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A few other giants of Armstrong’s pionecring days have withstood
the test of time, according to the recorded evidence. Joe Smithy who
died in 1937—he was, like Armstrong, a Henderson band alumy
and Tommy Ladnier, also a former Henderson band member, w
in 1939, had many of the pristine tonal and melodic virtues of
Muggsy Spanier, an early Armstrong fan, was among the first to
effective use of the plunger mute, a device also associated with
Williams, Miley’s successor in the Ellington brass team.

Bix Beiderbecke, whose genius was almost unknown outside a
clique of musicians during his lifetime, became a romantic Icgm& in
pnm not long after his death in 1931. His cornet sound was exe
in a luminous, never-glaring manner, with 2 warm, round tone, a
attack, great technical discipline and a harmonic ear that was

fContinued on the oppoxite page)

Chart at left represents key to photographs on page thirteen.

1. Dizzy Gillespie. 2. Jimmy McPartland. 3. Louis Armstrong.

4, Shorty Rogers. 5. Henry “Red” Allen. 6. Buck Clayton.

7. Miles Davis. 8. Clifford Brown. 9. Bobby Hackett.

10 Bunny longm 11. Harry James. 12. Cootie w:lllatrllr."“
: arlie vers. 14. Jonah Jones. 15. Clark Terry.

‘eredits: Ciark Terry, Rivernde Records, Miter Davit, Columbla Racords .
mer, Charles Stewart; i'.hﬂo:d Brown, copyﬁqh! $ 3nard e —
rq.m RCA Victor Records, y

& ) 7. Muggsy Spanier.
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Ithough there are many standards by which success can be measured
in the music business (one being music and another being business),
the claim that Roger Williams is the most successful popular pianist now
1 living cannot easily be gainsaid. il His reputation, now firmly established via
concert tours and best-selling albums, arrived relatively late. He was twenty-
nine years old, and had been jobbing around New York for three years, with
indifferent success, as cocktail pianist, when his record of “Autumn Leaves”
catapulted him into national prominence. |l Today he has all the security
and the attendant pleasures of a consistent box-office attraction. When he is
not on tour he relaxes in an attractive home in Encino, a San Fernando Valley
suburb of Los Angeles. Obviously his present comfortable mode of living was
not achieved without extensive academic preparation for a career in music, fol-
lowed by a long period of artistic frustration. il Born Louis Weertz in
Omaha, Nebraska, October 1, 1925, he was the son of the Lutheran minister,
Rev. Frederick J. Weertz. His mother was a music teacher and symphony or-
chestra director at the State College in Emporia, Kansas. [l The family settled
in Des Moines when Roger was a few months old. He was only three when
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he began to pick out melodies on the piano, and within a year was creating
original melodies. At eight he had a dozen instruments under fair control,
which equipped him admirably as a one-man-band act for church socials. B
His high school activities included basketball and boxing as well as the con-
ducting of the orchestra and choir. After graduating in 1943 he attempted to
enlist, but, because he suffered from hay fever, all the armed services rejected
him. Hearing that California had good music teachers as well as a good climate
in which to immunize hay fever, he proceeded, according to plan: studied
with Philip Tronitz in Los Angeles and then gained acceptance in the Navy.
B A gunnery accident almost cost him a finger. After he had dissuaded a
doctor, who felt that amputation was the only course, there followed many
months of effort to restore its flexibility. i Mustered out in November 1945,
he returned to Des Moines, where he gave concerts, had his own radio show
and continued to study. One of his more unusual performances took place
July 30, 1948, when he played some of the organ music preceding his own
wedding. The bride was Joy Dunsmoor, a former college football queen
whom he had met during a concert at Idaho State. The following year he re-
turned to this college, where he had studied while in the Navy. After receiv-
ing a Bachelor of Science degree he enrolled at Drake University in Des Moines
for a master’s in music. ] Moving to New York in 1952, he met Teddy Wil-
son, who was conducting one of the classes he attended at Juilliard. By now
Williams’ interest had expanded from the classical field to take in popular mu-
sic and jazz. “| was already a great fan of Oscar Peterson and Andre Previn,”
he says, “and also of a fellow not enough people know about — Mel Henke.
Very dissonant, very brilliant.” [} The studies with Wilson were enlighten-
ing and rewarding: “I found Teddy very patient, never dogmatic, and always
helpful in extending my knowledge. Not long after leaving Juilliard | spent
a year and a half studying with another jazz musician | greatly admired, Len-
nie Tristano. ]l “What | learned from Tristano was a great help to me from the
harmonic standpoint. He was a tough taskmaster. | had to work very hard
with him; but | always felt drawn to his music, and there seems to be a mutual
respect. | still go to see him when I'm in New York.” i}l During the early
New York years there were a few breaks: an appearance on the “Arthur Goc
frey Talent Scouts” show (he was a winner) and a $1,000 prize on the “Chany
of a Lifetime” TV program. [l ! was still playing pretty much in a progr

( Continuwed on the following puge)




UALLEY TimeS ~SEAT. 1 146>

2

4




URAKLEY Times - SeeT £,194%




v N

¥ INITIATION = LES GUITARISTES, PAR LEONARD FEATHER

Vo L%
S S
" b

\ e -

L $ — . - r |
[0 35 - AOUT 19627 50 NF \bj
3 # - . y .- I"t’

-




3

INITIATION AU JAZZ,
SECOND ARTICLE

LA GUITARE

et harmonique,

la guitare est devenue,

de par la volonte

de quelgques audacienx
norateurs,

un instrument capable

de rivaliser avee les cuivres
et les anches.

Leonard Feather vous conte
I histoire de la guitare

et vous parle des hommes
i qui ont su nous faire aimer

LES CORDES
LE SWING ¥

ET LEMEDIATOR

Longtemps reléguée a un role
purement rythmigue

-}

BEE o GeGNNeTE

Hollywood VARIETY,
Frang Waxman has wound scor- . -
o UA'Y "'l‘lnllm.“udu SEPT. 3¢
oa “Dr. 196 %
! J‘d ih Hydr 2 Warner
tsken a lln,lll put of
P hun-'; “Off Hix Rocker™
album spd [» peddling it o a com-
manufaciurer as =~
disk . . . Model Music
s

’ to
denl with Victor
from “Chip Off Block,™
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Fifth of a Series

GIANTS

by leonard feather

In this survey the word “trumpet” will be used interchangeably
with “cornet,” for, despite the slight difference in the two instruments
and their sounds, throughout jazz history they have been to all intents
identical. A few musicians have been identified mainly with the cornet
—Rex Stewart, Bix Beiderbecke, the pre-1928 Louis Armstrong—just as
a few in recent years have taken up the Auegelhorn: Miles Davis, Shorty
Rogers, Clark Terry. But for the purpose of style analysis or historic
perspective, all are in effect trumpeters.

Because of its carrying power and dominance, the trumpet was the
de facto leader of early brass bands and of the ragtime bands that
evolved from them. Charliec Hart, a midwestern road show musician;
Frank Clay of Indiz-opelis; Roy Pope, a Hoosier cornetist; Jack Papa

-
-
-

/

Laine, self-styled father of ragtime;
Buddy Bolden, Emmett Hardy,
Bunk Johnson and probably dozens
of others were prominent in bands
that played primitive jazz and pre-
jazz in the late nineteenth or carly
twenticth century, Undoubtedly they were scattered through the East,
Midwest, all over the South and possibly the West, too, but only the
New Orleans musicians achieved any measure of recognition, mainly
because the important contributions of later musicians, notsbly King
Oliver, Nick La Rocca with his Original Dixicland Jazz Band, and
Louis Armstrong, drew attention to this city as a musical wellspring.



This gave rise 1o the popular illusion, now cherished by many histarians
and neither provable nor disprovable at this late date, that New Orleans
was the birthplace of jazz.

The straight, piercing tones of a trumpet-led ensemble were char
acteristic of carly Dixieland jazz, in which solos at first played a minor
role, Open horn, with little subtlety of tone and rare use of mutes, was
the order of the day; not umil the middle and late 1920°s did the variety
of timbres attainable become generally known, By that time the mor
dant quality of the straight mute, and the growl or “wa-wa" effects
obtainable from the rubber plunger (popularized by Bubber Miley in
the carly Duke Ellington orchestra), were familiar to jarz audiences.

The key figure of the 1920°s was of course Louis Armstroang. His

Ser page riateen for kay e photagiaph

playing at first was a refinement of that of his mentor, Joe “King™
Oliver, in whose band he played a3 carly an 1922, The enduriag values
of his catalytic style, first prominent in the Oliver and Fletcher Hender
son bands but best known historically through the records made with
his Hot Five and Hot Seven groups (19254), were the purity and
beauty of his tone, a subthe and instinctive use of rubato and syncops
tion, the ability to sustain notes with 2 superbly controlied vibrata, and
his faculty for combining a basic simplicity of appreach—melodically
and technically elementary by today’s highly complex standards—with
an unremittingly swinging beat. These clements are often dking in
the academically brilliant but Jess warmly inspired work of many con
temporary youngsters who look down on Armstrong s old-fashiencd

Centinued on page slstern
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Charlic Shavers, with the John Kirby sextet and liter for
managed to create an unusual amy
and often touched with

vibra
bold and brash, had a darting, leaping range that threw high notes like

moods. His muted style, ’uniy;ympnud
humor, was the essence of the Kirby group's character; his open horn,

years with Tommy Dorsey.

more extrovert level, there are
t_tmmd’ suggestions of Berigan

a boxer throwing sneak punches. His ballad style was (and is) send-

of the 1930’s. Harry Sweets

purveying a largely muted, gently

late 1930%s as Swaff Smith’s sidekick,

y H

To young musicians
usic.

in jazz, 1 recommend

Beiderbecke, Eldridge,

became known Hollywood.
an invaluable, virtually
of jazz trumpet. Combine
ultimate in modern musi

for his exceptional technique and Armstrong-cum-Spanier style, Berigan
hen he evolved from an Eldridge

30’s were Harry James and Bunny Berigan,
a revolution, not only in jazz trumpet but

was a Jess publicized but gifted artist who was at home

with a variety of mutes including the buzz mutc.

Olhct glants of the 19
lyricism and his exquisite lower register. Frankic Newton, who
Dizzy Gillespie started
in the whole conception of jazz, w

both Goodman sidemen and then bandleaders. James

for his
died in 1954,

1962
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Monterey Festival Best Yet

By m FEATHER lWLlfe “ith Featherm ]longpreqmtstimtera linked

) ;fﬂFrJM

meeck family of \lrestporl It
Connecticut.

This singular victory wasi)
accomplished through the co-
operation of Louis Arm-
strong, Trummy Young, Car-
men McRae and the vocal
trio of Lambert, Hendricks
and Yolande, whose com-
bined efforts turned the final

evening of mem a
unigue l.ndlh ed
occasion with t :

TV—most of
ting on nar-
cotics, alcoholism or love tri-
angles designed for squares,

and all of thgm tending to
human be-
3 ¥ l;{: talents—the superlatige mod-
e A ern singing of Carmen Me-
hical African{Rae, the up-to-the - minute
has just ac-/group vocal of Lambert

quil endence, the Hendricks & Yolande—in a
s10 possible, onrmp!alely compatible man-
empl !m“ men|ner.
like Satch" in
| e rr HAS brought to' promi-

fe is an un-
nessage that

BIFES

BRUBECK, SATCHMO SH
of Congratulations were in order.

iAre,"”" sung by
jand his trombonist -

'with a skillful de-
‘livered by Io , 4
former radio a with all

Brubeck Play 2;;1 fg imnt;g?:; g'si?éf,y‘
Real Triumph

'ment of this nature calls for.
| Instead of seeming to con-
|descend, her manner implied
that she was glad to be a

part of this scene and to lend

it charm and elegance.

Completing the family set-|

up, Brubeck’s elder brother
Howard served onstage as
prompter, chimes player and
‘assistant pianist.

AFTER THE presentation,
Brubeck fold me: "A few
|weeks ago, we lost the entire
,smn‘ to this show, and Louis

T |was so eager to at he
(sat up nights type-
writer taking t le off

the record.

“We have already had
three offers to talm e show
out on a concert tour, '

“We have a sé€ wshow
for Louis all to go

whenever this one's complet-
ed its objectives. ¥ou know,

this launched, e

name like L
“We were
a premiere
eral years g0

RE SPOTLIGHT nm mggf“ons. the fes-
tival's e deserves
much »credit for bri
nence the lyric-writing tal-|"‘The Real Aml
ents of both Dave and Iolaja live audience
Brubeck, whose often witty, [time. Even
sometimes poignant wordsthe narration,
are eloguently matched with
melodies that are simple, to-
tally suited to the artists,
and generally of unusual me-
lodic charm.

One, “Remember Who You

Young, is a lightly sativicalihus

treatment of a typic b
Department briefing !
before a jazz combo's dep

him with mrma!ly dispa CARMEN McRAE

iand Louis were both supe

ture from the U.S. Carnie

in 1 Didn't Know Until You|dis¢
Tuld Me™ and “One Moment -
worth BT s every Safl

THE SONGS in this huur-[ on KNOB, 98 FM)
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[SCUSSIONS on the shape of things to
come are stimulating—and safe. You

can always make the wildest of predic-
tions, and nobody now on earth can prove

you "wrong, :

p The other eveming 1 found myself in just
such a speculative session with Bomn Carter,
the unlquely multi-talented Holly wood compos-
er. arranger and saxophonist, best remembered
by TV fans as the writer- conductor for “*M
Squad * Carter served last week end as musi-
eal director of the Monterey Jazz Festival.

1wl vear at Monterey,” | commented, *mavic

wis performed that veemed to have little to do with

jasr—dong and mirrcate concert works such av J. J.

Johnson's “Pesceptions’ in which, foe all their beauty

and musical swocess, the jaze content was negligible.

“What do you think thiv tread indicates?  Will

tﬁm be any real jazz loft by 1999 or is this the
lhc wall?™

o, answered Benny, “that jazz has

ueh too involved and complicated in

t's also true that a lot of music

B festivals isn't really jazz at all

Ehe case of J, J. Johnson, As

fiieht him out of Indianapolis

N

._hv played trombone in my

| m qum-. mu-h i.an und a lrrillinnt
writer. The thing you have to remember is,
when he writes a convert work like ‘Percep-

—

n eerie parallel
W that is happen-
jazz what is hap-
to orld.
insatiable desire for tech-
eal progress produced the
Scientists seriously debate
the result may not be the
ruction of mankind.

ually intense guest for con-

sum vancement has led many of
the Iin-lv arts, especially jazz, to an
impasse,

-
Undesirable

aé Pr0|eci' It

Compllcaflons Of Modern Jaz

Into New Catego
By Leonof@PFeather g w

Author of “The New Encrciopedia of Jarc™

tions' it shouldn't be classified as jaze. In lact.
it wouldn't be, if it weren't for lhe fact that
he is known as a jazz musician.

“There was an album released a few
vears ago called ‘Music for Brass.” One side
consisted of three pleces wrltten by J. J. John-
son, John Lewis and Jimmy Gluffre, who are
all associated with jazz. But in my record
library at home 1 don't have it filed with the
Jazz records. It's on the same shelf with my
Brahms and my Beethoven, where It belongs.
Even though Miles Davis and J. J. have littie
solo appearances in J. J.'s plece, 'Poem for
Brass,” basieally the music is not jazz in con-
cept or in execution.

“It isn't a question of whether the music
is good or bad; it's just that a Jot of music
written nowadays, by composers who happen
to have jazz associations, really has no busi-
ness being called jazz.

“How abowt the other side of the coin—the rock
'a* roll singers who have been presentod as jare, like
Chuck Berry at the Newpore Festival?' I asked,

“I'd say performances of that type have
more place in a festival than some of the
symphonic mu-.h that's being presented in the
name of jazz," he said. “You have to remem-
ber, Jazr basically is a rhythmic and compar-
atively unsophisticated music. When you take
it oul of that category and involve it with
other forms, you lose the very gualities that
made it what it is.”

1 pointed out that one of the elaborate

suicide ?

of Diz and Bird are a part of the
main ¥ of jazz and are ¢ven con
sidered a starting point by the new

Wive.

Development

pieces scheduled for lhis yvear's Monterey Fes-
tival Is Lalo Schifrin’s “"New Continent,"" writ-
ten for Dizzy Gillespie and a 25-piece oches-
tra. Carter conducted a recording of the werk
in Hollywood last week. “Surely the same
ovaluatinn would apply to this,” T commented.

“No." said Benny, “because in spite of his
barkgrmmd which is far removed from jass
—Lalo was born and raised in Buenos w—
he always manages to keep enough " *
true jazz element in every work to re

that this Is an essential chzrltterisuo‘ ”"

music,
“But I wouldn't be too pessimistic about
future of jazz. Afier all, so much of it I8

Carter is right, of course: His own
one of the best illustrations of the prograss
jazz can make without losing its ide

Two recent Count Basie albums on R
“Kansas City Suite” and ““The Legens
sist entirely of music by Carter, all of 38
ing unpretentiously, all melodically inle
and with no trace either of the neurotig
acter or the quu ~cIus~:val pretentions that

don't think we
that jazz may :
musie, )

H you're still reading this column
remind me to write an article saying
you so.""

have naviked so in recent yen
As long as thu Brled
—and anlu : anse

- -
® BLAKEY ® SILVER

The easiest way to dismiss a new

It is entirely possible that this lust
for progress, this eomstant rejection
of long-established norms, may pro-
doee a music that will shed almost
every characteristie of jazz as we
have known it—melodically, tonally,
harmonically and even rhythmically.

But will this neeessarily be an
ondesirable moyve?  Will the amal-
Eumalion of jazz with atonality, with

uropean m at large, possibly
result in a music greater and
more vital M the simpler lorms it
will have replaced?

Hardmging

The assumes a little too
much, pems unlikely that the
music of ‘avant garde, whether
it be by Gunther

or., Ornette Cole-
will neeessarily
of everything

as t\-piﬁed

@ WEBSTER—quality

Cannonball and Horace Sllver, will
survive. So will swing, though it will
be ranked as commercial mosie (as
are Jonah Jones' records today).

So will Dixieland, though i! will be
layed nol mainly by prol
azzmen, but rather by amatenrs w
like to toy with music as a hobby,
and who will find Dixieland within
their technical grasp.

Advanced

ME Loy

By the new and astonishingly
advanced standards that today's
young players have imposed on their
elders, it will become a form of
musical child's-play for benevolent
but musically limited adults.

What is happening to today
need not b a cause alarm.
Twenty years ago, when Dirzy and
Bird began Lo be talked about, it was
feared that they, too, would ruin
Jaxz by removing it from the realms
ol identifiable melody and accept-
able harmony

oday, ot caursc the contributions

Mker 9 (sf ez

music.

development in any art is to attribute
these negative characteristics to it.
Some of the new jazz crealors are
facing exactly the same lype of crili-
that Diz and Bird had to put up
two decades before them,
‘The one important ditference,
ugh, Is that 20 years ago there was
us, extensive move under way
incorporate jazz and classical

The two camps were so far apart

psychologically, had so little under-
standing or knowledge of each other's
work, and classical musicians had so
Mitle respect for jazz, that a merger
could not have been thinkable,

Today all l.h:ll has (tnn;ed radi-

Amosl every new jarzman has a
broad empirical knowledge of classical
music, while more and more classical
musicians are proving themselves as
Jarzmen,

A few years from pow it will be

foolish even fo use quch Lerms as
* tlassical musician * and * jazaman®
since on¢ will have bemme thr other.

Only two gualities need be retained
in order to preclude the possibility ot
:_he- death of jazz as an identifinble
orm.

Syncopation

One is the rhythmie element,

Since this is spreading rapidly
rather than deelining (witness its in- |
corporation into Brazilian musie in
the current “ Bossa mova™ crazel, |
there is little danger that syncopation
in the jazr sense will perish froin the
garth,

Sceond is the all-important element
variously known as soul, funk, ele.—
the emotional quality typified by, say,

a Ben Webster or & Roy Eldridge. if
m er jazz loses that characteristie, I
for one will feel the end is near.

Jazz is no more likely to commit
suicide than the human race is likely
to arrange its own annihilation.

Destruction

strurlinn. some of then: ]

Bul there are other

‘s just hone um our mj




- < HE ESSENTIALS of & jazz record library depend

on so many f{actors that the problem of selecting

almost insurmountable. First, of

the records 1s

matter ol Lf‘.'h:;:.::‘_- _i,:// It is one

facts of jazz life that no two

agree on the boundary lines

CX ris can

many in the jazz field who will cast aside as nonjazz

the so-called third-stream music that has provided
fodder for controversy during the past two years. Oth-
ers. including André Hodeir, Barry Ulanov, and this
writer, believe that many of the highly publicized New
Orleans pioneers were mediocre jazzmen and do not
need extensive representation in a list of the great
performers. And it was demonstrated by a debate in
these pages a few ma mths ago (when the question came
under discussion of whether or not Ella Fitzgerald was
a jazz singer) that the arcas of disagreement on the

even broader.

vocal level are

For these reasons the present survey makes no at-
tempt to reconcile the almost irreconcilable variety of
Vit \\iu-:.r;l.'\, The choice of records listed here 1s en-
tirely subjective ; and no matter how outrageous certain

inclusions and omissions may seem to other musicians

and critics. these records remain meaningful to me
After selecting

twenty records, I found they jz;lpgu'ti-"l.{

to fall into 1

vo groups : a dozen by specific artists (listed
alphabetically) and eight anthological sets (listed in

J::ri;l'-l\i.'.'.‘th' chronological n!'u_h'rj_

LOUIS ARMSTRONG * » = = & = & & & 2 & & »
“The Louis Armstre atorm Vol. 3, Lo
Earl Hines.” M hte Like This;
Corvunma CL 853

The '\ill'..{ih'__’ tl]l ]H.‘[I SONgs, !}:l'. use nf broad Ql‘ilh

is Armstrong and
and ten others

a8

and white handkerchiefs were not yet requisites of
Satchmo's act in 1928, although he had already been
billed for two years as “The World's Greatest Trumpet
Player.” The material ranges from wildly extrovert
Weather Bird, Don’t Jive

Skip the Gutter) to indigo

trumpet-and-piano forays
Me, Foot
moods with wordless Armstrong vocals that tell more
than a thousand Tin
Blues, West

nano was the perfect mate for the impassioned. cre-
I

Sugar Strut,

Pan Alley lvrics (Basin Street

End Blues). Hines's hammer-and-tongs

ative Armstrong. Though the rest of the group now
sounds dated, the two young pioneers make an emo-

tional adventure of this trip back to fundamentals.

BIX BEIDERBECKE =+ =
“The Bix Beiderbecke Story
The Blues: I'm Comin’ Vi
CL 845 $3.98.

This was made in the dayvs when Bix and Pee Wee

Russell, suffering for their undiscovered art, lived in

a & & =
Vol

ginea ;

I1, Bix & Tram.” Simgin
and ten others. CoLummnia

a broken-down Hudson Lake cottage of which Mezz
Mezzrow once wrote : “I couldn't tell you if there were
any rugs under the dirt, but the room did have an
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Presige Names

A.&R. Director;

BERGENFIELD, N. 1L—Pres-
tige Rocords this week widened i
out-0of -town rn.u(dm' activities, re-

Fuigned two artists w0 exclusive pacts
, 3nd hired & new a.&r, director. The
labe! has also jumped on the bossa
nmrl Lick wath two new  albums
and hay added gospel material 1o
Tt Tre-Sound ca

The lubel's new head of sk

Orzie Cadena. Cade I\
was with Savoy R e
special rates | and

had a record amd
label of his owg. _ e
Lsmond Edwards-a whao
recently joined the cker
sel up ax a.&r MM\ Argo
Jazz subsid,

Prestige bas also re-upwd two
artists who formerly were with the
firm. Plannt Red Garland and tenor
saxist Eddie (Lockjaw) Davis are

q back with the label after & tenure

- with Rivenide Records, i
1 Out-ol-town recording by .
LA with a number ‘

and feati: . ;
s i Ben WWM g

ter, Bigard, M les
anm m:"l::. sde!?m l
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DANS CE NUMERO ™ LES RENDEZ-VOUS DU JAZZ : NEWPORT, COMBLAIN,” HELSINKI
UNE CHANTEUSE A LA RECHERCHE D'UN PUBLIC : HELEN HUMES' " INITIATION AU
JAZL : LE TROMBONE, PAR LEONARD FEATHER  TOUS LES DISQUES DU MOIS
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new LP features Jobn Col-
N 1- Ha.rdin Red Gar-
panklt £ i

eludmg Jack Elliot and Browme Me-
Ghee and Sonny Terry.
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emcee the concert,
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fe With Feathe I
Summit Meeting:
| ra, Basie

By LEONARD FEATHER
( Author of *Tbe New Encyclopedia of Jazz")

The recording session had been interrupted for a
full half-hour while the star repaired to a nearby office
to watch his son's TV debut with Jack Benny. Shortly
after 16 p.m:, he sauntered In apd resumed his place in
a screened-off corner of the stodio. His co-star, sat at
the piano nearby, while conductor Neal Hefti looked over
Ithe score.

| “All right," said Frank Sinatra, “will you please get

with e oag :mﬂ‘:amﬁ Santl Davie It >

the scruff of m . :
«Learg WI m3m : ‘
peat the band off into a gently rocking Hefl

lm. Uit Basie, dressed in a shaggy swester and look-
‘ Jing a linle amxious, staved
intently at his part and re-
mained ' in the
hackground for a few
obbligata

After the rundown, Hefti
said: “We all start huilding
at letier J. Take that planis-
simo off: | changed the con-
ception.”

e

THEY TRIED A TAKE.
Frank, hat on, bhands in
pocket, sang with casual con-
fidence. After only one faise
start, they got a tomplete

. Bill Putnam, head of

ood's United Record-

ing Studios, said gleefully:

'%a’n sending a copy of
isgissippi immediately.”

3 t's a lot of blues,™|
' dBinatra, “That's a great |
FRANK SINATRA record.” As an aside to @
Casual Confidence, friend, he added: "‘:‘oui
. know,' I've been wailting ‘.‘Dl

slojsts (o shine.
*.

* * v N

- INALITTLE Y A voung man with a reminiscent
slouch ‘his father. Bevond doubt, the
ear-old Frank Si dr. was a chip off the old

r. Asked about his career (in addition to the Henny

ight Club Fight:
ist vs'.*?usic

By LEONARD FEATHER
(Aszbor of “The New Encyelopedia of Jazz. F
Last week, I was treated to a vivid fllust of why
musicians spend so much time ) outside

and erying on the inside. e
In the course of a few days, T heard the &3
—vibraphonist Cal Tjader's admirable quinte

— under
three contrasting sets of conditions,
First came a visit to the Summit, a Hollywood night

club that has been trying valiantly but vainly, for the past
' or two, to stay loyal to jazz. Recently, after Lionel

ampton’s band had drawn considerably less than the
expected m%tge management began to weaken and
resorted (as it before on occasion, when running
scared) to twist music. !

A twist was still working at the club when
Tjader's combo moved in. Tjader addressed his announce-
When bis group left the stand, he -
*Moﬂm ages seemed to

We could hardly wait for the
engagement to end.”

Said a representative of
the club: “What could we
do? It's too tough tryving to
break even with jazz. At
Ieast we're getting some peo-
ple in here, and giving work
to some good musicians.”

Two nights later, 1 heard
Tiader playing at a subur-
ban club, Cappy's, in Van
Nuys, Cal. The joyous ex-
pressions on the musicians’
faces, and the spark in their

aying, made it hard to be-

eve this was the same
group.

The room is smaller than CAL TJADER
the Summit. It was set up
for listening, no dance space, Mads Tisters: Gobappy

with eats untimately arranged in arc around the band-
stand. The audience, mostly in their early 20s, sat quietly
absorbing the modern sounds, applauding in the right
places. When the set ended, no alternating group was

“Now why,” I asked, *“‘can an out-of-the-way room
Tike this attract an intelligent crowd, while a place in the
heart of town he has to cater to twisters?"

“I don’t know the answer,” said Tjader, “but T can
tell this. Here we feel like working. At the Summit,

m:ﬁhuamplnpm_avtiﬁuhdmm
necessarily offer accurate evidence of its merit. In the
jazz today.

larger group than most ¢ can buy.
Tiader's newest release, '%ontmgorary Music of M];xico
and Brazil” (Verve 8470), he is heard with a woodwind
ensemble, fine Clare F r arranges
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DAVE HOLLAND. Editor
Times TODAY Sat, Oa. 27, 1962

fe With Feath

New Jazz Book
For The Layman

By LEONARD FEATHER ‘
The New Encyclopedsa of Jusz”)

ﬂﬂuMmmmrddwmmm
wnummcuﬂu.kuwm

-y

who is calmly aware of his ow:

iquiet, scholarly man,” and s ;

* The contribution of each artist is outline
‘with a tendency to accentuate the positive w- ever p. )S-
‘sible, and without any of the high-handed, esoteric analy-
which we regular ulf—syled critics are so often

F
2

. * kK
* MY ONLY COMPLAINT, and it concerns a fault com-

to almost all jazz histories, is a tendency to dwell

‘the of jazz.

©  The truth is, and everyone wants to-hide it, that jazz
-nh;mm'mnhu lts life, and record-

y m:mn' ln!en; its inception, there is no way

in the world of knowing in the

A S P

masicians. Since it was then entirely a spontaneous folk
music that could not be written down, documentary traces |
are as hard to find as 1880 phonograph records.

THE BOOK IS ALMOST two-thirds finished before we
‘get out of the 1920s. The entire modern jazz era (1940-82) |
is qqueczeh into the final 35 pages. Largely e

Quincy Jones,
D Reinhart and

On the other hand, whole paragraphs are devoled to

dim and long-gone figures as Buddy Bolden, Tom
Turpin and James Bland, who cannot possibly have been
heard, or at least not accurately remembered, by any re-
Yiable ear-witness now living. Any discussion of these early
alleged giants is pure conjecture.

In spite of this handicap, which can be attributed to
the understandable desire to glamourize jazz with a heavy
air of nostalgia, Mrs. Erlich's survey reflects a great sen-
sitivity to jazz and an overall understanding that she trans-
‘mits with unusual impartiality. As a point of departure
toward a fully mature knowledge of the field (easily
aeqtﬂrd later by purchasing record albums and studying

their liner notes) “What Jazz Is All About” does an ad-
mimhla job of living up to its title,
' (Life With Feather is heard Sunday at 8 pm. on KNOB,

98 on the FM dial.)
 —————ee MR
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COLEMAN HAWKINS ET DON BYAS

lus quaueun autre instrument de mu-
‘ii]‘ll'. Il" ‘i!\lI[III‘I“'.""."“IIr se llrl“ll‘ I‘
une telle diversité de sonorités que [ins-
pumentiste, par son intermediaire, est a
meme  d'exprimer  toutes les nuances de

sa propre personnalité. 11 ¥ a une telle
distance entre la sonorité mordante de John
Coltrune, le romantisme débridé de Ben
{-'i--i-'r et la simplicité mélodique de Bud
Freeman fque IFauditenur non averti ne peut
coneevoir que les trois hommes sexpriment
sUF un i"‘l'lln’]""l i‘l'""lil‘““ H ll' -a \“I'}l'if‘lt"
témor.

Juin 1923 peut étre considere comme e
mois an cours duquel naquit. dans e
monde du jazz, cet instrument promis &« un
avenir glorieux, Cest en effet & cette date
que Coleman Hawkins, dgé de dix-huit ans,
nouvean venu dans orchestre de Fletcher
“l'l\d-‘r-nn. a‘nrrgiril‘al Ses ||rl'lllil' s wllun. Le
jeu lourdement syncopé de eelui que Ton
surnomme The Bean o sonne » curiensement
it oreille d'anjourd’hui muis nous som-
mes li en présence d'un essai et les consi-
|I|.'r"||lf" ]'f"nr"" ‘!'Ili‘“kin“. pl'l:l(l.lnl Il'\
quatre décennies au eours desquelles il dé-
tint la vedette, constituent, a certains cga rds,
une histoire en miniature du jazz moderne.
Son -1)}r-, dilférent de celui de ses nombreux
contemporaing, n'a jamais cessé¢ d'évoluer
mais, en méme lemps quil utilisait certaines
Ilﬂ'll.\f‘."lllll"\ rOmares el hﬂr“llllliq]l!‘\ ameneces
par ses successenrs, Hawkins sut préserver
les trails essentiels de sa personnalite. Ses
pn-lnirrr- auvres marquantes sont incontes.
tablement Hello Lola et One Hour, deox
pieces enrgistrées en 1929 avee les Mound
City Blue Blowers de Red Me Kenzie. Le
lent et rhapsodisant One Hour donne Jdéja
un apergu de ee qui va étre un aspeet deéhi-

nitif de sa personnalité musicale dans les
années futures, & savoir une incomparable
fucilité dans Pexposition et la transfigura-
tion de ballades souvent fort anodines. A
eet égard, le jovan qui a nom Bedy and
Sowl (1939) demeare son auvre la mienx
connue,

Pendant les premie

es années de la supré-
matie hawkinsienne, une autre figure émer-
gea qui devait, elle aussi, encore qua un
vindre degre, constituer un élément im]mr-
tant dans histoire duv ténor : Lawrence
« Bud » Freeman, Freeman, qui enregistra
ses premiers disques en 1928, définit un
style chargé d'un swing léger ot mains
riche en ormementation que celut du Bean;
quant a =a sonorite. elle fut avee celle
du saxophone en ut de Frankie Trumbaner

I'une de eelles qui influencérent le jeune
Lester Young, Aprés avoir passé de
hreuses annees au sein rl'nr-'iu--irr- l'rlw ris=

Red Niehols (1931), Tommy Dorsey
(1936-38), Benny Gooedman (1938). Jack
Teagarden (1941) Freeman devint fina-
lement I‘It'lil'!ll' \‘l\n||hn|!i-lt--ln-l1nr mn-plt_'
dans 'emtourage Dixieland d'Eddie Condon,
San -l_\'L-, souvenl associé a 'éenle de Chi-

cagn el hien |||J'm|ill||:l|||n' a lil' llnml‘rrll\
vontextes (il a travaillé avee Lennie Tris-
tano ), est resté virtuellement inchangé de-
puis ses debuts

An cours des années 1930, plusieurs voix
nouvelles se firent entendre. Le regrette Leon
« Chus Berry (1910-1941) possedait une
sonorilé douce et fraiche et un swing per-
suasif. 11 appartint aux orchestres de Spike
Hughes (1933), Henry Allen, Red Norve
(1925), Fletcher Hendersom (1936), Lionel
Huln]-?nn {1939) et pen de temps avan! sa
mort, enregistra son meillenr solo, 4 Ghost

INITIATION AU JAZZ
PAR LEONARD FEATHER
QUATRIEME ARTICLE

LE SAXOPHONE TENOR

of a Chance, avee orchestre de Caly Callo-
way. Cest également la mort qui hrisa
I'oeavre prometteuse de Hershel Evans
(1909-1939 ), artiste a la fois sensible el
fonguenx qui <exprimait également sur la
clarinette (Jumpin' at the Woodside, 1938).
Apres avoir débute en 1930 gupres de “ll(’tl'\
Tate, il entra en 1933 chez Benny Moten
puis chez Lionel Hampton, Son Blue and
Sentimental, gravé en 1938 avee Count Basie,
demeure sdn wuvre la plus achevée, la plas
personnelle, chargée de chalear et de zensi-
baliré.

Au ecours des années 1930 et 190, nom.-
breny furemt les artistes ‘I‘Ii‘ Cvmitne [‘:\aﬂq
el ]_Irrr). subirent Ninfluence de Coleman
Hawkins. Parmi ecux-ci. Carlos « Don»
Byas., musicien a la sonorité ample ot puis-
sante dont le jeu ne resta pas insensible aux
nouveaules r_\lhmiquv; 1 h.|r|nu||ir|u.--\ du
jazz moderne : Vido Musso dont Uexolique
el l;lrgn' --ulnr'rlll- ful 1|I|]|-c-r- prar Stan I\l-rl-
tom: Joe Thomas gui, de 1932 & 1947, fut
I'ane des vedeltes de Uoarchestre  Jimmie
Lunceford; Charlie Ventura qui débata sur
le saxophone en ut et Tut, par la suite,
Pun des musiciens préférés de Gene Krupa:
Flip Phillips, punecher tres habile mais on
peu dénué dinvention: Lucky Thompson,
excellent artiste qui sut intelligemment com-
|-itli'l’ les -Ill"m'r'lt "= "]M“iqlla'- el n:mll'r!lt'-:
Hlinois J.\l'qln-! enfin, domt la sonorite i'”i"
sante et le phrasé bouillonnant ravirent les
foules,

lr Ellll- vonou  of Ill‘ﬂll!'t' tlt'l !“M‘j[!l""‘
d'Hawkins demeure, aujourdhui encore,
Ben Webster, Ben, apres aveir abandonné
le pidnn de ses  débuts, upllurtill‘ anx
orchestres de Gene '."_\' {1929), \ml_\ Kirk
(1931), Benny Moten (1932), Benny Carter

@



# ". 1

L;J
et Frank Wess, solistes de Basie; llurbc: 3

Rouse, musicien meéconnn t de H-J. ‘_;
breuses années: Sonny Stitt enfin, homme

(1933), Cab Calloway (1935.37), Fletcher
Henderson (1937.38) ot Duke Ellington
(1940-1943) avamt de diriger ses propres

HERSHEL
EYANS

petites  formations. Sen style veluptoeux,
sa sonorilé carcssante, ses effcts de souffle,
sa délicatesse harmonique en loot 'on des
rares charmeurs du jazz qui parviennent
& éviter la mievrerie,

Contemporain de  Webster il naguit
la meme anner Lester Young (1999.1959)
suceéda, en 1934, & Coleman Hawkins ¢hex
Fletcher Henderson puis se révéla an sein
de Torchestre de Count Basie (1936.1940 ).
Celui que, par respect, ses confréres appe-
lerent Le Président (Prez), fut le pionnier
de la tendance qui chercha & échapper &
Festhétique de 'éeole Hawkins: il renou-
vela totalement le timbre de Vinstrument,
mettant an point une sonorité lsse, dia.

hane, abandoonant presque totalement

';:u;n du '“,"}‘1": St;:.-j:;l. base m; un
phrasé sans emphase, fdait une relaxa-
tion inédite et d?;mn un swing léger,
Son apport sur le plan rythmi nf fust
pas moins important, En effer,
qu ‘il prenait avee le tempo ltlolanunl déji.

la fin des années 3, des conceptions
rluuqm.

Avee l'avenement de la mosique bop. une
nouvelle école de ténor se eréa qui fit
;’tpmitu- clairement Tinfluence de Lester

oung. Les premiers musiciens de cette nou-
velle vague, Allen Eager, Herbie Steward,
Frunk Socolow, Dexter Gordon, James
Moody et Gene Ammons puiserent directe-
ment lenr inspiration chez le Prez mais
les trois derniers cités parvinrent & se eréer
des styles personnels, combinant adreite
ment les influences de Lester Young et de
Charlie Parker qui, notons-le, joua ocea-
sionnellement du saxophone-ténor. Sensibles,
eux aussi, aux legons du Prez. Stan Gets,
Zoot Sims, Al Cohn, Richie Kamuca, Brew
Moore et Bill Perkine accentuérent les
caractéristiques du  jeu de leur maitee :
« fraicheur » de lintonation, sbandon de
tout lyrisme, retard de attagque par rlr-
port au beat correspondant, négation du
vibrato. Stan Getz et Zoot Sims, remarqgua-
bles improvisateurs et, @ un moindre degré,
Bill Perkins et Richie Kamuca, surent insuf-
fler & ce style colleetif, né au sein de l'or-
chestre de Woody Herman, une vie que
bien d'mutres, Warne Marsh par exemple,
empétrés dans la recherche formelle, ne

sarent jamais lui donner.

Au cours des années 1950, les saxophe.
nistes emprunterent deux voies différentes,
se divisant ainsi en deux écoles.*La pre-
miere est celle qui, prenant son  inspirs.
tion chez Lester Young, suivit les traces
des hommes immeédiatement précités. Buddy
Caollette, Dave Pell, Phil Urso ot Bab Cooper
en sont les meilleurs représentants. La
seconde, souvent appelée neo-bop ou hard.
bop, inspirée rythmi t et harmoni.
quement de Lester ;nm et, surtout. de
Charlie Parker, utilise une sonorité
qui laisse supposer un retour vers Hawkins,
Appartiennent a cette tendanee 1 le regretté
Wardell Gray (1921:1955) au phrase tres
souple: Eddie « Lockjaw » Davis qui débnu
en 1942 mais n'secéda & la notoriéte que
lorsqu'il entra pour la premiere fois ches
Count Basie, en 1952; ]nhnu Griffin, révéle,
lui, par Thelonious Mook {Iamld Land et
Teddy Edwards, importants solistes de la
West Coast; Hank Mobley, le plus proche
peut-étre de Lester Young; Frank Foster

qui joue « comme » Charlie Parker. Autre
carpeléristique commune & fous ces  jase.
men : il possedent une technique achevée
et se permettent de joner des trails rapides
que pul n'aurail pu concevoir lorsque le
saxophone-ténar fit son entree dans le jazs.
Une place toute spéviale doit étre faite
& deux hommes : Paul Gonsalves et Benny
Golson qui demearent dans la tradition de
Coleman Hawkins, tout spécialement en ce
qui concerne art de la bhallade, (;amlw-.
qui commenge sa carriere musicale comme
guitariste, possede une sonorité ample mais
douce ¢t une volubilité tres chaleureuse.
a Benny Golson, qui eombine une
sonarité traditionnelle a dau inflexions par-
fuis coltraniennes, il = double dun compp-
siteur délieat .

