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Sure hope the Boys like my new hairdo,

'They're a gas!

"Delores, even though you’re my loving 
sister I feel it my duty to tell you that 
tonight I'LL be the sensation with my 
new Fender Jazzmaster guitar and 
Showman Amp..."

1546 E. CHESTNUT • SANTA ANA. CALIF.

“Sis, you’ve aced me again; 
guess i’ll have to join the thou 
sands of guitarists like your, 
self who prefer Fender!"



White Gardenia
Johnny Griffin with Strings and Brass.

•Kl> ERMIH.

Great Expectations... After a while, when a 
record label has given you outstanding and unusual 
performance time after time, you come to expect the 
best from them. If that’s what you’ve come to expect on 
Riverside, you’ll get all you’re looking for on this most 
remarkable new album: Rich, mostly ballad-tempo tenor 
sax by Johnny Griffin, floating atop superb arrange
ments by Melba Liston and Norman Simmons in a deeply 
moving and truly beautiful instrumental tribute to Billie 
Holiday (God Bless the Child, Gloomy Sunday, Don’t 
Explain, Travelin’ Light, six others). White Gar
denia: Johnny Griffin with Strings 
and Brass (RLP 387; Stereo 9387)

Other recent Riverside LPs that justify “great expectations” include CANNONBALL ADDERLEY, Orchestra: African 
Waltz (RLP 377; Stereo 9377); The CANNONBALL ADDERLEY Quintet Plus (RLP 388; Stereo 9388); WES 
MONTGOMERY: So Much Guitar! (RLP 382; Stereo 9382); BILL EVANS Trio: Sunday at the Village Vanguard 
(RLP 376; Stereo 9376).

RIVERSIDE RECORDS
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John La Porta

education in jazz
_ _ _ _ _ _ _ _ _ _ _ _ _ _ by John La Porta

The Berklee School has hon
ored me with the privilege of join
ing their auspicious faculty starting 
with the June session in 1962. I look 
forward with keen anticipation to the 
beginning of what I am sure will be 
a great experi
ence.

As I see 
it, Berklee stands 
in contradiction 

' to this age of 
automation and 
conformity. Its 
primary concern 
is to foster the 
creative growth of the individual in 
America’s only real musical contri
bution to the world as we know it.

Its curriculum is both organ
ic and flexible. Organic because it 
teaches the student from the very 
base of his musical potential to pro
fessional flowering maturity. Flexible 
because it wisely understands the 
change is a constant factor in main
taining vitality in any program that 
concerns itself with the preparation 
of students for the reality of an ac
tive musical life.

A curriculum of this nature 
has infinite possibilities for broaden
ing and expanding the musical growth 
of both the student and the teacher.

If you desire to contact me 
after June 11, 1962, do so at The 
Berklee School of Music, 284 New
bury St., Boston 15, Mass.

First Semester Classes begin
September • January • May

For Information . . . Write to:

BERKLEE School of Music 
284 Newbury St., Boston 15r Mass.

Summer Courses 
in Modern Music 
for both beginning 

and advanced students
6 week terms, June 11, July 23

12 week term, June 11 

Music Educators' Clinic—July 16 to 21 
Send for FREE NO-OBLIGATION brochure.

Berklee
school of music

284 NEWBURY STREET 
BOSTON 15, MASS.

down 
beat

THE BI-WEEKLY MUSIC MAGAZINE 
ON THE NEWSSTANDS THROUGHOUT THE 

WORLD EVERY OTHER THURSDAY

READERS IN 8G COUNTRIES
Japanese Language Edition • Published in Tokyo

PRESIDENT

JOHN J. MAHER

PUBLISHER

CHARLES SUBER

EDITOR

DON DeMICHEAL

ART DIRECTOR

ROBERT J. BILLINGS

ASSOCIATE EDITORS

BILL COSS
JOHN A. TYNAN

CONTRIBUTING EDITOR

LEONARD FEATHER

ADVERTISING PRODUCTION

GLORIA BALDWIN

BUSINESS MANAGER

WILLIAM J. O’BRIEN

THINGS 
TO COME
Tiie Feb. 1 Down Beat, 
which goes on sale 
Thursday. Jari. 18, fea
tures perceptive articles 
on the two 1961 Hall 
of Fame winners: Bil
lie Holiday, who won 
the Readers Poll, and 
Coleman Hawkins, who 
won the International 
Jazz Critics Poll. Olli
er features, of course. 
Plus news, record re
views, columns, and all 
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...AND
THE

DUKES
GO

MARCHING

When they play... it’s Dixieland, 
all right, but not just exactly 
like you ever heard it played, 
before! It moves—like a 
Mardi Gras parade!

A lot of Mississippi water has 
flowed past the old gray docks 
at the foot of Napoleon Street 
since New Orleans sent up 
anything like the “Dukes of 
Dixieland”! Back in 1947 the 
boys had a high school combo, 
playing at a seafood bar; now 
they headline on Ed Sullivan’s 
television show. It’s “standing 
room only” when they appear at 
the “Round Table” in New York, 
“The Blue Note” in Chicago, 
“The Famous Door” in New 
Orleans or “The Thunderbird” 
in Las Vegas. They’re in the 
big time all over America. When 
you hear them you know why. 
They play Dixieland that pulls 
you right out of your chair and 
makes you feel wonderful!

Most of the band is the Assunto 
family. Frank is the front man, 
blowing that Olds trumpet of his 
so it sounds like glory. Fred plays 
great trombone. It’s an Olds too, 
of course. And then there’s 
Papa Jac’s trombone giving the 
kids something to live up to. 
He started the Olds tradition 
with the Assunto family 'way 
back in 1928.

Records! They’re on the 
Audio-Fidelity label in stereo 
and hi-fi. They’ve made album 
after album ... singles, too ... 
every one a solid hit.

Yessir, the Dukes are making 
Dixieland history ... and they’re 
making it with Olds.

F. E. OLDS & SON
Fullerton, California



MIKE
mainieri.

"THE WORLD'S GREAT VIBISTS 
PLAY DEAGAN VIBRAHARPS"

For iniormaYion; See your. Musk Merchant or write:;

J. C. DEAGAN, INC.
1770 WEST BERTEAU AVENUE ILL I N O I S• CHICAGO 13

CHORDS &
DISCORDS

Loveiy Words from Ornette

I have read articles by the staff of 
Down Beat and some freelance writers 
about music. . . . This is very good for 
musicians and listeners.

I do believe everyone shares in the 
nature of music whether we like it or not, 
player and nonplayer. The biggest problem 
about music is the material it is made 
out of, and this seems to be brought 
about by the social concept of classes 
rather than the music itself. I guess that 
is why jazz music has such a beautiful 
meaning; it is classless, just as the art of 
human living is a classless way of living 
that gives. Music has this quality.

I wrote this letter because I believe in 
people and their relation to music.
New York City Ornette Coleman

Covers Up

Since I’ve been a subscriber I have be
come fascinated by each issue’s cover. 
Each cover reveals to me the depth of the 
article and the person or persons written 
about. The covers are not Just pictures of 
jazz artists, they arc a true conception of 
what the artist feels, and he portrays it 
in his sketch.

These sketches make you stop and think. 
They make you picture in your mind what 
idea or feeling the artist is trying to get 
across to his viewers.

I’ve referred back to my old issues of 
DB 1957-58, and looking at them, I saw 
artists such as Dave Brubeck, Frank Sina
tra, Gerry Mulligan, and others. They're 
great covers, but there is no message, no 
meaning.

I’d like to congratidate the Down Beat 
staff for its great work and especially 
David Stone Martin, Ray London, and 
Robert J. Billings for their terrific and 
imaginative job on the DB covers. 
Eggertsville, N.Y. Joan Skill

East Is East, and West Is West

A few years ago, I thought rock and 
roll was the greatest music in the world. 
But as 1 got older, I “advanced” from the 
lower class of music to the supreme—jazz.

After a white, I got to know the artists 
by their styles of playing, but I never 
got to know the difference between West 
Coast and East Coast styles of jazz. . . , 
It has been bothering me for some time. 
I’d sure like to know the difference. 
Henderson, Nev. Bob Haney

The term West Coast jazz was one con
trived as a peg on which to hang large 
record sales. Of the men identified with 
the term, few were born on the West 

I Coast; most were from the East. Several 
were interested in writing, both composi
tion and orchestration, and they applied 
their skills in this field to small ensembles, 
usually. The players, having taken up



The trombone of stars! And little won- Il B 
der. This Connstellation by Conn has ® 
all the features you need for an out-of

. this-world performance. Scientifically M 

tapered Electro-D bell, together with a W 
igle cylindrical bore, gives the Conn- m

illation a powerful, brilliant tone. ■ 
pecial formula featherweight bronze ■ 
ase outer slides, together with Crysteel 1 
inished inner slides of nickel silver, ' 
permit incredible smoothness and 
speed of action. Formed brace flare 
allows more comfortable hand grip. 
Experience this heavenly performance 
for yourself! For a close-up look at 
the superb Connstellation, visit your 
close-by Conn dealer!coixnxr 1

CORPORATION 
ELKHART, INDIANA

48H Connstellation Bb Trombone, illustrated: Electro-D 1 
bell,"Duro-cast" hand and bell brace, Special formula 
outside slides, Detachable balancer, Nickel-plated 
hand grip, Precise A-440 Intonation, Single cylindrical 
bore, 8” bell flare, Lustre-Conn finish, Positive bell 
lock, Protective slide bow guard with bumper, Form-fit 

| water key, Slide lock, Telescopic braces, Crysteel Alr- 
1 float Inner slide, Featherweight bronze base outer 

slide, Free spun bell wire. Price with case, $330.00.
I One of eight different models—eight different tone 
1 colors—available at your Conn dealer, from $149.95 
1 to $450.00.

A close look 
at a close-by 
Connstellation



ersonal Listener
Stereo System of People

Who Know Good Music

THE KOSS PERSONAL LISTENER 4-SPEED PHONO
gives you outstanding totally different realism in either monaural 
or stereo . . . and personalized listening, too.

That’s why stars who recognize good music use the Personal Listener 
themselves. Stars such as Tony Bennett, Bobby Hackett, Les Brown,
Stan Kenton, Pete Fountain and Gene Krupa study music for hour
after endless hour without disturbing others.

Diamond-sapphire turnover cartridge insures 
the finest in music reproduction quality.

Koss Stereophones — the new 
personalized method of stereo listening

Ask your hi-fi specialist 
or music dealer to 
demonstrate The 
Personal Listener and 
Koss Stereophones.

Tony Bennett

are included with each Personal 
Listener. Stereophones will add new 
depth to your records — dramatic 
depth that puts you right in the 
middle of the orchestra.

UNIT FEATURES DRAMATIC 
KOSS STEREOPHONES

Your Personal Listener comes with 
one set of Stereophones and jacks for 
plugging in an additional set.

Gene Krupa

Bobby Hackett

Stan Kenton
Pete Fountain

Les Brown

$110.00

INCORPORATED
2227 North 31st Street • Milwaukee, Wisconsin

Export Office: EMEC, PLAINVIEW. N.Y. Canada: ACTIVE RADIO &.V

residence in, generally, the Los Angeles 
area, were also interested in acquiring 
studio jobs, and to get such a position re
quired polished musicianship. All this led 
to jazz of a polished and craftily arranged 
kind.

East Coast jazz, a term that really 
never caught on, was supposedly a hard- 
driving, bop-derived music made up of 
long and fiery solos hacked by an equally 
heated rhythm section.

In essence, both terms were and are 
false, because jazz is not geographically 
definable, nor can it, should it, he stuck 
in neat but suffocating pigeonholes where 
psychic economy flourishes but art dies.

Dates and Places, Please

Why are recording dates such a big 
secret that they are seldom included in 
the liner notes of albums?

1 feel that there are four things that 
should be a definite requirement in the 
writing of liner notes: the personnel, the 
place, the recording date, and the names 
of the tunes. All this should be in a sep
arate place on the back of the record 
jacket and given precedence over the 
euphemistic jabber that so often clutters 
that portion of the jacket.

But, on most occasions, I am dismayed 
to find the recording date and place have 
both been eliminated, and a long involved 
history of how so-and-so’s grandmother 
bought him a trumpet at the age of 4 has 
replaced what 1 consider necessary.

I don’t know, maybe I’m the only guy 
that feels this way, and maybe I wilt 
eventually go stark raving mad one of 
these days. But don't you think the record
ing date is important? The Riverside 
people are the only ones I can think of that 
list the date and place on all their records. 
May they have a place in heaven re
served for them.
APO, New York City Gene Miller

Wanted: Letters to Pete

In a Hot Box column that appeared 
in 1960, George Hoefer wrote about 
Pete Johnson, the great Kansas City blues 
pianist. It was a long overdue piece of 
writing, in the article, Johnson's address 
was listed. However, Pete has just recently 
moved to a quieter section of Buffalo. 
His new address is 76 Dodge St., Apt. 5, 
Buffalo 9, N. Y.

It certainly would be a wonderful thing 
for Pete’s morale to hear from his many 
friends. Due to illness, he has been un
able to work for three years.

He and his wife are very interested in 
receiving any information pertaining to 
records that Pete cut for various labels 
in the ’30s and '40s. If any readers have 
such information, they can send it to 
Pete. He will be most grateful.

Many of Pete’s friends in Buffalo and 
Toronto have been awaiting word on the 
outcome of an alleged benefit performance 
held for Pete in New York City within the 
past few months. All that is known is that 
such a benefit was held, but, as yet, no 
accounting has been made.
Buffalo, N. Y. Carroll Hardy



PROGRESS 
REPORT *2 
From:
VERVE RECORDS
Subject: Poll Winners
When a jazz musician wins the coveted top 
spot in the annual Down Beat Jazz Poll, 
he reigns in his field. This is the yard
stick by which today's greatness is meas
ured. At Verve, we feel that the results 
of the 1961 Down Beat Poll show clearly 
that the slogan, nThe Jazz Of America Is 
On Verve," is more than a catch-phrase.

These are current Verve artists who won 
first place awards (the latest album by 
each artist is noted in parentheses):

Hall Of Fame—Billie Holiday (THE 
ESSENTIAL BILLIE HOLIDAY V-8410) 
Baritone Sax — Gerry Mulligan (A 
CONCERT IN JAZZ V/V6-8415) 
Arranger—Gil Evans (Coming Soon! 
BILL EVANS, PIANIST, MUSIC ARRANGED 
AND CONDUCTED BY GIL EVANS 
V/V6-8435)
Piano — Oscar Peterson (THE TRIO 
V/V6-8420)
Vibes — Milt Jackson (VERY TALL, 
with The Oscar Peterson Trio 
V/V6-8429)
Bass—Ray Brown (JAZZ CELLO 
V/V6-8390)
Female singer — Of course, Ella 
Fitzgerald (CLAP HANDS, HERE COMES 
CHARLIE! V/V6-4053)

And also note that some of the greatest 
recorded jazz by other poll winners is 
on Verve. Dig into a catalog to dig the 
choice items by Buddy DeFranco, clari
net; Count Basie, best dance and jazz 
band ; Miles Davis (with Charlie Parker), 
trumpet; and J. J. Johnson (JATP). 
There's new gold to be mined in the glis
tening Contemporary Music currently on 
release by Verve. A case in point is 
illustrated by the striking photo at the 
right. It's a sliver of the cover of one 
of the most provocative albums of modern 
music ever recorded. It features the 
tenor saxophone artistry of Stan Getz, 
the composition genius of Eddie Sauter, 
and the sensitive string direction of 
Hershy Kay. It's called FOCUS.

And the focus in jazz is always on 
Verve Records.

EFTHEJAZZ 
OFAMERICA 
IS ON VERVE



COLUMBIA RECORD CLUB now offers a brand-new

GREWjAg

KIND OF BLUE

133. Freddie Free
loader, Flamenco 
Sketches, etc.

GERRY MULLIGAN 
MEEIS STAN GETZ

78. Bye Bye Black
bird, Walkin', All 
of You, etc.

85. Anything Goes, 
Ballad, Let's Fall in 
Love, etc.

138. Out of This 
World, I'm Gonna Go 
Fishin', etc.

MAYNARD FERGUSON
AND HIS ORCHESTRA
BOY WITH LOTS OF BRASS

The Sang Is You • A Foggy Day 
1en more

... and as a new member 
you may have

ANY 
SIX 

of these $3.98 to $5.98 jazz records 

— in your choice of

REGULAR AIOA 

or STEREO I w
141. Let's Dance, 
Moonglow, etc. Not 
available in stereo.

31. Clap Yo’ Hands, 
But Not for Me, Man 
I Love, plus 9 more

30. Misty, Gone With 
the Wind, How High 
the Moon, 6 more

180. The Lamp is 
Low, Song is You, 
Easy to Love, etc.

DIZZY GILLESPIE
"HAYE 

TRUMPET, 
WILL

81. st. Louis Blues, 
My Heart Belongs to 
Daddy, etc.

JOHNNY MATHIS 
JOHNNY'S MOOD

GILLESPIANA ANDRE PREVIN I 
hit piano and orchestra |

r LIKE LOVE
1 J

Love Me 
or Leave Me

3 Love is
Here to Stay 

plus 10 we 
eeehieei

if you join the Club now and agree to purchase as 
few as 6 selections from the more than 400 to be 
offered in the coming twelve months.

136. Prelude, Blues, 
Africana, Toccata, 
Pan-Americana

39. Also: When I Fall 
in Love, Like Some
one in Love, etc.

40. Sound of Music, 
Too Darn Hot, Take 
Me Along, 7 more

With membership you also receive

ETDE7ET RECORD BRUSH AND 
■ IZt EL CLEANING CLOTH

Insure true-fideJity sound reproduction 
and prolong the life of your records and 
needle. Specially treated cloth picks up 
surface dust; brush keeps grit out of 
grooves, and clips onto any record player 
or turntable tone arm. A $1.19 VALUE

OLATUNJI
DRUMS

OF
PASSION

ROY HAMILTON breezin' along 

with the breeze
Begin the Beguine 

Soft Summer Breeze 
-9 More

EDDIE HEYWOOD

SIDE BY SIDE

DUKE ELLINGTON 
and

JOHNNY HODGES 
plus others l'geliti

4. Also: I'm ill the 
Mood for Love, How 
High the Moon, etc.

139. Cult Rhythm, 
Chant to the God of 
Thunder, etc.

86. "It swings, it's 
full of excitement" 
—Downbeat Magazine

27. Never Let Me Go, 
Jungle Fever, Down 
By the Riverside, etc.

87. Also: Gone With 
the Wind,The Breeze 
and I, etc.

80. Willow Weep For 
Me, Solitude, Where 
or When, 6 more

135. Squeeze Me, 
Stompy Jones, Big 
Shoe, Ruint, etc.

I MAHALIA JACKSOnI
fite Power 

and the
> Glory
* EnnziHn

Orch. and Choir Cond. 
by PERCY FAITH

Herbie Mantes

FLUTE "W’

BRASS ; ’
VIBES

&PERCUSSION

"Hottest New Group 
¡0 JaZZ"—DOWNBEAT

182. Everybody’s 
Boppin, Charleston 
Alley, etc.

LAMBERT 
HENDRICKS

183. Dark Eyes, John 
Henry, Greensleeves, 
Soul Mist, etc.

124. Hot and Cold 
Running Tears, Ima
gination, 10 more

The Divine
SARAH VAUGHAN

Imagination

Please f O' rlriHW
Mr. Brown

It’s Love

9 more (

145. Close Your 
Eyes, Blues for Big 
Scotia, O.P., etc.

29. Onward Christian 
Soldiers, Rock of 
Ages, 12 in all

144. Exciting Afro- 
Latin rhythms in 
dramatic settings

181. Autumn Leaves, 
New Rhumba, Way 
Down, Trio, etc.



selection of

RECoRDÿ
HERE’S A BRAND-NEW SELECTION OF GREAT JAZZ - from hot to 
cool - performed by the outstanding artists of our time! As a 
new member of the Columbia Record Club, you may have ANY 
SIX of these records for only $1.89! Never before has the Club 
offered so many records for so little money! What’s more, you’ll 
also receive a handy record brush and cleaning cloth — an addi
tional value of $1.19 - absolutely free!

TO RECEIVE YOUR 6 RECORDS FOR ONLY $1.89 - fill in and mail 
the postage-paid card provided. Be sure to indicate whether you 
want your 6 records (and all future selections) in regular high- 
fidelity or stereo. Also indicate which Club Division best suits 
your musical taste: Classical; Listening and Dancing; Broadway, 
Movies, Television and Musical Comedies; Jazz.

HOW THE CLUB OPERATES: Each month the Club’s staff of music 
experts selects outstanding records from every field of music. 
These selections are fully described in the Club’s entertaining 
music Magazine, which you receive free each month.

You may accept the monthly selection for your Division ... or 
take any of the wide variety of other records offered in the 
Magazine, from all Divisions.., or take no record in any par
ticular month. Your only membership obligation is to purchase 
six selections from the more than 400 records to be offered in 
the coming 12 months. Thereafter, you have no further obligation 
to buy any additional records . . . and you may discontinue your 
membership at any time.
FREE BONUS RECORDS GIVEN REGULARLY. If you wish to continue 
as a member after purchasing six records, you will receive — 
FREE - a Bonus record of your choice for every two additional 
selections you buy - a 50% dividend.

The records you want are mailed and billed to you at the 
regular list price of $3,98 (Classical $4.98; occasional Original 
Cast recordings somewhat higher), plus a small mailing and 
handling charge. Stereo records are $1.00 more.
MAIL THE POSTAGE-PAID CARD TODAY to receive your 6 records 
-plus your FREE record brush and cleaning cloth-for only $1.89.

NOTE; Stereo records must be played only on a stereo record player.

COLUMBIA RECORD CLUB,Terre Haute, Ind.

