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Gibson thin-body guitars feel Just right

Whenever guitar players get to talking about their favorite instrument there’s one thing they’ll always
say: the feel is right! And that’s just what they’ve all been saying about Gibson’s great new series of
thin-body electrics. Yes, every one of these models—each with the Gibson wonder-thin silhouette—really
does have that certain ““feel” to it. And fitting so close and comfortably to your body, it’ll let you reach
many chords easily you’ve never played before.* You’ll find the slender Gibson neck feels just right in
your hand, and it’s so easy to finger. That extremely fast, low action will make the strings seem feather-
light to your touch. If you haven’t done so already, be sure to find out all about this new all-star line of
light-weight low-action thin-body Gibsons . . . each model so easy to

handle, so easy to play. All have that quick response, balanced tone

that always says instantly —Gibson. Z
// .5'04 INC.

KALAMAZOO, MICHIGAN

the Gibson
wonder-thin
silhouette . . .
| only 13,”
to 21" thin . ..
| m a full
series of
Gibson guiltars,
priced from
$145 to $605.

* Especially with Gibson's beautiful, cherry-red ES-355T
double cutaway model, you'll reach right down to the very last fret
with the greatest of ease (shown here, along with the GA-400

amp, by Gibson artist-enthusiast, Andy Nelson).



Miles Davis (No. 1, Poll A& B)

Check the Poll Winners right down the line ... check the trumpet
they play. Far and away you’ll find Martin the overwhelming leader.
Year after year, too. In both polls 4 out of the top 5 play Martin.
Simply, Martin measures up! It's the extra-range trumpet. Shouldn’t
YOU enjoy these benefits too? Your Martin dealer has a Martin trum-
pet ready for you to try. See

him soon or write today to . .. M A RT I N

The Martin Band Instrument Company, Elkhart, Indiana

Art Farmer (No. 5 in Poll A & No. 4 in Poll B)
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HALL OF FAME

AVEDIS ZILDJIAN

takes great pride in present'ing
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F.E. OLDS & SON
Fullerton, California

An exciting ‘“mezzo”’ voice for the brass section of the band. Full, round,
and deep-throated, the fliigel horn adds rich and bold tonal color and
finer brass choir balance—surely intriguing to the forward-looking
band director.

Built in the Olds tradition of fine craftsmanship—this bridge from
cornet and trumpet voicing to the tone of the lower brasses supplies a
recognized need in our band instrumentation. And where special parts
are not available the fliigel horn doubles and reinforces any of the
cornet parts.

With its characteristic large bore, long valves, and sweeping curves
the Olds fliigel horn amplifies and enhances the traditional mellowness
and sonority of this instrument. Feather-light, it allows fatigue-free
performance and fast, alert response. You'll enjoy the sound of the
Olds fliigel horn—a truly important addition to the Olds line of custom-
crafted band instruments.

P.S. You haven’t heard ‘‘the most” wuntil you're listened to the Olds
Sfliigel horn in a small combo painting modern jazz abstracts. It’s a coel,
smooth votee!

&1 DS



At Progressive Music Stores and Studios Everywhere

NEW ULTRA THIN HOLLOW BODIES
WITH “"TONE CHAMBER” CONSTRUCTION

Here are the nationally famous Harmony Stratotone models—
with their improved new “Tone Chamber" construction.
Their vibrant tone plus improved pickups give you

far wider range and versatility.

VERSATILE *MERCURY" %

‘‘MARS’ MODELS Multi ; ;
-purpose single unit pol-
SHADED WOOD FINISH ished finish, curly maple.

No. H45 Single Pickup.$70.00 No. H47 Sunburst .$99.50
No. H46 Double pickup 97.50 No. H48 Natural ..104.50

NEW HARMONY
'*300 SERIES" AMPLIFIERS

2,

DELUXE "'JUPITER” %
Ingenious “blender"” circuit.
2 pickups. 6 controls. Curly
maple, spruce top. Polished.
No. H49. . . . .. .$139.50

Musically matched to Harmony Elec-
tric Guitars. Smartly styled, tone
designed for high fidelity guitar
reproduction. Special Jensen
speakers . . . U.L. approved.

3-4-5-6 Tube Models from
$47.50 to $127.50

* HARMONY EXCLUSIVES

® Torque-Lok adjustable neck-rod
® De Armond specially designed pickup

CHICAGO 9, ILLINOIS

Address Dept. Y-9 for full color catalog of Harmony Eilectric and regular guitars, amplifiers,
mandolins, banjos and ukuleles—the choice of more players than all other makes combined.
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Lionel Hampton

January

B The ringing bells of New Year — 1958 found Stan
Kenton and his orchestra ensconced at the famed Balboa
Rendezvous ballroom in southern California. The leader
spent $75,000 to remodel the musty spot and hoped to
retain it as permanent home for his band . . . Erroll
Garner played his conquering path through France; re-
ceived assorted plaques and honors from such notables
as Brigitte Bardot and Jean Cocteau . . . An offbeat
Dixieland single record of Yellow Dog Blues, featuring
the slap-tongue soprano sax of New Orleans veteran Joe
Darensbourg soared on the nation’s pop hit parade . . .
Columbia Records’ longtime jazz specialist George Ava-
kian, with an eye to the west, left the label. He planned
teaming with Dick Bock’s World Pacific Records as
WP’s New York a&r supervisor.

Sponsors of Frank Sinatra’s much ballyhooed tele-
vision series on the ABC network began squawking
about the noticably lukewarm nationwide reception re-
flected in the program’s low ratings . . . James C. Pe-
trillo, president of the American Federation of Musi-
cians, turned an apparently deaf ear to the pleas of Los

Angeles’ Musicians Committee for integration ** . . . to
abolish discriminatory practices” in the federation’s
locals . . . Chicago raconteur and sometime guitarist

Eddie Condon prepared to move his jazz club from New
York’s Greenwich Village where the wreckers were at
work, to the midtown Bourbon Street . . . The Lionel
Hampton band was off and stomping on a five-month
good-will tour of all kinds of places, including Israel
and Ghana, in west Africa, where Hamp premiered his
symphonic suite, 2/ Ghana Salute.

February

W Lester Young was recovering from a nervous collapse
. .. Ditto Chris Connor, on the mental mend in a New
England hospital . . . Trombonist Warren Covington
changed his Commanders band jacket to take over and
lead a Tommy Dorsey band on the road . . . But the
Urbie Green-led Benny Goodman did an El Foldo after
a year-end job in Chicago . . . The new Jimmy Giuffre 3
(Bob Brookmeyer, trombone, piano; Jim Hall, guitar;
Giuff on reeds) dug in at the Village Vanguard . . .
Negotiations broke down.between the AFM and the big
movie producers — the strike of Hollywood musicians

was on . . . Chico Hamilton replaced coast-settled Fred
Katz with symphony cellist Nat Gershon . . . The Dave
Brubeck quartet took the boat for Europe . . . Woody

Herman, faced with the need to give a fresh twist to
band offerings, signed up, in toto, the Al Beletto sextet
to work with the band as sidemen and as a unit.

The Record Changer lost an editor, and Turk Murphy
gained a clarinetist when Dick Hadlock moved to San
Francisco . . . Tony Scott took a powder from the RCA
Victor fold . . . In Hollywood, M-G-M trombonist Si
Zentner drew his last paycheck from the studio and
decided to take the big plunge into the dance-band field
. . . Chubby Jackson teamed with Steve Allen to pen
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two songs. recorded both on Argo, and looked forward
to a songwriting career . . . In Los Angeles, with a court
victory to their credit, the Cecil Read rebels against the
AFM held fast to an injunction restraining record com-
panies from paying into the controversial trust funds fees
based on 21 per cent of the recording musicians’ wage
scale. They hoped to stalemate the situation till the end
of the year when all recording contracts expired.

Jeri Southern forsook the piano stool to embark on
a new career as a “standup” singer . . . J. J. Johnson’s
new group, featuring Nat Adderley on trumpet, debuted
at Birdland . . . Erroll Garner took the first step in his
new carcer as a solo concert artist with a series of
concerts along the east coast . . . Work began in France
on a film based on the life of the late gypsy guitarist
Django Reinhardt . . . Count Basie embarked on a mid-
west tour . . . Paul Horn left the Chico Hamilton quintet
to settle in Los Angeles . . . Harry James’ band, preening
itself in a new Basie-style look, worked the Hollywood
Palladium through the month.

March

B A Down Bear editorial noted the coroner’s death cer-
tificate on the Dance Orchestra Leaders of America
organization . . . Poetry jazz scrabbled for roots in New
York jazz spots . . . The Lawrence Welk champagne
wailers played the New York Waldorf-Astoria for Dodge
motor cars . . . Louis Armstrong got himself a new
drummer in Danny Barcelona . . . Down Beat’s Dom
Cerulli launched a campaign against the New York City
police department’s cabaret card policy, which prohibits
from working an cntertainer who has been arrested on
any narcotics charge . . . Leonard Feather’s The Book
of Jazz was published by Horizon Press . . . In Los
Angeles, Mahalia Jackson recorded her segment of Duke
Ellington’s Black, Brown, and Beige Columbia album
. . . Steve Allen gave the Big Push to a newly formed
Gus Bivona big band. But nothing happened.

After nine years with Down Beat, editor Jack Tracy
left the typewriter for the talk-back mike, moving to
the EmArcy division of Mercury Records to produce
that label's jazz albums . . . Johnny Hodges took a few
wecks' vacation from the Ellington tribe, worked in
Florida with his own group, including Billy Strayhorn

on piano . . . British jazz writer Stanley Dance was on
a visit to the U. S.. recording jazz albums for U. K.
release . . . NBC-TV launched its 13-week series, The

Subject Is Jazz, with emceeing by Gilbert Seldes and
music direction by Billy Taylor . . . Bassist Al McKibbon
joined the Cal Tjader quintet along with drummer
Willie Bobo and congero Mongo Santamaria.

Sammy Davis Jr. fired his long-time music director,
Morty Stevens, and hired Dick Stabile to replace him
. Red Norvo revived his quintet, took it into the
Sands hotel in Las Vegas for a run lasting all summer
. . . Bassist Chubby Jackson, active in Chicago television
for years, gave up the big tube to return to New York
and jazz . . . Hollywood's Westluke College of Modern
Music announced its 1958 award winners: tenorist Bill
Perkins, Marshall Brown, Eydie Gorme, KABC-TV's
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Marshall Brown

Stars of Jazz, Stan Kenton, Billy May, Bill Holman, and
Mrs. Louis L. Lorillard . . . Dave Brubeck took his
quartet behind the Iron Curtain, opening a concert series
in Warsaw, Poland . . . Death took a heavy tell in music:
W. C. Handy, pianist Carl Perkins, violinist Paul Nero,
and pioneer trombonist Tom Brown.

April

® In a move construed by many as a straw in the wind,
Johnny Green took up new quarters at Desilu telefilmery
after 12 years with the M-G-M music department. He
was contracted as composer-producer . . . A far-from-
accurate “life story” of W. C. Handy was released by
Paramount Pictures with Nat Cole in the title role . . .
Dave Brubeck’s quintet was playing concerts in India,
Ceylon, and Pakistan . . . NBC-TV allocated a prime
time slot to its Swing into Spring “special” headlined by
Benny Goodman . . . The Jimmy Giuffre 3 appeared with
comedian Mort Sahl in a short-lived Broadway show,
The Next President . . . San Francisco poet Kenneth
Rexroth brought his poetry and jazz act to New York’s
Half Note club . . . Meanwhile, Langston Hughes was
offering a similar bill of fare at Gotham’s Vanguard . . .
Ella Fitzgerald opened her European tour in Paris the
10th.

Singer David Allen reappeared on the music scene
with a World Pacific album and an appearance on the
Steve Allen show . . . Fred Katz undertook a&r pro-

2

duction chores for Decca on the west coast . . . Stan
Kenton’s .local television show collapsed because of a
lack of sponsor interest. His tenure at the Balboa Ren-
dezvous ballroom was expected to be cut short, too . . .
Marshall Brown and George Wein were back in the
states with their International Youth band, handpicked
from the musicians of 15 nations and slated to appear
on the program of the 1958 Newport jazz festival in July
. . . The uneasy union situation in Los Angeles blew
sky high when Cecil Read announced formation of the
Musicians Guild of America and set his sights on in-
vading the film music field. His move was promptly
condemned by AFM brass . . . Not to be outdone by
Texaco, the Timex watch company sponsored a television
jazz spectacular on CBS headlining Louis Armstrong and
many other leading jazzmen . . . Barney Kessel left his
a&r job with Verve . .. A&r man Bob Thiele quit Coral
after four years to take a vice presidency at Dot . . .
Nicholas Brignola, 21-year-old reedman from Troy, N.
Y., was granted Down Beat’s Hall of Fame scholarship
to study at Berklee school of music in Boston . . .
Manny Albam signed with Dot.

British fans of ailing blues singer Big Bill Broonzy
raised 500 pounds (about $1,600) to help pay medical
expenses . . . The Duke Ellington Jazz Society was
formed in Los Angeles . . . The Ford Foundation made
a $75,000 grant to Tulane university to cover a five-year
jazz research project . . . In New York the American
Civil Liberties Union took up the fight against the police
department’s cabaret card policy . . . Swars of Jazz,
emanating from KABC-TV in Los Angeles, went on the

\
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Gerry Mulligan

network . . . Sam Goldwyn began work on his film ver-
sion of George Gershwin’s Porgy and Bess. Andre Previn
was assigned supervision of the music . . . Norman Granz
released the epochal Ella Fitzgerald-Duke Ellington
Songbook . . . Stan Kenton threw in the towel, aban-
doned plans to make a home for his band at Balboa’s
Rendezvous ballroom . . . Columbia Pictures decided to
get into the recording act and dubbed its baby record
division Colpix Records.

May

B With the active collaboration of Dot Records, the
Down Beat all-star jazz concert was held in New York’s
Town hall. The music later was released on a Dot album

. .,The Benny Goodman band played the Brussels’
world’s fair in Belgium at the end of the month, the oc-
casion of the clarinetist’s 49th birthday. Singers Jimmy
Rushing and Ethel Ennis were featured . . . Dot Records
appointed jazzman Tom Mack west coast vice president
in charge of its Jazz Horizons series . . . In Los Angeles
KNOB-FM, “world’s only all-jazz radio station,” got a
power boost from the Federal Communications commis-
sion and began beaming with 3,500 watts the good musi-
cal tidings . . . Gerry Mulligan was breaking in his new
quartet with Art Farmer, trumpet; Henry Grimes, bass,
and Dave Bailey, drums . . . The Modern Jazz Quartet
presented its first solo concert in New York’s Town hall
the 12th.

Music '59

Buddy DeFranco was the hit of the 26th Tri-State
music festival at Enid, Okla., when he led a student band
through its paces in a head arrangement of a blues . . .
Erroll Garner signed with classical impresario Sol Hurok
for presentation as a solo concert artist around the world
.. Teo Macero, one of the farthest-out modern jazz
composers, won a Guggenheim fellowship award for com-
position . . . The Leon Merian band was off and running
with Decca’s blessing . . . In Los Angeles the AFM-MGA
struggle continued to boil as Local 47 instituted a “loyalty
oath” requirement from striking members before strike
benefits were paid . . . Miles Davis’ Miles Ahead LP on
Columbia soared to the top of the best-selling jazz albums
.. . Kid Ory bought himself a San Francisco club, the
Tin Angel.

June

B When the gavel thumped finis to the 61st annual con-
vention of the AFM in Philadelphia, the union had a
new president—Herman D. Kenin. Long-time President
James C. Petrillo announced his continuance as president
of his home local of Chicago and was also retained as
special adviser to Kenin . . . Bob Crosby took over the
Perry Como show for the summer . . . Red Garland
formed his own trio to take on the road . . . Otto Weber,
managing secretary of the National Ballroom Operators
association, announced his organization would launch an
all-out program in the fall to revitalize the ballroom
business and would hire a public relations firm to this
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end . . . The Screen Composers association announced
its first annual awards, naming Max Steiner and 29-year-
old Andre Previn as winners.

A San Fernando valley, California, housewife, Mrs.
Pat Willard Ortiz, won Down Beat’s international con-
test for a free trip to the Newport jazz festival and a new
stereo sound record setup . . . The Boston Arts festival
held a jazz night featuring the Herb Pomeroy band and
guest Gerry Mulligan . . . Quincy Jones was in France
and Sweden, busy with record dates . . . Anita O’Day
moved to New York . . . So did movie star Jackie
Cooper—to head a jazz group (on drums) at the Round-
table . . . Apparently doing as Romans do, jazz fans of
the Eternal City pelted and jeered Norman Granz in pro-
test of a late-starting JATP show . , . Sterling Bose, 52,
jazz trumpet with many big league bands of the 1930’s,
was found dead of a self-inflicted bullet wound in his
St. Petersburg, Fla., home . . . RCA Victor debuted its
stereo discs and tape machine.

July

B Newport, 1958, was the biggest, most financially suc-
cessful jazz venture ever undertaken . . . Other festivals
held this month did well, too. These included events at
Great South Bay on Long Island, N. Y., the first week-
end of which was held the 26th and 27th, the second a
week later; Vancouver, B. C., scene of the First Van-
couver International Arts festival the end of the month;
Stratford, Canada, which included five jazz nights;
Ravinia, in Highland Park, Ill., the first jazz night of
which was held the 29th . . . The Serge Koussevitsky
foundation awarded Bill Russo $1,000 to help in the
commission of a work for the New York Philharmonic
orchestra,

Ray Gilbert, who wrote the lyric to the oldie Muskrat
Ramble (Kid Ory is credited with the music), sued a
coffee company and a music publisher for $300,000
damages because the song was adapted to a coffee com-
mercial . . . Woody Herman played Birdland for two
weeks before taking off on a State Department-sponsored
South American tour . . . Andre Previn had a jazz album
and a classical LP released simultaneously by Con-
temporary. They were Gigi and Ernest Chausson’s
Quartet in a Major . . . The Newport festival’s Interna-
tional Youth band appeared on the Arthur Godfrey show
.+ . As part of its plan to stimulate the ballroom busi-
ness, the National Ballroom Operators association an-
nounced a competition for a Regional Band of the Year
award in co-operation with Down Beat . . , In a special
election conducted by the National Labor Relations
board, Los Angeles movie studio musicians voted in the
Musicians Guild of America as their bargaining agent
with major studios.

August

B Jazz festivals again dominated the month’s music news.
First, there was the Great South Bay carryover into the
first weekend in August—highly successful. French Lick, Anita O'Day
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Duke Ellington

Ind., was rocked by a jazz one weekend . . . And the
cats wailing on Randall’s Island, N. Y., set the East
river to boiling . . . United Artists, the film company,
was preparing to invade the phonograph field. Negotia-
tions with Norman Granz to buy Verve, fell through . . .
Marian Anderson was enjoying the tribute paid to her
when President Eisenhower named the singer to serve
in the general assembly of the United Nations as a rep-
resentative of the United States.

All assets of Mode Records were taken over by a
Nevada holding company, Sonic Industries. The album
line—consisting mostly of jazz LPs—was to be reduced
in price and marketed in drugstores . . . Charlie Ventura
tripped and fell from a Las Vegas bandstand, fracturing
five ribs . . . Count Basie and Anita O’Day played the
Hollywood Bowl . . . Steve Allen signed with Dot Rec-
ords . . . Les Elgart, playing the west coast for the first
time in shree years, drew 6,247 dancers into the Holly-
wood Palladium on a ‘two-night date. It was also the
bandleader’s first dance date since his split with brother
Larry . . . Pianist-composer Mel Powell was appointed
to the faculty at the Yale school of music . . . Pianist
John Mehegan joined the staff at teachers college of
Columbia university as instructor in jazz improvisation
. . . Big Bill Broonzy, 65, died of cancer in Chicago . . .
Herb Ellis decided to leave the Oscar Peterson trio after
five years.

September

B With the fall, jazz festivals continued unabated. Robert
Hall (impresario, not clothier) promoted a bash in Wall-
ingford, Conn., featuring Leonard Feather’s Encyclopedia
of Jazz all-stars . . . Duke Ellington and the band sailed
for England to make the first appearances of a European
tour. It was the first Ellington band visit to England since
1933 . .. The School of Jazz at Lenox, Mass., was again
in full swing under the musical direction of John Lewis.
Turkish composer-arranger Arif Mardin was studying
there under auspices of a Broadcast Music, Inc., scholar-
ship in jazz composition, believed to be the first award
of its kind in jazz history.

Lawrence Welk announced the formation of a junior
dance orchestra in an attempt to wean away young
musicians from what he term “progressive jazz.” . . .
Anita O’Day was on a club tour of the east . . . Johnny
Green made his debut as headliner of a “spectacular”
television music show when he conducted and emceed
CBS-TV’s Music, U.S.A. from Hollywood, featuring
Benny Goodman and Andre Previn . . . Harry James’
Basie-sounding band was booked into the Las Vegas
Flamingo and did so well that owner Al Parvin laid plans
to bring in many more big jazz crews, including a new
Louie Bellson orchestra with Pearl Bailey . . . Some east
coast jazz attractions headed west for bookings leading
to their appearance at the forthcoming Monterey jazz
festival early next month. They included Max Roach’s
new quintet and Billie Holiday . . . In Florida, saxman
Herbie Fields died after taking an overdose of sleeping
pills.
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Dave Brubeck

October

W The Monterey jazz festival made history and lots of
money. It was the first such event on the west coast and
was widely covered by press and radio . . . The forma-
tion of a permanent 17-piece Newport youth band was
voted by the festival board. Marshall Brown was named
as organizer. Members were to range in age from 13
to 18, be drawn from the Greater New York City area
and be ready to strut their stuff as a unit after the first
of the year . . . West coast jazz pianist Lorraine Geller
died of a heart attack at her Hollywood home . . . Bob
Brookmeyer left the Jimmy Giuffre 3 to be replaced by
bassist Buddy Clark in a reversion to Giuffre’s original
trio format . . . New York’s famed Savoy ballroom,
where all the stompin® went on the last 32 years, closed
its doors for good to make way for a housing project.

In Los Angeles the jurisdictional labor war went on
and on between the AFM and the MGA, with nothing
in sight but stormier weather . . . Andre Previn, with
Red Mitchell on bass and Frank Capp on drums, em-
barked on an eastern tour . . . In Hollywood work began
at Paramount on the biopic of Red Nichols with Danny
Kaye in the title role . . . Paul Weston returned to Capi-
tol after an eight-year absence . . . Ernestine Anderson,
a singer relatively new even to jazz audiences, was fol-
lowing a rising star . . . Pianist Marian McPartland left
Capitol Records . . . Dave Brubeck, asked to tour South
Africa with an all-white quartet, turned down the offer.

November

® Elkhart, Ind., celebrated its centennial with 25 high
school bands and more than 1,500 high school musicians
performing . . . Chico Hamilton was breaking in a re-
shuffled quintef with a new guitarist, Dennis Budimir,
and new bassist, Bull Reuther . . . the Jazz for Moderns
tour was wailing -through the east and midwest . . . J. J.
Johnson re-formed his group and stiffened its collective
lip with dates in Baltimore and Washington, D. C. . . .
The west coast’s World Pacific jazz albums were break-
ing through the Iron Curtain into Yugoslavia . . . Art
Farmer and pianist Randy Weston signed with newly
formed United Artists Records . . . As the end of the
year approached, veteran trumpeter Jonah Jones had no
fewer than four fast-selling “muted jazz” Capitol albums
working for him and was rapidly becoming one of the
nation’s top combo draws in clubs and at concerts . . .
Oscar Peterson, for the first time in five years, was
working clubs without a guitarist, employing drums in-
stead . . . Comedian Mort Sahl sued Fantasy Records
over release of a five-year-old album of his monologs . . .
Barbara Carroll switched from RCA Victor to Kapp Rec-
ords . . . Barry Miles, 11-year-old New Jersey drummer,
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formed a modern jazz group to carry the message into
grammer school classrooms . . . After four years in the
west, Red Norvo was back on the eastern seaboard with

a quintet . . . Altoist Art Pepper signed a long-term con- .

tract with west coast Contemporary Records . . . Stars
of Jazz, on the ABC network all summer and part of the
fall, finally was demoted to local Los Angeles tele-
casting.

December

B Music served as one of America’s most effective dip-
lomatic tools as 1958 came to a close. American com-
posers returned from Russia after an effective visit to
that country. Composers Ulysses Kay, Roy Harris, Peter
Mennin, and Roger Sessions spent a month in Russia.
Commenting on the state of music in Russia, Kay told
Down Beat, “The most interesting thing is that there is
some jazz, and some Western-influenced pop music being
played. Under Stalin, this was definitely not so.”

On the Russian side, seven leading Soviet composers,
including Khrennikov, Shostakovitch, Khatchaturian,
Kabalevsky, Shaporin, Novikov, and Aksiuk, sent a
cable to Herman Kenin, president of the American
Federation of Musicians, noting their delight regarding
the visit to Russia of the American composers. The visit
of the Americans, the cable read, was the beginning of
a “wider creative tie between the musicians of the Soviet
Union and the U. S. A., reflecting through their work
the life of their people.”

The School of Jazz, in Lenox, Mass., announced a
two-year deficit of $1,700 . . . Oscar Peterson an-
nounced that he and Ray Brown would begin teaching,
for at least three months a year, at Peterson’s Toronto,
Canada, studio . . . As 1958 drew to a close, the AFM’s
contract with the recording industry drew closer to
expiration, too. AFM demands, and industry reaction,
indicated a possible, if only temporary, recording ban
. . . Marlboro cigarettes announced sponsorship of Ralph
Marterie’s band . . . Dot Records annexed the lucrative
South Asian market of Indonesia.

Count Basie was named to the Hall of Fame in Down
Beat’s 22nd annual Readers poll. Other winners in-
cluded Miles Davis, trumpet; J. J. Johnson, trombone;
Paul Desmond, alto; Stan Getz, tenor; Gerry Mulligan,
baritone; Tony Scott, clarinet; Erroll Garner, piano;
Barney Kessel, guitar; Ray Brown, bass; Shelly Manne,
drums; Milt Jackson, vibes; Herbie Mann, flute; Art Van
Damme, accordion; Don Elliott, miscellaneous instru-
ment (mellophone); Duke Ellington, composer; Count
Basie, jazz band; Les Brown, dance band; Modern Jazz
Quartet, combo; Four Freshmen, vocal group; Frank
Sinatra, male singer; Ella Fitzgerald, female singer;
Miles Davis, Frank Sinatra, and Ray Charles, jazz, pop,
and rhythm and blues personalities of the year, re-
spectively.
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Jazz Spokesman
Of The Year

(Father Norman O’Connor was named Jazz Spokesman
of 1958 by the editorial staff of Down Beat nagazine.
He is the second personality to be so honored: last year
Willis Conover became the first person to be named. A
plaque will be presented to Father O’Connor, commemo-
rating the occasion.)

W Like a number of the modern jazz musicians with
whom he is concerned, Rev. Norman J. O’Connor is a
native of Detroit.

The musical environment of that city left its mark on
him. As a teen-ager, he played piano in local bands and
groups. He managed to find time and opportunity to
frequent the Fox theater, where he caught most of the
big bands and jazz attractions presented at stage shows.

After high school and studies at the University of
Detroit, he answered the call to Catholic priesthood, and
it has been his life ever since. A member of the Paulist
Fathers, his is a career of instruction and conversion.

He was ordained in 1947, following completion of his
studies in philosophy and theology at the Catholic univer-
sity, Paulist House of Studies. In Boston, he is Catholic
Chaplain at Boston university’s Newman club, in addition
to other duties and his free-time interest: jazz.

A member of the Newport jazz festival’s board, Father
O’Connor has served as emcee for several Newport con-
certs through the years, as well as moderator for several
of the panels staged at the festival.

His voice is well-known to New England jazz fans
through radio programs on WBUR-FM, WGBH-FM, and
through his TV show, Father O’Connor’s Jazz on WGBH-
TV. Late in 1957, he combined with George Shearing in
a series of half-hour kinescoped TV shows, Jazz Meets
The Classics, which has been made available to educa-
tional TV outlets throughout the country.

He is perhaps best-known to musicians he has helped
as an active, interested, sympathetic counselor with
whom a problem can be discussed intelligently, and with
whom some solution can be found or indicated.

Perhaps even more important to Father O’Connor’s
role as a jazz spokesman than his weekly columns in the
Boston Globe, his radio and TV shows, his lectures to
the Teen Age jazz club of Boston, his emcee and mod-
erating at festivals and jazz concerts, is his very presence
as a jazz lover.

His presence and interest have given jazz a dignity and
acceptance immeasurable in terms of audience. And it
has been a considerable factor in the promotion of jazz
as a serious art form.

The life of a man dedicated to religion is always full
to brimming with duties and responsibilities. Jazz is
indeed fortunate that Father O’Connor gives to it the
bits of free time falling his way.

His intelligence and influence have done much to
establish jazz in his community, and in the world.
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LIONEL HAMPTON SWINGS TO
ROGERS with SWIV-O-MATICS!

Says ‘Hamp’: “Rogers Drums are terrific!” . . . “They make the Art of
Drumming what it was originally intended to be.” .. . “All the sound is
there.” “Swivo’s give an entirely new ‘fee]’ — marvelous for positioning —
Just wonderful!”
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NEW, COMPLETE
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FREE !
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YOUR COPY

8° x 10” Photo of Lionel
Hompton available. Send 10c
for handling.

Hamp's Starlite Outfit in Mardi-Gras Pearl — has latest Swiv-O-Matic
Snare Drum Holder (eliminates drum stand), with 14 x 20 bass drum,
5 x 14 snare drum, 8 x 12 tom tom, 16 x 16 floor tom tom with deluxe
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EXCLUSIVELY FROM DOWN BEAT

Whether your record collection is large or small, old or
just starting, these are records you cannot buy anywhere
today. But, if you could, they would cost at least $3.49
each! Down Beat asked one of the largest jazz recording
companies to make these exclusive classics available so
we could offer them to you . . . at no extra cost!

OUR EXCLUSIVE OFFER

Our special offer to you is 1 record FREE with each
1 year’s subscription (26 issues) to Down Beat at the
regular subscription price of only $7.00 — you save at
least $5.59 over the regular retail price of Down Beat
and the record. That’s a $12.59 value for only $7.00.
Or, if you want to subscribe for 2 years for $14.00 (a
$25.18 value) you save $11.18.

...and still MORE

Down Beat brings you everything in the world of music
— and especially in the jazz world. Each issue contains
the most authoritative reviews of the latest jazz, pops
and classical records, plus a complete listing of all jazz
releases of the month. There’s news, views and inter-
views with your favorite artists — and who’s playing
where in all the major cities. So take advantage of this
big money saving offer now. We can’t guarantee how
long these rare LP’s will last — so send your- order
today. Remember — 1 rare LP for each 1 year (26
issues) subscription at $7.00.

P.S. If you are already a subscriber, you can extend your sub-
scription and take advantage of this special offer.

. MAIL THIS SPECIAL COUPON TODAY

DOWN BEAT

2001 Calumet Avenue, Chicago 16, Ill.
Gentlemen:

Please enter my subscription to Down. Beat as indicated :
below. year's subscription @ $7.00 each year and !
records No. :

Name__
Address ¥

City State.

Payment of
Check if New or Renewal.
THIS OFFER GOOD IN U.S.A., POSSESSIONS AND CAN. ONLY
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YOUR CHOICE OF ANY ONE
OF THESE RATE LP'S

FOR EACH YEAR'S SUBSCRIPTION
TO DOWN BEAT
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23

JAZZ of the ROARING
TWENTIES featuring the
Dorsey Bros. and Red Nich-
ols. Riv 1008

ART HODES' CHICAGO
RHYTHM KINGS with
Rod Cless, Marty Marsala.
Riv 1012

MA RAINEY, Vol. II, Ma
Rainey’s  Black_ Bottom,
Honey, Where You Been
So Long, Jealousy Blues.
Riv 101

IDA COX Sings the Mean
and Moanin’ Blues, Coffin
Blues, Misery Blues, Worn
Down Daddy. Riv 1019

THE AMAZING MR,
WALLER Vol. II, Jivin’
with Fats, also a previously
gg;;leased recording. Riv

JELLY ROLL MORTON
%Iays Classic Jazz Piano,

ol. I of the rare Gennett
Solos. Riv 1038

BOOGIE WOOGIE, classic
Blues accompaniments
Meade Lux Lewis, Blind
{gggy Garnett other Riv

Jumpin’ with PETE JOHN-
SON, rare ‘‘solo art” re-
cordings by the Kansas City
B(;)&gie Woogie Star Riv
b

GREAT BLUES—a limited
edition that has never been
offered anywhere before.
Riv 1074

YANK LAWSON'S Dixie-
land Jazz with J. P. John-
son, Pee Wee Russell, Ed-
die Condon, Joe Marsala.
Riv 2509

RANDY WESTON Trio
Unique modern Jazz piano
stylings with Art Blakey,
Sam Gill. Riv 2515

DON ELLIOT and RUSTY
DEDRICK in an excellent
recording of modern Jazz.
Riv 251

10
12

14
16

I8
20

22
24

FATS WALLER SOLOS
Eight selections never be-
{%rl% issued in records. Riv

JOHNNY DODDS, Vol. 11
Freddie Keppard, Tiny Par-
ham et. al. rlny Salty Dog,
others. Riv 1015

COLLECTOR’'S ITEMS,
VOL. II, Jazz Wizards,
Apollo §yncopaton. Tiny
Parham, others. Riv 1017

THE AMAZING MR.
WALLER Vol. I of Fats
at the organ in previously
\ll(t)lﬁleased recordings. Riv

MUGGSY SPANIER and
his Bucktown Five-Chicago
Blues, Steady Roll Blues,
Hot Mittens. Riv 1035

BACKWOOD BLUES t
examples of the early Folk-
Blues with Big Bill John-
son, other Riv 1039

BLIND LEMONS peniten-
tiary blues. Baker Shop, Big
Night Blues others Riv 105

JAMES P. JOHNSON and
LUCKEY ROBERTS in
piano_solos called Harlem
Rent Party. Riv 1056

NEW ORLEANS ENCORE
Bob Hodes’ red Onion Jazz
Band featuring Charlie Son-
nanstine. Riv 2503

LU WATTERS: 1947. The
Yerba Buena band with
Turk Murphy, Bab Scobey,
\ZA;?;I)' Rose, Bob Helm. Riv

SIDNEY BECHET, his
soprano sax, Bob Wilber's
Jazz Band and Bechet’s
Seven, Riv 2516

BARBARA LEA sings with
BILLY TAYLOR. Top Jazz,
Riv 2518

2 TOMMY and JIMMY
'll)OR‘S'EY with the 'Cl!-i'f.

S

Mor

than ever. Riv
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ELACK, BROWN AND HEIGE

P4 Orginal Fibm Score tor N Suis o Verice by Jube Lawn

FEATURING MAHALIA JAUKSON

As 1958 drew to a close, the record review staff of
Down Beat balloted on the five best jazz LPs of the year.

Don Gold, Dom Cerulli, John Tynan, and Martin
Williams submitted ballots. When the votes were tabu-
lated, the following LPs won top honors:

Miles Ahead, Miles Davis (with 19-piece orchestra
under the direction of Gil Evans)—Columbia CL 1041.