Plusicurs  exeellents  saxophonistes-ténors ‘
nlont guere attird Uattention des eereles =
jarzistes parce qu'une grande partie de lenr m.
wuvre reste attacrhée au domaine du rkyllu\
and blues. Parmi eux, notons Plas |
Al Sears, Sam « The Man » Tayler, Will
Juckson. Arnett Cobb, Hal Singer, Red Pry».
sock, Sil Austin. Eddie et Peuj"",
Fl'lllfl‘i. Maix, #i d;“ ﬂ
guere attention specialistes, il n'en
as de méme avee Somny Rolline et l-l:n"

laltrane. N

Né en 1930, Sonny Rollins, apres avoir
appris le saxophone-alto, débuta sur le ténor
vers 1946, Compagnon de Bud Powell, The-
lonions Monk, Miles Davis et Max Roach, *
Sonny utilise une sonorité lourde et rude

ur exprimer des concepts fort complexes
r.tnmmnmemt et ryihmqmnt mais son
- e it rvmuqunbl‘:t :‘?*
gance et une eontinuité al:
lins est devenn, drpm:;:}qm années, Ping
dividualiste le¢ plus mé du juzz mes

Jahn Col;rm. i, est neku 1926 o1,
comme Rollins, il a appris um
alto et n'n choisi le lEanr que !I:
Dizzy Gillespie, Monk et Miles lmm en-
gagerent avant qu'il ne forme son propre
groupe. Coutumier de la déclamation
abrupte en de longs chapelets de notes sans
rapport apparent avee le rythme fourni par
sa section rpthmigue, John Coltrane est,
dans ses wuvres les plus caractéristiques,
mpamlmawmwmhm
truction melodique mais plutét sur une
complexité et une h\dmnriﬁ harmoniques
qui font de lui la figure la plus contro.
versee, la plus u:lemule assl, de ces
trois dernieres anodes,

Que la musigue de Caltrane fasse date,
qu'elle ouvre la voie de lavenir sux saxo-
phonh&blrll:ﬂ et au ;—: de demain, nl
ne
vertitude. Ce que, en mumhe l'om p.-l
affirmer, c'est Uextréme importance du saxo-
phone-ténor dans Tévolution du jezz et
particulierement du jazze moderne. '
i lhistoire de cet instrument sor lequel
des hommes aussi différents que Hawkins
Young, Getz, Rollins et Coltrane <'expri-
mérent. elle résume & elle seule Phistoire
du jazz et de ses diverses tendances.

Leonard FEATHER.
(Traduction de Nelly HEROUT.)
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not rly ceful.,”
Though her patter includes a number
Lever become tastelessly excessive.
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s Bossa Nova music and Wil return
ok with additional artists whe will per-
tO | form at the concert, which is being

pn;duu‘d by Phil Shapiro.
Audie Kidelity is m‘:‘ the con-

v 8 current
- Bossa e : “RB
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AF ‘-'R SUNDOWN, THE NATIVES GATHER FOR T

aspects of modern Brazil, ma
in cities like Brasilia~the world’s most modern Americans. The name Bossa
the genius of Oscar Niemeyer. And you can see

| na

\come as a surpnsc to many North
Nova means “new wrinkle” or “new
flair”. Bossa Nova emerged jusfa few seasons ago as the “in” music
tive garb (dating back to the traditions of of Brazil. Its roots trace bacg to earliest Afro-Indian-Portuguese
wiaga, Trigere, Dior, etc.) as they make their  elements in the folk music of Bgazil, but the Bossa Nova as we know
 Pala wrink, Club Niutico and the other it today was born and nurturedion the campuses and in the smartest

centers such as Rio de Janeiro, homes and clubs of urban Bazil. It’s sophisticated, urbane, a

marriage of the samba and mo

their Bossa Nova on the latest Now the Bossa Nova is ta
lore of Stan Getz, Charlie Bird, there. Zooming record sales, w
Powell, Charlie Parker, Monk,
ed to the legends of Bossa Nova.
sa Nova, like so many other

of mouth, TV shows, disc jockeys

. it’s difficult to go from ond end of the radio dial to the other
without hearing Bossa Nova onfsome station.

On November 21st, Thanlggiving Eve, New Yorkers will have

NOVA, BRAZILIAN JAZZ, AT CARN

1Z, LALO SCHIFRIN, JOAQ GILBERTO, LUIS BONFA, TOM JOB
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THERE'S NOTHING AS GOOD AS A GOOD CUP or’pcppgg LOI‘ l‘ EE 01?

T ﬁl‘d,
a chance to hear $ome of the Bossa Nova mnovam 2 T

Castro Neves, Lu
Bossa Nova
If you’re thel
ing export of Bra 11—Gafézinho. Before the panf
mtermission, the Coffee Institute of Brazil will be s

are invited to.se

tl for instructions on making

brewing kit—asWell as general hints to make bettere t
Brazilian Coffee L stitute, 120 Wall Strect,--New-' Yo )
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Bossa Nova—
The 64-Cruzeiro Question
by Leonard Feather

In the past we have successfully survived juxz-
andpoetry, jazzandAfroCuban, jazzandeclassi-
cal, jazzhybrids of many sizes, sounds and
shapes. Some of the early meetings, such as the
conjunction of jazz and symphonic romanticiam
(Paul Whiteman, 1924), led to musical muta-
tions that were premature and stillborn. Others,
like the atonal movement, are still in the prov-
ing grounds. Now we have yet another, It is
known, for want of a better term, as Bossa
Nova, or jazzandBrazilian. There are signs,
though, that the latest cross-fertilization has
produced a healthy infant. Certainly if the
talent that has taken it up is any indication,
its future, at least until the next bandwagun
comes round, seems assured.

Bossa Nova is a love child of the Portuguese-
Indian-African elements in the music of Brazil
and the Afro-American-European essence of
jazz. Its origin is very recent. One of the
theories credits it, in part, to a composer and
guitarist from Sdo Paulo named Laurindo
Almeida. Now 45, Almeida, a former radio mu-
sician and bandleader in Rio, settled in the U.S.
in 1947 and earned early prominence as a solo-
ist with Stan Kenton, playing unamplified
Spanish concert guitar at a period when bebop-
style electric guitar was the prevailing fad.

In 1953, Almeida was working in a nightelub
with a bassist, Harry Babasin. Fascinated by
the guitarist’s use of Brazilian themes, Babasin
suggested the addition of a third man, saxo-
phonist Bud Shank, who had worked with
Almeida in the Kenton band. The three re-
hearsed together at a drum shop owned by one
Roy Harte; at Babasin’s urging, and with
Harte added on drums, they were allowed to
record an album for World Pacific.

The results (recently reissued under the title
“Brazilliance™) were among the early preecur-
sors of Bossa Nova. On a visit home in 1957,
Almeida played the recordings for some Brazil-
ian musicians. “There is no exact word In
Portuguese for their reaction,” he says, “but in
English 1 would say that they flipped.”

When he returned to Rio three years later,

THIS
\Illl\'l‘lli

trend to the popularity in Brazil of records by
Dizzy Gillesple, Charlie Parker and Thelonius

Monk.
According ‘to Almeida, “Bossa Nova bears to

Latin-American music much the same relation-
ship as the New Wave to French and Italian
motion pictares or the Angry Young Men to Brit-
ish literature, It is new, nove, and it is basic
and unaffected—a natural blend of idioms. The
word bossa is a pagan word; it means flair”

Charlie Byrd, a sort of East Coast Almeida
who operates his Spanish guitar out of Wash-
ington, D.C., points out that bosasa can just as
well be applied to literature, painting or archi-
tecture. The Hollywood composer, Shorty Rog-
ers, says: “It's an inside word, like our funk, or
soul. Ella has bossa. Dizzy and Miles have bossa”

The rhythmie earmarks of Bossa Nova, less
elusive of definition, were established by Jodo
Gilberto, the wildly popular Brazilian singer
and guitarist, and his frequent Rio collaborator,
Antbnio Carlos Jobim, s composer-arranger
and bandleader. Jobim and the guitarist Luis
Bonfd collaborated on the stunning score for
the film “Black Orpheus,” which first brought
the Bossa Nova international attention.

The percussive double rhythm of the samba
—eight even beats to the measure—is nothing
new (such sambas as “Bahia™ go back to the late
1830’s), but Bossa Nova adds a counter-rhythm
which, as the arranger Clare Fischer has
pointed out, “gives the whole performance a
three-against-four feeling—there's a repeated
two-bar phrase that the clave, or any such in-
strument, keeps clicking off, with a sort of hesi-
tation in the middle like a hiccup.”

Harmonically, and melodically, most Bossa
Nova is more sophisticated, closer to modern
jazz, than any previous Latin-American music.
The main trait, in addition to the many-splen-
dored kitchenware of Brazilian percussion, is
“Yangui” jazz orchestration and improvisation.

This new Brazilian acculturation is repre-
sented by a growing school of native composers.
They include Luis Bonfd, many of whose works
reveal & mature admixture of pmhr musie,
jazz and loeal ethnic influences; Jayme Silva,
whose “0 Pato” (The Duck) is h.l.td the
Gilberto, Byrd and Getz-Byrd albums; and a
writer who chooses to be known as Baden
Powell (“Not related to the founder of the Boy
Seouts,” Almeida says. “It is a name of homage,
like you might call your sen Eisenhower™),
whose “Samba Triste” is heard in the Rogers
and Getz sets,

For the cost of five LP's it is possible to
study, in the development of one tune, the
process that led to the Bossa Nova explosion.
The common denominator is “Samba de Uma
Nota S4," or “One Note Samba,” which happens
to be the simplest of all these melodies, offering
a basic framework under which the harmonic
and rhythmic embellishments can be clearly
perceived as they evolve.

“One Note Samba" is one of six compositions
by Jobim (who also wrote and conducted the
arrangements) in the LP by Gilberto, whose
vocal version is simple Brazilian samba music

SIC

Among the necent spate of Hossa Novs ramrdn.—
sonny mRoLLINS: “What's New"” (RCA Vietor)
LAURINDD ALMEIDA: “Hrazillignce” (World
Pacific).

cHARLIE sYRD: “Latin Impressions™ { Riverside).
BRAZIL'S SRILLIANT 3040 Guserto (Capitol).

LU BONFA: “Amor” (Atlantic).

HERe L “Softly . .. But With That Feeling”
{Verve).

STAN GETZ AND CMARLIE BYRD: “Jazz Samba”™
(Verve)

ucamesTre: “Brazil!™ (Audio Fidelity).

SHORTY RoGERS: “Bossa Nova™ (Reprise).
caL viaper: “Contemporary Music of Mexico &
Brazil" (Verve).

BARNEY KESSEL: “Bossa Nova™ (Reprise).
2007 siMs: “New Beat: Bossa Nova" (Colpix).

with Bossa Nova rhythm. There is little or no
jazz influence bere. Charlie Byrd's Riverside
version, though Brazilian in essence, adds a
touch of jazz flavoring. The Herb Ellis treat-
ment incorporates Cuban rhythms in the first
and last chorus but is otherwise unabashed jazz
with no admixture.

In the Getz-Byrd adaptation, & samba rhythm
is added to a typical American jazz-combo
sound. Getz’s tenor saxophone loses none of its
jazz temper and is completely at ease in the
face of this South American sirocco.

Finally, there is the Shorty Rogers reading.
Played by a big jazz band that includes both
Almeida and Shank, it fuses all the elements
with rigorous authenticity, propelled by the

crosscurrent (elick, eclick, elick... (hiel)...
click, click). The five versions, if placed end to
end on one side of an LP, could provide an object
lesson in musical block building.

Already there is a flood of Bossa Nova
albums, varying widely in authenticity and ap-
proach. Some may be loyal to the Rio spirit (the
Tjader album, arranged by Clare Fischer, is
skillful, scored for woodwinds snd rhythm),
while others may seem like an sttempt to jump
bastily on a bandwagon.

Displaying less courage but sounder convie-
tions, Sonny Rollins leads his quartet through
ar effective Brazilisnization of & song from
“Camelot,” “If Ever I Would Leave You.” It is
part of a generally successful samba album,
with calypso overtones.

Will Bossa Nova be bastardized like most
other forms that started out music and end up
Music Businesa? This is the f4-cruzeiro gues-
tion. Meanwhile, we are enjoying some stimu-
lating sounds, and the manufacturers of
pandeiron, reco-rocos, owicas, cabegas, pansda
and other objects for shaking, scraping and
rattling are doing almost as well as the makers
of Colombian coffee. But before the amateur
bongo drummer decides to convert for the new
wave, let him remember one piece of equipment
that cannot be bought at the drum store. To
play this new jive, Jack, ya gotta have bosse.

SHOW: NOVEMBER 1962 a5
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JAZZ
SCENE 26
US A. SWINGIN' SHOWS

The advent of **Jazz Scene, USA™ brings a new dimension to the
presentation of modern music in television.

With jazz interest at an astonishing all-time high and still
climbing daily, this unprecedented series of half-hour programs
brings together at the perfect time all the elements that others
have never managed to achieve,

Because the exeeutive producer for Meadowlane Enterprises Inec.
is= Steve Allen, the artists are assured of complete freedom in
their choice of material and manner of presentation. Because
the producer is Jimmie Baker, whose award-winning “Stars of
Jazz" series earned him the gratitude of musicians and public,
the format is tasteful, the ecamera work imaginative. the record-
ing faithful and sensitive. Because Steve Binder. also remem-
bered through his association with “Stars of Jazz.” is the director
all these qualities are eombined with a maximum of efficiency.
And because leading jazz experts are employed to coordinate
musie and dialog. the authenticity of the series is gnaranteed.

For the first time, TV offers a presentation in which an entire
show is dedicated to an instrumental group or vocalist. For the
first time, the permanent master of ceremonies used — Oscar
Brown, Jr., the gifted composer, singer and recording star — is
himself an active, sensitive part of the world about which he talks.

*Jazz Scene, USA™ is the kind of program that will appeal to tens
of millions not only here, but all over the world, as the most vivid
and exciting expression yet captured of our most vital and typi-
cally American art.
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is borne“out by the rocotdmp. For
we hear Billie Holiday in the full flower
of her powers. Her voice has flexibility
and. I:mn she reaches for things, she
finds t readily—the nuances, the shad-
ing, the liule turns of phrase.
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ithely through Eyes and her

er, Come Back. She

presentation of

Wate drom and sings what
Billie's Blues she ever

On the othcrhand MMM
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: By LEONARD FEATHER F
tl {Autbor of "The New Bncyciopedia of Jazz") =0 .
t If you don't know who Ben Pollack is, you "t

vknow jazz. Moments of musical history are %ﬂ
enncted nightly at Hollywood's whe

LA PR | bl w“v“ 8 TS

‘the veteran drummer
) l'ollack’s a sho
3, = ng smile, is better
11922, 2t the age of 19, |
© dSociety Orchestra (latef
‘: Kings); in October, 1924
= fat a ballroom in Veni
- moved back home to. RS0,
records included such sidem
and arranger; Jimmy
Vigtor Young on viollg™an
and clarinetist named B

“TED MACK, of '_._-_-_

original saxophonists, . “When 1

fellow with an enga

Knickerbocker Hotel !

§ leading a Dixieland sextet,
qu than most to mﬁi In
AT'S

our, was one of my

gave up
or a while in the mid-'30s,

tures, He formed a band for Chico

Marx to front; had a record firm; then

South Side bands and I listened to him all the time. We
had a reunion a. couple m;}( ago—he’s still playing week-

-y
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- of some of the artists at local clubs and on broadcasts,

‘Nova concert at Carnegie Hall, with all the expected pro-

my n [ Hoss
events have indicated this music is mi
nine-week wonder.

Any new movement in and of the livelyha

than it has had in recent days. First, of oc
was the Bossa Nova invasion of the White H
concert by the postgraduate sextet of Paul 4
which such tunes as Carlos Lyra's “Maria Nig
(Maria Nobody) delighted an audience of young
(thev;owmpletndndedm.!oh?.

inter, a 23-vear-old saxophonist, has n
most to jump on the B.N. bandwagon.

THE SECOND BIG EVENT of the week was the Boss:

maotional accessories: A party at the Waldorf thrown by
the Brazilian Consulate in honor of the &nﬁ

visiting
still cnotha!' alleged 'Bmsah’!;':m dance, and m

Jono Gilberto, regarded in Rio as the George Wash-
Ington of Bossa Nova, turned out to be a quiets '_' red
performer whose intimate voice and subtle guitar style
were at sea in Carnegie Hall. On oné of his two sets he |
:fas accompanied by Antonio Carlos Jobim, composer of

Desafinado™ (by now the “How High The Moon” ¢
B.N. worshippers) and of “One Note Samba.”
playing piano, also sang a set of his own,

g e

WHAT STRUCK ME MOST MEMORABLY bonsiiil]
ship whtmmmmm ‘I”"’
me, a very tenuous tie to Bossa Nova. r you call
it. though, was sensative, lyrical

E

there

3
H

“Even Herbie Mann?" (Mann is th
Wwho recently paid the B i me&m v
down to Rio 10 record some in their y
Well,” said Castro Neves, “Herbie Mann mi
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Life With Feathe

,_,‘,‘ & Jazz Man In I‘;i....

’ W hite House '

3 _. By LEONDARD FEATHER & 3
¥ " udetbor of The New Encyclopedia of }a‘:z"'_".‘”
. Fhe Paul Winter Sextet comprises three Negro gnd
three white musicians whose somersault to fame bro
them last month to eminence as the first jazz combouig
play at the White House. Last week in New York Winte
revealed details of the results.
| Iverything is happening,” he said. “Night clubs? The
Jast 1wo weeks in December we're at the Village Va
in New York. Television? December 10 we do a half hour
show with CBS-TV at Lafayette College, for ‘Eyewitness.’
Records? In January, we make our third LP for 1bis
this time with Carlos Lyre, the Brazilian guita ‘ho:
composition ‘Maria Ninguen,” a bossa nova, we played.
tie While House.” { bk
y rly this year, the sextet covered 23
27,000 miles in Latin American as the first
‘sent out under the State De
nge Program.) v
.~ WINTER INCLUDED in his White®
4 *Tribute to Latin America,” also “Toccats
lespiana™ suite by Dizzy Gillespie’s ex:
Schifrin from Buenos Aires. ;
b | PG;‘WEexal.le playaglan'uﬂ' i
s ¢ g ress,” a blues w

- to the New Frontier. We f it
about this, as our six month
America were a New Frontie

cials we met was that this
have been tried under the p
ministration.”
Other works perforn
“Bells aﬁd Hm" b’y J. i
_ “Ballad of the Sad Young M
Tommy Wolf. Toward the e
program Winter received w
‘was running overtime. :

-

throughou
4 18 & in the m%
: ~ ““We finished our last number, ‘Count Me In,’ written
by our bassist Richard Evans as a tribute to Count Basie.
Then we bowed, and there was an awkward pause because
nink they expected the encore, but I looked at my w

in Russia, We'

Dec. 15

By LEONARD FEATHER
(Author of The New Encyclopedia of Jaxs")

“It's not that 1 want to retire,” said Loi’c Brown.
“It's just that I can’t live on a bus any more!

The leader of the Band of Renown, winner of many
Down Beat polls as the country’s most popular dance
band, sat in a dressing room at Paramount, where his
a role in the new Jerry Lewis comedy “The

January(ﬁll road tours, it'll be fronted by Butch
Stone.” & < I
Stone, g next to Brown, grinned and interjected:
“The trouble is, he's getting old. He's six months older
than me.”

AS A BARITONE SAXOPHONIST, Van |
(Butch) Stone joined Brown in 1941, later earn
larity in the role of comedy singer. For eig
he has doubled as the band’s road manager

T “I'Il have time to re-

i T sume writing arrangements
for the band,”’ said Brown,
“and I'll write jingles and do
anything else that will keep
' me busy here in music. I've
saved some, sure, but not
4 enough to stop working. The
§  important thing is, by keep-

&) ing the band on the road, we
'y’ can at least keep it together.
W “It won't be like the

band at the Crescendo
vears played sax in Brown
arrangements.

“How about your own playing?” T asked. “When I
clarinet.,””

first heard the band, you used to play gl

“Well,”” said Les, ‘-‘I'I? admit things ain’ ¢
used to be. You can’t play nowadays fgr ﬁ&tmg
front of the bandstand beating their hands. But there are
still enough dates left—parties, country clubs, colleges—
for a band to have a mﬂ.m”' )
. He could have talked about survival of ¢
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JAZZ CONCER
Bossa Nova, G,

play took place ag
and textures, arc not really ' Wednesday “'5"'«'
to be heard. Neither are its ma- (2 Mﬁﬂt

terials—“The Lady Is a Tramp,” monthly m e

“Tales from the Vienna Woods,” and two-pound copy @ of its N
“Down South American Way”—which on cach seat), heavily recorded, heavily
after an hour or two assume the homo- m:"’; RAFEH t“;"ﬂ}'
encity of sidewalks. And its rhythms, Leonard Feather; “Bossa
E\-hic:? moist and hiccupy, are g-eymral- e h” done more ‘.h'“_ be a highly
ly the fox trot, the waltz, the polka, and pmdt‘:::tm cross-fertilization of cul- |
South American admixtures, are not tures” ), and heavily claqued bosia-nova
really meant to be danced to; one sim- | concert. The first half of the evening,
ply jiggles and bounces. Indeed, hotel | L which would have been interminable |
is an aural décor designed to even if one could have jiggled and,
potted palms, the blue-glass jounced to it, was given over to Bra-| ey { the. s
the P""ﬂ!‘ figures, and the zilun musicians, good hnc:l men all, and ' ather

A col Bossa

Farkind and |
mentarily became music, I
T WhrrNey Bavurerr |

white jazz musiciansin New York alive;
Negro musicians, though, fled to Europe |
or grew thin and took up other arts,
like janitoring and poolroom keeping. )
However, a startling change has been
taking place in the last six months. A
new form of hotel music—éaossa nova,
from Brazil—has appeared and is ag-
gressively being bound to jazz. (Bessa
nova has three characteristics: its plain
ald samba rhythms are syncopated; its
1 gar a washy resemblance to
ed- cffusions of Dizzy Gil-

P:rkcr' and it in-

L.ATIHES - '°‘,-:
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BOSSA

BY the end of 1962 it had

become obvious that
bossa nova, despite its Ial;.t
and greedy adoption y
commercial rlelnebpg In the
musie industry, er-
night novelty a - not
disappear as fast as lt arose,

Musicians nr! as  sharply
divided as eritics §g ¥ views
nf this nuw
Some Brazilians seem to resent
the fact that N Ammcam

have taken over

Rre trying to pla ‘style
that thev f)ecr',i {l“hk&ll ym

ruthenticity.

Sincere

— e —

One of the By n bo

lenders, Oscar ro-Neves,
toid me he feit A :

i the only

who has ¢ ured  the frue

fewiing of h‘lm nova.

l')rl the

New York and

ilnllg wood musicians lhﬂ'u

bnumrre-
bine the m[lh t'll‘

ments with new ideas that
Lu:ing from the core of

Same of the mare racially
ronscions of the Negro musi.
cians in New York are resent-
ful that the big successes were
scored inltially by

Januanr 5. 1963
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Jooks like it

here to stay
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Stan Getz. Charlie
rd

Sims;
out that Ly

“ ' | by Leonard Feather

Gillespie was play-
ing bossa pova earlier,

It has Also been said that
there are mcln] divisions
within the Brazilian origins,
and that a barder, more

- BREressive of bossa nova
u be fo in the northern
! of il W there
s a heavier. oo n o
whose ancestry is pure

frican. i d

This' =
ness -m&-— evident
ameng 3 ns
themselves,

At the Carn Hall
concert ! derable
inter- al in the
Brazllmn ol esentid,

comn
.

ranging all the way p;rom the

pale Antonlo 'Carlos Jobim
iplanist  and compaser of
finado and One Note

Bambai and hLis singing '.:u.tar-
st parz'mr Joao Gilberto, to

Mendes, a pianist and
| leader who both looks

and sounds like Horace Silver
and s, like Horace, of Portu-
uese descent, to the light-
rown-skinned mnﬁ Agostin-
he Dos Santos and the blacks
skinned guitarist - showman
Bola Sete.

Harmonic

The  musical  variations
within bossa nova are differ-
ences of siyle rather than of
race.

To many Brazilian theorists
this is essentially a vocal
music with more popular umn
inzz elements;
a8 the combo ludera \lendm
and Castro-Nevey, whese groups

rovided some the most
stimulating moments al Car-
negie Hall. the music Just
as essentially mx:rumenul and
draws heavily on American
jazz for the harmonic bases of
its themes and for the element
of Improvisation.

It is this very diver-

;ﬂwe of approaches, from
:upulm' to sirictly
with many xndlllnrh

n betwren, that may give

nova its strength

and ils power lo survive,

1 present  situation s
almost ridic . No record
company feels that its eatalogus
I8 complete without at least

one bossa nova album,

Clare Pischer, one of the
first arrangers to see the possi-
bilities of the musie, already
has LPs out with Cal Tiader
and Bud Shank and s about
$0 embark on & third, for
Gearge Shearing

In New York, jarzmen
cording bossa nova have hllcn
inte a set pattern, often rely-
ing on a small group of N
cussion and guitar
who have been iden
the movement.

Hollywood

.'Lmunfv them are Willle
Bobo, illie Rodrigusz, the
team  of c.armm Costa and
Jose Paulo, and Jim Hall

In Hollywood the situation is
slmilar: guitarist Laurindo

-!r _
STAN GETZ wav the
unwilling populariser of
bossa nova — but many
Amertean musiclans
reckon that the musical
kudos should go to
Dizzy Gillespi¢ for pion-
eering the new rhythm.

Alm=ida and percussionist
Holland are ou cail
dally from one g

o another for & bossa HOYa
session, i
Survived
The f of bossa howl.,
meems  HEely to peraliel the

. Alrg-Cudan

‘x of
an many - other forms
have started oul as & fad,
There is a great deal
truth to almost every rrltl
objection that has been ral
in opposition to bossa uma,
but am convineed that its
more valuable characteristies
as played by both Brazillans
and Americans will assure ils
survival,

f
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one is Julian ‘Canonball
Ederle, who is currently the king of
the juke-box set . . . what was once

m

(“T'm sorry, your time is up.”)
“Sorry who?”

es; Lover Come
Usrren Axr-

In 1954, Billie Holiday headlined a Fu-
ropean tour produced by Leonard
Feather. This is a recording, néver pre-
viously released, of a German concert
during that expedition, Although there
are other Holiday recordings—ofien
more than ene—of all the songs an the
program, the album is an important ad-
dition to the Holiday discography.

Billie was a true improviser. She sang
as she felt, and her moods were seldom
predictable, Therefore, even the most
familiar of the Holiday staples here take

es puances. On that particular eve-

inal, versatile, and evocative of all jazz

netiziario ,

.__\

urxuu:wmllu.s.a. \~
® La molto discussa tournée della
grande orchestra di Benny Goodman
qualche frutto ritardato di partico- &

i te com 1 di jazz di
sivamen posizioni o
Genadi « Charlie »

simo piedestallo su cui
anni si illude di essere, no
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W8 Ever since the late 1920', when the 1ubs or wusaphone begun

“Hiappear from the chythm sections of jazz erchestas, the rele of the
TSR baw bhas been vital and, literally, fundaments) to the music in
which it parucipaes .

There 1s & story,probably more legend than, fact, that the use of
pizzicate baw for dhythmic punctuation was the consequence of an
wcident in 1911 when Bill Johnson, an arco bassist with the Original
Creale Band, forgot to bring his bow along and bad no choke but 1o
spend the evening plucking the strings. Wikialever the true origin of
the jazz bass style, it was certainly in general use not long after World
War L when Ed Garland plaved it with Kid Ony's band, Bob Escudero
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Wllﬁam:lrwm. and George “Pops™ Foster with the Missis
Hﬂm bands of Charlic Creath and others.
ring the 1920° and early 1930 the bass was regarded as a
1o -1 by instrument, slapped loudly and unsubtly four beats to the bar
E! solo appearances, rather than as the main floor on which the
tire orchestral mansion was built. Steve Brown with the New Orleans
Rhﬂ‘m Kings, Wellman Braud with Duke Ellington, Harry Goodman
with Ben Pollack, Walter Page with Benny Moten were among the
pioncers. Most of the carly string bass men were required 10 double
on tuba

Thc first Wﬁh

earn individual prominence in jazz was

—

Wt Pavi Chambers

.‘! &”"

John Kirby, himself an ex-tuba player and a former Henderson and
Chick Webb sideman. Leading his own sextet in 1937, he impressed
listeners with the light, nimble sound he was able to produce. Walter
Page, with the newly-discovered Basie band, made a similar impression
during this period. while Bob Haggart, of the Bob Crosby orchestra,
achieved popular novelty effects with a number called
Winnetka,” for which drummer Ray Bal.uilﬁ ed
with his sticks. r ‘s :
The most important development in the 1
bass was the emergence, via the Duke Ellington Nﬁeﬂu n 1939. of
Jimmy Blanton. In sharp contrast with the limited bass lines of catlicr

tihlern )
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Musicians mﬂy they hud confined themselves 10 guaster notes, with
L« T ) M—(!gl\l! and sixteenth lu"('[ s for Ihﬂ mare dl.l’lll‘ solo
momet Bhanm showed a technical fluency that enabled him w
improvise mrludu.l"\ on the bass much in the manner of a trumpet o
saxophone. Even his ensemble work revealed a trueness of sound and
(tihpllns of tomne that gave the instrument a dimension never even
visuslized by his predecessors,

Blanton’s contribution, histerically of the vimost importance, is
hard o assess in :cttm]iﬁl. since dozens of TluiJ_\..\ virtuoso bassists seem
to begin where he left off; yet until his time there had been no attempt
to overcome the physical problems posed
by the unwicldy instrument. He was only
with Ellington two years, dying at the age
of twenty-one, but his contributions set a
completely new standard.

During the 1940°s there were great
advances. both qualitatively and quanti-
tatively, in jazz bass playing. The logical
successor to Blanton was another phe-
nomenally fast-fingered artist, the late
Oscar Pettiford, also featured with Elling-
ton (19458). The advent of bop, which
placed great demands on all exponents
because of its harmonic imclodic in-
tricacy and the unusually akmpi often
emploved, brought to lig

a Piusburgher figg {
decade \ch (
ber of Charlie
who came to
Kibbon, also

Among the
1940's were Mil
way's band (rodiyF :
York); Ed Safranski, a poll-winner during his years with Stan Kenton,
fow a TV staff musician in Manhattan; and Wendell Marshall, who
joined Ellington soon after Pettiford’s departure.

One of the best-known bassists during that era was Chubby Jack
son, a key figure for several years in Woody Herman's orchestra
Chubby was not only a good bass player but an innovator, for it was

Percy Heath

such remarkable young men as Ray Brown,

th Dizzy Gillespic and featured for the past
: Tommy Potter, best remembered as 3 mem-
fombo; Percy Heath, another Gillespi

_ﬂhh the Modem Jazz Quarte
gllespic and later with Geor

and most respected big ba
vho \pcm thc uhulc decade

Wendall Marshall

Harry Babasin
INmNATlQNAl MUSICIAN

larsel Crosby Arvell Shaw Ed Garland

he who tried (though with limited success) to popularize the five-
stringed bass (tuned E-A-D-G-C). Another popular figure of the "40',
“Slam™ Stewart. was known for his amusing manner of humming and
playing his solos in octave unison, a technique currently employed with
some success by Major Holley.

Wﬁ brought to prominence an un'
bassists.  CBarlic Mingus, an n:--nls‘unk]y'

became well-known, too, as ull}lp{j\(r. ban

v I# brilliant
sired  soloist,
nd leader of the jazz
ﬂ;nd flect-hingered per-
former, was, like Mingus, prominent for a "hﬂt with the Red Norve
Trio: Paul Chambers is a Rock of Gibraltar for the Miles Davis Quintet
and Sam Jones a similarly firm foundation for the sextet of Cannonball
Adderley.

avant garde; “Red™ Mitchell, another sur

Several leading bassists have acquired a reputation not mainly as
solo virtuosi but rather as dependable, rhythmically supple section men.
Notable among them are George Duvivier in New York, Leroy Vin-
negar in Hollywood, and the dependable Gene Wright, a mainstay of
the Dave Brubeck Quartet since 1958, The jazz scene has been dark-
ened during the past couple of years by the untimely deaths of four
prominent bassists: Oscar Perttiford, Israel Crosby, Scott La Faro and
Doug Watkins. sl <

I have madeithe observation before with respect to other instru-
ments. but in this instanee must reiterate it even more strongly, that
the jazz field today is overflowing with major talents and that conse-
quently it will A}y be possible to single out a few typical representa-
tives and 10 & ize o others unavoidably omitted from the follow-
ing lill!1 "M' g

Gary Peacock, Jimmy Bond, Monty Budwig, Curtis Counce, Ralph
Pena, all in Hollywood; Carson Smith in Las Vegas; Bill Crow, Arvell
Shaw, Whitey Mitchell, in New York; Jymie Merritt, with Art Blakey:
Gene Taylor; Art Davis, Ike Isaacs, EI Dee Young, Ben Tucker with
various small combos; Jim Atas, with the Dukes of Dixicland; and
Harry Babasin, who in 1947 became the first jazz bassist to double on
pizzicato cello.

Many of today’s bassists are accomplished jazz “cellists (notably
Rav Brown and Sam Jones); all are capable of playing with an imagi-
nation and speed that was unthinkable in the days before Blanton and
very rare until several years after his death. Most of them, too, are hine
legitimate musicians whose arco work is impeccable.

The old-line jazz bassist, content to pluck away with four-beat
monotony, is a dim memory, replaced by an agile instrumentalist who
controls the bulky box with the facility of a guitar soloist. lIm its way,
the bass has become a symbol of the giant steps taken in juzz dn recent

years by a younger and bolder generation.
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Home from Home — Part 2 of the George Shearing story

SUCCess
just
around

Don’t take chances, said his father. But Shearing hated poverty

by Nat Hentoff

Shearing's initial concern with
financial security is understand-
able. He was born in the Battersea
part of London on August 13, 1919.
His father was a coalman, and like
many people who work hard for
small wages, he was afraid of
change.

At first, he wondered how his
blind son could ever support him-
self. The boy, however, soon
indicated a stubborn determina-
tion to make his own way, espec-
ially to make his own way out of
poverty,

Shearing studied at the Linden
Lodge School for the Blind, and
simultaneously he gradually
picked up a passion for jazz. For a
time, he was especially proficient
at boogie-woogie, and acquired a
growing reputation as the leading

British pianist in that rolling,
fervent idiom.
Recordings by Art Tatum,

Teddy Wilson and Mel Powell
soon proved to him that there was
a good deal more to jazz than the'
narrow scope of boogie-woogie,
and his professional stature
swiftly rose.

He was featured as a soloist in
Claude Bampton's seventeen-
piece, all-blind band, and he later
worked in Ambrose's orchestra
for two years.

In addition, Shearing later ar-
ranged and played for Ted Heath,
and began recording for British

Decca as early as 1937. For seven
consecutive years, he won the
Melody Maker poll as the leading
British jazz pianist.

Shearing had also started a
family. In an air raid shelter in
1941, he met - and soon married =
a secretary at the Central Tele-
graph Office.

Trixie Shearing, a pungent,
fiercely loyal, astute woman, has
become an integral part of Shear-
ing's protessional life as well.
She manages his two publishing
houses, and occasionally serves
in other advisory capacities.

Their twenty-year-old daughter,
Wendy, has been majoring in
music at Valley College in Cali-
fornia. She has not yet shown any
stunning capacity as a musician,
but her father is pleased that she
shares his characteristic con-
scientiousness and Insistence on
accuracy.

By 1946, despite his pre-
eminence as a British jazz pianist,
Shearing was dissatisfied. In
terms of his development as a
jazzman, he had gone about as far
as he could in Britain. To grow
more, he had to learn from and
cope with the major American
jazzmen on their native grounds.

Besides, in the mid-1940's, the
income potential for a jazz
musician in Britain was decidedly
limited. In December, 1946, Shear-
ing visited America for three
months.

He listened, observed, made a

record album for the Savoy label,
and returned home. A year later,
he lett England for good.

His parents, particularly his
father, were fearful of their son's
change of continents. In fact,
from the beginning of Shearing's
musical career, his father had
found it difficult to understand
Shearing's habit of allowing am-
bition to take precedence over
security.

At each job change, the elder
Shearing would ask, 'Why leave ?
The boss is paying you. How do
you know the new job will work
out?'

Implicit in this parental caution
was an unspoken: George, you're
blind. You're lucky lo be earning
whal you are. Don’l lake any
chances.

Both Shearing's parents died in
their eighties a few years ago.
They had lived long enough, how-
ever, to be aware of their son's
resplendent success in America,
and when Shearing last saw his
father -in 19855 ~the old man
admitted that Shearing's mobility
had paid off.

Shearing very much wanted his
parents to visit America and see
their son's renown first-hand, but
his father would not leave Britain.

‘Il go to America,’ he said
during Shearing's last visit, ‘only
if | can keep one foot on ther
ground.'

In 1947 Shearing found work in
New York on 52nd Street, then the

most challenging jousting ground
of American jazz. Established
performers such as Coleman
Hawkins and Billie Holiday could
be heard alongside the rapidly
emerging chieftains of modern
jazz.

The changes in the jazz lan-
guage - heralded a few years
before by Charlie Parker, Dizzy
Gillespie, Bud Powell and Thelon-
ious Monk-had at first be-
wildered Shearing when he heard
them in England on recordings.

‘I thought,’ he recalls, ‘that
America must have gone com-
pletely mad." Gradually, however,
Shearing absorbed the more com-
plex rhythms and the more
extended harmonies of modern
jazz; and by the time he started
working regularly on 52nd Street,
he was a fluent soloist in the
idiom.

Clarinetist Tony Scott recalls
the impression Shearing began to
make on American musicians,
although he was still unknown to
the jazz public:

‘George was doing a single at
the Deuces. Nobody was listening
to him at the time. | used to sit in
with him and we used to kid
around with little fugue-like
things. While we were playing to-
gether, | used to change key at the

end of the phrase to try to trick
George, but he's a fantastic
musician.

'l never considered him a great
jazz musician, but he's got total

Scene No.4 October 5 1962

recall, and once he'hears some-
thing~he has it.' 3

While not a ‘great jazz music-
ian," Shearing was evolving into a
fresh, lyrical, lithely swinging
soloist, and it appeared that he
would enjoy a modest but long-
as a single or perhaps
as leader of a trio

In January, 1049,
Leonard Feather, a British-born
jazz critic, changed the course of
Shearing's career. Like Shearing,
Feather had . emigrated to
America. While still in Britain,
Feather. had arranged for Shear-
ing's first record date and he had
confinued to advise and encour

term career

however,

age him in succeeding years
In America
writing, Feather
free-lance
sessions.

' addition to his
had become a
director of recording
During that January,
he persuaded Shearing to record
for the now defunct Discovery
label with a quintet

In that quintet's instrumentation
and style, Shearing was’ to find
the way to make himself a
‘product.’

Shearing moved to the MGM
label; September in the Rain was
recorded; and Shearing flour-
ished. In the early years of the
quintet's ascent, Shearing served
as a popularizer of modern jazz

As Marian McPartland, another
British pianist who has settled in
the States, recalls:

‘The quintet's unique sound
had captured everyone's atten
tion and though George didn't

copy or sound like Bud Powell or
Thelonious Monk, he utilized a lot
of their and
rhythms, simplifying and making

easily understandable

harmonic ideas

them more
to the average list

In his solos, Sh alter-
nated the locked-hand style of full
chords with brisk, single-noted,
long-lined phrases. On originals
and medium-tempo standards, the
piano, quitar vibraphone
played in airy unison. On the slow
ballads, the instruments
harmonized

Before excessive repetition had
caused the Shearing style to
sound automated, Shearing had
produced, as jazz historian Barry
Ulanov observed, ‘a texture as
sweet and simple as possihle
within @ modern jazz frame.'

As his manager and close
friend, John Levy, explains:
‘George has really made it in the
American way. He has become a
product. The mass of the papular
music audience buys entertain-
ment in much the same way as it
buys soap or cereal.

‘It is attracted to ‘“brand
names,” and by keeping to one
formula, one sound, for so long,
George has made himself a
“brand name." George, further
more, has never let up in promot
ing that name

‘Even now, as established as he
is, he makes sure to visit just
about every disc jockey show in
any city he plays. He's become so
well known through the years that
most people go to see George
Shearing because he is famous -

‘Since he's famous, he must be
good. And that's why he's had
to keep the same style. That's the
only handle they have to go by to
be sure they're getting the right
brand

‘I the sound changes, they'll
feel cheated.'

However, Shearing has now
reached a stage of restlessness
with the tight formula which gave
him the highly-commercial brand
image. And he is experimenting

aring

and

three

with some unexpected innova
tions to break out of the mould.
Next week:

WE ARE NOT A JAZZ GROUP,
SAYS SHEARING
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“I'm not \'inI up the
band. I'll 8 ronag 1 when
it's out hers in Holly
and on TV shows, _muil
road tours, W be fronted
by Butch Stone®

Staone, onext to
Brown. gri and inter-
jecied: bie Is. he's
getiing old. He's six months

older than me.”

As & baritone saxophonist,
Stone jolned Brown in 1641,
later earning popularity in
the role of comedy squer,
For eight years he
toubled as the band’s road
manager,

e—— s

“I'l have time to resume

wrl arran . for
meungnnd sald
band Pl write jing
do Anything else th

keep me busy here in music.
I've saved some, sure, but
not enou:h to stop

The Im

- ll wrm't bem!e thc other
bands® the

" ng{ eatter "l eth

“-'\_l‘-

yehearse the band and
h tc gulds It musically.”
many observers,
Brmrru decision, to disinter
a cliche, marks the end of
An era. An easy-going,
tranguil man who looks
many years younger than 50
ibut 1sn't), he began ms
bandieading life almost 30
YEArS Rgo, ?urlnx his 1832-35
attendance st Duke Univer-

el
GRADUATE
 The " Duke Blue Devils™
ga 8 few early records;
I.u a counla of

@ nolns DAY
—fjamousr greduate

TREERRRRLELE R

Isham Jones—before start-
::;5“1 new one of his own In

The most famous graduate
of that band, of course, is
Doris Day, the Brown yocs-
iist In 1940 and kin from
1841-48. The band’s blggest
hit, also in the mid-'40s,
was Ben Homer’s * Senti-
mental journey.”

e ———

A lifeline for the Band of
Renowm, when band
business began to decline,
was Brown's assoclation
with Bob Hope, which began
In 1947 and ook Him
through endless radio and
shows as well as the
now-famous annual Christ-
mas tours
"I still keep touring
with Bob,” sald Les. *1In
faet, we leave December 19
for Tokyo, Korea, Guam,
Okinawa, Formosa, and the

“Forelgn travel Is mne
thing I don't mind. In fact,
I'd Jove 10 go back to Eng-
land and play for British
audlences; the only time we
were  there was In 1067,
when we toured US army
bases for 4 week.”

Movies, wo, will remain
on Brown's schedule,
Thanks to Jerry Lewls' keen

(TR

nedmit

end of the

TR TTTITTT

d for Les

I

t | want to retire,” said Les Brown, “it's just that |
‘on a bus any more.” The leader of the Band of Renown,
‘many Down Beat polls as the country’s most popular dance
band, sat in a dressing room at Paramount, where his band has a
role in the new Jerry Lewis comedy “The Nutty Professor.”

QTR
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Interest in music, which has
resulted In TV or movie
breaks for such bands as
Terry Gibbs' and Coant
Basie's, the Band of Renown
has an Important part in
*“The nutty professor,” due
for release next summer.