BERNSTEIN plays 
BRUBECK plays 
BERNSTEIN

132. Dialogues for 
Jazz Combo and 
Orchestra, five more

MINGUS AH UM 
CHARLES MINGUS

184. Goodbye Pork 
Pie Hat, Pussy Cat 
Oues, etc.

7 MORE GREAT RECORDS TO CHOOSE FROM

175 & 17S. Lester Young Me
morial Album (2-Record Set — 
counts as two selections). Not 
available in stereo. Here’s 
Lester Young, with Count Basin 
and his Orchestra, in 24 great 
performances. Shoe Shine Boy; 
Riff Interlude: Taxi War Dance: 
Clap Hands, Here Comes Char- 
lie; Easy Does At; I Never 
Knew; etc.

149. The Bob Bookmeyer Quar
tet - The Blues Hot and Cold. 
One of our finest trombonists 
improvises on Languid Blues, 
On the Sunny Side of the 
Street, I Got Rhythm, Stoppin' 
at the Savoy, etc.

150. Clifford Brown and Max 
Roach at Basin Street. Not 
available in stereo. What is 
This Thing Called Love? I'll Re
member April, Time, 4 more

177 & 178. The Unforgettable 
Lady Day (2-Record Set-counts 
aS two selections). Not avail, 
able in stereo. 24 great Billie 
Holiday performances — Body 
and Soul. Strange Fruit, You Go 
to My Head. These Foolish 
Things, Man I Love, etc.

147. Manny Album - Drum 
Feast. 10 tasty tidbits Pickled 
Seats, Cymbal Soup, A Sip of 
Drum Bouie, Tea 'n Timpani, 
Rare Snare, elc.

1B6. Dinah Washington - The 
Queen. All of Me, Bad Luck, 
Make Me a Present of You, 
Back Water Blues, 8 more

189. The Al Cohn-Zoot Sims 
Quintet - You 'n Me. On Ihe 
Alamo, Love for Sale, Awful 
Lonely. You'd Be So Nice to 
Come Home To, etc.

TIME OUT
THE DAVE BRUBECK QUARTET

77, Take Five, Three 
to Eet Ready, Every
body's Jumpin', etc.

AHMAD JAMAL

HAPPY MOODS
[ARGO!

82. I'll Never Stop 
Loving You, For All 
We Know, 8 more

COOL 
VELVET 
STAN
GETZ 

and 
Strings

THE TWO OF US

Dinah 
Washington

17. There Goes My 
Heart, Love Walked 
In, Call Me, 9 more

140. Stella By Star
light, etc. Not avail
able in stereo

BROOK 
BENTON
GOLDEN 

HITS

Kiddio -The Same One 
Endlessly ■ 9 More

84. Here’s jazz at 
its best. Limehouse 
Blues, Wabash, etc.

CANNONBALL 
ADDERLEY 
QUINTET

In

179. Nature Boy, 
Born to be Blue, 
Early Autumn, etc.

137. Jubilation, If I 
Love Again, Fuller 
Bop Man, etc.

SAXOPHONE 
SUPREMACY 
KlJ Stitt 

luartet

148. Just Friends, 1 
Cover the Water
front, etc.

13. Also: So Close, 
Hurtin' Inside, So 
Many Ways, etc.

1. Also: Great Pre
tender, Enchanted, 
Magic Touch, etc.

185. To Beat or Not 
to Beat, etc. Not 
available in stereo

• Zilrair

New Recording 
NIGHT TRAIN 

BUDDY MORROW 
_ and his Orchestra

47. One Mint Julep, 
Rib Joint, Mangos, 
Pink Lady, 7 more

LIONEL
HAMPTON
SILVER

VIBES

134. Poor Butterfly, 
My Foolish Heart, 
Speak Low, otc.

GOLDEN VIBES 
LIONEL HAMPTON 

and rhythm

79. Smoke Gets in 
Your Eyes, My Fun
ny Valentine, 10 more

Begin the 
Beguine £
Marie ’

Caravan i

187. Music from the 
Soundtrack. Not 
available in stereo

142. Everybody’s 
Blues, Caravan, 
Cherokee, 7 more

143. Hello, Young 
Lovers; What’s New;
10Q Proof; etc.

LES BROWN 
BANDLAND

SSaSstring ofPe2r,s
SÉ® So Rare

125. And the Angels 
Sin", A String of 
Pearls, etc.

® “Columbia,»• (g), “Epic,'’ @ Marcas Keg. © Columbia Record Club, Inc., 1962 13



GIBSON ARTIST: HERB ELLIS
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USE GIBSON

The better the 
strings, the better the 
music. The 
satisfaction you get 
from music played 
with Gibson Strings 
proves that they are 
the finest.

SlPiCTlg AD IjB

Moody

NEW YORK
Two clubs on this coast ran into trouble during December.
Boston’s Storyville, no longer really associated with 

George Wein, closed its doors last month after an engage
ment by Cannonbait Adderley. Official word was that jazz 
fans hardly ever came to see favorites except on Saturday 
night. Unofficial word was that unsympathetic management 
had driven regular jazz fans away in favor of the weekend 
crowds. (In any case, Boots Mussilli’s club in Milford, Mass., 
and the Fairbrook Country Club in Worcester, Mass., con
tinue to book big-name attractions.) 
Storyville house-pianist Al Vega moved 
into Somerville's Jumbo, three miles from 
the city’s center.

The Five Spot, New York’s prime 
place for groups outside the usual public 
trend, was closed by police order after 
a minor, bearing a false identification 
card, was served a drink. James Moody 
and Freddie Redd were thereupon out 
of work. Joe Termini, owner of the club, 
lost several thousand dollars. Of course, 
nothing happened to the young man.
(Mindful of the sheer unfairness of such procedure, the 
New York legislature is considering a bill requiring young
sters to carry identification cards complete with photographs).

Garry Burton, the youthful vibist, has been invited to 
play at Punta del Esta Jazz Festival to be held at Monte
video, Uruguay, Jan. 31-Feb. 6. Burton intends to take 
with him Chris Swansen, valve trombone; Don Jones, bass; 
Don Martin, drums. The festival, sponsored by Pena del 
Jazz, will also spotlight jazz groups from 
Argentina, Chile, Brazil, Uruguay, The 
Netherlands, and France.

Jazz radio continues strongly in the 
area. Long Island’s WB AB now features 
The Alan Grant Jazz Nocturne Show 
Monday through Saturday night . . . 
WNEW’s second show with live musi
cians featured Duke Ellington , . . Les 
Davis broadcasts nightly from the Jazz 
Gallery, part music and part interviews 
. . . And, away from here, Henry 
Whiston’s Jazz at Its Best, a Montreal net
work show, now is past its 600th Saturday performance.

Erskine Hawkins is currently in Canada . . . Zoot Sims, 
back from England, hopes to return there with tenor mate 
Al Colm . . . Art Farmer broke his right (playing) hand 
but is able to function despite the cast . . . Nina Simone, 
married a New York detective in December, before leaving 
for an African tour.

Trumpeter Dick Vance, former sideman with many 
name bands, has a featured spot in the current stage show 
at Radio City Music Hall . . . Brooklyn’s new jazz club, 
the Show Spot, opened with a group led by Lou Donaldson 
, , . A tenor saxophone summit meeting took place at 
Carnegie Hall New Year's Eve when Sonny Rollins, Stan 
Getz, and John Coltrane, with their groups, were featured 
in concert. Jimmy Rushing will appear for eight weeks with 
Harry James, four each in Las Vegas and Lake Tahoe, 
Nev. . . . Chico Hamilton’s quintet furnished the music for 
a 10-minutc color film, Litho, “an impressionistic concept

(Continued on page 52)
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Armstrong

LOUIS AND OTHERS SUED FOR 
11% MILLION DOLLARS

Louis Armstrong seemed caught in 
the hot, heavy verbal crossfire of his 
manager Joe Glaser (who also is head of 
Associated Booking Corp.) and show 
producer Harold Minsky, of Minsky’s 
Fo.lies fame.

Armstrong had signed a contract to 
appear for 12 weeks, at $15,000 a week, 
in a Minsky-produced show at the New 
Frontier Hotel in Las Vegas, Nev. The 
trumpeter was scheduled to begin his 
run in February. But last month Glaser 
stated Armstrong would not appear, say
ing that Minsky’s shows were “indecent, 
immoral, and obscene.” Glaser went on 
to say he expected future shows pro
duced by Minsky to be of the “same un
savory character.” Therefore, no Louis.

Reaction was not long coming. Min
sky expressed shock at Glaser's charges, 
and he and the hotel filed an $11,500,- 
000 damage suit against Armstrong, 
Glaser, Associated Booking Corp., and 
Arthur Engle, local ABC representative.

The suit asks for the hotel $1,500,000 
for anticipated loss of revenue because 
of Armstrong’s nonappearance; $4,000,- 
000 general damages; $1,000,000 puni
tive damages for allegations that the 
hotel was not providing anything but 
clean, wholesome entertainment. For 
Minsky the suit seeks $4,000,000 gen
eral damages and $1,000,000 punitive 
damages for what Minsky said were 
damages to his reputation.

Armstrong and Glaser could not be 
reached for comment. Perhaps enough 
had been said already.

LINCOLN CENTER FINALLY
TAKES HEED OF JAZZ

Almost since the time of the cere
monial ground-breaking, the jazz world 
has waxed indignant because the Lin
coln Center of the Performing Arts, 
located in New York City, had made no 
formal recognition of jazz. Other art 
forms found a warm welcome, perform
ance dates, and support by a committee 
of artists.

One of the purposes of the Afro- 
American Musicians Eastern Seaboard 
Conference, headed by pianist Randy 
Weston, was to convince Lincoln Center 
officials that jazz should have a place in 
the center’s plans. But to gain a hearing 
before the cultural organization, a com
mittee must first be requested to form 
by the center. A AM ESCO received no 
such request, and its aim was thwarted.

But now the Lincoln Center has made 
its own move, requested a committee, 
and chosen one of value and virtue.

Heading the committee is Russell 
Sanjek, public relations director of 
Broadcast Music, Inc., jazz writer, rec
ord collector, and once editor of such 
jazz magazines as Hot Record Society 
Rag and The Needle (both now de
funct). Sanjek’s jazz interests span all 
forms of jazz, from old to modern.

Sanjek also is a member of the plan
ning committee for the First Interna
tional Jazz Festival, Washington’s spring 
bid for pre-eminence in the jazz field 
this year. (The festival, sponsored by 
the President’s Music Committee, will 
present jazz in its many forms.)

Associated with Sanjek on the Lincoln 
Center committee are pianist Billy Tay
lor and composer Gunther Schuller. Ac
cording to Reginald Allen, Lincoln 
Center’s executive director for opera
tion, the committee's function will be 
“to offer constructive advice to help 
the center evaluate and select the most 
qualified jazz and folk musicians.”

WILL JAZZ REPLACE WESTERNS 
ON TELEVISION?

The romance between jazz and tele
vision has been a hot and cold affair— 
usually with jazz being hotted up too 
much or left out in the cold.

There were the sometimes-lamented 
Timex shows of a few seasons ago, and 
then, of course, there’s always juvenile- 
delinqucnt-infested jungles of concrete, 
machineguns, and boppish altos with 
bongo backing.

Now, the series are beginning, and 
chances arc there will be a raft of them. 
First in production is Lakeside Produc
tion’s Have Jazz, Will Travel, 39 
episodes dealing with jazz abroad.

Next is Jazz for Sale, filmed by 
MGM, produced by Seven One Seven, 

an independent company. The initial 
film features such as trumpeter Charlie 
Shavers, tenorist Al Cohn, and vocalist 
Rita Hayes.

Industry advertising men, usually first 
to sense a trend, believe the jazz tele
vision show is about to begin, including 
situation shows of all kinds. One source 
reported, “The market will be wide 
open if you can came up with ideas.”

How about Sing Along with Zoot?

BROADWAY GOES JAZZ
-OR VICE VERSA

The typical Broadway musical, often 
more Broadway than musical, has held 
a strong fascination for jazzmen, par
ticularly those on the West Coast, dur
ing the last few years.

If what is happening so far, this early 
in the season, is any example, the trend 
is no longer confined to one coast, and 
there will likely be a deluge of recorded 
jazz versions of musicals.

Eight musicals opened before Jan. 1. 
Kwamina, an early fatality, had its score 
by Richard Adler translated into jazz 
by Billy Taylor for Mercury. Frank 
Loesser’s music for How to Succeed 
in Business without Really Trying finds 
itself on Verve with jazz arrangements 
by Gary McFarland played by a 20- 
piece band. Pianist Dave Grussin has 
recorded Julc Styne’s score for Subways 
Are for Sleeping. Jerry Herman’s music 
for Milk and Honey is represented on 
Everest by Charlie Shavers and Wild 
Bill Davis. Riverside rushed out a jazz 
version of Kean, music by Robert 
Wright and George Forrest, arrange
ments by Jimmy Heath, Ernie Wilkins, 
and Melba Liston and played by an all- 
star jazz group.

That’s five of eight, a healthy per
centage. The three musicals not yet 
adapted to jazz are Let It Ride, Sail 
Away, and The Gay Life.

]KLl AND COFFEE 
ON PARK AVE.

Near year’s end began a unique New 
York City jazz concert series called 
Jazz and Coffee. The scries’ producer, 
Roy Silver, originally conceived this 
specialized version of the old-time break
fast dance as a Sunday morning concert 
presentation with free coffee served be
fore the concert and during intermission.

Within a few weeks, the time was 
changed to 3 p.m. and guest stars such 
as Lee Konitz, Stan Getz, Bill Hender
son, and George Crater appeared along 
with such regulars as John Neves, Jay 
Cameron, and Roy Haynes. The series 
seemed an assured success.

Now Silver has moved the whole pro
duction into the Hotel Vanderbilt, and 
the Park Ave. address (at 34th St.) 
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has interfered not a bit with the ex
cellence of jazz, coffee, or attendance.

The cloud fallen over many small 
concerts this season has an obvious Sil
ver lining.

FREE JAZZ HITS
CINCINNATI SNAG

The dialog was strong and the action 
animated in the first two acts of what 
probably will be a three-act melodrama. 
There was much wild ado, and it signi
fied a great deal, some of which is still 
to be decided in the play’s third and 
final act.

The actors:
Ornette Coleman and his Double 

Quartet plus his manager, Mildred 
Fields, pitted against officials of Encore 

Productions, producer of a Coleman con
cert scheduled for late fall in Cincin
nati, Ohio.

The scenes:
Encore advertised in Cincinnati 

newspapers that Coleman would present 
“an unrehearsed concert,” but the con
cert was canceled at the last minute. 
A “late rehearsal” was one reason given 
for the cancellation.

Dick Shaefer, a former correspondent 
for Down Beat, reported Encore had 
posters “all over town, announcing, 
‘Ornette Coleman—Free Jazz Concert.’ 
People read it literally and actually 
went to the boxoffice looking for free 
tickets.”

Encore voiced several complaints 
against Coleman, et al., one of the more 
serious being that $900 was advanced 

to Coleman so he and the other musi
cians could fly from New York City. 
Instead, complained Encore, most of the 
musicians drove to Cincinnati by car.

“We have to conclude they made 
money on that deal,” said a spokesman 
for the production company.

“Nonsense,” Miss Fields said later in 
New York. “Who ever heard of travel 
money with restrictions on it. The musi
cians decided to travel by car to enjoy 
themselves. That’s nobody’s business but 
the musicians’. As it was, Ornette and I 
got to Cincinnati the day before the con
cert to help with promotion, and we 
worked all day and the next, too.

“All these other stories are childish. 
Nothing contractual was ignored. The 
plain facts are that the concert was not 
promoted correctly until we got there. I

Special Report

Congress Investigates - But Will Anything Be Done?
At the end of 1961, the select sub

committee on education of the House of 
Representatives committee on education 
and labor met with scores of witnesses 
in New York and San Francisco on the 
economic conditions of performing arts 
and artists. In New York Rep. Frank 
Thompson (D-N. J.), chairman of the 
subcommittee, was joined by members 
Charles S. Joelson (D-N. J.) and 
Robert N. Giaimo (D-Conn.) in con
ducting the hearing. In San Francisco, 
Thompson was joined by Rep. David T. 
Martin (R-Neb.).

In New York:
Rep. Thompson began the hearing by 

saying that the investigation was moti
vated by the “recent difficulties of the 
Metropolitan Opera, the New York 
Philharmonic and the Philadelphia 
Orchestra.”

AFM president Herman Kenin testi
fied that government subsidy was abso
lutely imperative. He went on to con- 
trast “governmental concern for two 
breeds of trumpeters threatened with 
extinction—the whooping crane and the 
musician.

“I will not comment on the compara
tive status of whooping cranes and musi
cians in official Washington,” he said, 
“except to say that the monies our gov
ernment has spent to preserve the 
whoopers would finance a federal arts 
council for a hundred years or more.”

Almost all the testimony concerned 
itself with the deficits suffered by in
dividuals and institutions. An example 
of that was a statement by Anthony A. 
Bliss, president of the Metropolitan 
Opera Association. This season's deficit 
would run more than $1,000,000, he 
said, adding that the Metropolitan loses 
more than $3,500 each performance.

Choreographer Agnes DeMille was 

one of those who spoke for individual 
hardships. She told the subcommittee: 
“Only the very young, the green be
ginners, and those who have no tie of 
home or permanency will continue in 
the business. The maturing artist, the 
young man or woman of 27 or there
abouts, gels out, abandons the profes
sion, along with his investment of time, 
money, and effort.”

Rep. Giaimo seemed to speak for 
the subcommittee on the last day of the 
hearings, admitting the inequities that 
exist, and suggesting ways and means 
of improvement beyond government 
subsidy.

“Where is all the money going that 
Americans are spending on good 
music?” he asked. “Is it going to a nest 
of middlemen, the noncreative reprodu
cers of music who stand between the 
public and the musician?”

He went on, saying, “The real sub
sidy for the music we enjoy in operas, 
ballets, or on the concert stage comes 
from the musicians themselves. . .

He was speaking of classical musi
cians, but the words are easily adaptable 
to the field of jazz. Similarly, any re
sults wrought by the subcommittee for 
the arts likely will benefit jazz.

In San Francisco:
Phil Fischer, movie and television 

film studio representative of the AFM, 
bluntly sketched for the committee the 
employment crisis facing U.S. record
ing musicians. He outlined the creep
ing recession in movie and TV film 
music and urged the congressmen to 
support a bill now in the House of 
Representatives that seeks to discour
age the use of foreign-made sound
tracks by U.S. producers.

Although the committee was hearing 
testimony dealing primarily with the 

so-called runaway production of mo
tion pictures overseas, Fischer pleaded 
the case for musicians involved in the 
industry and affected by what he 
termed Hollywood's decline.

In 1951, Fischer said, the eight 
major motion picture studios guaran
teed annual employment for 399 mu
sicians. These jobs were in the perma
nent studio orchestra. Today they do 
not exist.

A more serious threat in Fischer’s 
view is what he called the “mechanical 
wetback,” i.e., imported soundtrack 
TV films recorded at considerably 
lower cost in foreign countries. Most of 
these, he pointed out, are stored in 
“banks” by U.S. producers for repeated 
use.

“The American Federation of Mu
sicians,” Fischer explained, “recognizes 
the need and wisdom of reciprocal 
trade. We seek no barriers against the 
import of foreign musical works of 
merit or against the visits here of for
eign musicians of merit.

“But we term it unreciprocal trade 
when bits and pieces of foreign back
ground music are brought into this 
country at a tariff charge of 1 cent a 
linear foot—this same unrealistic as
sessment being levied on blank tape as 
against the recorded product that has 
on it enough music sounds to displace 
hundreds of American musicians.”

Fischer absolved “top management 
of the giant American merchandising 
companies that sponsor the programs” 
from cither knowledge or complicity in 
fostering use of the cheaper foreign 
track. He blamed “the producers and 
the advertising agencies that appear to 
be concerned only with delivering the 
cheapest possible package to their 
clients.”
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Ornette

what the plaintiffs charge are “unilater
ally imposed wage scales and prices.”

In addition, both groups are demand
ing a change in the federation’s 10 per
cent surcharge collected from traveling 
bands. This surcharge is levied on bands 
playing outside their home local’s juris
diction and on bands employing one 
or more musicians who are not members 
of the band’s local.

According to AFM bylaws, leaders 
are required to add this surcharge to 
their asking prices, but since this is 
often a final straw in breaking a ball
room operator’s back, many leaders are 
forced to make some adjustment about 
it themselves.

In any case, the surcharge is hardly 
a help to the band business. It is esti
mated that the federation collects $3,
000,000 a year in this manner.

Court decisions so far generally have 
been in favor of the leaders, but further 
cases are scheduled. The future of big 
bands is very much at stake.

COMPOSERS AND LYRICISTS 
MAKE IT 100 PERCENT

The last remaining loose end has 
been sewed up in its contractual nego
tiations with the motion picture in
dustry by the Composers and Lyricists 
Guild of America. The labor organiza
tion reached agreement with the United 
Artists group of independent producers, 
and it was ratified by the guild’s mem
bership at a special meeting in Beverly 
Hills, Calif.

The composer and songwriter labor 
agreement with producers now extends 
throughout the motion picture industry.

was the one who canceled the concert, 
not Encore.

“We were supposed to be paid $1,000 
before the concert began. While the 
musicians were rehearsing, I asked for 
that money. They [Encore officials] 
didn't have it. 1 called the musicians off 
the stage.

“This is just another example of pro
moters booking a concert without having 
the money to cover it.”

Advance sales were hardly staggering, 
amounting to less than $500. About 150 
persons were given their money back 
after the concert was canceled.

Thus far, Encore refuses to pay the 
$1,000 fee. Miss Fields has begun 
"normal legal proceedings” to collect it. 
The American Federation of Musicians 
will investigate and rule on the case 
in the near future.

LEADERS FIGHT
AFM IN COURTS

Two groups of employers have been 
in law courts these past several months, 
and the judicial decisions already made, 
and to be made in the months to come, 
could have far-reaching effect in the 
world of big bands, perhaps even de
termining whether there will be big 
bands at all.