Black, Brown and Beige, Duke Ellington and his
orchestra featuring Mahalia Jackson—Columbia CL
1162.

One Never Knows, The Modern Jazz Quartet (Original
film score for No Sun in Venice by John Lewis)—
Atlantic 1284.

Monk’s Music, Thelonious Monk: Septet (with Cole-
man Hawkins, Art Blakey, and Gigi Gryce)—Riverside
RLP 12-242.

Soulville, Ben Webster Quintet—Verve MG V-8274.

~BEN WEBST
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Louis Armstrong
George Auld
Henry “Red” Allen
Nat Adderley

Jeri Adams

Julian Adderley
Australian Jazz Quintet
Dorothy Ashby
Lillian Armstrong
Bob Anderson

Les Broun

Lee Andrews & Hearts
Dave Brubeck

Chet Baker

Basin Street 6

Pia Beck

Freddie Bell
Jimmy Bouwen

Al Belletto

Evans Bradshaw
Boyd Bennets
Jimmy Beasley

Bob Brookmeyer
The Block Busters
Romaine Broun
Blue Stars

Benny Carter

lke Cole

Cozy Cole

Betty Carter

Buddy Charles
Barbara Carroll
Jackie Cain

Page Cavanaugh Trio
Conti Candoli
Valerie Carr

Betty Carter

Eddie Condon

Cy Coleman

Paul Desmond
Jackie Davis
Dixieland Rhythm Kings
Dorothy Donegan
The Drifters
Johnny “Scat” Davis
Billy Daniels

The Dells

Dukes of Dixieland
Duke Ellington
Jobnny Eaton

Don Elliot:

Jerry Fielding
Hollywood Flames
Maynard Ferguson
The Flamingos

The Flairs

Slim Gaillard
Terry Gibbs

Dizzy Gillespie
Adele Girard

8619 SUNSET BLVD.
Hollywood 446, Calif.
Phone CRestview 1-813|

A

407 LINCOLN ROAD
Miami Beach, Florida
Phone JEfferson 8-0383

Conley Graves
Jan Garber
Jerry Gray
Buddy Greco
Lionel Hampton
Bobby Hackest
Billie Holiday
Earl Hines

Art Hodes

Al Hibbler
Neal Hefti
Chico Hamilton
Dick Haymes
Lurlean Hunter
Eddie Heywood
Ivory Joe Hunter
Joe Huston
Jutta Hipp

Russ Haddock
Pee Wee Irwin
Chubby Jackson
Mabalia Jackson
]. ]. Johnson
Pete Jolly
Calvin Jackson
Beverly Kelly
Beverly Kenny
Sammy Kaye
Kingston Trio
Lee Konitz

Roy Kral
Morgana King
Gene Krupa
Alex Kallao
Buddy Knox
Max Kaminsky
Marie Knight
Nappy Lamare
Elliot Lawrence
Mauri Leighton
Big Maybelle
Joe Loco
Frankie Lymon
Gene Mayl
Carmen McRae
Jimmy McCracklin
Marian McPartland
Jimmy McPartland
Mello-Kings
Mastersounds
Wingy Manone
Joe Marasia

JOE GLASER, Pres.

745 FIFTH AVENUE
New York 22, N. Y,
Phone PLaza 9-4600

Chicago, I,

203 N. WABASH AVE.
Phone CEntral 6-945|

Helen Merrill
Mil-Con-Bo
Lizzie Miles
Gerry Mulligan
Charlie Mingus
Pat Moran Trio
Vido Musso
Rose Murphy

Jo Ann Miller
Rafael Mendez
Audrey Morris
Rita Moss

Red Nichols & 5
Red Norvo
Bernie Nierow
Anita O’Day
Kid Ory

Dave Pell

Ruth Price

The Platters
Fats Pichon

The Playmates
Peter Sisters
The Rays

Lucy Reed

Max Roach
Sonny Rollins
Frank Rosolino
Riverboat 5 plus 2
Salt City Five
Bobby Scott
George Shearing
Muggsy Spanier
Bud Shank
Hazel Scott

Lou Stein

Stuff Smith
Eddie South
Ralph Sutton
Bobby Stevenson
Tony Scott

Zoot Sims

Don Shirley
Carole Simpson
Joe Sullivan
Sparkletones
Johuny Smith
Sal Salvador
Billy Taylor
Jack Teagarden
Sister Rosetta Tharpe
Dinab W ashington
Teddy Wilson
Paul W hiteman
Josh W hite
Jerri Winters
Frances Wayne
Billy Williams
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Stan Kenton

The East

B In the east, jazz continued to make strides ahead
despite the presznce of obstacles, often of its own making.

The usval mid-summer festival activity occurred, on
the whole somewhat better than in previous years.

A continuing stream of jazz recordings flowed from
companies large and small, with the latter generally
making the most invigorating items.

Club activity continued to be encouraging. The es-
tablished circuit of places to play remained generally in
business, and some new spots added jazz as a weekend
policy. This was particularly true in the New York area,
where scotes of small clubs in Brooklyn, Queens, the
Bronx, and on Long Island presented jazz on a two
or three-day weekend basis.

Musically, hard bop seemed to have made the most
significant gains in popularity on records and in person.
Dixieland appeared to have lost ground, judging from
its recorded output and the proportion of representation
at concerts and festivals.

Some strides ahead were made in radio and TV. But
these were the smallest gains of all.

There was sporadic big band activity. The jazz band
nucleus of Ellington, Basie, Kenton, and Herman was
expanded to include Maynard Ferguson’s roaring band.
On a regional basis, Johnny Richards kept his big band
alive with occasional work and recording in the New
York area, and Herb Pomeroy’s band became more
firmly entrenched as representative of jazz in New
England.

Among jazz’ obstacles was the continuing one of
public relations on the part of some groups. Most com-
mon complaints from audience members were that
leaders failed to meet their responsibilities to those
paying the tab. Identification of the musicians in the
group and of tunes played was about all audiences
asked of most groups.

But what loomed as the major obstacle was an alsc
continuing one of bickering among the critics and writers.
This bickering and a general negative attitude threw out
of focus the fact that it was music and not themselves
they were concerned with.

This condition occurred, oddly enough, in a year
marked by an abnormally large increase in newspaper
and mass periodical space to jazz.

In New York, nearly every newspaper had some sort
of regular coverage of jazz, ranging from the piquant and
witty reviews of John S. Wilson in the Times to the
business-office-must coverage of activities by Phil Strass-
berg in the Mirror.

Two new jazz magazines were launched: Jazz, a
quarterly edited by Ralph J. Gleason, and The Jazz
Review, a monthly co-edited by Nat Hentoff and Martin
Williams.

On the whole, the new publications each aimed at the
same potential reader: the one whc seeks a scholarly,
annotated discourse on jazz.

Mass-circulation magazines such as Playboy and
Esquire continued to step up their use of articles on jazz
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personalities. On occasion, the writing tended to be a
bit sloppy. In one Esquire article, Charlie Mingus was
described as a guitarist. In a review of the Mingus group
at New York’s Half-Note, the New York Mirror wrote
of Mingus: “His tenor sax wove some interesting pat-
terns with an alto sax, bass, piano, and drums.”

But, on the brighter side, 1958 proved to be a year
of moment for several jazzmen.

For Gerry Mulligan, it marked the year in which he
became perhaps the most popular figure in all of
modern jazz. He swept all the important polls of his
instrument, and scored strongly with his work in the
United Artists film, I Want To Live. Working with a
fine group, Mulligan exhibited qualities of leadership and
personality that placed him in the small circle of the
most accepted musicians in every field of jazz.

He showed every indication of becoming the first jazz-
man of our time to be in a position to bring the music
to a wider audience without any compromise of stand-
ards. His appearance, his popularity, the musical worth
of his group, and his own intelligence were working for
him toward that end.

On another front, three voices made some noise. They
belonged to Dave Lambert, Jon Hendricks, and Annie
Ross. With a fabulous ABC-Paramount LP, Sing A
Song Of Basie, under their belts, Lambert, Hendricks,
and Ross moved into a series of highly successful per-
sonal appearances, climaxed late in the year by a warmly-
received appearance on the Steve Allen TV show.

A second LP was set for year-end release by Roulette.
It continued the Basie theme, but this time with the
Basie band and Joe Williams helping out. Possibilities
for the group seemed endless, particularly if they
branched into singing songs of such as Duke, Benny,
Artie, Lunceford, Stan, Woody . . .

The presentation of their material, and particularly
the hip facial expressions by Miss Ross, made the trio
a visual, as well as an aural presentation.

While network TV proved generally disappointing in
the handling of jazz, local TV in the New York area
gave it a strong outlet in the Art Ford Jazz Party on
WNTA. The 90-minute live telecast of jazz, begun in
May, foundered along for several months with a steady
diet of Dixieland, but soon began to pick up.

The show, at year’s end, had become more and more
a review of the three major types of jazz as blown by
some of the top names in the New York area. Sponsored
by Westinghouse and Parliament cigarettes, the Jazz
Party moved into prime time (8 to 9:30, Thursday
nights) latc in November.

Following its most successful and exciting program, a
show with the Gerry Mulligan group, singer Morgana
King, and a modern group headed by Gigi Gryce and
Jimmy Cleveland, the Jazz Party became the object of
management pressure and seemed destined to start
watering-down what promised to be the most fortunate
presentation of jazz on TV with some concessions to
the commercial mind. Emcee Ford, whose role was one
of organizer of the sessions and brief commentator on
the action, did succeed in showing jazzmen at work in
an uncluttered, ungimmicked manner. Musicians on the
show chose their material and just blew.
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While jazz was clobbered nationally and helped locally
on TV, it seemed fast on the way to oblivion on radio.

Mutual’s Bandstand U. S. A., the only network live
jazz show to survive two years, continued to pick up
from leading east coast jazz spots with uninterrupted
half-hour jazz segments from 8-10 p.m. Saturday nights.
Comments by visiting critics and musicians were gener-
ally informative and lively.

Symphony Sid remained on the air, but other jazz
D. J. shows came and went. Nat Hentoff and Gunther
Schuller co-authored an hour on FM, and it became
syndicated. Daytime AM jazz was virtually extinct.

Newport again proved to be the biggest jazz event of
the year. And the most spectacular event of the Newport
festival was the appearance of the International Youth
band, directed by Marshall Brown. The idea of gathering
a big band of international musicians together and hav-
ing them play American jazz was so dramatic in itself,
it almost overshadowed the critical fraternity’s breast-
beating over the kind of book the band played.

Among other features of Newport 58 were the moving
concert by Mahalia Jackson, and the impact of Herb
Pomeroy’s band from Boston.

The Great South Bay festival ran in the red for its
second consecutive season, and a change of site was
under consideration. The New York jazz festival, judg-
ing by the house, did well both nights and appeared to
be established as an annual event.

The year 1958 also marked the year of emergence
for at least four writers: Gil Evans, George Russell,
Manny Albam, and Bill Russo.

Evans and Russell each found progressively more
popular acceptance, while Albam produced a series of
LPs which showed a fine talent coming to fruition.
Russo, who completed his symphony for the New York
Philharmonic (scheduled for presentation in April ’59)
showed every indication of becoming a major con-
temporary composer.

Duke Ellington continued to write for his orchestra,
and although some of his work included updating of
older works (Black, Brown & Beige), he contributed
enough new material to please his followers and silence
his detractors.

The School of Jazz at Lenox, Mass., finished a second
season, and while some internal rough spots remained to
be worked out, it appeared the school had become es-
tablished, and was gaining in importance and recogni-
tion in the jazz world.

The year also marked what appeared to be an im-
portant period in the acceptance of jazz. As rock and
roll lost some popular ground to ballads and more
lyrical music, a growing interest in jazz and such per-
sonalities as Mulligan, Dave Brubeck, Erroll Garner, and
Stan Kenton, among others, was noted among teen agers.

It seemed that in a year of some gains, the ground-
work had been laid for gains of more substance in ’59.

Apparently, judging by successful presentations of
jazz, all that might be needed would be an approach to
jazz as interesting music and not as a religious experience
or a form of musical sideshow.

Whether the writers and the mass communicators
would act on this basis remained to be seen.
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WELK WINS
AGAIN!

The Lawrence Welk Band, for the fourth

consecutive year, placed first in the

National Ballroom Operators Poll as

BEST BAND
OF THE YEAR!
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Welk's Leblane 3 » 4 AN - 7 S .
~ Clarinet Section: 5 : 0 A
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RECIPE FOR A HIT TV MUSICAL SHOW:

Blend the talents of top musicians. Add the refined tones and

sonority of their Leblancs, seasoned by the great dynamic range

and exquisite tonal coloring of these instruments. Stir well, and

top it with a man of unique musical leadership ability and public

appeal. Now here’s a rare show that is really well done! That's

what a hit TV musical is made of!

We are proud that these outstanding Welk Music-Men, just as

most dedicated Music-Men nowadays, enthusiastically recommend,

play and endorse Leblanc instruments!
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Erroll Garner

The Midwest

B Chubby Jackson went to New York.

It was that kind of year for Chicago jazz.

Local jazzmen scuffled for jobs; many of them decided
to try their luck on the coasts. Despite the prevailing
spirit of a few regular jam sessions, jazz of name value
simply passed through town.

Chubby, proprietor of a children’s television show
in Chicago, had enough. Eager to return to jazz on a full-
time basis, he headed east. Others joined in.

Despite this exodus, Chicago club owners did their
best to retain Chicago’s prestige in the jazz world.

The valiant owners, headed by the Blue Note’s Frank
Holzfeind, did their best to present jazz to its Chicago
public. The Blue Note continued to lead the pack, as it
booked the names: Ellington, Basie, Gillespie, Herman,
Kenton, James, and others. For big bands and the lead-
ing small groups, the Blue Note remained the meeting
place for jazz devotees in the windiest of cities.

The Marienthal brothers, Oscar and George, continued
to showcase jazz tastefully, too, with jazz combos at the
London House and singers at Mister Kelly’s. The Suther-
land lounge, on the city’s south side, offered key jazz
groups, including those of Billy Taylor, Phineas New-
born, Horace Silver, and Sonny Stitt.

The Preview lounge, in the downtown area, joined in,
too, and booked several jazz groups, including Dizzy
Gillespie’s combo. Robert’s Show club, an elaborately
decorated supper club, presented full-scale reviews but
managed to sandwich in appearances by big bands, in- -
cluding those of Count Basie and Lionel Hampton, and
singers, including Dakota Staton and Dinah Washing-
ton.

Jam sessions became a regular Monday night feature
at the Gate of Horn, a club usually devoted to folk
music. Thanks to promoter Joe Segal’s ingenuity, jazz-
men flocked to the club for the sessions. Segal com-
plemented this effort with periodic sessions at south
side locations.

Dixieland managed to hold its own. The Red Arrow
in suburban Stickney presented Franz Jackson and his
excellent group, and other groups, too. Jazz, Ltd., the
venerable home of Dixieland, continued its long-term
success. Georg Brunis and his trusty trombone main-
tained their home at the 1111 club, on the north side.
Drummer Danny Alvin and men occupied Basin Street.

A splendid young singer-guitarist, quite jazz-influenced,
emerged from his evening home at Dante’s Inferno, a
small, chic room, to record an LP for Mercury at year’s
end. His name: Frank D’Rone.

The Cloister inn, formerly a room for jazz, became
the Cloister and divorced itself from jazz, choosing to
enter the supper club league, with singers and comedians.

Outside of the night-club atmosphere, jazz fought for
recognition, too.

It made a dent on the concert scene.

Erroll Garner and Hampton’s band were a part of the
suburban Ravinia festival. Jazz concerts, informal in
nature, were conducted by Gus Allen and John Pope
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at the Butterfield firechouse. At the major halls, includ-
ing spacious Orchestra hall, the jazz tours paused to re-
fresh some audiences and benumb others. Garner, un-
der the Sol Hurok banner, delighted an Orchestra hall
gathering. Ella Fitzgerald and the Oscar Peterson trio did
likewise.

On the college campuses, Northwestern university and
the University of Chicago sustained jazz societies, both
featuring regular Friday afternoon jam sessions. In Cin-
cinnati, the University of Cincinnati sponsored its first
jazz combo competition in October.

Individuals kept in motion. Jack Tracy, editor of Down
Beat, joined Mercury Records as recording director of
their EmArcy division. Bob Koester, owner of Delmar
Records, shifted his base of operations from St. Louis
to Chicago. Dave Usher moved from Detroit to assume
command of Argo Records jazz output.

Ralph Marterie joined forces with Marlboro cigarettes,
which sponsored his band.

Big Bill Broonzy succumbed to cancer. He was 65.

On the radio-television scene, jazz held firm on FM.
Dick Buckley led the parade on station WNIB, with 11
hours of excellently programmed jazz each week. Burt
Burdeen on WCLM and Down Beat's Don Gold, on
WFMT, joined in. Studs Terkel on WFMT managed to
include jazz in his shows on that station, too.

Stereo came to radio, too. Stations WCLM and WKFM
joined hands and channels. WFMT and WTTW-TV, the
city’s educational television channel, did likewise.

Alan Merriam, professor of anthropology at North-
western, conducted This Is Jazz, an informative jazz
analysis show on WBBM. Sister station WBBM-FM con-
ducted live jazz remotes and picked up network (CBS)

- jazz shows as well. In St. Louis, the Jazz Central organi-
zation presented a CBS network jazz show.

Jazz in the Round, an ambitious TV show on WBBM,
succumbed to lack of a sponsor after a series of ap-
pealing shows featuring well-known jazz groups and good
local talent.

In Town Tonight, WBBM-TV’s regular |5-minute
music show, included guests from the jazz world, too.

Ed Bland, an able Chicago writer-director, directed
the Cry of Jazz, a film with a jazz background and
soundtrack, for mass distribution. Filmed in Chicago, it
was a 33-minute, 16-millimeter, black-and-white effort.

The French Lick, Ind., jazz festival joined the grow-
ing roster of such festivals across the nation with a three-
day event in August. Name groups and large audiences
indicated that the festival would become an annual event,
as part of an extended summer music festival at the
resort area.

Jazz-Lift, an organization of jazz enthusiasts in Battle
Creek, Mich., did its part to breach the Iron Curtain
through the use of jazz. Doing a remarkable job in
collecting jazz discs, the group sent records to eager jazz
fans behind the Curtain.

In miscellaneous developments:

Tom Hilliard’s octet dented the usually staid premises
of the Old Town Art fair on Chicago’s north side and
performed jazz successfully between painting auctions . . .
Yusef Lateef’s group performed in concert at the Cran-
brook Academy of Art in Bloomfield Hills, Mich. . . .
Josh White and Theodore Bikel, headlining a folk music
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concert, indicated the popularity of this music by draw-
ing 2,700 persons to Chicago’s Orchestra hall . . . Mer-
cury’s Wing subsidiary went on sale in several hundred
National Tea stores in Chicago . . . Jazz and basketball
shared the bill at St. Louis’ Kiel auditorium, as jazz bands
concertized between the halves of pro basketball games
. . . Singer Sarah Vaughan married taxi cab company
owner Clyde Atkins in Chicago early in September . . .
Drummer Guy Warren, bitter about the state of jazz in
America, returned to his home in Ghana.

The Detroit Scene

In the year 1958 the Detroit jazz scene remained
fairly stable. We gained two jazz clubs, the Bohemia and
the reopened Blue Bird Inn, and lost one, the Rouge
lounge. 2

Bassist Ernie Farrow’s outstanding group has been at
the Bohemia since it opened seven months ago. The
quartet comprises Ernie Farrow, bass; Barry Harris,
piano; Joe Henderson, tenor, and Mike Lawton, drums.

The Blue Bird inn has had in such name attractions
as Miles Davis, Horace Silver, Art Blakey, Jimmy Smith,
and Ahmad Jamal.

Tenor saxist Yusef Lateef’s band at Klein’s Show bar
has undergone a complete change of personnel in the past
year. His present group consists of Terry Pollard, piano;
Frank Morrelli, baritone sax; William Austin, bass, and
Frank Gant, drums.

Billy Taylor, Red Norvo, Terry Gibbs, Don Shirley,
and Marian McPartland have appeared at Baker’s Key-
board lounge in recent months.

Pianist Bess Bonnier has been at Little Wally’s for the
last eight months with Nick Fiore on bass, and Billy
Steen on drums.

Baritonist Beans Bowles brought a group into Lavert’s
lounge in March that included Kirk Lightsey on piano,
Clarence Sherrill, bass, and Roy Brooks, drums.

Several concerts have been presented here at the Ma-
sonic Temple in the past two months. The first was a
Count Basie-Joe Williams-Dakota Staton unit, closely
followed by a Jazz ’59 package featuring Zoot Sims,
Mose Allison, and Marion McPartland. Dave Brubeck,
Sonny Rollins, and Maynard Ferguson’s big band were
also featured in another recent concert here.

Turk Murphy, Bob Scobey, Jack Teagarden, and Ray
Bauduc have appeared at the Crest lounge. The manage-
ment there decided on a Dixieland policy after experi-
menting with several modern groups.

Dave Usher of Argo Records in Chicago has recorded
many Detroiters in the last few months. Included were
sets by pianist Barry Harris and tenorist Yusef Lateef.

Harris, incidentally, continues to be the guiding force
in the jazz movement here. He is important not only as
a soloist but also as a teacher. His style, slightly reminis-
cent of Bud Powell, has been widely imitated locally. In
addition to Harris, several other men have gained stature
and the respect of their fellow musicians here; these in-
clude pianist Hugh Lawson, tenor saxist Joe Henderson,
bassist Ernie Farrow, and trumpeter Albert Aarons.

—donald r. stone
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George Sheoring

The West

B Recession was niore than a word to the west coast
jazz musician throughout 1958. It was a bitter actuality
that meant almost no clubs to work in, scarcely a record
date, and regular appearances at unemployment offices
throughout southern California.

If the nation’s economic recession was considered over
by midyear, it deepened for California jazzmen so that,
by year’s end, there was only one jazz club left in Holly-
wood—Jazz Cabaret—and that operated on a weekend
schedule only.

Where 1957 abounded with jazz record dates for a
variety of labels, 1958 jazz recording activity was latgely
shrouded in cemetery silence.

That was the recession in jazz on the west coast
during 1958.

This is not to say, though, that all jazzmen starved
during the year. Some had it good—but not from work-
ing clubs. And certainly the greater part of the annual
incomes of the more fortunate did not derive only from
playing jazz. Many of the established jazz musicians—
Shelly Manne, Bud Shank, Buddy Collette, the Light-
housekeepers for example—managed to keep the pot
boiling by working commercial record dates, recording
television shows, or—when the movie strike ended in
August—by working in motion picture studios. But these
musicians were in the fortunate minority—the rest were
out in the cold.

As seemed usual in recent years, things started out in
fair style. Stan Kenton, with much ballyhoo and band-
fare, had taken over the Rendezvous ballroom at Balboa
beach, down the coast from Los Angeles, in niid-Decem-
ber. He had a local television show every week and an
NBC Monitor radio wire on weekends taking care of
publicity, and he announced that henceforth the Ren-
dezvous was to be the permanent home for his orches-
tra. Things didn’t work out that way at all.

In March, Kenton gave up the hopeless search for tele-
vision sponsors and abandoned the program. The fol-
lowing month, after fourth months’ hard struggle to lure
in the dancers, the entire project—including well over
$75,000—went down the drain. Kenton disbanded until
July.
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The Rendczvous project was a noble attempt to estab-
lish stability in what had become an essentially unstable
entertainment medium—Dbig-band attraction for dancers.
But Kenton had two vital factors working against him
from the beginning. First, he chose the worst possible
time of year to embark on such a venturc. Second, the
ballroom’s location was too far from Los Angeles. His
failure was a demoralizing blow at jazz—big band or
small—on the coast.

Jazz clubs, constantly teetering on the brink of bank-
ruptcy, quietly folded one by one during the first six
months of 1958. The reason: just the same as last year’s
—no customers.

Up ’til spring, it looked as if the clubs might be able to
survive. The hargest, Peacock Lane, began the new year
with the Woody Herman band and followed up the end
of January with Duke Ellington. Duke died. Committed
to attractions through March, the club’s operators threw
in the towel after a George Shearing engagement.

Before Peacock Lane closed, however, the bar across
the street reopened under the banner, Jazz Cabaret, a
name somewhat more misleading (if less pretentious)
than the joint's previous title, Jazz City. Booking policies
of the new club were, to say the least, conservative. The
operators quickly settled on a weekends-only policy and
featured only local groups until Sonny Rollins’ engage-
ment in October.

Also operating on a comfortably small-time margin
was a Hollywood Blvd. hotel basement known as Terri
Lester’s Jazz Cellar. For a while, the place did well on
weekends, with attractions such as Red Norvo, Terry
Gibbs, and Buddy Collette, but managerial strife dealt
a crippling wound to what was becoming a good thing.
Under the new operators, the place deteriorated and final-
ly was padlocked by the law. ,

As the Terri Lester operation moved up the boulevard
to reopen under the same club name, thereby keeping
the number of weekend Hollywood jazz clubs at three, a
curious phenomenon began to appear in Hollywood night
life. This is usually referred to as The Coffee House
Mania.

Riding on the sweatshirttails of the Beat Generation
nonsense, these small establishments of Bohemian aspect
began to grow in alarming number until, as one statis-
tician climactically noted, there were no fewer than 32
such coffee houses in Los Angeles. They afforded a little
employment—usually at scale wages—to jazz musicians.
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Shelly Manne

The boldest “Jazz in a Coffee House” experiment was
the hiring of Shelly Manne and His Men at an exotic
smoke-filled room known as the International. Whether
the cost of five musicians proved prohibitive for the
room’s budget, or the rarified clientele just didn’t dig the
sounds, is not known. The engagement did not last long.

Many of the coffee houses continued to feature jazz
trios throughout the balance of the year, but for one or
two nights at best and invariably at scale.

During the first half of the year there was considerable
after-hours jazz activity. Indeed, two clubs—the new
Terri Lester Cellar and the suburban Caprice—did most
of their business after 2 a.m. For the displaced jazzmen
the opportunity to blow in such clubs was heaven sent,
and for a couple of months the best jazz in Los Angeles
was to be heard, played for free, in the early hours of
the morning.

In March, the same month that saw the death of W. C.
Handy in New York, pianist Carl Perkins and violinist
Paul Nero succumbed in Los Angeles. Nero, more famed
for his tune The Hot Canary than for jazz playing
(though he was an unceasing experimenter with modern
jazz on violin), had not been too active in music during
the months preceeding his death. Perkins death on March
17 of uremia (the direct medical cause as distinct from
the long-run contributing factors), was a most serious
loss to jazz piano. Most musicians who had played with
Perkins during the previous year felt he was fast matur-
ing as a jazz spokesman of high merit whose most expres-
sive years lay before him.

In October pianist Lorraine Geller, wife of altoist
Herb Geller, died of a heart attack. At 30, she was one
of the more prominent jazz pianists on the coast.

As in years past, the most stable jazz spot on the
west coast continued to be the Lighthouse cafe in Her-
mosa Beach where bassist Howard Rumsey’s all-stars
consisted of Bob Cooper, tenor sax and oboe; Frank
Rosolino, trombone; Vic Feldman, piano and vibes, and
Stan Levey, drums. Early in the year, the Bud Shank
quartet worked the beach spot on the night off; later on
the quartet proved too expensive, and the club reverted
to lesser-known musicians, such as pianist Les McCann,
a two-fisted pjanist who had been named best on his
instrument and most promising musician at the annual
intercollegiate jazz festival in April.

The Lighthouse alliance with Liberty Records ended
in May. Rumsey, club owner John Levine, and Bob
Cooper laid plans to form their own label, which finally
was realized in the fall under the obvious title, Light-
house Records.

Of all the new small jazz groups that sprang up in
the first half of the year, endeavoring to stay alive by
working odd nights for scale in metropolitan and sub-
urban clubs, there were very few survivors. Bassist Leroy
Vinnegar tried his hand as leader of a quartet featuring
tenor man Terry Edwards. The group played Las Vegas
and the Hollywood Jazz Cabaret and then worked in San
Francisco and at the Monterey jazz festival in early
October. Beyond that, work was nonexistent for the
towering bassist who was seriously injured in a Janu-
ary traffic accident and incapacitated by frequent relapses
during the balance of the year. His first album, released
on Contemporary in January, apparently was not enough
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to guarantee further nitery employment.

Harry Babasin’s Jazzpickers worked only sporadically
in Las Vegas and Los Angeles locations. Despite an
EmArcy album featuring guest performer Red Norvo,
this unorthodox group couldn’t seem to interest bookers
in an eastern tour, nor in steady work in town. Toward
the close of 1958, the Jazzpickers found pickin’s scarce
and went their separate ways.

Veteran jazz violinist Stuff Smith formed a new trio,
briefly worked a couple of locations, and then left to
try his luck in the east. In New York he found a niche.

After a tour of eastern cities in connection with promo-
tion of his G.N.P. Records album, Solemn Meditation,
pianist Paul Bley, that most persistent of combo leaders
on the coast, returned to expand to quintet size with the
added alto of Tony Ortega. After brief experimentation
with the alto-vibes-rhythm section format, Bley reshuffled
completely, allied himself (and Charlie Hayden’s bass)
with the emotionally eruptive jazz of avant garde altoist
Ornette Coleman, trumpeter Don Cherry, and drummer
Billy Higgins. Solidly founded on the economic base of
regular work at the Los Angeles Hillcrest club, his new
quintet was holding fast (and far-out) at year’s end.

Sustained by commercial record dates (and two LPs
of his own), flutist-reedman Paul Horn flirted awhile with
cellist Fred Katz in a quasi-jazz group. The two ex-Chico
Hamiltonians then went their own ways, Katz into in-
creased writing chores for records and movies, Horn
into his own quartet toward the end of the year and
Sunday concerts of mixed classics and jazz.

After an initial brave beginning at Terri Lester’s sec-
ond Cellar, the new Mel Lewis-Bill Holman quintet
fought for breath. This hard-swinging, integrated group
played the Monterey festival and odd job around town
but, in common with so many other new units, couldn’t
seems to find a club footing. As Music '59 went to press,
Holman and Lewis had an initial album released on
Andex Records. Whether this record would spur book-
ing interest locally or nationally remained to be seen.

Even the previously stable Dixieland situation suffered
in ’58. Strong-lipped trumpeter Teddy Buckner began the
new year at the established Beverly Cavern and dug in
for a stay that was to last through the year. That was
the only upbeat note in the two-beat strain, however. Joe
Darensbourg’s band made out precariously; the Nappy
Lamare-Ray Bauduc Riverboat Dandies, avowedly dedi-
cated more to entertainment than to out-and-out jazz,
worked the Royal room, which folded; the 400 club,
which later folded and then sought the pot of gold else-
where.

The 400 club, long a bastion (as the saying goes)
of Dixieland, did a flip to the strip in November after
the disastrously light engagement of Lizzie Miles. Said
Happy Koomer, 400 club owner, “I see the other rooms
cleaning up with burlesque-—why shouldn’t I cash in?”

But throughout 1958, the Gene Norman-operated clubs
on the Sunset Strip appeared to have tills above the sur-
face. Chico Hamilton began the new year at the Inter-
lude and was followed by the Hi-Lo’s. The Crescendo
booked June Christy—as usual—and followed through
the year with top acts, ranging from Count Basie (in
June) to Stan Kenton (in December). Comedian Mort
Sahl (who seems indissolubly allied with jazz) scored
Music ‘59
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heavily whenever he appeared during 1958 at either of
the clubs. In the double bill of Sahl-Modern Jazz Quartet
at the Interlude, though, the comedian clearly came out
on top—during every MJQ set the inane Stripchatter
drowned out Lewis and comrades, to hipsters’ disgust.

Several new jazz talents either emerged or consolidated
on the coast during the year. The most controversial
was altoist Ornette Coleman, who had an album released
on Contemporary in the summer—to mixed critical re-
action. Tenor man Sam Firmature found a steady berth
with the Harry James band and proceeded to build a
reputation for himself as soloist on the trumpeter’s Capi-
tol albums. Bassist Scott LaFaro would easily have
copped the title “Picker of the Year” had there been a
poll conducted among those musicians who heard him.
LaFaro found some outlet with various groups and finally
was heard on record with Vic Feldman’s trio on Contem-
porary. (This label, it might be mentioned, appeared to
be more concerned than all others on the coast with
bringing newer talents to the fore.)

Other fragmentary developments included:

Red Norvo’s reconstituted quintet, which played the
Las Vegas Sands all summer and then in November
went on tour in the east . . . The success of singers
Ernestine Anderson, Ruth Olay, and Barbara Dane. An-
derson and Dane grabbed themselves articles in Time . . .
The poetry & jazz fiasco of the early part of the year. It
tried to capture the masses but didn’t make it . . . the
new record labels: Warner Bros., Lighthouse, Colpix . . .
The emergence of new pianist Freddy Gambrell on World
Pacific Records . . . The parting of Barney Kessel and
Verve Records . . . The network airing of KABC-TV’s
Stars of Jazz, busted to local status in November because
of a sadly revealing lack of national public interest . . .
The formation of the Duke Ellington Jazz society by
devotees . . . The growth in strength of all-jazz station
KNOB-FM . .. The triumph of the Monterey jazz festi-
val, the first event of its kind on the west coast . . . The
arrival of tenorist Cliff Jordon on the coast . . . the ever-
festering struggle between the AFM and MGA, in which
quite a few jazz musicians were involved . . . The forma-
tion of Louis Bellson’s big band at the end of the year
. . . The new Jimmy Giuffre 3, which broke in with
Buddy Clark on bass at Jazz Cabaret in November . . .
And, finally, the continued stability of the Buddy Collette
quintet as a unit, which probably proved the most popu-
lar of all coast small groups during the year.

No, 1958 was not a good year for jazz musicians in
southern California. There were fewer clubs, fewer record
dates, fewer jazz concerts. There were fewer customers
who paid fo their jazz.'But, as always, jazz survived.

Meanwhile, In Frisco...

San Francisco is the hub of the bay area, which takes
in more than 3,000,000 souls—not counting travelers,
conventioners, adventurers, or students. A colorful back-
ground and the activity of a major world port help to
make the metropolis an unusually fertile setting for night
life and music. The bay area is an incubator as well as
display case for prominent performers, jazz and other-

32

Ernestine Anderson

o~
.= v
Ay SRR

Music '69




Music '59

wise. Though many of 1958’s choice musical moments
were imported, resident musicians were equally respon-
sible for keeping clubs swinging.

Not all houses enjoyed good fortune, of course. The
Off Beat room folded in January, stranding Jean Hoft-
man’s trio, while Marty Marsala had the honor of at-
tending the demise of the Tin Angel in April. The Jazz
Showcase shut down, too, after a string of dismal book-
ings (briefly brightened by a weekend of Woody Her-
man).

Some new clubs were launched in 1958, though,
among them Kid Ory’s On the Levee, where the 72-year-
old trombonist plays nightly; Easy Street, a posh North
Beach pub owned jointly by a New York firm and the
Turk Murphy band, and the Cabana, which opened in
the summer with Scotty Lane but soon became a semi-
permanent home for Judy Tristano’s quartet. Speaking
of musician-club-owners, the most consistently success-
ful of the lot are Sonny Wayne and Bill Weisjahn, who
play in and own the Cellar. It was this subterranean
saloon that first sponsored jazz-con-poetry, a ritual still
practiced there once a week.