Also In the picture, as an
actor, 18 a 22 - year - old
drummer named Les Brown
Jr, who recently led his own
band at the Crescendo In
Holiywood. (Dave Pell, who
for years played sax In
Brown Senlor’s band, con-
tributed the arrangements)

CLARINET

“ How ubnut our
Plarln:" 7t Whm

nrst hurd the band you
used to play clnrlm-l“

“That,” suld Les, “was
before I got out of practice.
1 l:hmbt that I'tl ever get
back In*

“Ix 1t Just héchuse you're

tired of the road tha! vou're

. sid  Les,
things ain"
they used to be.
play

what
You ean't
nowadays  for  kids
standing in front  of the
bandstand beating  their
hands. But there are still
enough dates left -parties,

count clubs, colleges for
& band to have a chance of
survival ™

He could have talked
about survival of the fittest;
happlly for the Band of
Renown, it's still one of the
Nttest and finest groups,

et
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Life With Feat

959 ByLEONARD FEATHER
VS PAushor of "The New Encyclopedia of Juzz")

The relationship between music and television has ele- |
ments in ¢ on with the problems that face every art
form presented through a mass medium. For this reason,
ane of the pleasantest surprises of this season has been
the maintenance on the Edie Adams show of an unusually |
attractive level of musical taste. This has led logically, on
mare than one occasion, to a dignified, unspectacular pur-
veyance of jazz. !

Some months ago Duke Ellington and members of his|
orchestra were featured. Instead of the mildewed “‘Let's-|
have-a-big-hand-for-this-terrific-talent” treatment to which)
jazzmen doing guest shots are customarily subjected,
there was a skillful integration of Ellington
into the overall concept of the show. It was |
apparent that Barry Shear, the brilliant pro- &
ducer and director of this remarkable series, § =
heretically regards men like Duke as artists 3%
rather than vaudeville acts. L

LESS SELF-EVIDENT is the role Miss &
Adams hersell plays in guiding the quality -
of these programs. Though I should have
guessed it from the grace :I?d c:ed":rc:}uon

hich she sang a vocalise (wordless ﬂﬂalm
) 'during the Ellington show, not until I Ml"
i rehearsal of her Jan. 20 broadc m
] beenaparvuiveforcelnh&_ : 4
as 1 left high school,” she tolds
P 17, and studied there for fiveiyea
i s A'fellow student. T took part in.th
18 they ever put on at Juilliard. But o
time t on hard work—writing string ¢ :
way of exercises, and generally trying to equip
a career in music.”

PREPARING FOR an Arthur Godfrey Talent Scouts
show, she selected a light operatic aria, but was advised
that while this might win her a prize, a pop song would
bring jobs. “I took the advice, and lost to an operatic
baritone—but you can’t imagine how much work I got!

“] want to learn all I can about every kind of music.
When 1 heard Stan Getz I was fascinated by bossa nova,
did some"resding about it, and researched it by listening to

i y::m saw the program you were probably impressed
by Edie’s vocalise on a composition that followed Laurindo
Almeida’s “One Note Samba" solo. Though Mr. Shear and
Miss Adams did not deem it necessary to “epater les
;mrgmz'nt:y announcing it, Etﬂl; was Ravdf‘s “Piece en

orme banera,” not exa nnrrthy are on a na-
tional TV miaty show.

ALBUMOFTHEWEEK Shelly Manne, “My Son
The Jazz Drummer,” Contemporary M 3603 (stereo
performed.

Later, at Edie’s Beverly Hills home, I saw what she
meant by "research,” The living room and two nearby
rooms are impressively crammed with a wild assortment
of records, books and musical instruments, including three
= an 18th-century harpsichord.
lime of my visit, she was listening to some jazz
tnlarliena.:mt rlie's going to be in the

at iera i gas

i '

m of Truth™ (World Pacific Jazz 61). Great
| i erngee _

, the developments in instrumental jazz &

-

muﬁl&. itrane’s albums that I

DAVE HOLLAND Edim

6 Sat., Feb. 2, 1963 Valley Times TODAY

Lil’e With Feather«..

By LEONARD FEATHER ,
Asthor of "The New Encyclopedia of Ja=") i
Blw'lmmtaum is not a new game for Miss Anita
Day. When she rose to prominence as vocalist with the
iKrupa band of the early 1940s her style by the stand-.
band singer at that was refreshingly dif-
om what the American. c usually h Anita
i remains, a musician-singer, an artist with a
g for music in genera! and jm particular.
: od, the Chi-
e attraclive
), told me about
riment in which

n singer, locking sharper '@an
than she did a dec
a different kind of &
she was in

“You know the album I made with
Gary McFarland?” she asked.

I said I was well aware of this fi
LP, “All The Sad Young Men™ (Verye
$442) and that Gary McFarland, ﬂn
wrote and conducted the music for her,
clearly is an extraordinarily talented
. newecomer.
“YES, BUT I DIDN'T meet him un-
._tﬂhngAP‘l‘ERthnllbumedﬂ"
* said Anita. [ _j‘_@A-ud-R

".mwormw!-: EK: Gerald Wilson Big Band,
fine Joe Pass guitar,
Since Anita has always been as muc »

complishments, I asked her how she fe
angry young school of soloists for wh
mng nxoplmmst John Coltrane has b

“I'm sort of speechless,” she

Y ion, It's too involved for
' whltanotulndﬂnm



an easy weapon to wield: there is always
before it can be successfully countered
ry, hindsight. In predicting the probable
of 1963, haowever, it is possible to make a
based on the events of the past year.
to summarize the outlook by indicat-
one that seems likely to epitomize the
is moving, this could be accomplished
by the use of a single, portmanteau, eight-syllable word: inter-
nationalization.

This of course indicates an extension of a tendency that
was first observed in the early 1950°s, when the exportation
of American jazz groups to other countries first reached sub-
stantial proportions. At first the effect was merely the creation
of an increasingly broad audience for a music once thought
of as esoteric in its appeal. Little by little an auxiliary and
valuable by-product became apparent as and instru-
mentalists overseas, given the opportunity to hear at first hand
so much of the best in a form of music they had long admired,
were strongly influenced in their writing and playing and soon
began to develop domestic talents of high quality.

During 1963 it will become increasingly apparent that the
international exchanges will not have produced simply a flood
of British or French or Japanese jazzmen who assiduously and
often successfully copy their U. S, counterparts; it will rather
be a matter of fruitful exchanges of ideas, cross-fertilization

' s, to a degree previously unknown in this music.
hat happened during 1962 in the area of bossa nova
ed on elsewhere in this issue by John S. Wilson) will
lﬂhnupwﬁoumdchnﬁwmno{theu-
- n Brazilian folk music and American jazz.

there has been some confusion concerning the
: olho-lmu. One group of musicians in
g ying the groundwork for
years ago; eastern musi-

area as producers of the

albums that launched the craze in 1962. At the same
musicians in Brazil have complained that none of the
Americans can really play bossa nova authentically.

I believe that 1963 will prove that authenticity is a
word. Where musicians work on common ground, the
they employ become common property. More and more
ing the coming year the elements added by U. S. jazzmen
bossa nova, and the original modernized-samba components
from Brazil, will be fused in the performances of musicians in
both countries. Less and less will there be entire albums or
concerts devoted to bossa nova; the rhythms and melodies of
this innovation will be incorporated into the main body of jazz.
In other words, bossa nova will not die; it will become part
of the mass of the living.

It seems improbable that any other musical characteristics
from outside the United States will have an impact on jazz this
year comparable with that imposed by bossa nova last year.
Admittedly “Trad,” the British term for England’s own curi-
ous recrudescence of traditional jazz, has enjoyed a vogue
lately through the success here on records (and subsequently
in person) of a few of its leading exponents. But it seems most
unlikely that the brief stir created by Kenny Ball, Acker Bilk
and their compatriots will have any lasting effect on American
music, sinee it is itself a reflection of a style created by Amer-
icans in the first {

Talent exchanges, however, are bound to continue multi-
plying. The list of visitors due in the United Kingdom in the
immediate future includes Gerry Mulligan, Stan Kenton, Oscar
Peterson, Duke Ellington, Ray Charles and many others. The
excellent Johnny Dankworth orchestra is due to come to this
country. It is safe to predict that modern jazzmen from Brit-
ain, the quality of whose performances has reached an extra-
nrﬂiulnlyhghlevd,wiﬂbecmmmmdmom

(Continued on page twelve)
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GIANTS OF JAZZ
A CORRECTION

In the January, 1963, issue of the .
“International Musician,” my article on
clarinettists in the “Giants of Jazz”
series contained no mention of Buddy
De Franco, despite the fact that the arti-
cle as submitted included a substantial
tribute to him.

The deletion was made without my
knowledge or consent, and for a rea.

rhythmic parts in the marching bands, ragtime groups and, from the
World War I years on, in every important Dixicland band.

Most of the early clarinettists played the Albert or “simple” system
clarinet. Among them were Larry Shields of the Origir‘ial Dixieland
band; Johnny Dodds of the carly King Oliver and Lolms z}rmstro.ng
groups; Sidney Bechet, who soon became more closely identified with
the soprano saxophone; Omer Simeon and Jimmy Dorsq-.. All are now
deceased, but the Albert system is played by many surviving veterans
of the carly jazz years, among them Russell Procope of the Ell'ington
orchestra; Buster Bailey, who is equally fluent on Boehm, which he
generally uses; and Barney Bigard, an Ellington alumnus wllufsc ﬂmm.l
phrases and unique slow glissandi were among the most striking clari-

son of editorial policy that has ne
bearing on the talent of Mr. De Franco,
who in my opinion (and the opinion
of thousands of other musicians) is the
greatest living jazz clarinettist.

(Signed) LEONARD FEATHER

The “International

organ of

Musician,”
the American Federation
of Musicians, has made it its first
concern to raise the general eco-
nomic level of member musicians
in the United States and Canade
in all fields of musie. It beljeves
that this goal can best be achieved *
by a policy of dedicated coopera-
tion and loyalty of members toward
the magazine and the magazine |
toward the members. This overall
view on occasion makes necessary
certain decisions which an unaffili-
ated publication need not face. But
nonetheless we must adhere 10 -our

policy—loyalty to the Federati
loyal members. P s

The “correction” printed above
must therefore be understood as

coming solely from the author as i
an individual. 1

{ ]
FEBRUARY, 1963

Phate eredits. Johnny Dodds and Woody Herman—Columbia Records;
George Lewis~William H, Faltysek and Delmare Records.

net sounds of the 1930°s and "40’s. :
The polyphony of improvised jazz ensembles in the fo_rmaf:we days
was responsible for bringing to prominence several clarinettists who
were to achieve a legendary reputation. Alphonse Pil:f:)l.l {'137.8-%961)
was closely associated with a famous solo on “High Seciety, ongm'ally
improvised by George Baquet but later copied by many ot!nr soloists.
George Lewis, a New Orleans musician like Picou, was vm%a'lly us-
known in jazz until his rediscovery in the early 1940'5. by lﬂdltlﬂﬂlm
jazz experts; since then his style, occasionally reminiscent of Johnny .
Dodds’, has earned him popularity on international tours. i
The important developmental years for the clarinet as a PPY T P—
voice were the 1920’s. At the Apex Club in Chicago youngsters like

(Continwed aon page thivty-nine)
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Er Castro Neves is a_stocky, 'Jnﬂhy. ‘amiable
san who speaks rapid fire Partuguese-infiected
: ;nd conveys in his conversation the in}prmmf
that he'has just discovered the world, and finds it a wrcm—t
Gl’m . B
- Hlncmhusiam is understandable. Castro Neves, a|
pianist, guitarist and composer who brought his quartet
to the U.S. last November for a concerl at Carnegie
Hall, is the only Brazilian combo leader who was able
to extend the one night stand into a full and lucrative
season, ‘
ecently, he played concerts in San Francisco and,

e - , menpopinad for four weeks with options at
' o the Waldorf Astoria. All this is unique|
& for a Brazilian — or, for that matter,
| any foreign jazz artist. Under a liberal

American Federation of ‘ re-
gime, work permits are easily
come by today than during.the height
of James Petrillo’s ¢ versely,

of course, American jazz are

taining infinitely more employment

L OVErSeas. )
SH

OOTING HIS STORY at me like
a “tale-gunner,” Castrp Neves said: —
am a triplet. We wexl first triplets
ever born in that hgspital in Rio, and
you know? It was also that day the

hundredth anniversary of the hospital.
My mother had never seen sO many

o Oscar, My brothers are Antonio Carlos,
and Jose Carlos, who plays saxophone

4 at the age of four playing a cavaquinho;
| instrument of the guitar family. I never
sic, My brothers and I had our own group
' : rs; there are two other brothers,
8 She planist, who is 27, and Leo, the drummer, 24.
“But I did not intend to be a full time musician. 1
was studying medicine when T told my mother one day,
“f am going to stop.” Oh, the excitement! ° can't do
§t! And then | added, ‘I am also quitting tH iversity.’

ALBUM OF THE WEEK: “Do The Bossa Nova
With Herbie Mann,” Atlantic 1397. Recorded in Brazil;
the most authentic of them all.

J

T ——
*No. Oscar! No!’ T was a guitarist until I had to play piano |
at & concert, in 1959, because so many of the bossa nova |
musicians played guitar that there was a shortage of |
pianists, l
*1 was married May 15, 1861, to Gisele Savart, She

is a brilliant ballerina and concert pianist, also a great
writer. She is now on tour with the ballet in Brazil, after |
visiting me in New York for Christmas. She is my best
critic and 1 miss her terrible.
1 have my regular group
with me for the Waldorf—
my brother Tko {Antonio) on
bass, Roberto Pontes Dias
on drums, Henry Percy Wil-

e

*'Bossa nova has two fd-l
;. One, it is the kind of}
¢ a dancing

o have 20 recordings
‘Menina Feia,' and

\sstm,’ which means ‘Don't
Do Like That' Also others
that you can hear in my LP,

‘Bl B_gndi gm.Nou
‘&? n

head of Audio

He

Duke's incredibly youth
rest and sense .of nvalvemen$
have kﬂll‘. Itis band allve us
constantly evolving m

among the
seem 0 have §
security of musics
and commercial
His attitude |
OswW recor
After his
expired a {
began to (reel ’
Lining himsel u
* - -

4 t
t=d  ArLists w
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stars of 1963—by which phrase I
~likely to rise to stardom during the
e N be, with rare exceptions, men and we
their twenties.

Musiciuns and singers Who have studied extensively and
who by the end of 1062 had alreads reached the threshold
of sureetss,

It s difflenl; to generalise, s0 wide s the range of
wossihilithes, but ome can make rertaln predictions

s sufe to assome, Tor tnstance, that 1963 will be a
getd year for (liver Nelsan,

Flrst Euown as a lenoy sololet, he has composed and
mrrnnged upressively for a4 bhroad varnely of albums, notably
“The Blaes and Lhe abstract teuth,” with Bill Evans,

The same holds true for vileaphonist Gary Mebacland,
Whese varjous LPs with his own orvhestra. with Stan Gelz
and behind uu:frlr‘-. have shown him as an orchestrator of

estraordinary
New vibes talent

Lale Schiffrin, having quit his Job with Dizzy te freelance
In New York, will also rise fast among the important new
wiiters, as will Clare Fischer,
h, coure diso brilllant planists, and beth
ith bhossa nova.

plione sepms (o have takenm the

DPon Ellis, the avant garde (rum r{ and composer (lately
vm acthve on the Continent) s almost a rrrlneu.r for
} Inence,  On trombone, Dave Haker (well known
ar his work with George Russelly stands out,

In the reed and Hute umi!ﬁ It is the miscellaneois Instris-
ment men whe seem piost Hkely to s ., Brie
mhnl clirinet \’uf-d t on oboe with 4Cannon

nd Kirk with lis weird battery of Junkshop leftovers
will e heard frequently and \'nlnu'hl.r.

At men of promise |nelude Leo Wreight and Jimmy

; outstanding new tenor talent s W shorter.

; | ¢ L drich (
15 Re Cherin Gut e iombie e boiag B L%

the level of his classical playing, vou N

On guitar, the nava Wave has hel £ beiated
recognition to the gifted and able Charlie Byrd and
Jim  Hall. For strict W ng, by far the most
im*wrtnm new talent Is Joe 5

he new bassists are numerous,  Art Davis (ex-Glllesple,
now NBC stafl), Gary l’umwr (Hollywood freelance) and
the solid Ron Carter are all lmpressive,

Two drummers who have been around s while seem Hkely
al hﬁh attract the attention they deserve: Elvin Jones
and ¥ Hoaynes.
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writer talks obout . ..ev%2

Cat Anderson Is now !n his
fourth sojourn with Ellington.
having been In and out since
15944,
ny iI wiges and Lawrence
T quit in 1951, returmned

wotively In '55 and '60
mmer Sam Woodvard
left two or three times dur-
years with Duke
recent personne
that will probibls
i in Britain incing
Nanes and West
npe ter Roy Bur. WS
Brown, C Cao

ne the
F -born trombo
'H. Cooper,
several years in Europe with
’ ' Lione Hampion, Curley Ham
Cat Anderson, Cootie Williams and Lawrence Brown ner and others

"rn-.» stable sax section has
Jolinny Hodges and Ru-~ Pro-

in the new music Duke has ent things there are to do after cope on_altos, G and
created. i Jimmy Hy ( and |
Columbla yee utly eut an Harry Carney
LP, 'P.lr‘ after midnight” It 1
i of & special Certamty
s g to get In touch re f t U
with Billy Strayhorn, whrrl'-'.'a.'i wha, &t r-J ol !.ec‘ the Duke., Woodyvard and ; d
;LII in Paris. It ocriurr:_‘duta Dt(l"r:f‘ a!'_-'-:"l"‘;\T ear absence ;):1.--.:-? ﬂ.n'n";f Ej‘rne ‘-'.‘bzi,mrd
e that at the time ut the ootle Willlams Is one of formerly with the combos coltie ,.) with
i through, it 'xg.s after seven r;1 en now with Ellington Eddie ywood and Slim Gatl- “mrr these ame cri tc T Q"k‘ m,;:'r?f
Paris. 9 who, drawn by the lrresistible lard. who joined two maonths £° L L » & me
magnetis of the man. the agn when Aaron Bell ¥ ) "
band and its musie, returned to take a steady stage about_the
the fold after absences of job in New yur.‘; nme’s freshe r m_c:mnnts.
various periads. The only ni . FHAT the maestro Wil
whers Paul Gonsalves was out of the band . : ithow manage. throush his
i w the band only a few weeks— no other band on sal ; d of magic.
4 with Tommy Dorsey in 1862 THAT the mo Let us sm‘ t him his singer
> when I did reach Ray Nanee, originally hired critics eomplain abh pk>~% and his med,‘u-._ _I.'u-; ?._stnau
he eiabarated on as Cootle's successor and now inclusion of his  hitsong Pﬂf’_'_"’ pay lor '}ha_’ E.‘l.ngr.:i_n
. and it began to h!s team mate, left in 1844, but medley, the more adamantly s still bringing to jazz and will
me c!ear how many differ- came back nine months later he will ingist on including it; bring te it as long as he lives.
*mmwmwmmw
p— S ——
- .
Records In Review swmmummmmm
« ‘The Swmgm est Big Band Ever
——-
morous ftreatments of such i il —
items as “Bye Bye Love"; the | W s T PORT
side splitting “Twist Medley"; T PR
| “¥You Don't Know Me,” “Jailer Tow N CrRiEr '
'Bring Me Water,” “Cotton ! F ik
| Fields,” “Al Di La,” ete. Solid Ad Libs 3
entertainment with a capital ' ' i g ) ’
E. 5 Bill Harris is currently doubling on tron '
e RN OM... d guitar. with the Charlie Té
| This is My Story—Mercury| an -~ e Al
Stereo 2-803 (mono 2-103) -Las Vegas. . new tion to the
Bairc Tl Torvioaiy v ) St Js fenior SEg.,
0 - .
corded by singer Dinah Wash. '§ ard Feather's New Encyclo
ington are reissued in a splen- remaindered. The edmon
did two LP package that er house: £
honors Miss Washington's ste- ' mgmmd bi d518 unt 'y
cessful career in music, The lmt_hlmr inger . . . Lo .
Washington voice is magnifi- May 27 and on his return-in . _ ;
cently featured through the Disneyland before taking off m again,
likes of “Salty Papa Blues, f Seandi 1a e
“It Isn't Fair,” “Time Out for time for a tour of Scandina
Tears,” “I Wanna Be Loved,” the Neve has been sold and
WO Tehch _teen-age night club called *

s\..-JukieMeLeu has been playmg mth Miles
- Pavis, replacing J. J. Johnson.
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Music On TV:.
Jazz Scene U

"9 By LEONARD FEATHER

or¢f “The New Encyclopedia of Ja=z") Ip
Jimmie Baker is a former drummer (Oklahoma State)
_ 3 ) who, for 1 number of years, has been a tele-
‘sion producer, fighting what often seemed a lonely battle
“for better jazz on television. His award-winning “Stars of
Jazz" ran for three years in Los Angeles (for a while it
“was on the ABC network). His latest effort, “Jarz Scene
" U.S.A." (backed by Steve Allen's Meadowlane Enter-
prises), consists of 26 half-hour shows. New York, Los
Angele and other major cities will begin screening the
"series shortly. San Diego and others have already been
airing it for several weeis,

Dealing with jazz musicians under these rare condi-
Hions — aside from four minutes of narration by Oscar
Brown Jr. the shows consist y of
honest, uninterrupted music—has given
Baker & chance to observe that the re-
actions of jazzmen has beeh as widely
varied as their music.

; ‘SOME OF THEM,” h® 8ays, “had
d had TV and movie experienge and knew '
to do, Shelly Mange koew the
mm m:‘

A e

TV-wise, and

Smith, the organist, refused to be tied down to any scheds
He said he could only play three tunes in a half-hour
, groups played four or fice) and added: “I'll just!
on playing until you cue me to stop.” W |
SHORTY ROGERS WROUGHT HAVOC By 1 ut- |
g the solors, during the filming, in a new ce that
the whole technical staff near apoplexy. When Baher|
glﬂdlﬁhided hig ‘nd;ter the show, Rogers grinned, shrug-|
- said, ** i know, like some days ust
Fave to take pot luck? i
Qther observations: “The most learned |
meticulous musician was Paul Horn. At other
) the most Intuitive, not relying on written music
: ost dynamic personality was Stan Kenton. Most
ex: the Jazz Crusaders, The most fun
we with the Firehouse Five Plus 2. The
3 ing new singer was Lou Rawls, who -hit
AnitR O'Day on only a couple of hours’ notic The
m OF THE WEEK: “Woody Herman—1963"
oung-time musicians, playing with

film clips made with hls‘l’l:ne mo;‘mfohc e

ey Kessel—he was ' in another

d when I played at Ol?h;;nmn e
mquuaammwmhnm:r
He had stories about everything—we could have done a
hole half hour of just talk. The most astonishing
talist was Phineas Newborn Jr.—he does things

as
e .
you see “Jazz U.S’.;If"

\, you can - make
Aok nlw.mhadmtomy

This caused trouble with only two .artists Jlmm,v'},

12 SHFei, Mar 11953 Bpattle Post-Intellinencer
l_}fe- With Feather:

" Charlie Barnet

S Still Swings Well -

-

é, ﬂ LEONARD FEATHER
i (Autmer o

Mew Encyclepedia of Jarz” Crown Publishert)

 “Fm the Archie Moore of the music business,”
sald Charlis Barnet,
seemed like a strange analogv: vet, on second
not so strangs, Barnet, a 30-year veteran of the
wars (at 18 he led & hand at New York's Para-
2 mount Hotel shortly before repeal), has
53 been k.o.'d more times than he cares to
| remember, yet manages to come bhack
swinging.
; Most recently I found him in a =mrange
4 setting as extra attraction with the Edie
Adams show at the Riviera in Las Vegas,
| “Easiest job T ever had,"” he told me. “I'm
. out of work 23 hours and 50 minutes per
day.” It was true; his contribution con-
sisted of a brief medley, twice a night, of
his three hest known record hits: *'Chero- |
Il:_ee." “Pompton Turnpike” and “Sky- |
mer..l

RNET THOUGH THE familiar er e w-cut Is |
gray now and the easier, off-the.road life

" has added a few pounds to his framewaork, litle else has

changed. Even though it [=n't his own hand (the housa
hand under Jack Catheart did a capable job of interpret- |
t.n‘_llhr old manuscript), the Barnet sound on saprano sax |

jahs and darts in the volatile, rhiyvthmically personal
sfyle that became so agreeably familiar when his was |

of the four greatest hands in the world in the early
1840s. along with Ellington's, Basie's and the late Jimmie
Lunceford's, -

Nostalgically, T reflected that 23 years have passed
sincs the Barnet record of “Cherokee” establizshed his
hand as one of the later hit makers of the swing
What happened after that paralleled the course of

jazz as a whole; By the end of the 1940s it was a
uggle to keep a band together on a full-time basis. By
mid-1950s he was dividing his time between big bands
and combos and had even tried his hand at the agency

“LAST YEAR," he told me, “I & band for a
four, for the last time. It just got to be Impossibls to
mﬁb on the road—and I don't blame
-w.-gpohnuwukterj it they

Ew..ﬁ,"* o e
felling me that at a pesk point during his years on the

.......

" “De you sfil In tonch with what's ha in
i !?,,M_ keep what's

ket 9 P, -
naxSamet grinned. “Come gmh,gnmm

_l; .F'_-;
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§

High

fmmmoebym dar
School Melodons, under the direction

~ MRAE .2

=

of Rev. George E. Wiskirchen, C.S.C.,
will salute the high school stage-band
AT

movement.

Dewed 3

South Bend, Ind. campus. The list of
judges so far includes Leonard Feather.
Dmvnnmcuuihlﬁngmm
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ARTS & ENTERTAH’_ENT

an critic who revisits New York the potential pubﬁu for
D two years' absence is there- whether any jazz reco
find The Apple wilted and as many copies as n

ough. New York jazz is at New York-Jewish
serious crisis since 1949-50, Son rhe Folksinger.
ts even talk gloomily in A second j@.ﬂz
lling years of the early suburbia. There ;
lents like the trumpeter towards the decentrall
id to be serving behind jazz. The increailag g
unable to get gigs. the middle class m
mong European (and centre favour mew
rt Farmer had been Long Island or New
three weeks when 1 Manhattan jazzman,
en o gig at ‘scale’ ~ the oulside the area
h the established jazz Streets as a

star reprds uthe next thing to the dole. A forced to ad;ust kh penpactwe And the
leading Greenwich Village club has redoced suburban spots, can get their
its programme. to the three week-end nights, music more cheaply M&tﬁauan ones,
and even so the house was four-fifths empty  The truth is that live %wn and down-
for a highly atiractive bill consisting of the town jazz is pricing itself out of its market.
Clark Terry Quintet and the Horace Silver By tradition it has Gebrauchsmusik,

Quintet, with a comedian thrown in. The out- something we cut slices of, like
of-town visitor experiences the extraordinary bread and cheese, rather something like
sensation of actually hunting through the canard & I'orange. For | ean fans an
relatively uxgm list of jazz clubs for some- American group tﬁlla. . and it is hard

thing exciting, and above all something new  to recall thatlh:Neroereellbom the
to listen to. great men of jazz (unless they ration their
Of course New York is not jazzless. The appearances) as London fans feel about lead-
handful of players who cater chiefly to maud- mmmmmm
lin middle-aged executives recapturing their
Dixieland youth perform in clubs like Nick’
Eddie Condon’s and the new Room at sten
Bottom on Eighth Strect. The Metropole keeps ! -make {
going with players from the Thirties or even — !hclubs.ltdoelwtm'
Gene Krupa - the Twenties, Decent men with  or unfamiliar artist tﬁurs at"_me provin-

§
2

a beat and blues sense can always make out in cial has to be shown the
Harlem, and Basie is always good for a season  spécial night of it.

in places like Basin Street Er;st But :fioit a Alszh jazz appeals to the m and not
Mmmamneha and life is a  particularly

maftter of gigs at scale in neighbourhood bars, which has %ﬁ’mﬂ
in small new clubs out Long Island way - andaddedtolhanpmwmmﬂolder
which may one day be the jazz equivalent of and reasonably wellsheeled citizens. Aficio-
Off-Broadway - or no gigs at all. And the real nados are therefore doubly fising to
sufferers are the mrdc Paradoxically, spend heavily except for the really unusual.
only live jazz is suffering. Records are Few people used to think twice t drop-
made and sell m There has never pm:motbcdefmlmonlbﬂ or a dollar
been s0 much jazz on the radio as today. And or two. Many weigh the advan buying
official eulture is kinder and more respectful LPs against live jazz whea two in the

average Village club may set them bael: 10
doth.r! for a couple.

" Prices have risen putly because entre-
preneurs have increasingly
classy jazz market, but partly ‘also because
jazz players have insisted on wages which
mark them as artists and not mere purveyors
as long as Joan Baez or groups with  of pleasing sound. The sentiment is natural,
crafltsmanship and comedy of the but it strains the economics of small enclosed
(who have just visited this coun- spaces. Moreover, avant-garde jazzmen have

- mmourberemﬁmeom
as local enterprise discovers sad girls

people givi

genial to the &verage club pubhc. The most
intelligent groug '(Inp adapted themselves 1o
the new situation, like Miles Davis, who
rations his ap es strictly and therefore

maintains his
Jazz Quartet,
A financially and morally more satisfactory
outlet has been found - but so far only by a
shrewd minority, which follows the pioneering
trail of Dave Brubeck - in college and school
concerts. For the college markel 15 not merel
hip but, in the USA, very big indeeds 45 both
the makers of folk records and =1. blishe 3
of textbooks are well aware, 9
All this would not matter if w.n:i
things were happening in jazz to
public on its toes. But of course
cxceptwn - Lhey are not. The
implicit in the jazz revolution of the d’
1940s havé been exhausted, the changes on
Lester Young and Bird Parker rung. The last
really flourishing movement in jazz - *hard
bop® and *soul music' - already showed that
deadliest of all symptoms in an art based on
technical evolution, the réeturn to !nditieu.
Technically there was nothing new in it; it
merely rediscovered the swing, and feeling,
which less sophisticated forms of Negro music
had never lost. Intensive efforts have since
been made (and not for the first time) to ﬂ.ﬂd
a new stimulus, above all through a
for African and - more profitably -
American rhythms, Some jazzmen ¢
their faith on the bossa nova,
former West Coust men whose own

i one

st)le rose and fell rapnd!y in the early Fifties. ..-h-“h—'

east one critic of importance, Leondvd—""

Feather — who was one of the earliest to hail
modern jazz - has switched his attentions to

the Latin beat.-But so far Tam not Convinced

that these experiments will transform jazz any
more than similar excarsions into Afro-
Cubanism 12 years ago.

one exception is the avant-garde of
the “third stream’ (and I hope Mr M :
will not mind being associated with t
These men have advanced beyond
an empty territory wbmu dﬂ _

: of
patronage which allows an h:h'amiaem un-
commercial music to maintain itself.

Yet unless they are to become a mere sub-
variety of the academic avant-garde, they.
must live and play together constantly, sharp-
eams their ideas against one another,
is how juzz develops, No group
environment of traditional New Y
with its vast standing demand for
players and its multiplicity 01' '
than a jazz avant-garde — particu
when those travelling schools of
the big bands, are virtually
Parker's generation had its
Mingus's and Colemy '
the chance of earn
music as a bn 3
have to be its ¢
ought to be given hance
pzzway'!‘hish'-t!n. . pr -
merely hope that it is tough enough
nevertheless. o

w—-
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or, more recently, Asphalt Jungf Twis
Does this render Ellington any less valu-
able to the community?

]umpmgonthebmd‘lmm :
become music business. It is o,
pmnwdmu.ofmne.thuhuwem

.
e T

ety e

regardless of the degree of bandwagon- l
jumping involved.

According to your personal prejudice,
you can fiad two different ways of stat- |
ing the same fact about any situation
arising h the inevitably eommercial

(Incv:tnble that is,
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Life With Feath
The'No.? | o APRIL. G, 1963
On The Flute

By LEONARD FEATHER
(Asthor of "The New Encyclopedia of Juzz")

When an album called “Herbie Mann at the Village Gate"
(Atlantic 1380) leaped into the best seller lists last year and
made a major new jarz name of its star and a fait acompli
of the very-long-plaving best seller, nobody was more sur-
prised than Herbie Mann.

Like more and more jazz records, it did not rely on
w one side consisted of an 815 minute “Comin’

(the tune later became a hit for Mel Torme) and & '
10-minute “Summertime.” The entire second side was taken SC R E E N
up by “It Ain't Necessarily So,” which runs 20 minutes. It
would have run 10,” says Mann, but we had to cut it, other-

.wmmthﬁm%mm"m}hrm | DRAMA

DAVE HOLLAND, Editor
ife With Feathe

Pee-Wee Hits
A New Groove

By LEONARD FEATHER
(Ausbor of “T'he New Em'ydofadu of Jazx")

You can't teach an old dog new tricks — but you evi-
dently can show an elderly cat new licks, This, apparently,
is the moral to be drawn from a remarkable new album
entitled “‘New Groove' (Columbia CL 1985) by the ﬂw-old
clarinetist Charles Ellsworth “Pee-Wee" Russell.

Pee-Wee has survived the inroads of the swing era, bop,
and whatever other vicissitudes jazz has gone through since
he first sailed up the discographic river as a contemporary
of Bix Beldq_rhckn. Red Nichols, Eddie Condon, et al.

A few months ago, he was approached with
a plan cocked up by Marshall Brown, the noted
music educator respomible for such un jazz

. ng

a technique on ﬂu(e. which I'd only played for a while in
the Army. There were absolutely no jazz flute records to
my stlye on—this was early in 1953, before Frank Wess

or Bud Shank or any of the others—and for years after that
with people telling me the flute was not a jazz

-
;£
i

ent,
*“Even musicians put me down: they sald ‘Oh, It’s nice
mwnﬂe‘htkmmdmer&ofwjm But by
what

festival spectacles as the Newport Y Band
and Newport International d. Brown, who
i shed his academic iterments to
take on the trappings of a full-fle i1 jazz mu-

, Writes arrangements and plays valve
trombone and bass trumpet.
| nmxg:;wnsmngg tlﬁsgnum::g
A eran out is perishable ieland sett
Russasl  stimulate him with new instrumentation, new
material ‘and new arrangements. (The last time I saw Pee-
Wee %m was in 1938 wi::d Bobby Hackett‘]s band, in
saxophone looked acutely uncom-
lu-uﬂo.)

- of this unique experiment are almost com-
The instrumentation is strictly modern—
1 hﬂland drums supporting Russell and Brown,

! RANGES from Basie (Taps
Miller,” * g") and Ellington ( lly Slrayhornl
"Chellu @) to the bop writers of the 405 (Tadd

s "Old Folks,” in which his singularly
tonal quality s beautifully evident.

e-Wee is right in there keeping up
ho: shows him in a Perrnri'rm

: : spot,” I said.
' Mann Hole?™ i
.:». M'ﬂ?%ﬁMMdtmeNOB 98 FM)
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AY CHARLES’ income may be in the neighbourhood

of a million a year, but his home is in a far more
modest neighbourhood. For the past two months, on
his annual holiday, he has been living quietly in his
unpretentious house near 39th Street in Los Angeles,
getting as close to relaxation as he is ever likely to
get, for it is not really in him to relax.

One day iast week. Charles pottered
around n his study. setting up his
| RAY CHARLES
d uses for il his band's tr
s aaid he could fIy it himsell fa[ks fo
(Onee,
he drove a

Ampex tape recarder for an inter
b _::-uui(l et A 15:‘!:.‘!"?‘ _ fOnee
¥ a quarter-mile tra--]ll('.lt?:‘”( "-"[{J lEOHARD ,ﬂrﬂfk

His mechanical skill is extraord
uat of 8 qa-:_.t:':r in

he knows so miuch sabout the piane he

successful pt

Charles today owns a highly

publishing company. his own recording
Tangerine Records, which currently has a hit 'Hamf:mc! by Louls Jordan),
1l real estate and other holdings; t the ma ia] fruits of success hav
«f his nervous, intense, music-obsesae ;. the of &

ood marked by Jim Crow, bl
when he was In his teens) and poverty

His fantastic suceess last year with (wo LPs of couniry
and western songs proved a point for him. “ You can take
any song and make anything you want eut of it,” he said.
“If you have two fiddles a couple of guitars and what
they call down in the big-fool country a *boodle-fiddle, a
string bass that is, and you can make a country and western
sang oul of * Star dust” And you can do just the opposite,
which is what I did: that Is, fake what is ealled a country
and weslern song, and put strings behind it or a big band,
and you've got a medern song. It's the background that
determines what type of music it is.”

Bossa nova

How about all the {mitations his (nitlative has spawned?
People will always take an ldea and run it into the ground
here must have been at least 20 other albtims: * Country and
Western to dream by.' ‘Country and Westain to eat breakiast
4

B . Al

“Tell you what I REALLY don't like while we're on the
subject. I object tothe idea of anot artist taking a song
the exact arrangement note for 1 and even trying to
like ! did. Tab Hunter recorded ‘I can't stop lovin' you' ns

B

@ SINATRA—soul

i

with bossa oy
much Lo it

On youth v
Perey Mayfic
the kids woul

¢ don't think there's that

juced records for Tangsrine with
an !“--u?rle Were advising me t
th théy go for younger

] It wWas copied so closely that Marty Palch thotght I must have - p—
l,f;’““’d ‘é ter our arrT i'r.-mvn:. An artist wha'ls as big as Tab ~THE DETROIT NEWS—15-C
unier de ired to do that.' . =
Asked - bosst nova fad, Be observed: "There's IEH.' . P Thursday, March 28, 1963 -
nu{hifl:; in ) 8 ted about. fz:lat’ rhythmie - i mgton, S -
just the me ol been play or years, anly e [0 " P i
the st accent d T I haven't dong gm Don Juan.” The concert will

With Symphony = 52 2, reine
or-| will present Ellington after in-

I'. Duks Xllington :and s termission with Downbeat Mag-

ichestra will jein the Detroit

formeers, But if true entertainey his

tmmc's Best Band Award.

h

i&m not matter. In fact ellows with age; Sinatra today Symp! rchestra tonight in
ms more body, more depth to his voiee™ 'Fard A . vfor a special |
On art versus entertainment: * Our music is a true form F ~ th pos i
of entertainment. No matter what vou sav abeul painting coneery to 8 pym=|
or any of the other arts, musie will capture anybody. In {phony's Pension Fund. |

they listened guietly to every song all the way threugh,
as if they knew whal the words meant: and they came
ack again and again, They felt what we were doing. In

Ellington will conduct his or-
chestra in his own con_\posmcnn|

® HUNTER Wesl Germany, too—a stand-up ovatien: the same th in and then appear as pizno solo-
Beigium, Switzerland, Sweden. They even stoo ) !

tmuussg’ in the rain to hear bs. It was & beautiful tribute.” ist when his ) joins the
—_—— “1 guess If the message Is there,” I sald, “ it be | symphiony to play composi-

entertninment and art both. i [ ture.”

“ Right! No question about it.” sald m warld’s most 'IP‘?:' #l e Velter|
successful jass performer, “it's an art t entertains.” le o

‘How pbotit some.of these new forms that are more | Th ppers will be|
ambitious, that don’d try: t,q‘»nterhm? Abstract music, | soloist ductor in Pou-|

latonal jazz. Third Stream lenc's Organ Concerto in G. He |
Universal will also direct Richard Stra!.lss':

“Tve heard some of those things, and it is not the
ype of music that 1l say I'm dearly in jove with. But
there's so many different phases of musie, and in each
phase there's good and bad, Like at one time they
wmld rhythm-and-blues was nothing: then uil of a
sudden there was a * Bive suede shoes ' that came alone
and one or two others; then it beeame rock-n-roll, and
it beeame a big thing; but until then, rhythm and blues
was seorned sre 15 some rock-n-voll that is horrible;
as far as I'm concerned, 1 can't play rock-n-rofl. but |
do play rhythm-and-blaes."

RAY CHARLES MUSIC, IT SEEMS TO ME, IS
TOO UNIVERSAL IN IS APPEAL 10 CATIGORISE




SR DAVE HOLLAND, Editor
Life With Featherwﬂ"g

Still Another
New Jazz Book |

By LEONARD FEATHER
!.!)J,‘,?""r of T I !Z.'ff_]l:f"-'fye'af.':,' of J"‘I ")

i s ” Tuctant
' seraph of his first book, “The Re
Aﬂ‘!‘:;:lcp';jtsr:;. ‘Hor‘:.’-m Press), Benny G:_rn.-e_n 11_'1:&:: t_h*;
opening statemeont: ““The curse of jazz music is I b ‘urc
graphy,” an alistruse way of saymg that jaxz musrnmm:ed’ >
mhi[;pcd like saints. Curiously, Green then 90( ool
compound the curse by further canonizing four i
celstpz giants of jarz — Bix !'!md-"rh:w “"Bmi.ha\': bec:‘:;
Charlic Parker and Lester Young — &l of‘nmtm
the subjects of absurdly excessive critical a X —
Green, a London saxophonist, is one of the v:?jour-
working jarzmen simultanecusly pursulbg & urle;r. o o
listic-critie, Though he 18 2 prilliant writer with i e
?i:a thrust ai the essences of his subjects, it is his q -
cations as o rnusu:;ar; 1h:;l‘?:smm-ww n
¢ of these stimuia v el
the REEN SHOWS A rugquﬁw
to look down his pen at the ;azxﬂn.ln e
of practicing what they preach: ‘Uinpala e
as the fruth may be, musicians know r!n e
about the art of playing jazz than anybody e ‘ifed
In two of the pieces. he chides the so-ca :
experts for the belatedness of thewr acknowl-
edgement of Parker and Young. . ey
Goodman The Bix chapter, though it implies that -
pinnacle Beiderbecke occupied was a jitile rocky
and that he was guilly of artistic irresolution, is by no means
the “‘myth-destruction” implied by the dust jacket
The Holiday study is a masterful autopiy e
Billie in the contexts of society, the jazz world
and her contemporanes.

INCIDENTALLY, IT 1S IRONICALLY 8

B .
the duality of jazz criticism that almost e side cference
to Ella Fitzgerald, whom Mr. Green hasiire tly .beenm
employed to endorse heartily in album ps, is implicidy

derogatory. : ‘
The most successful chapter is a fifth one dev oul-d ]t_o_the
only musiclan among the five surveyed who is still _wmg;
B Goodman. After acknowledging bis talent and pionee
yntributions, Green just about abolishes his hapless subject
in a caustic and often devastatingly funny analysis of events
rinetist’s Iater years.
» thTee‘::h a:mtyses gl varions solos are rendered _virtua.ily
meaningless because of the lack of musical illustrations and
- ]

e IBUM OF THE WEEK: “Afro-Bossa,” Duke El-
lington & His Orchestra (Reprise R-6069). Playln;n::;
material, the world’s greatest jazz orchestra shows
mmammammwnwm

THIS WILL AUTOMATICALLY disqualify many readers
from understanding Green and even many critics from re-
viewing him. :

The works of Andre Hodeir, a distin

ic about whom at one point Green DE
cusably condescending, at least offered the
ncmtl'r;r'oductm of some of the music under d

t is to be hoped that

er, more comprehensive,
g y less argumentative for
these faults and despite a tenden

APRiL AC ., 76 9
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m:: DAVE HOLLAND, Editor
Life With Feathersses,

Great Jazz At
College Festival

By LEONARD FEATHER
Author of "The New Encyclopedia of Jaz”

If there is any future for jazz, it will be guided by the
hands, horns and minds of college musicians,

That is the conclusion 1 reached recently after attending,
as a judge, the fifth annual Collegiate Jazz Festival at Notre
Dame U.