The two groups are the Orchestra 
Leaders of Greater New York and the 
Associated Orchestra Leaders of Great
er Philadelphia. Both are pressing 
charges against the American Federa
tion of Musicians and two individual 
AFM locals (Local 802 in New York 
City and Local 77 in Philadelphia).

The charges are several and compli
cated, but the basic issue involved is 
the orchestra leaders’ demand to be 
recognized as employers, not as per
sonnel managers for the union as the 
standard union contract now states. As 
employers they would be able to bargain 
collectively and would not be subject to

Editorial

The Role of the Jazz Lover
The other day we received a letter from a young woman living in New 

York City. She had just heard a jazz panel-discussion broadcast during the 
course of which the panelists—a jazz writer, a well-known trombonist, 
a record company official, a personal manager-clubowner, and a jazz disc 
jockey—lamented what they called the passivity of the jazz fan.

In her letter, the young woman expressed displeasure with the stone-cast
ers, accusing them, in turn, of being apathetic to the plight of the jazz fan and 
telling the fan he should be active yet seldom offering him any suggestion 
on how to help the jazz cause. She asked how the average fan could be 
most effective in support of jazz.

The main thing a fan can do, obviously, is spend money. Financial 
support includes record purchases, but of more immediate effect is attend
ance at jazz performances, whether on a concert stage or in a night club. 
And this immediate support need not be reserved for well-known jazzmen 
only; there are hundreds of local groups throughout the country that deserve 
and need all the support local fans can give them.

Besides money in pocket, the presence of an audience does much to raise 
the morale of the jazzman, which can lead to inspired performance. Both 
musician and fan come out ahead.

But there is another less immediate, though important, way to support 
jazz. It may sound corny, but its effect on the powers-that-be can be 
astonishing. Write letters.

How often have you heard good jazz, perhaps only a short segment, on 
television, in movies, on the radio? Okay. How often have you let mass
media officials know that you heard it and whether you thought it was good 
or bad?

For example, there was a program telecast recently over NBC—Chicago 
and All That Jazz. We thought it was historically interesting (though we 
could have done without the machineguns and the implied connection 
between crime and jazz in the 1920s), sometimes musically very good, 
and generally a well-done job of research (the film clips were particularly 
interesting) and production. It was evident that much work had gone into 
the program.

We wonder how many jazz fans saw it, and of those who did, how many 
let the network know how they felt about the program. We would wager 
there was no deluge of mail or phone calls.

Then there are the State Department tours by jazzmen. Weaknesses are in 
the program, to be sure, and it is easy to take potshots at some of the 
fiascos that have happened, but this effort should have the support of all 
who claim an attachment to jazz. Have you written to your congressman or 
to the State Department recently?

The whole point is that if you can count yourself a friend of jazz, support 
the music whenever and wherever you can. Let voices be heard.
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euer-fresh 
bob shoffner
By GILBERT M. ERSKINE

The trumpeter’s face was twisted in concentration 
as he executed the difficult intervals of the Double 
Eagle March. The ensemble went flawlessly. When he 
took his turn in the solo series, he had the same tense 
twist in his face, a distortion somehow resolved 
musically in those fleet fractions of time in which 

creative intellect determines the turn of a melodic line and 
forges the jazz improvisation. The solos gave way to a 
stomping ensemble, and it was only after the last note that 
the drawn lines of the trumpeter’s face relaxed and were 
replaced by a look that reflected pride and satisfaction and 
a modest acknowledgment of the clamor from the crowd.

This was the veteran Bob Sholfner, playing one evening 
fast November with Franz Jackson’s traditional band at 
Chicago’s Jazz, Ltd.

Shoffner, generally has been known by jazz lovers, particu
larly of the Midwestern variety, for his association with the 
great figures and events of jazz history in Chicago in the 
1920s and little known for his own abilities as a jazzman. 
But, since the day six years ago when Jackson induced Shoff
ner to return to jazz, after he had been inactive in music 
for more than nine years, the trumpeter’s stature as still-con
tributing player has been increasing.

Listeners in the Chicago area discovered that this was 
not a tired, fumbling old man, resurrected to jazz, but a 
musician who performed carefully and accurately, with a 
sustained and balanced intensity that marks only the man 
who has spent years striving for excellence.

In a review last March of Jackson’s A Night at the Red 
Arrow album, John Wilson wrote, “Shoffner, at 60, is an 
absolute marvel. His trumpet work is crisp, biting, beautifully 
phrased, and developed with disarmingly casual ease. . . . The 
essential fire has never dimmed in Shoffner, for his playing 
jumps with a spirit and vitality that belie his age.” This is 
an opinion that would easily be confirmed by most of those 
who have been able to hear Shoffner in person in the last 
few years.

Shoffner was born in Bessie, Tenn., on April 4, 1900. 
In 1902 the Shoffner family moved to St. Louis, Mo., where, 
as a boy of 9, he learned the rudiments of music. He was 

first a drummer and then a bugler with the drum and 
bugle corps of the Knights of Phythias.

This group performed in various Midwestern cities dur
ing the summer school vacation, and Shoffner’s ear and 
aptitude impressed the bandmaster so much that he was 
selected from all the buglers to be shown trumpet fingering 
Shoffner was with this group for several years and made 
many of these trips, but he said he was not conscious of 
having heard anything that resembled jazz, ragtime, or the 
blues in these travels.

If Shoffner was not aware of ragtime outside of St. Louis 
in these years, he was easily aware of it in the city itself, 
and he was soon so infected with the tumbling syncopations 
of ragtime players at the Booker T. Washington Theater 
and at fish fries, that he persuaded his mother to buy a 
piano. He began to play ragtime himself.

“I got to the point where I thought I was pretty good,” 
he said, “so I entered several ragtime contests at the Booker 
T. Theater. I didn’t come anywhere near winning a prize.”

Shoffner remembers that around 1913 or 1914 there were 
Negro orchestras formed for dances in the St. Louis area 
that were made up of two brass, one reed, three strings, 
piano, and bass and that they did not play anything re
sembling jazz or ragtime.

“Everyone knew what ragtime was,” he said, “but no one 
tried to play it except piano players, and they would only 
play it solo, or with drummers, and never with these orches
tras.”

On graduating from high school in 1916, Shoffner worked 
as a laborer and then enlisted in the Army in 1917. He 
was sent to Fort Huachuca in Arizona and spent two years 
there with the I Oth Calvary Division.

“The Mexican border was not too safe then,” he remem
bers. “Pancho Villa was on the sand, and things were pretty 
uncertain. Army discipline was strict.”

Discipline was strict to the point that Shoffner, who had 
been in the habit of entertaining the troops with ragtime 
piano on Saturday nights, was threatened with court-martial 
if he continued the sessions. The order ended Shoffner’s 
piano playing permanently. He was, however, placed with 
the division band as a trumpeter and was considered good 
enough to be an understudy to the division trumpet soloist.

Shoffner says that even at that time, neither he nor any 
other member of the large, all-Negro band had any idea 
about playing ragtime or blues. Nor docs he remember any
thing that even remotely resembled jazz in that part of 
the country.

He was discharged from the Army in 1919 and returned 
to St. Louis. He soon joined Charlie Creath’s band, the first 
band in which, he said, he remembers hearing anything like 
a jazz style.

“I didn’t know what they were doing at first, and I was 
limited to playing ‘straight’ music, right off the sheets,” 
Shoffner said. “Finally, Creath told me that if I wanted to 
continue in music, I had better learn how to make up music 
out of my head. After a while, I caught on and began to 
improvise.”

Soon Shoffner was alternating between the bands of 
Creath and Fate Marable on the Strekfus riverboats, the S.J. 
and the St. Paul. Shoffner said he remembers Strekfus as a 
kind man who loved music and a good man to work lor. The 
Strekfus boats made excursions up the Mississippi to Daven
port, Iowa, and up the Ohio to Cincinnati, Ohio, but most 
of the time the boats would hover near the shore line out 
of St. Louis.

“One night,” Shoffner said, “this boat from New Orleans 
tied up next to us in St. Louis. The band on that boat was 
playing. Louis Armstrong was in that band, and as soon as I 
heard him, I knew that was it. I also heard Freddie Kep- 
pard around this time and thought he was good. He was with 
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the Town Topics road show that was playing in St. Louis. 
Keppard was the first one I remember playing solo horn in 
jazz.”

In 1921, Shoffner toured with Tommy Parker’s band, 
going first to Columbus, Ohio, and then to Oklahoma. After 
a woman patron shot and killed a member of the band, 
Shoffner left, returning to St. Louis, and gigged around the 
city.

Late in 1921, he went to Chicago to visit an aunt—and 
this trip was perhaps the important step in his musical life. 
While in Chicago, Shoffner joined Woodcliff's 

Orchestra at the Terrace Gardens. He quickly 
established a good reputation and was offered a 
job with May Brady’s band, playing side by side 
with Keppard. This band had replaced King 
Oliver’s at the Dreamland Cafe after Oliver had 

left for California, and while Oliver was gone, Keppard was 
out to prove that he was the real king. Shoffner was im
pressed.

“Keppard and Oliver were good friends,” he said, “but 
when it came to music, that was something else. Keppard 
was jealous of Oliver, and he didn’t want you to call him 
anything but king. And he could sure play his horn.”

Shoffner returned to St. Louis for a short while after 
this but then was back in Chicago, playing with Honore 
Dutrcy at the Lincoln Gardens. It was during this job that 
Oliver first heard Shoffner. When Louis Armstrong left 
Oliver to join Fletcher Henderson in New York, Oliver tried 
Lee Collins. When things didn't work out with Collins, 
Oliver offered the job to Shoffner and Shoffner accepted.

“We all knew why Henderson wanted Armstrong,” Shoff
ner said. “By then, of course, all of the bands were playing 
the jazz and ragtime style, but no one could get the right 
effect. They all played ‘hot,’ but they didn’t have anything 
like the New Orleans attack. With Louis in the band, it 
didn’t take Fletcher very long to get on the right track.”

Shoffner stayed two years with Oliver, making all of the 
King Oliver Dixie Syncopator sides with the band in 1926. 
During this period, he also made the fine and very rare 
Plantation Joys, Please Don’t Turn We Down, Sweet Mum- 
tez, and Dolly Mine with Luis Russell on the old Okeh label. 
Earlier, he had made several sides with clarinetist Jimmy 
O'Bryant for the Paramount label.

According to Shoffner, there was a curious situation re
garding the status of the Negro musicians from New Orleans 
in Chicago in these years.

“The New Orleans jazzmen were influencing everyone,” 
he said, “but the musicians here in Chicago pretended to 
look down on them because many of them couldn’t read or 
didn't have the technical mastery of their horns. So the 
New Orleans men hung around together. Most of them 
could be found after hours in a pool room around 34th and 
Calumet. It was true that some of the New Orleans men had 
a rough way of playing, but there were guys like Lorenzo 
Tio who were great. Jimmie Noone was the only one who 
came close to him, and he didn't come very close.”

Meanwhile, Charlie Creath, in St. Louis, had become too 
sick to fulfill his commitments, so Shoffner went down to 
take his place. But that lasted only a short time, and in 
1928 he was back in Chicago, with Charlie Eiger's band at 
the Savoy Ballroom. This was one of the great bands of the 
period, having Emanuel Perez, Darnell Howard, Eddie At
kins, Charlie Johnson, and Baby Dodds. The engagement, 
however, was short-lived, and Shoffner soon was out of a 
job.

After playing several engagements with Erskine Tate, 
Shoffner left, in 1930, for Detroit, to join McKinney’s 
Cotton Pickers. The musicians union would not let Shoffner 
play with the band in the metropolitan area, and for a long 
time he was able only to play the out-of-town jobs.

Bob Shoffner

In 1933, Shoffner went to New York to play with Fess 
Williams. Then there began a period of some five years that 
Shoffner survived by gigging with various groups in New 
York. These constituted long stretches between good, but 
short, jobs with Hot Lips Page, Fletcher Henderson, and 
Claude Hopkins.

In 1940, Shoffner thought it best for his family that he 
find more secure employment, so he returned to Chicago 
and got a civil service job with the State of Illinois. During 
the war, Shoffner played for various military service centers 
in the Chicago area and began studying accounting and 
economics at night at Northwestern University to make his 
daytime job more secure.

But with the death of his wife in 1946, Shoffner stopped 
playing and discontinued his studies, heedless of the urging 
of his teachers at Northwestern that he finish his require
ments for a degree. That his wife’s death was a cruel blow 
can be seen in his subsequent years of withdrawal from jazz 
and from his friends.

With the passing of time, however, with his remarriage in 
1957, and with the stimulation of playing jazz with a good 
band, Shoffner again has taken on the luster of the creative 
jazzman.

He laughs at the prevailing attitude about a man's age 
in jazz. While classical musicians, writers, artists, and states
men mellow and are most valuable late in their lives, jazz
men somehow are thought to have the useful-life span of 
prize fighters or baseball players, and Shoffner said, “one of 
the bad things is that the younger musicians won’t hire, 
won’t even listen to, the older musicians.

“What they don’t realize is that the older musician can 
give a stability that the younger man won’t find anywhere, 
and the new jazzman can benefit from the years of experi
ence that the older man has. And the older man can benefit 
from the newness that the young jazzman can offer.”

Today, in addition to his activity with Franz Jackson’s 
band, Shoffner is rehearsing a concert brass band to play in 
the Chicago parks in the summer and even has persuaded 
George Mitchell, the remarkably individual trumpeter well 
remembered for his work on Jelly Roll Morton records, to get 
back in shape with this band.

The important thing now is that Shoffner is back, playing 
one of the freshest and most exciting horns in town and is 
planning to continue doing so.
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NCE upon A time there was a Howard McGhee. Or, 
by the laws of empiricism, the scores of records 
made by trumpeter Howard McGhee, point to the 
certainty of an imposing, early bop figure, impres
sive in talent and all over in general circulation.

That was for 10 years, until about 1950. And, 
then, there were none.

For, from the early 1950s, Maggie, as his friends call 
him, lived a personal life with its own built-in hardships. 
(“I wasn’t really on the scene,” he says now. “You know, 
you get older and wiser, I hope. I wasn't taking care of 
business for 10 years. I was living for myself.”)

So forget scene and scenes. Remember the older and 
wiser and recall the significant last quote. Somehow, Howard 
McGhee, living for himself, stopped living for the rest of us. 
There is hardly man, woman, or child, less than 30, who will 
remember McGhee, except as one of a series of names in 
most of the competent histories of jazz. (One historian, 
Hughes Panassie, whose jazz tastes are unusually truncated, 
remembers McGhee as “an inventive trumpeter, full of 
swing and feeling in the Roy Eldridge manner, who spoiled 
his gifts as a jazz musician when, around 1945, he started 
to toy with bop and imitated 
Dizzy Gillespie. Whenever 
he is teamed with real jazz 
musicians, he san still play 
very well.” . . . The “spoil
ing of gifts” should be taken 
with two grains of salt.)

McGhee was born Feb. 6, 
1918, in Tulsa, Okla., but 
was reared in Detroit from 
the age of 3. “I didn’t pay 
much attention to music at 
first,” he remembered. “One 
of the early things that im
pressed me—dig this—was 
the fact that my half- 
brother, who played guitar, 
used to be getting up when 
I was coming home from 
junior high. Sure, that im
pressed me. Musically? I 
heard Roy and Louis. I 
never heard a G so pretty as 
Louis played it.

“I went to the teacher and 
asked to play trumpet, but I 
got a clarinet. Now I know 
that was all right. It taught me a faster articulation.

“Then by the time I got to Chicago, still playing reeds (he 
still docs today, as well as piano), I heard Roy’s Rockin' 
Chair. Nobody played it that way before. That and Louis 
switched me to trumpet.”

He first played with Leonard Gay and then Lionel Hamp
ton in 1941 and subsequently Andy Kirk. He made his first 
record with Kirk in 1942: McGhee Special on Decca. After 
this, he really moved: Charlie Barnet, Kirk again, Georgie 
Auld, and Count Basie.

There was plenty going on aside from the moving 
around. In 1943, McGhee had his own 12-piece band in 
Detroit. Then there was much time with Coleman Haw
kins in California, his own group there, Jazz at the Phil
harmonic in 1947-48, another big band of his own, time 
with Machito, and a tour of Korea in 1951-52 with Oscar 
Pettiford—a tour with its own built-in war among the group 
members.

Through it all, there were nearly countless records, in
cluding the legendary tracks with Charlie Parker in 1946- 
47 for Dial (Lover Man, Relaxin at Camarillo, etc.). From 
1947 until 1952, he ranged between second and fifth in all 
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BACK TO 
STAY: 

HOWARD 
MCGHEE

By BILL COSS

kinds of jazz polls.
Then there were the 10 narcotics-obscured years. There 

were few records, some public appearances, but no one 
would have been wrong who thought this was just someone 
who sounded sort of like Howard McGhee.

Came 1961, and there were records for Bethlehem and 
Contemporary, an extended stay with James Moody’s fine 
little band, and someone who sounded like the Howard 
McGhee of old, but new, with paid dues.

There was some reminiscing:
“Fats [the late Fats Navarro, who always said about 

McGhee, ‘He was the influence’] and I, when we were with 
Kirk, used to go and hunt up Roy. He killed us. He had a 
style of, like, running on trumpet. He doesn't do that 
anymore. He was hurt by the advent of Diz. He stopped. 
Now, he doesn’t seem to try anymore. Now it’s Roy who 
plays gimmicks.

“You know, it’s Roy and Louis who were my favorites; 
then Dizzy and Miles. From the older school I guess I 
like Red Allen the best now. He is a great. He’s always 
trying. From the modern, it's got to be Dizzy. Diz is one 
of the most wonderful trumpet players I ever heard. He 

has so much at his dis
posal. He can travel as fast 
as he wants. In the old days, 
he would turn Fats and 
me around every night.”

There was a great deal 
about himself and the con
temporary scene:

“Sure, I went off on a 
tangent, but now my sound 
is better. I even have more 
speed. But that isn't as im
portant any more. Now, I 
only want to say some
thing.”

(McGhee was best known 
in the earlier days, after 
the modern took hold in 
him, as a master of the 
middle register of his horn. 
His chief contribution, ac
cording to many, was that 
he slowed down the rapid 
delivery common then to 
bop and made the charac
teristic augmented chords 
and whole-tone melodies

familiar to those who never realized they doted on 
Debussy.)

McGhee wants to say things that “are pretty.” By that, 
he means things lyrical. “The lyrical sense of a tune is 
whether it communicates to you,” he said. “The words 
you say through your horn.

“1 know Miles wants that. It’s a reason why he sticks 
to the middle registers. Still, he overdoes it.

“You know, I remember him when he used to play be
hind the bass drum. Now I know he can play. He has 
amazing musical ideas. In 1948 and such, he was really 
playing. But when most of us came up, you had to have 
high notes, too. He never had the chops, so he had to 
concentrate on sound instead. That’s all right. But I re
member him before. He used to play more before. I'd say 
he was a good commercial trumpet player today.”

Such comments are likely to bring McGhee what he 
claims he now needs: “I need for people to know me 
again.”

But he isn’t saying them for those reasons. For him, the 
matter is simply a “matter of time until I get back to where 
I should have been. I have to do a lot of work, work in 



different ways [he’s worked from his own sessions, through 
rock and roll, and into the Duke Ellington Orchestra, where 
he is currently ensconced] so that I can keep myself up to 
where I should be. Practice doesn’t do it all by itself.

“I've changed a lot. Things don’t faze me the way they 
used to. I don’t want to be the most exciting trumpet 
player in the world anymore. Still, I try to do the most I 
can. And now I’m nearer to my horn than 1 ever was 
before. Maybe it's just that change. Maybe the whole 
business has changed. But now I can hear the people 
hearing me more. It’s a wonderful feeling.”

There is no concern in his mind about any changes in 
jazz affecting him.

“1 don't see any changes,” he said. “Now you’re trying 
to trap me into one of those conversations.

“I don’t want to knock anyone. I don’t think any kind 
of thing can come from this symphony and jazz. Jazz is 
a spontaneous thing. It’s not notated. Still, I've always liked 
Duke. But he writes just beautiful music. I don’t really 
know anyone who writes jazz. Well, maybe Dizzy. You 
can hear so many of the things he wrote being played be
hind singers today,

“1 know Coltrane is trying to produce. But, I can’t un
derstand it yet myself. He's a fantastic technician.

“Well, I didn’t want to knock anyone, but I’ve got to 
knock Ornette [Coleman], He’s not adding anything. He’s 

maybe hurting music. And those guys like him. They’re 
creating that which is nothing. If that’s an extension of 
Bird, 1 should stop playing.

“Now, Mingus; I know he's very talented. But what he's 
trying to prove is not an extension either. I haven't heard 
any real extensions yet. Jazz is really what a man plays on 
his instrument. Forget the future. It’s whether a man makes 
it or not. All the rest so many times come down to the 
gimmick. I don't feel it.”

McGhee is as obviously forthright in speech as in play
ing. Yet the comments that might offend were coupled 
with no resentment and seemed motivated only by a need 
to be understood.

This decade’s version of Howard McGhee is slim, 
sharp, and sachem-wise and also is resigned about 
past waste: “I have no complaints about my life. 
You always get what you deserve.” He has en
thusiasm about the present and for the future: 
“Something happened inside me. God was good. 
And I always had good health. Life has been good 

to me.”
Now he works for record companies again, for Elling

ton, for his audiences, and for himself. So begins the life 
of Howard McGhee, 1962.

ROGER MARSHUTZ/CONTEMPORARY RECORDS



FOCUS ON

FREDDIE
HUBBARD

By IRA GITLER
"WIThat would you say if you were
VW told that Freddie Hubbard’s first 

influence was Chet Baker? You might 
not believe it? Then take it from Hub
bard himself: “I use to really go for 
Che! Baker. That’s right.”

It seems as if Baker’s simple approach 
was a McGuffey Reader for Hubbard. 
“It was the first jazz I understood,” 
23-year-old Hubbard said, “because I 
couldn’t understand what Bird and 
Miles were doing until I listened more.