Cal Tjader moved alongside Dave Brubeck in nation-
al prominence and record sales during 1958. Al McKib-
bon, bass; Vince Guaraldi, piano; Willie Bobo, drums,
and Mongo Santamaria, conga drum, were leading rea-
sons for the vibraphonist’s success with Latin jazz. Bru-
beck and Desmond, working with Joe Morello and Gene
Wright to create Dave’s best quartet yet, spent part of the
year traveling for the State Department in remote but
vital corners of the globe. Both Tjader and Brubeck
appeared, as usual, at the Blackhawk while at home in
San Francisco.

Brew Moore enhanced countless sessions, rehearsals,
dances, and gigs in 1958 with his tenor work. The
ubiquitous ex-Hermanite could be found backing Anita
O’Day, trading solos with tenor man Harold Wiley, or
laying down Basieish lines with Dickie Mills.

Virgil Goncalves organized, in addition to his hard-
swinging sextet, an impressive big band featuring, among
others, clarinet-sax virtuoso Howie Dedune, arranger-
trumpeter Jerry Cournoyer, trombonist Bob Collins, and
drummer Johnny Markham. A dearth of places to work
doomed the band just as it had previously crippled the
valient dance bands fronted by Eddie Walker and Rudi
Salvini. Each of the three aggregations reincorporates
whenever a job turns up.

Herb Miller’s dance band was active in central Cali-
fornia throughout 1958. Road bands passed through the
bay area, sometimes in the wake of good promotion
(Duke Ellington, Count Basie) and sometimes almost
unh;ralded (Les Brown, Charlie Barnet, Harry James).

In San Francisco, Sonny Rollins was the jazz influence
in 1958. Playing with Rollins’ quartet was the remarkable
Scott LaFaro. Followers of this jazz movement were
Harold Land, Andre Previn, Lou Levy, Buddy DeFranco,
Paul Bley, and Dave Brubeck. One local band took a
name that spoke for its style—the Jazz Representatives;
even Judy Tristano’s wispy tenor was touched by the
books of Rollins, Horace Silver, Art Blakey, and Max
Roach. Well received by San Francisco for their distinc-
tive and personal music were the Modern Jazz Quartet,
Sonny Rollins the Mitchell-Ruff Duo, Red Norvo, Curtis Counce, Le-
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Earl Hines

roy Vinnegar, Vido Musso, Shelly Manne, the Master-
sounds, Stan Getz, George Shearing, and the Jimmy
Giuffre 3. Good blues bands visited the area in 1958,
often with little or no advance notice. Ivory Joe Hunter,
Earl Grant, T-Bone Walker, Ray Charles, and Amos Mil-
burn jumped in and out of town, while Earl Bostic and
Louis Jordan performed in clubs, each for several pros-
perous weeks.

It was an eventful year for singers and their audiences
in San Francisco. With the exceptions of Sarah Vaughan
and Frank Sinatra, virtually every notable voice on the
1958 scene appeared here. And folksingers enjoyed an
active 12 months. Back-to-the-rooters turned out to hear
the Gateway Singers, Jesse’ Fuller, Jean Ritchie, the
Travelers, Josh White, the Kingston Trio, Barbara Dane,
Theo Bikel, Cisco Houston, Odetta, and the Coachmen—

not to mention Harry the Hipster. San Francisco cher-’

ishes the whimsical, even the bizarre. Natives are in-
trigued by clubs like' the Red Garter, which boasts a
banjo group called the Strugglers, plus a genuine out-
house with a crescent on the door. There were devotees
who traversed miles of mountain road to reach an ocean
inlet where the Great Pacific Jazz band blew into the
surf every Sunday. The GPJB is a reading band that
plays King Oliver scores note for note.

There is a residual but still dedicated fraternity of Lu
Watters fans in San Francisco, for whom the only man
left to carry the torch in 1958 was Turk Murphy. Pianist
Wally Rose and clarinetist Bob Helm were working for
shows; Burt Bales was playing traditional piano at Pier
23 but had added some tunes like My Funny Valentine;
Bob Scobey moved to Chicago, taking Clancy Hayes with
him; Watters himself remained in retirement in the
north. Some survivors of the Watters days found solace
in the Bay City Jazz band or the Original Inferior Jazz
band, both ensconced at the Sail’n and both committed
to the banjo-tuba credo. A rebel fringe, discovering that
kicks can be had from bands that go all the way up to
1935, gave warm support to Bob Mielke’s Bearcats and

34

the short-lived Bob Short Five. For followers of the
free-wheeling Condon approach, Marty Marsala offered
the most spirited Dixieland west of the Hudson river. His
clarinetist, Vince Catiolica, ranks with the best of the
Goodman-Mince heirs. Earl Hines, still playing superla-
tive piano, began his fourth year of leading a tired band
through tired Dixieland routines at the Hangover.

An abundance of good pianists were on hand in 1958,
notably residents Joe Sullivan, Ralph Sutton, Tiny
Crump, John Marabuto, and Vince Guaraldi, in addition
to touring stars. Meade Lux Lewis could be heard in
nearby Sacramento.

Two jazz institutions of special consequence were
establishéd in 1958: the Monterey jazz festival and the
San Francisco School of Jazz. The first west coast festival
was a success, assuring more to come. Its prime mover
was the ebullient Jimmy Lyons. The School of Jazz, like
the Monterey festival, was born in October. Staffed by
men of broad experience (John Coppola. Ron Crotty,
Pete Dovidio, and Paul Miller are some of the faculty
members) the school has developed a program surpris-
ingly similar to the Lenox, Mass., idea, although the
founders are not aware of the eastern school’s methods.

Concerts were few, but Ellington in Carmel and Ella
Fitzgerald (with Oscar Peterson and Roy Eldridge)
proved to be thoughtful presentations of extraordinary
music. No recapitulation is complete without nomina-
tions. These were great in ’58:

Most satisfying musical experience: Ella Fitzgerald
at the Fairmont hotel.

Most pleasant surprise: Louis Armstrong at Easy
Street.

Most promising local jazzmen: Altoist John Handy
and baritone saxist Trevor Koelher.

Dramatic success story of the year: Ernestine Ander-
son.

Weirdest booking of the year: The Jazz Diplomats,
featuring George Liberace.

—dick hadlock
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Eivis Presley

From Ballads
TO

Rock 'n Roll

By Bob Rolontz

Popular music during 1958 encompassed so many
different trends that it would be difficult to select any
one as more important than another. So many varied
types of tunes became popular that at any time during
the year there was sure to be one tune on The Hit Parade
that would please a rock ’n’ roller or a ballad fan.

Rock ’'n’ roll remained strong during 1958 but no
longer dominated the field in the manner it did a year
or two ago. However, the influence of rock 'n’ roll was
still so powerful that its fallout permeated almost the
entire pop market, and few pop records were successful
that didn’t contain some touch of rock ’n’ roll in their
arrangements — either the heavy back beat or the trip-
lets or a little of both.

At the same time, the newer type of country inusic,
which had absorbed the rock ’n’ roll beat and the basic
vitality of the rhythm ’n’ blues form, and which had
received its greatest impetus via Elvis Presley, continued
to grow in importance in the pop field, sparked by young
singers of country background such as the Everly
Brothers.

Traditional country music, on the other hand, con-
tinued its decline.

A new element was injected into the pop music pic-
ture with the success of foreign tunes sung wholly in the
original language, such as Volare. And novelty hits, as
exemplified by The Purple People Eater also constituted
a strong, though hardly new, trend.

Male singers again dominated the vocal records, the
girls lagging far b hind. Vocal groups had tougher sled-
ding, too, during 1958.

There were a few instrumental hits, but few actual
orchestras shared in these, for most were made by small
combos. A new influence, called in the trade Tex-Mex
for a style of music that bore a Texas-Mexico trademark,
was noticed after a record called Tequilla was made
in Dallas.

As in recent years, there were still many bad singers
coming up with hits. These usually were the result of
a tricky vocal or instrumental arrangement or an unusual
sound, but happily most of these types of hitmakers
lasted only for one record.

Although one-hit aitists were common, surprisingly,
in-a bitterly competitive market, there were at least a
dozen artists who came up with hits almost with every
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record released. Good ballads, or what the music busi-
ness used to call “quality songs,” camec through more
consistently than many persons realized, with about a
dozen whistleable ballads on the hit list during the year.
The movie writers turned out a spare number of hit
tunes, and the Broadway musical composers were hardly
able to come up with a semi-hit for the second year
in a row.

The fight for a hit record got rougher than cver. Con-
servative estimates were that more than 2,000 labels
were engaged in making single records, although few
of these firms released their product nationally. It also
was estimated that only 5 per cent of all single records
released ever became hits.

The independent record firms, as opposed to the four
majors, RCA Victor, Columbia, Decca, and Capitol,
turned out 75 per cent of all hit singles. But Capitol
started the last quarter of 1958 with more hits than any
other record company, the products mainly of Dean
Martin and Nat Cole. With the great number of single
records released cach week—more than 100—the disc
jockey’s importance continued to grow.

Few jazz artists were able to break into the pop hit
lists. An exception was Cozy Cole, who came up with a
long drum break entitled Topsy (Parts 1 and 2), and
Peggy Lee who took a rhythm ’n’ blues hit of a few
years ago called Fever and turned it into a hit.

And Pvt. Elvis Presley, who now has set an all-time
record for million-or-more sellers (19 in a row), settled
down into the category of a mere phenomenon, selling
only 1,500,000 records or so of each release.

The select group of hitmakers who came up with a
best-seller every record out during 1958 included ballad
singers like Cole, Martin, Perry Como, Johnny Mathis,
Patti Page, and newcomer Connie Francis. Country-
based singers who made hit after hit were Elvis Presley,
the Everly Brothers, and Jimmie Rodgers. And Pat
Boone, who had done well with straight popular ma-
terial in the past, did even better with some country-
style, modified rock ’n’ roll. The Diamonds were the
hottest pop vocal group, and two of the more popular
rock 'n’ rollers were Frankie Avalon and a new group,
the Chantels.

Some of the biggest excitement in 1958 was created
by an Italian performer named Domenico Modugno,
who had the original and biggest-selling record of Volare,
both in the United States and abroad. What made
Modugno’s 2,000,000 seller so remarkable was that it
was sung entirely in Italian yet sold almost fantastically
well in the U.S. market. There were other foreign hits.
too, one of the biggest being Torero by another Italian
singer, Renato Carosone. As if to cash in on the trend,
Jane Morgan recorded a new French tune called The
Day the Rains Came in both French and English on the
two sides of the same record. Another foreign hit, this
one a novelty German tune, was The Little Train.

Country-styled tunes that became hits during 1958
were recorded by such youngsters as the Everlys, Ricky
Nelson, Presley, Rodgers, and a few others, but perhaps
more important than their hits was — and is —
the fact that their influence was so profound. Other
youngsters, in their early or late teens, were imitating
them rather than, say, Frank Sinatra. Some of these hits
included Gee, But It’s Lonely;, Devoted to You; Bird
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Worren Covington

Dog; All I Have to Do Is Dream; Blue, Blue Day, and
Ways of a Woman in Love. And to indicate that there
was a real trend toward country music in the pop field,
more and more performers recorded tunes by the late
Hank Williams.

Novelty hits in 1958 were slightly different from those
in other years only because of mechanical gimmicks.
Both Witch Doctor and Purple People Eater, in addition
to being zany, used a dubbed in Donald Duck type of
voice on the record. Of course, after these two records
became hits, many other discs were made with similar
gimmicks, but the formula had run out. Other novelty
hits in the zany tradition were such items as The Green
Mosquito and The Bird on My Head.

In the more normal novelty vein were happy songs,
such as Left Right Out of Your Heart, Everybody Loves
a Lover, Western Movies, and Zorro, the latter from
the television show.

That there was room enough in the pop market for
pretty ballads, too, was proved by the success of such
tunes as A Certain Smile and All the Way, both from
movies, and Enchanted Island; Looking Back; Return
to Me, and Chanson D'Amour. There were also a num-
ber of hit revivals of fine standards, the biggest of all
being It's All in the Game. Others were Twilight Time,
There Goes My Heart, and Non Dimenticar. .

The Tommy Dorsey orchestra under Warren Coving-
ton came through with the hit Tea for Two Cha Cha, and
the Perez Prado crew had another cha cha hit titled
Patricia. The Billy Vaughn band had two instrumental
hits, La Paloma, and Tumbling Tumbleweeds, bringing
back memories of orchestras of the 1920s. And Mitch
Miller, who seems to come up with a hit march every
year, had a big one again in 1958 with The March from
the River Kwai. The biggest instrumental hit of the year,
Tequila, was contributed by a small combo, the Champs.
The Champs followed this with another smash called
Chariot Rock, based on the spiritual Swing Low, Sweet
Chariot.

Other instrumental hits were created by Duane Eddy
with Rebel Rouser and Ramrod, and by the Applejacks
with Mexican Hat Rock, based on The Mexican Hat
Dance. 2

That rock 'n’ roll was still with us during the last
year was exemplified by such hit tunes as Yakety Yak;
Splish Splash;, Hard-Headed Woman, Ooh, My Soul;
Little Mary,; Johnny B. Goode, Little Star;, Tears on My
Pillow; You Cheated; Endless Sleep; My True Love;
Sweet Sixteen, and countless others.

Perhaps one of the most interesting facts about the
single-record business in 1958 was noted in The Billboard
on Sept. 22. Its continuing study of retail record sales,
made in connection with New York University, pointed
out that teenagers through the age of 18 bought 54
percent of all single records, with most of the remainder
purchased by persons between the ages of 18 and 30.
A few are bought by those more than 30.

With records being sold in chain stores, supermarkets,
drugstores, discount houses, department stores, and
service stations, in addition to record shops, it is evident
that the market for all types of records is being widened
steadily. It is probable that in 1959 there will be even
more types of single records sold with enough varicty
of material to please everyone.
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Robert Preston and Barbara Cook
in 'Music Man'

‘West Side Story’
And ‘Music Man’
Lead The Field
On Broadway

By David Dachs

Broadway musical theater—which goes its noncon-
formist way, kneeling neither to the Hoopers and the
Trendexes, nor to the “Top 10” lists—continued to
show character in 1957-58.

The big guns -in American musicals, Rodgers and
Hammerstein, Cole Porter, Alan Jay Lerner and Fritz
Loewe, weren’t represented this last year. Yet there were
two striking, imaginative hits: West Side Story, and
The Music Man.

During the legit season, which runs from June to June,
there were 10 full-length “book musicals” and one lim-
ited-engagement collegiate revue, The Mask and Gown.
Of the 11 productions, only four have been commercial
successes: West Side Story; Music Man (the biggest
money-maker); Jamaica, and Say, Darling.

Compared with the 1920s, when 200 shows were put
on in a year, and of them perhaps 75 musical comedies
and revues, this last season was pretty pale. As Burton
Lane, composer of Finian’s Rainbow, observed, “When I
was a kid, there were a lot of revues around. A young
composer or lyricist could get numbers in, could develop
his style. Today, that’s virtually impossible.”

Yet quality still seems to rear its pretty head. And
two of the best examples came in 1958 with two off-
beat musicals, both of which had been ticketed for dis-
aster by the “smart money.”

West Side Story—really a tragedy, and everybody
knows that tragedy doesn’t “‘go”—is as urgent as a
police call. By turns lyrical, sinister, warm, humorous,
it represents a highly effective collaboration among
Leonard Bernstein, music; Steve Sondheim, lyrics, and
Arthur Laurents, book. Too much credit can’t go to
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Jerome Robbins, who conceived the whole idea, and who
is becoming a great originator of musical shows. (He
originated the idea for On the Town.)

The most inventive show of the season, it uses the
Romeo and Juliet legend to spotlight the senseless vio-
lence brought about by racial hate between two street
gangs, one Puerto Rican, the other ‘“Americans.”

Practically every song points up dramatic values, even
the comedy numbers: America, portrays the mixed
feelings of Puerto Ricans who have come to New York

to find better economic conditions and find along with -

it prejudice; the insinuating theme song of the Jets; the
jazzy Cool, telling them to keep their tempers under
control; the dramatic, A Boy Like That, in which Maria
is warned to “stick to your own kind.”

Between songs, Bernstein uses a musical nervousness
to portray the unstable climate in which the boy-men
live. Jazz nuances pervade the score, which is why many
jazz LPs were cut of the score.

Music Man, the Drama Critics award winner, is a
hymn to a sweet-natured age, of porches, hammocks,
and brass bands. In its almost naive innocence, it is the
McGuffey reader set to music. Meredith Willson’s score
is as “corny” as calico and as genuine. It has a great
deal of quiet charm, and works beautifully on stage.
The 50-year-old former Sousa flutist wrote both words
and music.

It has some nice things in it: Marian the Librarian,
and 76 Trombones. The latter makes one feel the brassy

golden glints of a marching band. One of the most
creative numbers is in the beginning, a salesmen’s chant,
Rock Island, which pinpointed the transition of America
from a cracker-barrel economy to a hustling industrial-
ism, circa 1912. Music Man is like the 4th of July.

Jamaica, another boxoffice hit, ran pretty much on
reputation: Lena Horne’s. This was intended as a mild
satire of our frantic era, as viewed from the ease of a
Caribbean isle. Two of theater’s most talented craftsmen
worked on it—Harold Arlen, music, and Yip Harburg,
lyrics. Result? A surprisingly dull score. Written orig-
inally for a girl, then rewritten for Harry Belafonte, who
then bowed out, and then revised back to fit Lena Horne,
everything about the show—score, dance, “book”—
seemed patchy and second rate.

Say, Darling, started off with a good premise: a mod-
ern backstage story about the making of a modern
musical. A Broadway Melody updated. What came out
was a cardboardish cartoon, with no truth or insight.
Except for a funny characterization of a white-buckskin
Ivy league “producer,” it was halfway to nowhere. Jules
Styne, who has done better, didn’t come up with any-
thing musically, and the Comden-Green lyrics were un-
inspired. Though no attempt was made to bill it as a
musical, it had more than half a score (nine songs),
including, Try to Love Me, It's the Second Time You
Meet That Mctters, and Something’s Always Happening
on the River.

For the musical comedy morticians, there were these

A scene from '‘West Side Story’
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disasters: Copper and Brass, which Nancy Walker, as a
woman policeman, couldn’t save; Rumple; Portofino;
Mask and Gown (a revue); Oh, Captain, and Body
Beautiful.

One of the biggest casualties, in terms of money,
Body Beautiful, was produced by night club host (Left
Bank), art patron, and radio personality, Richard Koll-
mar. Approximately $300,000 was lost in this mediocre
musical about an intellectual who turns to fighting. Years
ago this would have made a Republic Pictures musical.
It boasted one.fine set, a fight stadium, which turned
to become a ring onstage; it reminded one of those
George Bellows fight paintings.

For no other reason, Body Beautiful may go down
as a footnote in musical comedy history as the first
production having a rock 'n’ roll song in it. The title had
that Alan Freed touch, Uh-Huh, Oh Yeah.

Now the focal point of a lawsuit claiming mismanage-
ment, Oh, Captain didn’t have the courage of its con-
victions. It started out with the witty astringent base,
the film comedy The Captain’s Paradise. But by the time
it was turned into a musical by Jose Ferrer and Al
Morgan, with music by Jay Livingston and lyrics by
Ray Evans, all traces of wit had been carefully removed.

For example, one of the first things the book “authors”
did was to change the locale from the Mediterranean
to . . . guess—Paris. Instead of an original locale and
background, they moved the book to the most overused
locale in musical comedy. One bright tune, The Morning
Music of Montmarte, stuck out of the morass. .

Two shows costing approximately $700,000 never

’

saw the neon light of Broadway. These were Carefree
Heart, with music and lyrics by Robert Wright and
George Forrest, who seem to have better luck adapting
other persons’ music (they set Borodin to words in
Kismet and Grieg in Song of Norway).

The other was a revue, The Ziegfeld Follies, starring
Tallulah Bankhead. Even though audiences, sometimes
are seduced by “names,” if a show is weak enough, they
still won’t go.

Though the Variety statisticians don’t count it as a
revue, The Next President, starring Mort Sahl and the
Jimmy Giuffre 3 did have certain appearances of a revue.
However, it leaned more to a “concert” with Sahl doing
a straight monolog (which was great). However, the
Giuffre group was mercilessly panned, partly because the
reviewers didn’t enjoy its sound and partly because of the
dull staging. The trio merely.played onstage while an
untalented dancer thundered around the stage like a
little Mack truck. Jazz artists haven’t yet begun to
realize what theater is. .

A musical revue is a theater form combining sketches,
blackouts, interesting dance sequences, comedy songs,
ballads, ingeniously staged and costumed. In the theater,
musical groups, no matter how talented, can’t just be
tossed onstage, a la N.Y. Paramount or even tle 92nd
St. Y. Of course, The Next President didn’t “run.”

Looking beyond the scripts—upon which most shows
fail or succeed—there were some standout performances
in the 1957-58 season:

Jacquelyn McKeever was excellent as the sweet, long-
suffering English wife in Oh, Captain. The anonymous

A scene from ‘Music Man’
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lithe dancers in West Side Story. Mindy Carson dis-
played that she can act in The Body Beautiful. Lovely
Barbara Cook as Marian the librarian (who read Balzac)
and Eddie Hodges, the stuttering boy who couldn’t pro-
nounce his “s’s” were fine vocally and dramatically in
The Music Man. But probably the biggest single person-
ality to break through was Robert Preston, as the mile-
a-minute-tongued Professor Hill in Music Man.

Adding zest to the musical theater season, though not
accepted as Broadway fare, was the excellent N.Y. City
center series of modern operas. These included The
Good Soldier Schweik; Susannah; The Ballad of Baby
Doe, and Tale for a Dear Ear. These indicate that
American composers are turning more and more to the
theater form.

The 1957-58 season probably can be adjudged a
success if for no other reason than that it produced
West Side Story and The Music Man, which left the
other standardized productions far behind. These two
shows should join the list of superior American musicals.

Even on paper, 1958-59 musicals seem unusually
exciting and varied, promising major new musical plays,
Sean O’Casey set to music, and a new edition of New
Faces.

At this writing, two shows already have opened. The
first, a success, Jerome Robbins’ brilliant Ballets, U.S.A.
—something new on Broadway, a dance revue, highly
attuned to the visual needs of theater. The second, a
costly $400,000 Goldilocks. This thin, conventional
cartoon of silent screen days was neither fresh nor funny.
The lyrics by Walter and Jean Kerr and Joan Ford

- '

(yes, three lyricists) were disappointing, and showed
that songwriting needs more power than light, light verse.
The score by Leroy Anderson was considered pleasant
but unexciting. ‘

The following shows are being tuned up or prepared
for production, or debuted at presstime:

The eagerly awaited Rodgers and Hammerstein
Flower Drum Song, about a young modern Chinese
intern, his love life, and his gentle battles with his old-
world father, against a background of San Francisco;
Whoop Up, about hi-jinx among 20th century non-TV
American Indians; Marc Blitzstein’s adaptation of
O’Casey’s Juno and the Paycock, now titled, My Daarlin’
Man; Harold Rome’s western opus, Destry Rides Again;
Howard Dietz’ and Arthur Schwartz’ untitled musical
in collaboration with Gore Vidal; Gypsy, a musical
based on life and times of Gypsy Rose Lee; Burton
Lane’s Cry for Happy, about a navy photographer in
Japan, and Leonard Sillman’s New Faces of 1959.

There’s an outbreak of activity off Broadway, too, in
the song-and-dance department. Playhouses seating 199
to 400, converted from churches, lofts, warehouses,
night clubs, are being brightened by leotards and blue
denims. A new revue, Diversions, is in rehearsal; re-
vivals of On the Town and Flahooley are planned.

All this activity has been spurred by the boxoffice
and esthetic success of Gus Schirmer Jr.’s revival of

‘The Boy Friend, at the Cherry Lane theater in Green-

wich Village. There are also some interesting one-night
“revues” being put on, starring Mabel Mercer and Com-
den and Green.

Myoshi Umeki in ‘Flower Drum Song'
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Igor Stravinsky

By Don Henahan

Music, for all its misleading mathematical trappings,
is an untidy and unpredictable monster. At the moment
when everything seems to be clicking away like Univac,
you pull out the neat punchcard and find it has nothing
printed on it. Or perhaps a four-letter word.

All that this says, of course, is that music is still one
of the humanities rather than one of the more exact
disciplines, much to the annoyance of the sliderule
compasers. This being so, it is a continual problem for
a music critic, or for anyone who listens seriously to
what goes on in concert halls, to decide whether a
particular event or new composition is a step toward
enlarging music or toward diminishing it.

The question might be called “Progress or Poverty?”
Is Stravinsky, for example, climbing on the wave of the
future in embracing serial technique?~Long a holdout
against the 12-tone mystique, he swerved to it after
Schoenberg’s death in Agon and Canticrum Sacrum.

46

This summer at the Venice Festival of Contemporary
Music, he reaffirmed his conversion with a major work,
Threnody: Lamentations of the Prophet Jeremiah. Will
history one day look back at these pieces and equate
them with the conversion of St. Paul? Or will it merely
note that once more Igor, the lover of paradox and fads,
did what everyone expected him not to do?

Even more important, will it be recorded that he
followed those who wanted to bind music hand and
foot, rather than leading those who wanted not less
freedom in music but, rather, more, as he did when he
composed The Rite of Spring?

The deeply rooted argument among composers of
the last 50 years, whether they have known it or not,
is over whether music can or should express great
emotions. The basically romantic composers have
leagued themselves with the poets and heroes, while
those with a classical bent have thrown in with the
academicians and the craftsmen.
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Leonard Bernstein

This is the conflict a critic sees daily. He isn’t called
on to judge the rightness of a trend in either direction,
but he should point out such a tendency.

If only one had the omniscience of a secretary of
state. Where does the Van Cliburn case deserve to be
pigeonholed? The young pianist’s winning of the
Tchaikovsky competition in Moscow in April and the
explosion of idolatry that followed was from a news
standpoint easily the musical event of 1958. As the
man and his recordings began to be heard across the
country, it became obvious that an artist of perhaps un-
limited potential somehow had been saved from pre-
mature burial in Kilgore, Texas.

But, the worrywart critic asks himself: What if
Cliburn’s romanticist influence spawns a whole genera-
tion of young neo-Lisztians who play as if the notes
were written on the ceiling? How will the Van Cliburn
phenomenon be assessed then?

A similar event of 1958 was the ascendance of

Music '59

Leonard Bernstein to the throne of the New York
Philharmonic orchestra. As the first native American
to hold such an important post began his first seasnn
in power, many pessimists were forecasting that his
ebullience, love of jazz, and flair for theatricality were
about to lead serious U.S. music down the road to vul-
garity, shallowness, and television.

Others. not so easily frightened, felt that Bernstein
could be the opening gun in a battle to win a vast, young
audience for good music, to augment the traditional
audience of elderly piano teachers, bored socialites.
and second-generation Europeans. One thing was im
mediately clear, however: The American composer was
at last getting a full, serious hearing in his own land.
Bernstein’s programs for 1958-59 were heavy with
Americans, from Ives to Foss.

Besides the Stravinisky, Cliburn, and Bernstein ques-
tions, there were others that were less difficult to assess.
Samuel Barber’s opera Vanessa was put on without
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Pabla Casals

success in Austria at the Salzburg festival, in English,
the first non-Europcan work ever done there. It was
obvious that Barber’s end-of-the-century harmonic
idiom and Gothic spookiness outraged the European
critics’ whole concept of musical progress.

American opera found solace at home and elsewhere
abroad, however. The New York City Opera com-
pany, under Julius Rudel, ended a season of native
opera, which, with the help of a Rockefeller grant, was
a bright omen. The Ballad of Baby Doe received the
most praise. As an antidote to the Vanessa fiasco,
Americans could contemplate the good reception given
in Belgium at the Brussels world’s fair of Carlisle
Floyd’s Susannah and Gian-Carlo Menoti’'s Maria
Golovin, plus the premiere of Floyd’s Wuthering Heights
at Santa Fe, N. M.

The Metropolitan, meanwhile, dared all and put on,
for the first time, Wozzeck and Hamlet. Except for
these two works, long classics in Europe, the rest of
the Met’s repertoire remained zeroed in on the operatic
middlebrow.

Other tidbits: Maria Callas was fired by Rome, La
Scala, and the Met . . . Artur Rodzinski, fired by the
Chicago Symphony orchestra after a scandalous battle
10 years ago, returned to the United States for the first
time since to conduct for that city’s Lyric Opera . . .
Yehudi Menuhin scandalized New York (or the critics,
anyway) by insisting on playing encores at the Phil-
harmonic . . . Opera was revived in Israel . . . Pablo
Casals, at 81, performed once again in public after
suffering a heart attack and a marriage, in that order.

The influx of Russian artists continued: Leonid
Kogan’s debut established him as one of the greatest
violinists alive, and Vladimir Ashkenazy, Igor Besrodni,
Kiril Kondrashin, and Sara Doloukhanova also were
well received . . . Bernstein and Dimitri Mitropoulos
barnstormed with the philharmonic in South America
and were able to report on returning that no U.S. musi-
cian was stoned, as Vice President Richard M. Nixon
had been earlier.

Everyone was touring behind the Iron Curtain:
Ormandy and the Philadelphians, Stokowski, George
Szell and the Cleveland orchestra, Leonard Warren,
Artur Rubinstein.

A further step toward the complete stratification of
U.S. culture came when network television’s only pro-
gram of fairly serious music, The Voice of Firestone,
changed over from Eileen Farrell to Abbe Lane (it is
a visual medium, after all) . . . Marian Anderson was
named a delegate to the United Nations and completed
an Asian tour that brought acclaim from the darker-
colored people of the world.

In musical politics, the Russians remained supreme.
They took the year’s prize by announcing that Shosta-
kovitch, Khatchaturian, Prokofieff, Myaskovsky, and
others had been cleared of charges of “formalism.”
Shostakovitch’s new [1th Symphony proved a model
for the Soviet future: full of party tunes, programmatic
noises, and maundering sentimentality.

Housing remained a problem: Chicago got back its
Opera house when the wide-screen movie that had taken
it over flopped . . . Carnegie hall was saved from
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destruction but was transformed from a musical mecca
into just another small hall, for lease either to Heifetz
or Welk . . . New York’s bright scheme for a Lincoln
Center for the Performing Arts continued to move in
a Kafka-like trance through the courts.

The festivals, which multiplied in number if showing
no great progress in programming imagination, were
augmented by the birth of the Festival of Two Worlds
in Spoleto, Italy, and the Vancouver festival, to name
two of the more important. Among the special-interest
gatherings, the ones dedicated to Sibelius and Bartok
were outstanding. The Brussels fair assumed the aspects
of a festival, too, and despite poor (almost nonexistent)
planning, America was not disgraced. In a stroke of
luck, Cliburn appeared after his Moscow victory, and
Stern, Ormandy, Janis, Tureck, Menuhin, and a few
others held up the American banner.

In general, unsubsidized festivals, such as Chicago’s
venerable Ravinia, were being ground under, finding it
increasingly hard to compete with state-supported ones.

Inevitably, music’s ranks were thinned by death:
Vaughan Williams at 86, Eric Coates at 71, Isidor
Phillip at 94, Ataulfo Argenta at 44, Samuel Antek at
49, and Artur Rodzinski at 66.

Stereophonic records were a reality in 1958, but few
candidates for immortality showed up in early releases.
The bulk of firstrate material still came out on mono-
phonic records. To cite a few: Leonid Kogan’s Paganini
Violin Concerto No. I on Angel, Serkin’s Beethoven
Diabelli Variations on Columbia, Cliburn’s Tchaikowsky
Piano Concerto No. I on Victor, Turandot with Callas
and Schwartzkopf on Angel, and Callas Medea on Mer-
cury. '

Major new works by “men of distinction” were pro-
duced (Vaughan Williams’ 9th Symphony, Stravinsky’s
Lamentations, Shostakovitch’s //th), but younger com-
posers also had their hours in the sun.

Among the most important new works were those com-
missioned by the Fromm foundation: a violin concerto
by Andrew Imbrie, the Quartet No. 2 by Leon Kirchner,
Krenek’s Sestina, Easley Blackwood’s Symphony No. I,
and Elliott Carter’s Chamber Concerto.

In general, there wasino reversal of the trend of the
last 40 years in music. Many of the most highly
trained composers still were infaiuated with mathematics
and were pushing the serial idea into as many areas
as possible (dynamic markings, meter, expression in-
dications). And talented composers with neither the
head nor the heart for such techniques (Menotti, Bar-
ber, et al) were being tempted more and more to take
the path marked out by Kurt Weill, to popular music.

The concertgoing public, caring little for these in-
ternecene struggles, continued in 1958 to find its own
solutions. Sol Hurok, who knows what the buying
public wants to hear, for the first time brought under
his concert banner a popular artist, Erroll Garner, whose
jazz is neither so esoteric as jazz can be, nor so easily
assimilable as ordinary popular music.

As in so many other instances, one was left wonder-
ing: Is this progress, or one more step toward the
impoverishment of serious music?

Music ‘89
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COMBO-ORK}S

FOR SMALL DANCE BANDS

Eb BOOK — for ALTO SAX, BARITONE SAX, TROMBONE (90 « Bb BOOK — for TRUMPET, CLARINET, TENOR SAX
C BOOK — for PIANO, GUITAR, BASS, ACCORDION, ORGAN, VIOLIN, C MELODY SAX, FLUTE, OBOE

/‘
C¢OMBO-ORK

FOR 1MALL DANCE BANDS

$

* EVERY NUMBER COMPLETE WITH MELODY, HARMONY AND CHORD-NAMES
* ARRANGED AS SOLO, DUET AND 3-WAY (TRIO) CHORUS IN EACH BOOK
* PLAYABLE BY ANY COMBINATION OF LEAD INSTRUMENTS

REG. U $ PAT QFf
ke

COMBO-ORKS No. 8

*CONTENTS

| LOVE YOU

| MARRIED AN ANGEL
MORE THAN YOU KNOW
PAGAN LOVE SONG

1 FEEL A SONG COMIN’ ON

AN AFFAIR TO REMEMBER
APRIL LOVE

AUTUMN SERENADE
FRIENDLY PERSUASION
HOW ABOUT YOu?

RAINBOW
SHANGRI-LA

SPRING IS HERE
TIME ON MY HANDS
WHISPERING

COMBO-ORKS No. 1
Cantains: DIANE, CHARMAINE, DON'T BLAME ME, OVER THE RAIN-
BOW, I'M IN THE MOOD FOR LOVE, MY BLUE HEAVEN and 17 athers.
COMBO-ORKS No. 2

Cantains: JOHNSON RAG, PAGAN LOYE SONG, SINGIN’ IN THE
RAIN, STUMBLING, EVERYTHING | HAVE IS YOURS, ROSE ROOM and

17 athers.
COMBO-ORKS No. 3

Cantains: SUNDAY, JOSEPHINE, ELMER'S TUNE, DON'T GET AROUND
MUCH ANYMORE, LAURA, SEEMS LIKE OLD TIMES, GOOFUS and

16 athers,

COMBO-ORKS No. 4
Cantains: GOOD NIGHT SWEETHEART, STAIRWAY TO THE STARS,
BE MY LOVE, HOT LIPS, STOMPIN’ AT THE SAYOY, BECAUSE YOU'RE
MINE and 17 athers.