In the course of two days of concentrated listening, the
panel of judges listened to nine bands and a dozen combos.
No was allowed to play more than 20 minutes. Many
nmm in that time to say more, and to convey more in-
spiration and spirit, than some of the country's leading pro-
fessional groups can show in a whole evening.

DAVE PALIGANOFF, chairman of the festival com-
mittee, told me: ““There were more applicants this year than
ever—{rom all over the country. Organized college jazz is
nothing new, of course—it began in 1948 when Dr. Eugene
Hall, at North Texas State U., initiated stage band or dance
band credit courses,

“More and more colleges now acknowledge jazz. And
since 1959 there have been the National Stage Band summer
camps with Stan Kenton—week-long courses for students
from 14 to 21, with a faculty that includes nationally
azz soloists. And as you know, there are also groups e

rklee School of Music in Boston, which is r
THE graduate school of jazz.”

JUDGING THE BANDS at Notre Dame was a
chore. We spent our time bent over complicated adjudicati
sheets, trying to rate each band or combo from one to five
points in each of nine categories: blend, intonation, balance,
rhythm, precision, dynamics, interpretation, arrangements
and presentation.

After hearing the 21 groups, we picked three bands and
three combas to play at finals. The winning orchestra in
the runoff was the Denver U. Stage Band; the best combo
was the trio of Bob Pozar, a drummer from the University

ALBUM OF THE WEEK: “The Herds,”
: Woody Herman, mfnuawczl.:l.d wu three-
record package photos nostalgic text
from Woody's golden years: 1945-8. '

e e e e P e ™™

of Michigan. He and his two sidemen—pianist Mike Lang

and bassist Ron Brooks—also won individual awards,
The $5,000 worth of prizes included scholarships to the
mie band camps plus, for the Pozar group, two weeks of

professional work at the Village Vanguard in New York and
the London House in Chicago,

MIKE LANG, the winning pianist, is the son of Jennings
, a top executive at Revue Studios. Lang, 21, will grad-

uate in June but plans to continue his studies. Like most of
the winners 1 talked to, he is very serious, has a

Saliutn REtITe of hoth Clasaical Mol and I R ﬁ
a successful career in the field both as

poser.
*“It was exciting and tremendously encouraging when the
e. "“We had one advantage: we've been

for some time, four nights a week, at a
bar in ﬂ Arbor. The audiences there are‘ not very sophisti-

it's been good experience for us.”
Lang, I reflected as Ilpulled out a gray hair, was born a
4 when Art Tatum died. But he

]

g
!
g
:

maj“ Bﬂnpt. but not too
“ 'ﬁ?m

. (Life with Feather is heard Sundays at 8 pom., KNOB, 98 FM.)




JAZZ
The Judhcrd B!uas
Inside the :

tight it of ical for-

mality, fresh ideas see like birds
blundéring against a Pleasant
enough music can written within
the old boundaries, but its most pleasing
aspect i§ likely to be its very familiarity.
In thelr continuing search for an es-

cape into orginality, classical composers
sometimes reach toward jazz. and lately
thev have begun to meet jazzmen comin
the other way—in search of respectability.
Though both schools share an adventurous
spirit and an unsmiling sense of high pur-
pose, the temptation that rules their en-
counters with one another is an unhappy
one: the to make a lady out of jazz.

No Freedom. However much the classi
cists have tried, the collision ;
and classical technique has
the work of jazzamen. Dave
been an ardent explorer of quiet waters
but the classic case of the Juilliard blues
ifflicts John Lewis, whose fasci n with
the baroque and the commedia dell’ arte
has led his Modern Jazz Quartet into mu-
sic of grest cerebration and even greater
anengia. Lewis’ music oiten seems
fragile even to be called jazz; but now
new group of jazz composers has arrived
with the dlaim that they are uniquely
“serious”—a priggish way of saying that
they ve been to school.

The "w'erious" composers write what
they call “'classical jazz." Their music is
basedk onjazz materials, but it is em-
beaidered with twelve-tone techmique and
polyrhvthms, Musing last week on the
premiére of his Formg 1g6; ot a classical
jazz concert in New York. Composer
David Epstein pointed out that his music

uree
UrgEt

neen

Brubes

Lo

left no room at all for improvisation
the enriching, defining ingredient of non-
classical jaza., “The freedom of an older

“pstein wrote, “has given way
| careful musical planning.’
like bragging that plucking a

Though

This is
rooster makes him crow better.
jazz composers and arrangers have shown
that improvisation is not always essential

to good jazz, the scores they write are

TIME, APRIL 19, 1963

ING JAzz SYMPHONYS

>t @ new neckloce, just dicmonds and rubi
tailored to fit the styles and sounds of
mdividual I'here are no stand-

ard
i' CX] e

ns that every musician
1 the same way: the
jazz requires defy
MISCE .

F!l“ thmi

notation |

No Swmg v does not work
unless it s- and to swing, the lu at
must be constantly tugged and pushed
across the familiar line of four-four bal-
ance until the real rhythmic message is
felt more than heard. The time wvalues
involved are microscopic: big bands rare-
ly manage to swing because the inner
rhythms are blurred by imprecise ensems
ble playing : classi jazz cannot swing he-

ise the 1 is too rigid.

Bevond such problems, the 2 form
is beguilingly simple. Its tunes mostly
based on four eight-bar phrases, the first
two and the last ;dL’:‘.{Et.—!J_ the third a

‘bridge™ that ves them all with a
different, mod melody. In small

the
ensemble
the plavers have :

an exchange of

combo jazz first 32 bars are genernlly
“head arrangements™

uud upon;

Maved
then comes
choruses™ in

- 4
takes his

which each plaver turn “cook-
ing” the melody, guided only by its har-
monic outline. The song is resolved with
a final 32 bars, the s he first

The form is so tight and so simple that
players led by Miles [Hu _ln'nn Col
trane, Orneite Coleman, Jimmy Guiffre
and others have wdoned 1t to hunt
down g maore satisfyving freedom. Coleman

and Guiffre both now play atonal jazz, and
Miles Davis defected with his discov-
ery ol the interlude.” a four- or eight-
bar figure laced into a song between

phrases, Davis sometimes plays one (

nant chord throughout a 14-bar interlude
making only rhyvthmic varmations, Elvn
J"l'l‘_"'- the most i i

modern drummes
polychythms that
the-bar '-',_\'ll;‘ of jazz

Enriched by such experimentation, the
true spirit jazz still belongs to its
]:I.;_\'cr.». ROt L0 compuosers who Hud)’ li‘lc
form at the distance of n good conserva-
tory, Leonard Bernstein has captured the
sound of its blue notes—the appoggiatara
tones that mimic the human veice in la-

ol

ment—and others have used its reiterated
plav-song melodies. But even among jazz-
men, the only composer who has con-

sistently written good jazz for orchestral
players without merely repeating George
Gershwin is Duke Ellington, and Elling-
ton’s “classical jazz" swings only because
it is safe. sensual music. “We're going to
do this thing." he has said in a little
lecture on swinging, “until your pulse and
my pulse are the same.” His genius i
mainly in his knowledge of the dymamic
of orchestral instruments

npositions for jazz band

Ellington’s

COI
and orchestra usually stay within a con-
certo grosso form that lets the band han-

dle the jazz, while the orchestra plays its
own fiddle. After a recent Ellington con-
cert with the Detroit Symphony Orches-
tra. Jazz Critic Lgnngu] Feather coolly
dissected the Duke's Nigh? Creatures con-

certo: “Ellington played jozz, and the
orchestra plaved classical music. If vou
put rubles and diamonds on the same
string. vau don't have a necklace of novel
stones— just nonds and rubies.”

» day someone may actually teach
vimmphony orchestras how to '\in-_': but
short of that improbable achicvement, the

hest moments in jazz will still m!nn::
to working jazzmen whose own free sound
is their best and clearest standard.




Bossa ‘Novocain:
The Parting Shot

by Leonard Feather

Bolu Nova, to quote a lyric sung by Arthur
Godfrey, is "the heartbeat of the world today.”
When in Tokyo, ask for Akira Kobayashi's
“Bossa Nova" on Nippon Columbia. Genuine
Jupanese Bossa Nova. For authentic Austrian
Hossa Nova, try Lou van Burg's “Bossa Nova
Casanova,” taped in Vienna. When on Broad-
way, pick up a pair of Bossa Nova-style shoes,
only $9.95 plus tax, available even to customers
who walk in not wearing a Bossa Nova Tie. In
these shoes move feet that dance the Bossa Nova,
which is any one of five different dances, ac-
cording to whether you study with the Fred
Astaire Studios, Arthur Murray, Killer Joe,
Danee Panorama magazine or Joe Lanza, a
Hollywood dancer who for one dollar will send
you his Bossa Nova instruction book.

A producer planning a movie called “Bossa
Nova" has announced plans to bring the real
thing to the cash customers: “I've seen several
versions of the dance, so I'm leaving for Rio

_with my choreographer to see the genuine ar-

ticle.” He's in for a surprise. As choreography,
the Bossa Nova is entirely an American fiction;
Brazilians merely dance the samba.

But by the time the film appears, there may
not be an American public for it. Just as the na-
tion seemed ready for Bossa Nova Lipstick
(worn by girls who, playing it safe, use only
Bossa Nova Deodorant), someone recently
rocked the boat with an alarming report: Bessa
Nava record sales finally have begun to ease off.
Even Bossa Nova-style shoes are not moving as
Thom MeAn (or Arthur Murray) would like.
If the Brazilinn beat has not been completely
bludgeoned to death, my B4-cruzejro question
of last November (Will Bossa Nova be bastard-
ized like most other forms that started out music
and end up Music Business?) can still be an-
swered with a pained affirmative.

There is a bitter irony in this victory of the
hucksters, for originally Bossa Nova itself was
designed as an escape from the distortion and
commercialization of the samba. Nor is the bar-
tering of Bossa Nova by shoe salesmen the
only problem. The musicians themselves are
enmeshed in an egregious web of claims and
counterclaims, bitterness and jealousy, that not
even a Solomon with perfeet pitch could easily

untangle.
a :\

a®
N\

a® -
T ¢

The plaintiffs include a large quota of Brazil-
mns. Yankee pirates, they cry, ruined their
music. Brill Building businessmen ran off with
their royalties. The only authentic Bossa Nova
is played on home grounds. Music critics be-
trayed them by giving credit to Almeida and
Bud Shank and claiming that the movement
started in Hollywood. Disgruntled North Amer-

HERBIE MANN: “ Do the Bossa Nova™ { Atlantic).
JOAO GILBERTO: “The Boss of the Bossa Nova”
(Atiantic).

DIZZY GILLESPIE: “New Wave!™ ff'hl.’lpal.
OSCAR CASTRO NEVES: “Hig BPand Bossa Nova"
{ Audio Fidelity).
LALO SCHIFRIN:
Nova™ (MGM ).
HI-LO'S: “The Hi-Lo's Happen to Bossa Nova”
( Reprise ).

“Piana, Strings and Boara

icans, on the other hand, include race-proud
musicians who feel the whites are again taking
credit for something the Negroes originated.
The best bossa, they claim, comes from northern
Brazil, where there is a heavier concentration
of black Brazilians; and Dizzy Gillespie was
playing “Desafinado” before Stan Getz had a hit
with it

Other musicians indirectly involved in the
network of controversy include Gerry Mulligan,
whose recorded Bossa Nova work came little
and late but who is a close friend of the Bossa
Nova pioneer, Antdnio Carlos Jobim, composer
of “Desafinado and “One Note Samba"; Herbie
Mann, who feels entitled to the father image
because his group for some years has been re-
laying Latin and African rhythms to U.S. jazz
audiences; Stan Getz, who now says: “Who
knew about Bossa Nova? | just thought I was
recording an album of Brazilian songs”; and
guitarist Charlie Byrd, who, though co-billed
with Getz on the “Jazz Saumba”™ LP that pushed
the cance over the falls, has had only an ant’s
share of the publicity.

Some of these grievances could not be proper-
ly assessed without a battery of lawyers.
Concerning the musical ¢laims, it is possible to
apportion the eredits only on the basis of the
record. Jobim's failure to derive great financial
suecens from his tunes, his resentment at the
use of an American writer's lyrie for “One Note
Samba" instead of the English lyric he wrote
himself can be more easily understood than his
complaint that “Sy#ow magazine said we got
Bossa Nova from Laurindo Almeida. We never
even heard him. Gerry Mulligan influenced us.”

The article about which Jobim complains

a®
\
&» )

[SHow, November 1062] quoted one hypothesis
that credited Bossa Nova in part to Almeida,
the guitarist from Sio Paulo, and his Hollywood
colleagues, but mentioned that a second theory
attributed the trend to the popularity in Brazil
of records by Dizzy Gillespie, Charlie Parker
and Thelonious Monk.

To both, I would now add a vital point that
was not originally apparent: several different
types of performance have been called Bossa
Nova. Some are vocal and some instrumental.
Some lean heavily on jazz improvisation, and
others are no more directly related to jazz than
Frank Sinatra to John Caoltrane. The founders
of Bossa Nova are songwriters and singers and
guitarists, not jazz musicians. For three years,
Vinicius de Morais, the poet-playwright-novelist-
diplomat, former Brazilian consul in Los An-
geles and author of “Orfeu Negro” on which
the film was based, has combined his diplomatic
service with heavy duty on behalf of Bossa
Nova. Last year he reactivated it, playing and
singing his songs at Rio's new Bon Gourmet
nightelub, along with co-founders Jofo Gilberto,
the papa (pope) of Bossa Nova, and Jobim,

The world of men like Vinicius de Morais,
Gilberto and Jobim is one of poetry and aesthet-
ies, of Portuguese lyrics and lightly jazz-in-
flected melodies, in which the natural swing of
jazz and the long improvised lines based on a
set chord pattern are of no moment. The non-
voecal Brazilians who do attempt to incorporate
jazz into Bossa Nova betray their polarization
immediately: they would like nothing better
than to develop the technique and natural feel-
ing that might enable them to be mistaken for
“Cannonball” Adderley or some other Ameri-
can counterpart. Obviously, their jazz is no more
“authentic,” in the sense of genuine origin or
authority, than the American drummer who
clicks off a few rhythmic clichés is authentically
Brazilian. But we are dealing with a fluid term.
Can authentic early New Orleans-style jazz be
played by a trombonist from Indianapolis? Can
an authentic bullfight be presented in Yankee
Stadium?

Authenticity is not the sticky art of staying
glued to a basic concept; it is the honesty and
conviction with which a concept can be pro-
jected, either in its original form or modified by
the emotions and environment of its adapter.
If music is the international language, not just
a regional dialect, surely the Brazilian singer or
guitarist has no more right to run from Bird-
land, screaming “phony Bossa Nova,” than the
New York jazzman to denounce Sergio Mendes
as a frustrated Horace Silver.

To get down to the latest specifics in record
form: because it takes into account all the most
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Whitey Mitchell

The Music,ans ! Vf,‘;c,!, AM;L'HGS_

Rewriting History jor Fun and Profit

Rewriting history has always been a fascinating
sport, especially popular in totalitarian states, For
lcmmpk. Adolf Hitler rewrote the history of the
Aryan race (which didnt take very much re-
writing since it was largely a mythical group up
to that time ), Unfortunately, he developed a rather
fatal case of writer's cramp, and has not been
heard from lately,

Fun-loving Chairman Khrushchev, on the other
hand, is heard from constantly these days. and
he’s been bitten by the rewriting bug, 100, Mar-
shall Joseph Stalin, a former hero of the USS.R.
suddenly became a “non-person”™ in Kremlin sves,
and this non-person, along with countless like-
nesses and statues ceased to exist. Stalingrad be-
came Volgagrad, and history was rewritten so as
not to mention his name. His bones were cven
removed from their place of honor and allowed
to decompose in an obscure grave.

However, it takes quite a bit of imagination to
atterapt to rewrite history in this country, what
with such annoying things as freedom of the press,

is no Jack Paar, and that there never was one.

Only trouble is, who is that brash fellow who
keeps appearing on N.B.C. every Friday evening?

And then, there’s the International Musician,
@ magazine currently attempting to pretend that
there is no Buddy De Franco. As you may have

heard by now, Buddy was conspicuously absent
from the otherwise excellent series “Giants of

Jazz" by Leonard Feather, even though Mr. Fea-
ther, a respected chronicler of jazz and jazzmen,

had jncludcd in the article as submitted a “sub-.

stantial tribute™ to him, Of course the whole thing
wasimade plausible by the statement in the cnsu-
ingdssue of the Tnternational Musician to. e cfsce
that the magazine is devoted to the interests of
those members of the Federation who are con-
sidered loyal members.

I'm going to watch with special interest the
further career of Buddy De Franco, the interna-
tional musician who has recently become a non-
person to the International Musician, If this gim-
mick really works, [ could create my own non-

persons, at least in my own scribblings ahout

music and musicians, and they could all be New
York bass players. Just picking names at random
from the Union Directory, 1 could start with, let’s
say, Milt Hinton, Jack Lesberg. and Geeorge Du-
vivier. Then, if that worked out O.K., I could go

ski, Sam Bruno . . . then the cats on the west
‘coast . . . and then Chicago .
"THE WORLD . . .

Ed. Note: Buddy DeFranco has won the Down
Beat Readers' Poll 14 times, the Down Beat In-
ternational Jazz Critics Poll 3 times, the Playboy
poll 4 times, and the Metronome poll 7 times.

— L

and an informed public, and all. You have to kind
of admire the folks over at the Hearst Syndicate, .
for instance, for their ability to pretend that there

after Bob Haggart, Joe Benjamin. Eddie Safran-
. . and tomorrow
ARnS
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LEONARD FEATHER / JUDGE

Author Leonard Feather's books on jazz are greatly acclaimed.
““The Encyclopedia of Jazz", in particular has been dubbed the
Bible of the entire jazz world. Mr. Feather is the most inter-
nationally celebrated of the contemporary jazz critics. He be-
came prominent through contributions to Metronome and Down-
beat Magazines. As a concert producer and promoter, he or-
ganized the only jazz concerts ever to be presented at New
York’s Metropolitan Opera House and the memorable Esquire
and Playboy jazz concerts. As a falent scout, Feather, dis-
covered George Shearing and arranged Sarah Vaughn's and Dinah
Washington's record Debuts. A musician and composer in his
own right, he has recorded with his all-star orchestra on MGM.

He is currently a regular writer for SHOW. He is now heard daily
on KNOB at 4 p.m.

Last year when he attended Benny Goodman's premiere in
Moscow, he became the first jazz critic to report at first
hand on the U.S.S.R. Jazz scene.

He is an active musician, composer, arranger, writer, and
lecturer in the Jazz-world.
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Dixieland p

et ser of som om Walt Disney sakta
D:- ¢n sikert ir pd vig am bli den tra
fitionalistiska jarrens god.‘l. f&. 1 hidm
sesenterades det tredie .'tr!i_-.t; programmes

med Dixseland at Dy cromda

neyland 1 den |
. ViF -
nbiesparken © Anaheim, Kaliton

det visade sig bli det mest
bist producerade histills

omiing

Denna razriestiva @ MUAtyYT i.-c od  av
en 90 minuters show, som presenterades tvi
kvillar i rad. Alla orkestrar, som delog,
fick ocksd Over weekenden spela pd olika
estrader och npdjeshallar 1 andra delar av
Disneyland. Spektakler sjilve kalla emel-

lernd "Salute to D

vara det konst-
g-;urul-. il 1 on  likalede Lr‘-n'-.::.:;'urdd
Missisippifloden, som ingilr den wanliga

Disneyrekvisitan, | anledning av detta spe-
spektakel hade rusentals sistplatser
placerats utmed den halvcirkelformade flod-
stranden mit: emot en stor gronskande B,
gom jimte flodblren och andra tidstypiska
inslag hijilpte till ate skapa en armosfir
frin sckelskifrer.

Nir ljusen gick ned birjade en silnikrige
klidd folkgrupp sjunga en spiritual ackom-
panjerad av et band som brukar arbeta pi
Disnevlands flodbit, "The Young Men from
New Michael DeLavy trumper,
Paul Barnes klarinetr, Harvey Brooks piano,

ciella

Orleans™:

Alton Redd (Vi Redds pappa) trummor och
Johnny St. Cyr banjo och kapellmistare.

Dixie pa flottar

Under singen (kbren var Albert MeNeil
Choir) framfSrdes etr tal av Dixieland-
impressarion Frank Bull, Han ralade om
slikiskaper mellan adig blues, bomullsfil-
gens singare och andra waditionella former,
som formade Dixiclandmusiken. Bakom flo-
dens krok borjade gradvis ert avligset ljud
hidras och der férsta bandet blev synlige:
The Teddy Buckner Sextet med kapellmista-
ren pd trumpet, Willie Woodman trombone,
Caughey Roberts klarinetr, en fin pianist
vid namn Chester Lane, Arthur Edwards
bas och Jesse Sailes rrummor. Buckners band
hade placerars pd en stor flotre, fza meter
i fyrkant, som HMogsamt rérde g framie
atmed flodstranden under den korta spel-
tiden fick alla delar av
publiken rillfille atx se de spelande i pir-
bild. Bull introducerade Buckmer, som i
#in tur namngay sina musiker. Musikerna
— och der gillde alla deltagande under

och dirigenom

kvillen — war klidda i granna wniformer

randiga byxor och halmhbatear,
Buckners band birjade komma ll

i

%

LEONARD FEATHER

rapporterar om Walt Disneys stora jazzfestival och bilden hir ovan |
visar den paralyserande finalen.

slutet av site nummer och forsvann
kriken,

nista

sista

bortom kunde wi uppfatta ljudes
rr

frin grupp och en ny flotte uppen-
New Orleans All
Stars. De bade speciellt samlats foe detra
Mares

1‘\'Y| M

barade sig och pl den

tillfille av Joe (bror till framlidne

Paul Mares

New Orleans) och

den ¢ trumpetaren frin

anmirkningsvirt nog
visade det sig vara tre negrer och tre vita

musiker. Dessa musiker ryckre pitagligen art

det var roligt an spela rilsammans, men de

skulle aldrig f3 tillstind are std pl samma

estrad i sin hemstad pd grend av lagarma
i Louisiapa. Negermusikerna var Paul Bar-

barin trummor, mest kind som medlem 1

Armstrongs stora band 1930, vidare Thomas
Jefferson trumpet och sing, och Waldron
“Frog” Joseph pi trombone. D
Chink Marrin tuba, Raymend Burke klari-
nett oclt Stanley Mendelion,
lem i Dukes of Dixieland, pd piano
hade Mt dessa musiker flyga hie for de
tvd kvillama och gruppen Adfoljdes av sin
icke spelande Jedare, Jor Mares, och deras
Dixielandseandirds spelades med inspiration
men kanske lve tungr.

Ett dramanskt Ogonblick under show'n
blev detr di spotlighten flyttades frin flo-
den tll 6n bakom den, dir Clara Ward
Singers befann sig och bjod pd en orrolige
dynamisk och exciterande avdelning, som

Vitdh Var

tidigare med-

Disney

-

giorde dhorarna nastan lika hysteriska som
singerskorna. Ward Singers har lanserats pd
Disneyland hela sommaren i et rum som
heter The Golden Horseshoe, De har dra-
git sk stora skaror dit, att de redan kon-
trakterats fOr hela sommaren 1963,

Nista grupp, som kom seglande nedfir
floden, var mycker, mycket limplig for det
hir rillfillee — The Firchouse Five Plus
Two. Den gruppen bildades f6r 14 ir sedan
pi Disney Studios, och ursprungligen besrod
den av trickmalare och andra tekniska med-
arberare, anstillda av Disney, som spelade
traditionell jazz som hobby. Trombonisten
Ward Kimball dr alltjfime kapellmistare
och gruppen ‘lter precis som den fr: en
hjdrelig, vilmenande men tekniske begriinsad
orkester av icke yrkesmusiker.

Rontrasten blev ju speciellr sliende di
nista grupp, The Dukes of Dixieland, kom
flyrande in, Bandet forstirkt med Herb
Ellis pd gitarr (som medverkar pd alla in-
spelningar och seréjobb pk vistkusten) hade
dverligser den bidsta. rytmsektionen under
kvillen. Med Gene Schroeder pi piano,
Bab Casey wpi ks och Charlie Lodice pd

trummor svingde scph'ﬂm pi e hc!‘ rik-

Disney

#

cl umpetaren |
1§ i Ulmare: T tast
i allde ¢ '
1 Assunte f
li.."»' SENANe « i J”' }
_;r..;‘;m'l'. ;\.'. eIt mMungire o
Etrer o | proser
.'I.E. i\' mon A\TECh
s4 Louis Armstrong med s

Efter att ha -;‘L!.:[ tre n

paus under det arr floree
rll 8n, dir Kid Ory o«
Ik]\,"- ombord. P4 si vis fr
lemmar av de unsprungh
istadkom jazzhistoria {6
strongs band med St Cy .~
Muskrat Ramble, som Ki
inspelat for en av sima i _

Louis.

[
Otroliga finalse «

: ar
DA Louis seglade bort

serades finalen och vi B*
mirkligaste syner och kI*®
gonsin varit med om ;;
"Mark Twain”, Disneys™®
flodbdt seglade in och ***
strongs grupp alltjgme P
flotten 1 titen) alla de 157
tritt under kvillen visa

for
reling och spelade ‘,.:rmca'el"

§ ligt When The Saints Gc il

der dessa_ alldéles otralig™IAT
hundratals av Disneys an %
arna pd de tre dicken o¥™
verkeripjiser i hinderna #%
omridet runtomkring ly
ete fyrvebkeri som gni
Musikaliske berydde der ¥EF°
men upplevelsen bley p/B8F
Louis Armstrong, som sa B840
der konserten, sade: "] ’om
spela en massa shows pf B
varit gifta, men den | WN€T
hipnadsvickande av der 0“"1
D1 publiken lingsan ser 1
bort frin deltalander, » Aar
orkestrarna till de halla som
de skulle spela under k)
ull kl. 2.  Publikens
varma lordagskvill uppsl
Det var ingen avgift
musikaliska areraktionen knows
higa intridesavgifeen till geer te

Dixieland at Disneylar 97020

;som en drlig institution

vige sdtr, vilket bevisade atr traditionell® med Sren — och med - jazz-

jazz mycker vil kan %ha en modern och
flytande rytmsektion. Klarinettisten Jegry
Fuller (som smart skall limna orkestern)

bara hoppas att Wale [ fel i
av framgingen, ocksd vi h med
seric med modern jazz.  ig.
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Eighth of a Series

by Leonard Feather

’ The flutist is a comparative newcomer to jazz. (lncidentally, the term “flautist” is an affectation.

“Flutist” was used much earlier and is the more correct term.) Strange as it may seem to a new-
comer in the field, there was virtually no such thing as a jazz flutist until the middle 1950's, with
very rare exceptions.

There was no particular reason for the late arrival of this instrument on the jazz scene, except
that it simply was not part of the normal equipment of the dance band musician. Trumpets, trom-
bones and clarinets were the only horns in early New Otleans or Dixieland jazz; the various saxe-
phones were gradually added until, by the end of the 1920’ it was normal for a band to include a
three- or four-piece reed section whose members doubled on clarinets.

The first flute double of any consequence was credited to Wayman Carver, & musician from
Portsmouth, Virginia, whose uncle had been a flutist and director of a municipal band. Carver, who
took up flute in the 1920, later became a saxophonist in name bands and rose to prominence with
Benny Carter’s orchestra. It was on some records made early in 1933, with a band assembled by
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Wayman Carver

Buddy Collette

Harry Klee

Roland Kirk

Carter for the British composer-conductor, Spike Hughes, that Carver
first made conspicuous use of the flute in both solo and ensemble
roles,

For a decade after those recordings Carver was known inter-
nationally as the first and only jazz musician to play the flute. He
was prominent in the Chick Webb band from 1934-9, playing occa-
sional solos on flute, but lapsed into obscurity during the 1940'.
(Carver subsequently left the jazz scene to become Associate Pro-
fexsor of Musie at Clark College in Atlanta, Georgia.)

The only known experiment with jazz flute to have made any
impact during the 1940%s was a single 78 r.p.m. record of Caravan,
cut in 1944 by Ray Linn's orchestra, that featured a flute solo by
Harry Klee, now a leading Hollywood studio musician.

The jazz flute era may he said 1o have started more or less
simultaneously on the East Coast and in Southern California in 1953,
through the respective efforts of Frank Wess and Bud Shank. Wess
had been studying flute in Washington since 1949, but it was not
until soon after June of 1953, when he joined the Count Basie band
as featured tenor saxophonist, that his piquant, wiry solo flute style
earned him a national audience. Similarly Bud Shank, then plaving
alto sax with Howard Rumsey's combo, had been experimenting
with the flute for some time before his early recording with various
West Coast groups drew attention to his additional talent. (He
played flute in the 1950-51 Stan Kenton band, but not as a jazz solo-
ist.) Despite his mastery of the flute as an improvisational medium,

APRIL, 1963

Eric Dolphy

Hertle Mann

i

Jerome Richardson

Frank Wess

Shank has rarely played it in the past few vears, preferring to con-
centrate on alto saxophone.

The publicity accorded to the early experiments of Wess and
Shank, and the obvious artistic success of the flute’s belated adop-
tion into the family of jaze, led to a swift increase in the number
of saxophonists doubling on flute. By the end of 1956 there were
far more new jazz flutists than clarinettists and the instrument was
sccorded a separate voting category in the annual Down Beat poll.
The first winuer was Bud Shank, in a close race with Herbie Mann.

Mann was the first musician to establish himself as flutist-leader
of a jazz combo. Deeply concerned with the possibilities of incor-
porating into jazz various forms of ethnic musie, and the many new
instruments that this entasiled, Mann experimented with a whole
family of flutes, including the bass flute, shepherd’s flute or cane
flute, and others. He has a collection of more than twenty flutes
from all over the world and has demonstrated in his performances
the siriking variation of sounds available through them. More than
any other American jazz musician, Mann has shown himself capable
of adapting himselfl brilliantly to the requirements of every style
with which he has been associated: Afro-Cuban, Semitie, and, among
the more recent forms, bhossa nova. For the past six years Mann
has been the most popular jazz flutist. touring internationally with i
vansistent success,

Another combo to make early and prominent use of jazz flute
was the Chico Hamilton Quintet. The original flutist in the Hamil-

{Continued on page fortywine)
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* A Long Way
" From the Paramount

£

Modern music has had its share of virtuosi
in both the jazz and popular music fields.
Though it has become a cliché in jazz circles
that instrumental prowess in itself is not
enough, it is no less axiomatic that any crea-
tive end, in any musical area, can be reached
faster and more effectively by a performer
who is in complete technical command of
his horn.

Harry James has been a prominent part of
the musical scene since December, 1936, when
he joined Benny Goodman's orchestra as a
featured soloist. In all the years since then,
only a bandful of trumpet masters (Maynard
Ferguson, Cat Anderson and Al Hirt come to
mind) can be said to have approached his
remarkable combination of talents as all-
around instrumentalist and improvising jazz
musician.

Harry Haag James (his middle name is
that of the circus in which his father worked
as bandmaster and his mother as a trapeze
artist) was born March 15, 1916, in Albany,
Georgia, where the circus happened to be
playing a two-week stand.

James™ background as a child prodigy has
been recounted so often that a brief resumé
should suffice. Studying with his father, he
was a regular member of the troupe at the
age of ten, not only playing trumpet solos
but also working in a contortionist act. At
fourteen, while he was attending high school
in Beaumont, Tuu, one of his solos won him
a state cham Within a year he was
g:;bhg around with local and territory bands.
' m whose orchestra had been a

nursery for such stars as Benny Good-
M Teqndm and Glenn Miller, gave
mawdprmmncebyhkmghxm

on tour in 1935-6. Toward the end of the
Pollack incumbency James made his record
debut. One of the sulal h cut, Peckin’, be-

hit, h* ﬂw time it

dated his popuhnty as a soloist during his
two years with the band. His brash, melodic-
ally unpredictable and inventive style, as
hard-swinging and fulltoned as that of his
team-mate, Ziggy Elman, established him as
one of the most exciting performers among
the swing band soloists. These were the years
when the big band phenomenon was at its
peak, and it seemed a logical time for James,
as a glittering centerpiece, to head a group
of his own. By the time he left Goodman and
formed the first James orchestra in January
of 1939, he had won three annual Down Beat
readers’ polls and seemed headed for im-
mediate triumph in his own right.

Ironically, the outcome of this venture was
very different from the jazz fans expectations.
After a couple of years of only moderate suc-
cess (during which he expanded his repertoire
to record Eli Eli, The Carnival of Venice and
The Flight of the Bumble Bee), he scored the
long-delayed home run with a sweet, melodic
ballad, a few months after a string section
had been added to the orchestra. You Made
Me Love You was recorded May 20, 1941,
and for James it meant the difference between
looking for the next job, if any, and sifting
which offers to accept out of the dozens
available.

This was the first of James' million-selling
single records. Not long after its impact,

been recorded earlier) contributed

growing snowball of the band’s

1939 Ciribiribin, which became the band's
theme (one early version had a chorus by
the band’s first male vocalist. Frank Sinatra),
the instrumental Two O'Clock Jump, Moon-
light Becomes You with Johnny MeAfee’s vo-
cal, a couple of items featuring Helen For-
rest (I Had the Craziest Dream and I've Heard
That Song Before), as well as Easter Parade.
all stemmed from the 193942 period and all
hit the million mark. James™ appearance at
the Paramount on Broadway was a signal for
rioting fans, special police squads, and learned
columns by Max Lerner on the social signifi-
cance of the swing cult.

The rest of the 1940's were years of con-
stant touring and unflagging success. James,
who had been married in 1943 1o Betty Grable,
decided to settle down in Los Angeles with
his wife and daughters and spent most of the
early 1950's in semi-retirement, occasionally
reorganizing the band for a tour. After an
appearance in The Benny Goodman Stery in
1955, he became active on a full-time basis
ugajn, taking the band on its first European
tour in the fall of 1957.

Significantly, in recent years, now llut he
has the necessary financial security a
tracts that guarantee him all
find time for (including six
every year at the F’lumngo

by musicians and critics as one of t
consistently impressive of the few

!
several others (including a couple that had ~ large jazz-oriented ensembles. Its style is often
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cm”}-ﬂ;,-." with that of Count Basie, l.i.’,’v'l“
Because of the use of similar arrangements
INeal Hefti and Ernie Wilkine have made
many eontribulions to the libraries of both
i and because of James' taste for firmly

g thythm sections along lines similar

i"h" today is }‘I.I\::h_'_' with the \i_:.’HI and
sathasiasm that fired him in his first davs of
recopnition. His jazz idols, as always, are
Louis Armstrong and Muggsy Spanier, though
ke has studied and admired the work of Dizzy
Gillespie, the late Fats Navarro and many
..f!.r:- of the various modern (i.e. post-swing)

schools.

Harry once explained his broad-minded-
ness to me with these .'e-i;,.'lllli.li':luf words: “l
think there's room in our profession for a
wide variety of styles. and | can’t see any
reason for knocking any artist or any style
just because it doesn't happen to be your own.
What we need in music is more students and
fewer |n'u1rf|' kno |\il|:_' what they don’t like
or can't understand.

“Too many musicians in recent years have
played as if they were trying to run before
they eould walk. The foundation, the back-
ground and schooling, are insii-;u'n.-;tl.-iv_
Otherwise what comes out of your horn is
just a jumble. It's essential to become a
musician first and foremost, not an exhibi-

[llnlli‘-t.“

Reeds A, B and C above are actual photos of three of the most
popular cane reed brands, reed D being a Fibercane read
taken from the production line. Notice that the Fibercane reed
(D) has a larger number of perfectly even-sized fibres,
running in a straight longitudinal axis, as against the left-to.
right count of approximately 25 fibres in the cane reeds.

The Fibercane reed has a count well over 10,000 separate
fibers, and out-performs and out-lasts cane 25 to 1.

See Your Favorite Dealer Now!

APRIL, 1963

James points out that his audiences today
are receptive to both the new and the old in
his book. “We're happy to have a library
that represents so many phases of music. As
vou know, we've recorded new welsions of
Cherry, \.'r"g-_m !’u_.-"-'l, Music Makers and
most of the old hits; but we also did a whole
album of Neal Hefti originals, a five- pant
blues ballet by Charles Albertine, and a variety
of modern instrumentals by Ernie Wilkins,
Jay Hill and Bob Florence. We like to try
oul new numbers on the road, break them
in at n'u-”l‘_‘.‘_" proms and hotels and ballrooms
In fact, we just like to play. [ think this is
about as good a band as | could possibly
want to have, and I'm very fortunate to have
such a wonderful bunch of men.”

The stability of the band’s personnel is
one key to its success. Most of the men have
been with James continuously for many years
or have rejoined him after long absences,
The years in which the following first played
with James are included in i-.u"'r:”!--\rn, On
trumpets are Nick Buono (1940), Fred Koyen.
Larry McGuire, Rob Turk: trombones are
Ray Sims, Joe Cadena, and James McQuarry
on bass trombone. In the sax section are
Willie Smith (1944) and Joe Riggs. altos;
Corky Corcoran (1941), Dave Madden, ten-
ors;: Ernie Small, baritone (doubles on trom-
bone, flute, etc.). In the :h_\thm section
are pianist Jack Perciful, guitarist ||'-'m;=—-".

Wright, bassist Red Kelly; and James, never

- z

Ted Mash:; Thanks to pew Fibercane reeds, my
reed WrguGies are gver, J play them exclusively on
Altc Sar and Clarmet'*

Hollyw'ood movie, TV and Recording star

Bl Page: '‘Thanks to Fidercane, when | double on

ol of the 17
one will play instantly.’

Lawrence Welk band and well-known Clinlcian

Norman West: My concert band hats been using

Fibeccane Feds exciusively, and | use them per-
sonally of Loth clarinet and sax

Director of Bands, San Diego State College
Ban Kanter:
absolite "must.’ As 3 music dealer I'm amazed at
thelr upiversal acceplance.”

Hollywood woodwind authority and owner of
Baxter Northup Music Company,

Send for our new brochure
“The Fibercane Story”

S R O PN E S s snsi ot

rasy to please when it comes to drummers,
was proud and relieved when Budd)‘ Rich, wha
had toured with him in F.umpe in l‘):’:-.'._ re-
joined him last year,

On the James agenda at this writing are
an MCM record album for which the band
joins forces with a Dixieland contingent fea-
turing Matty Matlock and Eddie Miller: a
six-week stand in Las Vegas, ending late in
April; dates in Reno and Lake Tahoe, a possi-
ble European tour, and Labor Day weekend
at Dispeyland.

It's no wonder James and his men play
their music with l'l';l'lj_'rti' conviction. Musi-
cally and geographically, they always know
where they're going. Too few bands nowadays
can make that statement: and too few in-
strumentalists can claim a record of achieve-
ment, both artistically and financially, to
compare with that of Harry James,

Copies of “Subsidy Makes Sense,”
which first appeared as a series of arti-
cles by Hope Stoddard in the “Interna-
tional Musician,” are available for or-
ganizations and individuals who are
campaigning for Federal Aid to the
Arts. Write for free copies to the
International Musician, 39 Division
Street, Newark 2, New Jersey.

HERE'S WHAT THE
TOP PLAYERS
SAY:

wogdwind instruments, | know ewery

A3 a player | think Fibercane iz an

\
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The Irish philosopher and wit Patrick

of the 1890s, he also was among 1
first to do everything. Herewith
another of his exclusive revelations
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Jazz Abandons
Midtown N.Y.

By LEONARD FEATHER
(Asthor of “The New Encyclopedia of Juzz")
"Man, am 1 sick of this town. Nothing's happening, T sure

wish I could get away from here for £90d and maybe move
out West.”

The city that once provided theaters like the Paramount
and ballrooms like Roseland for the name bands, and the
world's maost famous jazz thoroughfare, 52nd
Street, for the combos, now has none of these
outlets,

WHERE ARE THE swinging clubs of yes-
teryear? What spots have come along to take
*heir place?

Birdland still exists. but the 1 re
there, as Philly Joe stood at the bar ‘lamenting
his fate, was about as bright as Madame Tus.
¥ 38ud’s, Making music in the gloom were the well
Jones ~ known combos of Chico Hamilton and Ramsey

Lewis; listening were barely 50 customers, Basie
and other big stars, preferring the more lucrative fisld of
cﬁ?cncens. college dates and Overseas tours, no longer play

re.