“I used to send for his books—the 
ones with Mulligan — you know, the 
compositions.”

Then, Hubbard and other teenage 
musicians in his native Indianapolis, 
Ind., would get together and play the 
Mulligan-Baker duets. But Baker proved 
to be only a phase. “After I heard Clif
ford and Miles—Dizzy—I forgot all 
about him,” Hubbard said. “. . . But he 
plays pretty, though a little too related 
to Miles.”

Hubbard, one of six children, came 
to the trumpet because of its popularity 
in his family. Both his brothers and one 
of his three sisters have studied the 
horn.

“I just picked it up and started play
ing it,” is Hubbard’s description of his 
introduction to his instrument. In junior 
high, he played mellophone in the school 
band, but after a year he was moved 
into the trumpet section.

In senior high, he continued on trum
pet and also took up the French horn. 
His work on the latter, which he played 
in the Indianapolis Junior Symphony 
Orchestra, brought him a scholarship 
offer from Indiana Central College, but 
he declined and remained in Indian
apolis for a semester at the Iordan Con
servatory of Music and private instruc
tion from Max Woodbury of the 
Indianapolis Symphony Orchestra.

He put down the French horn and 
concentrated on the trumpet. Profession
al experience was gained by working 

with the Montgomery Brothers (Wes, 
guitar; Monk, bass; Buddy, piano and 
vibes) in Indianapolis and another local 
group called the Contemporaries

In 1958, he went to New York City. 
First he worked with baritone saxophon
ist Jay Cameron at Turbo Village in 
Brooklyn. Philly Joe Jones, sitting in one 
night, was impressed and hired him for 
a Birdland date with his group.

In April, 1959, Hubbard joined Sonny 
Rollins for two months on the road. 
Back in New York, he worked with the 
octet of trombonist Slide Hampton, like 
himself, an Indianapolis product. Then 
he became part of the sextet led by an
other Indianapolis-born trombonist, J. J. 
Johnson, and was with him until the 
group disbanded in the summer of 1960.

Following this, Hubbard participated 
in the activities at the School of Jazz 
in Lenox, Mass., from which grew a 
series of appearances with composer
conductor Ed Summerlin on CBS-TV’s 
Look Up and Live. When Quincy Jones’ 
big band returned to the United States 
for a Basin Street East debut in New 
York, Hubbard was added to the trum
pet section. Section man he was, for 
Benny Bailey had almost all the solos.

After two months in 1961 with Philly 
Joe again, Art Blakey told him, at the 
end of the summer, that Lee Morgan 
was leaving the Jazz Messengers to 
form his own group and offered Hub
bard the trumpet spot in what was 
essentially a new sextet, only saxophon
ist Wayne Shorter and bassist Jymie 
Merritt remaining from the previous 
group. He accepted the offer.

He’s happy, he says, with Blakey.
“There’s more ensemble work,’’ he 

said, “and you have to play harder with 
Art. But I’m getting a chance to write. 
There are three of my things in the 
book now—Aries, Crises, and Down 
Under.

“Art’s main thing is to get to the 
people. With Sonny and Philly Joe, it 
was more adventurous—it wasn’t a set 
thing.”

Hubbard agreed that the current in
strumentation (trumpet, trombone, 
tenor, piano, bass, drums) and format 
of the Messengers makes for shorter 
solos and hence more discipline.

“You can’t play all night when there 
are three horns,” he said. “I like it at 
the present time for experience, but I’d 
much rather play a little longer. I’d 
prefer it to be more spontaneous, but 
it’s good experience.”

Although he was voted the new-star 
trumpeter in Down Beal’s 1961 Inter
national Jazz Critics Poll, Hubbard has 
not allowed himself to sink into com
placency.

“Right now,” he said, “I’m going to 
start working on my tone—sound—it’s 
getting kinda brittle, can’t use it.”

“My speed is getting better,” he 
mused. “My range is getting better, 
though it’s still not definite. I can’t do 
it when 1 want to—that’s what counts. 
I want a rounder sound. It seems to be 
very sharp—biting. For instance, when 
I’m playing a ballad, it’s got to be 
right."

To many ears, Hubbard has left his 
earlier Clifford Brown mold behind and 
fashioned an identifiable personality. 
But he is not satisfied. “I want my own 
sound—I’m just gonna practice,” he 
said, adding with seriousness, “I can't 
make up my mind whether to go to 
school or not—whether I should give it 
up or get that degree.” (He has the one 
semester at Jordan Conservatory to 
build on.)

“I’ve been lucky to have quite a few 
people show me things, but most of 
everything I know, I learned on my 
own,” he continued. “Things are getting 
so advanced that 1 think you’re gonna 
need that education in a few years.”

By that, he said, he didn’t mean he 
thinks jazz necessarily is becoming more 
classically oriented but only that more 
knowledge may become vital to playing 
jazz.

“Then again,” he said, returning to 
the idea of school, “I don’t know. I 
look at Trane, Sonny, and Dizzy, and I 
don’t know if it’s really necessary. Of 
course, it's a little different now than 
when they came up.”

Hubbard has a genuine laugh, which 
he can introduce quickly and infectious
ly, Anyone who has heard his playing 
knows that in its soaring flights there 
is youthful good nature and humor in 
essence rather than specific quotes. This 
young “old married man” (he and his 
wife, Brenda, have been married for 
almost a year and a half) has definite 
plans for the future. Their soundness 
reveal a level-headed attitude.

“I would like my own group in about 
five more years,” he said. “I don’t want 
to jump out there until I’ve been through 
just about all I can go through.”

Of some musicians who go their own 
way early, he said, “Well, sometimes 
the business part of it comes in, like if 
you’re playing with a gimmick, you can 
go any time. It’s like rock and roll. ...”

Hubbard is too involved with his 
music to travel any route but a straight 
one. “This is a thing I want to stay in 
for life,” he said. “I don’t want to joke 
about it. ’Cause if you’re not doing 
what you really want to do, you’re never 
going to be satisfied.

“Some guys sacrifice the money for 
the music. I mean I want to make 
money—everybody does—but I’m not 
going to go in any certain direction for 
that money.

“I’d rather go in my own direction 
and be happy.”
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and his opinion of it in a 
an LP featuring Knepper a 
years ago:

distinction 
review of 
couple of

i r is usually said that J. J. Johnson 
was the first trombonist to develop 
a modern jazz style on the instru

ment.
There is more to it than that. It might 

be more nearly accurate to say that 
Johnson developed an individual style, 
which he plays on a trombone. There 
is not very much about that style that 
is peculiar to the instrument he uses, 
not much about it that uses the par
ticular resources of the trombone. 
Jimmy Knepper, on the other hand, is 
the first trombonist in quite a while to 
find his style specifically in the possibili
ties of the instrument itself.

To say it another way, and exaggerate 
it a bit, you could play Johnson style 
on any horn, but you could play Knep
per style only on trombone.

Cannonball Adderley spoke of the

THOUGHTS OH 
JHZZ TROmBOnE



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

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

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

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

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

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

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

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

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

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

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

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

Before Nanton, jazz trombone had 
already taken another step that 
gave it its first duality.

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

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

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

‘Yeah, who’s that, Hawk?’
I said, ‘what do they call him . . . 

Jack Teagarden?’
I said, ‘Jimmy, you know him?*
“ ‘No, I’m not gonna know him. I 

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

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

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

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

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

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

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

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

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



KID ORY

those who need only “blow into their 
instruments to achieve something per
sonal and move the listener. Dickie 
Wells gets this expressive quintessence 
out of the most thankless instrument of 
all. When played without majesty, the 
trombone easily becomes wishy-washy 
and unbearable. Dickie Wells is majesty 
personified, in style and particularly in 
tone.”

Wells is also praised for his sense of 
balance and for the fact that he also 
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knows how to use contrast within a solo. 
Among the solos Hodcir cites are those 
on Fletcher Henderson’s 1933 version 
of King Porter Stomp and on Count 
Basie’s Texas Shuffle (Brunswick 
54012), Panassie Stomp (Decca 8049), 
Taxi War Dance (Epic LN 6031-2), 
and his accompaniments to Jimmy 
Rushing on Nobody Knows and Har
vard Blues (Columbia 901).

And then there is Benny Morton. A 
compliment once was extended to Mor
ton on the originality and compositional 
balance of his solos. It was a half- 
humorous remark: “I don’t see why you 
throw them away by just playing them. 
You really ought to publish them, they 
are so lovely and complete." His modest 
reply was, “Well, I don’t have an awful 
lot of flashy technique so I figured the 
best thing for me to do was to work on 
making melodies in my playing,”

One of Morton’s other contributions 
was inadvertent and came about because 
one of his solos happened to get orches
trated.

Even into the late ’30s, the written 
parts and section effects for trombones, 
although sometimes highly effective, 
were likely to be rudimentary. In fact, 
the trombone style that still was used 
in many swing arrangements can be 
heard in scores from the mid-1920s by 
King Oliver’s and Jelly Roll Morton’s 
groups. However, there is included in 
The Fletcher Henderson Story a remark
able pair of pieces, originally sold back 
to back on a 78-rpm single, called Hot 
and Anxious and Coinin’ and Goin'. Bits 
of those two orchestrations were lifted 
by swing arrangers to make “originals” 
(including hi the Mood). The most 
notable “borrowing” was the Count 
Basie arrangement Swinging the Blues, 
which comes directly from these Hen
derson pieces, and during the course of 
which Morion’s trombone solo on 
Cornin’ and Goin' is orchestrated for the 
entire Basie section.

So far no mention has been made of 
a singular trombonist in American popu
lar music, Tommy Dorsey. There is 
hardly a man on the instrument who 
does not look up to Dorsey as a player, 
and Dickie Wells recently dedicated a 
piece to him with a tribute-title: Bones 
for the King.

On the other hand, it is quite possible 

to maintain that Dorsey was not a very 
good jazzman, perhaps not a jazzman at 
all, although he was in several respects 
a dedicated musician, and there was 
never anything phony or patronizing 
about his use of jazz or of jazz musi
cians. About Dorsey as a jazzman, one 
remembers the story of the Metronome 
all-star date on which both he and Tea
garden appeared. Dorsey would not 
agree to solo with an improviser like 
Teagarden in the studio, but he did 
agree to ad lib an accompaniment, using 
his lovely sound, when Teagarden 
played The Blues. The result is now 
available on Camden 426.

Another trombonist who was cele
brated in the late ’30s and early ’40s 
among musicians was Jack Jenney, who 
had a lovely tone and ballad style and 
some fine variations on Stardust. He 
recorded them with his own band in 
1939, and repeated them with Artie 
Shaw in 1940 (the latter reissued on 
Victor LPM 1244).

Bs was indicated, J. J. Johnson 
gave the trombone an almost ab
stract style that depended neither 

on the fact that a trombone can be made 
quite readily to imitate the human voice 
nor on the specific resources of the in
strument.

As Johnson himself has indicated, 
he was inspired by one predecessor in 
this, Fred Beckett.

The more vocal style of trombone 
continues in J. C. Higginbotham, in the 
Ellington trombone section, in Al Grey’s 
plunger style, in Bill Harris, and in Bob 
Brookmeyer, who punctuates his fluent 
improvising with allusions to the sighs, 
laughs, grunts, and other yeahl-sayings 
of the vocal-trombone tradition.

Brookmeyer has spoken with deep re
spect of Vic Dickenson. To Brook
meyer, Dickenson’s horn has gone be
yond being an instrument and is an ex
tention of himself, not only of his voice 
but also of his whole being, so that it 
is hard to know which is Dickenson and 
which is trombone. And Dickenson also 
combines the instrumental tradition and 
the vocal tradition in a very personal 
way.

The trombone-instrumental style— 
or as it may somewhat awkwardly be 
called, the trombone-istic style—that 
reappeared in Urbic Green’s and Jimmy 
Knepper’s work may find its following 
again.

This discussion has not been an ex
haustive treatment of the history of jazz 
trombone, or of all its major players in 
any sense, but it was intended to in
dicate that there long have been at least 
two jazz trombone traditions and that 
now there are three. A young player 
whose ears are really open to the past 
has a varied tradition to draw on, [jTJTj
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DOUBLE VIEW
of a
DOUBLE QUARTET

Many readers have asked that a 
record be reviewed by more than one 
reviewer, their contention being that 
this would give a more rounded view 
of the record in question. We agree 
that two reviews of the same record can 
be enlightening in some cases; when 
such albums are brought forth we will 
publish side-by-side reviews. The first 
double review is of Ornette Coleman’s 
Free Jazz.

Ornette Coleman
FREE JAZZ—Atlantic 1364: Free Jazz, Part 

One; Free Jazz, Part Two,
Personnel: Coleman, alto saxophone; Eric 

Dolphy, bass clarinet; Don Cherry, Freddie 
Hubbard, trumpets; Scott LaFaro, Charlie Haden, 
basses; Billy Higgins, Ed Blackwell, drums.

Rating: ★ ★ ★ ★ ★

In this, his most recent Atlantic record
ing, iconoclast alto saxist Coleman carries 
to their logical (though some listeners will 
dispute this term) conclusion the esthetic 
principles present to a lesser degree—quan
titatively, at least—in his previous record
ings.

The entire LP—both sides—is given over 
to a collective improvisation by a double 
quartet (Dolphy, Hubbard, LaFaro, and 
Higgins make up the second quartet) that 
lasts 361/2 minutes. Using only the sketchi
est of outlines to guide them, the players 
have fashioned a forceful, impassioned work 
that might stand as the ultimate manifesto 
of the new wave of young jazz expression
ists. The results are never dull.

In first hearing. Free Jazz strikes one 
as a sprawling, discursive, chaotic jumble 
of jagged rhythms and pointless caco
phonies, among which however are inter
larded a number of striking solo segments 
(particularly those of the two bassists). 
The force, intensity, and biting passion 
that motivate it also come across.

On repeated listening, however, the form 
of the work gradually reveals itself, and 
it is seen that the piece is far less uncon
ventional than it might at first appear. It 
does not break with jazz tradition; rather, 
it restores to currency an element that 
has been absent in most jazz since the 
onset of the swing orchestra—spontaneous 
group improvisation. Yet Coleman has 
restored it with a vengeance; here we have 
better than half an hour’s worth, with 
only a minimal amount of it predeter- 
jnined to any degree.

In Free Jazz the soloist is free to ex
plore any area in his improvisation that 
his musical esthetic takes him to; he is not 
bound by a harmonic, tonal, or rhythmic 
framework to which he must adhere rigid
ly. The performance (and his role in it) is 

completely fluid: rhythm usually follows 
the soloist’s lead (though he may occa
sionally take his cue from it), and the 
remaining three horns contribute as they 
see fit—from complex contrapuntal pat
terns arrived at spontaneously and inde
pendently to accidental “harmonic” riffs of 
a sort.

A very exciting—but equally dangerous 
—proposition, to be sure, and one that 
requires executants of an extraordinary 
sensitivity and ability. On these grounds, 
this work is not always successful.

The piece is begun by a brief poly
phonic ensemble in which the horn men 
seek to establish the emotional climate 
of the piece. This determined, a short “ar
ranged” passage leads to a gripping five- 
minute exploration by Dolphy in his most 
waspish, acerbic manner; Hubbard's grace
ful solo follows and is of equal length; 
Coleman’s searing solo is next in line and 
consumes a full 10 minutes. It is by all 
odds the most successful improvisation of 
the lot, despite its length, and provokes 
the other three horns to some of their 
most complex and interesting contrapuntal 
interplay on the disc. After a terse unison 
figure, Cherry’s flatulent, meandering solo 
sputters on for five minutes. It is succeeded 
by powerful bass statements by both Haden 
and LaFaro, and finally the drummers have 
the field before all come together for the 
close.

All things considered, the disc is largely 
successful—it certainly lives up to Cole
man’s dicta, at least. It is a powerful and 
challenging work of real conviction and 
honest emotion; it poses questions and pro
vides its own answers to them; it is rest
less in its re-examination of the role of 
collective improvisation, and this is, in 
many respects, where the work is most 
successful.

Needless to say, there is nothing of 
smugness or complacency about it. And it 
is almost a total improvisalion, a sort of 
seamless whole in which the over-all or
ganic structure takes precedence over its 
constituent elements (selection of notes, 
etc.). As a result, Cherry’s faltering solo 
makes little real difference in terms of the 
larger work—enough momentum has been 
established by this time to carry it right 
through.

Some salient points:
It seems to me that experiments ought 

to be presented as such—and not as fin
ished works. This piece does have more 
than its share of inevitable rough spots, 
but how much of this results from this 
group having been brought together in the 
studio just for the purposes of recording 
this piece? A much fuller rapport would 
appear to be necessary before the maxi
mum results could be achieved from this 
method and approach. Still, Coleman has 

made his point with this disc, and this can
not be denied him. I, for one, have been 
completely won over. I look forward to 
more pieces of this nature—but of a less 
ambitious scheme. (P.W.)

Ornette Coleman
FREE JAZZ—Atlantic 1364: Free Jazz, Part 

One; Free Jazz, Part Two.
Personnel: Coleman, nlto saxophone; Eric 

Dolphy, bass clarinet; Don Cherry, Freddie 
Hubbard, trumpets; Scott LaFaro, Charlie Haden, 
basses; Billy Higgins, Ed Blackwell, drums.

Rating: No Stars
This friendly get-together is subtitled “a 

collective improvisation by the Ornette 
Coleman Double Quartet.” One might 
expect a “collective improvisation” by 
Coleman’s usual crew of four to be a 
merry event. But here we shoot the moon. 
It’s every man-jack for himself in an 
eight-man emotional regurgitation. Rules? 
Forget ’em.

Where does neurosis end and psychosis 
begin? The answer must lie somewhere 
within this maelstrom.

If nothing else, this witch’s brew is the 
logical end product of a bankrupt philos
ophy of ultraindividualism in music. “Col
lective improvisation?” Nonsense. The only 
semblance of collectivity lies in the fact 
that these eight nihilists were collected 
together in one studio at one time and 
with one common cause: to destroy the 
music that gave them birth. Give them 
top marks for the attempt. (J.A.T.)

CLASSICS
Berg/Craft

MUSIC OF ALBAN BERG—Columbia M2L- 
271/M2S-620: Four Symphonic Excerpts from Lulu; 
Der Wein; Three Movements from The Lyric Suite, 
for String Orchestra; Sieben Fruehe Lieder {Seven 
Early Songs).

Personnel: Bethany Benrdslee, soprano; Israel 
Baker, violin; Pearl Kaufman, piano; Columbia 
Symphony Orchestra, Robert Craft, conductor.

Rating: ★ ★ ★ ★

Among the many services performed by 
this two-disc album is the first presenta
tion on records of Berg’s excerpts from his 
unfinished opera Lulu.

In these, as in the familiar Lyric Suite, 
here heard in Berg’s version of string 
orchestra, the wide and deep streak of 
romanticism that the composer never was 
ashamed of shows up luminously. This 
should surprise many listeners who may 
have believed from their reading that Lulu 
is an ugly and forbidding work. It is too 
much to expect performances of the opera 
to result from this album, but it is entire
ly thinkable that some orchestra! conduc
tor may be prodded into including these 
excerpts on a program or two.

While the Lulu music dates from 1934, 
the Seven Early Songs, sung most affecting- 
ly by Miss Beardslee, go all the way to 
1905-8. It is easy to tick these songs off as 



imitation Debussy or Mahler, but they 
have the ability to create an atmosphere 
that is one sure mark of a master, no 
matter what idiom he works in.

In Der Wein, obvious recollections of 
Wagner are similarly unobjectionable.

The Chamber Concerto (not to be con
fused with the more imposing Violin Con
certo) receives a superlative performance 
by Baker in the violin role. The orchestral 
contributions are convincing throughout 
these pieces. Their power may bring new 
understanding of Berg’s stature as well as 
Craft’s wide range as an interpreter.

(D.H.)

Haydn/Fine Arts Quartet
HAYDN—Concert-Disc CS-228: Quartets in D, 

Op. 20, No. 4 and D Minor, Op. 76, No. 2 
(Qninten).

Personnel: Fine Arts Quartet (Leonard Sor
kin, Abram Loh, violins; Irving timer, viola; 
George Sopkin, cello).

Rating: * ★ ★

There hasn’t been a recording available 
of any of Haydn’s Op. 20 quartets for 
five years, the Schneider Quartet’s ver
sions for the Haydn Society having long 
since disappeared.

The Fine Arts issue, in excellent stereo, 
is more than welcome, therefore, and if 
the Qtiinten on the other side is more 
readily available, it, too, is handled in 
exemplary technical and interpretative 
style.

The “Witches’ Minuet” movement of 
the Qtiinten thumps along with a mar
velous tongue-in-cheek grotesquerie. The 
famous andante is sung out rather more 
slowly than usual but is sustained beauti
fully. (D.H.)

Mozart/Ravel/Casadesus
MOZART: Concerto for Two Pianos, K. 365; 

RAVEL: Concerto for the Left Hand—Columbia 
MB-5674 and MS-6274.

Personnel: Robert, Gaby Casadesus, pianos 
in the Mozart; Robert Casadesus, piano in the 
Ravel; Philadelphia Symphony Orchestra, Eugene 
Ormandy, conductor.

Rating: ★ ★ ★

Robert Casadesus does not attack the 
Ravel concerto as athletically as either 
Samson Francois or John Browning, 
young men who also have recorded it 
recently. His touch is not so percussive, 
nor does he rattle off the scale passages 
with comparable bravura. Nevertheless, 
he gives the work a highly musical in
terpretation, and one finds oneself listen
ing, for a change, to what Ravel, rather 
than the performer, has to say.

The Mozart is one of the famous 
couple’s specialties, and the charming 
work receives its due.

Ormandy’s accompaniment sometimes 
tends to lack the litheness that the soloists 
furnish, but it is adequate. (D.H.)

JAZZ
Nat Adderley

NATURALLY! — Jazzland 47; Naturally; 
Seventh Son; Love Letters; This Man’s Dream; 
Chloe; Images; Oleo; Scotch and Water.

