloak
and Valver, News—Feb. 4; Granz Blasts TV
Discrimination, Report—Feb. 4; Nothing for
the Poets, News—Feh. 4; The Price of Suc-
cess, News—Feb. 4; MGA Presses TV Dat.
tle, News—March 3; P’ast Recaptured, News
—March 17; Liturgy in Jazz, News—March
31; Ford Startime TV  Showtime, First
Chorus—April 14; A Lot of Loot, News—
April 14; Guild Sweeps TV Election, News
—April 14; Take Five— April 14; Big Beat
Goes Dixie, News—April 28; $500,000 for
Real Thing, News—June 9; Jammin' the
Blues for TV, News—June 9; The Sound of
Miles, News -— Aug. 18; What Pay TV
Portends for Composer, News—Oct. 13.

THEATER MUSICIANS No Strike in the
Pits, News—Nov. 10.

THEATRICAL GRILL One Club Burns,
Another Returns, News—(Qct. 27.

TIMMONS, BOBBY Timmons in a Tempest,
Article—Nov. 24.

TORME, MEL Caught in the Act—July 7;
The Musician's Singer, Article—Qct. 13.

TOSHIKO-MARIANO QUARTET A Good
Year for Groups, News—DMarch 3.

TOWN HALL Ng More Jazz at Town Hall,
News —Aug. 4.

TRACY, JACK Meet the A and R Man—
Nov. 10.

TRADEMARKS, THE Caught in the Act—
Jan. 21.

TRANSCRIPTIONS Set for Fall—Jazz from
(anada, News—Aug. 4.

U

ULANO, SAM Drum Clinic, Hot Box—April
14: Casuals Swing out West, News—July 7.

URBAN LEAGUE Hamnmond Moves on
AFM Segregation, Report—Feh. 4; Urban
League Festival, Review—Qct. 13.

BROWNIE McGHEE & SONNY TERRY

WES MONTGOMERY

WP-1298 Stereo-1298
.

ADDERLY
ORCHESTRA |

FITE BLUES MESSAGE

[CURTIS AMY & PAUL BRYARS

PJ-9 Stereo-9

WORLD-PACIFIC PACIFIC )
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WP-1296 Stereo-1296

PJ.5 Stereo-5

(Ot
NEWMAN

WP.1288 Stereo-1288

\%

VINTAGE '60 Caught in the Act June 23.
VIRGINIA BEACH FESTIVAL On the
Beach, News—June 23; Report—Sept. 1.
VOCALISTS First Chorus—May 12: Direc
tory—>May 12; Addition to Directory—>May
26; Before Going to New York, News—May

26.
VOICE OF AMERICA Sdliloguy by Satch,
News—Feb. 18.

W

WGHF-FM Dixieland’s Revenge, News—June
9

WHAT-FM  Philly Traditionalists Lose, Win,
Lose, News—24.

WINS-AM First Things First, News—April
14.

WNCN-FM  Jazz Net?, News—March 17.

WRCV-AM  New Sounds, News— Feh. 18.

WASHINGTON, DINAH Caught in the Act
-March 3.

WEST COAST JAZZ Casuals Swing out
West, News—July 7; Take Five—Sept. 1.

WILKINS, ERNI1E Blindfold Test—June 9.

WILLIAMS, ANDY Lament for Disc Com-
panies, News—Aug. 4.
WILLIAMS, JOE Blindfold Test—March 3;
The Blues is a Story, Article—March 31.
WILLIAMS, MARTIN Added Comment to
Poll, Box-—Sept. 1.

WILSON, NANCY To lLevy from Columbus,
News—June 9.

WILSON, TEDDY C(aunght in the Act —
Dec. 8.

WINCHESTER, LEM The End of a Perfect
Cop, News—Sept. 29.

WITHERSPOON, JIMMY The Comeback of
Spoon, Report—Feh. 18,

WIVES, MUSICIANS Musicians  Wives
QOrganize in L.A., News—Nov. 24.

WRIGHT, DICK Deep Sir, Arrangement—

June 23.
XYZ
ZENTNER, SI Take Five—June 9.

ZETTERLUND, MONICA Blindfold Test—
Feb. 4.