It isn’t just Birdland that's suffering. “This whole mid-
town area is dying,” one musician told me. “The real jazz
action is moving down to Greenwich Village.™

HE WAS % PER CENT RIGHT. Basin Street, a major
jazz club a couple of years ago, was now sporting a
singer and a dirty comedian. Condon's, with which Eddie

n no longer has even a tenuous connection, has cut
down on its music and caters to twisters., The Roundtable,
which started out g few years back as a smart jazz supper
club, stars an Egyptian belly dancer. The Embers, where
musicians have long fought a losing battle with customers®
conversation, uses anemic piano trios or cautious muted-
trumpet quartets,

Almost all the 52nd Street spots have been razed,

The only midtown spot where I found good music and
good business was the Metropole, where Woody Herman's
great band, visible through the plate glass windows, lured
Passersby at 48th Sireet and Seventh Avenye. Splayed across

ALBUM OF THE WEEK: “Jazz Samba Encore!”,
Getz-Luis Bonfa (Verve 8523). Even more charming

VALLEY T/ meS MAY #
DAVE HOLLAND, Editor

N

Yolande Bavan
S.wings In Sari

By LEONARD FEATHER
(Anitior of “The New Encyclopedia of Juzz®)

The latest and most hu.- nt example of how jazz u::
draw diverse peoples together is Yolande Bavan, ‘hetz:t”;m
old singer from Colombo, Ceylon, who last year ) s
place of another British-bora singer, Annie Ross, in a
then known as Lambert, Hendricks and Rm

A tiny, eloguent girl with a typically clipped Indiandype
British accent, Yolande is constantly surprising herself with

ed abilities. :
mg:cmktmmi“ : was offered 5 ::n in a hle-h
e v.i:S:n ';::’“g: I'm not an actress,” she pro-

tested. Reluctantly she took the job, and it

]

Y . 3 : "
“But I can't — I'm not a jazz singer,”” she told
over the satlantic telephone. )
. THE NON-JAZZ SINGER, persuaded to the contrary,
secured an emergency visa, flew across and was the

mitmtﬂlh‘redudwh_embemd.
“I love jazz but I don't like Lhe sur

around jazz., They make it distast i
?:é :33% the jmuaic. It leads them 10 think that

i the things
for :

; . ) g
ALBUM OF THE WEEK: “Affinity,” Oscar Peterson

Trio (Verve %516). Beautiful, natural, cohesive swinging
throughout.

they see me, I'll have the split skirt up to here, and the long
bolders . . ., and they see
a

(1 8 M
“Agreed,” I said, “but some m mpeuﬂt”-_
CAN BE DONE, SURE; but not while you're working
in !“cir:b: you can't be hostile. People are hmy.l I'm -
constan sy ind Bocamel:}yl do m;cl::; they’re not
going = u:; Yolande Bevan did his of that, they'll say
‘A Ceylonese girl did this."™ _
1 don"t thinkmuedmahmﬂho'&m-
sent your country,” I said, “The oal! question
continue to represent it as a singer?
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Milt Jackson:
'TV Ruins Jazz'

Carmen McRge

Vs. FB&'Crifics

R
LEONARD FEATHE -
(Author 3}15 “The New Encyclopedia of Jazz")

& i that
By now, it is the worst kept secret rﬂi:&()gwﬁ?gs:‘rﬁseitain-
f ; By LEONARD FEATHER the "3ast \;'a_stel?“d” o:ratf Igﬁl%je“moﬁon picture industry
3 (Author of "The New Ency clopedia of Jazz") ment profession i0-gen
Miss Carmen Me

particular, roach to te_le‘
Rae, one of a handfy of completely - Recently T was confronted I;z'_na J];e:ksgg.p the perennial
thoroughly versatile popular chanteuses (you ision eriticism. According to :!ohn Lewis' Modern Jazz
he lot of them into a single telephone booth), y ard-winning vibraharpist with an additional charge:
knows just how it feels to be typed. :;:amg, TV should be indicted on
Recently, reviewing her Lp, “Somethin is ruining jazz. s in the last 10
lumbia CS 8743 four-star rating in my » l'...]..‘,,e been on a lot of television progl:a?; presented the
& 2 Ky J ckson said- uNot one show u intei“gmt
years, de:entiy with good sound ’g“uud g‘cmo;.. work,
l‘!almtr;uet«:intr'mh.mathe;l'w-l'-“' they would show a
- .g‘sometimes during my vibes solo, 3dumg his solo
X atest example close-up of John Lewis playmg_h'f; l:i:::,’. seemed to know
0 be typed. I like to sing l"‘”. ate on me. neither,
N iazz, but my 8oodness, that’s not theyut,l “ﬁc:ﬁot; the hands or the face or both or
the only medium in musie, just whether

to do
we were sup

couldn’t go through my whole “ONE BIG NEW(:::; m they only time for
life improvising on tunes forever only two tunes. Thment they cut that ,ohwmmher down
| and ever. Besideg, don’t you one. At the last momd %0 sezonde A [ B L

 think jazz is something you feel to about a minute an

v ision and the:movies
rather than something  yoy As Jackson also points out, televis

Said Miss ‘McRae when I showed her this |
print: “It's awful t

hear»”

filaimly give you a formula for failure: Tr
3 e i .'-’ 13
___everybody

on the vocal level.

that with voq

& ever forset (he feeling”

I was referrin

CARMEN McRAE  sive studies

Is she typed? ough musici

o she earned

as vocalist wi enny Carier,

ercer Ellington (Duke’s son), then work

the famous lazz crucible known as Minio,
New Yori,

Count Basje and
ed as a pianist in
Vs Play House in

ment as a pi

anist, but singing
as 1 always wanted to (o

- I was very for-
ith people fike
,» but T was in
em that I could
sing in front of them,”

reer in the early 1950s,
. Carmen worked her way
ade brief appearances in 3

EEK: Herp Ellis, “Three Guitars

Bossa Noya Time,” i - With Laurindg
Ellis’ colleagues from Donn
Allen show. Includes the

@ unique three-beat h.p. treatment
of Ray Brown’'s “Gravy Waltz.””

eouple of films
€rraneang’’?)
Such commercj

FOR ONE r >

or another, the Jast three Columbia
albums on which she ap j
harassment.

Lover Man,”
Billie Holiday,
&n it; 1 had dige jockeys and
‘Gee, vou don’t soun

friends calling up and sawi
It was a dedication.

d a bit like Billje.’ I wasn’t g
: not an imitation_* B g
“IU's hell when reviewers don’t like somethins g

Carmen, ‘puy; What can you do except the best
how?2» b

t worry aho
making the public h
Swope suid:
can certainly

“Ttis,” 1 agreed, “especially
And I'm sure
it background you'll

g to her exten-
as a pianist. A thor-
an with a keen ear,
much basic training

them iti piéserve aurally
issed opportunities to Dése y
e 1 somg.h“eolfmtis: memrable musical mr t;o‘:f %Js :
andt:;;ua g‘t Tatum, Charlie P:;tlig; ;l‘?dfﬂ‘;a% 'videotape.
cen . 4 +
fore ttle or no repres o -
x::rv::dtl:le people they 1(1)2 prese:;:.alizléeaa;iad;d&‘vs:h o
hat so few producers - el
{Jr:smtdt%i fai‘c::atr;uny planned as a drama or variety

THE f course, like the series
RE EXCEPTIONS, of Bro. s
" Trcﬁx% l?ad a few years ago, ‘Stars cofu ’.'L a;z;m ane e
g Ellington did, a CBS color spectac e
th?lt dDu‘l;e Drum is 2 Woman.” And a yﬁia ?}l;e quartet,Was
did 2 i i Belafonte in whi a
- ?xiﬁf@ﬁ:gﬁﬁ l’—Wbut that was only because Belafon
exce %
THE : “Marian Montgsmuy
WEEK: _
e ok Wito ” Capitol ST 1884. A're-
i ers and Losers, P i
Sw::agblf:r ngvin?azz singer, with splendid accompanim
g];" Dick Hyman and his group.

i i p d under-
i ; and he likes the group an
hi?niieslfov::sn:ﬂsiﬁzhag;c;pl?like this can be a great help to
s 5
:azz‘.'Are thiélgs any better overseag?” I asked.n S
“Yes; we've done some fine shows in Japsa r;lphony; 9
: j int performance with the Tokyo yt PO
%avee awf:;re they seemed to lu.':mu'i hcm[ tops;asyengood, 2
st levision is t exce
:’:es; ?heer;l?;’tow?gﬁiaﬁetht: style of American vaudeville
” d
g : i ies, “Jazz Casual,” an
’s educational series, A
of cmh gg“ﬁ'ﬁz Scene Uths:" series (gnistcur:;zd oﬁﬂ;;im o
umn emed to be only curr
ﬁ:ﬂw v)a:;mss of wasted musical opportunities.

recep-
“THE CHANNELS ar‘e the most o
i e e
musa%ealx:’ﬁgas!_l bﬂtl:: ::lntie mal;ﬂoi American gs:lety._ jmto i
flﬁn’i' have this accepted place, though it's bound 3
” e
. Tchﬁ;. Jackson didn’t know about it, I h:g: sii:ctehl:ﬁ'ﬂ
that a large number of musical shorts tlel;l Oﬂm""'
and '50s by Universal are to be inspected, editad.__' o
issued within the next year, B, _
Though there is much waste footage : i::t—ra d-m i
and comedians, the shorts did lucludlf Sy ,
Ellington, Basie, Billie Holiday, Charlie il
Trio, Benny Carter and others. il
E3ER of these hardly ever reached the kind off§ .
which they should have been aimz b ;
ed from this celluloid chaff, plenty o ey 5 2
should be in store for the fast- erg ' seootidecin

entertainment,

ey g8
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Il semble que le premier contre-
bassiste qui ait tenté d‘échapper a
la monotonie engendrée par |‘accom-
pagnement basé sur les fondamen-
tales des accords ait été Walter
Page. En effet, au sein de |‘orchestre
de Count Basie, il mit au point une
technique appelée « walking bass »
(basse ambulante) qui consiste a
développer une ligne mélodique a
caractere  contrapunctique. Cette
« invention » fait de Walter Page le
musicien de transition entre le « slap
bass » de la Nouvelle-Orléans et le
jeu des bassistes de |'ere moderne :
la voie était ouverte a l'invention
mélodique, a la complexité harmo-
nique.

Bien qu'il fOt un novateur, Walter
Page ne recueillit pas les lauriers
qu’il était en droit d'attendre. En
effet, le premier contrebassiste qui
put véritablement accéder a une cer-
taine notoriété fut John Kirby, musi-
cien qui avait joué du tuba chez
Fletcher Henderson et s'était con-
verti a la contrebasse chez Chick
Webb. En 1937, a la téte de son
propre sextette, il étonna le public
par sa sonorité légere, l‘agilité de
son jeu et |‘utilisation intelligente
qu’'il faisait de la technique intro-
duite par Walter Page. Trés proche
par sa maniere de John Kirby, Billy
Taylor fut également un excellent
contrebassiste des années trente. De
méme Bob Haggart qui accéda a la
célébrité au sein de l|‘orchestre de
Bob Crosby en interprétant un mor-
ceau intitulé « Big Moise from
Winnetka » au cours duquel le bat-
teur Ray Bauduc frappait les cordes
d'Haggart avec ses baguettes.

Jimmy Blanton, qui entra dans
I‘orchestre de Duke Ellington en
1939 presque en méme temps que
Billy Strayhorn et Ben Webster, est,
avec Walter Page, la figurelé de
I‘histoire de la contrebasse en jazz.
En tant qu’accompagnateur, il déve-
loppa la technique de la « walking
bass » avec une sOreté harmonique
et une profondeur de sonorité sans
précédent. En tant que soliste, il
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bilité de rivaliser avec les solos des
instruments a vent. Douglas Watkins,
décédé |'an passé, fut un accompa-
gnateur suprémement décontracté
dont le jeu, dynamique et puissant,
anima les groupes d’Horace Silver et
Donald Byrd. Sam Jones enfin, est
un soliste trés attachant et un ac-
compagnateur treés imaginatif.

Ce pancrama ne serait pas com-
plet si nous omettions de citer quel-
ques contrebassistes qui, sans appar-
tenir a une école précise, sont una-
nimement appréciés par leurs con-
fréres musiciens. George Duvivier en
premier lieu, avec Ray Brown le plus
remarquable accompagnateur actuel
dont les lignes mélodiques sont tou-
jours d'une stupéfiante justesse ;
Gene Wright, membre du Dave Bru-
beck quartet; Monty Budwig; Gene
Ramey dont I’enthousiasme constant
pallie certaines déficiences instru-
mentales; Peck Morrison; Wilbur
Ware au jeu agressif et déroutant;
Butch Warren dont la vélocité &
I'archet est confondante; Whitey
Mitchell, frére cadet de Red: Joe
Benjamin.

Une tendance récente dans les mi-
lieux des bassistes américains con-
siste & priver la contrebasse de sa
fonction principale — la formula-
tion du tempo — pour l'intégrer au
groupe mélodique de |‘orchestre.
Scott La Faro fut le principal artisan
de ce mouvement. Sa mort préma-
turée, en 1961, I'empécha de mener
a bien cette tentative. Charlie Haden,
Gary Peacock et Chuck Israels ten-
tent, avec une audace moindre, de
suivre ses traces.

Du style «slap bass » aux tenta-
tives contemporaines, le chemin par-
coury par les contrebassistes est
enorme; il est en quelque sorte le
symbole des progrés techniques ac-
complis par le jazz grice a des hom-
mes désireux de tout connaitre, de
tout vaincre, de trouver des voies
nouvelles pour s‘exprimer pleine-
ment et renouveler sans cesse leur
discours. Leonard FEATHER

(Traduction de Nelly HEROUT)
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The jazz campus workshop is one of several
manifestations, all of them happily on the
increase, that have helped in recent years to
draw attention to the importance of jazz on
the academic level.

The mounting popularity of stage and dance
bands at colleges and schools, the accelerating
attendance at various band clinics around the
country, the establishment of credit courses
in an ever-larger number of institutions of
higher learning, all are straws in the wind,
indicating a development that could and
should have taken place two or three decades
ago but could not because of the stigma at-
tached to jazz as a music allegedly lacking in
“respectability.”

How did this transformation take place?
How could a music once ignored or angrily
rejected by teachers achieve its present place
in the curricula of so many hlghly regarded
colleges?

In general one can answer that the initia-
tive was taken out of the hands of old-line
educators and picked up by younger men who,
not too many years removed from college
themselves, had been attracted to this music
during their teens and had gone on to a career
playing in dance bands or jazz groups. Later
on, having had their fill of the road, they may
have decided to sctile down somewhere, earn
a degree in music education and apply their
practical knowledge and experience to the
teaching of something for which there was
such a conspicuous lack of educational facili-
ties during their own days as students.

The celebrated prototype, of course, was
Dr. Eugene Hall. Ten years of name band

3 ce with Nick Stuart, Bob Strong,

es, Ray McKinley and many others,
three years as staff arranger and

at NBC in Fort Worth, Texas, gave
background that enabled him, in
to embark on the carcer that estabh-

as a pioneer in modern music

education. From 1947 until 1959 he was on
the faculty at North Texas State in Denton,
setting up a musical education program lead-
ing to a major in dance band work. Hall was
the first educator to place jazz on a formal
credit basis. He transferred in 1959 to Michi-
gan State U. and lately has moved over to a
new junior college, the College of the Desert
in California.

Hall was a charter member of the team
involved in the National Stage Band Camps
(also known as the Stan Kenton Clinics) held
annually since 1959. As dean of the clinics
Hall set up a routine that included informal
workshop discussions, twe hours of music
theory daily, and concerts by Kenton or by
faculty groups or visiting orchestras. The
workshop talks might be about dynamics, the
blending of a sax section, rhythmic nuances or
some other detail pertaining to any or all of
the instruments in use.

Another important music figure who has
become significantly involved in the jazz edu-
cation and workshop movement is Buddy
Baker, who has been in charge of the jazz
workshop band and classes in theory at In-
diana University.

Baker recently reported that the successful
reception accorded to college jazz at Indiana
U. had led to considerable expansion of the
program. To the two seven-piece ensembles
already rehearsing daily was added a third
large orchestra. Preparations were under way
for a concert in conjunction with a vocal
group, the Belles of Indiana.

Significantly, Baker stated that the youthful
orchestra members were not merely becommg
adequate or capable section men but i in many
cases had begun to develop into promising
soloists. In one band, he said, every member

~ of the saxophone section is skilled in both

ensemble and solo capacities.
At Olympic College in Bremerton, Wash-
ington, Ralph Mutchler, director of the jazz

S.=mVI3IO0O0OM™

workshop, is developing two workshop bands
and has planned a number of dance and con-
cert appearances for both. Even though many
of last year's players had graduated, he found
that the increased enrollment made it rela-
tively simple to put the new groups together.
Olympic, where courses in improvisation and
orchestration are available to students, the
interest in jazz and dance band music, as at
so many other colleges, is reported to be at
an all-time high.

Many more instances could be cited, too
numerous to list here in full, of programs
along similar lines. In addition to the work-
shops and clinics at universities, there is ex-
panded activity at music schools that have
already had a firm identification for some
years with the encouragement of jazz studies.
Most noteworthy among these is the Berkelee
School of Boston, which lately reported close
to 250 students from a dozen countries and
ahout thirty-five states, all of them enrolled in
a professional diploma course or in a degree
program in collaboration with Boston Con-
servatory. George Wiskirchen, in his regular
Jazz on Campus column in Down Beat, re-
ported in January that the first graduates of
the degree program accounted for better than
50 per cent of the honors graduates of the
conservatory last year.

The success of the campus programs, it

~seems to this writer, can be attributed to sev-

eral important and inter- dependent factors.

First and foremost, there is a growmg
tendency among youths of - ag

come serious about a

music, and among }

validity of such an

ago or less, this

able. Today pa

impressed by the dedwa n
programs are undertaken by
encouraged by everyone |




to contact with the

ding example—the student is attracted

possibility of studying and making

nal contact with a well known musician.

a succossful artist who may be one of his

onal idols. The presence of such cele-

brated figures as Johnny Richards, Russ Gar-

cia, John La Porta and Donald Byrd at the

Kenton clinics undoubtedly has lent a touch

of glamour to the normally colorless educa-
tional program.

Third, the examples are multiplying rapidly
of brilliant careers already well under way
as a result of college student work. The most
celebrated case is that of Paul Winter, whose
sextet won the Georgetown Intercollegiate Jazz
Festival in 1961. One of his musicians, the
pianist Warren Bernhardt, was the winner as
best individual soloist at the same festival,
and mother sideman, baritone saxophonist

nominated as the best
nent in the Collegiate

Wbu happened to Wmte.r is oo well known
to need much repetition here, Within a few
months they were selected to tour Latin Amer-
ica under the Cultural Exchange Program:
soon after their return they performed for

Mrs. Kennedy and an audience of youngsters
at the White House; their first Columbia LP
was released; they were seen on national
television shows and found themselves in
heavy demand for night clubs and concerts
all over the country.

Obviously this kind of thing is not going
to happen to every student group, but it is a
healthy indication of the heights to which one
can aspire.

Perhaps just as valuably, the campus work-
shops have become a potential source of
talent for the name bands. Stan Kenton ob-
served recently: “Years ago a band like
Woody Herman's or mine was hard pressed
to replace a departing member. But now the
musicians coming out of the colleges have
more than enough ability to step right into
any top band or even into the studios. It's
a thrilling, unprecedented thing. There are
more and better musicians now than ever
before, and if the ability T see in college
students all over the country is any indication,
there will be many more.”

Because of the difficulties of keeping a big
band together nowadays in the highly com-
petitive area of dance musie. Stan Kenton says
the workshops and clinics offer a unique op-
portunity to develop college - underwritten
bands that can spend a great deal of time
together, and that the results. in terms of

section and ensemble work and
spirit, are quite extraordinary.

This is a remarkable tribute and on
is well deserved. 1 have heard eno
these bands, and seen enough of the
at workshops where | have lectured,
that no exaggeration is necessary. Wh
spires me personally, every time I visit
lege to apeak emcee a concert or just visil
and listen, is the mere fact of the existence of
these programs. When my own education was
under way (this happened to be in England.
hut the situation was exactly the same in this
country) the mere idea of a jazz workshop
officially endorsed by a school or college. not
to mention a eredit conrse in jazz playing or
arranging. would have seemed like something
out of science fiction.

The workshop for the aspiring jazaman of
the 1920’s, 1930’s, and for the most part the
1940%s, too, was the second-siring traveling
band. or. failing that. the night club or re-
hearsal room where we had to catch a
jazzman in a spare moment and try
some information and advice out of him
probably hard for today’s college-age s
to realize that the privileges and oppor
open to him today are of such
though the music involved is
century old. It can be truthfully s ]
campuses of America provide the material
the fine professional bands of tomorrow.

Lhelnditld qa T

MELeD Y MARAKER
maYyY & 193




| A SECOND |
. DOWN BEAT PANEL |
- DISCUSSION ON 4
" RACE RELATIONS

- IN JAZZ

s | cEORGE
M || SHERRING

& ' || GERALD
. L] WILSON

: asl
B MITCHELL

- JAMES
M TOLBERT

' LEONARD
s} FEATHER

221 JOHN
| TYNAN




Tynan: Last spring Down Beat ran a
two-part feature, Racial Prejudice in
Jazz. It stirred a good deal of comment
both within the music profession and
from the lay public. Our purpose to-
day is to place emphasis on an aspect
of race relations in jazz which might be
summed up by the phrase racial unity
in jazz.

Feather: I would like to ask the
gentlemen on the panel whether we can
evolve from this discussion some ways
of accentuating the positive. Much of
what was said in the original dis-
cussion tended to accentuate the nega-
tive, or the differences that existed,
allegedly, between white and Negro
musicians. It seems to me that at this
time in history it would be valuable to
arrive at some mutual understanding
about how better relations can be estab-
lished, not just in jazz or music but in
society as a whole.

A basic problem raised originally
was that of the relationship of jazz to
race—the extent to which jazz has to be
the product of one race. The feeling of
Max [Roach] and Abbey [Lincoln]
seemed to be that jazz, having been
created by the Negro, was a Negro pre-
serve, and the white musician in effect
was an intruder or interloper.

I hope we can show today not only
that this is becoming less and less the
case, as time goes by and social and
musical relationships improve, but also
that we can actively work toward in-
tegration in every sense.

George Shearing may have some
thoughts on this, not only because of
the interracial groups he has led for
many years, but because he was in-
volved in a pioneer effort in interracial
management in jazz; the case of John
Levy, George’s manager, set an im-
portant precedent,

Shearing: Let me say first that in
selecting men for my group I do not say
that a colored person has more drive,
more power for the rhythm section.
There are times when this is true, but
it has nothing to do with race; it is in-
dividual. You may say, for instance, if
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THE NEED FOR

RACIAL

UNITY
IN JAZZ

R PANEL DISCUSSION

The following discussion was held
last month in North Hollywood,
Calif. It is, in some ways, a con-
tinuation of a discussion held last
year and published in Down Beat
as Racial Prejudice in Jazz. The
second discussion, however, is con-
cerned more with instances of racial
unity in jazz and ways of obtaining
it.

All of the participants are on
varying terms of intimacy with the
subject at hand and present their
views from personal perspective.

THE PARTICIPANTS:

George Shearing— one of the
best-known jazzmen and leader of
a Quintet that through the years
has always been integrated.

Gerald Wilson — arranger, big-
band leader, and trumpeter whose
services are continually in demand
in the Los Angeles area, a veteran
of the Jimmie Lunceford Band.

Red Mitchell — one of the out-
standing bassists in jazz and for-
merly co-leader of a quintet with
Harold Land.

James L. Tolbert—attorney, presi-
dent of the Hollywood-Beverly Hills
chapter of the National Association
for the Advancement of Colored
People, nephew of Lester and Lee
Young, and amateur trumpeter.

Leonard Feather — Down Beat
contributing editor, long-time jazz
commentator and fighter of racial
discrimination.

John Tynan—Down Beat associ- -

ate editor in Los Angeles.

you want more drive in a rhythm sec-
tion, get a colored bass player; if you
want somebody with a classical ap-
proach, get a white bass player. But
then how about somebody like Jimmy
Bond? A great guy with the bow, a great
all-around musician. And then how
about our illustrious friend here Red
Mitchell, who can drive?

When I pick a man, I ask: can he do
the job in an all-around capacity? . . ,

As for John Levy, he always had a
desire to work in a managerial capacity
—he helped Stuff Smith out quite a bit
before he came with us. John has been
with us since 1948, and, as you say, his
case is unique. But I have never thought
of it in any other terms than can the
man do the job? If he can, then for
goodness sake give him the job! And
don’t let any promoter or anybody else
interfere or try to let you change the
personnel of your group.

I've been through all this many times,
cases where a guy will say, “I'd love to
use your group, but I'd like to suggest
that you—". You know, the old story.
And I will say to people like this, “My
dear fellow, there isn’t anybody in this
country that has that kind of money,
that could change me. I hand-picked my
group, and this is the way it's going to
stay. When you grow up, I'll come to
work for you.”

Tynan: A personal reflection: as a kid,
when I started listening to jazz, the
race issue didn’t figure in it at all. I
didn’'t know Fats Waller was a Negro
until I was 18 or 19.

Shearing: Even after you heard him
sing?

Tynan: Even then. It was music, it
was jazz, and that was that. But in re-
cent years we've had this running, fes-
tering sore that seems to have been
growing worse, and I'd like to find out
from Gerald what, in his opinion, was
the cause.

Wilson: This is hard for me to an-
swer, because from my standpoint I

have noticed a continuing improvement

in relations in my field. I've made my




THE
PARTICIPANTS:
(Left to right)
Red Mitchell,
James Tolbert,
Leonard Feather,
John Tynan,
George Shearing,
Gerald Wilson.

living in music all my adult life, and as
George said, if you can do the job, that's
what is wanted most of all. Sure, the
fight for equal rights is going on and
has to go on, but from where I see it
things have been getting much better,
not worse.

Feather: 1 have observed an attitude
among white musicians that is not ac-
tively prejudiced, but is rather passive,
only it has the same effect. A rather sad
instance comes to mind: Neal Hefti,
after he’d moved out here a couple of
years ago, was trying to get a good band
together for a record date and was dis-
cussing the personnel with the con-
tractor, who told him the names of the
men who were set. Neal wasn’t quite
satisfied. At one point he said: “Gee,
aren’t there any good colored musi-
cians around?” And the contractor said:
“Oh, you want some? I'll get them"—
as if this were an entirely different sub-
ject. As a result, Al McKibbon and a
couple of others got in the band. This
is an example of segregated thinking—
probably not malicious, but unfortunate,
and an awful lot of this kind of thing
still exists.

Wilson: Yes, I happened to be one
who worked with Neal—I've worked
with him off and on for years. I know
problems like this exist, but we are
continually trying to break them down.

Feather: It seems to me it's the con-
tractors that have to be broken down.
All the contracting is in the hands of a
few powerful men, and there are very
few Negro musicians they will hire, and
then only for certain types of jobs.
How many Negro contractors are there
for studio work here in Los Angeles?

Wilson: Not one.

Feather: Jim, you're the president of
the Beverly Hills-Hollywood NAACP.
Can you suggest methods of breaking
down this kind of attitude?

Tolbert: We are living in a very subtle
climate. In some ways Gerald is right;
yet I'm not sure that the festering sore
John alluded to isn’t worse, but it isn't
really out in the open where it can be

treated. Among the working musicians
there has always been a very healthy
attitude—they've met together, jammed
together. In this town Local 767, the
segregated local, used to be right next
door to my house. It was not unusual
for many prominent white musicians
to come down and sit in.

Among working musicians this has
been true almost throughout the history
of jazz. It seems to me it is rather the
buyers of talent who have to go through
this education that George talked about.
If a man owns a club and tells a leader
who has less fortitude than George
Shearing, “I like your band, but there
are certain objectionable individuals in
it,” then this weaker person might easily
give in and say, “I have a responsibility
to myself and my family and my other
musicians.”

It certainly is partly an economic
problem. And the buyers of talent are
always clever enough to have token
minority representation. Right now
you’ll find Benny Carter, who wrote M
Squad, and Gerald get jobs other
Negroes don’t get. This isn't enough;
and it isn't because Negroes play jazz
with more guts than anybody else.

Tynan: Doesn’t it go back, for ex-
ample, to MCA and other big booking
agencies and their policy for so many
years of selling white groups only? And
Negro groups only! Without a doubt the
booking agencies should assume a major
portion of the blame.

Tolbert: The booking agencies have
compounded a problem that grew orig-
inally out of a sociological situation.
Let's face it: when jazz was enjoying
its first commercial popularity, when
Basie and Ellington were finally ac-
cepted to a point where they could
make money, it was on a basis of all-
Negro packages only. Not necessarily
because there weren't any good white
musicians, but just that the exposure
wasn’t there. You didn’t have this public
acceptance of jazz as an art form that
could also make money for people. In
1963 the whole country is conscious of
jazz as our only original art form, and

ALL PHOTOS BY ROBERT SKEETZI

it's now fashionable to be associated
with jazz. The social climate is entirely
different; but the problem that we are
talking about could have been eradi-
cated long ago if booking agents hadn’t
formed a policy of selling certain talents
to the buyers.

Shearing: Let’s get back for a mo-
ment to a specific case. 1 was speaking
a moment ago about Jimmy Bond. Do
you know how well he’s doing around
town?

Mitchell: He's doing very well.

Shearing: Doesn’t this indicate a clos-
ing up of the fester? Here is a great
bass player who can do anything, play
everything you put in front of him, and
play in any kind of group. If he is do-
ing well, perhaps this is a sign of a
generally improved attitude.

Mitchell: Jimmy is a good case in
point. We have discussed our common
problems as bass players many times,
by the hour, and we have many prob-
lems, but most of them are in the area
of getting a good recorded sound and
things like that—musical problems. To
both Jimmy and myself the racial issue
is one of the least of the subjects for
discussion.

Tolbert: George, I hope you're right
in concluding that the success of Jimmy
Bond indicates this fester is being closed.
I'm not entirely convinced. There have
always been one or two fellows around
like Jimmy who were doing well finan-
cially. Take the case of my uncle, Lee
Young. Around 1943 Down Bear had a
headline: “Color Loses Lee Young His
Job.” He had been hired for the Jack
Carson program, which was a network
show. He did it for two weeks; he was
supposed to be on for 26. As soon as
somebody upstairs found out that he
wasn't the right skin pigment, they blew
the whistle and said, “Wait a minute.
We've made a mistake.” And even to-
day, there is still this subtle lack of
integration.

Shearing: Maybe you can find a
bunch of musicians and line them up
one after the other. One plays good jazz
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From Maxie

By LEONARD FEATHER
(Anthor of “The New Encyclopedia of Jazz")

Biographical books written by jazz musicians (or ghosted
for them), though not yet very numerous, have tended to
fall into one of three categories.

There are those that aim for literary quality and intro-
spection (Artie Shaw’s ““The Trouble with Cinderella”); a
few that have clearly been planned with an eye to sensational-
ism and a possible sale of motion picture rights (the highly
inaccurate ‘‘Really The Blues” by Mezz Mezzrow and ‘‘Lady
Sings the Blues' under Billie Holiday’s byline); and some
that just played for comedy (Wingy Manone’s “Trumpet on
the Wing” and a couple of books co-authored by Eddie
€ondon).

Max Kaminsky's ‘““My Life in Jazz (242 pp. Harper &
Row, $4.95), however, falls into none of these pigeonholes
and, happily, loses nothing in the process of establishing a

fiexiremely simple approach. It is the plain story,
anguage that is neither excessively literary nor
b journalese, of a trumpeter who, if such a specimen
aid to exist, is a typical jazz musician.
4, KAMINSKY IS OLD ENOUGH to have been a
very jazz scene since Dixieland, yet young enough
‘and spirit to have retained a zest for playing and
e of involvement. His recollections are not mere
ngs of anecdotes; factual and chronological, they involve
dozens of major musical names of the past 40 years, from
Bix, Pee-Wee Russell and Louis Armstrong to Goodman and
Dorsey, Gillespie and Parker and even Belafonte.

Having learned from personal observation through the
years that there is not a hostile bone in Kaminsky's body,
1 was pleased to find much of this amiability and lack of
neuroses reflected in the narration (written in collaboration
with V. E. Hughes).

Only in rare instances does the author take on an
adversary. It is made abuntantly clear that Artie Shaw, in
whose civilian and Navy orchestras he worked, did not in-
corporate all the qualities Maxie seeks in a leader or a

ALBUM OF THE WEEK: Clare Fischer, “Surging
Ahead” (Pacific Jazz PJ-67). The most important new
jazz pianist of the year.

L e i i i e e
human being. The chapters in which he is seen as Musician
2/C Kaminsky in Shaw’s Navy band in the Pacific are the
most informative ever written about jazz musicians on
active and dangerous duty during World War IL

Kaminsky also talks with what little rancor he can
muster about the inroads of modern jazz on the world of
traditional jazz, and about the role of the critics.

UNDERSTANDABLY, he resents their part in propa-
gandizing for newer jazz developments, but just as under-
standably he contradicts himself by praising such standard
bearers of the modern revolution as Gillespie and Parker.

Perhaps his only conspicuous weakness is a shallowness
in the evaluation of Negro artists with whom he has worked.
His claim that Billie Holiday’s months with the Artie Shaw
band were happy is sharply at variance with what Miss
Holiday told this writer; and it is hard to accept his propo-
sition that Hot Lips Page ‘“‘was only 46 when he died (but)
sure had a good time; to him every day was a ball . , .” etc.
g;t&ph characteristic of Kaminsky that he would look for
% AT

ier side of his colleagues’ personalities. i,
A END of his travelogue of a 4,-month FarEast
four under State Department auspices with Jack Tea Y

i~

Kaminsky observes: *“It is a beautiful wo
%1l kinds of culture, and all kinds of music,” he

g peopled more and more by sick and embittered

i e philosophy. ~ ¥

. Fifty years from now, when some historian wants to

- know what the world of a typical jazzman was 1 the
20th century — a world of bands and combo: aters,

esty and love of music — 1 hope he will pick up Max

—
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'DAVE HOLLAND., Editor
«Life With Feathers:

The Beer Cats
Sell The Blues

By LEONARD FEATHER
{Awthor of "The New Encyclopedia of Jazz")

I’d like to add my two bars’ worth to the medley of com-
ments on last week’s CBS International Hour, the first jazz
special show in some time on U.S. television,

In some respects, the program bore out the recent com-
ments in this column by Milt Jackson about the mishandling
of jazz by the networks, The audio gave the impression of
having been handled by a team that normally balances the
sound for a baseball game. They had the Count Basie
trumpet section out in left field and the entire Gary Mc-
Farland orchestra somewhere in back of the dugout.

"The selection of artists for the show was as admirable
as the choice of material was deplorable. I find it hard to
believe that Stan Getz and McFarland were themselves re-
sponsible for the decision to team up on, of all things, the
melodically primitive *“C Jam Blues.”

TEDDY WILSON’S USE of the song ‘“‘Love,” played too
fast and too close to the melody, reduced him almost to the
level of a cocktail pianist. Teddy's second number, “Honey-
suckle Rose,” also played too fast, featured an endless musi-
cal ping pong game with drummer Jo Jones in which the
crudity of the camera work was starkly exposed,

Having worked off all my hostilities against these nega-
tive factors, I can turn with relief to the many pleasing
aspects of the show. Basie's opening number, featuring the
two flutes, was delightful. Jack Teagarden was his indomi-
table and timeless self on ‘'Basin Street Blues' and ‘“Lover”;
Carmen McRae sounded and looked superb on “‘Just in Time;*
Muddy Waters got the show into high gear with a rhythm and
blues number, “Got My Mojo Working’’; Lambert, Hendricks
and Bavan, though they took “Avenue C” much too fast,
managed to get good rhythmic mileage out of the incompre-
hensible lyrics.

AN ADMIRABLE initative was the inclusion of a long-
neglected singer, Lurlean Hunter, whose splendid treatment
of “I Left My Heart In San Francisco” was the highlight of
the show.

Unhappy memories of the old Timex spectaculars, in
which comedians were imposed on jazz shows as masters of
ceremonies, made it doubly pleasant to find Willis Conover,
the Voice of America music expert, handling this role |
smoothly and in good taste. —

The most gratifying mo-
ment of the whole hour came
at the middle commercial,
when  Conover and Miss
Hunter were displayed, unit-
ed and delighted, as they
sold -*’;'.'. :- gﬁi_.of beer.

" Any €Y. SRRPAI
takes the initiati
integrated commercials in
ram, on a major

June 1, 1962
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major.

netw? , “gets my business
every time. Yours too, I
hope. e A
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The jazz campus workshop is one of several
manifestations, all of them happily on the
increase, that have helped in recent years to
draw attention to the importance of jazz on
the academic level.

The mounting popularity of stage and dance
bands at colleges and schools, the accelerating
attendance at various band clinics around the
country, the establishment of credit courses
in an ever-larger number of institutions of
higher learning. all are straws in the wind,
indicating a development that could and
should have taken place two or three decades
ago but could not because of the stigma at-
tached to jazz as a music allegedly lacking in
“respectability.”

How did this transformation take place?
How could a music once ignored or angrily
rejected by teachers achieve its present place
in the curricula of so many highly regarded
colleges?

In general one can answer that the initia-
tive was taken out of the hands of old-line
educators and picked up by younger men who,
not too many years removed from college
themselves, had been attracted to this music
during their teens and had gone on to a career
playing in dance bands or jazz groups. Later
on, having had their fill of the road, they may
have decided to settle down somewhere, earn
a degree in music education and apply their
practical knowledge and experience to the
teaching of something for which there was
such a conspicuous lack of educational facili-
ties during their own days as students.

The celebrated prototype, of course, was
Dr. Eugene Hall. Ten years of name band
experience with Nick Stuart, Bob Strong,
Isham Jones, Ray McKinley and many others,
followed by three years as staff arranger and
producer at NBC in Fort Worth, Texas, gave
him the background that enabled him, in
1947, to embark on the career that estab-
lished him as a pioneer in modern music

18

education. From 1947 until 1959 he was on
the faculty at North Texas State in Denton,
selting up a musical education program lead-
ing to a major in dance band work. Hall was
the first educator to place jazz on a formal
credit basis. He transferred in 1959 to Michi-
gan State U. and lately has moved over to a
new junior college, the College of the Desert
in California.

Hall was a charter member of the team
involved in the National Stage Band Camps
(also known as the Stan Kenton Clinics) held
annually since 1959. As dean of the clinics
Hall set up a routine that included informal
workshop discussions, two hours of music
theory daily, and concerts by Kenton or by
faculty groups or visiting orchestras. The
workshop talks might be about dynamics, the
blending of a sax section, rhythmic nuances or
some other detail pertaining to any or all of
the instruments in use.

Another important music figure who has
become significantly involved in the jazz edu-
cation and workshop movement is Buddy
Baker, who has been in charge of the jazz
workshop band and classes in theory at In-
diana University.

Baker recently reported that the successful
reception accorded to college jazz at Indiana
U. had led to considerable expansion of the
program. To the two seven-piece ensembles
already rehearsing daily was added a third
large orchestra. Preparations were under way
for a concert in conjunction with a vocal
group, the Belles of Indiana.

Significantly, Baker stated that the youthful
orchestra members were not merely becoming
adequate or capable section men but in many
cases had begun to develop into promising

soloists. In one band, he said, every member

of the saxophone section is skilled in both
ensemble and solo capacities.

At Olympic College in Bremerton, Wash-
ington, Ralph Mutchler, director of the jazz

may /1e3

workshop, is developing two workshop bands
and has planned a number of dance and con-
cert appearances for both. Even though many
of last year’s players had graduated, he found
that the increased enrollment made it rela-
tively simple to put the new groups together.
Olympic, where courses in improvisation and
orchestration are available to students, the
interest in jazz and dance band music, as at
so many other colleges, is reported to be at
an all-time high.

Many more instances could be cited, too
numerous to list here in full, of programs
along similar lines. In addition to the work-
shops and clinics at universities, there is ex-
panded activity at music schools that have
already had a firm identification for some
years with the encouragement of jazz studies.
Most noteworthy among these is the Berkelee
School of Boston, which lately reported close
to 250 students from a dozen countries and
about thirty-five states, all of them enrolled in
a professional diploma course or in a degree
program in collaboration with Boston Con-
servatory. George Wiskirchen, in his regular
lazz on Campus column in Down Beat, re-
ported in January that the first graduates of
the degree program accounted for better than
50 per cent of the honors graduates of the
conservatory last year.

The success of the campus programs, it
seems to this writer, can be attributed to sev-
eral important and inter-dependent factors.

First and foremost, there is a growing
tendency among youths of college age to be-
come serious about a career in jazz and dance
music, and among parents to recognize the
validity of such an ambition. A generation
ago or less, this would have been unthink-
able. Today parents can hardly fail to be
impressed by the dedication with which these
programs are undertaken by the faculties and
encouraged by everyone in and out of the
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nes into contact with the

ond, there is the fact that at certain
and clinics—the Kenton clinic is an
: nding example—the student is attracted
by the possibility of studying and making
personal contact with a well known musician,
a successful artist who may be one of his
personal idols. The presence of such cele-
brated figures as Johnny Richards, Russ Gar-
cia, John La Porta and Donald Byrd at the
Kenton clinics undoubtedly has lent a touch
of glamour to the normally colorless educa-
tional program.

Third, the examples are multiplying rapidly
of brilliant careers already well under way
as a result of college student work. The most
celebrated case is that of Paul Winter, whose
sextet won the Georgetown Intercollegiate Jazz
Festival in 1961. One of his musicians, the
pianist Warren Bernhardt, was the winner as
best individual soloist at the same festival,
and another sideman, baritone saxophonist
Les Ro d been nominated as the best
i “ollegiate

repetition here. Within a few

were selected to tour Latin Amer-

under the Cultural Exchange Program:
soon after their return they performed for

Mrs. Kennedy and an audience of youngsters
at the White House: their first Columbia LP
was released; they were seen on national
television shows and found themselves in
heavy demand for night clubs and concerts
all over the country.

Obviously this kind of thing is not going
to happen to every student group, but it is a
healthy indication of the heights to which one
can aspire,

Perhaps just as valuably, the campus work-
shops have become a potential source of
talent for the name bands. Stan Kenton ob-
served recently: “Years ago a band like
Woody Herman’s or mine was hard pressed
to replace a departing member. But now the
musicians coming out of the colleges have
more than enough ability to step right into
any top band or even into the studios. It’s
a thrilling, unprecedented thing. There are
more and better musicians now than ever
before, and if the ability | see in college
students all over the country is any indication.
there will be many more.”

Because of the difficulties of keeping a big
band together nowadays in the highly com-
petitive area of dance music. Stan Kenton says
the workshops and clinics offer a unique op-
portunity to develop college - underwritten
bands that can spend a great deal of time
together. and that the results, in lerms of

section and ensemble
spiril, are quite extraor - o i
This is a remarkable te and one |
is well deserved. I have heard enmough
these bands, and seen enough of the students
at workshops where | have lectured, to know
that no exaggeration is necessary., What in-
spires me personally, every time I yisit :
lege to speak, emcee a concert or just visit
and listen, is the mere fact of the existence of
these programs. When my own education was
under way (this happened to be in England.
hut the situation was exactly the same in this
country) the mere idea of .a jazz workshop

officially endorsed by a school or college, not

to mention a credit course in jazz playing
arranging, would have seemed like somethin,
out of science fiction. . .
The workshop for the aspiring jazzman of
the 1920’s, 1930, and for the most part the
1940’s, too, was the second-string traveling
band. or, failing that, the night club or re-
hearsal room where we had to catch a name

probably hard for today’s college

to realize that the privileges and «

open to him to such 1

though the mus

century old. It can

campuses of America provic rial
the fine professional bands of tomorrow.

McSiegel False Claimant!

Your May 9 issue contained a story by
a Prof. McSiegel in which he states, “they
stole my music.” It is astonishing how
people want to become famous, using even
the meanest ways for that purpose. Such:
is the case of the professor. I believe he
must have dreamed that he invented the
bossa nova. His story seems like a fairy
tale, Either he is a dreamer, or he is crazy.
Bossa nova is Brazilian because it was
born in Brazil, and it is universal because
i s accepted by everyone—but the

ughout the world. )
a nova is not only a rhythm; it is

a symbol of change. It represents a kind of
renaissance in Brazilian culture. It is the
musical representation of a people whose
capacity for progress is recognized all
over the world. Ii
throughout the

by Brasilia; the new Brs

literature, already well known in Eu
‘the outstanding position held by B
~ painting and arts in general, It is t
of a new Brazil. Bossa nova is a
not only a rhythm.