COMBO-ORKS No. 5
Cantains: RUBY, TEMPTATION, YOU ARE MY LUCKY STAR, TAKING A
CHANCE ON LOVE, I'M SITTING ON TOP OF THE WORLD and

15 athers,

COMBO-ORKS No. 6
Cantains: EBB TIDE, LITTLE THINGS MEAN A LOT, IF | GIVE MY
HEART TO YOU, CARA MIA, | NEED YOU NOW, THREE COINS IN
THE FOUNTAIN and 9 athers.

COMBO-ORKS No. 7
Cantains: LOVE IS A MANY-SPLENDORED THING, I'LL NEVER STOP

LOVING YOU, SO RARE, SOMETHING'S GOTTA GIVE, WASHINGTON
AND LEE SWING and 10 athers.

DIXIELAND FAVORITES COMBO-ORKS
Cantains: TIGER RAG, DARKTOWN STRUTTERS' BALL, JA-DA, CHINA
BOY, RUNNIN' WILD, WABASH BLUES, WANG WANG BLUES and
7 athers,

MAMBOS FOR SMALL COMBOS
Cantains: MAMBO MOGAMBO, ONE O'CLOCK JUMP MAMBO, TIGER
RAG MAMBO, GOOFUS MAMBO, NO CAN DO, MAMBOLINO and
9 athers.

RHYTHM FAVORITES COMBO-ORKS
Cantains: ARTISTRY IN RHYTHM, 720 IN THE BOOKS, PENNSYLYANIA
6-5000, FIVE O'CLOCK DRAG, DODGING A DIVORCEE, ELKS' PARADE
and 9 athers,

WALTZ FAVORITES COMBO-ORKS
Cantains: LOVELIEST NIGHT OF THE YEAR, I'M SORRY | MADE YOU
CRY, SLEEP, HONEST AND TRULY, THREE O'CLOCK IN THE MORNING
and 18 athers.

LATIN-AMERICAN FAVORITES COMBO-ORKS
Cantains: SIBONEY (Rumba), OYE NEGRA (Guaracha), CAE CAE
(Samba), NO TE IMPORTE SABER (Cancian Balera), OLE OLE (Mamba)
and 15 athers,

SQUARE DANCES AND POLKAS COMBO-ORKS
Cantains: Square Dances—TURKEY IN THE STRAW, LITTLE BROWN
JUG. Palkas—FERRY-BOAT SERENADE, WHEN THEY PLAYED THE
POLKA and 23 athers,
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Mulligan and men in ‘| want ta Live’

By John Tynan

Thanks to a musicians’ strike that lasted from Febru-
ary to mid-August, music in films was drastically cur-
tailed in 1958.

For the American Federation of Musicians the year
proved a stormy one. After contract negotiations col-
lapsed in February between the AFM and the major
production companies, the movie walkout began. It was
a curiously timid labor action, however-—a strike without
banners, without picket lincs, without any apparent
militancy on the part of the federation.

When the deadlock was broken by the coup d’etat of
the newly formed, rival Musicians Guild of America,
nobody in the industry really was surprised—cxcept.
perhaps, the ostrich-like top officialdom of the AFM.
For the first time in the history of organized labor,
Hollywood’s musicians were represented by a union other
than the American Federation of Musicians.

The period between the start of the strike and the
signing of new agreements with the MGA was an un-
certain one for musicians and producers alike. For the
musicians, uncertainty was sharpened when the federa-
tion’s strike benefits expired and the economic going
became pretty rough. The major studic producers, un-
able to foresee an imminent conclusion to the strike,
began to ship their completed films to Mexico and
Europe for underscoring.

With the signing of the guild contracts with all the
major studios, however, there was a return $o “‘normal-
cy” in Hollywood—with certain important guild conces-
sions to the employers immediately attacked by the AFM.

But the die was cast and musicians employed in the
major studios to work on films did so with the guild
as bargaining agent.

It is not our purpose here to detail the pros and cons
of this union squabble. Suffice to say that in August

‘/ Want To Live’' Takes The Prize

For Use of Jazz in '58 Films

Music '59
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American musicians resumed work on American films.
These were some of those pictures:

‘By far the most publicised even in its formative stages
was Sam Goldwyn’s production of Porgy And Bess.
Originally engaged to direct the George Gershwin-
DuBose Heyward opera was Rouben Mammoulian who
had supervised the original stage presentation of the
work. Then, after a bitter contretemps between the pro-
ducer and Mammoulian, Goldwyn fired the latter and
hired as new director Otto (Man With The Golden Arm)
Preminger.

The pre-natal stage of Porgy And Bess was enveloped
in more controversy than had grown about any film
since the ill-fated Eisenstein production of Que Viva
Mexico! back in 1932. Spokesmen for the Negro com-
munity in Los Angeles attacked the project as being

basically Jim Crow. The Negro stars of the picture — -

Sidney Poiter, Pearl Bailey, Sammy Davis Jr., et al —
defended Goldwyn, protested that stringent steps were
being taken to strip the opera of whatever anti-Negro
connotations it may have conveyed in the past.

Still in production at year’s end, however, Porgy And
Bess was not to be evaluated as a work of art — both
esthetically and sociologically — until 1959 well worn.

Of all the musical films released in 1958 the biggest
disappointment was St. Louis Blues, the Paramount pro-
duction which purported to tell the story of the late
“Father of the Blues,” W. C. Handy.

Critics of the Hollywood way of doing things could
not have found a better — or worse — example than
this distortion of the life of a great Negro musician.
Cast were Nat Cole as Handy, Pearl Bailey as his Aunt
Hagar and Jyano Hernandez as his preacher father. The
best one can say about St. Louis Blues is that the music
was good. Much of the source music in the film was
played by an able combo comprising trumpeter Teddy
Buckner, clarinetist Barney Bigard, trombonist George
Washington, bassist-tubaist Red Callender, and drummer
Lee Young.

While producer Robert Smith made no pretense of
telling the true story of Handy’s life (he made much of
the terms ‘“‘dramatic license” and “story values”), the
liberties he took with the biographical material at hand
were more to be censured than pitied.

The sole offering of Elvis Presley to the 1958 cinema
was a melodrama titled King Creole, hailed by many
movie critics of dubious allegiance as “his best per-
formance to date.” What this means in plan fact is that
the Tupelo barefoot boy was not so obviously ama-
teurish as in previous thespian endeavors. A top pop
music personality — yes; an actor — no!

Just as last year’s Sweet Smell Of Success contributed
most to the use of jazz in motion pictures, the outstand-
ing example of the same thing in 1958 also was a crime
picture, I Want To Live! .

With that, however, the comparison ends, because
the difference in musical approach between Elmer Bern-
stein, who scored the former, and John Mandel, who
composed the music for the latter, is qualitative. Basic-
ally, the difference appears to lie in the musical orienta-
tion of each composer. Bernstein’s is classical; Mandel
belongs to jazz.

The importance of Mandel’s achievement in writing
a wholly jazz underscore to complement the dramatic
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action in the photoplay assigned him should not be
underestimated. He accomplished something that no
motion picture composer before him had attempted and,
in so doing, made cinema history. This is in no way
intended to belittle the many fine jazz-based scores
turned out in recent years by other movie composers.
Indeed, the work of such musicians as Elmer Bernstein,
Leith Stevens, Alex North, and Richard Markowitz did
much to pave the way for the situation that made
Mandel’s accomplishment possible.

Once more, though, it must be stressed that Mandel
made the qualitative leap from previous picture music,
at best ersatz jazz-for-superficial-effect, of writing (and
providing ample room for improvisation) an authentic
modern jazz underscore.

The long delayed (by the musicians’ strike) film of
Red Nichols’ life, The Five Pennies, finally got into pro-
duction at Paramount in the fall. With Danny Kaye cast
in the leading role, the picture promised fair to good
box office rewards. Also spotted in prominent parts
were musicians Ray Anthony (“Jimmy Dorsey”), Shelly
Manne (“Davey Tough”), Bobby Troup (*“Arthur
Schutt”), and Louis Armstrong (himself).

In dramatic terms the film shaped up as a so-called
“human interest” yarn. Heavy emphasis was placed on
the polio affliction of Nichols’ daughter, Barbara; little
accent laid on the cornetist’s true place in jazz.

Planned biopics which never did get rolling in 1958
were those of Gene Krupa, Wingy Manone, and Muggsy
Spanier.  Production on the first commenced at
Columbia studios after the first of the year with cine-
mite Sal Mineo in the title role. According to producer
Phil Waxman, the Krupa picture was to be “. . . an
honest, dramatic story that’s as authentic as possibie.
We'll tell Gene’s story from his boyhood,” Waxman
told Down Beat, “and give full attention to the music
and musicians connected with him through the years.”

Apart from the productions noted there was little of
significance jazzwise during 1958. Shelly Manne and
His Men ad libbéd an underscore for a juvenile delin-
quint epic titled at last count, Switch Blade Gang; al-
though there were some negotiations on the projected
Jelly Roll Morton Story, nothing was concluded; an
independent production titted Stakeout On Dope Street
was notable for its jazz-based underscore by Richard
Markowitz.

In an unlikely twist, the war-and-romance movie,
Kings Go Forth, which starred Frank Sinatra and Tony
Curtis, featured a jam session scene in a Riviera bistro
which rater higher in happy novelty than in true jazz
value. While Curtis strutted his hot-stuff on trumpet
(to Pete Candoli’s soundtrack), he was accompanied
by Red Norvo, vibes, Richie Kamuca, tenor; Jimmy
Wyble, guitar; Red Wooten, bass, and Mel Lewis, drums.
Lewis got caught in a date conflict the day of the filming,
so Boone Stines was seen sidelining in the picture.

On the basis of his work in composing the jazz under-
score to I Want To Live!, Johnny Mandel gets our
award of the year for the most significant jazz contri-
bution to motion pictures in 1958. At deadline there
was considerable talk about an 'Oscar nomination for
Mandel. Whether or not he is so honored, it is obvious
that this ex-Basieite has arrived as a movie composer.
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By Leonard Feather

Well, what kind of year has it heen?

It was a ycar in which the avalanche of books on
jazz was reduced to a dribble. Three of the works |

mentioned last year as due for publication in 1958
failed to appear.

It was a year in which the lamented disappcarance
of one magazine (Jazz Today) was compensated by the
birth of two new publications.

It was a year in which the literature of jazz once
again reminded us of the inescapable fact that the critics
are unable to control the tastes of the fans; of the year’s
10 best-sclling jazz albums, at least six — items by
Ahmad Jamal, Errolt Garner, Andre Previn, Stan Ken-
ton, and two by Jonah Jones — cither were casually
dismissed or completely ignored by many of the nation-
ally read reviewers, including me.

It was a year of more jazz than ever before. And
more jazz criticism. And, incredibly and regrettably,
more criticism of jazz criticism.

This last development calls for a little explanation.
Imagine, if you can, Irving Kolodin, called upon to
review a new symphony, instcad devoting a large pro-
portion of his review to an attack on Winthrop Sar-
geant’s report on Douglass Cross’ review of it.

Imagine the drama critic of the Women's Wear Duaily,
assigned to cover last night’s new play, using a sizable
chunk of his footage denouncing Brooks Atkinson for
having praised it; or Walter Kerr, in a piece on a new
comedy, detouring into an attack on the Women’s Wear
Duily review.

Unbelievable, you may say; no reputable critic would
stoop to such depths. Yet this is the kind of thing that
went on, all year long, in the field of jazz writing.

azz Literature; 1958

Jazz: New Orleans, 1885-1957, by Samuel Charters,
167 pp. Walter C. Allen. $3

The New Yearbook of Jazz, by Leonard Feather,
187 pp. Horizon Press. $4.95

Jam Session, edited by Ralph J. Gleason, 319 pp.
Putnam. $4.95

The Horn, by John Clelion Holmes, 243 pp. Random
House. $3.75

Count Basie and His Orchestra, by Raymond Hor-
ricks, 320 pp. Citadel. $4

The Jazz Makers, edited by Nat Shapiro and Nat
Hentoff, 347 pp. Evergreen (paperback). $1.95

The Story of Jazz, by Marshall Stearns, 272 pp. New
American Library (Mentor paperback). 50 cents

The Collector's Jazz, by John S. Wilson, 308 pp.
Keystone (paperback). $1.45
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Because this spectacle became increasingly distateful
as the months went by, and because it is impossible to
expect to find any jazz writer offering a completely
objective appraisal of the work of any of his contem-
poraries, I do not intend to become entangled by citing
chapter and verse. If I did, and if I began to express
opinions about who was right and who was not in this
imbroglio, I would be adding another link to a ridicu-
lous chain.

For similar reasons I shall limit my comments on the
year’s new books to a factual report.

The year started with Jam Session, edited by Ralph
Gleason, who himself contributed eight of the 36 pieces.

Among the book’s contents' are a short story by
Elliott Grennard, Sparrow’s Last Jump, based roughly
on an incident in the life of Charlie Parker and pre-
viously seen in Harper’s magazine (1947) and in the
book O. Henry Prize Stories for 1948, a piece on Eddie
Condon by George Frazier, and Lillian Ross’ report in
The New Yorker on a Newport jazz festival.

Jam Session received mixed but generally favorable
reviews. Orrin Keepnews called it “a good though
certainly not indispensable book.”

John Wilson’s The Collector’s Jazz, subtitled Tra-
ditional and Swing, is the first of two such books; the
second, due out in 1959, will be Modern and Progres-
sive. The first book makes no attempt at a complete
discographys; it is simply a selection of LPs by a couple
of hundred artists, arranged alphabetically, reviewed
in Wilson’s always readable and never pretentious style.

The Collector’s Jazz received predominantly good
reviews. Philip Elwood pointed out that “Wilson . . .
at least can produce a laugh once in a while, and with
a couple of words explain just whar kind of horn this
cat blows without going into a biography of his tin-
whistle instructor on the streets of Biloxi.”

My own The New Yearbook of Jazz contains a long
chapter of excerpts from The Blindfold Test over the
last- eight years; a couple of hundred new biographies,
including those of 30 jazz critics; about 50 photographs,
most of them taken at various television jazz shows;
my report on jazz U.S.A., 1956-58, as well as reports
by Benny Green from England, Daniel Filipacchi from
France, Jo Berendt from Germany, Carl-Erik Lindgren
from Sweden, and chapters on hi-fi by Charles Graham,
jazz and classical music by Bill Russo, and jazz and
the other arts by Martin Williams.

John Hammond wrote the introduction. There are
also various new or updated reference features such as
musicians’ addresses, record company addresses, bib-
liography, etc.

The New Yearbook of Jazz had not been sent out to
reviewers as these words went to press.

Samuel B. Charters’ Jazz: New Orleans, 1885-1957,
is described as an index to the Negro musicians in New
Orleans. Printed in offset, with photographs and early
documents, it consists mainly of alphabetized biog-
raphies, under various periods (1899-1919, 1919-1931,
etc.) of a large number of New Orleans jazzmen from
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the very famous, such as Louis Armstrong, to many
completely obscure artists of whom I had never heard.

There is also considerable discographical information.
For the collector who is completely dedicated to New
Orleans jazz, this is a virtually indispensable work.

The Horn by John Clellon Holmes was the only work
of fiction to appear during 1958 that could qualify
as a jazz novel. In this very intense story of a musician
named Edgar Pool (a composite of Charlie Parker and
Lester Young) and a singer named Geordie Dickson
(based unmistakably on Billie Holiday) there are clear
indications of the author’s love for jazz and its per-
formers.

Whether he succeeded in getting inside them emo-
tionally was the subject of disagreement among the
critics. The New York Times and several other re-
viewers put The Horn down in fairly strong terms;
Ralph Gleason, on the other hand, called it “a moving,
terrifying story, written somewhat like a jazz solo itself,
replete with inside jokes and references and fairly reek-
ing of the jazz atmosphere.”

Aside from the reissues in paperback editions of
carlier publications, these five books were the only new
ones to appear in this country during 1958. (A book on
the Count Basie band, publishéd the previous year in
England and composed largely of biographical dis-
cographical data, became available here during the
year.)

In October, two new jazz magazines made first
appearances, the Nat Hentoff—Martin Williams-edited
Jazz Review monthly, and Ralph Gleason’s Jazz
quarterly.

A healthy sign throughout the year was the increas-
ing tendency of daily newspapers to give intelligent
coverage to jazz records and events.

" Gleason’s San Francisco Chronicle column began to
enjoy successful syndication. There were such ad-
mirable contributions as Bob Gustafson’s review, in
the Christian Science Monitor, of George Wein’s
festival at French Lick, Ind.; Wein’s own column in the
Boston Herald, and John McLellan’s efforts, through
his column in the Boston Traveler, to induce his readers
to appreciate new and important jazz talents.

It is through the work of such men, in big-circulation
papers, that the music itself will benefit directly. May
the trend bloom and multiply during 1959.

The following books, both probably of interest to
Down Beat readers, appeared too late for review here:

The Book of Negro Folklore, edited by Langston
Hughes and Arna Bontemps. Spirituals, blues, stories,
jazz—described as a cross section of folklore from slave
days to the present. Dodd Mead; $6.50.

Folk Blues, by Jerry Silverman. A collection of 110
blues, many of them appearing in print for the first time,
arranged for voice, piano, and guitar. Includes biog-
raphies of Leadbelly and Josh White et al, bibliography,
discography, guitar chord diagram chart. 308 pages;
Macmillan; $6.95.
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EF KN D KR presexts tHe New
JAZZMASTER

AMERICA'S FINEST ELECTRIC GUITAR

FIRST AGAIN IN THE FIELD OF AMPLIFIED MUSIC ...
THE FENODER JAZZMASTER, UNEQUALED IN
PERFORMANCE AND DESIGN FEATURES.

e New pickups and tone circuit
especially designed for modern

guitar work and all other

tonal requirements.

o The revolutionary off-set waist body
design offers the ultimate in

playing comfort . . . playing

is effortless.

o Separate pickup tone and volume
controls can be preset . . . making

fast pickup changes possible without
need for further tone or volume
adjustments.

o Enjoy the smoothest tremolo action
with the new Fender “floating

tremolo” . . . (tremolo can be locked

and arm removed or inserted

again at any time.)

e Adjustable floating bridge and six
individual two-way bridges afford

precision string intonation adjust- s
ments and custom playing action.

e PLUS these weli-known Fender =
features . . . truss-rod reinforced ASK YOUR FEND ALER FOR COMP

fast action neck with rosewood

fretboard . . . case-hardened. chromed 1
parts for lasting beauty, and
unequaled workmanship and finish.

See the new, revolutionary Fender

Jazzmaster at your dealer soon . . . ol
play it ... and be the first to
experience the playing ease and tone
of America’s Finest Electric Guitar.

oA

SALES INC.

1636 E. CHESTRUT, SANTA ANA, CALIFORNIA

WRITE FOR QUR LATEST BROCHURE AND THE NAME OF YOUR NEAREST FENDER DEALER






By Charles Graham

The story of 1958 in high fidelity is mostly the story
of stereo’s first big year.

A major step in the search for perfect reproduction,
stereophonic recording and playback is not new. But
new this year were the stereo disc; four-track, slow-
speed tape; the tape cartridge, and other significant’ de-
velopments in high fidelity.

Stereo discs were invented almost 30 years ago in
England but, for various reasons, forgotten until early
1957. Then English Decca (London) and a U.S. com-
pany called Westrex started reinvestigating sterco on
discs, and in the fall of 1957 each demonstrated stereo
disc recordings at the time of the annual Audio Engi-
neering society meeting in New York, held along with
the annual New York high fidelity show.

Experts,’ audio engineers,, and musicians alike were
far from amazed by the sound, comparing it as they
were with the excellent (though expensive) two-track,

7V4-inches-a-second stereo tapes already available then
for more than two years.

The recording companies admitted there was much
to learn but promised rapid progress.

London’s system used a vertical-lateral groove, and
Westrex had the so-called 45-45 approach. There were
rumors of other stereo discs, yet unveiled, but said to
be better than these two, which would use regular LP
cartridges.

LP sales still were going well and besides, there was
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no equipment to play stereo discs on. Everyone agreed
that precipitous action would be foolish. “No 33-45
battle for us again,” they chorused.

But in' the spring of 1958 an independent company,
Audio Fidelity, got Westrex to record some of Audio
Fidelity’s repertoire on a stereo disc and distributed the
disc throughout the industry and to the press.

Other record makers got a little nervous. LP sales
had begun to fall off. Equipment people started rushing
designs for 45-45 cartridges. The Record Industry asso-
ciation met and agreed to go ahead with 45-45. (This
Westrex stereo disc-cutting system impresses two inde-
pendent signals into one groove, cach driving a cutting
stylus at 45 degrees off the normal axis of the standard
lateral-cut LP groove.) Feverish activity in the labora-
tories of record companies and cartridge makers pro-
duced improvements in discs, and by the summer of
1958 all major companies had indicated they would
release stereo discs.

Electro-Voice scooped the field with a stereo cartridge.
It was followed quickly by Fairchild, Pickering, and
others. Amplifier makers doubled up their controls, and
loudspeaker manufacturers started experimenting in
their aneachoic chambers and in typical living rooms.

The New York high fidelity show of 1958 was keyed

‘to stereo, and most of the 125 manufacturers featured

stereo.
Today, the stereo disc is here, priced about a dollar
more than similar LPs. Price-cutting already has started.

Louis Armstrong procticing in his den, records on o Norelco tope recorder with onother Norelco recorder supplying occomponiment through
o Fisher omp ond AR-1 speoker behind him. The chonger is o Colloro, with o GE pickup.
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You turn a dial . .. and something
wonderful happens! You’re there

. reliving tEe original perform-
ance, hearing the songs you love
with a new brilliant clarity . . .
hearing the depth of life in each
musical passage. Grommes Stereo
is stereophonic reproduction at its
finest . . . superb fidelity with a new
realistic depth ... bringing you
truly, music that lives. Beautil{x]ly
styled in gleaming gold and white
set in leatherette cases.

See your Hi-Fi Dealer or write . . .

Grommes Div. of Pracision Electranics, Inc.
Dept. M 39, 9101 King St., Franklin Park, lllinois

i

: save on :
- Stereo hi-fi

5‘ see the best values in the 1959
ALLIED CATALOG

i

Send for it!

world's

largest choice
of systems and
‘omponents...

everything in
STEREO!

Here's your complete, money-savin,
guide to Hi-Fi! &e how you save Olgl
ALLIED-r ded completesy b
including the latest in thrilling Stereo.
Choose from the world’s largest stocks
of components (amplifiers, tuners,
changers, speakers, enclosures, record-
érs, accessories). Want to build-your-
oyvn?—gavp up to 50%, with our exclu-
sive Hi-Fi KNIGHT-kIT8! Easy terms
available. For everything in Hi-Fi, for
" everything in Electronics, get the 452-
| page 1959 ALLIED Catalog!

;;;‘,‘; ALLIED RADIO
|| Qwinical H-FL Centins

'-h—- —————————

ALLIED RADIO, Dept. 104-9
100 N. Western Ave,, Chicago 80, lIl.
O Send FREE 1959 ALLIED Catalog
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|
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|

.

Address

e e —— ———

Jazz figure Jahn Hammond adjusts volume on
| his Tandberg sterea tape machine. He added

a Fisher amp, plus a second AR-2 speaker, ta
pravide stereo fram the heavy duty amp and
speaker he already had.

The sound quality is variable and
there’s little agreement yet on micro-
phone placement. Hence, one stereo
recording provides much different
sound from each channel, while the
next sounds almost the same, achiev-
ing only the intended result—spaci-
cusness, spread of sound source.
Quality is improving every month
however. There are fewer demonstra-
tions and novelty effect records being
issued, and more musical ones are ap-
pearing.

Taped stereo has been here for
more than two years, but it's bren
expensive. The excellent sound has
cost as much as $20 for an hour’s
recording (West Side Story), which
on LP was only about $5.

In May, 1958, RCA Victor demon-
strated its new tape cartridge, which
makes playing tape (on a proper ma-
chine) easier than putting the needle
down on a disc. This cartridge is de-
signed for four-track playing at 34
inches a second. These four-track,
slow-speed tapes will be available
for noncartridge machines also, and
should be in wide use within eight

.to 10 months.

The price of stereo tape recordings
thus has been brought close, to that
of stereo discs, though the cost of
stereo tape machine machines will
continue to be somewhat above that
of stereo disc playing equipment. As
of this writing, tape cartridge playing
machines are yet to be seen in stores,
but RCA promises them soon. Other

“Mother. He . . . he loves the
phonograph more than he
does me . . . since we got the
JENSEN NEEDLES!”

Big Bands are Back!

And they're on 12 new Omega
stereo disks. Recorded at the
Brussels World Fair by the BAY BIG
BAND, the following are a series
of swingin’ stereo salutes to
the world’'s best known big bands.
BRUSSELS WORLD'S FAIR SALUTES

GLENN MILLER 0oSsL-18
BRUSSELS WORLD’S FAIR SALUTES

TOMMY DORSEY 0osL-16
SWINGING THE FORTIES

tunes by Benny Goodman & others 0SL-19
BAY BIG BAND FLAG WAVERS

tunes by Ted Heath & others osL-17
BAY BIG BAND’S LATIN BEAT

tunes by Perez Prado & others 0SsL-20
SENTIMENTAL SWINGERS

tunes by Les Brown ‘& others 0SL-25
SWINGIN' SWEET TRUMPET

tunes by Harry James & others 0sL-22
SWINGIN' HIGH

tunes of Count Basie & others 0SL-26
BAY BIG BAND PLAYS ELLINGTON

tunes of Duke, Strayhorn, Hodges & others 0SL-24
BIG SOUNDS

tunes of Stan Kenton & others osL-27
STRINGS AROUND THE WORLD

by the Brussels World's Fair Orchestra

tunes of Dave Rose, Paul Weston & others 0OSL-23

Also available on stereo 45 EPs. and monaural long play

Omega
STEREDPHONIC

6906 SANTA MONICA BLVD.,, HOLLYWOOD, CALIF.
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Jazz critic Leonard Feather sets the needle
down on his new Miracord turntable. His
sterea cartridge is a GE; his amp is a Madison-
Fielding stereo 320. His speakers are AR-2.
companies, such as Ampex, which
co-operated in the development of the
four-track tape, and Pentron, soon
may lead with cartridge machines,
too.

Every major manufacturer of
phonograph record playing equipment
has stereo models on the market now.
Prices start at $100.

Stereo radio broadcasting also had
a major break-through this year.
Fewer persons as yet have stereo

radio reception than have tape or disc |

stereo because of the relatively more
complex setup required.

In addition to a great increase in
the number of radio stations stereo-
casting over FM- and AM-affiliated
transmitters, there are a number of
FM-AM operations, and television-
radio stereocasting is becoming more
common every month.

Equipment for playing back stereo
and monaural recordings continued
to improve in 1958. Most high fidelity
amplifiers now include a tape head
position for plugging from a tape
mechanism directly into the amplifier,
allowing the use of simple clip-on
adapters (cost $25) for stereo tape
playing as well as the purchase of a
tape machine minus electronics if one
wishes to play tapes only.

Musicians and listeners today are
turning over in their minds what to
do about stereo and high fidelity for
themselves, or already doing some-
thing about it.

(Continued on page 61)
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Now! The Most Important

Product Announcement
in the History o

f H. H. Scott!

Here are the exciting details on
The Stereo Amplifier
that sets the Standards

for the Next Decade!

The H. H. Scott engineering
laboratories proudly introduce the
new Model 299 40 watt stereophonic
amplifier and control center. It con-
tains many advance features that
not only meet the needs of today’s
stereophonic program sources, but
anticipate the requirements of the
future. Check the details of this new
amplifier, and see for yourself why
the new 299 is superior to any other
amplifier available,

3214 61 7 13'ag
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10O 828512
1 40 watt power stage cansisting of dual 20 watt power
amplifiers. You need this much power to meet the re-
quirements of today's speaker systems. 2 Completely
separate Bass and Treble controls on each channel so
that different speakers may be matched. 3 Provision
for connecting both a stereo phono cartridge and stereo

tape heads. 4 Phase reverse switch to compensate for
improperly phased tape recordings or loudspeakers,
§ Special balancing circuit for quick and accurate volume
balancing of both ch Is, 6 Separate record scratch
and rumble filters. 7 Unique visual signal light control
panel. Instantly indicates mode of operation. 8 Can be
used as an electronic crossover (bi-amplifier). 9 Special
compensation for direct connection of tape playback heads
without external preamp. 10 Special switching lets you
use your stereo pickup on monaural records, 11 You
can play a monaural source such as an FM tuner through
both ch Is simult: ly effectively d g power.
12 Loudness compensation, 13 Stereo tape recorder
output. 14 D.C. filament supply for preamp to virtually
eliminate hum (80 db below full power output). 15 Dis-
tortion (first order difference tone) less than 0.3%.

hii

Size in accessory walnut case :
154w x Sh x 124d. Price
$199.95. (West of Rockies
l 8204.956)

Write for complete technical
specifications and
new catalog MUS

H. H. SCOTT, INC.
111 POWDERMILL RO.. MAYNARD, MASS.
EXPORT: TELESCO INTERNATIONAL CORP,
36 w. 40TH ST N. Y. C.
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J. C. Higginbotkam, Red Allen, Sal Yaged, and Coleman Hawkins were among those blowing at the stereo mike setup for a Reeves Sound-
craft stereo session (n spring of 1958,

Bandleader Ralph Marterie is shown here directing his reed section on a year-end stereo session for Mercury Records.




Typical in the trend is Louis Arm-
strong, long a tape recording addict,
who now carries two, not one, tape
recorders on the road with him.
Earlier this year, he bought a com-
plete high fidelity setup for his den,
including a 40-watt amplifier, new
record player, magnetic pickup car-
tridge, and a high-quality loudspeak-
er. He currently is fighting what his
friends say is a losing battle against
technology, resisting putting in stereo.
He’s expected to give in before long.

John Hammond has had a com-
ponents high fidelity setup for many
years. Early this summer, he added
an extra amplifier, speaker, stereo
tape machine and a stereo FM-AM
tuner to his system. Now he is get-
ting it set up with a stereo phono-
graph record pickup also.

Leonard Feather, long a medium-fi
man by his own account, has put in
stereo. To his professional tape re-
corder he added a stereo tape head
adapter. He put in a stereo amplifier,
a new turntable, and stereo magnetic
disc pickup. He added stereo speak-
ers to complete his high fidelity stereo
listening setup for reviewing records
and conducting his Blindfold Test de-
partment.

Roy Eldridge, for years an amateur
electronics hobbyist, assembled and
wired a 50-watt amplifier kit as the
heart of an elaborate high fidelity
listening and recording system for his
home. His setup includes a profes-
sional disc recording turntable and
cutting lathe, a three-speed tape re-
corder (still monaural but to be con-
verted soon), FM-AM tuner, changer,
and monitor speaker. Those are in
the small control room he built off
his large basement game room, which
will serve as the recording studio. In
the studio he also has the main listen-
ing loudspeaker, a 15-inch coaxial
job mounted in a rear-loaded horn al-
most big enough to hide in.

The trend is expected to continue.

A reduction in the size of very-
high-quality loudspeakers is expected.
There used to be a rule of thumb:

similar developments. The most im-
portant of these was the invention

of the Acoustic Suspension by the

Acoustic Research Co. The AR series
of loudspeakers has set new stand-
ards, for excellent bass sound using

small enclosures. AR now has licensed

another company, KLH, to make
speakers using the same principles.

And major speaker companies
have given tacit approval to the suc-
cess of these small companies by com-
ing out with their own “suspension”

systems. These small, excellent-sound-
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Confirm this with any
experienced dealer!

The Garrard changer reproduces
music precisely as recorded, with-
out introducing any distorting fac-
tors such as rumble or wow. A
Garrard changer is actualiy a
superb turntable combined with a
scientificaily engineered all-alumi-
num tone arm. This tracks at the
correct stylus pressure without un-
desirable resonances.

When considering the claims of
changers “‘specifically designed for
stereo” or turntables “to play
stereo properly”, it is well to re-
member that for years Garrard
changers have had all the qualities
necessary for this type of sensitive
reproduction.

ing speakers are improvements over
previous loudspeakers and rival AR,
KLH and R-J in size. Prices are up
correspondingly, too.

Another notable trend was ob-
served this year when three major
speaker makers came out with stereo
speaker systems all using a single
bass woofer for the low notes of both
stereo channels.

In each case the lower frequencies
from each stereo channel are mixed
together and sent into the listening
room through one low-frequency

Standard Garrard
Tone arm with Stereo
Cartridge (underside
view through o
transiucent record)

For your stereo or monaural system
insist on a

\

; The World’s Finest l

“the bigger the box the better the
bass.” But several years ago two
amateurs developed the R-J loud-
speaker, which provided considerable
bass response from a very small en-
closure.

Garrard Sales Corp.,

Dept. GY-759 Port Washington, N.Y.

Please send free Garrard Comparator Guide which
compares all Garrard players and their advanced

1
There's a Garrard for |
i
1
I
1 features.
1
i
1
1
.

every high fidelity
system . . . all fully
wired for stereo and
monaural records.
Six models: $32.50

t‘ {0 $89.00.

Mail this coupon for free
Garrard Comparator Guide.

Name ____ .
Address
City

_Zone State_______

There are numerous imitations of
the R-J principle, as well as other
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speaker, while the stereo separation
is maintained by using separated
tweeter speakers for the midrange  and
high notes. The various systems are
identified as Stereoflex by University,
as Stereon by Electro-Voice, and as
Stereodot by Stephens.

Most amplifier makers are ready
with dual stereo amplifiers. These
may be either two complete preamp
controls and power amplifiers, all on
one chassis, or dual preamp controls,
on one chassis with power amps on
one or two other chassis.

.

MAGINATOINE

Such combined units cost some-
what less than two identical monaural
amplifiers of the same quality. How-
ever, many high fidelity listeners are
converting by adding onto existing
components systems. For these per-
sons there are now several excellent
stereo control units at prices from $10
to $25. These small units have one
or two knobs and one to three
switches that allow a variety of
choices useful in stereo listening, in
addition to simultaneous volume con-
trol of both channels.

Left to right: Al Hendrickson, Howard Roberts,
Bill Pitman, Bob Gibbons, Tom Tedesco.

THE SCENE: Recording Session.

THE PLACE: Radio Recorders, Hollywood

THE TIME: oct. '58 from 1 PM unti! Perfection,

EVIDENCE: 5 Magnatone Amps, 5 Top Guitarists.

CONCLUSION: when Professionals Want to Achieve the Ultimate in
Recorded Sound, They Choose Magnatone.

Patent Pending ®

for By the manufacturers of the world-famous
Magnatone organ sound systems.

free
catalog

write:

62

MAGNA ELECTRONICS, INC.

Dept. DBM
Inglewood, California

Foreshadowing further development
in better reproduction were two simi-
lar exhibits at the high fidelity show
of 1958. These were showings of
electrostatic loudspeakers, long con-
ceded by most to provide the nearest
approach to reality in sound.

Until now, only the tweeters have
been practical, and they have cost
from almost $100 to more than $200
—without woofer units for the bass
notes.