Personnel: Adderley, cornet; Joe Zawinul or 
Wynton Kelly, piano; Sam Jones or Paul Cham
bers, bass; Louis Hayes or Philly Joe Jones, 
drums.

Rating: ★ ★ ★

In a way, this is a disappointing album. 
Not because of the performances, cer
tainly, but because the shadow of Miles 
Davis dominates the playing of Adderley 
throughout.

The influence of Miles obviously is 
nothing to cavil about—just as Charlie 
Parker’s influence was never to be taken 
lightly—but when it holds a horn man like 
Adderley in such obvious thralldom, it 
gives one pause. It prompts one to stop 
and conjecture about individual personality 
and independent musical thinking. Just 
as Bird spawned a generation of fledglings 
all singing in the voice of the father 
figure, it would appear the same thing is 
happening in the area of modern trumpet 
(or cornet) playing.

Taken on its own merits, however, 
Adderley’s playing is warm, lyrical, and 
inventive. On the title tune, for example, 
he embroiders the lyric line with some
times moving simplicity reminiscent of 
Chet Baker’s early work.

He is muted on the medium-tempoed 
Seventh Son, a track graced by an un
pretentious, pleasantly grooving piano solo 
by Zawinul. Love Letters finds the cor- 
netist in Milesish mood as he noodles 
through the ballad in relaxed, easy style. 
Dream has Adderley’s open horn coming 
on hard and kind of mean.

The next four tracks are blessed by the 
presence of that superb rhythm team of 
Kelly, Chambers, and Philly Joe. (This is 
not to denigrate the works of Sam Jones, 
Hayes, and Zawinul on the other tracks. 
They support the cornetist admirably, too.) 
Chloe, though, is a letdown. Adderley 
clams repeatedly and sounds as if he 
couldn’t care less.

Images is more Miles and the tune is 
strongly reminiscent of Speak Low. Kelly 
gets off an excellent solo, his best on the 
date. Sonny Rollins’ fast and boppish Oleo 
is taken at furious pace with a lithe Kelly 
solo springing up and making it from start 
to finish. The closing dedication to a 
popular beverage was written by Zawi
nul. It is melodic, light and bright, an 
unambitious but infectious line.

Taken in toto, the two separate sessions, 
recorded a month apart in New York City 
last June and July, make for pleasant if 
not arresting listening. On the debit side, 
though, is that ever-looming Miles.

(J.A.T.)

Sascha Borland
SWINGIN' THE JINGLES—Riverside 7515: 

What’s My Line?; Sippin’ In; Quincy’s Quik; Flip 
Top; Chiquita Banana; Give Wings to Your Heart; 
Chip pin* In; Perkly-Perk-Perk ; Flittin' Out; 
John’s Spiel.

Personnel: Tracks 1, 5, 10: Maynard Ferguson, 
trumpet; Frank Rehak, trombone: Jim Buffington, 
French horn; Hal McKusick, Bobby Jaspar, Phil 
Bodner, reeds»; Barry Galbraith, guitar; Milt Hin
ton, bass; Osie Johnson, drums. Tracks 2, 4, 7, 9 
—Howard McGhee, trumpet; Jaspar, tenor saxo
phone, flute; Dick Hyman, piano; Joe Benjamin, 
bass; Johnson, drums. Tracks 3, 6, 8—Ernie Royal, 
trumpet; Rehak, trombone; Buffington, French 

horn; McKusick, Jaspar, Bill Shipin, reeds; Gal
braith, guitar; Hinton, bass; Johnson, drums, 
vocal.

Rating: ★ ★ ★

This is a sleeper. Issued as part of 
Riverside’s Popular series and built around 
what would seem a weak premise (the 
album is subtitled "Unusual versions of 
the music of America’s most famous TV 
and radio commercials”). The LP is none
theless a jazz record of not a little 
interest.

Most of the tracks have an engaging 
light feel to them, the result not only of 
the instrumentation but also the deftness 
of the pens of arrangers Bill Finegan 
(Quick, Wings, Perk), Eddie Sauter (Line, 
Banana, Spiel), Jaspar (Flittin’, Chippin’), 
and Hyman (Flip, Sippin’).

Quik, originally written by Quincy Jones 
to sing the praises of an instant chocolate 
drink, is the most interesting theme and 
is noteworthy for the three-flutes-with- 
brass voicing. The other themes, with the 
exception of Spiel, which is based on the 
folk song D’Ye Ken John Peel, arc gen
erally weak material for a jazz treatment.

Nevertheless, there are several fine solas 
in the collection, particularly by McGhee 
and Jaspar, who is excellent on both flute 
and tenor.

A pleasant, sometimes amusing album.
(D. DeM.)

Charlie Byrd
CHARLIE BYRD AT THE VILLAGE VAN

GUARD—Offbeat 3008: Just Squeeze Me; Why 
Was I Born?; You Stepped Out of a Dream; Fan
tasia on ‘Which Side Are You Oh?’

Personnel: Byrd, guitar; Keter Betts, bass; 
Buddy Deppenschmidt, drums.

Rating: ★ ★ ★ ★

Byrd hits his optimum pace on one side 
of this disc and then goes overboard on 
the other side. On the first side he plays 
three ballads—Me, I, and You—on which 
he works in a variety of styles, parading 
an invigorating flow of ideas.

The suppleness of his fingering, the 
pure loveliness of his tone, the delicacy of 
the timbres he draws from his strings, 
and the innate swing in everything he 
docs arc constantly highlighted on these 
pieces.

But he overextends himself on Fantasia, 
which takes up all the second side. As 
far as he goes on his own in this effort, 
Byrd makes out all right, for he has a 
seemingly endless arsenal of variations in 
style, method, and approach that he can 
call on. But in stretching the piece out, 
he permits long solos by Betts and 
Deppenschmidt. which, coming after Byrd’s 
long solo, simply serve to make the whole 
piece seem too long.

But there is still about half a side of 
lovely Byrd here in addition to the ne 
plus ultra pieces on the other side.

(J.S.W.)

John Coltrane
AFRICA/BRASS—Impulse 6: Africa; Green

sleeves; Blues Minor.
Personnel: Coltrane, tenor saxophone; McCoy 

Tyner, piano; Reggie Workman, Art Davis, basses; 
Elvin Jones, drums; unidentified trumpet, {our 
French horns, alto saxophone, baritone saxophone, 
two euphoniums, tuba.

Rating: ★ ★

Certainly no one could question 
Coltrane’s particular skill as a tenor saxo
phonist. Nor that his ear for harmony, his 
knowledge of it, and his use of it, can
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fascinate. Nor do I question that his play
ing is honestly emotional, if, to me, some
what diffusely so.

What I do question is whether here this 
exposition of skills adds up to anything 
more than a dazzling and passionate array 
of scales and arpeggios, if one looks for 
melodic development or even for some 
sort of technical order or logic, he may 
find none here.

In these pieces, Coltrane has done on 
record what he has done so often in per
son lately, make everything into a handful 
of chords, frequently only two or three, 
and run them in every conceivable way, 
offering what is, in effect, an extended 
cadenza to a piece that never gets played, 
a prolonged montuna interlude surrounded 
by no rhumba or son, or a very long vamp 
’til ready.

Africa is African by the suggestion of its 
rhythms. It has some brass figures that, for 
me, get a bit too monotonous to add 
variety and which are also in general too 
much in the background to add much of 
their own.

I must say that Workman and Davis, 
particularly when they work together, 
fascinated me, and that Tyner plays a good 
solo. These three also manage to swing, 
and they provide one of the few instances 
of real swing in this recital.

Greensleeves is converted into a 6/8 
Gospel-like meter, but once you have the 
hang of that, after a chorus or two, you 
have the hang of that.

On Blues Minor, which seems to me un
comfortably close to Bags’ Groove, 
Coltrane again begins a kind of ingenious 
workout on a couple of repeated chords 
after a chorus or so.

The point is not that it is impossible to 
make high art out of very simple materials. 
Many a blues player can make fascinating 
music on three chords, two chords, one 
chord—even no chords really. Nor that 
it is impossible to make fine jazz solos out 
of arpeggios: Jimmy Noone did it, Cole
man Hawkins does it, Coltrane has done it.

Perhaps my remark in the beginning 
about emotion does hold an answer. After 
all, Noone and Hawkins both have a direct
ness and organization of feeling within 
each piece and a variety of feeling from 
one piece to the next. (M.W.)

Joe Gordon
LOOKIN' GOOD!—Contemporary 3597: Terra 

Firma Irma; A Song for Richard; Non-Vieunese 
Waltz Rlues; You’re the Only Girl in the Next 
World for Me; Co-op illites; Mariana; HAeen; 
Diminishing.

Personnel: Gordon, trumpet; Jimmy Woods, alto 
saxophone; Dick Whittington, piano; Jimmy Bond, 
bass; Milt Turner, drums.

Rating: **★'/,
Gordon’s quintet is patterned closely on 

the Miles Davis model, particularly when 
Gordon goes muted on Richard and in the 
comping and soloing of Whittington. But, 
aside from general approach, this is not 
an imitative group.

Gordon has a clean, crisp attack with 
a bright, brassy sound and a singing 
quality that make his solos flow easily. 
Woods gets a dark, hollow sound on alto 
and works in wailing phrases that fre
quently verge into bleats without quite 
getting into the grotesqueries of the Eric 
Dolphy school.

The pieces, all Gordon originals, allow 
for good changes of pace from the warm, 
balladic qualities of Heleen to some 
strongly swinging things.

The main drawback to this set is that 
the group, despite the offbeat sound of 
Woods and the polished professionalism 
of Gordon, follows such a currently com
mon groove that much of its work lacks 
an identifiable individual distinction.

(J.S.W.)

Lionel Hampton
SOFT VIBES. SOARING STRINGS—Colum- 

bia CL 1661; Deep Purple; Stairway to the 
Stars; Do Nothin’ Till You Hear from Me; Over 
the Rainbow; Once in a While; Gone Again; Star 
Eyes; Laura; On Green Dolphin Street; The 
Pities 1 Got Cornin' Tomorrow; Ruby.

Personnel: Hampton, vihrahnrp; unidentified 
string orchestra.

Rating: ★

Since Hampton has such an authentic 
and quite unsentimental feel for ballads, 
and since it is possible to arrange re
spectable string backgrounds for jazz 
musicians (I am thinking particularly of 
some of Bill Russo’s work, vibrato-less 
and sometimes augmented by guitar), this 
saccharine recital seems all the more de
plorable.

In a sense, what we have here is not 
even good, tested trash, because the shat
tering tambourines on Star Eyes and the 
ludicrous rock-and-roll triplets intro
duced on Do Nothin' hardly seem likely 
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□ The Jazz Crusaders (Pacific Jazz 27)
□ Wynton Kelly! (Vee Jay 3022)
□ Oliver Nelson, Blues and the Abstract Truth (Impulse 5)
□ Ruth Price with Shelly Manne and His Men at the Manne-Hole (vocal) 

(Contemporary 3590)
□ Jack Teagarden, Mis'ry and the Blues (Verve 8416)

to please Melachrino fans.
As I imply, if you succeed in swamp

ing Hampton’s natural exuberance and 
presence, you’ve really come on pretty 
strong. But except for his irrepressible 
swing on Laura, some momentarily evident 
good ideas on Stairway, and a fleeting 
few bars of invention on Once in a While 
(after some foolish Latin "effects”), 
Hampton might almost be any hack vibes 
player who got a studio call. And after 
all, no matter how thick the goo gets on 
Jackie Gleason’s records, Bobby Hackett’s 
moments are honorably effective. (M.W.)

Johnny Hodges
BLUE HODGE-—Verve 8406: And Then Some; 

/ Wonder Why; Azure Te; Blue Hodge; Hodge 
Podge; Il Shouldn't Happen to a Dream; Why 
Arc You Blue? ; Knuckles; Stand By Blues; There 
Is No Greater Love.

Personnel: Hodges, alto saxophone; Wild Bill 
Davis, organ; Les Spann, flute, guitar; Sam Jones, 
bass; Louis Hayes, drums.

Rating ★ ★ ★

The alliance of Hodges with organ and 
flute has all the surface aspects of an 
idea born of desperation. That it suc
ceeds in any measure can be attributed 
to Hodges’ ability to rise above practically 
anything. There are other helpfully con
tributing factors: Spann spends more time 
on his guitar than he does in fluting, 
and Davis has the grace and good sense 
to stay out of Hodges way.

The tunes run from slow ballads to
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medium and slightly up-tempo riffers. 
On the ballads Hodges usually has his 
own way and brings them off with his 
customary sinuous stylishness — particu
larly I Wonder Why and No Greater 
Love. The rest arc satisfactory Hodges, 
but they might have been much more 
interesting if he had had a reasonably 
provocative ensemble from which to 
emerge. (J.S.W.)

Jazztet
THE JAZZTET AT BIRDHOUSE—Argo 688: 

Junction; Farmer’s Market; Darn That Dream; 
Shutterbug; ‘Round Midnight; November After
noon.

Personnel: Art Farmer, trumpet, fluegelhorn; 
Tom McIntosh, trombone; Benny Golson, tenor 
saxophone; Cedar Walton, piano; Tommy Williams, 
bass; Albert Heath, drums.

Rating: ★ ★ ★ ★ '/z
The Jazztet has never been, nor sup

posedly was it ever intended to be, a 
throw-c?.ution-to-the-wind group. This con
servatism has pervaded the sextet’s records 
till now—the group sometimes sounded 
so controlled that warmth seemed sacri
ficed for correctness. This album, cut be
fore an audience last year at Chicago’s 
Birdhouse, finds the group more fiery— 
and relaxed—than have studio sessions.

It’s still not a hell-for-leather outfit, but 
there were some emotional moments 
caught at this session. Most of them can 
be found in Farmer’s work.

I have always been taken with Farmer’s 
introspective way of playing; especially on 
ballads did he seem to be. and this is 
meant in a positive sense, talking to him
self. Like Bobby Hackett. Farmer has the 
ability to pick pretty notes.

On this record, there are two brilliant 
examples of Farmer’s ballad playing. 
Dream and Midnight, both played on 
fltiegelhorn (except a short passage in the 
first chorus of Midnight), both exquisite 
recitations. Farmer’s Midnight solo is 
even more than that: it’s near-perfect, if 
any solo can be so-called. Nothing should 
have followed it, but, unfortunately, 
Walton had to.

Farmer is reflective in his up-tempo 
playing also, but he adds fire to it. His 
excellently constructed trumpet solo on 
Market fairly dances; on Junction, his 
trumpet is, by turn, poignant and urgent. 
Anywhere in the album, after Farmer 
solos, you know you’ve had a musical 
experience.

Golson, while not as successful in solo 
as Farmer, plays well, though on Market 
and Shutterbug his tenor solos come off 
as bunches of notes—not without rhyme 
and reason but with little emotion. 
Golson’s best playing is on Junction (a 
rememberable theme by the tenorist) and 
Midnight (his best arrangement in the 
album). Unfortunately, something happens 
at the beginning of Golson’s Midnight 
solo—the tempo drops and the mood 
changes quite abruptly—but I imagine 
the damage was done in editing and not 
on stand.

The best writing in the album is not by 
Golson, surprisingly, but by McIntosh. 
His November Afternoon is a good 
melody, somewhat reminiscent of the 
Russian folk song Meadowlands, and he 
has arranged and voiced it well. This is 
the only track, incidentally, that Me-
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Intosh’s J. J. Johnsonish trombone is heard 
in solo. The album might have been 
better balanced in solos if McIntosh had 
been given some of the space allowed 
Walton, who plays pleasantly but pre
dictably.

Much of the performances’ fire comes 
from Heath and Williams, though the 
time gets pretty tight on Shutterbug. Wil
liams adds much to Dream, particularly 
behind Farmer’s second chorus.

In several ways, this is the best Jazztet 
album yet. (D.DeM.)

Bud Shank
BAREFOOT ADVENTURE — Pacific Jazz 35: 
Barefoot Adventure; Shoeless Beach Meeting; 
Jungle Cruise; How High the Makaha; Well, ‘Bou 
My Soul; Ala Moana; Bruce Is Loose; Dance of 
the Sea Monsters.

Personnel: Shank, alto, baritone saxophones; Bob 
Cooper, tenor saxophone; Carmell Jones, trumpet; 
Dennis Budimir, guitar; Gary Peacock, bass; Shelly 
Manne, drums.

Rating: * * ★

This is background music composed by 
Shank for a film, Barefoot Adventure. In 
these performances it is fleshed out much 
more than film music usually is. Shank’s 
themes may serve the purposes of the 
film, but most are rather ordinary for 
purely listening purposes.

The two best pieces in the set are the 
closing items on each side, both taken at 
a very fast clip and distinguished by 
strong, unusual opening ensembles. On 
one, Shank rips through a hard-driving 
baritone saxophone solo; on the other, he 
has an equally walloping set-to on alto. 
For whatever reasons, these are his best 
showings on the disc, for his other solos 
stay close to the pedestrian.

Performance honors go to Cooper, 
whose tenor solos are consistently fluent 
and swinging, and Jones, who plays a 
warm-toned, deliberately phrased trumpet.

Given somewhat more plausible mate
rial, this group shows, in spots here, that 
it could be quite effective. (J.S.W.)

Various Artists
CHICAGO: THE LIVING LEGENDS—River- 

side 389/390: Bugle Blues (Lil Armstrong); Hotter 
Than That (Franz Jackson); Sister Kale (Earl 
Hines) ; 1 Ain't Gonna Give Nobody None of This 
Jelly Holt (Al Wynn); Gillian Stomp (Lovie 
Austin); Downhearted Blues (Alberta Hunter- 
Lovie Austin); Somethin’ Keep Worryin' Me Blues 
(Little Brother Montgomery); Things 'bout Cornin' 
My Way (Mississippi Sheiks); The Santa Fe Blues 
(Mama Yancey); How Bong Blues (Blind John 
Davis-AI Wynn); Boogie Me (Lil Armstrong); I’m 
Gonna Have You (Junie Cobh); 1919 Rag (Franz 
Jackson); Cooter Crawl (Little Brother Mont
gomery); Muskrat Ramble (Lil Armstrong); 
Saturday Night Function (Little Brother Mont
gomery); Once or Twice (Junie Cobb); Caution 
Blues (Earl Hines); After All These Years 
(Alberta Hunter-Lil Armstrong).

Personnel: Tracks 1, 15—Bill Martin, Rui 
Nabors, Eddie Smith, trumpets; Preston Jackson, 
Al Wynn, trombones: Darnell Harvard, Franz Jack- 
son, clarinets; Miss Armstrong, piano; Pops Foster, 
bass; Booker Washington, drums. Tracks 2, 13— 
Bob Shoffner, trumpet; John Thomas, trombone; 
Jackson, clarinet; Roz.clle Claxton, piano; Lawrence 
Dixon, banjo; Bill Oldham, tuba; Richard Curry, 
drums. Tracks 3, 18—Smith, trumpet; Howard, 
clarinet; Jimmy Archey, trombone; Hines, piuno; 
Foster, buss; Earl Watkins, drums. Track 4— 
Martin, trumpet; Wynn, trombone; Howard, 
clarinet; Bus Moten, piano, vocal: Mike McKen
drick, banjo; Washington, drums. Tracks 5, 6, 19— 
Archey, trombone; Howard, clarinet; Miss Austin 
or Miss Armstrong, piano; Foster, bass; Jasper 
Taylor, drums; Miss Hunter, vocals (tracks 6, 19). 
Tracks 7, 14, 16—-Ted Butterman, cornet; Bob 
Gordon, clarinet; Rufus Brown, tenor saxophone 
(track 16); Montgomery, piano, vocals; Mc
Kendrick, banjo. Track 8—Walter Vinson (Missi
ssippi Sheik), vocal, guitar; Jesse Coleman 
(Monkey Joe), piano; Sam Hill, guitar; Foster, 

bass; Watkins, drums. Track 9—Mrs. Yancey, 
vocal; Montgomery, piano; Hill, guitar; Foster, 
bass; Watkins, drums. Track 10—Davis, vocal, 
piano; Wynn, trombone; Martin, trumpet; Howard, 
clarinet; McKendrick, guitar; Washington, drums. 
Track 11—Miss Armstrong, piano; Foster, bass; 
Washington, drums. Tracks 12, 17—Fortunatus 
Ricard, trumpet; Harlen Floyd, trombone; Leon 
Washington, clarinet, tenor saxophone; Cobb, 
piano; ¡key Robinson, banjo; Walter Cole, bass; 
Red Saunders, drums; Annabelle Calhoun, vocal 
(track 12).

Rating: * * ★ *
Riverside has followed up its unearth

ing of a batch of veteran New Orleans 
musicians, which inaugurated the Living 
Legends series, with a similar recording 
visit to Chicago.

This two-disc set is a sampler of five 
days of taping done there by Chris Albert
son in September. These Chicagoans— 
not all of them are aged veterans—are 
more polished than their New Orleans 
counterparts, which is natural since they 
seem to have more opportunities to work 
(and, of course, the inclusion of Earl 
Hines, who is sort of a ringer since he 
was just visiting Chicago, raises the gene
ral level of polish immeasureably).

For the most part, these are boisterous 
performances, full of high spirits that 
seem to have overflowed on Miss Arm
strong’s orchestra date. On the two pieces 
from that session, she has three fine trum
peters, Nabors, who gets off a blistering 
solo on Bugle Blues; Martin, who plays 
with strong, sure firmness on Muskrat; and 
Smith, Hines’ regular trumpeter, who has 
a bright brilliant attack. Lil herself shows 
little on these two pieces (aside from 
thumping a bit too heavily on Bugle), 
but she gets a chance to show her vitality 
on her trio piece, Boogie Me, which has 
some excellent cymbal thrashing by Wash
ington.

The high points of the collection are 
Hines’ two entries, Kate and Caution, both 
with exemplary Hines solos and brief 
glimpses of the well-tooled, smoothly in
tegrated band he is now leading.