LES McCANN

GERRY MULLIGAN

PJ.7 Stereo-7

7 RECORDS

PJ-10 No Stereo

pAC\F\C JAZ

Pj.8 No Stereo

L7
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PRESENTING THE
STAN
KENTON
CLINICS

WOULD YOU LIKE TO STUDY FOR
ONE WEEK NEXI SUMMER WITH
STAN KENTON AND 16 OTHER GREAT
MUSICIANS? WHO WOULDN'T?!?
NATIONAL BAND CAMPS. INC. (NOT
FOR PROFIT) IS MAKING IT EAS
IER FOR YOU TO ATTEND THE STAN
KENTON CLINICS BY HAVING CAMPS
AT THESE 3 UNIVERSITIES
SOUTHERN METHODIST UNIVER
SITY FROM JULY 23 THRU 28
MICHIGAN STATE UNIVERSITY
FROM JULY 30 THRU AUG. 5.
INDIANA UNIVERSITY FROM
AUG. 6 THRU 12. SEND NOW
FOR COMPLETE INFORMATION!

NATIONAL BAND CAMP (inc., not for profit)
Box 221, South Bend, Indiena

Please send mas. at no obligation, complete
information on your 1961 clinics.

O 1 am interested in attending.
O | am interested in & scholarship.

Name ... . iiiiiiiiiiiaiiiiniisianaee,
AdOress .........coveierieiiieeniiinineenns
City.....ovviiiiiniiaian, Zone.... State....
[ Student {J Band Director M6
|
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ABOUT THE WRITERS-

GENE LEES, the editor of Down Beat, wrote the essay on jazz criticism
on Page 13 and conducted the panel discussion that begins on Page 61. A
newspaperman and columnist for 10 years before he came to Down Beat, he
was one of six U.S. newspapermen awarded Reid journalism fellowships
for 1959, and spent a year in Europe studying music and drama. Shortly
after returning to this country, he was named managing editor of Down Beat
and last year was promoted to editor.

IRA GITLER was perhaps America’s most prolific writer of liner notes
until he joined the Down Beat reviewing staff a year ago. Gitler, who once
played alto, has done a&r work, and is noted for the courage and directness
of his reviews. His report on U.S. jazz festivals, on Page 16, is based on
first-hand experience of many of them.

DON DeMICHEAL, drummer and vibraharpist who led his own groups
for 10 years, joined the staff of Down Beat (giving up professional jazz play-
ing) in the summer of 1958. DeMicheal began writing late in his 20s,
when he began studying sociology at Indiana university. The influence of
his double background is seen in his study of Down Beat’s readers poll on
Page 19—the first comprehensive study ever made of the polls and the trends
they have reflected.

MARSHALL STEARNS is a distinguished jazz scholar, author of one
of the finest histories of jazz ever written (The Story of Jazz), and director
of the Institute of Jazz Studies in New York. Recently, Dr. Stearns, who first
wrote for Down Beat in the 1930s, restored the relationship by starting to
review for records for Down Beat. His essay What Is Happening to Jazz?,
begins on Page 28.

WILLIS CONOVER virtually is jazz to millions of listeners throughout
the world. The jazz program he conducts for the Voice of America is a
powerful friendship-builder for America. During the past year, Conover did a
tour of the Middle East and Yugoslavia. His memoire of the tour is on Page 32.

GEORGE CRATER is of course, the humorist whose column, Out of
My Head, has become one of the most popular features in Down Beat. A few
months ago, Crater recorded an album for Riverside. On Page 39, he takes
a satiric look at the jazz scene as it unfolded during 1960.

LEONARD FEATHER is probably the world’s best-known jazz critic.
Author of the new Encyclopedia of Jazz (Horizon Press), he has been writing
about jazz for the past 25 years. Feather, like many other persons connected
with jazz, is concerned by the racial frictions in jazz; his report is on Page 44.

ALAN MERRIAM is professor of anthropology at Northwestern university,
and a noted writer on the ethnology of jazz. At the end of 1960, he returned
from a one-year stay in the Belgian Congo. In a short essay on Page 42,
Dr. Merriam suggest some fruitful avenues of future jazz studies.

JACK LIND is a Danish-born journalist who now lives in Chicago. Lind,
who has a compelling interest in jazz, began a few months ago a study of
the press in relation to jazz, which produced the report on Page 48.