At the show this year a small
manufacturer showed some excellent
units in several different shapes and
sizes, for reproducing both high notes
and bass frequencies. The maker,
Wright St. George Laboratories of
Cambridge, Mass., was joined at the
show by the biggest manufacturer of
electrostatic tweeters to date, Nesh-
aminy Electronics. This company
showed a fuil-range unit also but was
not prepared .. “o into production
yet. It is certain that there will be
more and more of these units as time
goes on, and at lower prices.

Stereo broadcasting, under way
now at upwards of 50 radio stations
for varying hours each week, took |
another step forward in 1958, The
Federal Communications commission
approved several applications for ex-
perimental broadcasting by Crosby-
Compatible multiplex signals by FM
stations.

At the same time, several high
fidelity manufacturers, including
Madison-Fielding, Harmon-Kardon,
and Karg Laboratories brought out
adapters that make it possible for
standard FM tuners to receive two
multiplex FM programs from one
station. This is almost certainly the
stereocasting method of the future,
and we will see more of this method
in the coming year. Current prices for
five-tube adapters is $50.

An interesting unit produced com-
mercially at the beginning of the year
was the crystal-controlled FM tuner
that Karg brought out at $185. This
unit has only one control, a rotary
switch that chooses any of six to 10
FM stations—no tuning, no mistun-
ing, just snap the switch.

There are a number of terms in
current use that may be unfamiliar to
many. The more useful of those com-
monly employed are briefly ex-
plained:

Binaural—Two-eared, as monaural
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means one-eared. A form earlier than
stereo, now unused commercially,
that required headphone listening.
The word is still some times misused
to describe stereo.

Woofer—An eight-10, 12- or 15-
inch loudspeaker unit intended for
reproduction of bass notes only. Usu-
ally handles frequencies from the bot-
tom, 20 to 30 cycles, up to a high of
perhaps 400 to 1,000 cycles.

Tweeter—May be a small cone
speaker, three to five inches in size,
or a small horn unit. Handles fre-
quencies from the top, 15 to 20 kilo-
cycles, down to a low limit from
1,000 to 5,000 cycles. Often a mid-
range unit, sometimes also called a
squawker, may handle from 400 to
as high as 5,000 cycles.

Compatible — Stereo pickups are
compatible. That is, they may be
used for either stereo discs or regular
LPs. A few record companies at first
said their stereo discs were compat-
ible, that is, could be played with reg-
ular LP cartridges as well as stereo
units. This was found to damage the
stereo qualities after a few playings
and is not recommended.

Amplifier—The electronics required
to amplify a small signal, such as that
made by a phonograph pickup, tape
head or tuner, so as to drive a loud-
speaker enough to produce audible
sound. A complete home audio am-
plifier includes the power amplifier,
also called a basic amplifier, as well
as the preamplifier control section.

Control Amplifier—The electronic
equipment that includes tone con-
trols, filters, function selector switch,
and, incidentally, the preamplifier
tube(s) for magnetic pickup heads.
Often today called preamp, an ac-
ceptable misnomer.

Preamplifier — Properly applied,
this is the one (or two) tube(s) that
takes the signal from a tape or phono-
graph pickup or microphone and
builds it up to sufficient strength for
the basic amplifier. It has come to
be used to indicate also the control
amplifier. Elaborate preamps are of:
ten called, by their makers, control
consoles or master audio controls,

Tuner—Most often an FM tuner
or an FM-AM tuner. It delivers a
small audio signal to the audio am-
plifier. The garden variety five-tube
table radio includes both an AM
tuner and a two-tube audio amplifier.

Music ‘59
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LOUIS ARMSTRONG IN HIS DEN,
EDITING TAPE

(Note his AR-2 loudspeaker at the left)

Where natural, musical quality is required, without
pseudo-hi-fi exaggerations, AR-2 speaker systems are
a logical choice. They are used in recording studios,
in broadcast stations, and in the homes of leading
figures of the musical world—including Lauis
Armstrong above, and John Hammond, director of

the Newport Jazz Festival.

AR speaker systems, because of their patented
acoustic suspension design, must use small cabinets.
These small enclosures mean an advance rather
than a compromise in quality, particularly of the
bass range.

AR-2’s are $89 to $102, depending on cabinet finish;
AR-1's and AR-3's are $172 to $225. (All models
complete with enclosures.) Literature is available
for the'asking. Dept. DB

ACOUSTIC/RESEARCH, INC. 24 Thorndike St., Cambridge 41, Mass.

/

Phote from Hi-Fi Music at Home (March, 1958)
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That Which | should Have Done | Did Not Do. By Ivan Le Lorraine Albright/Courtesy of the Art Institute of Chicago.



A Way Of Life

By Frank London Brown

It was the first time I’d heard the hall being vacuumed.
[ts buzz over the worn runner outside the door was very
soft and unmusical as it clashed with that one record
playing over and over again: Old Folks by Sonny Stitt.

The guy in the room next door was either dead or
asleep or hung up. At any rate he let that record play over
and over again. I'd heard it when I reached Charlie’s
room at three o’clock that morning and now it was still
playing later in the morning.

Charlie said. ‘I wonder are those floogies coming?”

Charlie was dying.

“Yeah, Charlie,” I said, “They’ll be here. You know
how it is this time a’night.”

Me and Charlie drove Chess cabs. That is ’til people
started getting out of his cab when he had those coughing
fits—'til he couldn’t get out of bed this morning. 'Til his
chest started hurting him every time he breathed. Then
he had to quit.

Then he had to get the maid to call me.

There it was again — all over again — Old Folks —
mournful, sad Old Folks.

Charlie hated music. His ex-wife, he’'d said once, loved
music.

Charlie’s bony jaws and black-circled eyes, so watery,
blotted out any picture of how he had looked before.

It seemed that he’d always looked this way — deathly.

“l wonder when are them floogies coming.”

Charlie was dying.

Everything about him said so. His neck, thin and
purple, jutted upward into the black shadow underneath
his sunken chin — and those eyes!

Old Folks got louder as fewer and fewer cars passed
down Cottage Grove, and fewer and fewer laughs and
good-byes echoed down the street below.

The early bird bus hissed by and faded behind that
stammering wailing alto of Sonny Stitt. It sounded like it
was in the room with us.

Charlie's bed was near the window, and the light from
the tavern downstairs clicked off, leaving only the hard
blue of the street lights just below the window to keep
the room from being completely dark.

The bed had four high posts on each corner, with
heavy varnished knobs like fists sticking straight up. And
in the corner, Charlie’s suit hung halfway off the dresser.

A soft wind stirred, and Charlie started coughing. 1
hated to see him cough. I looked around his bed for the
coffee can he’d been spitting the blood in.

It was at the head of the bed. Charlie was at the foot.

I put it near the foot of the bed.

Charlie wheezed and gagged, and Old Folks had
started again—Ilouder this time.

A honk honked outside. Charlie spat blood at the can
—he missed.

Somebody in the street said, I said pay me my money

1

Charlie gagged a}ld twisted over on his stomach. His
head hung off the side of the bed down toward the coffee
can.
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I patted his back—-lightly. That didn’t help.

Charlie rolled over on his back and looked up at the
ceiling. He looked awful.

I wonder are them floogies coming.”

*I wish I had money for a cab, Charlie.”

He didn’t answer me. 1 don’t think he knew I was
there.

Old Folks ended and for a few seconds while the re-
jector worked, I could hear the clash of the elevator
cables across the hall. The elevator door opened. then
closed.

Old Folks started up again. Nobody knocked on the
door.

Charlie’s eyes were closed. Old Folks was very loud
now.

It swelled like church music. The bass beat with the
beat of my heart.

The brushes on the snare drum, the bittersweet chords
of the piano—all of it rose as a smell. I felt drunk on it.

The room seemed waterlogged with Old Folks.

Even the hall light from under the door seemed to
wave and wobble as though a great heat wave was
spreading from wherever that music was coming.

The world seemed alive with Old Folks.

Charlie hated music. It seemed a shame that his last
moments, his last affair with life should be a room full,
a world filled with Sonny Stitt playing Old Folks.

It poured into me—into Charlie like an invisible flow
of life—sad, lonely, painfully, but nevertheless life.

Charlie seemed to be dead.

Somebody knocked on the door.

I got up to open it.

“Somebody here s’posed to go to the hospital?”

“There he is.”

They rolled him over the edge of the bed onto the
stretcher.

“What took you floogies so . . .”

He coughed and gagged and got blood all over the
stretcher.

They carried him past the room where Old Folks was
playing. It was so beautiful.

I could still hear it when we reached the wagon down-
stairs with its doors swinging open.

“Charlie?”

I laid my hand on his chest.

He opened his eyes wide and rolled his head toward
me. He smiled and said, “I ain’t gon' die. I wanted to
—up there.” He lifted his eyes upward to where his
room was and said, “But he played so goddamned pretty
didn’t he? I ain’t leavin’ here!™

I looked at his hands sticking out from under the sheet
that covered him. His fists were clenched—tightly.

Old Folks had started over again.

The wagon started off with a growl.

I went to the corner of 63rd and Cottage to wait for
the streetcar.

I could hear Old Folks all the way down to where 1
was standing.
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Dogs

Don’t Always

Eat Dogs

Cats And Dogs Don’t Always Mix Well

By Ed Sachs

“I ain’t gonna back no dog act,” said Remo Alberti,
the tiny, stocky drummer and leader of the Remo Alberti
jazz trio. “1 don’t care if we lose this job, I ain’t going
to play no cues for no poddle.”

Moose Marcune, the bass player, peered down from
his basketball player’s height at the drummer. “I had a
dog once. It was named Duke.”

“When I was on the road with bands,” said Remo,
ignoring Moose, “I worked with a dog act in Scranton.
And they were always leaking on my drums. I'm the
leader of this trio, and I've got all the responsibilities.
You sidemen don’t have to worry. And I say I ain’t going
to play with dogs.”

“Cats are more of a challenge to the creative personal-
ity,” said Seth Reed, the piano player in the trio. He
cleaned his glasses and returned them to his nose. “Under
no conditions can a cat be dominated.”

“I never seen a cat act,” said Moose. “But it wouldn’t
be bad. Cats is cute.”

“Cats is cute,” echoed Remo in disgust. “When are
you going to grow up? You’re bigger than a house now
and you still talk like you were a kindergartner. I bet
you'd like to have a little kitty cat for a pet.”

A shapely teenager walked by the lunch room where
the trio was having their breakfast. “That’s what I'd like
to have,” said Moose, pointing at her.

“No dog acts,” said Remo slapping Moose’s hand.
“That is, if you can remember what I was talking about.”

Harry Olivetti, owner of the Sons of Fun Niteclub,
where the trio was the house band, listened to Remo’s
complaints. “Business has been bad, Alberti. No kidding,
I'd show you my books, but they ain’t here. Business is
so bad it’s stinking up the joint. So I talked to my as-
sociates and we’re going to have outside acts on the
weekends.”

“But dog acts,” protested Remo. “You'll destroy the
atmosphere of this place. No kidding, Harry, I'm telling
you. We’re getting the college kids here because they
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know they can hear live jazz. If you get an outside act
for the weekends, get someone they want to hear.”

“Like who?”

“Strippers,” suggested Moose. “Man, they’ll go out of
their heads for strippers.”

“Out,” said Remo, holding open the door to Olivetti’s
office. “Out.”

After Moose had left, Remo continued to talk about
the importance to the Sons of a jazz-oriented policy.

“Sorry,” said Olivetti. “I listen to the cash register.”

The act was called Parker’s Pooches, and they had
once appeared on the Ed Sullivan television show.
Parker, a husky former acrobat, mentioned the appear-
ance several times—Seth kept count, and it was seven
during the first half-hour—as the trio rehearsed with him.

“He's an example of a man fooled by the myth he has
helped create,” Seth explained to Moose. “Sullivan is
nothing. He is little more than an announcer. But he ex-
ploits the other talent by introducing them. This is a very
psychiatric scene—introduction—and the talent doesn’t
resent it. It’s sort of a father image reaction. Parker is
proud that he was introduced by Sullivan. Get it?”

“Dig the dogs,” said Moose. “See that little bulldog,
all hunched up and looking sad and tough? Man, I'm
gaing to call him Johnny Hodges.”

“The one that keeps wagging and grinning and sort
of staggers around the stage, he looks like Lawrence
Welk,” Remo said.

“Dig the white one with the brown spots,” said Moose.
“Boy is he a stupid looking mutt.”

“That dog has been harshly treated,” said Seth. “No-
tice how he shivers and keeps his tail under his legs.”

“Somebody gave him a going over,” said Remo.

“Maybe he’s got worms,” said Moose. The other two
looked at him in disgust. So he tuned his bass.

During the first show Friday, the little white dog with
brown spots missed his cue several times, but the others,
reacting like human performers, seemed to cover up
for him.

69



“Man, Spotty goofed,” said Moose. “He was suppose
to carry the flag across the stage in his mouth. But he
didn’t.”

“That dog likes our music,” said Remo. “When we
were doing the blues all the other mutts just sat there,
but he kept looking around. Even wagged his tail.”

“I noticed that,” said Seth. *“He didn’t seem so scared
when we were playing.”

“What could I do so he wouldn’t be scared?” asked
Moose.

“If you would wear a mask, I think we’d all feel more
secure,” said Seth.

The second show was a fiasco. The little spotted dog
wet the floor, and the audience’s laughter startled and
confused the other dogs. Parker was angry, and as the
little dog fled back to his chair in shame, Parker hit him
with the small rod he always carried. The blow left a welt
on the dog’s leg.

“Man,” said Moose. “I don’t like that. So the little
dog did his business. How’s he suppose to know he’s
not suppose to? It takes human beings five or six years
to learn.”

“Let me handle this,” said Remo. “I’m the leader.”
But as he left the bandstand he gave Moose a friendly
pat on the arm.

“Parker,” said Remo, “I don’t like dog acts anyway,
but I don’t think you should hit the dogs with that little
rod. It gets very bad audience reaction.”

Parker took a step toward Remo, and the drummer
realized that the trainer was even more powerfully built
than Remo had suspected.

“Maybe you ought to mind your own business,” said
Parker, putting his face down close to the drummer’s.
“One of the things that is upsetting the dogs is your
music. This isn’t Birdland, you know. Give us a regular,
steady beat.”

“Get back on the stand, Remo,” said Olivetti. *“Parker,
I want to see you in my office. You’re stinking up the
joint.”

Saturday at the first show, the spotted little dog was
missing. It upset Moose so much that he couldn’t con-
centrate on the music and he threw the timing off for
the trio. This in turn seemed to upset the dogs.
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A Small White
Finds Friends

0t Barks

“Where do you think Spotty is?”” Moose hissed across
the stage to Remo.

“In  some butcher shop by now, cut up for luncheon
meat,” whispered back Remo. “Stick to the music,
Moose, forget the dog.”

“That Parker has a paranoid’s expression,” said Seth.
“I’'ve been watching him. Parker has only surface con-
tacts with reality.”

“He keeps those dogs all cooped up in a trailer be-
hind the club,” said Moose. “Poor Spotty.”

After the first show, there was a conference in Oli-
vetti’s office The owner was angry, but Parker was al-
most out of control. Twice he tried to hit Remo who
ducked behind Olivetti.

“That little drumming ape is ruining my act,” he said.
“Where the music is supposed to go dah, dah, dah, he
went dah, dah. Those dogs need three counts to get
across the stage in the house-building number. These
crums only played two.”

“You shouldn’t be so mean to Spotty,” said Moose.

The others in the room looked at the big bass player,
and Olivetti said something to Remo.

“Why don’t you take five, Moose?” said Remo. “Be a
good fellow and go outside.”

“Now,” said Olivetti, “you’re stinking up this joint,
Parker. Ed Sullivan or no, you’re stinking up my joint.”

“This joint stinks to start,” said Parker. “Jazz musi-
cians and beer drinkers. That’s what you go here. A class
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Spotted Hound
In The World

And Blues

act wouldn’t touch this sewer.”

“I'm proud of this place,” said Olivetti. “I want you
to know I belong to the Kiwanis club. I'm a legitimate
businessman. 1 built up this joint by serving clean food
and honest drinks, and no dog trainer is going to tell
me different. I give the people good entertainment . . .”

“Built on jazz music,” said Remo from behind Olivetti.

“Yeah,” said Olivetti, thrown off stride by the inter-
ruption, “jazz music.”

“America’s only pure art form developed in this
country,” said Seth from the door. “We didn’t do it
taking away the dignity of inarticulate animals, making
them wear costumes and aping human behavior just so
some exploiter like you could get an annuity.”

“I'm walking out,” said Parker, overwhelmed by num-
bers. “I'm taking my dogs out of here.”

“Get out, boys,” said Olivetti, picking up the tele-
phone. “We'll see about that, Parker. I'm calling the
union, and we’ll see whether you're walking out or
getting tossed out.”

“Well,” said Remo, winking at Seth as they walked
back to the stand. “Leave it to the old leader. Did you
see how I set up that whole thing? Just get them fighting
among themselves.”

“Divide and conquer,” said Seth. **No more dog acts.”

“I told you,” said Remo, sitting behind his drums,
“they’re the worst thing that can happen to you, even
worse than a girl singer.”
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Moose was fiddling with his bass, and Remo gave him
a friendly little nod. “Come on, kid,” said the leader.
“Let’s rock.” And the Remo Alberti jdzz trio was off
on a moving, driving set.

Olivetti passed by the band stand to tell the trio that
he had paid off Parker and that the new policy of outside
acts was canceled. “And lay off that damn big drum,” he
said to Remo. “This is a small room, and we gotta play
softer.”

“Wonder what happened to Spotty?” said Remo at the
break. “Poor little pooch was kinda cute.”

“He’s all right,” said Moose looking behind his bass.
“I got him in a little basket, and he’s keeping time with
his tail.”

“Man,” shouted Remo, jumping up and holding his
head in both hands. “They’ll get you for dognapping.”

“He was all beat up and lying in the alley,” said
Moose. *“So 1 took him in, and nobody’s going to take
him away.” He turned and glared at Remo.

Seth inspected the little dog. ““‘We better get him some
meat after the show. I know a Kosher delicatessen that’s
open late. Might get him some lox. Sea food has many
health-giving qualities.”

“Where is he going to live?” asked Remo. “Where is
the money going to come for his dog food, his license,
flea powder? He'll need a blanket in the winter and who's
going to take him walking in the morning? You guys are
just sidemen. You don’t ever look at the responsibilities
of the proposition. I'm the leader of this here trio, and
F'll have to do all the worrying.”

“You guys holding a convention up there?” hissed Oli-
vetti from the floor. *“I'm paying you for music.”

“Troubles,” said Remo, picking up his sticks. “*Always
troubles.”

“Well, it’s better than a girl singer,” said Seth, smiling
over at Remo.

“Let’s play something up-tempo and happy,” said
Moose. “Come on, Remo, let’s have some fun.”

Remo hunched over his drums. “Leaders don’t have
fun,” he said, and they were off on a lilting, modern
version of a show tune. Remo was getting a new effect
with his cymbals and he began to smile as the tail, pro-
truding from behind Moose’s bass flicked from side to
side. “But,” he announced, *“we get our jollies now and
then just like everybody elsc.”
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By Leonard Feather

Let’s face it, in this business you gotta get lucky. You
can work all your life, and if the right situation don’t
arise, like if a big booking agent or bandleader don’t hear
you in the right place at the right time, you may go to
your grave and nobody will ever know you were here.

On the other hand, you might be like Frankie Wood
and have none of the talent and all the luck.

Nobody, not even Frankie, is going to tell you that
he’s the world’s greatest trumpet man or that I can’t
blow rings around him. He just happened to have a hit
record. It was the one where I took a solo and everybody
thought it was him—and, of course, he did nothing to
disillusion them. Well, that’s show business. But 1 had
to give Frankie credit for one thing. He felt obligated to
me, and after he’d copied my solo off the record so he
could blow it himself when we played one-niters, I guess
he felt he owed me a favor.

You Gotta Get Lucky

There's Something
About Luck

That Makes [t
Quite Essential
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One thing, Frankie just didn’t know how to handle
money. So when Take It Away had sold its first hundred
thousand and the band was one of the agency’s hottest
properties, he had me sort of double as his road manager
and let me pretty much take charge of the band.

Frankie never was much of a cat to know how to deal
with success either. Often acted like he wished he’d
never had a hit record and would rather run for cover
than sign autographs. He was even too busy to take
care of Helene.

The way I got in the band, Helene Wynn had heard
me on a couple of jazz combo records I made, and it
seems she flipped over them and recommended me to
Frarnkie.

Even though she didn’t know me personally at that
time, I guess she’d seen me work in a few spots, and I
often wondered whether she didn’t have a sort of secret
yen for me in the first place and whether that didn’t have
more than a little to do with her getting me the job in
the band.

Anyhow, by the time I joined, which was shortly be-
fore we recorded Take It Away, Helene had been in the
band a couple of months. Now, normally when you have
a setup where the bandleader is a big new star and the
girl singer is unattached, a tie-up is like par for the
course. But it often seemed to me that Frankie was just
plain busy. I'm hip he wasn’t queer; just didn’t seem to
have time for the chicks. So it was a natural thing, when
he got too busy, he would sick Helene on me.

I didn’t mind it one bit. Vocally, Helene wasn’t the
greatest since Ella, not by a mile; but she was stacked,
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and even though it looked like I was going to have
trouble getting to first base, she did let me spend plenty
of time with her between sets and after the gig. She liked
to nip a little, too. And as the evenings went by I sensed
a kind of closeness between me and her that she could
never have with Mr. Liver Lips.

Well, one night we’d both had a few when I started to
draw her out a little about Frankie.

“You know,” I said, “for a cat with no talent he sure
is about the luckiest jerk in the music business.”

“There’s more to success than just luck,” she said.
“Sometimes you can work things so luck heads your
way.”

“You think I ought to cut out and start my own band?”

“That takes capital. Wait until you’ve built yourself a
little backlog and then things will be ready to jump.”

The way she said it, I got the impression that I
wouldn’t have to jump alone.

Next day, Frankie called me over while we were riding
on the band bus to the gig in Camden. “I'm sick and
tired of seeing guys late for the job and late on the stand
and wearing dirty shirts and getting juiced on the job,”
he said. “What we need in this band is a solid system of
fines.”

I didn’t tell him that what we really needed, to give
this band any morale at all, was a leader who knew how
to blow his nose.

“Work out your own system,” he went on, “and we
can use the fines toward buying new arrangements.”

That evening I wanted to talk over the idea with
Helene but couldn’t find her. “She left a message for you
on the tape recorder,” said Sid Barris, the bass man.

We had a small portable that we carried around with
us in the bus. Frankie never used it, but some of us would
fool around with it to play back our practice sessions. I
turned it on in the back of the bus and Helene’s voice

A Hit Record .

said, “Joe, I'm waiting for you at the Hotel Adams,
Room 413. Meet me there at 1:30 tonight.”

We met. We talked, etc. It was what you might call a
productive session.

Next day, the fine system went into effect. The guys
were to be fined for lateness, sloppy clothes, or any in-
fraction of band discipline. It was a thorough, complete
program, and by the time it had been in effect a week,
with me in charge of levying all fines and deducting them
from the salaries on payroll night, I was the most hated
cat in the band.

To make it look legit, I even fined Helene a couple
of times, and once I made an ostentatious bit of fining
myself when I arrived for a stage show five minutes late.

Well, this kind of thing is great in a band that can
afford to lose and replace men, but by the end of a couple
of months or so, the turnover in personnel had become
alarming. Cats were quitting like rats. And the kitty in
the little strong box Helene had bought, for us to put
our fine-money in, already had upwards of a thousand
bucks in it.

What made things rough around this time was that
the band never did find a follow-up to that hit record.
The nine-day wonder of the Frankie Wood band faded
fast, and bookings weren’t as easy to get as they had
been when that solo of mine on Take It Away helped to
make us hot.

Helene and I got to talking about it. Sometimes we’d
be together, or sometimes—if Frankie had to take her
along for a personal appearance or have her on his arm
as window dressing at a radio or television show—she
would leave messages for me on the tape recorder.

One night it was a brief but highly significant message:
“Joe, we better desert this ship before it really sinks.
Go over to Irving’s tomorrow, get him together with
Kitty, and let’s get ready.”

.. And Lluck

... And No Talent At Al,

Were Frankie’s Assets . . .
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But Frankie Was Ready
When He Was Cued,
And He Made His Move

Irving’s was our pet name for a bank where I'd been
building up a small account; Kitty, of course, was the
strong box. We had already figured that between Irving
and Kitty, we had it made. Anytime we felt ready we
could be in Europe overnight, where they already knew
about me—in fact, it was a continental magazine that
had first exposed the fact that I was the one who played
the solo on Take It Away.

Next day, I dropped in on Irving, drew out everything
and added it to our little pile in the strong box. I figured
we couldn’t wait much longer; Frankie’s star was fading
fast. We were due to play in New York that night, a gig
in the Bronx, so this was the perfect time for the getaway.
I told Helene to have all her clothes ready and we’d be
at International airport within an hour after the gig.

The strong box, which I usually kept in my hotel
room, was never far away during those last frantic hours.
Before going in to the gig, I left it under one of the rear
scats of the bus. in the dark.

As a finishing touch, I recorded a little farewell mes-
sage to Frankie. “This is going to come as a shock to
you,” I said, “but you’re going to have to dream up your
own solos from now on. By the time you hear this,
Helene and I will be 4,000 miles away from that no-
good, out-of-tune horn of yours, and we’ll be lining up
talent for our own all-star continental band. Sorry, old
man, but too much is enough.”

I wrote out a note suggesting to Frankie that he play
the tape, left the machine right up front in the bus where
he usually sat, and then got out, locked the bus, and ran
off to the gig. Helene was to meet me at the bar and grill
right across the street from where the bus was parked,
and from there we were to take a cab to the airport.

Frankie usually played all but the last set, leaving it
to me to play all his parts while he spent the final half-
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hour either socializing with the crowd or signing auto-
graphs or going home early.

On this particular night, he missed the last two sets,
but we sure didn’t miss him. I would have pointed this
out to Helene, but we don’t usually have any vocal num-
bers on the last set or two, so she wasn’t around. Any-
how, after the gig I dashed out wildly to the bus before
anybody else could even pack up his horn.

The bus was unlocked, which was weird, because I
could have sworn I remembered locking it, and nobody
but Frankie had another key.

I rushed inside’and felt under the seat where I'd left
the strong box. Nothing. I looked in the bar. and grill. No
Helene in sight.

I combed every inch of the bus, winding up at the
seat where I'd left the tape recorder. Some instinct made
me turn it on.

But I didn’t hear my own voice talking back to me. I
heard Frankie’s. “Hi, Joe,” he said. “Just wanted to say
thanks for everything and so long. And now, a word from
our mutual friend.”

Helene’s voice was clear as glass and cold as steel:

“I got you on this band because we needed somebody
to give Frankie ideas for his solos,” she said. “It worked
out just fine. And speaking of fines, thanks for your con-
tributions and your hard work. Our duplicate key fits
perfectly.

“I can’t tell you where we’ll be when you hear this, but
one thing's for sure; we’ll be thousands of miles away
from all those problems with the booking agency.

“You’ll find three clean shirts in the back of the bus.
'Bye for now, and thanks again for the honeymoon
present.”

Like I say, in this business you gotta have luck. And
I guess Frankie Wood has a monopoly.
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lime Of The Blue Guitar

Labe Was The Champ,
But Now Billy Was Gone
And Zabe Didn't Know It

(Robert Eskew’s Time of the Blue Guitar is reprinted
from the Spring-Summer, 1958 edition of Coastlines
magazine. It appears here with the permigsion of that
publication.)

By Robert Eskew

It was reading about Billy getting killed that way that
brought it all back. I don’t know whether I thought
about Billy first or Zabe. I guess it was Zabe because he
was still alive somewhere and Billy was dead. A lot of
things had been dead for a long time and Billy was the
last chance to bring them alive again. But the whole thing
was charcoal now. Billy, the box, the amp, the whole
sound, the source. So much accidental charcoal. The fire
had burned and now it was out. Billy was dead smoke,
split for good, and the rest was a handful of quiet ashes.

Zabe wouldn’t know about it for a while and I thought
about him, wherever he was, and I could see it like it
was Cinemascope and I was front row. A piano bar with
a bunch of drab drunks soaking at the edge, gulping that
fantastic little printed card like it was a straight shot of
100 proof International Celebrity. An ounce and a half
of lie, out of bond. The Duke says. Johnny Green says.
Twentieth says. The world agrees. Mr. Ten Fingers of
1954. Mr. Down Beat of ’55. The gods agree. Who needs
Bartok or the other B’s or even Gershwin? Zabe the
champ and not a challenger in the house.

See the hands now, bored with the keys, opening three
bars in on the most ancient standard, stealing the bridge
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or skipping it, doodling in fear before the hang-up of a
clean close. No song, no tune, no beat. Nothing but a
scared background for the voice leaking out like so much
frustrated gas about the cork of a fat cigar.

‘Just killin’ it, Dad, so don’t look for nothin’. Group
scene’s the only thing that swings. Got me a boy, see.
On the coast. Amp guitar, man, like the one what built
it, like never you heard. Sinatra digs him for a Vegas
thing so I say “Swing, Billy boy.” He’s mine, six years
now, but I don’t hold him. “Swing, Billy boy,” I tell him,
“and tell ’em Zaby sent ya.”’

And the thing under his hands gets sick and dies on its
back in a cold chord. But there’s one born every second
and the hands busy themselves again under the sound of
the fat cigar.

‘Hear Billy, Dad, and you’ve heard. Gonna make it
again, you know, after the loaner. Him and me and
Preach on strings and my kiddie with the wide beat. This
is just for time, man. Open here in four for six, then
break New York for the season. The thing swings, Dad.
That you gotta hear.’

And the counter voice, laced with smoke and juice,
cuts through with a.kind of automatic reaction to.where
it is and what it’s paying and says, ‘Can you play . . .’

‘Dad, I told you. I don’t play requests. This is for
time. Be a good kiddie and wait for Billy boy. You got
enough for now. Wait, man. Save yourself. Later does it.’

And Billy boy dead like last night’s barbecue briquet
and Zabe out there dreaming at the other end like it was
for real. And I remember how it all began.

Down fresh from the north with the skins and a few
bucks and a thought or two about a feel and a sound that
wouldn’t grow up there in Rainland because the cats
were soggy and it seemed like they had an unwritten law
against it. Down and in a joint called Peter’s because
an old bongo buddy wore the suit in the place and it was
just too sober early for any player alone in the fours with
nothing but an empty pad. In for a couple and to dig the
house band name of the Zabe Elmore Trio.

Had the couple and the words with Coop and through
it all the house band swung, better than the couple, the
one on the house or the two dozen ! wanted but couldn’t
make the bread. Swung in the keys, in the tall strings, but
mostly at the very bottom in the sky blue box that be-
longed to Billy. Billy was the band and Zabe was his boy
and the little printed card on the piano was a beautiful
lie.

Coop made the intros at the break and Zabe asked it
like he was more afraid than anything.

‘Where you from, Dad?

‘North and east lately.’

‘Swinger or tea time kiddie?” The world was black and
white, obviously.

‘Player, like most,” I said, watching him watch the
bartender fix his coffee with brandy, like he was paying
for it.

‘The Coop here says you blow,” he said.

‘Like I say, I play.’

‘You look like a green kiddie,” he said, looking me up
and down.

‘All that rain, you know?’

Studied me a moment over the fixed coffee steaming
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his glasses, the close eyes slightly crossed.

“‘You with or without?’ he asked.

‘You asking me to blow?’

‘Your choice, Dad. We got it made already, you
know?’

‘Snare’s outside,” I said, remembering the sound and
wanting in the worst way to lay out under that blue
guitar.

Coop smiled me out and said, ‘Who knows,” and I
came back and set up and met Preach and Billy. I in-
troduced myself. Zabe was light on formalities.

‘Cut the names, Dad. Meet on the beat, that’s all. And
wide, man. I like it way out wide.’

We met and it was a cute little thing on ‘Easy to Re-
member.” Tricky intro between Zabe and Billy with a
couple of accent breaks to tip it up a little. It fell off
smooth into Billy’s first chorus and it swung high and
lovely like a public playground at high noon in the mid-
dle of summer. Billy was full on and Zabe was hanging
close, mostly for me. We swung it down through Billy
who carried it like a king and into Zabe who had some-
thing to prove. He leaped a few after about four but
nobody tried to hold him. He was up to Billy mostly
and it was enough. I hung tight and lived it like a
dreamer, hearing Babbo Jenk’s words. ‘Man, when it’s
right, you know it. The rest is token.’ °

And it was right. Preach proved it, his cadaverous
fingers singing something miraculous and Billy coming
against him with the amp off until it got explosive. Then
Zabe jumped on the fuse with a bunch of little Basie
chords and it strutted along strictly beat for eight, then
out with Zabe and Billy holding hands like a couple of
sweet lovers hating to say goodnight.

We’d made it and we all knew it. It was that sense of
wondering why in hell it had all stopped. Zabe turned to
me, his glasses off and his eyes more crossed with the
excitement but his voice measured against its will.

‘You blow, Dad. You blow okay. Just keep it wide.
Wide like 1 like it.’

I kept it that way and we played out the hours until
the world got a little bit bigger with a different sound and
at the end Zabe said it.

‘Dad, it’s like I can’t pay you yet, but you put on the
suit and make it for a week for tips and wait out a
change. After here I’ll book as four and we’re in. I'm a
weird cat, Dad, but you blow. Just keep it wide and I
love ya.’

It ran more like four and tips weren’t even beer but it
was worth it, mostly Billy. It was genius at cost. Zabe
knew it but Billy couldn’t have cared less. Zabe lived in
the world and dug it but Billy lived in a blue guitar. It
was paid for and nothing else mattered.

Intermissions were a revelation. Zabe would cut for
the nearst silex, then shove into the bar for the brandy
fix, grinning and muttering. ‘I love ya, Dad,” through the
fat brown cork. Then back through the crowd like a
sprung monkey, puffing and waving and tipping his
glasses at everybody from the bus kid to the dad and
doll in number one booth with the fourth jug of Mum’s
fresh in the big silver bucket, until he’d plop down at
a prosperous looking table, dump his ash in the dregs of
the relish bowl and exclaim, ‘Wha . . . you still here?
Crazy, kiddies. You swing, I tell ya. Rest of the house is
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square but you kiddies swing. I dig.” All eating and
drinking would cut with the shock but Zabe wouldn’t
see it. He’d mug over the smoke, suck at his cup and
launch into his ‘two favorite subjects — Zabe and Billy
boy.

‘Mine, Kiddies. Digs me only. Found him pumpin’
petrol in Fresno, blowin’ between racers, you know?
Took him fast and made him go like now. Loyalty, Dad
— he’s it!” The eating and drinking would start again
in self-defense but the voice would whip on, reciting the
little printed card and crowing about Billy’s fortune and
debt. Not even the juke got in the way. Nothing broke
it but an empty cup that no one cared about filling except
a bored bartender who had a weakness for an A-1
con man.