Montgomery’s three attractive entries, 
including Duke Ellington’s almost-forgot
ten Saturday Night Function, show off his 
gutty little band, sparked by the bright, 
cutting cornet of Butterman, and also 
spotlight Brother’s own forthright, declar
ative singing.

Miss Hunter’s voice has, understandably, 
grown heavier with the years, but she still 
phrases acutely on Downhearted Blues, 
Mama Yancey has also retained her phras
ing sense, but her talk-shout effort on 
Santa Fe Blues is rather shrill. There’s a 
good blues by Davis, and romping piece 
by Cobb’s band, which benefits from the
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wonderful drive that Robinson's banjo 
brings to the rhythm section.

All in all, it’s a well-seasoned pudding, 
full of a variety of good things (and the 
promise of more to come when full albums 
by the various groups are issued) as well 
as some relatively routine performances, 
and one, by Miss Austin, that might have 
come oft well if somebody hadn’t goofed 
badly on the balance. (J.S.W.)

OLD WINE 
NEW BOTTLES
Charlie Parker

THE ESSENTIAL CHARLIE PARKER—Verve 
8109: Kim; Just Friends; Bloomdido: Au Privave; 
Funky Blues; She Rote; I Didn’t Know What Time 
It Was; Chi Chi; Swedish Schnapps; KC Blues.

Personnel: Track 1—Parker, alto saxophone; 
Hank Jones, piano; Teddy Kotick, bass; Max 
Roach, drums. Tracks 2, 7—Parker with strings and 
rhythm. Track 3—Parker; Dizzy Gillespie, trum
pet; Thelonious Monk, piano; Curly Russell, bass; 
Buddy Rich, drums. Tracks 4, 6, 10—Parker; 
Miles Davis, trumpet (6, 101; Walter Bishop Jr,, 
piano; Kotick; Roach, Track 5 — Charlie 
Shavers, trumpet; Parker, Johnny Hodges, 
Benny Carter, alto saxophones; Ben Webster, Flip 
Phillips, tenor saxophones; Oscar Peterson, piano; 
Barney Kessel, guitar; Ray Brown, bass; J, C. 
Heard, drums. Track 8—Parker; At Haig, piano; 
Percy Heath, bass; Roach. Track 9-—Porker; Red 
Rodney, trumpet; John Lewis, piano; Brown; 
Kenny Clarke, drums.

Rating:
This collection does provide a cross 

section of the various sorts of recording 
that Parker did for Norman Granz’ labels, 
although whether it is the best one-volume 
collection that could be made is another 
question.

For example, if Parker-with-strings is 
present. Just Friends is a candidate, be
cause it was one of his own records that 
Parker would concede that he liked. And 
for that wonderful blues-like transforma
tion in the second chorus, one cannot help 
but agree with him that it was a fine per
formance.

However, Verve has a nearly surpassing 
string version of What Is This Thing Called 
Love? that would have been a better sec
ond choice than 1 Didn’t Know What Time 
It Was. I am sure, also, that any definitive 
Parker collection should include his Lady 
Be Good variations, which belong to 
Verve, and they are not included here.

I do believe that the fluent sureness of 
Chi Chi (the springiness of Haig’s accom
paniment is in itself something to hear), 
ihc easy conservatism of Schnapps, tiie 
developed virtuosity of the fast She Rote 
{even if it is not quite a Koko or a Bird 
Gets the Worm), and the reunion with 
Gillespie and featuring Monk make these 
among the best things he did for the label.

I am sure that Au Privave is a very good 
Parker piece and that Funky Blues (ingeni
ously edited in this version) is very good 
Parker blues playing, and I am perpetually 
grateful for the developed fundamentals of 
this medium-tempo KC Blues. But I miss 
the quartet version of Confirmation (surely 
Parker’s most brilliantly composed line), 
and T miss Passport, and I miss others.

In rhythm, in melody, and in harmony, 
this man had the most brilliantly active 
imagination that jazz has known. There 
are times when I wonder if that imagina
tion wasn t too brilliant for its own good, 
for its own sense of order or resolution.

But there are few times when I would 

not readily use the word genius in talking ’ 
about him, and there are no times when I 
do not feel that an intimate acquaintance 
with his recorded work is one of the great, 
delightful, complex, and lasting experiences 
that jazz has to offer. (M.W.)

VOCAL
La mbert-Hendricks-Ross

HIGH FLYING—Columbia 1675: Come On 
Home; The New ABC; Farmer’s Market; Cookin’ 
at the Continental; With Malice Toward None; 
Hi-Fly; Home Cookin’; Halloween Spooks; 
Popity Pop; Blue; Mr. P. C.

Personnel: Dave Lambert, Jon Hendricks, Annie 
Ross, vocals; Gildo Mahones, piano; Ike Isaacs, 
bass; Jimmy Wormworth, drums.

Rating: ★ ★ Vt
Too often in the course of this outing 

with L, H, and R it becomes painfully 
obvious to the listener that all is not well 
in the Department of Swinging.

At times the problem would appear to 
boil down to a tug-o'-war between singers 
and rhythm section. The result is a forced, 
strained, and consequently plodding feel
ing. This is no reflection on the excellent 
Isaacs team; they do their best, and 
Mahones gets off a fine piano solo on Hi- 
Fly. Unhappily, it boils down to a struggle 
between labor and management: the 
labored vocal front line and the manage
ment of the entire enterprise just don’t 
sec eye to eye.

Basic to this contradiction, which 
permeates so much of the group’s perform
ances, is the insurmountable tank trap of 
wordiness. Too many words and loo many 
ill-fated attempts to fit ’em all in at all 
costs. For an excellent illustration of this, 
listen to Home Cookin’ which reveals 
Hendricks almost stumbling over himself 
to squeeze in every syllable. The result 
is that one constantly has the insecure 
feeling ihat the time is fluctuating.

Lest the foregoing appear too negative 
vis a vis this particular set, it should be 
positively noted that there are moments 
of merit.

A high point (to this reviewer, at least, 
who welcomes a touch of the light and 
zany) is the thoroughly pixilated Hallow
een, in which the three vocalists take 
roles approximating goblins, witches, and 
other creatures of spookery. It’s a lot of 
fun. On the closing Mr. P.C. the tempo 
is up, and the feeling is brightly swing
ing, the vocal front line in union with 
the rhythm section for a change.

There is nothing really new here; it’s 
more of the familiar L-H-R routine with 
some low and some high points. The half
star, incidentally, is for all that ghoulish 
Halloween goulash. (J.A.T.)

Les McCann
LES McCANN SINGS—Pacific Jazz 31: Won

der Why; It’s Way Past Suppertime; ’Deed I Do; 
Since I Fell for You; But Not for Me; 1 Cried for 
You; Sweet Georgia Brown; Please Send Me 
Someone to Love; Next Spring; Love Leiters; On 
the Street Where You Live; Bye, Bye, Blackbird.

Personnel: All tracks—McCann, vocals, piano. 
Tracks 1, 4, 6, 8—Gerald Wilson, conductor; 
Jimmy Zito, John Audino, Ray Triscari, Charlie 
Meeks, trumpets; Bob Edmonson John Ewing, 
Kenny Shroyer, trombones; Harold Land, Teddy 
Edwards, Buddy Collette, Charlie Lloyd, Jack 
Nimitz, reeds; Herbie Lewis, hass; Ron Jefferson, 
drums. Tracks 2, 5, 10—Wilson, conductor; Jerome 
Reisler, Dan Lube, Carl Kalash, Darrel Terwilliger, 
Myron Sandler, Bobby Bruce, Edger Lustgarden, 
George Poole, Charles Gates, strings; unlisted
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flute; Doln Coker, rhythm piano; Lewis, bass; 
Jefferson, drums. Tracks 3, 7, 11, 12—Lewis, bass; 
Jefferson, drums. Track 9—Lawrence Lofton, trom
bone; Ben Webster, tenor saxophone; Richard 
Holmes, organ, Lewis, bass; Jefferson, drums.

Rating: ★ ★ ★

The easy thing to say about this record 
is that McCann is a better singer than 
he is piano player. But there’s more to 
McCann’s work, both vocally and pianisti- 
cally, here than can be covered in such a 
statement.

He sings with a great amount of emotion 
and warmth, and while it is surely pos
sible to hear traces of other singers’ man
nerisms in his vocals, it is also possible to 
hear individuality. His singing generally 
is in good taste especially on ballads, as 
on the lovely Suppertime, which he helped
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•Slightly Higher West
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write. At times, though, McCann tends to 
phrase without regard to lyric continuity, 
breaking a thought in half, as on Not for 
Me, but this is a fault common to many 
singers. He also too often drips with hon
eyed sentimentality, as on Love Letters, 
which gets almost embarrassingly sweet.

The only track that completely fails 
vocally is Street. Perhaps if McCann had 
not done it in %, the vocal would not 
have been as choppy and unrclaxed as it 
is. Also, the vocal-trio ending of this track 
and Sweet Georgia are unneccessary and 
in bad taste. But then, it might be some 
sort of satire on the Raylettcs that just 
came off heavy handed.

On the trio tracks, the accompanying 
McCann doesn’t seem to be listening to
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the singing McCann, which is strange. 
There seems no empathy between the two, 
as if the vocal were dubbed over the 
piano. There’s also a nasty splice at the 
first chorus of Sweet Georgia, and a beat 
is lost in McCann’s piano break. Or, at 
least, I suspect it is a splice and not Mc
Cann that is responsible. Most of Mc
Cann’s piano work is in as good taste as 
his singing, and taste has often been miss
ing from McCann’s piano playing in the 
past.

Wilson has done an excellent job ar
ranging and conducting the large-ensemble 
tracks. He uses flute well, whether with 
strings (Suppertime) or with brass 
(Please).

All in all, this a good album, one that 
reveals McCann as a vocalist with some
thing to say, though how he says it could 
do with a bit of polish. (D.DeM.)

Memphis Slim-Jazz Gillum-
Arbee Stidham

MEMPHIS SLIM’S TRIBUTE—Candid 8023: 
I Peet So Good; /tockin' Chair Blues; Baby 
Gone; Cow Cow Blues; Miss Ida B.; Forty-Four 
Blues; Trouble in Mind; Worried Life Blues; 
I Don't Want My Booster Crowin' after the Sun 
Goes Down; Lonesome in My Bedroom; Diggin' 
My Potatoes; hi the Evenin'.

Personnel: Slim, vocals, piano: Cilium, vocals, 
Harmonica; Stidham, vocals, guitar.

Rating: * * * l/2
BLUES BY JAZZ GILLUM—Folkways 3826: 

The Race of the Jim Lee and the Katy Adam; A 
Small Town They Call Bessemer; Walkin' the 
Blues Away; My Last Leiter; Key to the Hich- 
way; Harmonica Boogie; I Wonder Why/; You've 
Got to Reap Just What You Sow; Let It Be Me; 
I'll Always Remember You; You’ve Got to Mee; 
Me Halfway; Gillum Blues.

Personnel: Gillum, vocals, harmonica; Stidham, 
vocals, guitar; Slim, piano, organ.

Rating: * * *
These two records present a revolving 

cycle of the talents of Memphis Slim, 
Jazz Gillum, and Arbee Stidham. On the 
Candid disc, Slim gets the bulk of the 
attention while on the Folkways he serves 
only as accompanist with Stidham singing 
on one side and Gillum on the other.

On ihe latter release, Slim plays organ 
on most of the pieces, which is unfor
tunate since it adds an element of colorless 
monotony to material that, by its very 
nature, leans to a somewhat repetitive 
character. Gillum tends to talk his songs, 
using short phrases and dropping his voice 
at the end of each phrase. He is a limited 
vocalist and is far more expressive when 
he picks up his harmonica. Stidham, on 
the other hand, has a darkly heavy voice 
and, in some instances, shows evidences 
of range so that his lines have more lyri
cism than Gillum’s. But there is a heavi
ness through most of the disc that keeps 
it on a relatively earthbound level.

The Candid set draws on some of the 
classic material of the blues genre, pieces 
associated with Bill Broonzy, Walter 
Davis, Cow Cow Davenport, Roosevelt 
Sykes, Big Maceo, Blind Blake, Curtis 
Jones, Washboard Sam, and Leroy Carr. 
Again Gillum’s thin voice and matter-of- 
fact projection make his two selections of 
less interest than the three by Stidham or 
Slim’s seven.

Stidham makes very good use of his 
big, lusty voice, ranging from a plaintive, 
markedly vibratoed style on Trouble in 
Mind to an open, driving attack on Dig
gin’ My Potatoes. Slim is consistently cap
able both as vocalist and pianist. (J.S.W.)



Bing is the classiest Gos
pel singer I've ever heard/’

DIZZY GILLESPIE
By LEONARD FEATHER

'Io conserve space, I'm putting a couple of Dizzy Gillespie’s 
miscellaneous afterthoughts first:

“Somebody came up to me at Birdland the other night and 
said, ‘What gasses me about your band is that the guys all listen 
to one another taking the solos.’ Digging one another, that's a 
lost art with these modern guys. Most of them, especially the 
drummers, they’re so busy, busy, busy, busy, busy, they don’t aug
ment and push what the soloist is doing. . . .

“I was talking to Benny Carter the other night about Leo 
Wright and what a fine musician he is. I said he’s the oldest 
young musician I’ve seen around! I mean, he’s got all the finer 
points of the older musicians, plus the modern things.. ..

“. . . a man’s personal life is interwoven into his music; you 
can’t help it from coming out; but you can’t deliberately bring 
your personal life into your music. You have to detach yourself 
from your problems when you play. ...”

Except for the remarks in the parenthetical “later,” comments 
below were made without any information about the records 
played during the interview.

The Records
l, Howard McGhee, Dusty Blue {from Dusty 

Blue, Bethlehem], McGhee, trumpet, com
poser; Benny Green, trombone; Roland 
Alexander, tenor saxophone.

Well, I liked that. The trombone player 
sounded to me like Bill Harris . . . trumpet 
sounds like maybe Conte Candoli . . . the 
tenor player ... it was in a minor key, but 
in the middle there he changed to a major 
rather abruptly, didn’t he? Well, all of us 
make mistakes. It was pleasant, I'd say, on 
the whole. Two stars.

Later: What? Well, it didn't sound like 
Benny Green! He has such a distinctive 
sound, I usually recognize him immedi
ately.

You know, Howard was having trouble 
with his mouthpiece, and I took him to this 
guy in a little town in Massachusetts that 
makes my mouthpieces; we spent a whole 
afternoon up there. And not only is 
Howard playing this new mouthpiece now, 
but Buck Clayion is. And he has a new 
approach. I was talking to John Hammond 
about it the other day, Buck sounds like a 
new man altogclhcr. He’s rounded out. The 
new mouthpiece makes that much differ
ence.
2. Harry James. Sweefs' Tooth (from The Spec

tacular Sound of Harry James, MGM), James, 
trumpet; Ernie Wilkins, composer; boss un
identified.

It sounded to me like the two Harrys 
got a little mixed up in there—Harry James 
played a couple of Harry Edison riffs. It 
sounded nice, but I didn’t particularly care 
for the groove that the bass-player was 
getting. It didn’t help the over-all feeling. 
Two stars.
3. Bing Crosby and Louis Armstrong, The 

Preacher (from Bing and Satchmo, MGM). 
Armstrong, trumpet, vocal; Crosby, vocal; 
Horace Silver, composer.

Well, isn’t that something. ... I must say 
that the first vocalist, who, of course, is 
Bing, is the classiest Gospel singer that 
I've ever heard!

The second singer is just out of this 
world, and he knows just what to do with 
a song. If I were a singer, I think I'd like 
to do every song just the way Louis Arm
strong does it. His nuances are something 
else. You know who else gasses me sing
ing? Stuil Smith. And playing, too, of 
course; he is one of the most underrated 
musicians around.

I wish I could sing like that. I‘ve really 
gotten away from the old-time blues; I’ve 
concentrated so much on harmonies and 
stuff that I started to sing a blues one 
one time, and I found I just couldn’t seem 
to get that—that—you know, that sancti
fied feeling. But I like to sing sanctified 
blues, and when you don’t get that quality 
into it, you’re not really singing the blues. 

All the stars for that one. Louis is too 
much.
4. Al Hirt. To Ava (from The Greatest Horn in 

the World, RCA Victor). Hirt, trumpet; Alfred 
Newman, composer; Henri René Orchestra.

That’s not my particular taste in trum
pet. He has a pretty fair technique. I'll say 
that, but there’s nothing that remotely re
sembles jazz in this, not to me, if it’s sup
posed to be jazz.

I don’t know who it could be. Pete Can
doli? I won't rate this one. Or could it 
be Al Hirt? I’ve never heard him, but I’ve 
heard about him.
5. Freddie Hubbard. All or Nothing at All (from 

Open Sesame, Blue NoIe). Hubbard, trumpet; 
Tina Brooks, tenor saxophone; McCoy Tyner, 
piano; Sam Jones, bass; Clifford Jarvis, 
drums.

Was that Hank Mobley on tenor? . . . 
I liked the trumpet player; I’d give this 
three stars on the merits of the trumpet.

You know something? I’ve noticed that 
most young drummers nowadays don’t use 
the bass drum to great advantage.

I come from the old school—I imagine I 
do sound pretty old now, saying that—but 
when I first started playing, the leader of 
the band that I played with in South Caro
lina was a bass drummer, and he played 
it not with his foot but with his hand. I 

didn’t think too much about it at the time, 
but he was the leader, and after all, there 
is always a certain natural anathema be
tween a sideman and the leader; but as I 
grew older and I didn’t hear this any more, 
I realized that this guy was actually great 
on that bass drum. He had his knee up 
against the bass drum, to make different 
sounds—yes, the same idea as the elbow on 
the snare the way they do it now. Of 
course, we had a snare drummer in the 
band, too.

A good example of a bass drummer is a 
guy like Buddy Rich. He completely in
tegrates—I hate to use that word—the bass 
drum, the sock cymbal, the other cymbal, 
and the snare, and the bass drum rhythm 
keeps going along with it all. That’s what 
I like personally, and I’ve had a lot of ex
perience with it.

The drummers that have been with me 
—you know who I've had through the 
years, people like Max and Art Blakey, AI 
Jones, Specs Wright, Stan Levey—all the 
ones who have played with me seem to 
have come to me originally with these 
set ideas, the idea that the bass drum was 
just to accent and drop bombs.

Lex Humphries had been taught that, 
and 1 had to get him out of it. The bass 
drum is a separate instrument in itself, 
just as each cymbal is separate, and the 
snare, and you have to put all these things 
together.

I’m not trying to put anyone down; I'm 
only speaking about what I like person
ally, and what I think soloists like per
sonally. If it gets too loud, it becomes 
overbearing and drowns out the bass and 
piano. You have to have that pulse going.

This thing didn’t start with Philly Joe. 
Long before his lime, back in the early 
52nd St. days when Max played with me, 
the brushes and the bass drum had to go 
right together, and Max played that way 
with me.

Anyhow, as I said, I’ll give this three 
because I like that trumpet.

Later: Tina Brooks ... is that a lady?
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THE AUTOMOBILE GRAVEYARD
41st Street Theatre, New York City

The Automobile Graveyard, a theo
logically scandalous Passion Play by 
Arrabal, is excellently acted, creatively 
directed by Herbert Machiz, and superbly 
set by Kim Swados with novel versions 
of the discarded obvious.

In brief, to a car junkyard come three 
jazz musicians, running from the police, 
who would arrest them for entertaining the 
people without charging admission.

The deserted automobiles serve as a 
hotel for characters never seen and are 
presided over by a combination owner/bell- 
boy (psychologically a split—sadist/maso- 
chist), who represents Pontius Pilate right 
down to the washing of his hands.

His assistant, Delia, played by Leila 
Martin, is a whirlwind of personality 
changes and, in the play’s symbolism, veers 
from a hip, unrepentant Mary Magdalene 
to a sorrowful Veronica.

Some of the policemen are never seen, 
because Delia leads them astray and away 
from their search for the musicians. The 
crowd is only heard, and bitter it is be
cause the frightened musicians hide in
stead of playing for them as promised.

The three musicians arc more clear, their 
symbolism obvious, and their plight very 
certain. The mute clarinetist is the Apostle 
Peter. He makes his three denials. The 
guitarist is Judas Iscariot. He sells out for 
a government check, amount not specified. 
The trumpeter, played with fluid speech 
and movement by Gabriel Dell, is Jesus 
Christ. He is taken, beaten, and killed 
and then carried across the stage on a 
bicycle in the crucifixion position. Most 
clergymen in the audience would feel some 
relief at his passing, for a Christ with 
confusion, fears, and libido akimbo is hard
ly a Christ at all.

Unless the fact of existence of a play is 
its own reason, there seems little reason 
for this one. Each of the parts of its actual 
performance—actors, directors, sets, music 
(Mordechai Sheinkman), lyrics (Kenward 
Elmslie), and playing (no credits given, 
but some established jazzmen are recogniz
able)—is far greater than the play itself. 
But they arc unable to add up to more 
than the sum of themselves except in those 
occasional movements when the author 
avoids the obvious, forsakes the tortured 
parallels, and lets the young people just 
swing.

The play was translated from the French 
by Richard Howard. Perhaps it lost some
thing in the translation. Perhaps the orig
inal story was a poor choice for translation 
into Arrabal’s terms. It’s a shame. In this 
production everyone is to be applauded. 
It’s just that the play is not the thing.

—Coss

KENNY DURHAM QUINTET
Black Orchid, Los Angeles

Personnel: Dorham, trumpet; Jackie McLean, 
alto saxophone; Walter Bishop, piano; Leroy 
Vinnegar, bass, Arthur Taylor, drums.

How Bishop kept his sanity this opening 
night may never be known. It is possible 
that his defenses are constructed in depth 
following years of having truck with 
atrocious pianos, but even the most for
midable breastworks arc breached on oc
casion. The plain fact is that the keyboard

Dorham

instrument (it cannot be called a piano
forte) confronted by Bishop and his col
leagues on this job was an instrument of 
torture worthy of Torquemada.