GEORGE HOEFER is New York editor of Down Beat. Interested in
jazz since his college days, Hoefer became a noted collector in the 1930s
and contributed a column titled The Hot Box during that period. The column
still appears. Hoefer traces the growth of outlets for jazz on Page 54.

JOHN S. WILSON is a former New York editor of Down Beat. He is
jazz critic for the New York Times and writes regularly for Down Beat. His
witty article, What Is Jazz?, on Page 58, comes up with a surprising series
of definitions of the art.

BILL MATHIEU is a 23-year-old arranger who lives in Chicago. During
1959, he was on the arranging staff of the Stan Kenton Band and during
1960 wrote for Duke Ellington. He writes a column, The Inner Ear, for Down
Beat. On Page 84, he takes an arranger’s look at one of the most important
arranger-composers in jazz today, Gil Evans.

CHARLES SUBER is the publisher of Down Beat. Suber has worked
extensively with the jazz movement that has sprung up in America’s schools,
helping set up training camps for young musicians, arranging scholarships
for deserving youngsters, and co-ordinating much of the exchange of infor-
mation on school jazz. On Page 88, he traces the growth of this movement.

CHARLES GRAHAM is stereo and high fidelity editor of Down Beat.
On Page 111, he discusses the year’s developments in music reproduction. ®
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...our consistent poll-topper whose
study and mastery of his instrument
and his music are clearly shown 1
the respect given him by musician
and public . .. because J. J. Johnson|
is an uncommonly fine and intelligent

individual as well as musician, we are
Bproud to know him and to say that
J. J. plays a King.

THE H.N.WHITE COMPAN
5225 Superior Ave. - Cleveland 3, Ohio

KING s CLEVELAND « AMERICAN-STANDARD
BAND INSTRUMENTS for over €5 ysar

EAHEON

'. . . whose first ‘first’ in the Down Beat
Lpoll is fitting tribute to an imaginative
‘musician who is an ariiculate spokes-
v man for the world of jazz and music
“generally. We tip our hatto Cannonball
" Adderley, proud that his alto saxo-
" phoneisand hasbeena King Super-20.

THE H.N.WHITE COMPANY
5225 Superior Ave. - Cleveland 3, Ohia

KINGrGLEVERANDerAMERICAN-STANDARD
BANDINSTRUNMENTS o over 65 years

THE SOUND IS KING!

Performance that wins the re-
spect of public and critics is an
old story to men like these and
the Kings they play. King band
instruments, still carefully hand-
crafted in a 65-year-old tradition,
are designed and built to respond
easily and accurately. King sound
is the sound preferred. King ac-
tion - valve, slide, key-—is recog-
nized for its superior performance.
Shouldn’t you see how good you
sound on a king?

for free full-color catalog on

King-crafted band instruments,
write The H. N. WHITE Company,
5225 Superior Ave., Cleveland 3, Ohio

1
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Make the Selmer Sound your sound and

SUDDENLY-
there's a
great new

difference

—— e ——————————————

in your playing

You’ll pick up the Selmer trumpet and play it—and it
will happen that quick. You’ll sound better, and you’ll
know it. You’ll play better, and you’ll feel it. Not tomorrow.
Or next week. Or after you break it in. But right

now. How come? It’s K-Modified —the most exciting
brass Selmer ever built. Try one soon. That’s the only
way to prove to yourself how good it really is, and

how much of a difference it will make in the way you
sound and play.

ELKHART, INDIANA, DEPT. C-601

Please send FREE brochure describing
the Selmer K-Modified [ |Trumpet [ |Cornet [ JTrombone

NAME. - S .
ADDRESS___ - S —

ary____ — STATE
2850-2801

RAY ANTHONY LOUIS ARMSTRONG
Ray Anthony Band Louis Armstrong All-Stars

BUCK CLAYYON HARRY EDISON
Buck Clayton Combo Harry Edison Combo

]

r

LES ELGART DDN GDLDIE
tes Elgart Band Jack Teagarden Combo

‘

BOBBY HACKETT RICHARD MALTBY
Bobby Hackett Combo Richard Maltby Orchestra

: Nowﬁnu—wwl«% :
they oll ployy Sebuer

RAY NANCE RED NICHOLS
Duke Ellington Orchestra “Five Pennies’ Band

r .y

: -

EDDIE MULLEN CHARLIE SPIVAK
Duke Ellington Orchestra Charlie Spivak Orchestra