But in the music room it was different. Preach and
me would corner with a brew, the spot out, and Billy
still on the stool, nursing one himself, and dreaming on
the blue box all of the quiet sounds that lived with him
like the blood that ran through his skinny little frame.
Preach dug it closer than me, I know, but I felt it and
I've never felt it quite the same since. It had nothing
to do with Zabe or the house or even me or Preach,
except at the bottom and there it meant all of us. Just
Billy alone in the blue saying a lot of torn up things that
couldn‘t be said any other way. Zabe was so much brown
smoke and thunder. Billy alone was air and light and
the sound of a river, born with it and trying to get it
out for anyone who needed it. And it was hard to tell
if anyone knew they did.

I’m not saying Zabe didn’t dig Billy the way he was.
It’s just that he needed him so bad the weird kind of
frantic fear that he’d split on him cut the real apprecia-
tion. But in his own ‘Dad-like’ way he loved him.

Like the time during the first week when we hit the
union for my transfer. I met Zabe at his pad up in
Laurel Canyon. He’d sung about it all week. Wild sort
of castle with a world view and a pool on the side sort
of jazz. It was wild all right. The boxer pup saw to that.
A smelly shack he ‘ owned’ by virtue of the case he paid
on it a thing called rent. And the pool . . . well, I don’t
know. Zabe said it was there. But I was the least of
them to scale a small Everest to dig it. But for him it
was there. It was that important.

The place was crawling but he loved it for one reason
other than the pup.

‘Man, you gotta know. this and then you’ll see. My
old lady split on me, like it didn’t matter, and I was
hung like I couldn’t make number one. Then nobody
askin’, Billy moves in with a towel and the box, sayin’
nothin’, and we swing for weeks until he sees the edge
fall off me and he cuts, sayin’ nothin’ again, and I can
make it alone. Billy does this for me and I ride out
safe. I don’t know what else but this, I swear.’

And I believed him because of Billy.

Things got bad after my four for tips. The house
soured on Zabe and he tasted it and got desperate. Only
he didn’t level. He said they’d picked up two more,
maybe three, and the agent had us booked after that.
Billy wanted to know for sure. He was down on Zabe
and had an offer. He always had an offer but this was
the first time he’d let it sink in or out.

It started with Zabe saying why don’t he flip that
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stool and mingle some, talk it up, let the cats know
he’s alive. Billy blew it and slammed Zabe for lying about
him, for blowing hot to the crowd. ‘Play, man, and cut
the gas,” he warned him. “You got no truth in you off
the keys.’

And then it came, after Billy turned down the offer
over a contract Zabe showed him. The paper was smoke
and Peter’s hadn’t picked us up for even one. Billy
listened quietly and that last night waved a Greyhound
tab for Fresno under the stogie and split without a word.
Zabe went pale and quiet and stayed that way.

Weeks later and pounds lighter we booked into a far
joint that cost us our bread in gas. Billy was going to
make it all along, Zabe said, but he’d got sick. Preach
had a letter saying he was swinging his own group in
Frisco but he never showed it to Zabe.

We made the gig by house standards for several weeks
with a fair sound but Zabe never opened up. All he
talked about at the tables was Billy-boy-his, and he
never stopped watching the door. He’d conned a chick
in the meantime and it kept him cool but he never
opened up, like Billy had the key. Like Billy had every-
thing except the chick and’the pup.

Vegas was next and he got excited. It sounded bad.
Big room against the bar and the tables and the clatter
of silver. But Zabe was up and for the first time he forgot
about Billy. He was a wheel in Vegas. He’d been rolled
out a dozen times. He dug trying for hard thirteen.

It was better than Preach and 1 had hoped for and
Zabe stayed up, the chick and pup with him in the name
of his love. The town had almost forgotten. There were
too many laughs to remember and nobody was broke
anymore and best of all, Zabe didn’t hold the loot this
time. Something gave and forgave and Zabe stayed up.

The top was the night the three of us pooled a deuce
each and turned Zabe loose on the tables. He hit every-
thing like he had Internal Revenue carved on his arm
and in two hours we had four bills apiece. He wanted
to go all night but we talked him out of it and we started
driving for kicks, the top down and all of us breathing
stars.

‘Man, we got a sound,” Zabe said. ‘We swing all
around. Can’t miss with kiddies like you underneath.
I dig this mght is things to come. Hang with old Zaby
and we’ll*swing the clock around. Wow, I'm up, man!
I’'m real up?

We drove in silence awhile, his arm around Preach in
the middle and his hand mussing my head alongside.
And then he jammed on the brakes.

‘Gotta call Billy, man. What’s wrong here? Gotta call
him, that’s all. Gotta get back. Nothin’ in the way now.
Gotta swing Billy back. Just gotta!’

We tried to stop him but he whipped the car around
and headed back to town. He called Fresno, Billy’s folks,
and got the old man deep in the pillow. Screamed, ‘Wake
him up! Get him here! Got news! Got everything!” And
then the old man cut through to him about Frisco
and he hung up in the middle. Preach said we knew it
but didn’t want to say but he didn’t hear. He just walked
away and we let him go.

Next night it went all to pieces. He’d beat the chick
half to death and she’d split on him. And about tune
three he turned to tears and said he couldn’t play. He
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was bawling right there at the keys with no sound to
cover and Preach and I panicked. But somehow he
played through, a whisper that made no sense, and the
next set he came back loaded and stupid gay. He held
on for three nights and then just didn’t show. We skipped
the first set and came up with a sub for the rest. A few
complaints but a week went by and we were still hung.

Set two Saturday night we’re anxious as hell, full of
rumors about the union, when like a brat with a new
toy Zabe pops up at the bar below us, a fat, melon-
hung broad laying all over him, and orders a malt glass
full of orange juice like it was sunkist all the way. We
made it through the set and jumped him right after. He’s
placid and grinning with a twelve inch cigar roaring
between his dirty teeth.

‘Easy, kiddies. All’s cool. Dig this. Baby and me made
it in Reno. We’re all cuttin’. Paid off the week, just like
that. L.A., man—tonight. We got it made. Cover with
this.” He sticks out a couple of twenties. ‘Records, man,
a plush house for kicks, the whole bit. We don’t need
this jazz nowhere. Pack, kiddies. We’re swingin’ out and
Billy’s waitin’ at the other end.’

Preach and I started to say something but he gives
us a slip of paper with a Beverly Hills address on it,
then splits in a blast of smoke and the ripe gas of the
broad’s hot perfume. ‘Later, kiddies. Day after tomor-
row. But late now, baby. Don’t bust our lunch time
swing.” And disappears into the clatter of silver and
bone and the click of well-oiled wheels.

Back in L.A. we call but no answer and a week goes
by, then two, and then Preach sounds me and gives me
an address and says this is it, according to Zabe. We
show and it’s like he says, even Billy’s there and a pool
on the side. The broad’s for real and she’s painted green.
We all get a beer in a dirty glass. Then Zabe takes over
and I watch Billy.

‘Here’s the action,” he begins, polishing a two-carat
star on his left pinkie with a paper napkin. ‘My old lady
and me, Baby here . . .’ He bites into her thigh with his
thick hand and she flinches respectfully. ‘We’re formin’
a sort of corporation with her old man and once we’re

"off an’ swingin’, you get taken in and we cool it clean.

Records, TV, guest shots, the ace, kiddies. No pain no
more. Nothin’ but slidin’ here on in, dig?’

I dig Billy and he’s watching a fly on the rim of his
glass.

‘Take a week or so to make it, you know, but once
we swing, we rever stop. You kiddies just hang on for
a deuce or so and you got no more worrjes.’

‘How, Zabe?’ I ask foolishly.

‘You hungry, kiddie?’ he says.

‘It ain’t that. You got it in writing?’

‘I’ll put it there.

‘Now?

‘I told you. In a deuce or so.

‘You tell me a lot of things, Zabe.’

* ‘You nailin’ me, Dad? How 'bout that? What about
you, Preacher . . . Billy? You want paper?’

Preacher drank off his beer and Billy watched the fly
strutting the rim of the glass.

‘What’s with you, kiddies, hey? After all I done,
thought about for you, and here you cool on me. I don’t
dig.’
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Billy was the first to get up. Zabe got up to meet him.

‘You’re witn me, Billy boy, ain’t ya? Ain’t ya, huh?
Course ya are. Now look, if it’s loot, why, man, I can
pay anything you ask. Just don’t split, Billy. Anything,
honest; but don’t cut now. This is it. What we always
said. Right here, Billy. Don’t you see it, kiddie?’

‘Just dropped in ’cause you asked, Zabe. I got no eyes
for nothin’ else.’

‘C’'mon, man,” Zabe said, getting frantic, ‘you just
don’t pick up. Stick and think about it some and we’ll
blow a little and it’ll all come back. It’s all for you,
kiddie.’

‘Come down, man,’ Billy said. ‘You just don’t make it
up there, that’s all’

Zabe closed in on him but Billy pushed him aside
and walked out the door without a word. Half hys-
terically Zabe turned to Preach and me, saying, ‘Go,
man! We don’t need you nowhere! What say, kiddies?
More for the rest of us anyway you look at it!’

Preach got up then and said, ‘Forget it,” and walked
out. He was gone before Zabe even dug it. The door
slammed and I was the only one left. Zabe didn’t even
know I was there. He turned to the broad who hadn’t
said a word but sat there with her face looking like ‘glad’
in caps. He hated her right there but he didn’t have the
guts to say it. I got up and he turned on me like I had
a knife in my paw.

‘You don’t remember long, do ya, Dad?’ he growled.

‘Too long, Zabe,” I .answered slowly, ‘but only the
good things.’

‘Float, kiddie. I've had you, but good!

I floated and left him standing there in silence, rubbing
the ring and wondering where all the sound had gone.

That was the last time | ever saw Zabe but I did see
Billy and Preach about. We all heard rumors that he’d
put the broad on the skids in Vegas, went bust on a
disc, got run out for the hard thirteenth and wound up
scuffling in New York trying to remember where it all
went bad.

He really knew but he couldn’t do anything about it.
And we always talked about those five at Peter’s for tips
and a lie. And we couldn’t get the sourd out of our
blood. We tried it together with other hands but believe
it or not Zabe was always lacking. Billy knew it better
than any of us. And we carried it with us on all the
gigs like punks with a first love hung in our hearts. And
as long as Preach and me and Zabe and Billy were about
there was always a chance, even though we thought we
didn’t want it. But it was always Billy, really, because
he had the thing to say and we had the swing to let him
say it, all except Zabe who thought he could buy it for
himself.

Now that Billy’s split for good there’s no more chance
and wherever Preach is I think he feels like me. About
Zabe, he’s got nothing now but the little printed card
and no Billy to sing over the lie. We're all split for keeps
and there’s no more use thinking about it. We’ll breathe
other stars, Preach and me, ’cause we got to. But Zabe’'ll
never make it once the word sets in. He’ll flip somewhere
in the middle of a goofed up bridge or an all alone chord
and no one but us will dig he’s nothing but a nowhere
jazz junkie hooked on the smoke of a long ago blue
guitar.
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The Jazz Library

A Guide To
Record Collecting

For Beginners

By Martin Williams

It is difficult to make up a beginners library of jazz
recordings using only long playing records. For that
matter, it would have been difficult enough to make up
such a library at any time using only what was “in print.”
It would be almost impossible to make out any such
library only on the basis of currently listed 12-inch LPs.

To try to fill in at least some of the gaps in a basic
library of jazz on records, 1 have included some pre-
viously issued 10-inch recordings. Some of these may be
difficult to find; some are not so difficult.

I usually have confined myself to things that scem to
me of intrinsic rather than primarily “historical” merit.
And in most cases where the pressure of availability has
forced me to use substitutes, I have so noted.

Naturally, some LP collections are uneven in quality:
one or two classic performances may be reissued with
some good-to-fair ones and some downright poor ones.
If the unevenness seems to me extreme, I have so noted.
The various categories 1 have set up and their titles are
sometimes admittedly arbitrary and only intended as a
convenience in keeping things a bit orderly.

This is, of course, a beginning and, as such, intends to
suggest points of departure. And, finally, it is my own
idea, as of late 1958, of what such a library should con-
tain—and, of course, that is exactly all that it can be.

HOLLERS, BLUES, AND CHURCH

An Anthology Folkways 2801

Blind Lemon Jefferson Riverside 12-125

Leadbelly Folkways 2004

Big Bill Broonzy Folkways 3586, Columbia WL
111 )

The Folkways anthology suggests several directions
for expansion, and when the country jug and string bands
were available on Label ““X,” expansion was easier.

It is still casy enough for one geographical area with
Folkways Negro Folk Music of Alabama (4417-18,
4471-74), which includes primitive blues (‘“field hollers”
really), preaching, etc. These were two 10-inch Blind
Lemon LPs, and they don’t duplicate much of this one.
Jefferson was an excellent poet-singer—but so were, say,
Leroy Carr, Peetie Wheatstraw, Bumble Bee Slim—and
they have never been on LP.

The Leadbelly selection is fairly arbitrary, and if you
find him on one of the cut-price LP Varsity-Elite-Royale
labels, you’ve found very good Leadbelly.

THE RAGTIME MOVEMENT
The Golden Age of Ragtime Riverside RLP 12-110
Ragtime Piano Roll Classics Riverside RLP 12-126.
Until someone records ragtime properly, in tempo,
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time, and swing, recordings from
piano rolls (despite their mechanical
air and despite the fact that Riverside
frequently runs them too fast when
transcribing them) still represent this
music best.

RLP 12-110 contains Scott Joplin’s
still experimental pieces, Euphonic
Sounds and (unlisted on the sleeve
and label) Cascades, along with his
Pineapple Rag, George Botsford’s
Black and White, and Henry Lodge’s
Temptation Rag, plus several decid-

edly lesser works.

RLP 12-126 is made up of mate-
rial from two previous 10-inch LPs
and includes some fine pieces, espe-
cially Joplin’s New Rag and James
Scott's excellent Grace and Beauty. It
somehow omitted to re-collect the
first great rag, Joplin’s Maple Leaf,
however.

Finally, still another 10-inch River-
side (RLP 1049) had Joplin’s ex-
ceptional Magnetic Rag and Scott’s
Frog Legs.
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THE NEW ORLEANS STYLE

King Oliver's Creole Jazz Band—
Riverside 12-122, Epic LN 3208
Jelly-Roll Morton (piano)—Riverside
12-111 (Commodore FL 30,000)
Jelly-Roll Morton's Red Hot Peppers
—Label “X” LAV 3008, 3028
Johnny Dodds/Kid Ory—Epic LN

3207 :
Johnny Dodds—Label “X"’ 3006
Bunk Johnson—Columbia CL 829,
American Music 643
Morton/Dodds-—Jazztone J 1252

I think that the Riverside Oliver
(despite its having only 11 tracks) is
probably a better record than the
poorly dubbed Epic, but anything by
that remarkable group is, well, some-
thing by that remarkable group.

The great Morton orchestral rec-
ords are, of course, now cut out be-
cause of the deplorable demise of the
“X"-Vik reissue series. The British
HMV catalog (in DLP 1016 and
1071) makes substitutes, but these,
too, are due to be withdrawn soon.
Victor or Camden should do at least
two volumes of carefully selected and
annotated Morton.

The Jazztone Society record is also
a kind of substitute for the “X* Mor-
tons and the “X” Dodds. (Inciden-
tally, the selection on it called Side-
walk Blues is actually Deadman
Blues, a better choice and a superb
orchestration.)

The Columbia Bunk Johnson con-
tains some of that trumpeter’s best
playing and his best group, and the
American Music his whistling re-crea-
tions of Buddy Bolden's style. Final-
ly, the first recording of the New
Orleans style, Kid Ory’s 1921 Creole
Trombone and Society Blues, has
been reissued on a 45-rpm record on
a label called Hip.

POST-NEW ORLEANS SOLO,
ENSEMBLE STYLES

The Louis Armstrong Story—Colum-
bia CL 851-854

Sidney Bechet—Columbia CL 836,
Blue Note 1201, Label X" LAV
3024

Jimmy Noone (with Earl Hines)—
Brunswick BL 58066

This is probably the most arbitrary
category, but all these records seem
to me to belong together and stylisti-
cally they do not fit with the above.

The Noone-Hines is now cut out
and might well be expanded by Bruns-
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CONTEMPORARY'S year!

ANDRE PREVIN & HIS PALS
SHELLY MANNE AND RED MITCHELL)

Modern jazz performances of ml‘-hﬂ-@ WP W |
. - |
5., - - .&- \.

|

CONTEMPORARY C 3545

ANDRE PREVIN

“...did it again. “My Fair Lady’” (C3527,
Shelly Manne & His Friends) was sensa-
tional, and this one is every bit as great,”
says composer Frederick Loewe of André's
jazz verslon of the “Gigi” score with his
Pals Shelly Manne and Red Mitchell. C3548

ALL NIGHT SESSION! 1

" HAMPTON HAWES QUARTET

Volume one of thice albums recorded at an sxtraordinary session
A revealing portrait of a great jazz planist. Contemporary C 3545

HAMPTON HAWES

made jazz history with this extraordinary
3-volume set recorded in one all night ses-
sion! “...one of the few genuine jam ses-
sions on LPs...kindles a kind of inner
momentum rare to the recerding studio.”
Time. 3-12” LPs. C3545-6-7

SHELLY MANNE

continued tb prove his pre-eminence in both
Improvised and composed jazz. This album
ranges from Charlie Mariano’s 4-part suite
“Gambit™” to straightaway blowing on*“Tom
Brown's Buddy” and “Huge Hurwhey.”
“Shelly Manne and His Men, Vol. 7."” C3557

e fesial o ¥Fx FELDMAN

a = .
VICTOR FELDMAN

grrived as a jazzman of major capacity.
eldman's first Contemporary album
recorded in the USA features him on vibes
and piano and introduces new star bassist
Scott La Faro. Stan Levey on drums com-
pletes the unusual, inventive trio. C3549

THE POLL WINNERS RIDE AGAIN!
BARNEY KESSEL WITH SHELLY MANNE
& RAY BROWN CONTEMPORARY (3556

BARNEY KESSEL

and his fellow poll-winners (’56, '57, '58
Down Beat, Metronome, Playboy) Shelly
Manne and Ray Brown, followed their best-
selling *“Poll Winners” (C3535) with more
free-wheeling jazz on “Volare,” “The Merry
Go Round Broke Down,” etc., C3556

BENNY CARTER

a leader in the jazz world for almost 30
years, recorded his first complete all-jazz,
hot, small combo blowing album...with
Ben Webster, Shelly Manne, André Previn,
Jimmie Rowles, Barney Kessel, Leroy Vin-
negar and Frank Rosolino. C3555

» = an d fOI‘ 5 9 upcoming albums by all the above stars, plus new albums by

Curtis Counce, Art Pepper, Sonny Rollins, Cecil Taylor, Ornette Coleman, and many other top jazzmen!
Don’t miss a thing —ask to be placed on our free subscription list for the GTJ & CR NEWS

and catalogues to keep up with release dates!
SPECIALLY ENGINEERED, HIGH FIDELITY LONG PLAYING ALBUMS $;.98 AT DEALERS EVERYWHERE.

C 0 N T E M P O R A RY R E C O R D S 8481 melrose place, los angeles 46, california



wick-Coral with some of the Noone
sides which had trumpeter George
Mitchell—but the vaults at that com-
pany have fine material by everyone
from Armstrong through Lester
Young that should be made avail-
able.

SOME SOLOISTS OF THE ’20s
AND ’30s

Bix Beiderbecke—Columbia CL 844-
845

Fats Waller—Label “X” LAL 3035,
RCA Victor LPM 1502

Earl Hines-James P. Johnson-Art
Tatum—Epic LN 3295

Jimmy Yancey—Label “X’’ LX 3000

Meade (Lux) Lewis—Blue Note 7018

Red Allen - Roy Eldridge - Frankie
Newton—Epic 3252

Pee Wee Russell (with Bobby
Hackett)—Commodore FL 30,012

Louis Armstrong—Decca DL 8327
Beiderbecke’s work with Whiteman

was better on a few of the Victors

than on Columbia, I think. Therefore

I have omitted CL 846. Some of the

Victors were collected on a 10-inch

“X.” A really selective Waller set is

overdue. Yancey, who once had many

LPs, now has one—a very poorly

edited Riverside set (several different
“takes” of the same blues were used
but given different titles).

Lux Lewis’ best single work, The
Honky Tonk Train, in its best ver-
sion, is included in the curiously un-
even but interesting Camden 328.
Blue Note should do a new Lewis set
(not to mention Albert Ammons and
Pete Johnson).

The Hackett-Russell set is there
particularly for Pee Wee’s Embrace-
able You. The Armstrong collection
has silly vocals, a masterpiece in /
Can’t Give You Anything But Love,
and very good Jeepers Creepers, Con-
fessin’, etc.

BIG BANDS
A Collection—Folkways 2808
Fletcher Henderson—Decca DL 6025
Duke Ellington—RCA Victor LPM
1364, LPT 3017
Count Basie—Decca 8049, Epic LG
3107
Jimmie Lunceford—Columbia CL
634
This is undoubtedly the most in-
adequately represented category of all.
We are just beginning to understand
something of the amazing activity go-

GREAT SOUNDS OF THE TIMES

MILT JACKSON
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ing on in the southwestern United
States in the *20s and *30s—and right
now.

One of the most celebrated of these
bands, that of Alphonse Trent, made
very few records.

For Henderson to be represented
by one now out-of-print set is deplor-
able. There were sets of earlier things
on Riverside and “X,” but a Hender-
son collection (1924-1936) is espe-
cially long overdue from Columbia.
(A hint about his last great band,
though perhaps not the best hint, is
in Columbia CL 1036). Certainly
anyone who has heard the Goodman
bands play these scores should bear
Henderson’s groups play them—and
even hear where some of Goodman’s
sidemen got their solos.

I have picked two collections from
what I think is Ellington’s greatest
period. Riverside had a 10-inch of
things from before Ellington was
really playing jazz, and there was a
very interesting one on “X” from the
early period when he definitely was.
Brunswick 54007 and Camden CAL
459 have some very good earlier
Duke. LPT 3017 in the foregoing list
is now cut out (but I hear is to be
expanded to 12-inch) and contains
some masterpieces; Britsh HMV
1034 is a fine and somewhat better
substitute.

Another really deplorable lack is
the Benny Moten band; just as “X”
was about to get to the great period in
its complete Moten reissues, the series
was discontinued.

The Basie entries could readily be
supplemented by Brunswick 54012
and Epic LN 3168, the Lunceford not
by any other LP collection except
perhaps the early stuff on an *“X” re-
lease. The Folkways set includes
other groups and suggests further pos-
sibilities thereby; it can be supple-
mented by parts of Folkways 2810.

And where is a Don Redman col-
lection? And a Chick Webb? And a
Luis Russell?

REPRESENTATIVE SMALL
GROUP AND SOLO

Red Allen - Roy Eldridge - Frankie
Newton—Epic LN 3252

Art Tatum—Brunswick 54004

Lester Young-Buck Clayton—Com-
modore FL 30,013

Lester Young—Aladdin LP 801
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Johnny Hodges-Cootie Williams, etc.
—Epic LG 3108

Lionel Hampton (with Coleman Haw-
kins, Benny Carter)—Jazztone J
1246

Ben Webster—Clef MG C-717

Charlie Christian (with Benny Good-
man)—Columbia CL 652

The works that belong (roughly)
in this category were well represented
in recording studios, but, again, are
unevenly represented on LP,

The Allen entry can be supple-
mented by S’"Wonderful and I Cover
the Waterfront on his recent RCA
Victor LPM 1509. '

There have been several collections
from the Hampton Victors but not
one good one. I include the Jazztone
as the best of a very bad bargain.

The Tatum entry (any Tatum
entry, I think) is fairly arbitrary, but
Harmony 7006 seems to me an ex-
cellent alternative to any choice.

There are several more Hodges-
Williams - Bigard - Stewart Ellington
small-group collection on Epic, and
there were a couple on Victor and
“X.” The transfer of Hodges’ record-
ings for the Granz labels to 12-inch

LPs has confused me—but I can rec-
ommend It Had to Be You wherever
it shows up.

Supplements to the Young collec-
tions have been listed (with Basie)
and will be below (with Billie Holi-
day and Teddy Wilson), but his
Savoy sets are of value and some on
the Granz labels too (I’m Confessin’,
for one example).

Blue Note has some superb things
by Ben Webster, Vic Dickenson and
Sid Catlett—and there is Christian’s
masterpiece, Profoundly Blue. That
only begins the list. There are some
10-inch issues from some of this ma-
terial, but it should certainly be made
available again.

Carter has not been adequately
represented on LP yet, I believe—and
in him I am speaking of one of the
three really original alto soloists and
a unique jazz composer-arranger.

Hawkins’ masterpiece, Body and
Soul, is available on 45-rpm singles
with a couple of different backings.
Of Hawkins more recent work, River-
side 12-233 seems to me the best.
Of course, several excellent soloists
whom I have not noted separately

are represented on these and all the
other recordings here.

BEGINNINGS, DEVELOPMENTS
IN BOP AND MODERN JAZZ
Charlie Christian-Thelonious Monk-

Kenny Clarke/Dizzy Gillespie-Don
Byas—FEsoteric - Counterpoint ES
5481
Dizzy Gillespie - Charlie Parker —
Savoy MG 1207, Verve MGV
8006
Charlie Parker — Savoy
12001; Roost 2210
Bud Powell—Blue Note 1503
Thelonious Monk—Blue Note 1510,
1509
Parker makes tough choices. His
best work was done, 1 believe, for
Dial and Savoy. Some of the Dials
still may be found, and some of the
Dials were used by Concert Hall and
the Jazztone society. (The present
owners of the Dial masters should
seriously consider an omnibus set.)
The Roost set used Dial material. By
limiting the Savoys to the ones here,
I have included earlier material (like
Red Cross) but by omitting 12079,
I have ommitted KoKo. There is still
earlier Parker on Decca DL 5503,

12000,

rIsvelve

distinguished
JAZ Z
produced by
Atlantic

Records
in 1958

ALBUMS

One Never Knows
t284¢ THE MODERN JAZZ QUARTET

Chris Craft o

1290¢

CHRIS CONNOR

TRAV'LIN’ LIGHT [

1282¢ The Jimmy Giuffre 3
ART BLAKEY’S JAZZ MESSENGERS

1278e¢

with THELONIOUS MONK

JAZZ PIANO INTERNATIONAL [
1287¢ _Dick Katz Derek Smith René Urtreger

THE JOHN LEWIS PIANO ® THE MOST HAPPY FELLA

1272¢

The Best Stereo Jaxx Is On Atlantic

Most of the LP's listed above—and many others besides—are avail-
able as stereo discs. The most discriminating ear will approve the
natural, vibrant sound of these records. Atlantic's stereo product

ine technical ad in this field and no jazz

represents a
library can be without them.

For complete stereo disc listing and LP catalogue wriTE:
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- Soul Brothers
MILT SACKSON & RAY CHARLES et1279

Ray Charles at Newport

WILBUR DE PARIS PLAYS
COLE PORTER

1288
o WARNE MARSH

LA VERN BAKER SINGS
BESSIE SMITH e1281

The Jazz Modes et280

T/O/TIC RecorDING CORPORATION

DEPT.D 157 WEST 57th ST. « NEW YORK 19. N.Y,
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BILL HOLMAN

- e ARRANGER
‘: e« COMPOSER
e PLAYER

Bill Holman, recog-
nized as one of the finest arrangers
on the jazz scene, offers prime
examples of his genius as a com-
poser, arranger, and player on
these exciting new

ANDEX

monaural and stereo albums

A3004 - S3004
MONAURAL * STEREO

JAZZ ORBIT * Bill Holman Orch.

all-star jazz orch. playing stellar Holman
arrangements.

WL MOLMAN

g NYE L
8 FOR. . ome
g5 v
A 2 o
g W :
82 % o—@
P AN

JIVE FOR FIVE + Bill Hoiman-Mel itewis
Quintet
Jazz with Holman-Lewis Five, Bill plays,
arranges, and composes on this album.

HE WRIGHT
APPROACH

A3006 * S3006
MONAURAL * STEREO

WRIGHT APPROACH * Jazz Guitarist Dempsey

Wright playing Holman arrangements
Introducing great new jazz guitarist
Wright, with fine assistance from Vic
Feldman, Richie Kamuca, Stan Levy.

o =
w
gﬁ -
g Fr
<. 1
L)
§§ MUCHO CALON
mi T— e
<§ — J -
s - - A

— =
MUZHO CALOR °* Lafin Jazz

Bill Perkins, Art Pepper, Conte Candoli
oint latin rhythm for much colorful
lowing.

KEEP YOUR EYE ON
ANDEX* disc recordings

8715 west Third street Los Angeles 48, calif.

If the developments in big-band
work represented on the Gillespie-
Savoy set are to be supplemented, it
might be well to include the energetic
alliance among Basie, Ellington, and
bop that the mid-’40s Woody Her-
man band represented (there are a
couple of collections on Harmony),
plus the unique Claude Thornhill
band of a couple years later (also
on Harmony). And some of Tadd
Dameron’s scores on Blue Note 1531
and 1532 certainly deserve mention.
Blue Mote 1509, in addition to some
of Monk’s most significant work, con-
taihs some early Modern Jazz
Quartet.

THE COOL AND SOME OF ITS
OFFSHOOTS
Miles Davis—Capitol T762
Modern Jazz Quartet—Prestige 7005,
Atlantic 1231
Gerry Mulligan—Pacific Jazz 1207
There are two commients to make
here. First, by picking the MJQ sets
that I have, I have left out Django
and all of One Never Knows, but
they still seem the best sets, as sefs:
Second, despite the spirit of the
Cetz at the Shrine set, a perform-
ance like his Lover, Come Back to
Me (on an old Clef 10-inch) seems
more likely to endure. For important
background to Mulligan’s work, hear
Red Nichols on, say, Brunswick
54008, especially That’s No Bargain.

CONTEMPORARY EASTERN

Horace Silver-Art Blakey—Blue Note

1518
Miles Davis—Blue Note 1502, Pres-

tige 7076, Prestige 7109
Thelonious Monk—Prestige 7053,

Riverside 12-209
Clifford Brown—Prestige 7038

Davis’ Walkin’-Blue 'n’ Boogie are
exceptional “all-star” sessions, but the
date on the reverse of Prestige 7076
is poor. Bag’s Groove (7109) is also
a fine, if a bit uneven, “all-star” date,
and on the reverse of it is very good
Davis-Sonny-Rollins date with Miles’
excellent But Not for Me.

This seems to me Brown’s best
record, but I must add that I feel
his was a very immature talent at his
death.

SIGNS OF TRANSITION
Sonny Rollins—Prestige 7079, Con-

temporary 3530
Thelonious Monk—Riverside 12-226

4

i,ucky Thompson—ABC Paramount
111

Charlie Mingus—Atlantic 1237

Cecil Taylor-—Transition 19

Bill Evans—Riverside 12-223

The best introduction to Taylor’s
work so far was on the Transition
sampler.

Evans stated his conception on the
record above, but he has grown since.
The best American releas¢ by French
pianist Martial Solal (not listed
above) so far is probably Kenny
Clarke Plays André Hodeir (Epic LN
3376), but perhaps we shall get more
from him soon.

The Thompson record is listed for
one side—by Thompson, Oscar Petti-
ford, and Skeeter Best, drum-less,
piano-less; it is the only really tenta-
tive choice in this category.

I have made no entry on Art !
Farmer because [ believe that out
of his new maturity soon will come
a truly great récording.

SOME ADDITIONAL SINGERS

Ma Rainey—Riverside 1016
Bessie Smith—Columbia CL 855-858
Billie Holiday—Columbia CL 627,

Commodore FL 30,006
Ella Fitzgerald—Decca DL 8149
Mahalia Jackson—Apollo LP 476
Sarah Vaughan—Masterseal LPSV,

Columbia CL 745
Joe Turner—Atlantic 1234
Mills Brothers—Decca DL 8148
Jack Teagarden—Capitol T 692
Ray Charles—Atlantic 8006

It is a bit arbitrary to put these in
a separate category, especially since
Ma Rainey’s set includes Tommy
Ladnier, etc.; Bessie Smith’s collec-
tion has Armstrorg, Joe Smith, James
P. Johnson, etc.; Billie Holiday’s in-
cludes Wilson, Young, etc.; the set by
Teagarden the singer includes the
best work available, 1 think, by the
trombonist, and Turner’s record (his
best ever, I believe) includes some
good work by several (but not all)
of the horns featured.

If you have missed knowing that
the Mills brothers can be great jazz
singers, by all means learn otherwise.

You will notice that I have not
listed, for one, Mildred Bailey. The
moment one gets past the beginning .
collection stage, she should be in-
cluded, and there is a good collection
on Columbid. I haven't listed Jimmy
Rushing either, but he is introduced
with Basie in the Big Band listing. '
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RIVERSIDE
BIGGER 11959

1958 was a year of fabulous growth and expansion for
Jjazz on Riverside Records... it was the year in which, at
long last, Riverside star Thelonious Monk gained long-overdue
recognition (top-rated pianist in the Down Beat Critics Poll;
a slender three votes from the top in the Down Beat Readers
Poll; his “Monk’s Music” LP selected by Down Beat as one

of the five best of the year) .. . it was the year in which
several major jazz figures made their first appearances on
Riverside (among them: Chet Baker, Cannonball Adderley,
Max Roach). .. it was the year in which some bright
Riverside stars of the future made their debuts (among them:
Blue Mitchell, Evans Bradshaw). .. and some other artists
made impressive strides towards the recognition their talents
deserve (among them: Abbey Lincoln, Johnny Griffin) . . .

1959 will be another year in which to keep your eyes . . . and
ears...on Riversidc. As before, there will be established
stars and exciting new names, performing at their best —
surrounded by the best musical support, recorded in the finest
studios. (Riverside albums feature the rich, full sound of
Riverside-Reeves SPECTROSONIC High Fidelity
Engineering.) There will be more of the dramatic full sweep
of Riverside STEREO.

And in 1959 there will be more fascinating and important
Jazz from...among others. .. such artists as these, whose
albums helped make 1958 a BIG year on Riverside:

Thelonious Monk (on Riverside LPs 12-201, 12-209, 12-226, 12-235,
12-242, 12-247, 12-262, 12-279)

Chet Baker (on 12-278, 12-281)

Cannonball Adderley (on 12-269, 12-276, 12-286)
Max Roach (on 12-280)

Gerry Mulligan (on 12-247)

Sonny Rollins (on 12-241, 12-258)

Abbey Lincoln (on 12-251, 12-277)

Johnny Griflin (on 12-264, 12-274)

Benny Golson (on 12-256, 12-290)

Kenny Dorham (on 12-239, 12-255, 12-275)

Clark Terry (on 12-237, 12-246, 12-271)

Coleman Hawkins (on 12-233)

Herbie Mann (on 12-234, 12-245)

Nat Adderley (on 12-285)

Philly Joe Jones (on 12-282)

Blue Mitchell (on 12-273)

Evans Bradshaw (on 12-263)

Wynton Kelly (on 12-254)

Pepper Adams (on 12-265)



*BENNY IN BRUSSELS—
Benny Goodman C2L 15

*)AZZ IMPRESSIONS
OF EURASIA—The Dave
Brubeck Quartet CL 1251

*LITTLE JIMMY RUSHING
AND THE BiG BRASS—
Jimmy Rushing and his
Orchestra CL 1152

*NEWPORT 1958—Duke
Ellington & his orch.
featuring Gerry Mulligaa
CL 1285

MILESTONES—Miles
Davis CL 1193

PARIS IMPRESSIONS—
Erroll Garner C2L 9

*J.J.7 IN PERSON—The
J.J. Johnson Quintet
CL 1161

AMBASSADOR SATCH—
Louis Armstrong CL.840

*Also available on Stereo-
icelity

‘ high-fidelity
i and
A stereo-fidelity
records
by

COLUMBIAﬁ

P AL Broadcasting System, tnc.