It may be true that Prof, McSi
| discovered the rhythm of Blame
‘Bossa Nova, which is not Bra:
~nhova at all.

- Waco, Texas
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Despite recent criticism of jazz by
government officials (in Moscow jazz
life has all but died out), there is much
activity in Leningrad. Recent players at
the Leningrad Jazz Club were fluegel-
hornist German Lukjanoff, trombonist
Constantin  Bacholdis, and the Boris
Mideny Quartet — all from Moscow.
Expected also is Vladimir Serwakasheff
and his group to participate in the sec-
ond anniversary of the Leningrad Uni-
versity Jazz Club.

Aleksey Satashev, head of the Mos-
cow lazz Club, left the jazz scene. The
reasons are unknown . . . The Modern
Orchestra, a book written by Prof.
!logal-l.evitul:y, was published recently
in Moscow. One chapter is devoted to
the structure of the jazz band. It is
an intelligent analysis of a jazz band,
its voicing, harmony, the part played by
Improvisation, and so on,

_The American Exhibition of Tech-
nical Books opened in Leningrad. The
collt::ction on display had a few books
on jazz, including Leonard Feather's
T;Ij New Edition of the Encye,
of Jazz; Marshall Stearns” The Story o
Jazz, and Barry Ulanov's The Hisfor;
of lazz in America. These books were
very popular with visitors. There were
always a lot of people standing there
and asking the guide questions on jazz,
some of which caused the guide to seem
uncomfortable ., . . The Leningrad Jazz
Club’s festival, held April 20-22, fea-
tured such groups as the Seven Dixie
Lads, Vladimir Sewakasheff’s, Gol-
stain-Nosov’s, and Yuri Vikharieff’s
from Leningrad, and two West Coast
groups (one from Tallin, Estonia, and
the other from Riga, Latvia)
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Disney Brings
Back The Bands

By LEONARD FEATHER .".
(Author of "The New Encyclopedia of Jazz," Crown Publishers)

If big bands are dead, as so many of us have been imply-
ing these last 10 years, Walt Disney hasn't heard anything
about it.

Neither have the 13,781 fans who jammed into Disneyland
on Saturday evening last, to turn the second annual Pano-
rama of Big Bands into one of the most successful evenings
in the history of the fun empire,

Starting at 9 p.m., on five different bandstands, wall-to-
wall music blanketed the area, furnished by the orchestras
of the Elliott Brothers (Disneyland’s excellent regular group),
Charke Barnet, Les Brown, Lionel Hampton and Gene Krupa.

IT WAS A NOSTALGIC night, even to the sight of the
pretty, prim girl vocalist seated on the bandstand (Lynn
Franklin with Barnet, Susan Morrow with Brow: ut there
were factors that reminded us stingingly of the passage of
time. Singing with Brown was a handsome 23-year-old by
the name of Les Brown Jr, (Butch Stone told me, “When I
joined this band, he was six months old.””) And the present
state of the big band business was symbolized by the fact
that two of the orchestras heard here had to be specially
assembled for the occasion: Gene Krupa nowadays normally
leads a quartet, and Charlie Barnet normally plays golf.

The Krupa group included such men as trombonist Frank
Rosolino (of the Steve Allen show) and trumpeter Don
Fagerquist, who worked for Gene in 1948
when he really had a big band. The audi-
ence, ranged along benches in front of the
band, concert style, reacted’uproariously,
even though the performance was more
than a little stiff.

“This was the first time I've fronted
a big band in more years than I can re-
member,"” Krupa told me. “It's fun; but
I'm getting too old for this kind of thing.”

THE OTHER BANDS all played in
areas where dancing was permitted,
though everywhere crowds of fans clus-
tered around the bandstands. Musically,
the best of the five was the Barnet band,
Krupa composed of top Hollywood musicians.

Barnet’s soprano saxophone, leading the
way on “Early Autumn” and the like, helped to establish
this as 3azz -oriented dance music of the highest order,

“Is this a jazz band or a

£"

By -I..EONARD FEATHER

(Auzhor of "The New Encyclopedia of Jazz,” Crown Publishers)

“M jazz were basically a Russian music, you can be
sure there wouldn’t be any groups left in Moscow or Lenin-
grad — they'd all be out on world tours.”

This thoughtful observation was made recently by Paul

Winter .when his sextet played a bemefit at the U.N. for
UNICEF, the U.N. world agency for child care.

The jazz-is-our - best- ambasmdor

theme has been played so often that the
grooves are wearing thin; yet there are
many congressmen, it seems, whose
hearing alds must have been tuned out.
Pressure against the sending of U.S.
jazz overseas has been a subtle and
malicious factor rooted laagely. ltglld

seemgto me, in the reluctance (

which they told us not to eat’
the altitude, not to play
Otcom'se.theykncwwe’d

. recommended books about Latin A

mteduambeom-selvec.
tr *At one post-concert semi-
S par in La Paz, I was about

10 mwera uestion about

: is not as bad as your
cmtry not as
own discrimination here
against Indians.’ Some of
~ the non-Communist students

"HW much of the music
did they really dig?”

“The rhythm gets to them
all, throughout Latin Amer-
ica. The most intelligent re-
actions on the harmonic and
melodic level were in Brazil,
because they themselves
have a very high music-cul-

tural level. But the big cities
in every country have many
informed jazz listeners; in
Buenos : are an

azing nu , more per-
eentagewiﬂ" than Jn New
York.

T WAS DURING the tour
that Winter, an alto saxo-

ssmen to ind_

tet heard in Brazil, (Col. CL
1925). A third, due out soon,
was recorded on campus
during his recent U.S. con-
cert tour,

His closing reflection was
one we shall all bear in
mind. ‘“Jazz isn't only the
meost valuable music for cul-
tural exchanges, but also the
most logical. It’s the most

: ens next
Wednese a ran at

dance band?" one youthful
Gl asked. “'Both,” I told
_ him. “They all had to be
nce bands at one time.”
_ At the Plaza Gardens,
Hampton ran re-
‘atedly through his entire
pertuire (“‘Flyin'® Home,"”
\ ight Sun” and the
es), to the wildest recep-
tion of all. “I've never seen
_ anything like this in the
S." he commented. “It's

like a Europaan-.,audlence.“

Weaving his way in and
out of the five areas, clearly
having the time «of his life,

Ihopeto&oftan an even
bigger scale — with seven
bands "’

T

ell Hole,
phonist, gave up his plan to Sh y s Manne )
go to law school and decided { 7 1 aes
to keep intact the combo Ju NES 5
?Jt‘?u;‘?ﬁ‘é’é‘h’éﬁ ?:&;ﬁﬁ?ﬁ VALLEY T/meS
at Georgetown U. On arrival
home he found and invita-
tion to the famous White
House concert, at which he
played for children of the
diplomatic corps and for
Mrs. Kennedy.
“Mrs, Kennedy, as a cul-
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ALL OVER!

Frequent  jazz  moderator-emecee
Father Norman O'Connor, New-
i port Jazz Festival producer George
" Wein and Duke Ellington plan for
a bigger and better 63 jazzarama.
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feens start out

Az Leonard Feather,
jremost jazz authorities, tells
young people love discovery.
isten to jazz, the more they

How to intro real jazz to teens? “The best way.”
says Feather, “is a jazz festival, where you eat
and breathe jazz every minute you're there.”

And with summer’s open-air doings at hand, jazz
festivals are bursting out all over. The Newport
Jazz Festival at Freebody Park in Newport, R.L
(July 4, 5. 6, 7) and the Monterey Jazz Festival
at Monterey, California—just south of San Fran-
cisco—(Sept. 20, 21, 22) are the country’s two
biggest jazz fests, attracting both jazz addicts and
amateur admirers the world over. Newport '63 will
feature such jazz bigwigs as Dave Brubeck. Duke
Ellington, Dizzy Gillespie, Stan Kenton. Thelonious
Monk. Pee Wee Russell, Dakota Staton, Nina Si-
mone and Nancy Wilson, among others. The Mon-
terey Festival will feature Mel Tori
Billy Eckstine, and John Lewi
Jazz Quartet. Most of them wil
to The Ohio Valley Jazz Festival
Aug. 23, 24, and 25, with a g
The American Music Festival:
and 4. Los Angeles may join the
this summer, too. j

Then there's a flock of musie
spotlight jazz in part. One su
Music Festival in New York—

Ella Fitzgerald and Dave Brubeck

on Ray Charles (yes, he's a jazz arti tno) August
3. Chautauqua, N.Y. usually includes jazz as one
phase of its allarts festival each summer. For
ticket and program info, write the festival ¢/o its
city. And if you're really ambitious, there are jazz
fests this summer on the French Riviera and even
as far away as Leningrad!

If you can’t make a festival in person. why not
produce your own right at home with a few of
the following albums, each recorded li

bia). They still talk about that excitin

when the Duke transformed 7.000 |

sive wave. Woody Herman's Big New Herd at the Monte-
rey Jazz Festival (Atlantic). Pied-piper Woody whips
up a wild waxing of teen-tempoed tantalizers. Newport
1958—The Dave Brubeck Quartet (Columbia). Brubeck's
brazen keyboard cantering deserves an O-Boy for O-rigi-
nality. George Lewis & Turk Murphy at Newport
(Verve). Vintage New Orleans Dixieland wailed in an
easy knee-wobblin' way. Quiney -Ionu at Newport 61

(Mercury). Jaz genius Jones,
brand of arrangements m

" at Newport (Atlantic). Rl

~ (vocals, plalm and m)"' o

trapiantato in |
to la realizzazione d

serie di incisioni realizzate ad ho-:
e di un testo esplicativo, e che ver-
ra distribuito nelle biblioteche, nel-
le scuole e cosi via. Per cominciare,
Feather ha inciso dei brani col ve-
terano Johnny St. Cyr, con una for-
mazione pressappoco identica a
quella che nelle ultime tre estati
questi aveva diretto sul riverboat
« Mark Twain », costruito per il di-

'vertmntoldel visitatori di Disney-

a seduta, e delle altre

‘la sua opera, Feather

a' diffusamente nel prossi-
o di Musica Jazz.




“Jazz en la sodeipi.d america-
na” refleja la situacion v real !
tratamiznto de este arte en el
ins del norte, Los mjores:_
nombres en jazz esté.n en ]aa

Por Radl Alberto Valiese li5tas que presenta 'Gwaes
LA NUEVA EDICION DE LA del Jazz". g

ENCICLOPEDIA DEL JAZL La parte ceutral estd dedica- [

|da ampliamente a dar Dorme-l
nores biogrifios acerca de log 1
musicos, cantantes, c'ompnsim-}

rés de jazz o relacionados paf»I
en 1560 2n  Nueva York, Hste m'almente Bon st ritmb Los 7
libro es una ampliacion de la ’bicgr ey ‘eomprefiden una a- 4
Bmsrasedicion pITe T pratada pero corrects recopila- 1
1955, Estu es una obra unica 85 o ‘ SREGH Y06 vim deadeli

gaat £ génaro ¥-por lo., tanto, la ‘echa de nacimiento, pasan- §
goza del tlanepléclto de todos do por s - aciuaciones que

los que gustan del jazz. | reatizo hasta T fechs del fa
trimero mnozcamus,algn 80~ laciti¥iento en su caﬂ do-
bre su autor, uno de los M-y i aetual en su deleeto.

jores oﬁtleos, mundiales e | g eanitalos Eiﬂmaﬂ
ja.‘r.z, el seﬁﬁdaomrd Feather, | "mxpliﬁ:: o ,Mm;::
El -eflor Feather, inglés demna-'gop. Jazzmen @
imiento, se encuentra en los .o «gpeuestas
‘ﬂgl.&os de Norteameri- 133» “Jazz eu el ¥
le el alo 1935, Super iz y Misicn Clasica”,
ad se proyecta a través. i, pmmwm ‘His-
‘0sas publicaciones, y,.:a del Jazz en Discos",
> en 1ovistas al igual que “Dias de nacimiento de los mu-
bros, especializados 0 MO ginog”, “Lugares de nacimien-
to de los misices”, “Organiza-

nresantaclén del tnigo ciones, agencias represantan-
volumsn que integra esta enci- (oo v escuelas de jazz”, “Com-

clopedia es de alta calidad ¥ j.55ag de discos” y por witime

brinda un digno marco a SU wpjjiografia; Libros y  Perio-
contenido. dicos".

Pasemos al analisis del ma-
terial. El cldsico prefacio esta  Esta es una obra que no de-
destinado por el autor, al agra- be faltar en la biblioteca del
decimiento hacia las personas buen amante del jazz. Pero tro-
_ que praatuon su colaboracién. Pezamos con la dificultad de
texto nos enfrenta- GU€ como estd publicada en in-
0 primer término con un 5lés su difusitn es relativa,
Mue de las ilustraciones fo- DOT 1o tanto creemos que su
togrificas que forman parte €dicién en castellano contribui-
de Ia obra. En nimero de 213 i enormemente al conocimien |
brindan una _amplia vision de to del jazz, principaimente en ||
las principales figuras de este “América I}a’t‘lnﬂ“m tacos los |
arte, desde la “Original Dixie- 1ibros sobre el tema apareci-
land Jazz Band” de 1917 has- dns hasta el momento. no hay
ta el “Modern Jm 0 e 2 :

de 1960

Foco tiempy atrias recibimos !
la “Nueva Rdicion de la Enci- !
clopedia del Jazz"”, publicada ’

H 10 1963

"
LW

Mmcz-}nms_, ARGENTINA, MAR

ORDEN ,

ton, Bennw Goodman api.na. sp»

bre “El Rumbo del Jazz” y a; .
conocido eritico John Ham-
mond nos habla "Aaerca. @91 ¢

Wiley TV Biopic

bloﬁlm blues t}nmsh
ave be

fays. The album features
written by Russian co
tracks pland !

: ' Hayes has
adapt Paul Brickhill’s
Of Nerves,” another seg
SEI’IES.

able comment.




DAVE HOLUAND. Editor
Life With Feathepuwss

Nat King Cole:
Man And Image

By LEONARD FEATHER
(Author of "The New Encyclopedia of Jazz")
ss has not spoiled Nat King Cole, but it clearly has
him. To Nat Cole, the millionatre singer, interna-
veler and show business personality, the figure of
t, trio leader and msunmentalawd wmner

is big business,
s or in his office, is.
ercial

“xmage“ he wishes to preserve with the bﬁc

Not only does he refuse to play m:; ﬁcm& use of
the harm this might do to his conce of the image); he
now even has a song about his reasons for not playing piano.

I AM NOT OFFERING these observations
as criticism of Nat; they are simply facts that
| deserve to be reported as in his recent decision
' that he no longer needs Carlos Gastel, his per-
' sonal manager for more than 20 years.

: The other day I discussed with Nat his forth-
! coming reunion with Ted Heath. It was while
he was touring with Heath’s band in 1956 that
a white hooligan jumped on the stage and at-
tempted to attack Nat. (This happened in his
Cole native town of Birmingham, Alabama.) Despite
such incidents, and despite his failure to acquire
a national sponsor for his 1956-57 NBC television series, Nat
is not bitter.

““They certainly should have more Negroes on TV,” he
told me, “but I'm not anxious to get into a regular series
situation. It ties you down too much.

“THIS WILL BE MY FIRST real tour of Britain since
1954, even though I have been back there a couple of times
for television work and for a command performance.”

Nat has been criticized in some Negro circles for failing
to take any direct action in the current racial crisis. It is

his opinion, though, that performers should not become
e e s et S P .

: RECORD OF THE WEEK: IKE QUEBEC: “Blue
_and Sentimental,” Blue Note 84098. Quebec on tenor sax,
Grant Green on guitar. A posthumous reminder of the
brilliant tenor man who died a few months ago. .

pollticians, that the trips south by Dick Gregory and otherl

did not necessarily accomplish anything, and that he can
play his part by making financial contributions.

“When I get back from land,”’ he said, “in addition
to taping special TV shows with Judy Garland and J ack Paar,
I’ll be taking out my own show, ‘Sights and Sounds,” for a
15- toua and when- we reach Los Angeles for a show

on Al 8 at the Shrine Auditorium, T'n g to divide
all‘pwocoedso!ﬂ:econcextbetweenm TA. th
uality (CORE) and Dr

‘Leadership C

@”the passion for music,
Nat’s point of view jazz's loss

«Life Wilh Feather »

Nﬁi King Coles. ™
Man ond Image

(Author of “The New
Encyclopedia of Jazz", Crown
Publishers)

Suceess has not spoiled Nat
King Cole, but it certainly has
changed him. To Nat Cole, the
millionaire singer, international
traveler and show business per-
sonality, the figure of King Cole,
pianist, trio leader and instru-
mental award winner of the
early and middle 1940s, by now
must seem like scme distant
figure whom he can scarcely
identify as himself.

Nat today is big business.
Every move he makes, whether
on stage or in his office, is made
in calculated terms of the maxi-
mum commercial value or in
terms of the “image” he wishes
to preserve with the public.

Not -only ‘doés he refuse to
play more piano (because of the
harm this might do to his con-
ception of the image); he now
even has a song about his rea-
sons for not playing piano.

I am not offering these ob-
servations as criticism of Nal;
they are simply facts that de-
serve to be reported. as is his
recent decision that he no
longer needs Carlos Gastel, his
personal manager for more than
20 years.

The other day I discussed with
Nat-his forthcoming reunion with
Ted Heath: Tt was while he was
touring with ‘Heath’s band in
1956 that a - white hooligan
jumped on the siage and at-
tempted to attack Nat. (This
happened in his native town of
Birmingham, Alabama.} Despite
such incidents, and despite his
fajlure to acquire a national
sponsor for his 1956-57 NBC
television series. Nat is not bit-

te
Ehev certainly should have
m_Neume‘: on TV, he told

Jone aa,i¢63
LasVeeas Svw

!
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L;_.&v&?;.
me, ‘but I'm not anxious to
get into a regular series situ-
ation. It ties you down too
much. There is lots of money
in a syndicated show, the last
show I did in England was given
its fourth repeat performance
on US. television last Sunday
night

“This will be my first real tour
of Britain since 1954, even
though I have been back there
a couple of times for television
work and for a command per-
formance.

“This time I'm going to take
along my little boy Kelly—he's
four and it will be a great ex-
perience for him, My daughter
Sweetie, who's 1J, will be go-
ing too, but we will be leaving
the twins at home—they are 21
months now—and also Cookie;
she’s 18 and spending the sum-
mer as a counselor in ageamp.”

Nat has been ecriticized in
some Negro circles for failing
to take any direct action in the
current racial crisis. It is his
opinion, though, that performers
should not become politicians,
that the trips south by Dick
Gregory and others did not nec-
essarily accomplish anything,
that he can play his part by
making major financial contri-
butions.

“When I get back from Eng-
land,” he said, "in addition to
taping special TV shows with
Judy Garland and Jack Parr, T'll
be taking out my own show
‘Sights and Sounds’ for a 15-
week tour, and when we reach
Los Angeles for a 'show on
August 8th at the Shrine Audi-
torium, I'm going to divide all
proceeds of the concert between
the N.A,A,C.P., the Congress
on Racial Equality CORE) and
Dr. Martin Luther King's South-
ern Christian Leadership Con-
ference.

“We have twelve singers in
the show, six boys and six girls.

1 hope some da [ ma able
te take a shnw 0 Eng-
land. Meanwhile, w some-

thing of an Wahun‘ ‘coming
up: we're golug to stage the en-

tire show into the Latin Casino
in Philadelphia for three weeks,
which is very unusual for the)
mght cluh busmess i

= . ="




_ "l'q! motion

rying
i 4" ation
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b o ro-
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LAl
séems impos-
-_g%ca'use of re-
rfences: jazz is
a long line
movies, by
ith, are inescapably an ip:‘

.is sad, for the couple
vy be more . compatible
than the in-laws realize. Jazz,
more than any other music
of this eantury, is fresh, es-
ly American, and cap-
of expiressing a limitless
wriely of moods.
' Yet the use of jazz as
of the plot line or for
mkground scoring, has
besn severely circumscribed
by the movie makers’
myopia.
HENRY MANCINI of
Vorthridge. one of the luck-
er exceptions, who has
lended jazz and nmon-jazz
naterial skillfully in many
ictures, explains the prob-
m:
‘There's so much talk
runaway production.
h the musical level the
is runaway concep-
ion. There is no need to lean
tuineteenth century or mid-
Péan music to achieve
1%0ds. That was the essence
four success with Peter
i on television. We have
' much fine indigenous
Sic hidden in the popular

HENRY MANCINI

¥

feel they are lowering them-
selves by using jazz.

“I remember when the
Susan Hayward picture, 1
Want To Live, came out in
1958, Dimifri Tiemkin be-
littled Johnny Mandel’s fine
jazz score; he said it was
too limited. I got sore and
wrote an angry letter, but
didn’t mail it Well, now you
can quote me. I think it’s
short-sighted to say anything
is musically impractical.
...“The John Lewis score for
the Belafonte picture, Odds
Against Tomorrow, showed
how effective a partial jazz
influence can be. As for my
own work, jazz is one of
many forms that I employ.
Young musicians studying
to become motion picture
writers should prepare them-
selves for the use of every
type of music; eventually
I'd like to believe that my
barriers that still exist will
be broken down.”

won innumerable “Grammy”
awards and two Oscars; he
is rightly considered ‘a pio-
neer for his incorporation of
jazz in both TV and movie
scores. But Johnny Mandel
has a very different story to
tell. ;

“People all assume 1 won
an Oscar or a nomination for
I Want To Live,” Mandel
says. "I didn't, and the pic-
ture did me more harm than
good, because it typed me a
iazz: writer; - the producers
think you gan’t break into
anything else. Oh, I've writ-
ten movies since then; I just
finished oneyidn fact but it
was so awiul-f'm not even
going to tell you what it's
called.

“For a year or two,
around the time Peter Gunn
hit, they were using jazz
scores for everything. The
big mistake was, they all
identified jazz with beat,
time, motion — which, of
course, it needn’t denote at
all,

“They thave not even

Continued on Page 3

AGE OF JAZZ,

U composers shouldn’t

MANCINI, of course, has

: d THe surface yet for
the possibilities of jazz
Mmovies. Hank Mancini is
8lven a freer hand than most
ters because he had al-
réady established himself
¥ith non-jazz scores for sev-
eral years hefore he earned
¢ jazz identity. The rest of
Us are not so lucky. Even El-
mer Bernstein was typed as
2 jazz writer for a little
While, after his 1955 success
m Man With the Golden

Bernstein, a North Holly-
"yood resident, confirms this:
olden Arm was not at all
ical of my writing, yet I
Was typed by it. Luckily the
Producers who think more
treatively don’t go in for that
ﬁ'ﬁ;;t”of foolish generaliza-

OTHER major factor,
% course, has been Holly-
Wood’s arch - conservative
Wlicies on the use of Negro
iftists. There is a bitter
tony in the fact that Duke
Ellington, one of the great-
%t figures in 20th Century
Music, was 60 years old be- -
fore Hollywood finally as-
ned him the job of writing
ifhlm score (Anatomy of a
olrder in 1959). His second
tore, for Paris Blues, won
Ehl an Academy nomina-
o but there is still no
Sampe

*ampede for his services,

Basie Ellington
As recently as the early
1950s, producers indulged in
the preposterous practice of
substituting a Negro music-
ian on camera, and letting
the white musician record
the sound track, rather than
show the democratic spect-
acle of a white member in an
otherwise Negro band; the
same policy in reverse was
adopted when Negroes
played in white bands.
Even more paradoxical is
the fact that several brilliant
Negro jazz writers and per-
formers have had to go
abroad to get their first real
movie breaks. Quincy Jones,
the most versatile young
writer of the past decade,
wrote his first score for a
picture in Sweden; Thelon-
ious Monk for one in France,
Miles Davis, Charlie Mingus
and Art Blakey have had
comparable experiences as
on-camera performers in
foreign movie and TV pro-

Fohib

ductions and are still .git-
ing for their fi ofp; m
Hollywood. .ﬁrﬂ :

ALTHOUGH MOST of the
important jazz artists—com-
posers and performers — arg
Negro, the ugly fact is that
Hollywood has conveniently
blinded its eyes to this, on
the odd assumption that
their sales in Missigsippi or
Alabama might be hurt by
the extensive integration of
these major talents, The
fact that an enormous over-
seas market would more
than compensate for the
negligible loss they might
suffer in the Southern states
never seems to have oc-
curred to them,

Perhaps today, with the
stiff competition of TV, the
outlook may brighten. Along
with more mature and daring
plot lines, the producers may
finally realize that a motion
picture of lasting value, with
a limitless market all over
the world, might be made
by taking, for example, the
life story of Duke Ellington
or Count Basie as a theme.
Earlier Hollywood music
biographies have been to

"ERTAIN

DE

film documentaries what
Nick Kenny is to modern
poetry. Jazz fans still have
painful memories of =« The
Benny Goodman S@o‘ry. The
Gene Krupa Story and, most
pathetic of all, The Five
Pennies, purportealy based
on the life of Red Nichols,

If and when Hollywood is

willing to assume ‘a modi-
cum of intelligence on the
part of its audiences at home
and abroad, along with an
interest in the facts of life,
the results will give us what
the NAACP has long been
rightly clamoring for. And
if, at the same time, the pro-
ducers and directors ac-
knowledge Mancini’s Doint
about the fle ibility and de-
sirability of ja%2 as a back-
ground mood medium, we
may finally emerge from the
three-decade era of darkness
that has equated jazz in the
movies with the tritest
cliches of the 25 cent novel.
Like Mancini, I'd prefer to
believe that that day is not
too far away.

~ (Leonard Feather i autbor
of “The New Encyclopedia of
Jazz,” Crown Publishers)
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has been picked up for the London

. e “Philosophizin’

Dean album. Sounds

. aNew Jaye Joseph label

here kicking ovin’ Out™ by The
Greasers,

Leonard Feather and Jack (Mercury)
Tracy are co-penning an anthology of musi-
cal humor, “Laughter from the Hip”
Dave Pell produced the new hhem
break-out by The Blisters, _

Bread” . . . The Castells hack L
picture Ior Era with “What Are Lit
Girls Made Of?7

.happenmg, Miss Staton declared,
because the public was confusing
the Black Muslims with the ortho-
dox Moslem faith of which she and
her husband are devout advocates.
In Clarksdale Mhsmsmm, ac-
-cordmg to -

- Man’s aven I.s' A Black Man A3
Hell. The tune, written by two
Black Muslims, was getting more
plays than records by Ray Charles.

In Los Angeles, New York, and

May 1963 NEGRO DIGEST
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e corr ondant

Irving ;;1],1]:, de

‘Music, supervisent

ent. d'une  série

e antho-

Wurld of Ilgaﬂmcnal

rage qui, d'ores et déja, s'avere
il groupera trois microsillons
e textes analysant en
_interprété et retra-

niers styles de jazz

. faire revivre un o

1932 an Mills

>
— est de
1ln-qum de collcges versités améri-
caines,

Johnny St.Cyr, de la Nouvelle-
Orléans «'il en fut — il vient de féter son
soixanle-treizieme anniversaire —, hanjoiste
des orchestres de Kid Ory (1914-16), Fate
Marable (1920-22), King Oliver (1923), Jim-
mic Noone (1924) et Louis Armstrong
(1925-27) a pu, en cette oceasion, diriger
sa premiere séance d'enregistrement impor-
tante. Entouré de Mike de Lay (trompette),
John Ewing (trombone), Sam Lee (clari-
nette ), Harvey Brooks (piane). Chuck Ha-
milton (basse) et Alton Redd (batterie).

' Johnny St. Cyr, en parfaite forme physique
- malgré

Vintervention  chirurgicale  (cata-
racte) qu'il avait subie la semaine precc-

dente, interpréta
Ramble, Just a
St. James Infirmary et un blues origi
composé par ses soins, Comin’ Homi

Une des sessions destinées a étre
dans I'album de Feather et Mill

rchestre qui conn

la célébrité, le Mills Blue Rhythi
Sous la dircetion de Benny |
orchestre de choix fut formé : Rex Stewart
et Teddy Buckner (cornet), Jewell Grant
et Ben Webster (ténor et elarinette), Ro-
zelle Gayle (piano), Ulysses Livingston
(banjo et guitare), Red Garland (basse et
tuba ), Esr{ Palmer (bullerle) et George
Washington, oniste qui appartint en
Rhvthm Band. Pour la
is trente ans, Benny Car-
pne Soprano pour se

de I'arrangement que

ez Fletcher Hender-
son, écrivil en 192& sur How come. you do
me like you d armi les amm

avés au cours
g"he Duke steps out, ;‘?&i d'Elling lw
tant de 1928, Blues in my Heart el Queer
Notions. Tl y a trente ans de cela, lorsque
Hawkins enregistra cette derniére @uvre,
la trame harmonique qui comporte quel-

premiere fois ¢

ter joun du saxe
livrer a la re-créatio
Don Redman. alors

tionnaire. Auj ourﬂ' T
Leonard Feather, un ¢xi
luuprowsnnon. :

Deux sessions furent “esfegis

~en vedette Olive Brown, une nouvclle chan-

teuse de blues découverte par le saxopho-

- niste Earl Warren. Bien qulelle soit agce
- de trente-nenf ans et ait derriere elle vingt

ans de métier, Olive Brown, née a St. Louis
et fort active dans la région de Detraoit,
navait jamais €€ le centre d'intérét d'une
scance d'enregistrement. Accompagnée par
Buck Clayton (trompette), CLff Jackson
(piano) et Al Hall (hasse), la clunlem
sappliqua_a faire surgir du passé le sou-
venir de ic. Smith. La seconde session
new-york oupa autour du cornettiste
Wild Bill n quelques représentants
du style Dixieland : Edmund Hall (clari-
nette), Cutty Cutshall (trox i
Condon (guitare), Willie |

" et Hap Gormley (batterie).

}

D'autres éléments seront Inmwl graves
~ pour compléter cet ouvrage d'information
- et de culture qui, dans six mois, sera a la
disposition de tous les collégiens et étu-
diants amérieains. Esperons qu’ils y y appren-
dront & aimer le jazz et la race qui le
créa,

ques accords augmentés parut élre révolu- |
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YOLANDE

THE lafest and most piguant
example of how jazz can draw
diverse peoples together is
Yolande Bavan, the 27-year-old
singer from Colomho, Ceylon,
who last year took the place of
another  British-horn  singer,
Annie Ross, in a trio then known
as Lambert, Hendricks & Ross.

RELUCTANT

A tiny, eloquent girl with a
typically clipped Indian-lype
British accent, Yolande is
constantly surprising herself
with unexpected abilities.

She surprised herself when. after
going to England in 1956 to
work as a singer, she was
offered a part in a television
play. * But I'm not an actress,”
she protested. Reluctantly she
took the job, and it turned
out she was an actress, remains
ing on the stage or before the
television cameras for a couple
of years, She appeared with
the Old Vic company, playing
Cleopatra in the George Ber-
nard Shaw nlay. 2

She surprised herself again
when, after Dave Lambert han-
ened to hear hor sinz one

“But | can't—I'm not a jazz
singer,” she told Hendricks
over the transatlantic tele-

phong,

The non-jazz singer, persuaded
to the contrary, seccured an
emergency visa, flew across,
and was on the stage with the
trio In §

ent's rehearsal, U.S, audiences
found the sight of the sari-
clad singer unique and delight-

ul,

She has been disappointed. how-
ever, with the attitude of the
music avdignces in the States:
“ America coesn't treat jazz
as well as | expected. Some-
times musicians have to wait
until they're dead 1o be
remembered,

DEFENSIVE

i
leads them to think that
they see me, I'll have the

skirt up to here. and the long "

tigarette holder . . .

| by LEONARD FEATHER

and they o

on a throne, vet there are not
too many maharajahs in India,
but there's an awful lot of
poverty."”

There are many artists here,
Yolande added. who make
things bad for themselvas:
% They have chips on their
shoulders. 1| have never had
that defensive fecling, and
don't think it should be
grafted on to an art forry

- SCHOOL CHOIR

" Singing is a great experiénce.
but | found acting more re-
warding and Il probably xo

back_ to it. Maybe on hallads,
on Gershwin or Harold Arlen
songs, | feel | can manage. be-
cause when | left Cevlon | set
out to be that kind of a singer.
But this trio ., . .! Having sunk
the school choir, | knew

ing low. but now I'm

2 0 :0.
“still, I'm always thinking
f. . what if I open my
and nothing comes out?

4

igh note. to a Dizzy Gillesnie see things on the TV, neonle

record, during a party in Lon-
don, she was invited to ioin
Lambert and Jon Hendricks in "It
t‘h.elr highly sophisticated jazz
rio.

getting drunk and all, with a
jazz background,

people think of India: they
think of the maharajah sitting

wuwumwmxwuwxg

reminds me of the way

takes overi
a
:

N N

ICA'S . NO. 1 JAzZZ
VOGAL © S STILL
DON'T THIN I CAN
SING."

For the most part, racial
musicians themselves have
been, on the surface, better
than in almost any other

whites work together con-
stantly in recording studios,

(George She

Goodman, who

ife With Feather
Jazz And G

The recent wave of 1

throughout the US. may have many rep
in the world of popular n

relationships among jazz

profession. Negroes and

LEONARD
FEATHER

night clubs and concerts. The combos of Dave Brubeck,
iring, Gerry Mulligan, Charlie Byrd, Stan
Getz for years have included at least one Negro member;

iles Davis, Cannonball Adderley, Dizzy Gillespie,

te trumpet player, as does Duke Ellington;
erguson’s band has had a mixed line-up for
n Kenton has a Negro girl sin%er.

pioneered at this sort o

r; and Benny
tkﬁ! . almost
]

bout, though,
the executive
three different
¢ been consulted

ich a key figure
ster of ceremonies.

~EACH TIME, I SUGGESTED the man who, by every
%!ﬂﬁn yardstick, would be the perfect choice, and for
om all sponsors would clamor were he white: Duke

Ellington. Each time I received the identical evasion

sis [n Infegration

“0f course we'd love to, but the ad agency (or
wouldi’t hear of it.” = &, Y

I have had similar experiences in reconimending
Negro singers or musicians for various movies, TV shows
and other jobs. As Jack Gould recently observed in the
New York Times, for every Ed Sullivan who makes ?iberal
use of Negro talent there are numberless producers who
tacitly omit Negroes to avoid alleged commercial com-

plications,

I

AFTER MORE THAN a quarter century in and around
jazz, I have also become cynical about some white mu:.s'i-
cians who, for all their goodwill and assurances that '!
don’t care what color a man is as long as he can play,
fail to take any active part in securing better general
conditions for their brothers. When the chips are down
and a crisis avises, few will practice what they preach.

Even their good will is questionable at times. One
mediocre white musician, who tuns a jazz club outside a
major city, for years has hired as few Negroes as possible
in an effort, as he has explained, to “keep out the colored
trades’ Recently he withdrew his sponsorship from a local
radio station because it was running public service an-
nouncements dedicated to brotherhood!

THE READER MAY FIND it hard to believe that
even in jazz the Negro is at a disadvantage. He may
notice that in a few employment areas Negroes may be
preferred and whites subjected to reverse prejudice; but
what he doesn't seeis thesmanipulation at the networks,
the Jim Crow hotels and restaurants during road tours,
the lies and evasions™ at the realtor's office when the
musi¢ian wants to buy a home. And he doesn't see all
those good jobs going to members of the white unions
in ecities that still have two segregated A.F. of M. locals.

How can a Belafontesor a Sammy Davis Jr. complain,
I'm sometimes en he earns tens of thousands

z:;a“ v‘.?:e%ly sponsored TV show
present an conditions, if he makes
week that's ething he can’t buy. And that
other rease hy we are having those der
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DAVE HOLLAND. Editor

—=Life With Feather=
{.. 8 'Gravy Walt'
On Gravy Train

By LEONARD FEATHER
- (Author of "The New Encyclopedia of Jazz)

It's been said, and I could have said it myself, that the
hardest way to write a hit song nowadays is (a) to be men-
tally over 12 years old, (b) to be able to read and write music,
{c) to have it recorded for an album rather than a single
record. -

It's pleasant to report an exception to all three rules.
“Gravy Waltz'” was written by Ray Brown, who is (a) 36,
(b) probably the most brilliant bass player in jazz and author
of a brand new book, “Ray Brown’s Bass Method,” (¢) a
member of the Oscar Peterson Trio, which has recorded the
tune in a Verve album called “Affinity.”

'DESPITE THESE terrible handicaps, Ray Brown expects

to net a substantial five-figure income from “‘Gravy Waltz.”

Recently, when the Peterson group was in town,

- I Tearned from Brown the curious story behind

: the song. e

“Actually, I wrote it 5. ago, around
1958,"" he said. '‘At that ti pbr Ellis

' playing guitar with the trio. Forih
. Herb has been a member of ¢

Steve Allen show, R

‘Ml  'Herb has really heen like 2
«'%i tune. He showed it to Stéve

! ; Steve liked it and wrote lyrics for
. “In the meanwhile, Herb recorded it wit]

group of his own
When he switch
Records hgft'-r CO
version o L EIIG T SE

Epic album was & bossa {4 6 3
nova set, and Herb recorded

it for the third timeds

“By now, Steve had been
plugging Mi\ﬁ%\u, in
instrumem' th, and: vocal ver-
sions. ! -N e A

“They’'ve been playing it
three times a night for I
don’t know how many
weeks."”

Oddly enough, Ray, who
has won innumerable jazz
polls as the No. 1 bassist,
has been active only inter-
mittently as a composer, and
has done almost no writing
in the past couple of years.

BY NOW, there are 22 rec-
ords of ““Gravy Waltz:" the |
teen-agers are lapping them |
up. The best seller is by the
Steve Allen orchestra, under
Donn Trenner’s direction, on
Dot,

Ray Brown takes it all in
stride while concentrating on
a4 more important challenge: [
he wants to shoot a par golf
game. He already shoots in
the 70s.

Incidentally, the otHer
night 1 heard what was prob

|l'I

sung. The performer was
Ella Fitzgerald, who from.
1948 to 1962 was Mrs. Ra
.Bmwn- .'...-B M

SCREEN

. DAVE HOLLAND. Editor
Wl;ifé With Feathe

Ella Fitzgerald
Fights Back .

By LEONARD FEATHER

{ Authar of "The New Encyclopedia of Jezz") o
There are moments when some of the great artists of our
day, who are in.this profession precisely because of their
artistry, begin to wonder whether they are wasting their time.
. ‘Because Ella Fitzgerald is generally acknowledged as
ached the ne plus ultra stage in vocal achiey
ser plays the jazz clubs but is genw 1
, eh-priced boites. These rooms can meet her p
‘RECENTLY I CAUGHT Ella ;.owaxé;ﬂ the close of
ing engagement in just such a club. Greeting me _j_i sely,
she opened the door to a small dressing room. Located near
some washing and drying machines below the club, the room
o=  was ventilated onl{ by a single small and

: totally inadequate fan. . 2 )
"%ow'sei‘% been?” 1 asked, then quickly
added: ““Don’t bother to answer." A
“It’s not just sitting here in the heat all
the time between shows,” said Ella, ‘'it's
what happens during the shows that bothers
me. I try to give them a nicely balanced pro-
gram and sing some preily ballads, I have

j some lovely songs to sing, like ‘My Ship’, i
Miss my guitarist, Les . iwdnu_bling on flut
But they won’t sit still for that. F

Fitzgerald “In fact, they 't sit still, period. Her¢

am I trying to sing for them, and there they are greeting eacl
other m{d 5i§fti_ng ‘one another’s tables and calling the waiters

" Ella’s story is typical of the fate of many major artists
in a sense, her success is her handicap, forcing her to wor
in rooms where many visitors are motivated by snob appe
and too many expect h
concentrate on up tempos
and bop numbers.

Fortunately she is often
able to rise above these con-
ditions, and on recent dates,
her incomparable voice has
been aided by a superb ac-
companying group that in-
cludes the legendary Roy
Eldredge on trumpet and
flugelhorn (in jazz any
great soloist over 50 is qual-
ified as a legend), and a fine
pianist named Tommy Flan-
agan.

AFTER Ella's account of
her night club woes, 1 was
moved to wrile a special
piece of material for her to
use in those emergencies
during which, up to now, she
has either stopped altogeth-
er or else ad libbed, into lyr-
ics of whatever song she was
singing, a special admoni-
tion lo the crowd. iy

The new tune is %" .
“I'd Like To Keep On Sing-" ¥
ing For You.” Part of the

lyric goes as follows: ** . mgme
when your drinks have been
drunk and your dinner’'s been
dined or your supper’s been
supped, T hope you won't
think me rude for a brief
interlude if I. interrupt.. ..
1 know there’s some folks
came to hear me sing, and
they're the ones who suffer,
you see: I ask you just for
their sakes why don’'t you
give me a break, so I can
kee;: on singing for you
Paradoxically, ﬂn%xs the

only song I've ever writien

TR

that 1 hope Ella never has .
to perform. But she's keep-
ing it around for a moisy
day. WS

A
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“Genius, that power which dazzles mortal

‘

eyes,” wrote the late Henry Willard Austin, “is oft
but perseverance in disguise.” The dividends of per-
severance, reinforced by genuine talent, have ac-
crued at last to the benefit of Gerald Stanley Wilson.

Today Wilson's credits as a top-ranking writer
include innumerable arrangements for Ray Charles,
some of them heard in Charles’ “Modern Sounds in
Country and Western Music,” which has been on
the best seller lists every week for more than a year;
and arranging-conducting for many albums by Nancy
Wilson, Al Hibbler, Bobby Darin and other singers.
In addition, instrumental albums by his own big
band on “World Pacific” have been consistently well
received; moreover, his talents as a mature and

Gevald
Wilson

warmly inventive trumpeter are slowly being
brought into focus. Writing assignments keep him
so busy, however, that he rarely has a chance to
reassemble his orchestra (composed mainly of top
Hollywood studio musicians) for an in-person ap-
pearance.

That the early 1960s have proved so kind to
Gerald Wilson is all the more remarkable when one
recalls how he started out the 1950s — so short of
jobs that he had to retire from music to run a grocery
store. After a year out of the profession (but still
studying constantly) he started “working my way up
all over again from the bottom,” as he recalls it.

Born September 4, 1918, in Shelby, Mississippi,
Wilson studied piano with his mother. “My father

!NTERNATIO,w irM'.JS_I'CI'-I_N*I

-~

by Leonard Feather




arried sister. 1 went to
niles from home, I was

first trumpet, brand new, for $#10.25 from
any, in 1931. I had a private teacher for a
phis; then we moved to Detroit.

f intensive overall musical trammg

in Detroit. We all had to take piano,

harmony and ¢ : percussion class, and one string

instrument class. Frances Hellstein of the Detroit Symphony.

who was my trumpet teacher, was also Julius Watkins® French
horn teacher.

“During those years I began to play with local musicians.