Miraculously, Bishop, to coin a phrase, 
kept his cool. The band as a whole suf
fered from the out-of-tune monstrosity. 
Still, the horn players stoically carried on 
—Dorham with his fine, fat tone and elec
trifying flights; McLean with his alto 
honed to a keen cutting edge, all the better 
to drive home those sometimes laconic, 
sometimes eloquent but nearly always 
angry statemenls.

Taylor's taste and burning drive is be
yond question—a drummer of high distinc
tion. Vinnegar is playing nowadays with a 
not-so-new-found inspiration that increases 
his stock as one of the most valuable 
anchor men in jazz.

On opening night this rather depressing 
saloon was full of hippies who didn’t seem 
to mind the supreme insult to music and 
men embodied in the cursed keyboard. 
But hippies lend to bend that way. Bishop 
might have spared himself aggravation and 
frustration by simply refusing to play.

—Tynan

RED MITCHELL-HAROLD LAND QUINTET
Shelly's Marine-Hole, Los Angeles

Personnel: Mitchell, bass; Land, tenor saxo
phone; Carmell Jones, trumpet; Frank Strazzeri, 
piano; Leon Fettles, drums.

It is no strain at all to state that this 
quintet is the most stimulating and cre
atively alive jazz group resident on the 
West Coast.

Mitchell and Land seem to have tapped 
the magic of the alchemist’s stone and to 
have transmuted sheer prowess of instru
mental technique into a highly imaginative 
blending of their respective instruments 
and the burgeoning trumpet of young 
Jones.

How often is it said, “The group swings
38 o DOWN BEAT
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okay, but they need a gimmick”? Mitchell 
and Land would appear to have discovered 
their “gimmick," except that it is not a 
gimmick in (he accepled tawdry sense of 
this all-American term. It is a legitimate 
and logical wedding of bass with front-line 
horns into a sound bloc capable of strik
ing home with the drive of Roger Maris.

Superficially, one might say the group is 
at its most compelling and original when 
playing the arrangements scored for this 
bass-tenor-trumpet trey. Sometimes Mitchell 

Land (1.) and Mitchell

picks up the other horns on an opening 
Jine; or he will play arco in their com
pany, revealing a sonorous bow sound 
worthy of any good symphony bassist. Two 
examples of his arco work heard on night 
of review were his own waltz Hear Ye and 
Land's original Catacomb, if he has a 
shortcoming, it is only that his arco sound 
is not as hard and biting as that achieved 
by, say, Paul Chambers,

Land is a tower on tenor. He is a musi
cian of wildly creative talent. His solo on 
his own Triplin’ was astonishing. On 
Bloomdido he displayed a flood of bril
liant improvisation.

Jones, still in his early 20s, is a genu
inely strong and eloquent trumpet voice, 
and the amazing quality about his play
ing is that it seems to improve and develop 
consistently. He possesses frank clarity of 
tone, a refreshing sense of lyricism and an 
utterly relaxed approach to creating, cheer
fully unlike all too many of today’s bat
talion of hypertense and jaggedly neurotic 
younger trumpet men. Jones, it seems in
evitable at the present rale of progress, 
is destined to develop 
trumpet voice.

Pianist Strazzeri is 
significance, sure to 

importantinto an

another 
advance

man of 
to front

rank. He shows qualities of simplicity and 
strength, an infallible time sense, and in
disputable originality. In some respects, in 
fact, his playing is reminiscent of the 
late and talented Carl Perkins.

Petties fits ideally with the basic char
acter of this group. He swings simply and 
without fuss. And the joy of his rapport 
with Mitchel] must be witnessed.

The quintet appears at the Manne-Hole 
on Mondays only. Thursdays through Sun
days the five repair to the Town Hill 
saloon on the south side of Los Angeles. 
In all events, they should be heard. They 
are the happiest jazz news to sing out on
the coast in years. —Tynan
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By BILL MATHIEU
At the end of last month’s column 

(which you need as you read this) we 
were in the middle of All the Things 
You Are—hanging on the last chord of 
the bridge.

This chord (C+, or c, e, gi) is a true 
pivot chord. Its function is to connect 
what is on cither side of it. Just before 
this point, we have arrived at a cadence 
in E major. The place we are going to, 
if you read ahead a few bars, is Ab 
major. The job of C+ is to get us 
smoothly from one place to the other.

But first, why smoothly? Why not 
abruptly, as in other harmonic shifts we 
have met?

The answer lies in the fact that most 
tunes that are written in A A B A form 
(as this one is) reach their dramatic 
high point just at the end of the B 
section. This is as true of rock and roll 
as it is of serious jazz. Somehow the 
impending return of the A section gives 
us a rejuvenation of energy, an expecta
tion that we know will be fulfilled. In
cidentally, compare this to the emotion
al journey of a sonata movement. This 
same expectancy, but more refined and 
more powerful, is felt at the end of the 
development, just before the recapitula
tion of the main theme.

In the same way, this C+ chord serves 
partly as a formal means of getting us 
back to familiar harmonic and thematic 
ground. As such, it contains elements 
of the music on either side of it: notes 

from an E major scale, where we’re 
coming from, and notes from an Ab 
major scale, where we're going.

One of the many scales that can 
serve this purpose is:

There are, however, other ways of 
looking at it. C+ could be considered as 
a dominant to the oncoming chord, 
Fmi7, which is altered to accommodate 
the common tone in the melody, gg, 
which becomes ub. In that case, the scale 
is:

4^—
A third possibility is to consider this 

chord as a kind of anti-harmony. If you 
lay a whole-tone scale upon it, starting 
on c, you get a mild feeling of har
monic suspension-in-air.

To my ear, the last alternative is best. 
But, after learning all the possibilities, 
let your own ear judge.

The remaining 12 bars of the tune are 
not difficult. The first four of these are 
identical to the beginning. The final 
eight-bar phrase is:

Bar 30 is a brief movement to a some
what related area. In a more square 
rendition this bar would read simply 
Dbmi / / /. This is a change of mode 
on the IV chord (from major to minor), 
a fairly common occurrence. What is 
better is an extension of this: a brief 
shift of tonal area. This is a little farther 
out, but it derives its harmonic logic 
from the basic modal cliché. The scale 
involved is a Cb major scale (not an Fb 
major scale, which was erroneously in
dicated in last month’s column). Cb 
major is the bill of Ab, is related close
ly to the sound of the minor IV (check 
the common tones of Cb major and Db 
minor to prove it), and seems to add 
considerable color to the whole har
monic phrase. The device is common 
and useful in jazz harmony.

From here on, we start a simple 
downhill glide back to the tonic. Cmi7 
is the III7 of Ab and involves an Ab 
major scale, as do the final three bars.

Bar 32 involves the special problem 
of diminished chords based on the tonic, 
or containing the tonic as one of its prin
cipal notes. (The chord in question is 
Cb diminished, also erroneously notated 
in last month’s column.) This peculiar 

quirk in jazz harmony is not difficult to 
hear. A suggested scale is

I’ve received letters asking if I have 
a correspondence course available, or if 
the Inner Ear material is available in 
book form. The answer to both ques
tions unfortunately is “no.”

Another group of readers asks for lists 
of books or source materials relating to 
improvisation, conceptual approaches to 
jazz, and other pertinent information. 
There are lamentably few of them. 
However, an Ear column will soon be 
devoted to such a list.

There is a handy little book, Jazz 
Phrasing: Duets in Jazz for All Instru
ments, which delves into many prob
lems of stylistic approach in excellent 
detail.

It is best used by teacher and stu
dent. Two beginning students might 
have a tendency to compound their 
errors, clear though the text is. Incident
ally, 1 think that jazz composers should 
feel duty-bound to produce studies of 
this caliber. lazz would grow more 
quickly by the effort. Jazz Phrasing is by 
Fred Karlin and is published by Mar
shall Brown Music, Inc. pro

SIDEWINDER
J. J. Johnson’s writing ability is fast 

becoming as respected as his trombone 
playing. Besides longer works, such as 
Preceptions, which he wrote at Dizzy 
Gillespie’s behest, Johnson has com
posed many short pieces, most of 
which he has featured with the various 
sextets he has lead during the last few 
years.

An excellent example of his short 
works is Sidewinder, the score of which 
begins on the opposite page. The tune 
was recorded by Johnson’s sextet and 
can be heard on the trombonist’s 
Columbia album Really Livin' (CL 
1383).

The score differs slightly from the 
record in that there are intermittent 
figures behind the trumpet and tenor 
saxophone solos (“2x only” signifies 
that the figure is played on the second 
chorus), and there is a modified ending.

The solo order also is different, there 
being no trombone solo space on the 
score. In the eight-bar horns-drums ex
changes, note the order of the horn 
passages. In the 6/8 sections of the 
introduction and ending, the feeling is 
in “two,” i.e., a dotted half-note in 6/8 
equals a half-note in 4/4. The tempo is 
medium fast.



••oq Buiqsiiqnd sXep omj_ Xq psqsjiqnd 
uosuqof t t Xq pssoduuoo pue psBuejjy



«WiX ç J.«d3ï





"The Wurlitzer

Electronic Piano

has the big band

sound in a
pick-up package it

says
exclusive Roulette Recording Artist

"If goes where I go . . . and I play it wherever and 
whenever I want. It’s a great personal instrument. . . great 
for club dates."

The Count is a man on the go—and the Wurlitzer Elec
tronic Piano goes with him. Folding to compact suitcase 
size, his portable Wurlitzer gives him the big sound a 
man with a big band wants. Yet, he can play it anywhere 
there’s an electric outlet! And, because it is electronic, it 
stays in tune no matter how fast or far he travels.

Stop in to see it and play it at your Wurlitzer Dealer. 
You can buy and take the portable model right out with you.

WURLITZER
World's Largest Builder 
of Pianos and Organs

DEKALB • ILLINOIS

Earphones included. For com
pletely private playing and late 
hour practicing, arranging and 
composing, earphones plug in- 
speaker cuts out. Same wonder
ful Wurlitzer tone.





Thin-bodied CHERRY-RED STARFIRE1 with double pick
ups, Guild True Vibrato bridge and tailpiece assembly 

...and the powerful Guild Stereophonic Amplifier! The 

ultimate in visual and musical showmanship. See it, 

hear it, at your dealer's...or write for the Guild

catalog today.

SF-f —Single Pick-Up Guild Starfire..................$250.00 
SF-II —Double Pick-Up Guild Starfire .................  310.00
SF-lll — Double Pick-Up Guild Starfire with

True Vibrato, as illustrated..... 360.00 
200-S — Guild Stereophonic Amplifier....... ........... 350.00

*also in Emerald Green. Honey Amber and Grained Ebony.

Guild Gudoui^
Deluxe 

individual 
magnet pick-up.

Adjusto-matic 
6-way bridge for 
SF-t and SF-IL

Console of Sound: Control pane! of Guild 
Stereo Amplifier. 50 watts total output.

"Harp” tailpiece
for SF-1 and SF-II.

GUILD GUITARS, INC., Hoboken, New Jersey • PACIFIC MUSIC SUPPLY CO., Los Angeles 15, California ♦ TARG & DINNER, INC., Chicago 5, Illinois
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Joins the big swing to

ROGERS simc

NEW FLOATING SNARES AND A NEW 
CUSTOM-BUILT SHELL give the Dyna-Sonic 
its great advantage. Try it Check the pin
point definition, the choke-free sound, the 
perfect feel, the amazing power of this revo
lutionary new drum. And then listen! To 
the true musical sound. Here is the drum 
that drummers are talking about —and 
playing. TRY IT.

DRUMS
740 BOLIVAR • CLEVELAND 15, OHIO 

write for free 100-page catalog and details on Dyna-Sonic



INTRODUCING the 

new Remo Pads for 
woodwind instru
ments. Remo Pads 

can be installed 

with shellac and 

easily floated, 
shifted and 
seated for 

perfect clos
ing. No oven 

Is required.

WEATHES KING DRUMSTICKS-WEATHER KING PRACTICE PADS . REMO WOODWIND PAOS ■ WEATHER KING AMBASSADOR

or distributor, or write direct to:
REMO ine. 12804 Raymer Street, North Hollywood, Calif.

C FLUTES Eb SOPRANO FLUTES G ALTO FLUTES PICCOLOS

W. T. ARMSTRONG COMPANY, INC. ELKHART, INDIANA

WORLD'S LEADER IN AUTHENTIC 
FOLK MUSIC 

FOLKWAYS RECORDS 
NEW HIGH FIDELITY RELEASES 

EVERY MONTH.
Write for a complete catalog of 700 Long play 
Record Albums in ETHNIC, AMERICAN. INTER
NATIONAL. JAZZ. SCIENCE, INSTRUCTIONAL. 
CHILDREN. LITERATURE.

Folkways Records & Service Corp.
117 West 46th St., N. Y. C. 36, N. Y.

ACCORDIONISTS
Complete catalog of the world’s largest pub
lisher of accordion music. JAZZ, solos, duets, 
and band numbers in every grade. Polkas, 
Waltzes, Marches, novelties, classic, Spanish 
rhythms, and much, much more! FREE!

PIETRO DEIRO ACCORDION CAPITOL
133 Seventh Ave. South New York 14, N. V.

AD LIB
of modern lithographic processing,” 
currently part of Amalgamated Litho
graphers of America’s exhibition show 
at Grand Central Station.

The next Miles Davis Columbia 
album is titled Someday My Prince Will 
Come, in December, he recorded still 
another, and there seem to be plans 
afoot for one more, devoted to the 
music of Tadd Dameron . . . Gerry 
Mulligan and Bob Brookmeyer accom
panied vocalist Carol Sloane on her 
recording for Columbia. Mulligan also 
will make a record for Jazzline with 
Dave Bailey now that the baritonist’s 
Verve contract has lapsed . . . Walt 
Dickerson’s Prestige contract was 
bought by Columbia ... A new Gil 
Evans LP is due soon from Impulse ... 
The special Count Basie-Duke Ellington 
package will be released soon by Co
lumbia . . . SESAC, a radio licensing 
firm, has recorded albums by Bobby 
Hackett and Charlie Shavers . . . Co
lumbia paired Doris Day with André 
Previn and also scheduled Previn for a 
jazz LP with Cannonball Adderley.

Bill Grauer Productions (Riverside 
is its best-known label) will add a 
Gospel line, Battle , . . Prestige has 
added an eighth label to its line—- 
Prestige/Lively Arts—that will present 
talents in all the arts . . . Blue Note 
has issued LPs by Jimmy Smith, 
Horace Parian, Kenny Burrell, Lou 
Donaldson, and Leo Parker .. . Roulette 
has released a Candido-Lalo Shifrin 
album and one by the Perri Lee Trio.

Warwick records denied a rumor of 
its folding last month. Candid records, 
apparently defunct in November, is not 
so this month as the subsidiary’s parent 
label Cadence, presided over by Archie 
Bleyer, announced that Candid would 
continue business, but on a different 
basis, more closely tied to Cadence. 
Eight unissued albums remain in the 
can, and Bleyer said others will be 
recorded.

In the meantime, former general 
manager of Candid, Bob Altschuler, 
has become director of advertising and 
publicity for Atlantic records. Gary 
Kramer, who formerly held that post, 
is now devoting all his time to his 
own management and producing com
pany, Jubilee Artists. Jubilee currently 
represents Gospel arts but will later 
branch into jazz and pop. Kramer’s 
first project will be to co-produce Black 
Nativity, which he commissioned poet 
Langston Hughes to write.

Critical Corner: Martin Jczer of 40 
Buswel! St. in Boston, Mass., is writing 
a thesis on jazz criticism and is “inter
ested in hearing from any reader who 
has information concerning early jazz 
criticism, or any ideas concerning the 
study as a whole.”
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EUROPE
Ray Charles’ arrest (DB, Dee. 21, 

Jan. 4) made the front pages of all 
Paris newspapers. The singer had cap
tured the fancy of the French capital 
during his five-day October stay, dur
ing which time he drew an average of 
7,000 a day to the Palais de Sport . . . 
Europe 1, a concert series staged with 
the help of jazz critics Daniel Filipacchi 
and Frank Tcnot, was successful. Re
cent concerts were by the Modern Jazz 
Quartet and the Dizzy Gillespie and 
John Coltrane groups. Although the 
MJQ concerts were artistically and com
mercially successful, some newspapers 
took issue with the “noticeable devel
opments” in the group: “lack of com
portment” and “John Lewis’ and 
Gunther Schuller’s preoccupation with 
Third Stream music, giving the group a 
too technical and academic approach.”

Pianist Kenny Drew, who toured 
Europe with The Connection, remained 
in Paris after the drama’s tour. He has 
been playing at Jay Journet’s La Loui- 
siane on Rue du Sabot . . . Singer 
Nancy Harrow and pianist Art Simmons 
have been working at the Mars Club 
in Paris for some time . . . Tenorist 
Lucky Thompson, absent from Paris 
clubs for a while, recently opened at 
Maurice Giroudias’ La Grand Severin. 
Thompson is booked for a lengthy stay 
. . . Zoot Sims went to Paris after his 
one-month engagement at Ronnie 
Scott’s club in London. While he was 
in Paris, Sims was signed to play in a 
movie that will have a jazz scene shot 
at Joe Benjamin's Blue Note. The 
movie, yet unnamed, was written by 
U.S.-born Al Zion, who will also direct. 
Drummer Kenny Clarke will also be 
featured . . . Clarke canceled his Polish 
tour with tenor man Brew Moore and is 
at the Blue Note, where his group 
alternates with the Bud Powell Trio.

Baritonist Sahib Shihab and trum
peter Benny Bailey have been working 
in Berlin . . . Former Ellingtonian Jim
my Woode is still one of the most 
sought-after bassists in Stockholm . . . 
There is only one jazz club in Madrid, 
a city of 2,000,000. The club, called 
the Whisky Jazz, is run by Jean Pierre 
Bourbon, who also is editor of the 
Spanish jazz magazine Aria Jazz. Tenor 
saxophonist Don Byas and singer Donna 
Hightower have gained popularity in 
Madrid following their engagements at 
the club.

England has been fortunate in having 
several jazz television shows recently: 
Johnny Dankworth’s series, Strictly for 
the Birds, and a series by Tubby Hayes 
among them. There have also been sev
eral shows featuring visiting U. S. artists, 
such as those scheduled this month and 
next starring Joe Williams . . . Benny 
Carter recently was in London, where 

before the war he was a top-flight ar
ranger for BBC . . . During his recent 
tour of the Isles, Dave Brubeck, in be
tween sell-out concerts, panned his 
critics, saying most of them had a gen
eral lack of jazz knowledge ... As Bru
beck’s Take Five began to climb toward 
the top of England's equivalent of the 
Top 40, competition was not long com
ing. Those who maneuver such things 
arc pushing the Jazztet’s Blues March 
toward public popularity.

Folk artist Odetta is now touring 
Europe . . . Count Basie and band will 
be in The Netherlands in March. 
Ornette Coleman is scheduled to make

TODAY'S MOST ADVANCED 
SNARE DRUM...

Chosen for SOUND 

by Drummers 
in 91 Countries

See your dealer or write:

HALL DRUM CO.

315 Decatur St.

New Orleans 16, La. 

PACIFIC MUSIC SUPPLY CO.

1143 S. Santee St.

Los Angeles 1 5, Calif.

several appearances there the same 
month. Erroll Garner and Louis Arm
strong may play Dutch dates early this 
year.

WASHINGTON
Many of the city’s jazz musicians 

donated their time and talent for a 
special Sunday afternoon benefit pro
gram at the Mayfair restaurant to help 
popular jazz pianist Booker Coleman, 
who is recovering from a heart attack. 
The place was packed. Coleman has 
led a Dixieland group, featuring trum
peter Kenny Fulcher and trombonist 
Slide Harris, at the Charles Hotel

The ONLY DRUM with
• Floating Parallel Snares
• Positive on-off Action
• Trigger Throw-off
• Everlasting Nylon Bearings

DRUM EVERYONE'S ASKING FOR!

In Canada:

CANADA MUSIC SUPPLY LTD

472 De Lauzon St.
Montreal
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Classified Ads
55c PER WORD—MINIMUM CHARGE $8.25 

DEADLINE: 20 days prior to 
"on safe” date of issue.

Remittance must accompany copy 
Count Name, Address, City and State

________ARRANGEMENTS________  
180 DAVE PELLSTYLED arrangements for seven 

men: 35 Les Brownstyled Arrangements. Bob 
Eberhardt, P.O. Box 323, East Lansing, 
Michigan.

FOR SALE
USED WHITE ORCHESTRA COATS SINGLE BREASTED 

$5.00. TUXEDO TROUSERS $4.00. KALE UNIFORMS, 
552 W. ROOSEVELT, CHICAGO, ILLINOIS.

MISCELLANEOUS
25,000 PROFESSIONAL COMEDY LINESI MONTHLY 

TOPICAL GAG SERVICE. FREE CATALOG. ORBEN 
PUBLICATIONS, 111 CARPENTER ST., VALLEY 
STREAM, N.Y.__________________________________  

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

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

RECORDS
DONATE JAZZ LP's, FOR FREE DISTRIBUTION BE

HIND IRON CURTAIN. JAZZ-LIFT, BOX 980, BAT- 
TLE CREEK, MICHIGAN._________________________

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

WHERE TO GO
HOWARD RUMSEY'S 
Lighthouse All-Stars 
THE LIGHTHOUSE 

Hermosa Beach 
Top Jazz Names in Concert

WHERE TO STUDY

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

recommend
STANLEY SPECTOR 

teacher of METHOD JAZZ DRUMMING9 
available for personal instructions at 

136 West 46th Street, New York City 
Wisconsin 7-6900

246 Stuart Street, Boston Mass, 
HUbbard 2-1468

Interview by appointment 
only

WHAT IS METHOD JAZZ DRUMMING 
ALL ABOUT?