\LIELNY NAME HQJAZZ¢

® “Columbia" @ Marcas Reg NI
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Ferris Wheels Again

By Ferris A. Benda

B Last year we discussed the possibilities in longer and
longer playing records, and while we were doing that
someone sneaked in with stereo discs.

Where this leaves us now is anyone’s guess. But he’d
be a fool to hazard it.

There are, however, some rather interesting electronic
miracles just around the corner. They’ll be here before
you can say, “Well, at last I'm set up for stereo.”

In the very near future, you can look for video tape.
This gadget brings you not only sound, but a picture as
well. You play it through your television set. It promises
to revolutionize the music industry as we know it.

For instance, a&r men will not only have to worry
about getting the best sounding take for a side, but also
the best looking one. This could lead to splicing a shave
onto a tenor sax man or a clean shirt onto the bass
player.

Jazz critics will have to have some background in art
theories. Video tapes will have to be judged on content
and composition. It is not inconceivable that Down Beat,
for example, could give a new Basie T (video-tape)
* * 15 and explain that while the arrangements were
decent enough and the band in tune, the arrangement of
the bandstands was somewhat sloppy, and one of the
trombone players kept sneaking looks at his wrist watch.

It could easily raise hob with the album cover indus-
try, too.

No more of these blowzy blondes who look half in a
stupor and half out of a negligee for jazz albums. With
video tapes, the buyer will expect to find her inside, per-
haps undulating to the music.

Any way you look at it, VT will be great for Julie
London and Sarah and Anita. Talk about broadening the
base for jazz. . ..

* * *

Another revolting development is Trireo, an advanced
form of video tape coupled with triple-track stereo sound.
With this step ahead, the music lover cannot use any of
his present equipment. Or even his TV set.

This calls for special equipment that looks like a TV
set’s chassis with all the guts removed. The seemingly
empty box is lined with tiny projectors on top and sides.
The tape is fed into it, and little three-dimensional
images are created in the box.

In addition to creating new and greater problem for
a&r men, this should tend to give persons with claustro-
phobia some harrowing moments. Symphony orchestras
will be almost prohibitive in cost to record. They’ll look
mighty uncomfortable crammed into those table model re-
producers, too.

One can suppose that the jaded critic will comment not
only on the music, the appearance of the group, and the
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composition of the picture, but also on whether this
trumpet player is much too tall for ihe rest of the group
or that sax man was picking at his chin during the
piano solo.

And dubbing will become perhaps the most creative
of the arts.

* * *

What we are actually coming to, it appears, is the
elimination of musicians.

This disturbing trend was started by Gerry Mulligan
when he eliminated the piano from his group. Then
Jimmy Giuffre successively eliminated the drums and
bass. Phil Spitalny eliminated men. And so on.

Soon, instruments will be eliminated. Jazz will become
telepathic. An audience will assemble at, say, Carnegie
hall and will tune their minds to the wave length of the
performer. Unhampered by the physical limitations of
an instrument, the performer, or group, will present in-
credible concerts while merely standing onstage and fur-
rowing brows in concentration.

* * *

It seems that we are at a point now beyond which
there is no return. Tomorrow will bring us mental music
festivals. Every man his own Newport. George Wein
could assemble an international band and not spend a
nickel on transportation.

Inter-uterine memories will replace traditional music.

At last, hi-fi and stereo will never be needed.

It’ll all be up here.

* * *

On the other hand, someone might discover the prin-
ciple of cylinder records . . . again.

Ferris A. Benda, long-time record collector and jazz
writer for Stonemason’s Monthly and the Farmer’s
Almanac, is also widely known as a freelance writer on
other musical subjects. He has just completed a three-
part series on famous unissued records of the 1940s for
Startling Comics and has a profile on Cat LeGare, little-
known guitarist of the 1920s, ready for publication in the
spring-summer edition of the Sears & Roebuck catalog.

He currently is engaged in writing an entire evening of
television programs for NBC, in which a murder will be
committed on the Huntley-Brinkley newscast, and the
murder will be tracked down through Highway Patrol,
The Restless Gun, Tales of Wells Fargo, Peter Gunn,
Dragnet, The Arthur Murray Dance Party, finally will
be apprehended by Jack Paar on his show and brought
to justice the following morning by Dave Garroway on
the Today show.

Benda’s hobby is collecting stones.
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I Saw Cookie

Spout Them Blues

An Important Article
On Jazz History

And One of Its

Most Colorful Figures
By the Author of
‘Mexicali Honeymoon'’

92

By Ralph Friml

When Jackson Harding! discovered Cookie Hamster?
in Baton Rouge, La.,* on April 17, 1958,* he scarcely
could have been aware of the importance of his find.

Harding, a Rhodes® scholar and misogynist from
Topeka, Kan., had acquired some fame as a jazz scholar
before his discovery of Hamster. 1t was Harding who
ascertained that Bix Beiderbecke was wearing a blue
double-breasted suit at the time of his death. Harding,
too, is the one generally acknowledged to have deter-
mined that Louis Armstrong uses 31¢ handkerchiefs dur-
ing a set of seven tunes.

Hardin’s search for Hamster began several years ago.

“I had heard of Hamster from Mortie Fleischmerz®
at a Max Bodkin® session,” Harding remembered. “Mor-
tie insisted that Hamster, one of the earliest ocarina®
players in jazz, was still alive. He suggested that I dis-
cover him, since he was too busy discovering jazzmen
in the Brunswick, N. J.,'" area to get to Baton Rouge.”

Harding, of course, accepted the challenge.

He initiated the search for Hamster with a series of
letters addressed simply to Cookie Hamster, Star'!
Ocarina Player, Baton Rouge, La. All were returned by
the post office for lack of sufficient address.

Discouraged, Harding turned to other work. He be-
gan research on the condition of Art Tatum’s cuticles
as a boy. Then, fate intervened. 0

Early one morning in May, 1958, Harding received
a telegram.!®

It read: “My husband, bless him, knows that you're
looking for him. But he don’t write to nobody. You have
to come down here. He’ll be waiting.” It was signed May-
belle Hamster.!?

Ralph Friml is one of America’s foremost music-
ologists. A graduate of Princeton, he has been studying
jazz for 35 years. He is married to noted concert singer
Marie Frappe. In recent years, he has lived in Mac-
Gregor, Utah, where he owns a hand laundry. His re-
cently completed book, The Return of Buddy Bolden,
is set for publication next Arbor day.
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Harding was occupied with collecting assorted mate-
rial on Hamster for several weeks but managed to lzave
his Levittown, N. Y.,'* home early in April for Baton
Rouge.

After a search through the streets of the city, Harding
discovered what seemed to be an abandoned shack!’ on
the outskirts of town.

He knocked gently on the front door. The front door
fell in,

“Must be a stranger,” a feminine voice shouted.

“Tell him to come on in,” a rough voice added.

Harding entered, to make one of the most important
discoveries in the history of jazz.

“I invented the key of C in 1912,”'¢ Hamster shouted.
“Anybody who tells you different is a liar.”

Harding countered with Poodle Billings? claim that
he had invented the key of C in 1908.

“It ain’t true,” Hamster retorted. *“I knew Poodle then.
He didn’t have enough sense to invent anything.”

Then, to support his case, he placed 375 blues!® in
the key of C for Harding. When he removed his battered
ocarina from his mouth, Harding was convinced.

But the tape recorder'® he had brought to record the
event proved faulty.

*“Can you play them again?” he asked Hamster.

Hamster played the 375 blues in the key of C again.

Shortly after he completed the final blues, he gasped
and died.

“He was a nice old cat,”® Maybelle told Harding,
“but, honestly, he was bored to death by that old key.”

Harding packed his recorder, thanked Maybelle, re-
placed the front door,*! and left Baton Rouge.

During the months since Harding discovered Hamster,
the facts have accumulated. Discussing Hamster with
older jazzmen, Harding discovered that Hamster owned
just one ocarina throughout his lifetime, that he definitely
played in the key of C before any other jazzmen did,
and that his primary source of inspiration was his wife,
who led him to play the blues.

This obviausly unretauched phata .af Coakie Hamster is o bit faded,
but certainly of value. It was discavered by authar Frim! alang the rail-
rond tracks faur miles nartheast of Junction City, Kansas early this year.
The anly marking an the reverse side was ‘‘Juniper 7-4385.” An analysis
of this morking by Friml will appear saon in an issue aof Conduzfor’s
Handboak.

The recordings of Hamster made by Harding in Bzton
Rouge have become famous. The President* personally
thanked Harding for his contribution to American cul-
ture.

But, as Harding often says, “If it wasn’t for Mortie
Fleischmerz, I'd never have gone to meet Hamster.”

Fleischmerz, when asked to confirm this. told ¢ re-

FEE

porter. “No comment.’

Footnotes

1. Born Jackson leremiah Harding in Topeka, Kan., on May
11, 1910. His father, Jeremiah Jackson Harding, was another
person.

2. Now known as Cookie Hamster, he was born John Jacob
Hamster, probably in New Orleans, La. The nickname was given
to him in 1894 by a friend (unknown), and he retained it until
he crumbled.

3. La. is the generally accepted abbreviation for Louisiana,
which had something to do with Napoleon at one time.

4. It was a very good year.

5. While at Rhodes, Harding's erudition earned him the title
Colossus. In recent years he has refrained from using it.

6. There was some Kleenex mixed in, too, but Harding did not
feel it appropriate to his research.

7. Morton Fleischmerz is a jazz night-club owner in Parsons,
Kan.

8. Max Bodkin is a municipal court judge in Parsons, Kan.

9. This instrument is no longer a part of most jazz polls, al-
though Alonzo Jeeter continues to perform excitingly on the in-
strument with his own band, which works Wednesday through
Sunday at the Purple Wart in Phoenix, Ariz.

10. A nice place.
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11. The use of :this term has been disputed by several old
ocarina players, who told Harding that Hamster's intonation
was quite poor and that he was not a sensitive jazzman.

12. From Western Union.

13. Maybelle Hamster is generally acknowledged to be
Cookie’s wife. There are some who feel otherwise, but their point
of view has not been substantiated.

14. Named for guitarist Nathan Levit, whose early recordings
are collectors’ items.

15. A five-sided dwelling with a dirt floor.

16. It was a good year for inventing keys.

17. Billings’ cleim has been in dispute for 12 years, since it
has been established that he cannot read music.

18. The exact number has been difficult to determine, since
Cookie sang all the blues in the same kev and did not pause
between selections. He may have performed several twice.

19. A nonmusical instrument.

20. The term “cat” is used here to denote a small furry animal
owned by the Hamsters.

21. The door now is in the possession of the Library of Con-
gress.

22. The one in Washington. D. C.

23. Or something like that.
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By John S. Wilson

Jazz composition reached a relative standstill in
1958. At lcast, those compositions which received public
performance either at concerts or on records added very
little of consequence to the repertory of extended jazz
composition.

Still, thanks to works created earlier but appeared
on recordings for the first time this year, plus some
suggestive approaches to new avenues of jazz writing,
the year was not without its provocative moments.

The jazz festivals appeared to be losing interest in
commissioning new works this year, and in view of the
hasty hash that these commissions generally have pro-
duced in the past, one can hardly blame them.

Only the Great South Bay festival put any stress on
new composition, but after considering what they got
for their commissions in 1958, the festival's directors
are not likely to be too enthusiastic about doing much
of this is the future.

Duke Ellington’s Great South Bay Festival Suite had
the in-and-out qualities that are becoming increasingly
typical of his extended picces. Like his Newport
Festival Suite of two years carlier, it offered some at-
tractive moments buried beneath great layers of banality.

Possibly his Princess Blue, written for Princess Mar-
garet and introduced by Ellington during his British
tour (from which he had just returned when this was
written), may be closer to the level one hopes to get
from the Duke.

Two factors make one hopeful: (1) He rehearsed
part of it during his radio broadcast from the Newport
festival last July, suggesting that he was working on the
piece months before it was due to be unveiled, which
would be a decided change from his customary method
of throwing things together at the last minute, and
(2) the portion he played had some intriguing qualities.
However, Point 2 is likely to be misleading, for if
Ellington chose to play an astutely selected portion of
either the Newport Festival Suite or the Grear South
Bay Festival Suite, one might be very favorably condi-
tioned toward these works.

On records, Duke turned out a Porrait of Ella Fitz-
gerald which hit his current par—one compelling sec-
tion out of four. But his major extended recorded effort
this year was less composition than arranging, or,
rather, rearranging: His new version of Black, Brown,
and Beige with Mahalia Jackson.

This proved to be a patent case of mislabeling, since
it was devoted almost entirely to various developments
of the Come Sunday theme and touched on only one
other of the half-dozen thcmes that the work had
originally. Be that as it may, Duke’s current band
rarely has played as well on records. and although Miss
Jackson was faced with some drearily trite lyrics, she
managed to dress them with the outlines of conviction.

To return briefly to the Great South Bay commissions,
John Lewis offered a pleasant, swinging but quite un-
remarkable piece that suggested he is getting as casual
as Ellington about such commissions; it was a revision
of a short work he had already used for another occa-
sion. The best of the threec commissioned works turned
out to be Georgia Sketches, a collaboration between
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The Duke

But The Writing

Did Not Make It
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Rolls On

In Jazz In 1958

A Banner Year
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Rex Stewart and Dick Cary in which, one suspects,
Cary’s growing skill as an unhackneyed and imagina-
tive arranger played a crucial role.

One of the most interesting recordings of jazz com-
positions released in 1958 was a report on some writing
that was first heard in performance in 1957 at the
Brandeis University Festival of Arts.

To a great extent, the six compositions in this collec-
tion (Modern Jazz Concert, Columbia WL 127) fall
into that arca of “somewhat jazz™ that is increasingly
coloring jazz writing. Three of the six composers rep-
resented arc definitely identified with jazz—George
Russell, Jimmy Giuffre, and Charlie Mingus (the other
three are Milton Babbitt, Harold Shapero, and Gunther
Schuller)—and it is interesting to find that the jazz
qualities in their works were achieved by three quite
different means.

Russell’s All About Rosie is, much of the way, a
swinging piece, yet its best jazz moments occur in the
solos of Bill Evans and John Laporta. Giuffre’s Sus-
pensions, on the other hand, is completely without im-
provisation although it is more completely jazz-oriented
than any of the other compositions. Mingus’ Revelations
(First Movement) is disciplined Mingus, which means
that it is extremely personal, pulsant, and full of start-
lingly shifting panels projected in a manner which is
completely Mingusoid.

Another piece first heard in 1957 but not released on
disc until this year was Teddy Charles’ Word from Bird
(Atlantic 1274), which moves in a totally different
direction from the pieces played at Brandeis. Charies’
10-piece group overcomes a contrived introduction in
moving on to a straightforward, swinging work in which
Teddy has written some richly textured ensembles to
frame an excellent group of solos.

This type of loose construction, in which the im-
provised solo carries as much weight or even more
than the composer’s writing—in which, in effect, the
piece stands or falls on the soloists’ abilities rather than
the composer’s—is favored by most of those who have
recorded extended works during the last year.

There is a fine line to be drawn between a composi-
tion, in the usual sense of a written work, and what
might be called, for contrast, “a creation,” an extended
work that is essentially a group improvisation.

In the first group one would include Manny Albam’s
The Blues Is Everybody’s Business (Coral 59101) and
Phil Sunkel’s Jazz Concerto Grosso (ABC-Paramount
225). In each case a relatively slim bit of material has
been stretched beyond its tensile limits and what might
have been, in a more compact condition, an attractive
worked is pawed into limpness. Albam complicated his
problem by using a large string section in two of the
four divisions of his work.

As instances of the second type of extended work,
the group improvisation, there is Sonny Rollins’ mount-
ingly fascinating Freedom Suite (Riverside 12-258), on
which he, Oscar Pettiford, and Max Roach transform,
transmute, and translate a theme for 19 minutes, and
Bob Cooper’s light but lusty Jazz Theme and Four
Variations (Contemporary 3544).

Both pieces have a freedom and a healthy, un-
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trammeled feeling that appears only briefly in most jazz
compositions. Of course, Rollins and Cooper have not

really solved the root problem of jazz composition— -

how to retain the impression of swinging improvisatory
freedom in a written context—but simply avoided it
so that, strictly speaking, they cannot be said to rep-
resent current jazz composition in these pieces.

It is undoubtedly the elusiveness of any satisfactory
solution to this problem that is driving more and more
so-called jazz compositions to an area that is really not
jazz at all but rather an exploitation of a few jazz de-
vices as a means of developing what is otherwise a
piece of conventional “serious” composition.

Although most of John Lewis’ works for the Modern
Jazz Quartet come out as well-identified jazz, he appears
to have personal leanings toward the twilight world of
“somewhat jazz,” leanings which he usually caters to
when he is away from the normal quartet atmosphere.
Thus, his score for the French film, One Never Knows
(Atlantic 1284), is as frequently jazz as it is not jazz,
which is, possibly, only natural since the film had no
particular jazz connotations.

However, Johnny Mandel has been able to write a
film score for I Want to Live that is almost totally jazz,
since the mood and much of the background association
of the film has a jazz basis (United Artists 4005).

This was a rare opportunity, and Mandel has done
especially well with it, for his score not only serves its
purpose as part of the over-all concept of the film,
but it has also such an inner strength of its own that it
enlivens and vivifies some portions of the film that would
be lamentably weak without it. He has, furthermore,
intensified the jazz strength of his score by writing a
great deal of it for a small group featuring Gerry Mul-
ligan, Art Farmer, Shelly Manne, and others (United
Artists 4006).

Another try at a new direction in jazz composition
was made this year by Alonzo Levister in a brief work,
Blues in the Subway, which he called “a jazz opera.”

It was given a static performance at a New York
concert and was made even more ineffective by an
amplifying system that distorted more than it ampli-
fied. It is an extremely slight piece, burdened with a
banal libretto, and whatever justification there may be
for calling it a jazz opera appears only in occasional
passages in the instrumental accompaniment.

It may have served a purpose in the development of
jazz composition, however, for it apparently has indi-
cated to Levister a direction in which he wants to move.
He is now at work on a more ambitious opera in which
he hopes to solve the problem of making jazz a natural
language for the piece by using a teror man as his
central figure.

At the moment, it seems as though the exploration
of such fields as the jazz opera and the jazz film score
might be more worthy of the attention of the jazz com-
poser than the extended instrumental work, for after
a decade of fairly steady effort, those who have worked
at extended jazz composition have produced nothing
that can rank with most of the better — much less the
best — less formalized jazz petformances.

The jazz performance born of inspiration has so con-
sistently outshone the contrived work that it appears to
be a losing battle to try to fight fire with a flashlight.
9

Johnny Mondel
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CATEGORY

CRITICS VS. READERS

A Comparison of the First Three Place Winners
In the Down Beat Critics and Readers Polls, 1958

READERS POLL

CRITICS POLL

Jazz Band

Combo

Trumpet

Trombone

Alto Sax

Tenor Sax

Baritone Sax

Clarinet

Guitar

Vibes

1. Count Basie
2. Duke Ellington
3. Stan Kenton

1. Modern Jazz—Qﬁértet
2. Dave Brubeck Quartet
3. Miles Davis Sextet

1. Miles Davis
2. Dizzy Gillespie
3. Maynard Ferguson

1. J.J. Johnson
2. Bob Brookmeyer
3. Kai Winding

1. Duke Ellington
2. Count Basie
3. Ted Heath

>l. Mode; Jaiz (_)uartet
2. Jimmy Giuffre 3
3. Gerry Mulligan Quartet

~I.— Miles Davisr -
2. Dizzy Gillespie
3. Louis Armstrong

1. J. J. Johnson
2. Bob Brookmeyer
3. Jack Teagarden

l- ;’au] Desmond
2. Lee Konitz
3. Art Pepper

1. StarTG—etz
2. Sonny Rollins
3. John Coltrane

1. _Gerry Mu]liga?r - ‘
2. Harry Carney
3. Pepper Adams

'l. Lee l_(dnﬂz
2. Johnny Hodges
3. Sonny Stitt

1. Stan Getz
2. Sonny Rollins
3. Ben Webster

Ebérry Mulligan
2. Harry Carney
3. Pepper Adams

1. Tony Scott
2. Jimmy Giuffre
3. Buddy DeFranco

1. Tony Scott
2. Buddy DeFranco
3. Benny Goodman

1. Erroll Garner
2. Thelonious Monk
3. Oscar Peterson

1. Ray Brown
2. Paul Chambers
3. Red Mitchell

1. Barne;Kessel
2. Herb Ellis
3. Jim Hall

T. Shelly—Manne
2. Max Roach
3. Joe Morello

1. _Milt Jackson
2. Terry Gibbs
3. Lionel Hampton

1. ~Frank Sinatr;
2. Joe Williams
3. Jimmy Rushing

1. Ella Fitzgerald

2. Anita O’'Day
3. June Christy

uN—-'uN—-]g—nN—-

kl. Thelonious Mo;k
2. Erroll Garner
3. Oscar Peterson

_l. Ray Brown R
2. Oscar Pettiford

3. Milt Hinton

1. Freddie Green
2. Tal Farlow
3. Jim Raney

. Max Roz_ich
. Art Blakey
. Jo Jones

W N

. Milt Jackson
. Lionel Hampton
Red Norvo

.immy Rushing
. Louis Armstrong
. Frank Sinatra

. Billie Holiday
. Anita O'Day
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The '58 Down Beat Poll Winners

READERS POLL

Hall of FAmMe. ..o e eeeeeeeeee e enees Count Basie
Jazz Band. ..o Count Basie
Dance Band. ... Les Brown
ComboO. .o Modern Jazz Quartet
Vocal Group.......ooooieeeccen e Four Freshmen
Male SInger. ... Frank Sinatra
Female Singer............ Ella Fitzgerald
TrUMPEL oot Miles Davis
TrombONe. o J. J. Johnson
A0 SAX. e Paul Desmond
T eNOr SAX oo e Stan Getz

Baritone Sax...........cii Gerry Mulligan
Clarinet ...........oooooii e Tony Scott
Pilano . .o Erroll Garner
GUItAT. oo Barney Kessel
3 2SS NSNS —- Ray Brown
DRUMS e Shelly Manne
VibES oo Milt Jackson
Accordion ... Art Van Damme
Flute . e e Herbie Mann
Misc. Inst. . e Don Elliott
COMPOSET.....ooeeececeeceeeemecmrmans e eennaneeeacas Duke Ellington

CRITICS POLL

Jazz Band.. ..o Duke Ellington
CombO. .. Modern Jazz Quartet
Male Singer ... Jimmy Rushing
Female Singer.. ... Ella Fitzgerald
TruUmpPet. ..o Miles Davis
TrombONE. ... J.J. Johnson
A0 SaX.. e Lee Konitz
TenOr SaX.. o oo Stan Getz

Baritone Sax............o Gerry Mulligan
(1T 11— Tony Scott
Piano ..o Thelonious Monk
GUILAT . e Freddie Green
325 S UGS Ray Brown
| DY R10 1 1 L SRRt Max Roach
VDS - Milt Jackson

NEW STARS—CRITICS POLL

Trumpet... .. Art Farmer
Trombone.. ... .. Jimmy Knepper
A0 SaX. e No Contest
TenOr SAX. ..o Benny Golson
Baritone Sax...........o Tony Scott
Clarinet. ... No Contest
Plano .. ..o Bill Evans

GUILAT oo am e eaen Jim Hall
BaSS oo neaneeenee Wilbur Ware
DIIUMIS oo e e eee e eeaaaseena No Contest
VDS - et Vic Feldman
Male SINger..........cooiiiiiiiamiaiiee e Ray Charles
Female Singer.............. No Contest

DISC JOCKEY POLL

Top Personality.................. .. Frank Sinatra
New Male Singer.............. Johnny Mathis

New Female Singer.............coiiins Pat Suzuki
Studio Orchestra..............ocooiiiiiiieeeeannee Nelson Riddle

BALLROOM OPERATORS POLL

Dance Band............. .. ... ... Lawrence Welk
Swing Band............. Les Brown
Sweet Band. .. ... Guy Lombardo
Western Band. ... ... Leo Greco
Polka Band.................................. Six Fat Dutchmen
Small Band......__..... ... Pee Wee Hunt
98

New Swing Band.......................... Dukes of Dixieland
Instrumental Leader............................ Harry James
Singing Leader.........c.ooooe Eddy Howard
Best Non-Band Attraction................coooee Crew Cuts
Male Band Singer............... Tommy Mercer
Female Band Singer................. Alice Lon
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THE SMALL GROUP IN JAZZ

By Martin Williams

The jazz historian has a truism: The largest number
of persons were attracted to his music during the era of
the “big band,” the “swing” period of the mid-1930s
and early 40s.

To great numbers of persons jazz is just that, big-
band swing. Today, of course, the small group dominates
jazz, and if one looks at the past he will see that it usually
has. And as jazz has evolved, most of the major innova-
tions have been worked out within the freedom such a
small group may allow.

Even Duke Ellington and Count Basie, leaders of two
of the most important bands in jazz history, began as
leaders with small ensembles—and, with their sidemen,
worked out many of their ideas before they expanded.
And Fletcher Henderson, who with Don Redman ar-
ranged and performed the big-band style that came to be
called swing, began his career directing a few men on
recording dates and, like everyone else, employed men
with wide experience in small groups.

It has been said that the history of jazz has been
written by ‘“a bunch of guys standing up blowing,”
exchanging ideas, working out new styles. Much of it
certainly has happened that way. Some of it we know
about. And some of it we don’t—and perhaps never
shall. ’

We are going to deal mostly with those groups that
have introduced important innovations. That will mean
leaving out many which produced good music, of course.
And we also will not discuss some of the celebrated
(and often influential) individual instrumentalists who
usually worked with small groups—such persons as
Jelly-Roll Morton, Jimmy Noone, Johnny Dodds, Art
Tatum, Fats Waller. Nor some of those who, despite
associations with big bands, did some of their most
important work with smaller ensembles or alone—such
persons as Sidney Bechet, Earl Hines, Jack Teagarden,
Bix Beiderbecke, Coleman Hawkins, John Kirby.

There is one photograph of Charles (Buddy) Bolden’s
band in New Orleans which shows six pieces: cornet,
valve trombone, two clarinets, bass, guitar. The picture
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shows no tuba, no banjo, no drums, no piano.

Many eall this the first jazz band. That is, the first in
which all the things that contributed—ragtime, French
and Spanish melodies, marches, Latin and West African
rhythms, Negro-American blues, work songs, church
music, the rest—came together into a new style which
later acquired the name jazz.

Previous to that (and concurrent with it and subse-
quent to it), there were groups, small and large, play-
ing orchestrated ragtime, reels, jigs, cakewalks, blues,
marches, and using conceptions formal and informal, using
instruments professional and homemade, and using their
voices. But, as far as we can tell, it was usually true
that the larger the group was, the more formal its con-
ception was; the smalier the group, the more improvisa-
tional its playing was.

Once the New Orleans style had been worked out, it
was carried abroad, but still by the same small group
which performed its balanced polyphonies best. Freddy
Keppard’s group toured cross-country beginning in 1912
—but that is well-enough known.

Even within these groups changes apparently were
taking place.

The earliest recorded example of a New Orleans Negro
band that we have was made by Kid Ory’s group in
1921 in California.

Rhythmically, it is a bit closer to the regular 2/4 of
ragtime than the recordings made about two years later
by King Oliver’s group. And what had been an exchange
by leading instruments in earlier ensembles was gradu-
ally becoming an out-and-out solo passage with rhythm.
Louis Armstrong was in that latter group, and a few years
later he announced something new.

In November, 1925, Armstrong began a series of re-
cordings with his Hot Five, then Hot Seven. The group
was assembled for records. It was small, and Armstrong
opened up. Jazz had its first great virtuoso horn soloist
and its first great influence.

The ’30s did not belong to the big band alone. In New
York, uptown in Harlem and downtown on 52nd st.,
many small-group and star instrumentalists worked
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The Modern Jazz Quartet

constantly. And Roy Eldridge, despite his work with
several big bands, frequently had his own groups and had
almost every trumpeter around listening carefully.

Much recording of the time, even if many sessions
were made by pickup groups of big-band sidemen, re-
flected such activities. In the groups fronted by Teddy
Wilson, Lionel Hampton, Billie Holiday, and others,
some critics have seen a new rhythmic conception taking
shape.

If the Ellington men (Johnny Hodges, Rex Stewart,
€Cootie Williams, Barney Bigard) headed small groups
only on records, many bands, following Benny Good-
man’s example, maintained such groups as part of their
regutar performances. And the sextet he formed in 1939
featured Charlie Christian.

We probably never shall know exactly what the jam
session in Kansas City, Mo. in the late "20s and early
*30s were like, but we know a lot about the results.

They were contributing to the New York activity we
have described. And we have such testimony as that of
Jo Jones who says that when Count Basie expanded and
came to New Yark, the men soon discovered that the
best way to play was according to the style the small
group had worked out in Kansas City. Rhythmically and
melodically, here were changes. A younger participant in
Kansas City was Charlie Parker.

The story of the Minton’s and Monroe’s jam sessions
is another often told: how Charlie Christian, Kenny
Clarke, Thelonious Monk, Dizzy Gillespie, Charlie
Parker, and the rest worked out the harmonic and
thythmic changes that later were called be-bop, then
modern, style. Again, a bunch of guys standing up blow-
ing, blowing that most persons first heard in the re-
markable series of small-group records that Parker and
Gillespie made between 1945 and 1946.

The next stylistic innovation was called “cool.”

The work of such followers of Lester Young as Her-
bie Stewart, Al Cohn, Allen Eager, Stan Getz, Wardell
Gray, and their groups had been there for some time.
Lennie Tristano and his pupils, particularly Lee Konitz,
had been there. But the real identity came with the series
of records led by Miles Davis in 1949-50. These eight-
and nine-piece groups leaned heavily on written scores,
but when the conception was recently expanded for
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nineteen pieces, the quality was rather different.

The next important innovation in cool jazz was Gerry
Mulligan’s. With only trumpet (later valve trombone),
baritcne, bdss, and drums, his groups played a contem-
porary style that suggested the polyphonies of an earlier
way and the rhythmic concepts of the Basie band. A host
of small groups and instrumentalists appeared, a whole
west coast cool movement was founded.

And in the east in the middle and late 1950s, the
Modern Jazz Quartet played blues, ballads, classic fugues,
and John Lewis’ extended compositions in a kihd of
coal-ish bop style. The funky and hard styles (which
sent jazzmen rooting in simple blues, church music, and
the playing of swing instrumentalists) was asserted
strongly by the Art Blakey Messengers and Horace
Silver.

In Max Roach’s group, the late Clifford Brown set a
new style for trumpet virtuosity.

Charlie Mingus’ group was leaving his earlier, rather
self-conscious music for a kind of jazz which approached
a concert music while losing little of the spontaneity of a
country skiffle group or the bop improvisers.

Thelonious Monk was still leading small groups,
which, to many, were now implying the next step. Miles
Davis had a quintet, then sextet, for free improvisers
that not only had no scores but often performed as a
string of soloists.

Gigi Gryce’s groups were trying to break out of the
rigid thirty-two-bar patterns and the overworked sets of
chord changes that everyone was using. And in the
avant garde were the quartets of Cecil Taylor.

Things came with a kind of circle in 1957 when
Jimmy Giuffre arrived from the west coast with his trio,
which, drawing inspiration from Getz, Mulligan, and the
disciplines of the Modern Jazz Quartet, played a kind of
improvisational chamber music that reflected all sorts of
American popular and folk idioms.

Because of union and club regulations, the open
jazz session is a comparative rarity nowadays. And
partly because of this, the efforts of many groups today
to find new ways are more planned and deliberate than
they often have been in the past. Nevertheless, a large
part of the work is still being done by guys standing up
blowing.
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The Trouble With
Big Band Jazz

A Bandleader-Educator Points Out The Cliches

By Marshall Brown

Big-band writing has donned the grey flannel suit,
carefully striped tie, and button-down-collar shirt of
the conservative.

In no other period in the short history of jazz has so
little development in big-band writing taken place over
a span of 20 years. In fact, big-band jazz writing has
indicated by its position today that it could very well
be dead.

Most of the successful and accepted “swinging” big-
band writers are dependent, to a large extent, on
rhythmic cliches. This, coupled with a use of barbershop
harmony, has served to set back big-band jazz writing
to a point it occupied some 20 years ago.

Immediately after World War Il there was a national
desire to return to normalcy. This led to a nationwide
conservatism. Employers found that young men, par-
ticularly young married men, were not concerned with
accepting jobs for advancement as much as they were
seeking positions with security.

This conservatism produced a similar seeking of
security in big-band jazz writing. The result today is a
kind of writing which often pops up in “swinging” sing-
ing commercials on radio and television. In fact, on
many occasions, even the Lawrence Welk band uses it.
If these Welk arrangements were inflected somewhat
differently, and had the benefit of, say, Mel Lewis or
Shelly Manne on drums they wouldn’t sound much dif-
ferent from a good deal of today’s big-band jazz writing.

And it's not that Welk’s and BBD&O's arrangers
have suddenly become hip. But that this type of writing
is commercial and square.

Cliches, three of which are shown in the accompany-
ing panel are used over and over—with variations—
in much of the so-called “modern” big-band jazz writ-
ing. Today's top arrangers and composers are not
arranging or composing. They are merely manipulating
cliches.

The root of this kind of writing is back in the Count
Basie band of the late 1930s. But these cliches played
a very secondary role in that Basie band. When they
appeared at all, they were usually in the subordinate parts
of the arrangement, i.e. in the backgrounds to solos.

Today’s writers have taken the punctuation points in
Music ‘59

those Basie arrangements and made a career out of
them.

The effect of this type of writing has been to stabilize
big-band jazz writing. And even the sidemen are in-
volved in this conspiracy. They may not know they’re
involved, but they look for these symbols because they
“lay right,” they mark a “swinging” arrangement.

Frequently, if a sideman says he doesn’t dig a score,
it could be that it doesn’t have any cliches in it or has
fewer than he is accustomed to.

The more these cliches appear, and the more cleverly
they are manipulated, the more the stature of the writer
increases in the eyes of some of the sidemen and the
jazz audience, which, in turn, is now conservatively
oriented and looks for these things.

The writer who doesn’t use them doesn't wear the
right tie.

This type of writing has very few problems to be
solved. It’s like being dealt a pat hand. As a result,
big-band writing is retreating, just as a conservative
who seeks to perpetuate a former way of life.

Tony Scott was once quoted as saying that the jazz
improviser first says something and then the arranger
writes it down. If that’s true, then today’s big-band
arrangers failed to hear Charlie Parker at all. They are
still listening to, and are inspired by a school of im-
provisation originally stated by Lester Young.