One fellow who played saxophone and violin. and wrote ar-

rangements, was Gloster B. Current. who today is national

director of branches of the NAACP. One of my first jobs was

in his band. From there I went to the band led by Cecil Lee

_ at the Plantation Club, which included some real pros—men

like Karl George and Todd Rhodes.”

After two years with the Plantation band, Wilson went

put on the road, working in Saginaw. Michigan, with Chick

ter’s band. in which a fellow-trumpeter was Snooky Young

er a Lunceford man. now on staff at NBC in New York).

e had been with this group only a short time when a

vire came from Lunceford, offering Wilson a trumpet chair

in place of Sy Oliver, who had quit to join Tommy Dorsey as
stafl arranger.

“I already knew all the fellows in the band.,” he recalls.

“Sy had let me sit on the bandstand with him; and Lunceford

had heard me at Cass Tech. It was a thrill to join him; that

ad str g for nine years and had just reached

as a erful, superbly disciplined orchestra.

ting for it was one of my most memorable

tourec mﬁl Lunceford from August, 1939, uptil

i A‘t-‘that' point he decided to settle in Los Angeles,
where he began playing and writing for various local leaders
including Les Hite, Benny Carter and Phil Moore. The call of
the draft saw him in the Navy for a year (1943-4) as a mem-
ber of the remarkable band at Great Lakes Naval Training

Station in Chicago, where his cul]eagues mcluded Willie Sﬁ"ﬁ&’t.
Ernie Royal and Clark Terry.

Wilson’s career as a bandleader began a few months
his return to civilian status. He organized hi
November, 1944, and within six months was on th
ing New York for a booking at the Apollo The:

The band’s success was musical rather tl
though Wilson broke it up in 1947 and soon afte
the sideman life (with Count Basie), he refusi
any but pleasant memories of that first venture.

After two years off and on with Basie, he sp&ﬁcd’z months
in the Dizzy Gillespie big band. It was after the Gillespie
orchestra disbanded that things began to slow up and Wilsen
reached the low point that led to his temporary separation from
the profession.

His resurgence began with eighteen months in San Fran-
cisco. I had a band there,” he says, “and built up a nice
following: but that's a hard place to keep a band together. 1
wenl hack to Los Angeles and started again—again! And

. “.ISR’WIY ‘but surely things began to happen.

“One important thing through the years was that Duke
Ellington was always very good to me. I had a standing offer
to write arrangements for the band, which I did several times:
and I played with Duke on several occasions. including the re-
cording of the sound track for the film Anatomy of a Murder.”

Wilson also credits Buck Ram, the songwriter who for
some years has been manager of a vocal group, the Platters.
with helping to establish him in the recording field. Irom
rock ‘n’ roll smgle record assignments he advanced to album-
type pop music work and then to jazz sessions as a leader.

Another friend to whom Wilson pays tribute is Albert
Marx, the former head of such musically progressive record
companies as Musicraft and Discovery. Marx, 1mpreassed by
Wilson’s talent as a jazz writer, helpe
whereby his albums for World Pacxﬁs
entitled You Better Believe It!, was h'a it
soon followed by another, even more mll)rle;a: “set, Enmthd
Moment of Truth.

During the past couple of years Wilson’s fields of
ation have expanded to include frequent forays in televxslon
and motion pictures. He did the scoring for half a dozen scenes
in the picture Where the Boys Are; was one of the writers for

(Continuwed on page forty-five)

Gwra!d Wilson

d from page mineteen)

a Ken Murray TV spectacular; worked on a project with the
noted comedy actor-writer Mel Blanc, and, in general, showed

that no matter what type of music was involved, he was ready

to handle the assignment, not just capably, but with dedication

and enthusiasm.

His jazz arrangements have included Hi Spook and Yard
Dog Mazurka for Lunceford; El Gato and Virgen de la Maca-
rena for Ellmgton (also a recent arrangement of Perdido in
Duke’s Piano in the Background album); Guarachi Guaro for
Glllespxe, and for Basie a Royal Suite in seven movements that
was performed at Carnegie Hall in 1948 but, because of the
cording ban at the time, was never recorded Wilson’s per-
hﬁgvo:xte among his own band’s recent recordings is
,named for his wife. Among his best vocal background
Sunshine for Ray Charles and, as out-

_writing for strings, .Lﬁaugk-ing' on the

‘ant You for Al Hibbler.

Most significantly, at forty-four Wilson is vi

ful in his outlook. This has been reflected bo
and his writing. Though he came
of the swing era, his early writ
Rugolo and other distinguished fi
have been supplemented by an interest in such co Ty
composers as Gil Evans. Similarly his list of trumpet prefer-
ences has expan&ed to include not only Dizzy Gillespie and
Clark Terry but Miles Davis and Carmell Jones. Unlike many
who rose to prommence around the same time, he has never
abandoned his early jazz identification, prefer to emain
true to the cause of honest modern mus).(I:), whﬂ% 5
ever-increasing knowledge and craftsmanship to the éis lati
of new ideas. Never an opportunist, never _gllhng t
his esthetic convictions, he has shown that musical
eventually pays off.

“There’s only one attitude, as far as_i;
says. “Don’t be dlscouraged study very ha
for any situation that may arise, and keep stri :

One need only examine the work of Geral be
convinced that here is one artist who practices what he preaches.
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Henry Mancini has become so much an accepted part of
the contemporary musical scene that many music students, par-
ticularly his younger admirers, probably do not realize the
full extent of the role he has played as a pioneer.

Although he had earned substantial recognition for a
number of motion picture scores, it was his music for the tele-
vision series. Peter Gunn, that established a much-imitated
pattern in this medium and triggered a long series of best sell-
ing albums for Mancini and others based on jazz-oriented back-
ground scores for TV shows.

The Peter Gunn period ended for Mancini in 1961, when
he returned to motion picture scoring. Since then his successes
have been even more numerous and remarkable. To the list
of awards and nominations (including two of the NARAS
“Grammy” awards in 1958, three more in 1960, two Oscars
in 1961 for Moon River and the score from which it came,
Breakfast at Tiffany’s. and five more Grammies in 1961) were
added recently another Grammy for Baby Elephant Walk and
another Academy award for the title song from Days of Wine
and Roses.

Mancini takes all this kudos in stride. A quiet, somewhat
diffident man with none of the typical personality traits nor-
mally ascribed to a Hollywood big shot, he has changed little
during the days of Oscars and Grammies.

22
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Recently, in his office on Sunset Boulevard in Hollywood,
he discussed with this writer some aspects of the West Coast
television and movie music scene.

“There’s been so much talk about runaway production,”
he said, “that we've lost sight of another important factor.
For too many years, background music was the victim of what
you might describe as ‘runaway conception.” There was too
much of a tendency to harp on nineteenth century or mid-
European music. That was the essence of how Peter Gunn
helped to change the situation. We have so much indigenous
music hidden in the popular forms. No composer should ever feel
he is lowering himself by using jazz or any other type of music
for TV or motion picture backgrounds. If a writer feels that
a comedy sequence can be enhanced, for instance. by the use
of twist music or some bossa nova rhythms or anything else,
why not?

“I remember when Johnny Mandel’s excellent score for

.4 wthe picture / Want to Live came out, he was criticized by one

prominent Hollywood composer for using jazz in this manner;
the complaint was that this was too limited a form. This is
untrue, of course; not only that. but the writers who have used
jazz are capable of work that is far beyond the steady four-
beat music usually understood by this term. John Lewis’ con-
ception in the Belafonte picture, Odds Against Tomorrow, was

INTERNATIONAL MUSICIAN
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another llent example of the direction in which motion pie-
ture scori:ﬁ;@n and eventually will go.”

“What'zompanson would you make between TV and mo-
tion plcmre%mrk?” I asked.

When 1 went back to pictures after those years in TV.”
said Manchg‘ “it was like taking off the lead shoes. Actually,
there is no difference between the musical requirements for the
two mediaj it’s just that television is so much more demand-
ing, so time-consuming; when you have to come up with a new
idea and new themes, every week for months on end, it be-
comes very wearing after a while.”

“What are your normal working habits?”

“After six years in an office with a nine-to-five routine at
Universal Studios, during the 1950s, I'm glad to be able to
keep my own hours nowadays. Being your own boss, you can
pace yourself. I rarely work late into the night; I like to work
at home or, of course, any place where there are no interrup-
tions.

“I'll have two more pictures out this year. Recently I've
been working on Pink Panther. a picture that was shot in Italy
with David Niven, Peter Sellers and Capucine. The plan was
to record in Rome, but I man: to insist that it be brought
back here. This is due out around Christmas and, before that,
in the fall, Charade will be released, featuring the title song
that I wrote in collaboration with Johnny Mercer.”

Mention of | er, Hank’s lyric writing partner on the two
Oscar awnrﬂ wm:uers, Moon River and Days of Wine and Roses,
led to a ¢ n concerning their method of working.

(NP | LI

: fm The Music Comes First .

“I believe we have a perfect relationship for a song writ-
lng team. We don’t collaborate in person; I simply make a
piano track of the melody, give it to him, and never see the
lyric until it's finished. Johnny always says, “You write the
‘theme as you see hasically it must be a melody.” Usually
I have no particular lyric concept in mind; Moon River didn’t
even have a title Johnny was called in to do a lyric for
the melody T had written. Actually, of course, I don’t consu]er
myself a song writer as such; I only write on assignment.”

Although more than three million Mancini albums have
been purchased in the past three years, Hank seems to be ev@.
prouder of the comparatively modest sales of his book on

happen to live in smaﬂ towns,
lenge and opportunity makes then

if you want to write for films and T'
1If you play an instrument, you have I‘.he best cha
cess in New York, Hollywood or Chicago.

Friends in Your Field

“Another impurtant word of advice that |
every young musician is this: try to meet as man (
your own field as is humanly possible. If you arrang’é'*‘or com-
pose, get to know as many arrangers and composers as you
can. The same applies for woodwind, brass, string or percus-
sion players,”

Mancini has applied this precept as close to home as pos-
sible. “My son Chris, who will be thirteen years old on July 2,
studied piano for a couple of years, and nothing happened;
but then suddenly he came home from military school with a
trumpet, and now he’s really interested; comes down to our
record sessions to watch Conrad Gozzo and the other trumpet
players.”

Mancini, who was thirty-nine last April 16, is married to
the former singer Ginny O’Connor. In addition to Chris, they
have twin daughters, Monica and Felice. eleven, both of whom
show promise as pianists and singers. .

Mancini’s prestige today is at an even more e
peak than it reached at the time of the first Peter €
As these words are written, the biggest selling
United States is one by singer Andy Williams, {
of Wine and Roses is the title song; William
album is also high on the list after more than a v
best seller charts. Three of Maneini’s own RCA Vi

are currently selling consistently: the mosl recent is

in Hollywood, on the charts for the past five m nth
Breakfast at Tiffany’s set. with no less than ninety ;
best seller; and the Hatari LP, on the charts for almoﬁ-_.am.
F
Spiral!iug Pattern
This is quite a list of accomplishments by the standards
of any artist, but an examination of the years of dedicated

orchestration, Sounds and Scores. Published last year by No%
ridge Music Corporatlon and distributed by G. Schirmer, -
work is unique in that it includes three seven-inch LP reco -
in an envelope enclosed with the book. It provides an ex::g:l!lmtj,I .

work that preceded his successes reveals a steady and consist-
ent pattern of musically valid writing. Mancini’s style has

style guxdfa#ol only for those anxious to follow the specifi

music in the Mancini manner, but for studenh “i—

rary orchestration.

N vﬁy happy to find that this book has been used
Ioi colleges,” ssld Mancml “Bob Share, who

": ul Tanner in his courses at U. C. L. A,
‘Columbia University, and a number of

- Student Needs

o - -

ntl ': recewmg letters from young students

who want how to continue their studies, how to be-
come professior

- my book will be elpful, it isn’t the entire answer. The young

- instrumentalist has to find a teacher of his particular instru-
~ ment to guide the way; and the young arranger not only needs

~ a teacher, but a good orchestra to play the things he writes.

JULY, 1963

al musicians. Of course, even though I hope

.

always remained strongly personal, whether he writes for flutes
(his own original instrument), Hammond organ and lush
strings (as in Mr. Lucky), amplified harmonica (as in Moon
River) or even such unexpected media as the autoharp, em-
ployed to underline the appearance of the villain in Experiment
in Terror.

For the scoring of the African picture Hatari, Mancini
baffled the studio piano tuner by deliberately arranging for the
instrument to be left somewhat out of tune. The result was an
eerie quality that gave the music some of the mysterious feel-
ing appropriate to the theme. In the same picture a scene
featuring Elsa Martinelli taking three baby elephants down the
road to a lake to give them a bath was underlined by a calliope
playing a boogie-woogie rh)rl.hm as background for a high
E-flat clarinet. This seemingly incongruous concept_was, of
course, the award-winning Baby Elephant Walk.

Ideas like these, as well as su-mghiforw
melodic concepts such as those that produ
ning songs, offer impressive evidence of the
able talents that have established Henry Ma
of a new generation in motion picture an

d al:b:actwe
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yoemlife With Feat.ller.a......ma@gg
. “Jazz And

i@ Integrafion !
b | By.LEONARD FFATHER
( Autbor of "The New Encyclopedia of Juzz"”)

The recent wave of racial demonstrations throughout the
U.S. may have many repercussions in the world of popular
wmusic and jazz. £ f

For the most part, racial relationships among jazz musi-
‘cians themselves have been, on the surface, better than in
almost any other profession. Negroes and whites work io-
gether constantly in recording studios, night clubs and con-
certs. The combos of Dave Brubeck, George Shearing, Gerry
‘Mulligan, Charlie Byrd, Stan Getz for years have included at
least one Negro member; those of Miles Davis, Cannonball
Adderley, Dizzy Gillespie, Sonny Rollins, Charie Mingus have
wsed at least one white musician for extended periods.

AMONG THE BIG BANDS, Count Basie currently has =
white trumpet player, as does Duke Ellington; Maynard Fer-
y ' .. guson's band has had a mixed line-up for years;
Stan Kenton has a Negro girl singer; and Benny
Goodman, who pioneered at this sort of thing, al-
. most always includes Negro talent. Harry James'
band is all-white; Woody Herman has used a
. number of Negro artists but happens to have
none at the moment. Les Brown, incredibly, has
never hired a Negro sideman in almost 30 years
as a leader. Perhaps fortunately for the dignity
of the Negro musician, bands of the Lawrence
Ellington Welk-Sammy Kaye stripe remain firmly seg-
regated.
What the NAACP has been complaining about, though, is
- the situation in the mass media and at the executive level. I
€an speak with authority, for on three different occasions in
the past.few years, I have been consulted about major musi-
cal TV shows for which a key figure was required as band-
leader and/or masier of ceremonies. fi

EACH TIME, I SUGGESTED the man who, by every logi-
cal yardstick, would be the perfect choice, and for whom ali
sponsors would clamor were he white: Duke Ellington, Each
time I received the identical evasion: ‘‘Of course we'd love to,
but the ad agency (or the client) wouldn't hear of i 3 g

.. 1 have had similar experiences in recommending Negro

singers or musicians for various movies, TV shows and other
. As Jack Gould recently observed in:the New. York Times,

" for every Ed Sullivan who makes liberal use of Negro talent,

there are numberless producers-who tacitly omit, Negroes to

;’tv'o’id alleged commercial complications.

“How can a Belafonte — —

“bellyache,” I'm sometimes
..asked, “when he earns tens
of thousands a week?” The
“answer is simple: he would
~rather earn much less and
“have all the fréedoms, in-
.€luding his own weekly, na-
_tionally sponsored TV show.
 Under the present un-Ameri-
“‘ean conditions, even if he
“makes $50,000 a week that's
“still somethin‘t‘he can’t
‘achieve.
After more than a quar-
ter century in and around

jazz, 1 have.also become
€ynical about some white

4

_ musicians who, for all their

goodwill and assurances
~that “I don’t care what color
a man is as 1 as he can_
play,” fail to taks
tive part in securing beiter
conditions for their brothers.
‘When the chips are down
and a crisis arises, few will
practice what they preach.

: ;ac-..

A New Book
Of The Blues

By LEONARD FEATHER
(Author of "T'he New Encyclopedsia of Jazs")

Ever since the birth of jazz it has been claimed inter-
mittently that no reliable method exists for writing this
music down, and that in the absence of accurate notation the
only way it can really be documented is through records.

This, of course, is a half-truth. Admittedly, many of the
subtleties of improvisation involve the spontaneous creation
of mathematical subdivisions of time, as well as nuances
of timbre and phrasing, that are virtually impossible to trans-
late under our present system of musicology. .

ORCHESTRATED JAZZ faces a less serious problem:
given a group of musicians with any kind of feeling for the
idiom, it is usually possible for them to sight-read with
accuracy and a modicum of feeling any jazz arrangement
put in front of them.

Probably one of the hardest forms to notate is the blues
song. Most vocal folk blues, the product of unlettered per-
formers who in many cases made up both melody and Jyrics
as they went along, have to be subjected to more or less
arbitrary decisions when they are put on paper.

THERE HAVE BEEN a number of blues bocks in the
past, notably an anthology by W. C. Handy, and more re-
cently Jerry Silverman’s ‘‘Folk Blues” (Macmillan), but the
most impressive effort of its kind to date is “The Book Of
The Blues," Leeds Music Corp., 301 pp., $7.50, edited by
Kay Shirley and annotated by Frank Driggs. The latter has
provided briei histories of the songs and their composers,
along with staggering lengthy lists of recordings. Guitar
chord diagrams are used throughout.

John Hammond and Orrin Keepnews, of Columbia and
Riverside Records respectively, wrote introductions for the

i e e e S e e Y

RECORD OF THE WEEK: It need hardly be
added that Mahalia Jackson remains to the gospel
field what Ella Fitzgerald is to pop singing. Her
latest album, recorded live during her European con-
cert tour, has been released on Columbia CS8526.

i i e e e

book, which includes 100 compositions of both urban and
country origin, written by such early figures as Big Bill
Broonzy and Spencer Williams, as well as a few pop song-
writers.

The titles include ‘'Cherry Red,” “Cow Cow Blues”
“Pine Top's Blues,” ‘“‘Squeeze Me," “Tain't Nobody’s Biz-
ness,” “West End Blues.” I recommend the book without
reservation to anyone and everyone interested in studying
the blues form.

RECORDS: The so-called pop gospel trend has produced
a rash of new releases involving a number of groups, all
approximately equal in exuberance though not in conviction
or musical value. Most of the live performances by the three
groups on “Introducing the Sweet Chariot” (Columbia CS
8861) produce a brand of vocal performance that rapidly
loses interest. One of the groups in this album has a whole
LP to itself entitled ‘‘Shoutin’, Wailin’, Hard-Drivin’ Pop
Gospel’” by the Sweet Chariot Singers, Columbia CS 8862,

The celebrated Ward Singers, now in residence at Disn:
land, have an album recorded at the park on Vista 3318.
Bessie Griffin, one of the most powerful and impressive lead

voices among the newer

groups, is featured with the =
Gospel Pearls in a set on
Liberty 3310. The most con-
sistenily satisfying gospel
group on records, it seems to

me, is the Staple Singers
Quartet, composed of a
father, son and two -daugh-
ters. Mavis Staples is an in-
spiring lead contralto and the
group achieves consistent ex-
citement in ‘‘Hammer and
Nails,” Riverside 3501,




NAT COLE-THE
BEHIND THE |

SUCCESS has not spoiled Nat King Cole, but it certainly

To Nat King Cole, the millionaire
singer, international traveller and show business personality,
the figure of King Cole, pianist, trio leader and instrumental
award winner of the early and middie 1940s, by now must
seem like some distant figure whom he can scarcely identify

has changed him.

as himself.

i

]

) NAT today is big business. Every move he makes, whether on stage
} or M his office, is made in calculated terms of the maxmum commercial
]

i

]

]

value or in terms of the “image ” he wishes to preserve with the publiec.
Not only does he refuse to
might do to his conception of the image),

reasons

I am not offering these observations as criticism of Nat: they are simply
.deseryve Lo be reported, as is his recent decision that

arlos Gastel, his personal manager for more than 20 years,

The otheér day I discussed with Nat his forthcoming reunion with Ted

Heath. It was while he was touring with Heath's band in 1956 that a white

hooligan  jumped on

attempted to altack Nat.

faets
needs

lay more

for not playing piano.

RACIAL CRISIS

iano (because of the harm this
e now even has a song about his

the slage and
This happened in

his native town of Birmingham, Alabama.

Despite such

incidents, and despite his

failure to acquire a national sponsor for his

1956-57 NBC- television series,

bilter.

“ They ceriainly should have more Negroes

on TV,”
get into

down too much. There is lots of money in a syndicated show.

Nat is net

he told me, “but I'm not anxious to
a regular series situation. It ties you

¢ no longer

The last show

I did in England was given ils fourth repeat performance on U.S. television
last Sunday night,

“ This will be my first real tour of Britain since 1954, even though I have
been back there & couple of times for television work and for a command
performance.

“ This

will be a gxperience for him.

going ton,” ill be leaving the twins at home—they are 21 months now
—and - e,

camp,” .

Nat has bee

butions.

“When I get back from England,” he said, “ in addition
to taping special TV shows with Judy Garland and Jack
Paar, I'll be taking out my own show * Sights and sounds"
for a 15-week tour, and when we reach Los Angeles for a
show on August 8th at the Shrine Auditorium, I'm
going (o divide all proceeds of the concerf between

EE—— the NAACP, the Congress on Racial Equality (CORE)

"y
!}..

time IT‘m going Lo take along my little boy Kelly—he's four and it
My daughter Sweetie, who's 13, will be

She's 18 and spending the summer as a counsellor in a

and Dr Martin Luther King's Southern
Leadership Conference,

INNOVATION

“We have twelve singers in the show, six boys and
some day 1 may be able to take a

HOLLYWOOD EXCLUSIVE '

six girls. I he
show like this to England.
Meanwhile, we have something
of an innovation ecoming up.
We're going to take the entire
show into the Latin Casino in
Philadelphia for three weeks,
which is very nnuspal for the
night club business.”

While in Britain, Nat will
also do a BBC programme
with the Ted Heath band, a

virtual one-man show of the
iype apparenily not aeccessible to him
through American television media,

Ironically, it is in Britain, where there is
neither a language barrier nor a colour
barrier, that he seems to have found the
most comprehensive range of outlets for
his talents,

Among Nat's closest friends nowadays
are song publishers and business execu-
tives. One of them is handling the inde-
pendent record company he formed last
vear (his own recordings do not, of course,
appear on his KC label); another will take
over in the running of his own manage-
ment organisation when the association
with Gasiel ends on December 31.

He maintains little contact offstage with
the combo of musicians who are part of his
travelling entourage. Recently he sent them

m;gmlm that they would be on five

_\J o iy Fne

eent eriticised in some Negro circles for failing
{o take any direct action in the current racial erisis. Tt
is his opinion, though, that performers should not become
politicians, that the trips south by
others did not necessarily accomplish anything, and that
he can play his part by making major financial contri-

Dick Gregory and

Christian

from LEONARD FEATHER |
on the eve of Cole’'s tou

sudden worklessness b jing to find
record sessions and other ance jobs
around town, Nat is relaxing with the
charming Maria and their children in their
handsome Los Angeles home,

EXCEPTION

Nat Cole is a reserved, sometimes aloof,
always dignified figure who ¢commands the
respect of millions. He has long known
exactly what he wanted, and today he has
almost evervthing a man in his position
can secure, with one obvions exception,

0 THOSE WHO DECRY THE LOSS
OF KING COLE AND THE HINES-STYLE
PIANO AND THE TRIO AND TH
PASSION FOR MUSIC, ONE CAN ONLY
POINT OUT THAT FROM NAT'S PO
OF  JAZZ'S LOSS IS 8§

JuklY 6,

d
MELed Y e

MAKER ~



SUNDAY TIMER OF OEYLON. JUNE tom, 1oe

YOLANDE BAVA

Bf' the high spos

T'HE latest and most piquant example of how jazz

can draw diverse peoples together is Yolande
Bavan, the 2%7-year-old singer from Colombo, Ceylon,
who last year took the place of British-born singer,
Annie Ross, in a trio then known as Lambert, Hen-
dricks and Ross.

ande Bavan, and
(below) in full
woice with jazz
vocalists Dave
Lambert (on her
nght) and Jon
Hendricks dur-
ing an engage-
ment at the Jazz
Gallery in New
York City.

| AT LEFT: Yol | |
:

A tiny, eloguent girl with a typically clipped Indian-type
British accent, Yolande is constantly surprising herself with
unexpected abilities.

She surprised herself when, after going to England in 1956
to work as a singer, she was offered a part in a television play.
“But I'm not an actress,” she protested. Reluctantly she took
the job, and it turned out she WAS an actress, remaining on the
stage or before the television cameras for a couple of years.

She appeared with the Old Vie company playing Cleopatra in
the George Beérnard Shaw play.

" SHE'S AMERICA'S SOLE CEYLONESE JAZZ SINGER

SHE SURPRISED herself again when, after Dave Lams
bgrt happened to hear her sing one high note, to a Dizzy
Gillespie record, during a party in London, she was invited to

Join Lambert and Jon Hendricks im their highly sophisticated
Jazz trio.

“But I can't — I'm not u jazz singer,” she told Mendricks
over the transatlantic telephone. :

The non-jazz singer, persuaded to the contrary, secured lﬂ"“:
emergency visa, flew across, and was on the stage with the trlo”. 20

in Schenectady the very same night, without a moment’s
hearsal. U.S,, audiences found the sight of the saree-clag
unique and delightful.

AMERICAN AUDIENCES % # % %

She has been disappointed, however, with tha attitude of
the musie audiences in America: “America doesn't treat jazz
ax well as [ expected, Sometimes musicians bave to wait until .«
they're dead to be remembered. iy

S

the

“I LOVE JAZZ, but I don't like the surroundings,
things that happen around jazz. They make it distasteful for
people who don't know the music, It leads them to think that

when they see me, I'll have the split skirt up to here, and the
long vigarette holder. ...and they see things on the TV, people
getting drunk and all with a jazz background. It reminds me of
the way people think of India; they think of the maharajah sits
ting on a throne, yet there are not too many maharajahs in Ine
dia, but there’s an awful lot of poverty.”

MUSIC & HOSTILITY % % % %

There are many artists in America, Yolande added, who'
make things bad for themselves: “They have chips on their
shoulders. I have never had that defensive feeling, and I don'$
think it should be grafted onto an art form.”

“Agreed,” I said, “but some angry young people feel musiaq
is a fitting place to bring out hostility, aggression. ..., ." ¥

“It can be done, sure; but not while you're working in a cinby
you can't be hostile. People are funny. I'm always worried about
representing my country. and I have this constantly in mind.
Because if I do something, they're not going to say Yolande
Bavan did this or that; they’ll say “A Ceylonese girl did this.

“] don’t think anyone need worry about how you represent
your country,® I said. “The only guestion is, will you continue
to represent it as a singer "

SINGING OR ACTING? % % * #

“SINGING is a great experience, but I found asting
more rewarding and I'll probably go back to it. Maybe on bal=
lads, on Gershwin or Harold Arlen songs, I feel I can manage,
beoause when I left Ceylon I set out to be that kind of a singer.
But this trlo ......! Having sung alto in the school cholr, ¥

: e i T e : knew 1 could Jow, but now m an octave and a half above
! where I thought I could go. But still, I'm always thinking to mye
JND B) & E, YI_ (,‘IV : self what if I open my mouth and nothing comes oubt?
- L . “Honestly,” said the only Indian! girl jazz singer, a mem=
éUN ﬂAY [ tMmES { | ber of America’s. No. 1 jazz vocal group. “X still don't fhink X
\J 3 TN 1 can sing."
vV aNE 30 —
p——— o 1 — e~
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WHEN the police dogs of Bull Connor snap at Negro children marching for their freedom in the s
Birmii:gham; when the President of the United States calls upon the nation to right the long-standing wrongs
by our Negro citizens and by those of other minority groups; when Americans round a century of Emancxpatzein in
there has been no true emancipation; it is time for artists of the motion picture, radio and television industries to joi

fellow citizens in the struggle to secure for Negroes, as for all other Americans, the simple basic rights which are gu
teed by the Constitution of the United States.

WE believe that respect for the dignity of all men and women must be recognized throughout our entertain:
ment industry, among its artists and craftsmen, its labor and management, its guilds and unions.

WE believe further that there exists a great, silent reservoir of good-will that has not yet been mustered, pa.rt[y
because it has not found a common voice with which to speak, and partly out of individual fear, self-censorship, or reti-
cence. :

‘WE believe the time has come for us to express that good-will in a strong and common way, for white men of
good-will to find each other and, in concert with those of other races, to change the face of our entertainment industry, not
yecause it has become politically or economically expedient to do so, Ibut because it is right.

‘WE believe that the selfishness, ignorance, fear or simple carelessness which, whether by omission or ¢
been responsﬂ:le for discrimination in ous mdustry, is in the pasi:; We wish to acknowledge that it has exis
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IS NOW

takes. In this spirit we call upon ourselves and upon our colleagues to resolve these simply stated things:

I As ‘employers and employees, as guilds and unions within the entertainment and communi-
cations industries, to insist upon and institute procedures whereby equal opportunity for
employment shall be guaranteed to Negroes and to members of all minority groups.

. As artists, to present an honest and realistic image of the Negro as he exists in modern
American society, one in nine, bad and good, rich and poor, ubiquitous in metropolitan and

rural America, a person taking his equal place in the society he shares.

- As individuals, to be alert to any injustices against any minority group, and to assume

individual responsibility to correct them o%to
‘WE writers can include in our scripts roles for Ne’gtaea

America.

WE actors can insist upon sharing the nucrophonéwa% !
WE producers and directors can, in our managemeﬁ

Negroes in each project.

‘WE members of the creative guilds can insist th:
guilds and integrate in a full, not token, way. And we

FINALLY, we call upon those who finance,
in the crusade against discrimination.

LET us all, let Hollywood which has le

A ND THIS WE RESOLVE TO DO.

JOANNA LEE
ERNEST LEHMAN
AL LEWIS

EDWARD LEWIS
ROBERT W. LIGHT
EDUARDO MADERAS
SIG MAITLES
GERTRUDE MARKS
GERSON MARKS
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MARTIN RITT
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! 4

with Negro actors.

: aihem to the attention of those who can.

at reflect their natural, equal life-roles in every-day

uction, ensure an equitable and accurate place for

industry follow the example we have set within our
tudio heads to do the same.
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Initiation au jazz par Leonard Feather

La trompette, le trombone et la clarinette furent les seuls instruments a vent utili-
sés lors des débuts de la musique négro- américaine. Les saxophones ténor, alto
et baryton leur furent progressivement adjoints et, vers la fin des années vingt,
ceux-la conquirent un indiscutable droit de cité dans I'orchestre de jazz. En re-
vanche, aussi curieux que cela paraisse, j| n'v eut rien qui, a de trés rares excep-
tions prés, ressemblat 2 une flite dans l'instrumentation jazziste, et céla jusque
vers le milieu des années cinquante. La faible puissance sonore de I'instrument,




son expressivité réduite aussi, en
sont trés certainement la cause.
Le premier flGtiste de quelque impor-
tance fut Wayman Carver, musicien
de Portsmouth (Virginie), dont |'on-
cle avait été flOtiste et chef d'un
orchestre municipal. Carver choisit
la flte dans les années vingt et se
tourna ensuite vers le saxophone,
acquérant une petite célébrité dans
I‘orchestre de Benny Carter. C'est en
des faces gravées au début de 1933
— avec un orchestre réuni par Car-
ter pour le compositeur et chef d'or-
chestre anglais Spike Hughes — que
Wayman Carver fit un important
usage de la flOte, a la fois dans les
parties collectives et les solos. Plus
tard, Carver joua occasionnellement
des chorus de flite au sein de la for-
mation de Chick Webb (entre 1934
et 1939) puis, a partir de 1940, som-
bra dans |'obscurité. |l a aujourd’hui
délaissé la scéne du jazz pour se
consacrer a |'enseignement de la
musique au « Clark College »
d'Atlanta.

Au cours des années quarante, la
seule tentative qui, sur la flOte, ait
revétu quelque importance, est cons-
tituée par une version de « Caravan »

24

les cles
le swing et
lembouchure

gravée en 1944 par l'orchestre de
Ray Linn. Le solo de flite était |'ceu-
vre de Harry Klee, aujourd’hui musi-
cien fort apprécié a Hollywood.
Son véritable départ jazziste, la flGte,
I'a pris en 1953, presque simultané-
ment sur les cbtes est et ouest, grace
aux efforts respectifs de Frank Wess
et Bud Shank. Frank Wess jouait de
la flote a Washington depuis 1949
mais ce ne fut qu'aprés juin 1953,
mois au cours duquel il se joignit a
Count Basie, que son style a la fois
aérien et incisif lui valut une répu-
tation qui ne s'est pas démentie
depuis lors. De méme, Bud Shank,
alors altiste chez Howard Rumsey,
s‘était livré a quelques expériences
de flite dans l‘orchestre de Stan
Kenton, entre 1950 et 1951, avant
que son premier enregistrement avec
un groupe West Coast n’attire |“atten-
tion sur ce second aspect de son
talent. En dépit de sa maitrise tech-
nigue sur cet instrument, Bud Shank
n‘en a que trés rarement joué au
cours de ces derniéres années, pré-
férant se consacrer a l'alto.

La publicité accordée aux tentatives
de Wess et Shank, leur réussite sur
le plan esthétique, eurent pour consé-

quence |‘accroissement rapide du
nombre des saxophonistes adoptant
la flite comme second instrument.
Vers la fin de l'année 1956, le nom-
bre des nouveaux venus sur la flGte
étant plus important que celui des
jeunes clarinettistes, la revue “Down
Beat” décida de créer une catégorie
spéciale dans son référendum annuel.
Le premier vainqueur fut Bud Shank
qui battait de peu Herbie Mann.
Herbie Mann fut le premier fltiste
leader d'une formation de jazz. Pro-
fondément intéressé par les musi-
ques du monde entier, soucieux de
renouveler constamment la sonorité
de son groupe en s‘en inspirant, Her-
bie Mann est depuis six ans le flo-
tiste de jazz le plus célébre des Etats-
Unis. Son goOt pour |‘exotisme —
il possede une collection qui groupe
plus de vingt flites provenant de
toutes les parties du globe — n’a
pas manqué de captiver l'intérét du
public américain toujours a |‘affOt
de nouveauté.

Autre formation qui fit un usage pré-
coce de la flote : le Chico Hamilton
Quintet. Le premier flGtiste du
groupe fut Buddy Collette, musicien
versatile également a son aise sur la



clarinette et le ténor. Paul Horn sui-
vit ses traces, qui aujourd’hui dirige
son propre combo et se livre a une
importante activité cinématographi-
que. Entre 1958 et 1959, le flOtiste
du groupe fut Eric Dolphy, I'un des
jazzmen en qui certains voient |‘une
des valeurs du jazz de demain.

Dizzy Gillespie, volontiers supporter
de toute innovation, a introduit plu-
sieurs flOtistes dans son quintette.
Parmi ceux-ci : Les Spann, mieux
connu comme guitariste; Leo Wright,
soliste trés original doté d'une tech-
nique poussée ainsi que d'une ins-
piration trés personnelle; James
Moody enfin qui joua du ténor dans
le grand orchestre de Gillespie vers
1948 puis adopta la flOte, obtenant
sur cet instrument des résultats im-
pressionnants, surtout sur le plan de
la sonorité, trés personnelle parce
que chaude et pleine.

L'un des reproches souvent adressés
aux flOtistes de jazz vise leur ten-
dance & ne pas chercher un style qui
soit spécifique a la flite et a se con-
tenter d'adapter leur langage habi-
tuel de saxophoniste. En de nom-
breux cas, ce reproche est parfaite-

ment fondé mais il existe aujour-
d’hui plusieurs musiciens auxquels
cette réserve ne peut s‘appliquer.
Paul Horn, déja cité, est parvenu a
créer un langage et une sonorité avec
|‘aide des moyens propres a cet ins-
trument ; Yusef Lateef aussi, pré-
occupé comme Herbie Mann par
I'exotisme.

Le style le plus personnel, souvent
brodé d’humour, est celui créé par
Roland Kirk, extravagant personnage
dont les solos « song-flute » ne lais-
sent pas d'étonner, intrigants qu'ils
sont par |‘unisson voix-souffle: un
peu a la maniere de Slam Stewart,
Kirk fredonne les lignes mélodiques
qu’il joue. En dehors de cet étrange
procédé, Kirk est un excellent fl0-
tiste lorsqu’il se décide a jouer d'une
maniére plus conventionnelle.

Parmi les autres flOtistes de quelque
renom, il y a lieu de citer Dick Hea-
ley, membre de |'ancien « Australian
Jazz Quintet »; Sam Most, soliste
inventif au jeu trés véloce: Ralph
Gari qui, aprés quelques mois d'acti-
vité dans les cercles du jazz, est
retourné a la variété; Jerome Ri-
chardson qui, en dehors de son acti-

vité de saxophoniste ténor et de fl0-
tiste, enregistra le premier solo de
piccolo de ['histoire du jazz (Hi-Fi
Suite, 1956) ; Dave Newman, soliste
de Ray Charles; Moe Koffman, ins-
trumentiste canadien ; et le regretté
Bobby Jaspar.

De nos jours, la flite occupe une po-
sition comparable a celle de la cla-
rinette dans les années trente. Elle
possécde une place importante sur la
scéne du jazz et certains instrumen-
tistes tentent de combler le retard
de son incorporation a l'art qui nous
occupe en cherchant a en exploiter
toutes les possibilités. La sonorité
mince et tendue de la flote était en-
core inconnue aux oreilles des ama-
teurs de jazz des années quarante.
Aujourd’hui, elle appartient au do-
maine de |'habituel. On peut méme
songer qu'un jour un musicien sou-
cieux de nouveauté |'associera a une
formation Dixieland. Qui sait si le
jazz traditionnel qui, pour notre joie
a tous, a la vie dure, ne connaitrait-il
pas ainsi une troisieme jeunesse ?

Leonard FEATHER.
( Traduction Nelly HEROUT).
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DAVE HOLLAND. Editor .

Laughter From
The Hip

By LEONARD FEATHER
(Author of "The New Encyclopedia of Jazz,”
Crown Publishers)

Contrary to the impression sometimes given by certain
overpublicized minorities, most contemporary musicians are
neither fumbling illiterates nor humorless eggheads. Many,
in the vast area between these extremes, are hip, witty char-
acters, as I hope the following random examples will show:

Nat long ago, after Stan Getz had hit pay dirt with the
Jazz Samba album that started the whole bossa nova move-
ment in this country, he was charthsgmthgfmndatthem
Awards banquet in New York of the National Academy of
necordhgmmmmmmmmmmm
gratulations to Getz, whose record of “Desafinado” from the
album had just been awarded a “Grammy.” Poking him in
the ribs, he added, “Hey, Stan, you're getting big as a house,
man. How much have you put on?"

: BEAMED and replied: “Oh . . . about thirty
tho dollars.” .

David Raksin, the composer-conductor, is best
known as the writer of “Laura’ and almost equally respected
for his fast way with a word. On one celebrated occasion he
he had an encounter with Hugo Friedofer, a talen _but
irascible composer. Ford a while, Raksin noticed, dhofer
had been anusually quiet and very kindly toward eve: :
But then one day at a meeting he finally let go at some
character of whom he disapproved, tore him to verbal shreds
and left the pieces lying around the conference table. Then
he pointed directly at Raksin as if ready to take him on as a
verbal opponent. Raksin Jooked him straight in the eye and
observed: “Hugo . . . somebody has been putting umbrage
in your Miltown!™

EDDIE CONDON, the veteran guitarist and symbol of
Dixieland jazz, once called columnist Robert Sylvester to tell
him that he needed tickets for a very popular musical, as he
exgqin_ted a 65-year-old aunt on a visit to New York.

“J¢'ll be very difficult,” he was told. “But if it's that
important to you, you could go to the speculators and maybe
pick up a seat for $50."” _

Condon thought this over. sl

“No,” he decided at last. ‘‘After all, she's onl =

Duke Ellington is well known as a master ¢
tional tact. Once .he attended a luncheon at f.

. Marshall Stearns, head of the Institute of Jazz Stu

i him to writer James T. Maher. Ellington gracioush
pwledged the introduction, without showing any

e recognized Maher.

“You know, Duke,” said Stearns, “I've been introducing
you to Jim once a year for at least the last five years."”

Without lesing a beat, Ellington smiled and replied, “Yes,
and it’s been ai greater pleasure every time.”

Managers can be funny too. Marthda Glaser, Erroll Gar-
ner’s perennial protector, was informed by an impresario
that he had arranged for a fine new piano to be brought in
for Gardner's next concert. “It’s a six-foot concert grand,”
he boasted. I

With a straight face, Martha said, ‘“I'm sorry, but
Erroll’s only five feet three.”

Flustered, the impresario said, “Well, I'll see what we
can do about exchanging it.”

JOHNNY PARKER, the bandleader on the Arthur God-
frey show, tells the story of a friend named Silvio Sprigato,
a pianist, who died a few months ago. Sprdigato made a

deal to open with his trio at a New York club, but being a

that

gypsy at heart he dﬂeﬂ his mind and began to make plans
for a trip to Florida. & :
When he failed t&'show up on the job, the club manager
called the Sprigato-homie in a towering rage. Silvio placed a
handkerchief over the mouthpiece and in a heavily disguised
woice stated: “'Silvio is not here. . . He has gone far away. . .
‘We don’t know when he'll be back.” "' i
©  The manager, not entirely satisfied by this explanation,
- asked: “Who am p king to, please?” ' '
.+ Silvio immediately gave birth to a new legend by reply-
: **This is my father.”

- “° ALBUM OF THE WEEK: Don Byas With Springs—*“April
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age with the gener-
that of a comedienne,
has a few cogent thoughts about
the ‘current “pop gospel” trend.

Despite her association with
humorous material material,
Miss Bailey has a background
as a night club singer and band
vocalist and is a skillful inter-
preter of any kind of song, from
the dramatic “Supperfime’ to
a ballad like “Come Rain or
Come Shine” or a jazz standard
like “Gee Ain’t I Good To You."”
Gospel songs, it should hardly
be necessary o add, come well
within her extensive range.

The other evening 1 visited

-

‘| Ellington is mhicago in the
big ‘‘Century of Negro Progress™
show.