For further information write to the
STANLEY SPECTOR 

SCHOOL OF DRUMMING. 
Dept 28 the boston address 

'Method Jazz Drumming—trade mark

EARLY APPLICATION 

USUALLY PREVENTS 

THE UNSIGHTLY 

FORMATION OF A
COLD SORE OR 

FEVER BLISTER.

MEDICATED FOR 
QUICK RELIEF. DAILY 
USE CONDITIONS 
THE UPS, KEEPS THEM 
SOFT AND HEALTHY.

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

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

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

NEW ORLEANS
Sidelights from the opening of the 

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

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

book of 12-tone jazz arrangements, tak
ing its controversial wares to the Town 
Hill in Los Angeles. Leader Preston 
Jeanjacques was quoted in a recent New 
Orleans paper as saying that “jazz is suf
fering from an overdose of improvisa
tion” and denying Down Beat columnist 
Bill Mathieu’s contention that “atonal 
jazz is a long way off.”

Trumpeter-promoter Tony Almerico 
died in early December at the age of 56. 
Almerico’s Parisian Room was a major 
site in this city’s Dixie revival in the 
late ’40s. Sharkey Bonano, the late 
Irving Fazola, and Digger Laine were 
among those featured in weekly sessions 
there. Later Almerico brought his own 
Dixie crew into the room and continued 
to plug for jazz as a popular disc jockey.

CHICAGO
Dinah Washington found things go

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

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

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

LOS ANGELES
The magic of Ella Fitzgerald’s name 

continues its fantastic appeal. Recent
ly at a concert in UCLA’s Royce Hall, 
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the singer sold out, in advance, the 
1,800-seat auditorium to the tune of a 
gross of $7,000. Irving Granz organized 
the show. Miss Fitzgerald was accom
panied by Paul Smith, piano; Wilfred 
Middlebrooks, bass; Gus Johnson, 
drums.

Mel (The Tailor) Lewis, who has 
logged many flying hours in recent 
months, was dubbed with a new sobri
quet recently by pocket trumpeter Don 
Cherry—Sky King. Before Christmas 
the drummer flew to New York for a 
Gerry Mulligan big-band record date, 
making the flight an even dozen round 
trips to the Apple in the past 18 months 
. . . Les Brown’s music for The Steve 
Allen Show on ABC-TV is all from the 
pen of arranger Jay Hill, who has been 
writing for Brown many years.

The Jack Teagardens, who have lived 
here for some time, pulled up stakes and 
moved lock, stock, and trombone to 
Pompano Beach, Fla. Their Hollyw'ood 
Hills home had been in mothballs be
cause of Big T's work in the East and 
Midwest. The trombonist and his sextet 
open Feb. 2 at the Beach Club Hotel, 
Fort Lauderdale, Fla., for a two-month 
stand...Les McCann launches his initial 
southern concert tour Jan. 5 at East 
Carolina College, N. C.

Cornetist Rex Stewart cut his first 
LP for Fred Astaire’s Choreo records 
recently. Stewart has been settled in 

L.A. for some time . , . Arranger-lead
er II. B. Barnum, solidly entrenched 
for years in the rock-and-roll/rhythm- 
and-and-blues fields, joined the RCA 
Victor fold. Barnum, proficient with 
every band instrument, wrote Jimmy 
Witherspoon’s new Reprise album.

SAN FRANCISCO
When a scheduled concert in Cincin

nati, Ohio, was canceled (see the news 
section of this issue), Ornette Coleman 
decided to continue west to visit rela
tives and friends in Los Angeles and the 
bay area. During the several days he 
spent here, the avant garde alto saxo
phonist sat in for a set at Berkeley’s 
Tsubo Club. “It was real scary,” re
ported bassist Barre Phillips of The 
Group, the co-op house quartet with 
which Ornette played . . . Pianist Burt 
Bales, whose prowess is familiar to all 
Jelly Roll Morton devotees, was re
turning home from his regular gig at 
Pier 23 on a recent rainy morning. He 
slipped on wet leaves only a few steps 
from his front door, tumbled heavily to 
the sidewalk, and broke his left leg—■ 
which had been shattered in February, 
1960, when he was hit by an automobile. 
Leg in cast, Bales hopes to return to his 
waterfront keyboard soon . . . Veteran 
singer Clancy Hayes, home from Chi
cago for the yule season, kept his chops 
up by working opposite Turk Murphy’s 

house band at Earthquake McGoon’s. 
The band's female vocalist, Pat Yankee, 
spent several days in Hollywood acting 
in a Columbia studio movie for which 
Murphy’s sextet did three tunes.

Three former Woody Herman side
men—trumpeter John Coppola, tenor 
saxophonist Dan Patiris, and pianist Al 
Plank—together with drummer Tom 
Reynolds, who has worked with Allyn 
Ferguson and Dexter Gordon, among 
others, constitute the house band at 
Moulin Rouge, the Broadway spot book
ing singers and dancers but featuring 
strippers . . . Dick Hadlock, former 
clarinetist with the Red Onion Jazz Band 
but now a San Franciscan whose activi
ties include radio and writing as well as 
playing soprano and alto saxophones, 
has a quartet (Al Hall, valve trombone; 
AI Dickerman, guitar; Walter Roberts, 
bass) working Thursday nights at Trois 
Couleur . . . Pianist Jane Getz, has been 
creating a stir at the Jazz Workshop 
where she is working Monday sessions 
with a quartet that includes tenorist Ray 
Black, bassist Fred Marshall, and drum
mer Paul Humphrey. Marshall is also a 
member, along with drummer Gene 
Williams, of the trio led by pianist 
Freddie Gambrell, The group has 
started a six-day-a-week, 5 to 8 p.m. 
run at Station J, a new downtown night 
club situated in a onetime electric com
pany power plant.

PRICE

NOW ON SALE ’1.25
☆ DOWN BEAT’S 70 top 
’61 records . . . those 
with 4, 416 & 5-star ratings.

Complete alphabetical 
index of DOWN BEAT’S 
1961 issues.

☆ Audio Equipment Buying 
Guide featuring the “picks” 
of the year.

YY Photo portfolio of 
leading jazz personalities.

YY Jazz year in review.

Listing of jazz societies 
throughout the world.

☆ Jazz in the night clubs.

YY List of music scholarship 
winners for 1961 ... 63 
honored musicians.

☆ A probing study of the 
other art forms influenced 
by jazz.

■V 8-p. 16-piece big band 
arrangement of Jessica’s 
Day, composed and 
arranged by Quincy Jones 
as recorded by Count Basie.

YY A survey of jazz 
festivals.

☆ “Jazzman of the Year, 
John Coltrane,” by 
Barbara Gardner.

☆ Jazz on the international 
scene.

☆ The development of 
jazz: Gospel, traditional, 
and mainstream.

Jazz in the theater.
■¿7 Aware jazz cartoons 
by Guindon.

☆ Jazz education ri the 
schools.

YY Plus many other exciting 
jazz features.

J Nam e____________________ _ ___________________________

। Ad diess._  ___ ________________________—_____________________
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I---------------------------------------------------------------------------------------------------------
SEND CHECK OR MONEY ORDER ($1.25 a copy) TO: DOWN BEAT, 
205 W. MONROE ST., CHICAGO 6, ILL.
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WORLD’S \l.

GUITAR
LARGEST

MANUFACTURER
Established 1892

COMPANY
instruments are the 
choice of more players 
than all other makes 
combined.

Write for FREE Full Color Catalog 
Address Dept. DO 

THE HARMONY CO.
3633 S. Racine Ave. 

Chicago 9, III.

FOURTH 

SUMMER

1962 STAN KENTON CLINICS
Locations and dates:

Michigan State University
(One week, Aug. 5-11)

Indiana University
(Two weeks, Aug. 12-25)

University of Nevada Summer 
Music Camp at Lake Tahoe 
(One week, Aug. 26 - Sept. 1)

Have the greatest time of your life. YOU can enjoy 
one to four big weeks this summer with STAN KENTON, 
Buddy Baker, Matt Betton, Leon Breeden, Donald Byrd, 
Buddy DeFranco, Clem DeRosa, Sam Donahue, Bud 
Doty, Russ Garcia, Tommy Gumina, Gene Hall, Don 
Jacoby, John LaPorta, Jim Maxwell, Phil Moore, Buddy 
Morrow, Ralph Mutchler, Charlie Perry, Jack Peterson, 
Johnny Richards, Phil Rizzo, Eddie Safranski, Ray Santisi, 
Bob Seibert, Johnny Smith, and Art Van Damme. Never 
before has such outstanding talent been organized for 
your benefit. Get complete details without obligation. 
Send this coupon now.

National Stage Band Camp, Inc. (not for profit) 
Box 221, South Bend, Indiana

Na me_______________________________________________ _

Street_________________________ ___

City------------------------------------------------...---------State_______„

Age------------- Instrument________ __ ___________________
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where &WHEN
The following is a listing by urban area of jazz performers, where and when they are appearing. The 
bstmg is subject to change without notice. Send information to Down Beat, 205 W. Monroe. Chicago 6, 
HL, six weeks prior to cover date.
LEGEND: hb—house band; tfn—till further notice; unk—unknown at press time; wknds—weekends.

NEW YORK
Basin Street East: Louis Armstrong to 1/10. 

Ella Fitzgerald, 1/11-23.
Birdland: Maynard Ferguson, 1/4-18.
Coronet (Brooklyn): Art Blakey, tentatively.
Condon’s: Max Kaminsky, tfn.
Count Basie’s: Joe Newman, tfn.
Embers: Lee Evans to 1/20.
Half Note: Al Cohn-Zoot Sims to 1/24.
Hickory House: Billy Taylor, tfn.
Hotel Vanderbilt: Coffee and Jazz. Sun.
Jazz Gallery: Stan Getz, John Coltrane, to 1/14.

Olatunji, 1/16-28. Sessions, Mon.
Metropole: Cozy Cole to 1/26. Gene Krupa, 

1/29-2/17.
Nick’s: Wild Bill Davison, tjn.
Nobel’s Place: Sammy Benskln, Noreen Tate, 

Joan Shaw, tjn.
Purple Manor: Ted Curson, tjn.
Ryan’s: Wilbur DeParis, Don Fry, tjn.
Sherwood Inn (Long Island): Billy Bauer, wknds.
Versailles: Blossom Dearie, tjn.
Village Gate: Dizzy Gillespie opens 1/25.
Village Vanguard: Cannonball Adderley, Shirley 

Horn, to 1/14. Modern Jazz Quartet, Bill 
Evans, 1/16-28

Wells: Shirley Scott, tjn.
White Whale: sessions, wknds.

PHILADELPHIA
Alvino’s (Levittown, Pa.): Tony Spair, hb.
Big Bill’s: Beryl Booker, tfn.
Krechmer’s: Billy Krechmer, hb.
Latin Casino: Ella Fitzgerald to 1/10.
Open Hearth: Don Michaelson-Ted Arnold, tjn.
Paddock (Trenton): Capital City 5, wknds.
Second Fret: folk artists.
The Mark (Morrisville, Pa.): Don McCargar, tjn.
Trade Winds: Vince Montana, tjn. 
Underground: Butch Ballard, hb. 
Woodland Inn: Bernard Peiffer, tjn.

PALM BEACH
Taboo: Marian McPartland to 1/6.

MIAMI
Roney Plaza Hotel: Marian McPartland, 1/7-27.

NEW ORLEANS
Dan’s Pier 600: Al Hirt, tjn.
Dream Room: Santo Pecora, hb. Bobby Hackett 

opens 1/8.
Famous Door: Sharkey Bonano, Murphy Campo.
French Quarter Inn: Pete Fountain, tjn.
Joe Burton’s: Joe Burton, tjn.
Lee Roy’s: Billie, Dede Pierce, tjn.
Paddock Lounge: Octave Crosby, tjn.
Prince Conti Motel: Armand Hug, tjn.
Playboy: AI Belletto, Ellis Marsalis, hbs.
Preservation Hall: various traditional groups.
Vernon’s: Nat Perrilliat, wknds.

DETROIT
Au Sable: Jack Brokensha, tjn.
Baker’s Keyboard: link.
Checker Bar H-Q: Ronnie Philips, tjn.
Drome: Dorothy Ashby, wknds.
52nd Show Bar: Ronnie Phillips, tjn.
Hobby Bar: Terry Pollard, tjn.
Kevin House: Roger Nivan, tfn.
Roostertail: George Primo, hb.
Topper Lounge: Bobby Laurel, tjn.
Trent’s: Danny Stevenson, tjn.
20 Grand: Gold Room, workshop sessions. Mon.

Driftwood Lounge, Ruth Brown to 1/7.

CHICAGO
Basin Street: Brian Shanley, hb. Sessions. Sun.
Birdhouse: Carmen McRae to 1/14. Lambert* 

Hendricks-Ross, 1/16-28.
Bourbon Street: Bob Scobey, Art Hodes, tjn.

Jazz Ltd.: Bill Reinhardt, Blanche Thomas, tjn. 
Franz Jackson, Thurs.

London House: Don Shirley to 1 /7. Red Allen 
opens 1/9. Eddie Higgins, Larry Novak, hbs.

McKie's: Gene Ammdns-Sonny Stitt-Benny Green, 
to 1/9.

Mister Kelly’s: Marty Rubenstein, John Frigo, 
hbs.

Red Arrow: Al Wynn, wknds, 
Sutherland: Three Sounds to 1/15. Montgomery 

Bros. 1/18-30.

LOS ANGELES
Alexandria Hotel: Russ Morgan, hb.
Aragon Pavilion (Pacific Ocean Park): Freddy 

Martin, Sat.
Ash Grove: Barbara Dane. Brownie McGhee« 

Sonny Terry, Mike McClellan, to 1/21. Miri-m 
Makeba, Rose Heredia, 1/23-2/18. Rachel 
Hadass opens 2/20, Children’s concerts, Sat.

Beverly Cavern: Kid Ory, Firehouse Five Plus 2, 
tjn.

Bit: various jazz groups.
Cascades (Belmont Shore, Long Beach): Frank 

Rosolino, Beverly Kelly, tjn.
Charlemagne Room: The Unpredictables, tjn.
Coachman Steak House (Riverside): Edgar Hayes. 

tfn.
Gigolo (Pasadena): Keith Shaw, Bob Molina, 

Gary Coleman, Dick Dorothy, tfn.
Hollywood Palladium: Lawrence Welk, wknds.
Hermosa Inn: The Saints, wknds.
Kent Room: Wini Beatty, Bob Bates, tjn, 
Le Crazy Horse: Sam Butera, tjn.
Lighthouse: Howard Rumsey, hb. Name groups, 

Sun.
Mel-O-Dee (Glendale): Boh Harrington, Jim 

Crutcher, Jack Lynde, Beverly Joy, tjn.
Memory Lane: Valerie Carr, tfn.
Nickelodeon: Sunset Jazz Band, wknds.
PJ’s: Eddie Cano, tfn. Joyce Collins, Tues.
Playboy: Jay Corre, Paul Moer, Ruth Price, 

wknds.
Rennaissance: Les McCann opens 1 /23.
Roaring ’20s: Pud Brown, Warren Smith, Ray 

Bauduc, tjn.
Rubaiyat Room (Watkins Hotei): Kenny Dennis, 

Marvin Jenkins, Bob Martin, tfn. Sessions, 
Mon.

Shellv’s Manne-Hole: Shelly Manne, wknds. Red 
Mitchell-Harold Land, Mon. Jack Shel ’on-Joe 
Maini, Tues. Paul Horn, Wed. Barney Kessel, 
Thurs.

Sheraton West: Red Nichols, tfn.
Sherry’s: D. Vaughan Pershing, tfn.
Spigot (Santa Barbara): sessions. Sun.
Summit: Dizzy Gillespie.
Town Hill: Red Mitchell-Harold Land, Thurs.- 

Sun.
Windy’s Windjammer (Sunset Bench): John 

Alfano, Earl Treichel, Rick Mattox, wknds. 
Sessions. Sun.

Winners: Don Randi, tfn.
Zebra Lounge: Nesbert Hooper, Jazz Crusaders, 

tjn.
23 Skidoo: Excelsior Banjo Five, tfn.

SAN FRANCISCO
Black Hawk, Cal Tjader, tjn. 
Black Sheep: Earl Hines, tjn.
Bop Citv: Flip Nunes, hb.. afterhours.
Burp Hollow: Frank Goulette, wknds.
Coffee Gallery: Monty Watters, tjn.
Earthquake McGoon’s: Turk Murphy, Pat

Yankee, tjn.
Executive Suite: Chris Ibanez, tjn.
Fairmont Hotel: Tony Bennett to 1/17. Louis 

Armstrong, 1/18-2/7, Nat Cole, 2/8-20. Betty 
Johnson, 2/21-28. Frankie Laine, 3/1-22. Pearl 
Bailey, 4/12-5/2.

Gigi: Frank ((Big Boy) Goudie, wknds. 
Hangover: Joe Sullivan, tjn.
Jazz Workshop: link.
One-Eighty-One Club: Billy Harris, hb., after- 

hours.
Pier 23: Burt Bales, tjn.
Station J: Freddie Gambrell, Albert White, tfn.
Stereo Club: Horace Benjamin, tfn.
Sugar Hill: link.
Two C’s House of Jazz: R. C. Jones, wknds. 
Suite 14 (Oakland): Perry Lind. tfn.
Trois Couleur (Berkeley): various groups, week

nights. Jack Taylor, wknds.
Tsubo (Berkeley): The Group, tfn.
Colonel’s Ranch Wagon (Marin County): Ralph 

Sutton, tfn.
Blue Peacock (Millbrae): Russell Lee, tfn. 
Zack’s (Sausalito): John True, tfn.

SAN JUAN, PUERTO RICO
Intercontinental Hotel: Gregg Jones, Jackie 

Darois, tjn.
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WHAT 
MAKES 
THE
KING
SLIDE
SO
SMOOTHLY
?The answer lies in art, not science. There 

is no perfect instrument, no magic for- 
• mula by which band instruments can be 

mass-produced in a mold that guarantees 
perfect performance and intonation.
For more than 65 years, King trombones 
have been acknowledged first in smoothness 
and in sound. The smoothness comes from 
long experience and meticulous inspection— 
from such attention to detail as 9 separate 
cleanings before the final inspection pictured 
here. This man’s hands — before you get 
your hands on a new King—make sure that 
the smoothness is there. This smoothness 
makes a King play easier, glide lightly 
even in 6th and 7th position. King’s rug
ged construction and perfect balance are 
added points to ponder when you consider 
trombones. The sound of a King is not to be 
pictured or described. It is to be heard. Try 
one and hear for yourself. These Kings are 
made with care—to render good sound and 
trouble-free performance over the years.

KING. CLEVELAND. AMERICAN-STANDARDband instru
ments. Write for full-color catalog...featuring STERLING SILVER BELL instruments.

THE H. N. WHITE COM PAN Y « 5225 Superior Avenue, Cleveland 3, Ohio

• King Trombones...played by



Make the Selmer Sound your sound

there’s a 
great new 
difference 
in your playing

53 7-19^2

RAY ANTHONY
Ray Anthony Band

LOUIS ARMSTRONG
Louis Armstrong All-Stars

BUCK CLAYTON
Buck Clayton Combo

LES ELGART 
Les Elgart Band

You’ll pick up the Selmer trumpet and play it—and it 
will happen that quick. You’ll sound better, and you’ll 
know it. You’ll play better, and you’ll feel it. Not tomorrow. 
Or next week. Or after you break it in. But right 
now. How come? It’s K-Modified—the most exciting 
brass Selmer ever built. Try one soon. That’s the only 
way to prove to yourself how good it really is, and BOBBY HACKETT 

Bobby Hackett Combo

how much of a difference it will make in the way you

'X|>| m rF
ELKHART, INDIANA, DEPT. C-l 1

Please send FREE brochure describing
the Selmer K-Modified I [Trumpet I [Cornel ' ¡Trombone

NAME

A DD R ESS______________________________________________ _ ___ _

CITY.STATE_______ __ ______ _
2850-2801

HARRY EDISON 
Harry Edison Combo

DON GOLDIE 
Jack Teagarden Combo

RICHARD MALTBY 
Richard Maltby Orchestra

RED NICHOLS 
“Five Pennies" Band

SHORTY SHEROCK
Nelson Riddle Orchestra

GEORGE ROCK
George Rock Ccmbo

TV and Recording Star


	6midal BRAt issue

	THOUGHTS ON JAZZ TROMBONE FROM KID ORY TO J. J. JOHNSON

	down beat

	NEWS

	FEATURES

	CRITICISM

	DEPARTMENTS

	ersonal Listener

	EFTHEJAZZ OFAMERICA IS ON VERVE


	GREWjAg

	GERRY MULLIGAN MEEIS STAN GETZ

	... and as a new member you may have

	DIZZY GILLESPIE

	OF


	ROY HAMILTON

	EDDIE HEYWOOD



	Pe2r,s

	down

	beo

	FREE JAZZ HITS

	CINCINNATI SNAG

	COMPOSERS AND LYRICISTS MAKE IT 100 PERCENT

	By GILBERT M. ERSKINE


	FOCUS ON

	By IRA GITLER


	record reviews—

	DOUBLE VIEW

	DOUBLE QUARTET

	CLASSICS

	JAZZ




	GBETSCH

	OLD WINE NEW BOTTLES

	VOCAL

	DIZZY GILLESPIE

	By LEONARD FEATHER

	MARTIN

	MUSICIAN

	A

	DRUM SHOP

	Exclusive Gretsch Dealer

	23g STUART ST. BOSTON, MASS.

	CAUGHT


	lllllllh

	By BILL MATHIEU


	SIDEWINDER

	it

	DRUMS

	EUROPE

	WASHINGTON


	Classified Ads

	SAN FRANCISCO


	MANUFACTURER

	NEW YORK

	PHILADELPHIA

	PALM BEACH

	MIAMI

	NEW ORLEANS

	DETROIT

	CHICAGO

	LOS ANGELES

	SAN FRANCISCO

	SAN JUAN, PUERTO RICO




	WHAT MAKES THE