This does not reflect any criticism of Pres. But what
has happened is that the harmonic basis of today’s
arranging is based on the harmonic resources used by
Young. It's primarily an on-the-chord type of impro-
visation. By today's standards, it could well be called
a play-it-safe type of writing.

What remains to be developed is that school inspired
by Parker and the harmonic and rhythmic bases from
which he improvised. Present-day writing is an almost
complete rejection of the directions pointed out by
Bird in his blowing.

Some of the writing shows that the present-day big-
band jazz writers have caught up with some of the good
songwriters of the 1920s. Some of the suspensions con-
tinually, and interminably, appearing to stem from the
1920s. Like having the melody on the Note G har-
monized with a D minor seventh for two beats to a
G seventh for two beats. Just transpose this, and it's
the basis for most suspensions today.
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There are three major schools of big-band writing:
the Fletcher Henderson-Count Basie, the Duke Elling-
ton, and the Jimmie Lunceford. For some reason, most
“blowing cats” wh oenjoy success have fallen into the
Henderson-Basie school harmonically, rhythmically, and
in the use of sections.

Even at that, we would not be so badly off today if
they were exploring many of the avenues still open in
this genre.

We would be experiencing a period of growth if these
writers had followed the paths pointed out by the band
I consider a high-water mark of ensemble writing: the
Dizzy Gillespie band of the late 1940s.

As it stands now, the art form of large ensemble jazz
is not really developing. Why can we listen today, in
an art form supposedly still evolving, to a record made
20 years ago that does not sound dated? If we had done
this 20 years ago the earlier record would have sounded
hopelessly out of date. ,

There never has been a 15-to-20-year period in jazz
when less growth took place. In the area of hard-swing-
ing big-band jazz writing—up to the time of that early
Gillespie band—one could look forward to someone
developing something new or coming up with an orig-
inal statement or fresh thought almost every year. Now
all we have to look forward to is something old.

This is the only period in jazz when someone can
take 20-year-old instrumentals, put words to them, and
have a ‘“modern” hit. Do you think a vocal group like
the Dave Lambert singers could have done that in 1938
with material then 20 years old?

If today’s writing represents the class in big-band
arranging and composing, then ensemble jazz is dead.
It completed its evolution in 1938.

But we have some exceptions among today’s writers.
Although they are not as successful as the members of
the “swinging” fraternity, they do not think in cliches.

If the “swingers” try first to avoid cliches, they may be
able to say something original. Much more can be done
rhythmically and harmonically. Working within the
actual framework of jazz, there are whole grounds that
are not yet explored. Virtually all the rhythmic and
harmonic area opened by Parker remains to be de-
veloped.

Part of the problem is economic. And let’s face it,
the art form has been cheapened. It is certainly tragic
that a bandleader or arranger has to produce an LP
in two or three three-hour sessions. There may be a
direct connection in this and the fact that cliche writing
can be played off very quickly. It'll swing and have a
ready audience of finger-snapping buyers and critics
to proclaim it great jazz.

But can you imagine the New York Philharmonic
orchestra recording 35 or 40 minutes of new music in
two or three such sessions? Never! It would rehearse the
music three or four months and perhaps perform it live
several times before going near a studio.

Then if we expect jazz to be respected, there must be
respect for it within the trade. It’s an art form that
requires attention and careful thinking.

Present-day thinking and methods tend eventually to
make this art form of American jazz as insignificant in
this country’s musical life as the John Philiip Sousa type
of concert band is now.
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THREE POPULAR CLICHES—As
indicated in No. 2, substitute rests
for notes, and many varieties of
these cliches can be developed.

There are a dozen or so composers and arrangers
today whose writing is much in demand by practically
all of the remaining big bands. One usually thinks of
jazz playing and writing as being fields which have always
put a premium on individuality. But these men are
astonishingly homogeneous. Much of their work is stereo-
typed and commonplace. “Stand Pat” and “Safety First”
seem to be their guiding slogans.

We are living in the era of the interchangeable
arranger.

On so many big-band records today one hears evi-
dence of conformity to a musical status quo. The present
crop of composers has little in common with the inno-
vating writers of the late 1930s and early 1940s; brilliant
writers who gave individualism to the bands of that era.
Men such as Duke Ellington, Jimmy Mundy, Fletcher
Henderson, and Sy Oliver to name a few. These men
were (and still are) highly individualistic creative pio-
neers during their productive years.

In order to return big-band writing to the fine art
it once was we must find ways to foster the development
of successors to this pioneering spirit.
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the writers

Bob Rolontz, who wrote the sum-
mary of pop music in ’58, is a vet-
eran reporter for The Billboard, a
key music industry trade publication.
He has covered all facets of the music
business. He was a jazz A&R man
for Vik Records, too.

David Dachs, who summarized the
musical comedy scene for Music ’59,
is an accomplished free-lance writer
with infinite love for the world of
Broadway. He has contributed
articles on musical comedy to many
publications. Currently, he is at work
writing his own musical comedy.

Don Henahan is the classical music
critic of the Chicago Daily News. He
has contributed articles to lecading
publications, too, and is an accom-
plished classical guitarist. His survey
of classical music in ’58 appears on
page 45.

Leonard Feather, one of the best
known names in jazz writing, con-
tributed the summary of jazz litera-
ture. His Blindfold Test is a regular
feature in Down Beat. His Encyclo-

Now, for the first time,
you get the complete pattern
of tone color from your instrument - - -
with durable, low-action
strings by Epiphone.

Watch for the new line of quality Epiphone products.

pedia of Jazz and Encyclopedia Year-
books are vital portions of all well-
stocked jazz libraries. Feather also
contributed the roundtable discussion
on the progress of jazz, which appears
on page 104.

Charles Graham, author of the high
fidelity summary, is Down Beat’s high
fidelity editor,

The special fiction section includes
the work of four men. Frank London
Brown, whose 4 Way of Life opens
the section, is a young Chicago-based
writer; his stories have appeared in
Chicago magazine and the Chicago
Review. His first novel, Trumbull
Park, is set for publication in April.

Ed Sachs, whose Dogs Don’t
Always Eat Dogs follows, is.a prolific
Chicago writer. He has written pro-
files for Down Beat and features for
a variety of other publications. Cur-
rently, he’s at work on two novels,
one for possible Hollywood use.

Leonard Feather, noted above for
his non-fiction contributions to this
volume, also is represented by You
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Gotta Get Lucky, one of a series of
humorous fables he has written on life
in the music business.

Robert Eskew’s Time of the Blue
Guitar is reprinted here with the per-
mission of Coastline magazine, a
Hollywood literary publication.
Eskew, a promising young author, is
associate editor of that publication.

Martin Williams, who contributed
the recommended discography on
page 83, and the feature on small
groups on page 99, is co-editor of the
Jazz Review and one of Down Beat’s
record reviewers.

Ferris Benda and Ralph Friml are
insane.

John Wilson, jazz critic of the New
York Times and jazz record reviewer
for High Fidelity magazine, wrote the
survey of jazz composition on page
94,

Marshall Brown, who dissects the
big band state on page 101, is the
well-known composer-bandleader-
educator who conducted both the
Farmingdale high school band (in
1957) and the International Youth
band (in 1958) at the Newport jazz
festival. He is slated to conduct a
band of young American musicians
at the 1959 festival.
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Around The Table

Is Jazz

Progressing?

The Views Of
Shelly Manne,
Pete Rugolo,
Ben Pollack,
Gene Norman,
Leonard Feather

The following discussion took place before micro-
phones in radio station KLAC in Los Angeles. The
moderator was Gene Norman, the west coast disc jockey,
night club impresario, concert promoter and recording
executive. Jazz critic and writer Leonard Feather as-
sembled and participated in the panel.

NORMAN: The topic for discussion is “Which Way
Is Jazz Going—Forward, Backward, or Sideways?” We
have . . . jazz authorities and musicians to represent the
various points of view. First of all, we have the noted
conductor, composer, and arranger, Mr. Pete Rugolo.
Welcome to KLAC.

RUGOLO: Thank you. It's wonderful being here,
even though I know we’re going to get into a big fight
before the evening is over.

NORMAN: We want you to be completely candid.
Then we have Mr. Ben Pollack, one of the leading dis-
coverers of talent through the years—Goodman, Tea-
garden, Glenn Miller, Harry James, and dozens more
played with his band.

He’s one of jazz’s early great drummers and one of
the outstanding restaurateurs in southern California. Next
in line we have Shelly Manne, winner of several maga-
zine polls in the drum division. Last, we have Mr.
Leonard Leather, author of The Encyclopedia of Jazz.

Now we are going to ask each of the gentlemen in-
volved for a brief declarative statement about the
topic . . .

RUGOLO: 1 think I'll start the fight by saying that
104
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as a whole 1 think jazz is going nowhere. There are al-
ways a few who will make everything progress. I know
that, but as a whole I'm very disappointed with it.

POLLACK: We're talking about where it’s going. 1
wonder where it's been. From my standpoint, I don’t
know. We don’t get the excitement today in jazz. Every-
body has that cool attitude. I can remember when peo-
ple used to scream and yell, but this only happens at
concerts now, not in night clubs.

MANNE: Well, I think it’s definitely going forward,
Gene. I have a couple of answers to Pete and also to
Ben when we get into it more deeply.

FEATHER: Jazz is borrowing from classical idioms
and moving across into that field. Swing music is moving
into the pop field and being accepted on television, not
necessarily as jazz. Dixieland is even moving across to
where it’s being accepted as background for silent movies
on televisipn. So I think that sideways is a more accurate
description of where it’s going than either forwards or
backwards.

RUGOLO: Or nowhere.

NORMAN: Ben Pollack brought up the point of the
lack of excitement and enthusiasm in a jazz perform-
ance. Do you feel that modern jazz musicians are cater-
ing only to themselves and a very small in-group with-
out attempting to reach a wider segment of the public?

POLLACK: Theyd love to reach a wider segment.
They are, as the kids grow up and listen to it, but I
don’t see the excitement in the faces of the people.

FEATHER: Well, I feel that Ben has a point there
that is not at all valid. 1 don’t think that at any time
in the history of jazz has there been a more public demon-
stration of excitement in a jazz performance than in the
past 10 years.

At the Newport jazz festival this year, a total of
50,000 people displayed the greatest attitude of excite-
ment and enthusiasm you can find at any kind of event.
I think this same kind of excitement pervades many jazz
concerts and many public performances of every kind.
I think jazz, as far as that aspect is concerned, is at a
new peak.

RUGOLO: Yes, but, Leonard, who are the people
excited over it? Usually the people that create excite-
ment will be a band like Hampton, or even Basie when
he gets going, or a blues singer. Do they get excited
over Jimmy Giuffre’s trio? That’s the point.

MANNE: People now are more intense while they
are listening to the performance, and their excitement
is released after the performance, so I have to agree with
Leonard in that case and disagree with Ben.

Jazz used to be a background for clinking cocktail
glasses and having fun, but today it’s becoming a more
serious thing.

POLLACK: Well, you don’t live in the "20s at the
Friars’ inn, when you couldn’t get near the bandstand—
they were twenty deep and the glasses were way in the
back. All the musicians and hip characters used to stand
in front of the band back as far as 1921 and go out
of their minds. Anything you played and did, they would
yell and scream.

MANNE: But it was all the musicians and hip char-
acters who were up in front and now you have some
people who are not musicians there.

Music '59



FEATHER: Let’s ask Gene Norman, because he’s
had a great deal of experience running jazz concerts
out here. Don’t you agree with me, Gene, that there’s a
great deal of excitement in concerts here?

NORMAN: Well, I think Shelly put his finger on it
when he said the degree and type of excitement varies.
The modern-sounds aficionados are more interested in
listening, and their excitement may be as intense but is
not as demonstrative as the other type of excitement.

MANNE: It’s not a participation music.

FEATHER: Well, we're talking about excitement,
but actually that should not be the main purpose. Excite-
ment is not the only element that is supposed to-be in-
duced by listening to jazz.

NORMAN: I agree with you, Leonard; the discus-
sion here is not really whether anybody gets excited
or not, but how good the music is and where it’s going
as far as musical merit is concerned.

I would like to hear more from Pete, for example.
You have a fabulous background in classical music. Do
you feel that jazz is expanding in ideas or do you
think it’s becoming sterile in*an attempt to do something
interesting?

RUGOLO: There’s always a wonderful bunch of peo-
ple who are trying to go ahead, and it’s been that way
right from the beginning. In that sense I'd say jazz is
going-ahead. But there are so few that are individual.
Most arrangers now will decide that musicians like Count
Basie—that’s their favorite band—so arrangers will all
of a sudden arrange like Count Basic or whoever's ar-
ranging for him—let’s say Neal Hefti or Quincy Jones.

I get so tired of buying record after record and every
one sounds the same. You'll get an album that says
Buddy Rich Plays Count Basie, or Let's Swing Like
Basie. Truthfully, it swings, if that’s the word, but in tone
colors it’s very lacking to me. Harmonically, they haven’t
found anything outside of a minor seventh chord, and to
me, as an arranger and composer, | think that's very
lacking in jazz. That’s why I say it’s going nowhere.

FEATHER: I think you’re bringing up a point, sort
of implied rather than stated, and that is there are too
darn many records coming out. We're spreading every-
body so thin that not everybody can possibly achieve
that degree of originality that is required to make great
music.

RUGOLO: But I think instrumentally and every way
it’s like that. We have so many wonderful musicians,
like, let’s say Giuffre or Shelly, who have their own ideas:

You know when you hear Shelly and when you hear
Jimmy play or when he writes, it's music and it’s great.
Or even Chet Baker, let’s say—whether we like him or
not—but how can you tell them apart when everyone
sounds the same on saxophone or trumpet or anything
else?

FEATHER: I'd like to ask Ben Pollack .something
about that. Ben has been such a great discoverer of
talent, I'd like to know whether he feels that there are
any new Benny Goodmans and Harry James, etc.

POLLACK: I definitely feel there are new ones com-
ing up. I heard a new trumpeter at Gene's concert last
year that floored me. They brought him out from New
Orleans. This guy gets up and blows. He plays every-
Music '59
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body’s style plus, and does everything
that can be done on the instrument.

He came down to my place after
the concert and blew, and I never
heard anybody who owned an instru-
ment play like this fellow—nhis name
is Al Hirt. He has a big, fat tone
quality, knows everything he’s doing,
never wanders, never a clinker.

FEATHER: Do you think he has
an unmistakably identifiable style of
his own?

POLLACK: I wish I had money
and the band business was back, I'd
build a little band around him. Then
you’ve got Pete Fountain out here,
who’s one of the finest clarinet play-
ers.

NORMAN: Let’'s ask Shelly a
question. What about the boundaries
of jazz, Shelly, since the more dar-
ing editions of New Directions, out-
of-tempo passages, etc.? When does it
stop being jazz and what’s the dif-
ference in the first place?

MANNE: Well, that’s a hard ques-
tion to answer completely, Gene. All
1 know is that the jazz musician is
trying to getsa greater foundation
now and use forms that have proved
themselves through years and years of
classical writing.

He’s trying to connect jazz with
these things, so that a fellow may
compose something really worthwhile
—a framework, so that improvisation
will become an important part of the
framework. It still remains jazz if it
keeps a basic element of improvisa-
tion and the swinging time feeling.

Stan Getz can take the first 16 bars
of a tune by himself and your foot
is tapping regardless of whether the
rhythm section is playing or not.

I would like to answer Ben on this.
The jazz musician today doesn’t have
nearly the chance he had when I
started. That’s because in the jazz
clubs there’s a lack of encouragement
among musicians. When I started out,
my idols, Coleman Hawkins and peo-
ple like that, used to come to me and
say, “Hey, kid, you’ve been in here
two nights, come on and sit in.” They’d
pat me on the back. I'd play terrible,

A Gitlimerick

A full-blown, man-sized, oval sound;
roots planted in a loam-rich ground.
This contention has no bone —
no one can moan like Alvin Cohn.

but they’d say, “Come back tomor-
row night.”” From this encouragement
it gave me so much confidence that
it made me want to play.

FEATHER: 1 disagree. The jazz
musician has many more outlets than
he used to have. By the time he’s
even 18 years old, he may have a
chance to make a few LPs and ap-
pear in a number of the many, many
clubs that exist now that didn’t exist
in the old days. I feel that actually
there’s such a profusion of opportuni-
ties for the young musician that you
find it’s difficult to get any kind of
individuality because it’s impossible
to create a new style every day.

You'll find alto players sounding
like Parker and trumpets sounding
like Diz, but at least these youngsters
that come up do have a chance to ex-
press themselves even if they’re not
finding anything tremendously orig-
inal.

I think there are people who are
unknown today and the next day or
month may have a write-up in a music
magazine or they may have an LP
out or may even become bandleaders
on an LP. This kind of thing didn’t
happen 10 or 12 years ago.

MANNE: But the LP doesn’t sell
2,000 records, so it doesn’t make any
sense. The market’s just being clut-
tered with jazz LPs now. They’d be
better off to record for somebody with
some reputation—that way they’ll be
heard by more people than they
would be just putting out an LP of
their own.

But I'm talking about the real
young musicians. I have literally
hundreds of them come to me in the
club and say, “How can I get started?
Where can I play tonight?” I try to
help younger fellows as 1 was helped
by the older fellows: Dave Tough, Jo
Jones, Jimmy Crawford—they en-
couraged young musicians to play.

Now it’s become a thing like, “I'm
going up there and cut this guy.”
When I started out they said, *“Shelly,
you play the next number.” This
was even in my formative years when
I didn’t know what I was doing.

RUGOLO: I think musically it’s
easier now because of the records you
can listen to. In the old days you had
hardly anything unless a band came
in person.

MANNE: I think the young musi-
cian might be confused by all the
LPs. He doesn’t know who to play
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like anymore. Before, only the great |

musicians were recorded as leaders
and you could go in the store and
buy three records a week and that
was all the records that came out of
all the people I idolized and listened
to. Now I don’t know where to start.

FEATHER: That’s true. I think
possibly the point that we’re missing
here is that perhaps jazz is becoming

|

a little too formalized. Everything |

is so organized and planned, and jazz
has become such a commercial
phenomenon to the degree that was
never expected that possibly the ele-
ment of informality in the jam ses-
sions that Shelly and Ben were talk-
ing about has to some extent disap-
peared. . .

Now, Shelly, we started to talk
about where the borderlines are.
There have been a few albums out
in the past year or so—a few of the
larger orchestral works by John
Lewis, for example, or by Gunther
Schuller. Those things to me are part-
ly jazz, but there are long, long pas-
sages that might well be classified as
classical or whatever you want to call

it—contemporary or concert music. ’

The question to me is whether this is
taking jazz forward or just moving it
across into another field.

RUGOLO: 1 don't think there’s
enough of that! Outside of one or two
things, 1 don’t hear anything. Shelly
is doing some of that; Stan is doing a
litt'e. To me John Lewis isn’t—out-
side of that onc work, and the Gun-
ther thing, but | don't see anyone do-
ing anything like that. We have all
these small groups, and we have no
more large bands.

FEATHER: Well, there are an aw-
ful lot of things to choose from. I
don’t agree with you on that. Another
point that is very relevant is whether
or not we should consider jazz to be

I

|

essentially folk music. What do you |

think about that, Gene?

NORMAN: Well, I think in its
roots it certainly is folk music, but
I feel as though it sort of changes
when it becomes contingent in any
way on classical music, which is the
European music. I feel that at this
point it hardly is folk music excépt
to the extent that bands still play the
blues.

FEATHER: I agree with you. I
think that originally 90 or 100 per-
cent of our jazz was folk music and
Music '59
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today maybe only 10 percent is, be-
cause there’s so much more musical

 literacy attached to it—so much more

knowledge and musicianship and so
much more elaboration and orchestra-
tion.

I don’t think it has to be folk music.
One the other hand there are ele-
ments of folk music creeping in and
becoming alarmingly popular that
seem to indicate a trend—at least a
degree of public acceptance in the
other direction, such as rock and roll.
What are we going to do about that?

NORMAN: Why don’t we save
that for another hour? In the context
of the question, *“Which Way is Jazz
Going—Forward, Backwards, or Side-
ways?” I think there is a very ripe
discussion on this whole matter of
everybody and his brother making
LPs for 900 record companies.

As a disc jockey, I receive an aver-
age of 25 jazz LPs every week. It’s
really a chore—Leonard, you know
this as a reviewer—to listen to all the
records. Yet at the same time I think
this abundance of opportunities has

given us many new talents who might |

have otherwise never been heard.
FEATHER: That’s true, but how
about this paradox? We’re getting so
many new records, but right here in
Los Angeles, in January of 1956,
there were at least half a dozen clubs
offering first-class modern jazz, all
of which have either closed down or
switched to rock and roll or strippers.
I find that practically everyplace in
L.A. that was dedicated to jazz is no
longer available to jazz musicians.
NORMAN: I think it’s an eco-
nomic problem essentially. I feel that
it one or two club owners open with
jazz, and the jazz musician needs the
work and will operate less expensive-
ly, then there is a fine rapport be-
tween the operator and the jazz musi-
cian because the price is right and the
man can obtain some kind of profit.
Then the other club owners who
iave a poverty of imagination about
presenting attractions will say, “Well,

that fellow down the street is making |

it with jazz; maybe / ought to play
jazz.” And before you know it, you

A Gitlimerick
First with Mingus, then with Blakey,
trumpeter Bill played lines a-snakey.
There’s one thing to bear in mind —
that a Hardman’s good to find.
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have 10 clubs, and it’s stretched too
far and spread too thin.

POLLACK: Six years ago it hap-
pened that way out there with Dixie-
land.

NORMAN: It’s essentially the
same problem as the pop record busi-
ness, where if a Harry Belafonte
comes along, everybody starts to do
Calypso records and succeeds in run-
ning it into the ground.

MANNE: The problem is that it
hurts the clubs that are dedicated to
jazz, because most of the jazz clubs
are not dedicated to jazz but to the
dollar.

I think as far as records are con-
cerned, the small companies who
really believe in jazz, will still bear
the brunt of the thing when the rec-
ord market reaches the saturation

such thing as a jazz concert and there
were very few jazz records — where
would you get your outlet for jazz
in those days, Ben?

POLLACK: I laid eggs on one-
niters like no band there ever was.
We always did the biggest business
in hotels or clubs like the Black
Hawk in Chicago, the Southmore
hotel and in the Panther room at
Chicago’s Hotel Sherman.

These people couldn’t sit down
and dissect jazz, but they loved it and
said, “Boy, you ought to hear this
new music. This is great!” They got
in there and found it was very easy
to dance to. We had screwball chords.
The arrangers would sit up there with
a Hammond organ, and Fud Living-
stone and Glenn Miller would sit
there and cross their fingers and try

to figure out the chords.

We would play them on the stand,
and all the guys would shudder and
say, “Is that wrong or right?”” We
were going along very fine, but then
up comes a band — Roger Wolfe
Kahn — who has fiddles and counter-
point. That’s when we got loused up,
because we added two violins and a
cello and got too classy. We got into
the Park Central hotel and everybody
was saying, “This is the greatest band
in the world,” but I couldn’t book a
one-niter for $200.

The general public didn’t know
what we were trying to do. A trom-
bone and baritone going one way and
three saxes going another way and
a muted trumpet answering an open
trombone. It was a conglomeration of
going nutty.

point and people won't be buying rec-
ords.

If RCA Victor and Capitol and
companies of that stature aren’t mak-
ing money on a jazz album, it will be
dropped from the catalogue. But the
little company that is willing to go
along and sell 2,000 or 3,000 will
make it that way on jazz because
they believe in it.

FEATHER: Shelly, you missed a
very important point there as far as
the night clubs are concerned. There
are a lot of the musicians themselves
who are in effect saying, “Let’s get
jazz away from the whisky drinkers,”
and they would rather perform, in-
stead of in a night club that accom-
modates maybe 75 or 100 people,
before an audience of 10,000 at the
Newport jazz festival, or 4,000 or
5,000 in a concert hall, and as a re-
sult jazz is reaching far greater
audiences at one given time but
losing some of the intimacy that to
me is very important.

MANNE: It’s great to be in the
big theaters and have that many
people hear you. But when you're
sitting on a stage like that and the
curtain opens, the jazz musician feels,
“Oh! I have to prove something right
now.” And that’s not the way good
jazz is formed. In a club you can sit’
back and relax and play a number
just to get loose and fall into a na-
tural groove through the period of the
evening.

FEATHER: 1 wonder what the
right medium really is, because in
the great days of the original Ben
Pollack orchestra, when there was no

Music '59

® Modern Harmony .
® Eor Training o
® Arranging °
¢ Composition S

~ -

< A= 'ﬂ;g__ o
Entire Curriculum Devoied-Ex_dusn_vsly to Mmlglf_u

- RECOGNIZED
INTERNATIONALLY

as the

.~EDUCATIONAL CENTER
7 for the

STUDY OF JAZZ

Jazz Improvisation
Schillinger Theory

Analysis of Jazz Styles
Private Instrumental Coaching

® Ensemble Coaching — combo — jozz workshop
big band — experimental composition workshop

Over 500 original jazz scores for ensemble
rehearsals and student analysis

REGISTER NOW for. ..

¢ Professional Diploma Course

¢ Degree Program

FIRST SEMESTER CLASSES BEGIN
JANUARY ¢ MAY o

SEPTEMBER

CORRE SPO
NDEN
lencUCHONCE
V MODERN HARMONY,
V Jazz IMPROVISATION

Vv DANCE BAND ARRANGING
ELEMENTARY __ ADVANCED
Inforrnafion sent

upon request

Accredited Faculty, experienced in the educational
approach to Jazz, so successfully pioneered by Berklee.

B e l‘kl (=Y=] J(/(r/ // WL

284 Newbury Street
Boston. Mass.

APPLY NOW TO INSURE ACCEPTANCE

=7
A////?i’l?[( Jﬁz{

DIRECTOR

o APPROVED FOR KOREAN VETERANS
109



What F—
Makes

a
GOOD
Man

GREAT?

. a lot ot things besides good trammgl
But 1f you've talent . . . are in shooting
distance of the TOP . . . why not sharpen
your aim?

Be coached on techniques . . . reviewed om |
fundamentals broadened in musical the-
ory and history, It's the way dhead!

Advance your TRAINING at Home

. conveniently . . . tackle the weak spots
in your pertormance Develop that unmistak-
able sparkle of flawless perfection . . . widen
your versatility . . ., accept more wp Jjobs

. win over more audience.

Investigate UEC Advance Training now.
Send for catalog of Course Announcements.
Check subject of most interest below, Receive
free sample lesson. Write today.

B

S A EEEBEEANED
UNIVERSITY EXTENSION

CONSERVATORY
Dept. 29AA 2000 S. Michigan, Chicago 16

Dance Band Arranging
Marching Band Arranging
History, Analysis of Music
HARMONY
Trumpet
Advanced Composition
and 10 other Courses. Send for Catalog.
Name —_Age
Street P
City
Music Experience

Piano

1 Guitar

, Violin
Clarinet
Saxophone

1

"IIIIIIIIIL

State____

N B EEREEREERSYV

“or free folder and name
of nearest dealer, write The
Martin Band Instrument

ffon;pnny. Elkhart, Indiana

“BUY THE REED WITH THE GROOVES™

Qilrater

MANNE: What about this strange
phenomenon, Leonard? I'd like to ask
you. When I was in high school and
went to hear Lunceford, Basie,
Ellington, or Goodman — everybody
enjoyed dancing to those bands and

| listening. That has disappeared. A

| band can go in and play real good

| bands—Glen Gray, Duke Ellington— |

jazz in a ballroom and nobody wants
to hear that now. 1 can’t understand
what’s caused the change.

RUGOLO: Don’t you think it was i

the record business? Because when
we were in high school, all we had
to listen to was each record that came
out. If there was a new Benny Good-
man record, I couldn’t wait for it to
come out, or a new Jimmie Lunceford
record, and when the band came to
town, we would sit in front of it and
were enthralled and knew every note.
But now they don’t listen to bands
anymore. It's all popular things or
Belafonte.

FEATHER: On the other hand, it
wouldn’t be good for you to have
dance music as the essence of jazz,
Pete. 1 don’t think you’d like to be

tied down to writing music for
dancing.
RUGOLO: No, I'm not talking

about dancing, but the point was
that everything we caught in those
days was pretty good music. Tommy
Dorsey, Jimmy Dorsey had good

everything we heard seemed to be a
high caliber, but now you can’t even
call it music.

FEATHER: That's because the
big-band era is undoubtedly pretty
nearly over and the new things that
are being created are by small groups
and by individuals. I think the only
really vital step forward that has been
taken in years, as far as improvisa-
tion and style in jazz is concerned,
was bop, and 1 think it has been ab-
sorbed into the mainstream of jazz
and there has been nothing that rad-
ical that has come up since then, in
either wriften or improvised jazz.

NORMAN: Pete, do you feel as |

though the filling of the need to do
something different and unique is
leading people to write contrived

| things?

A Gitlimerick
James is no idol with feet of splay
but eyes, ears, mind and heart
of Clay.
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RUGOLO: No, | don’t think it
should be contrived. That’s why I
believe we should discuss ‘“What’s
jazz?” I know everyone’s tried to de-
fine it. But’ what should it be —
should it just be swinging and a nice,
pleasant sound? There’s no reason
why something out of tempo shouldn’t
swing, or a 3% bar or 78 bar. Why
shouldn’t we have complex harmonies
or rhythms?

FEATHER: 1 agree that it can
swing in waltz time or any kind of
steady time and have a regular beat.

POLLACK: That’s if you're con-
sidering dancing.

FEATHER: No, I don’t think it’s
even a question of considering danc-
ing. I think if it’s going to be con-
sidered jazz, it has to swing in some
kind of tempo, and if it’s out of
tempo then it has to be judged by
the same standards as classical music.
That’s what 1 object to in certain
things that have been done in the
last year or two that I don’t think can
qualify as jazz.

MANNE: Those out of tempo
things, Leonard, can be written with
basic folk music that has jazz in mind
with the feeling those things have,
without the pulsation, and still main-
tain a sound of jazz. Naturally, you’ll
be missing the pulsation, but to use
these out-of-tempo things in a com-
position for a framework for a later
pulsation and improvisation is what
is nice. They mix it all up and get
this thing going.

FEATHER: The George Russell
on RCA Victor, to me, is an example
of how jazz might be taken forward.
It’s not in any given key at most
points, but is often improvised and
is in strict tempo and swings all the
way through.

It does say something different and
something new, but it maintains what
I think are the basic qualities of jazz.
There aren’t too many people doing
that kind of thing successfully, I don’t
think.

Even Ellington, although he hasn’t
done anything completely radical in
recent years, is still moving in the
right general direction. He’s done a
very interesting series of things based
on characters from Shakespeare,
Such Sweet Thunder, at hlS recent
concerts.

POLLACK: Didn’t Paul White-
man, many years back, do concerts?
I remember an open-air concert in
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New York where he went completely
out of tempo. He had four bars of
12/8, three bars of different time.
They were all jazz musicians—maybe
40 or 50. Whatever they played still
had a feeling of jazz. They’d go along
for maybe eight or 16 bars of no
rhythm going whatever, but still it
didn’t sound as if it were a bunch of
symphony men playing the thing.

FEATHER: I wonder. I think an
awful lot of what Paul Whiteman did
acted against jazz in effect, because
he took a lot of great musicians like
Beiderbecke, Trumbauer, the Dor-
seys, etc., and to all intents buried
them—gave them eight or 16 mea-
sures once in a while, but the rest of
the arrangement was this pseudo-
symphonic stuff, which to me had no
validity either as classical music of
jazz.

I think Stan Kenton today is play-
ing much more jazz than he did in
1950 when he was experimenting in
a more offbeat manner than he is
today. Like the things he played that
Bob Graettinger wrote.

MANNE: I'd like to get in here
and say something about the Graet-
tinger things. I didn't feel they were
jazz, even though they were played by
jazzmen. Bob, of course, wrote them
to be played by jazzmen, because he
knew that jazzmen had the right con-
ception for what he wanted to be
played, but the band never got the
feeling of jazz.

I know what Leonard means. It’s
really hard to separate the two. But
I think most composers today use
those out-of-tempo and rubato things
more as a change of color than any-
thing else. I know myself at times,
Leonard, I've played drums for 18
years now, and I sit up on the stand
some nights and even when we’re
swinging I think, “How long can I
just go ding-dig-a-ding-dig-a-ding-dig-
a-ding?”

POLLACK: How would you like
to be doing it for 40 years?

MANNE: Don’t worry, I will be!

NORMAN: It seems to me, from

A Gitlimerick

The main of Payne is plainly right
as rain.

While baring his emotions,

Cecil also shows his brain.
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what we’ve discussed here, that some
jazz musicians and some jazz is going
forward; some is going backwards
and some is going sideways.

FEATHER: You're perfectly
right. I think even though we started
out with a basic disagrecment, we
have to admit that we can’t generalize
about this. There’s so much of it now
that there's room for it to go in every
different direction at once. That’s
probably a great thing.

MANNE: Yes, Leonard, and it
used to be that jazz was just swing
and Dixieland. Now therc are so
many dialects in jazz, so many con-
ceptions in modern jazz. Some who
want to play like Miles Davis' group;
others who might want to play in a
Stan Getz groove. There are so many
ways of expressing yourself.

FEATHER: That's true as long as
the musicians are broadminded
enough and have enough knowledge
of the backgrounds they inherited. A
very good example of that is Gerry
Mulligan, whom [ thought of as a bop
musician when he first came on the
scene, but nowadays you hear a little
Dixicland in what he does; you hear
a little modernized swing, and you
hear the up-to-date style of improvi-
sation. You get a combination of the
best of several schools, and possibly
that's the way jazz should be headed.

MANNE: I think Bill Holman also
leans in that direction in modern big-
band writing and arranging.

POLLACK: It might be that we
are going into a generation now
where everybody's giving in. For
about 10 or 15 years we've had may-
be 15 guys in the band and nobody
liked the same thing. Look at Boyd
Raeburn. There were 18 guys and
nobody thought alike.

MANNE: But Pete said the right
thing before. The thing that is going
to make jazz move ahcad is the in-
dividuality of the musicians — the
willingness to go out on a limb and
experiment, rather than just sit back
and be willing to imitate everybody
who’s been accepted by other musi-
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cians. Musicians have to learn to
please themselves when they play and
not just to please other musicians.

NORMAN: Shelly, I think that
was best expressed by Mendelssohn,
who said something like this: “I am
not concerned with what the public
pays for or praises, but what I con-
sider good.”

POLLACK: You know, that kept
me broke all my life!

NORMAN: Well, we have only
one minute left in this discussion, and
it seems, at least in my mind, we have
resolved this problem remarkably
well. It seems to me that in spite of
the plethora of new things, which are
not original or fresh, every once in
a while something does come along
that just knocks you out.

At least it’s always been that way
for me. When you think you’ve heard
everything, suddenly something
comes along—Ilike an Erroll Garner
or a Modern Jazz Quartet . . . Well,
as Shelly expressed it so eloquently
some time ago, all the jazz musicians
have resolved to listen to Lawrence
Welk for Lent.

MANNE: You can quote me!

POLLACK: Yes, but they say
Hawaiian music’s coming back, so
look out!

NORMAN: Thank you very much
for being with us, gentlemen.
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