1 asked Pearl for her views
on Mahalia Jackson's widely
syndicated condemnation of the
“blasphemous’ use of gospel
music in night clubs,

“Mahalia ]% "ﬁ!‘ won-
derful artist and 1 hal® the
greatest respect for her.” she

replied, “‘but 1 disagree w s
point. -

“T've been singing this kind
of music myself since 1 was
eight. My father, who is now 80
years old, is a minister. My
brother Bill, too, became a min-

e — |
—_—

=% _-iiﬁ Featherseee—
GosperAct
 To Pearl E
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thor of “The New Encyclopedio of Jart)

| Bailey, whose in-|is

_|joyful noise unto the Lord.”

favorites as “Ezekiel Saw The

- ———

gt S
KL

little more abogir A
& 1 L

“Have you everiheard any
complaints aboit WEIVEN' be-
ing sung in a night'elub? Thar's
a religious song too.

“I enjoy hearing gospel music
\performed for a large, appre-
|ciative audience of people who
| might not ordinarily get to hear
it. For instance, I went to hear
the Ward Singers at Disneyland,
and they thrilled me.”

Gospel music, Miss Bailey
added, is supposed to be jubilant
and happy, a reminder of the
Biblical invocation to “‘make a

“We used to dance to that
kind of music when we were
kids. And don’t forget, they Had
some pretty swinging bands inf
those churches, and still'do,. =

“Naturally 1 don't @pprove of|
twisting or doing ‘A

respectful to this §
it's sung in the spi
originally intended,
more different places it can be
heard in the better.”

“As long as you feel that
way." I said, “and as long as
you have the appropriate back-
ground, why haven't you made
some gospel records?”

“Funny you should ask," said
Miss Bailey, reaching into a
12x12 envelope. “Listen to this.
We recorded it last Monday."

For the next 40 minutes I was
treated to a preview of fthe
unique Bailey sound applied not
only to such standard gospel

Wheel,” “That Old Time Reli-
gion” and “Standing In The
Need of Prayer,” but also to
straightforward and beautiful
interpretations of “Ave Marja
and the waltz ‘‘Peace on Earth.”

“I got a wonderful feeling of
exuberance making this al-
bum,” said Pearl.

..{

So, T might add, did I gwhile
listening to it. Veb _Bailey
fans, who at this“peint may be

a trifle tired of *“T { per-

haps find ““New Shoes? old hat,

will be delighted fo hear in this
Gospel Pearl a_different aspect
of her great talen qt‘:%'I:Na out
soon on ratch for it,
and don't spend: yosir money on
second-rate gdspelidlbums in the
meanwhile,.  © L0

ALBUM OF THE WEEK: —
Miles Davis Sextet, — “Seven
Steps to Heaven™ (Columbia CS
§851). Magnificent Miles moods
with, among others, Victor' Feld-
man on Piano.
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Red Norvo = Jazz with Finesse

Jazz in its first evolutionary years was an
unweeded garden. Its exponents for the most
part were relatively unlettered men with lim-
ited technical scope and little reading ability.

It was not until the late 1920’s that the first
- great virtuosi began to bring this idiom ef-

~ fectively beyond the folk music class. Coleman
Hawkins, Benny Carter and Buster Bailey
were among these pioneers. Among the hand-
ful of artists of that day who can claim to
have concerned themselves with the musical
developments of each era, and to have worked
- with continuous success through all these

) Red Nnrvo stands very close to the

al musician from 1925, Norvo
onal attention as a jazzman

in 1933, two solos on the
instrument never previously

in Norvo, who: switched to
e in 19*3 has remained the only

jazz figure ever to have achieved prominence
as a xylophonist.

More significantly, he has been for thirty
years a symbol of the unhurried, gently
swinging approach to improvisation, and has
been the leader of many small groups, and
one memorable orchestra, that succeeded in
translating this style into ensemble terms.

Red was born Kenneth Norville on March
31, 1908, in Beardstown, Illinois, the youngest
of four children and the only redhead in the
family. “Father was a railroad man,” he says.
“He had a pal at the station who liked to
play blues piano, and that got me interested.
Later this man had a music store and 1 used
to hang around, playing all the first Fletcher
Henderson records. And I heard jazz on the
steamers on the Illinois River; Bix Beider-
becke and Frankie Trumbauer played on one
boat out of St. Louis.” '

When he was eight, Red’s mother sent him
to the same teacher who had instructed his
sister, Portia. He took a dozen lessons before
the teacher realized he could not read music;
Portia had been helping him memorize. At
twelve, visiting his two brothers in Rollo,
Missouri, he was fascinated by a xylophonist
at a local theater. Soon, by selling a
pony and saving slowly, he was able to buy
his first xylophone for $135. By his third
year in high school he was playing for the
weekly assembly During the spring vacation
in his senior year he went to Chica,

a small group assembled by a classmat
thy Green. In Chicago he met an &
Tebo, who launched his profe

soon after by sending him on

a seven-piece marimba band,
Collegians.

Twice during the next coupl
tried to complete his educa
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d at the University of

ediately called away for

the Collegians, In 1929

d at the University of Detroit, but
s later he called Tebo and landed

» was changed when, after the
orked for the Paul Ash band
introduced him variously as
th and Norvo. Red decided

od enough to keep.
er he left Ash that Red was forced,
the ‘only time in his career, to conform
to what was then the vaudeville stereotype of
the xylophonist as a novelty instrumentalist,
complete with tight black evening pants, sash,
and full sleeved blouse. He even played the
Poet and Peasant Overture, and the pipes of
his instrument were hidden by a little drape
with a monogram emblazoned on it. On one
number he did a tap dance routine during
the breaks. This brought him considerable
success for awhile on the Orpheum Circuit,
where he earned as much as $650 a week.
Soon after, in a Chicago vaudeville show, the
Flaming Y outh Revue, Norvo played the xylo-
phone, tap danced and even sang. The show
was on tour for eighteen months, including

a visit to California.

During this time Norvo rapidly lost what-
ever interest he might have had in this type
of music and became more and more fasci-
nated by jazz, and friendly with its per-
formers. Nevertheless, two or three years
elapsed before he was accepted by fellow musi-
cians as more than a curiosity; his unusual
choice of an instrument undoubtedly was a
primary reason.

Red spent most of 1930 in St. Paul work-
ing in radio; then for several months he

worked for Victor Young in Chlcago on an
NBC radio series.

In those days Paul Whiteman was a con-
sultant at NBC in Chicago. He invited Red
to play on some shows he was assembling with
Ferde Grofé and Roy Bargy. It was during
these broadcasts that Red got to know the
singer on the show, Mildred Bailey. Mutual
musical and personal admiration led within
a year to marriage, and the Norvos went East
with Whiteman.

Settling in New York, Red fulfilled the resi-
dence requirements, filling in some time by
gigging with Meyer Davis groups. He worked
for another year ‘with Whiteman, then free-
lanced with various groups around New York.
In the fall of 1934 he assembled, for a record
date, a memorable “Swing Septet” whose per-
formances have often been reissued all over
the world; his sidemen included Jack Jenney,

: Shaw, Charlie Barnet and Teddy Wilson.
s days as a jazz combo leader began

t in 1935, when he had a pianoless

the Hickory House on 52nd Street,
Dave Barbour on guitar and Eddie
phone. This being the dawn

‘era, when every 'populnr jazz

full orchestra

AUGUST, *19*6’3'
-

move the following year, when he and Mildred
were billed as “Mr. & Mrs. Swing.” Their
twelve-piece band, with colorful Sauter ar-
rangements that were far ahead of their day,
had limited commercial success but left a
legacy of many superb recordings from 1936
to 1939.

Mildred fell ill for awhile and Red kept the
band going without her; the band recorded
with her early in 1942, but not long after that
Red was leading a small combo that was set
for a USO overseas tour. The group spent
ten weeks in a rehearsal hall and cut some
fine V-Discs, featuring Ralph Burns and Flip
Phillips, but the tour fell through.

Since that time Red has led every kind
of combo but a bad one. He spent a couple
of years as a sideman—1945 with Benny
Goodman and 1946 with Woody Herman—
but said he felt somewhat “drowned out” by
these extrovert big band sounds.

Divorced from Mildred, he settled in Cali-
fornia in 1947 with his second wife, Eve Rog-
ers, the sister of Shorty Rogers, who had
played in the V-Disc combo. He returned
East briefly in 1949, leading a sextet that in-
cluded Dick Hyman, Tony Scott and Mundell
Lowe.

Probably the most memorable Norvo group
in the recollection of younger present-day jazz
fans, who cannot reach back to the Mildred
Bailey days, is the trio he led through the
1950’s. First the bassist was Charles Mingus,
later Red Mitchell; the orginal guitarist was
Tal Farlow, then Jimmy Raney took over.
Later sidemen were Bill Dillard and Jim Wyble
on guitar, Gene Wright and Red Wootten on
bass. All were musicians who measured up
to the high caliber always expected in a
Norvo unit; they achieved many extraordi-
nary peaks of subtlety and finesse in the
brand of chamber-music jazz that has been

_Red’a chief identification.

In January of 1954 I assembled a concert
package show entitled Jazz Club U.S.A. and
took it on an eight-country tour of Europe.
This was Red’s first in-person contact with
overseas fans and his first extended experi-
ence with concert audiences. The results were
mutually gratifying. He and Raney and
Mitchell made a deep impression: not only
in Scandinavia, where they already had a
healthy following, and in Germany and Switz-
erland, where the audiences were invariably
receptive, but even in Paris, where Red had
not been a particular favorite and the critics
had awaited him with some misgivings.

His visual personality had much to do with
this conquest of the skeptics. His seemingly
casual hold on the mallets, his variety of facial
expressions as he dusts the vibes with them—
from surprise to elation to archness, from
wonder to disbelief to anger to ecstasy—all
are a natural part of his personality that pro-
vide the logical parallel to his improvisational
style.

Unlike almost any other prominent vibra-
phonist, Red does not use the motor; the
sound, consequently, is closer to that of his

original medium, the
technique has improv
years, his basic styl
gone few moth

As far back ¢ asl iﬂﬁ, when “bebop” w;i he
most comroversm[ ord m ]a:z,  use
its two creators, Di nd ; '_ 1€
Parker, as sidemen on a c rec ses
sion. Ever since then he has lc&pt ab east of
new trends. For the past five years he
expanded from trio to quintet format, umng
such admirable sidemen as Wyble on guitar,
Charlie Kennedy on alto sax, Don Greif on
bass and Moke Romero on drums. Occa-
sionally his whole group, including Red, has
been taken over and fronted by Benny Good-
man, :

Red has built a different kind of following
lately, moving out of the sphere of jazz clubs
and concerts to work mainly on the Lake
Tahoe-Las Vegas-Hollywood circuit, often in
tandem with various singers. Frank Sinatra,
one of his perennial admirers, has used him
in clubs and on records; Dinah Shore has
featured his group on her television shows;
and for the past year he has been booked
jointly with Mavis Rivers. This has reminded
some spectators of the memorable Norvo-
Bailey team, as Mavis has traits of timbre and
personality that recall Mildred in her heyday.

Though he went through some wild days in
the Chicago Jazz era and lived the life of
those times, Red today is a sedate. subur-
banite type, never drinking or night-club-
bing, preferring to spend time quietly at
his Santa Monica home with his twelye-
year-old-son Kevin, fifteen-year-old daughter
Portia and nineteen-year-old stepson Mark.
He is an expert at several hobbies such as the
refinishing of furniture and the collecting of
Bennington ware, pewter and Copenhagen
china.

In or out of music, he can summon great
determination at times. At one point the re-
laxed California life made him considerably
overweight; a strict regimen brought him
down to his present slim contours, nothing
having been added in recent years except the
trim red beard.

Though he neither gains nor seeks the pa-
tronage of those who equate swinging with
decibel-power, Red Norvo has remained a
umquely valuable figure, in an area of jazz
expression that sometimes
of being submerged under the

of today’s jazzmen, as
audiences, were they gi

his present group at one of the
or Eastern night clubs, if }
lured away from his

rity. In 1963 as in 1

would find that there is |

from a study of the 1
Kenneth Norvo.




1
|\

|
b

|

" Jike “Gee Ain't 1 Good To

- like ‘"Come Rain or Come

=y e

st

e . 51

By LEONARD FEATHER
Walléy Times TODAY Special Writer
Miss Pearl Bailey, whose incomplete image
with the general public is that of a comedienne,
 has a few cogent thoughts about the curreat ‘‘pop

~ gospel” trend,
_ Despite her association with humorous ma-
terial, Miss Eﬁ?}:s a background as a night
- club singer " band vocalist and is a slullfg]
interpreter of any kind of song, from the dramatic
#Suppertime” to a ballad

Shine” or a jazz standard

You.” Gospel songs, it
should hardly be necessary
to add, come well within her
extensive range.

THE OTHER evening I
wisited Pear]l at the Cocoa-
nut Grove in Los Angeles’
Ambassador Hotel, and
asked her views on Mahalia
JFackson’s widely syndicated
condemnation of the ‘‘blas-
phemous” use of gospel
music in night clubs. .

The brunt of Miss Jackson’s argument was that
the pop gospel ers are '‘greedy, blasphemous
church folk who are getting rich in the wrong
way . . . the ward of God is too precious to be so
degraded by presenting it in a night club. These
people are taking a precious thing and stepping
on it. Just like the American flag stands for
Som: r, 80 does pospel music.” Miss Jackson
d, “It’s almost like spitting in God’s face.”
liss Bailey says she can’t go along with this
position.

Miss Bailey

FM NEWS

KNOB jazz critic Leonard Feather has
returned to his regular Sunday evening
show, Life With Feather, at 8:10 pm.
During his eight week absence from
the station, Feather has been writing a
book entitled “Laughter from the
Hip, to be published this fall. KNOB
station management has also announced
an expansion of coverage of the forth-
coming Monterey Jazz Festival this fall
.., with on-the-spot interviews handled
by Leonard Feather, Slee y Stein,
Chuck Weisenberg, and Bob Shayne.

Pearl Bailey Defeads Pop E_qu_."

“Mahalia Jackson is @
I have the greatest respe
“but I disagree on this g

“I've been singin
since 1 was 8, My fal
old, is a minister, °
a minister for a whiel it
cerned, I think night club.audiences need jo hes
a little more about the Lord. .o Gonm o

‘“‘Have you ever heard any complaints: about
‘Eli Eli’ being sung in a night club? That's a
religious song too. {5

“I enjoy hearing gospel music performed for
a large, appreciative audience of people who
might not ordinarily get to hear it. For instance,
I went to hear the Ward Singers at Disneyland,
and they thrilled me.”

GOSPEL MUSIC, Miss Bailey added, is sup-
posed to be jubilant and happy, a reminder of
the Biblical invocation to “make a joyful noise
unto the Lord.”

“‘We used to dance to that kind of music when
we were kids. And don’t forget, they had some
pretty swinging bands in those churches, and
still do.

“Naturally I don’t approve of twisting or doing
anything disrespectfuls to this music; but if it's
sung in the spirit that was originally intended,
then the more different places it can be heard in
the better.”

“As long as you feel that way,” I said, *‘and
as long as you have the appropriate TFOTN
why haven’t you made some gospel ire g?"hin

“Funny you should ask,” %
reaching into a 12x12 envelope. * to
We recorded it last Monday."” e
Continued on Page 9

In concert

Continued from Page 1

FOR THE NEXT 40 min-
utes T was treated to a pre-
view of the unique Bailey
sound applied not only to
such standard gospel fa-
vorites as “Ezekiel Saw The
Wheel,” *“That Old Time Re-
ligion” and “Standing In The
Need of Prayer,” but also to
straightforward and beauti-
ful interpretations of “Ave
Maria' and the waltz “Peace
on Earth."”

“I got a wonderful feeling
of exuberance making this
album,” said Pearl,

So, 1 might add, did 1
while liglening to it, Veteran
Bailey 8, . who at this
point a}gg ea trifle tired of
“Tirw:_ perhaps find
“New Sh s” old hat, will
be delighted to hear in this
Gospel Pearl a different
aspect of her great talent.
It'll be out soon on Roulette.
Watch for it, and den’t spend
your money on second-rate
gospel albums in the mean-
while.

ALBUM OF THE WEEK:
Miles Davis Sextei —
“Seven Steps to Heaven"
(Columbia CS 8851). Mag-
nificent Miles moods with,
among others, Victor Feld-
man on piano, :

. ngg_,ﬂi’ ith meg”fv be
eard wdday o nig pon.,
KNOB, 98 FM) .
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Lady Day...

THIS summer is a good one for the ranks of BILLIE
HOLIDAY lovers, which include most people with
sympathetic ears for jazz singing, because it has
brought us two Holiday albums plus a couple of
tracks on the “ Swing Street ” set.

A few weeks ago, I reviewed “ The Lady sings,” a eollection from
the middle and late Forties which showed Billte still at the
height of her ?owers, so far as control goes, . . .

Now we have a live concert album—rare in the Holiday disco-

phy—made in Europe during the 1953-54 nter tour of
i er's “Jazz: USA" (UNITED ARTISTS

All this singer's work {s stirring, but the different perlods affect
" us in different ways. By 1954, the singing had lost strencth
© &nd such exuberance as it once possessed: but it had even
gained in rhythmic quality, and In its capacity to disturb.
On the first side of the LP—seven songs closely associated With
her, all accompanled simply by piang, bass and drums—Rillie
was singing well for the time, though a little inconsistently.

: “Blue moon"” and “All of me” are only fair, and Carl
U\DY D“ Drinkard’s piano i too prominent and rather toc honky for
=stirring this Lady.

“Them there eyes,” which Billie could make into an Intriguing
swinger, is partly defeated by Elaine Leighton's drumming and
H\Ig rot)np&ﬂs; 0 (good in itself but unkind to Billie’s lazy

in o

It is left to “My man,” “I eried for you” and “I cover the
waterfront™ to provide solid evidence of her un ability
to instil meaning into quite ordinary lyries.

The second side presents a jam session, not distinguished aside |
from Billie’s contributions. featuring men (and women) from
ttahle Red Norvo frio, Buddy de Franco quartet and Beryl Booker

rio. r

HEl oY MAKER |
ARuGusT 1o
1963

nd " Loever come back " are the numbers, and
ved into them. A pity she had so few choruses.
: Album I get the feeling Billie was not in the |
grandest company. Some of de Franco's elarinet belongs

manifestly to another musieal species.  All the same, the tapes

making up this “LADY LOVE” LP were a " find."




Square Slant
On Hip Talk

By LEONARD FEATHER
(Author of “The New Encyclopedia of Juzz," Crown Publithe

Back in 1954, preparing the first edition of the ‘‘Engy
pedia of Jazz,” I included a glossary of terms used by musi
cians, In later editions, the glossary was omitted, jmal
because so many of these words change their mes

become obsolete very fast, and a large number of the
synthetic. As I pointed out, such terms as "licorice Stigh
clarinet, the favorite with dramatic and fiction writes
had any currency among musicians.

Though the glossary was adequate within its limifa
clearly it never reached the eyes of Harold Wentwo
Stuart Bepg Flexner. They are the editors of the ‘‘Dictionary
of American Slang’’ (Thomas Y. Crowell, 669 pp., $7.50), the
book that has recently aroused controversy since a couple of
Bowdler-minded pedagogues stimulated sales by objecting
to its use of many terms considered tabu in polite society.

MESSRS, WENTWORTH AND FLEXNER clearly did a
comprehensive and much needed job in compiling this unique
work. From the overall reference standpoint, it is invaluable,
Unfortunately, its chief weakness is the attempt to explain
some of the misunderstood and evanescent jazz terms.

In order to understand the colorful language of the hipster
musician, with its great mobility, it is almost mandatory to be
a part of the jazzman’s world. The editors, unable to qualify
in this respect, obviously turned to second hand sources that
were of little value,

For example, there was frequent recourse to the book
“Satchmo—My Life in New Orleans” which, because some
naive editor mangled Louis Armstrong’s colorful and authen-
tic writing style, was an inaccurate guide even in 1954 when
it was first published.

THE DICTIONARY CONTAINS not a single reference io
“funk™ or “funky music,” about which so much has been
written in recent years; nor are the current fad terms ‘‘soul,”
“*soul musie,” *‘soul food,” etc., included. The editors are so
uninformed they believe a combo is ‘“usually- composed of
three or four members.” (Actually, of course;“alinost all the
best known combos nowadays are quintets tets.)

They also have a paragraph on the blués” hich W. C.
Handy, world famous for decades as the Fatlier of the Blues,
is not .av?g:mentjoned, though there is a tion from a
book by Jelly Roll Morton, whose a
invented jazz have long since been disc {

Perhaps the errors of commission are even more serious
than those of omission. Words that were never really common
parlance among musicians are inserted. For example, in all
my 30 years in music I have never heard a trombone referred
to as a slush pump, a double bass as a vein, a clarinet as an
agony %iips These and other such fictions are all to be found
in the onary, along with gate, lick, send,;*hepster (sic),
hipeat (si¢) and jive, which, according to” Wentworth and
Flexner “veplaced jazz to some extent ca. 193845, linguis-
tically as well as musically,” Either .J was asleep during

ose. seweni years or the editors obtaw_ ﬂ?gu:j formation
from Samuel Goldwyn, : A o A
" PERHAPS THE TIP-OFF to the editors™ attitude toward
jdzz ¢an Be found in the pairing off of subjects on the cover
of the book, which boasts that the confents include ‘“more
0 definitions and examples from American slang of:
& Liquor; Movies & Theater; Circus & Carnival Life;
8 Sex.,.” Jazz is to sex as hand is to glove. -
hes ‘whit from

1 #@hesstate of jazz has been benefited not)

tence of so many of its chroniclers o aking
racters out of its practitioners. The hdpeless inac-
in the definition of so many jazz terms In the “Dic-
v of American Slang”” will only help tq:__éiddfi‘ii'.i the
h --__:=< d 4o distort further, in the eyes ‘of the nexi
: m,.. the truth ongthis subtle and elusive subject. I
recommend that you keep the book away from your children,
not for Dr. Rafferty's reasons, but for those listed above.

-“Life With Feather” may be heard Sunday evemings, 8 pm.
KNOB, 98 FM. Y T : ' :
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Jazz Hits New
Popularity Peak

By LEONARD FEATHER g®
(Authar of “The New Encyclopedia of Jazz")

Though you would never know if you judged by the short
shrift it gets from American movies and television, jazz today
is at an unprecedented peak of popularity in the land that
once spawned it and spurned it. 4

For evidence, you could point to the great success of this
year’s Newport Jazz Festival, or the fact that advance sales
for the next festival at Monterey (Sept. 20-22) are up 35 per
cent over last year's at a comparable time,

No less significantly, you could turn to the page that lists
top-selling LPs in The Billboard, the leading trade guide to
... realistic facts and figures.

: The album “Woody Herman 1963: Encore™

(Phillips 600-092), recommended not long ago in
this column as the album of the week, is now
' on Lhe best-seller chart, the first Herman album
_ in many years to make such a great and

impact. The jazz organist Jimmy Smith, _
~ enjoying a phenomenal vogue, has beer the
| Jist for 15 weeks with “Hobo Flats’ (Verve 8554),
COUNT BASIE, OF WHOI\:hSOMt hl?.%a - ' %

rabe said a couple of years ago that his band cor

= B ek not survivg ‘the departure of Joe Williams, has

4 non-vocal album way up on the chart: “This Time By
Basie: Hits of the 50s and 60s” (Reprise 6070) as well as a _
vocal set, “Sinatra and Basie” (Reprise R 1008).
" “Nor should we forget the persistent sellers. Dave Bru-
beck’s Columbia “Time Out” has been on the best s‘?ller list
for the incredible ‘stretch of 136 weeks; Ray Charles Modern
Sounds in Country & Western Music’’ (ABC-Paramount) for
71 weeks, and its follow-up twin, Vol. 11 of the same, for 43
weeks. b

Cannonball Adderley’s “Jazz Workshop Revisited,”
(Riverside), a sequel to his first top seller, has been an estab-

g lished hit for 22 weeks. Then there are many
other items by quasi-jazz artists or superior,
jazz-rooted pop performers. Peggy Lee has two
excellent Capitol albums on the list, “I Am A
Woman'' and the more recent “Mink Jazz.” Nat
Cole and Nancy Wilson, both on Capitol, and
Hank Mancini on RCA Victor are all repre-
nted, E
5 tANOTHER REFLECTION of the new hori-
zons attained by jazz is the flock of recent LPs
clearly aimed not at hard-cored jazz fans, but
at listeners who are %ol}—soqlg or:entfd._ eind 'Ir‘:;n
jate a jazz performance of familiar material, Two
gﬁggﬁﬁni esaai-plesp are “The Music of Ric:t‘tard Rodgers
Played by America’s Greatest Jazzmen' and “The Music of
Ge%:ge Gershwin Ditto” — both on the Moodsyille label and
each featuring tracks by Sonny Rollins, Gene Ammons, Billy
TaVlbre Red Garland et al. : ; i
clusion, let me hasten to point out that (a) I don’t
Very -jazz artist 1o outsell Little Stevie Wonder, (b)
: M or non-jazz, doesn't automatic-
claissifyzibrassgood, -or bad. Kai Winding, a fine jazz
%oniﬁtp?h@‘hqaﬁeﬁﬂhe charts with something called
*Soul Surfin’.” Shorty Rogers has hopped on an overloaded
agon with his latest releagg,i Gospel Mission.” Well,
ok ._- | __’ ' s ._‘-?_I".r Maly .='.:-- sg &lmade 1t bygh‘e,‘
.~ Good, honest can sell;

clupa copy of Billbeard.

Miss Lee

freer’" ;' be&éf Sundays 8 to,9 pan. on KNO ﬁ; FM 98-
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biate i czarne

W czasie kryzysu rasowege w USA (maj rb), gdy w wielu miastach amerykanskich odbywaly
sie demonstracje na rzecz poparcia ludnosei murzynskiej, wlasnie olrzymaliémy jeden z now-
szveh numerdw ,Down Beatu® (z 1LIV.63 r), zawierajgey m. in. dyskusje pod aktualnym iy-
tutem: . Polrzeba jednosei rasowej w juzzie.

Przytoczamy wyjatki z tej clekawej rozmowy na temat integracji rasowej wsrod muzykow
jazzowych, Udzial wzigli: pianista George Shearing, aranZer i kierownik big-bandu, b. ezlonek
orliestry Jimmy Lunceforda, Gerald Wilson, kontrabasista Red WMitchell, bratanek Lester
Younga — adwokat i prezes murzynskiej organizacji James Tolbert, oraz dwaj ‘przedstawiciele
redakeji: Leonard Feather i John Tynan,

Feather: W ub. roku zamiesciliSmy dwa arlyvkuly na temati rownosei obu ras w jazzie. Otrzy-
malidmy wiele listéw. Niektorzy, np. Max Roach pisali, ze jazz jest muzyka murzyin-
skq, a kazdy bialy to swego rodzaju intruz. Nie zgadzam sig z tym i prosze o zabie-
ranie glosu.

Shearing: Od dawna juz w moich zespolach graja zaréwno czarni jak i biali. Czesto Murzyni
wykazuja wiece] wrodzonego rytmu, idle jest to odczucie indywidualne, nie ma nie
wspolnego z rasa. Dobieram muzykow pod katem ich umiejetnosei i przydatnosci
w zespole. Nie obchodzi mnie kolor skory.

Tynan: Zawsze cheinie stuchalem jazzu i nigdy nie zastanawialem sig nad kelorem skory
muzyka. Mialem juz chyba 19 lat, kiedy dowledzialem sie, 2e Fails Waller jest
CZarny..

Wilson: Zresztg sytuaeia Jest z kazdym dniem lepsza.

Feather: Czasem zdarzajy sle przykrofel Kiedy Neal HMHefti organizowal ovkiestre, agent
przedstawil mu kilkanascie nazwisk. Neal krzywil sie troche i wreszeie spytal:
,Czy nie ma u was jakichs dobrych muzykéw murzynskich?“ Na fo zdziwiony agent:
+Nie wiedzialem, %Ze pan gra z Murzynami. Zaraz panu kilku zaprezentujg'. Ta-
ki pasywny segregacjonizm jest zly.

Kwestie ekonomiczne sa wazne. Agenci artystyczni niecheinie angazuja czarnych
z uwagi na nastawienie wlasciciel sal i lokali. Wielkie nazwiska, jak: Benny Car-
ter czy chotby Gerry (Wilson) nie maja klopotu z pracq. NiegdySs uznawano
wielkoéé orkiesir Basiego czy Ellingtona, ale jako murzynskich zespolow. Dzis Ame-
ryka uznala jazz za swoja sztuke narodowsa 1 dumna jest z wielkich muzykow
obu ras.

Kito dobry fege angaZuje:

Jesli chodzi o jazz nie jest tak Zle. Ale powiedzeie, czy sg jacy§ muzycey murzytiscy
na efatach w radio czy TV? Nie. Jedynie w Nowym Jorku i to zaledwie dzie-
wieciu. muzykdw, 3 wszvstko pod wplywem nacisku polilycznego. A c¢zy biali ko-
ledzy nie starall sie, by bylo ich wiecej? Musimy walczy¢, 2eby zespoly mieszaly ste
spontanicznie.

Wilson: Mam 18-osobowy zespil. Angazuje réwnie cheinie bliatyeh, < czarnyeh, Chinezyka
lub Meksykanina, Byle dobrze gral.

Mitchell:  JakiZe czesto sig zdarza, Ze nie zatrudniajqg kogos bo jest bialy...

Feather: Crzy widzial kio§ Murzyna w zespole Harry Jamesa lub Les Browna? Alho bialego
u Duke’n czy Counta? A szkoda. Dopoki jednokolorowe zespoly nle stang sie dzi-
wolggiem — sytuacja sie radyvkalnienie poprawi.

Tynan: Poprawi sie i 1o niedlugo. Ale jazz jest tez zaleiny od ogélnej sytuacji spolecznej.

Fealher: Rok 1963 jest stuleciem deklaracii Lincolna o emancypacji. Miejmy nadzieje, ze
t¢ rocznice uczeimy pelna integracjy na naszym eodcinku.

Opr. J. B-ki

Jada w godci, jada... T W R0 e

® Bossa Nova Combo (Sadowski, Kruszynski, Gawryeh, Skorupka, Sidorenko, UWAGA!
Urbafiska) uda si¢ 29 czerwca do Pragi, gdzie weZmie udzial w tzw. ,,Polskiej

Niedzieli”, Wzorem lat ubieglych w

® Kwintet Andrzeja Trzaskowskiego ,The Wreckers' (Namyslowski, Urbanlak, polowie lipca wukaze sie
Sandeckl, JTedrzejowski) udal sie na festiwal jazzowy do Bolonii, Wystep 30 maja. y
gl gl e arcyciekawy PODWOJINY

® Zespil Andrzeja Kurylewicza (Karolak, Dylag, Dybrowski) 1 Wanda Warska i 7
beds reprezentowaé polski jazz na festiwalu w Juan — Les — Pins w dniach NUMER , JAZZU*, boga-

80 131 Lipea. to ilustrowany. Zarezer-
nuje si¢ tez na jesieni wyjazd ,,Wreckerséw" | ,New Orleans Stomperss wujeie go zawcezasw w kio-
i Kurylewicza do ParyZa na wystepy w klubie ,,Blue Note", .
"h skach, ,,Ruchu®. 32 stro
Jerzego ,,Dudusia’ Matuszkiewicza (Sadowski, Bartz, Sidorenko, 10 1 h
sierpieri | wizesieni do ZSRR, by towarzyszyé polskiej ekipie Y. @ otych.
:l“_,. g

b ;;,;;_l_;.-__..;_._ A




rdaderamente VER-
SRA historia de los
la Bo:ssa Nova”,
mhadu mi mai-

tor de este arl:iculo se llama
profesor S. Rosentwig Mec-
Siegel (por lo menos eso di-
ce), El caso es que a conti-
nuacion de tal titulo sigue
la serie de divulgaciones mas
dicparatados ¥y mas extraor-
dinarias quz haya podido leer
en mi vida. Nunca nos ha-
bfamos reido tanto en 1a sala
de redaccién. Es uno de los
pocos, pero muy buenos, ar-
ticulos humoristicos sobre
jazz que se haya publicado
en estos ultimos afios. “Do-
wnbeat”, por su parte, se
complace en unas lineas en
presintarnos al “eminente
profesor”. (Nos gustara sa-
ber quién se esconde detrés
de este pseudénimo).

“El profesor S. Rosen-
twig McSiegel puede real-
mente proclamar gue su pro-
pia historia €s, en esencia,
la historia del jazz mismo.
Uno de los mas brillantes
técnicos del ‘“sousaphone”,
durante la década de los
afios 1890-1900, fué en rea-
lidad el que primero lo hizo
todo. Aqui nos vuelve con
una de sus revelaciones ex-
clusivas de la crénica de la
historia des lg mausica.”

En la imposibilidad de re-
producir este articulo que
realm no tiene desperdi-
cio, me limitaré a transcri-
bir 1as de sus frases que
tie: sabor como fan-
ba.Js. prin.clplc ya es pro-

cen resaltar la verdad de lo.

que hoy se conoce como la
Bossa Nova” (...)

(Nota: Para los aficiona-
dos espafioles que no lo su-
pisron, el gque verdadéramen-
te se llama Olatunji es un
“jazzman” negro especialis-
ta de Tam-Tam, procedenie
de Nigeria, que reside ahora
en los Estados Unidos.)

“La verdad acfrca de la
Bossa-Nova se remouta a la
primera época de los river-
boats, Después de haber
abandonado toda esperanza
de encefiarle 3 Buck Johnson
a tocar correctamente los
acordes de “Flee as a bird”
(una cancién popularizada
mas tarde, pero de forma al-
terada por “Slespy” Matsu-
moto). Abandoné mi Nueva
Orledns y mis trabajos de
ensefianza y hui, como un
pajaro, a Nueva Inglaterra.

Aunque Boston tenia en-
tonces sindicatos segrégacio-
nistas, pude, gracias a un
maquillaje cuidadoso y un 1i-
gero cambio de nombre (Mc-
Swe:zney) arreglar mi ingre-
so en el “Gentile Local
793625 (...)

“Empecé a trabajar con
Pete Moss y su trio de cinco
instrumentos (corneta, ban-
jo, tuba, pianista y Side-
man)” (...)

“Uno de nuestros més so-
licitados nimeros era el te-
ma “riff” que yo habia com-
puesto en suchos, titulads
“Shave and a haircut two
Cents™ (Afeitado y corte de
pelo, dos centavos, el verda-
dero titulo de la cancién es
“Afeitado y corte de pelo,
diez centavos™). Esto no era
durante los dias de la pre-
inflacién, sino antes de la
pre-inflacion.” (...)

El profesor, luego nos re-
vela cudles fueron las reac-
ciones de la critica.

“Un critico del “Christian
Science Monitor” describio

“En aquella época, los ri-
verboats prestaban servicio
regular entre Boston y Do-
ver (New Hampshire)”,..

..habfa una monstruosa
oleada de mareos, Pero aque-
llos que conseguian mante-
nerse en posicion vertical al-
rededor de] estrado, invaria-
blemente nos hacian lg mis-
ma fascinada pregunta:

"¢Qué clase de musica cur-
vadamente angular es la que
tocdis?”

Como no teniamos nom-
bre para ello, se me ocurrié
pensar en los dos puntos ter~
minales de nuestra ruta noc-
turna y me dije que podrian
Servir para el caso.“ksto es,
dije una noche: “Boston-Do-
ver”,

E] resto, claro, es historia.
Por el clasico proceso de eli-
sion, la “T” y la “D” des-
aparecieron y la Bossa-Nova
habia nacido.” (...)

Al llegar al final de su ar-
ticuio e, profesor nos mues-
tra sy resignacion.

“Mi contribucién fué pron-
to olvidada. La ruta de; pio-
nero siempre ha sidg dura.
{Quién, hoy en dia, por ejem-
plo, se acuerda de mis pre-
dlccion&s en 1912, cuando di-

M ABRID,
JuNE, 1963




i

Jazz Piano:
Soul, Skill and Serenity

by Leonard Feather

LES McCANN LTD.: “The Shampoo at the Village
Gate” (Pacific Jazz).

BOBBY TIMMONS: “Sweet and Soulful Sounds”
(Riverside).

McCOY TYNER: “Reaching Fowrth” (Impulse).
OSCAR PETERSON: “The Sound of the Trio"
(Verve),

ANDRE PREVIN: “Four to Go” (Columbia).
PHINEAS NEWBORN JR.: “A World of Piano!”
(Contemporary).

SHELLY MANNE-BILL EVANS:
(Verve). !

“CANNONBALL' ADDERLEY-BILL EVANS: “Know
What I Mean?" (Riverside).

DON FRIEDMAN: “Circle Waltz” (Riverside).

In Art Tatum, jazz piano found its first com-
plete virtuoso. During the half-century that
has linked ragtime with Erroll Garner, only
Tatum managed to absorb all the varying
styles of jazz piano—from “stride,” with its
volleying left hand, to “horn-piano,” with its
fusillades of single right-hand notes; from
bop’s harmonic experiments to a concern,
typical of the Fifties, with rich chords and a
full left hand. There was, it seemed, no place
for the instrument to go beyond Tatum; his
death in 1956 apparently closed the book on
the development of jazz piano.

Around the same time, the success of such
pianoless combos as Gerry Mulligan's and
Chico Hamilton’s provided an ironic counter-
point to Tatum’s loss. Pianos got in the way
of the rhythm section, we were told; the in-
strument, more encumbrance than embellish-
ment, had reached a dead end. Well, the wind
is blowing the other way these days. Though
a few combo leaders like Mulligan, Hamilton
and Sonny Rollins have dispensed with it,
the piano remains unmatched as a swinging
jazz instrument, and it is heard almost
everywhere.

Most of today's jazz piano can be arbi-
trarily divided into three groups. Despite
considerable overlapping (and without con-
sidering such unbrandable mavericks as
Garner, Dave Brubeck and Thelonious
Monk), they can best be defined as the Soul,
Skill and Serenity Schools.
chants are the most numer-
er, a 35-year-old pianist
d by Stan Getz, was their

2 legion now includes
. a a0
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“Empathy”

ous, Horace*
who was discoy

Evans: A hummingbird's wings

Ramsey Lewis, Red Garland, Wynton Kelly
and a remarkable young newcomer named
McCoy Tyner. Many of them are children of
the jazz revolution of the 1940s, who, having
absorbed the bop traditions of that phase,
now superimpose on them the basic chords,
so like church harmonies, from which so
much jazz sprang in the first place. This use
of “funky” sounds or simple harmony de-
rived from gospel is characteristic of a grow-
ing tendency fo acknowledge their roots.

The English critic Francis Newton has
observed that the return to tradition is “the
deadliest of all symptoms in an art based on
technical evolution.” Yet a study of the soul
pianists shows that while some, like Ramsey
Lewis, do indeed move as clumsily as a man
walking backwards, others, including McCoy
Tyner, continue to go forward with only an
occasional glance over the shoulder to remind
themselves where they’ve been.

One of the most commercially suecessful
of the soul-miners is 27-year-old Les
McCann, from Lexington, Ky., who once sang
in a Baptist church choir and is determined
tolet none of us forget it. When not distilling
Instant Emotion and emphasizing it with
such disingenuous titles as “Someone Stole
My Chitlins” or “Filet of Soul,” he brings a
measure of taste and sophistication to such
works as Arlen’s “Out of This World” and
Gillespie’s “Woody'n You.” In the final anal-
ysis, though, he sounds like a man who is
not quite sure whether he is playing the
Saturday night jam session or the Sunday
morning services.

Bobby Timmons, a composer-pianist of

great talent, became identified with the soul
fad when his blues tunes “Moanin’” and
“This Here"” had a surprise success. He has
evolved into an admirable modern soloist
who can move, almost without pause, from a
gentle “Spring Can Really Hang You Up the
Most” to a driving “Why Was I Born?"

The soul style in general relies too heavily
on a few chords and intervals. But there are
signs that some of the soul pianists, notably
Timmons and Tyner, are looking for a
broader, more expressive sound; they are
learning that the Blues alone won't do it for
them.

Of the three new approaches to the piano,
the Skill School is the most spectacular. Its
adherents are endowed with a nearly bound-
less facility, and they move fast. The most
dependable constituent of this select society
is Oscar Peterson who, it seems, is never
happier than when he is launching endless !
cascades of jubilant eighth notes into stereo-
phonic space. Like other major artists of
this virtuoso school, among them Bernard
Peiffer and Martial Solal, he is no less a
master of the simple, direct statement than
of technical complexity. This is made clear in
his delicate and thoughtful “Ill Wind,” ap-
propriately dedicated to Art Tatum.

Rival pianists claim Peterson has an un-
fair advantage in that he is a four-armed
performer. His additional limbs, taken on in
1951, belong to bassist Ray Brown. By now
Peterson and Brown play as though they
were directed by one brain. A few months
ago Peterson magnanimously loaned Brown
to André (“I Lead Three Lives”) Previn. The
result (also helped along by the presence of
Peterson’s ex-guitarist Herb Ellis and of
drummer Shelly Manne) is “Four to Go,”
one of Previn's best jazz albums to date.
Since Brown’s clear tone and consistently
stimulating beat could make Liberace sound
like Marian McPartland, it is not astonishil}z
that he brings out the best in Previn, who in
provocative company is still capable of re-
afirming his place among the elite of the
Skill School.

Most astonishing of the dexterous mod-
ernists is Phineas Newborn Jr. As small,
timid and frail as Peterson is big and burly,

Newborn belies his meek manner with a ré= ==

lentlessly aggressive style. His techniqué
can handle any mechanical problem, and he
has, moreover, a quick, sensitive resp
the interaction of melody and harm
of his most effective devices is
parallel lines, both hands improvis
cal melodies an octave apart. His all
World of Piano!” passed almost unnoticet
after its release last year (Newborn lives in
Los Angeles; most jazz critics are in New
\-"l:'h




York and tend in any case to be skeptieal of
technical perfection). This is, nevertheless,
the most stunning piano set since Tatum
salad days in the late 1930s.

Softer spoken than Peterson & Co. is the
group of lyrical young composer-pianists
who make up the Serenity School, Their di-
rection was first charted by Bill Evans. The
objectives of this New Wave of jazz intel-
lectuals are, first, to create new harmonic
patterns; second, to swing without hammer-
ing—+to assert tersely yet subtly, rarely ris-
ing above a mezzo-forte. The introversions
of the Serenity School are best served by
such ballads as Gordon Jenking’ “Good-bye,”
which Evang plays in both the Manne and
Adderley sets. Evans’ harmonic colors are
so vivid that one is no more conscious of his
technical agility than of a hummingbird’s
wing movements.

Understatement being one of the less
salable commodities in the inevitably com-
mercial world of jazz, Evans’ school at pre-
sent consists of a very small band of rebels,
among whom Don Friedman stands out as
the most promising newcomer.

Each of the three groups of pianists has
its special area of appeal. The soul stylists
address themselves to listeners for whom
the beat is a primary concern; the skill
vendors to those who are particularly in-
terested in pianistics, in the instrument it-
self as a vital source of jazz energy; and
the serenity school to an audiencs fe?grossed

in the ethos of jazz at large, ntrospec-
tive seekers after a more inte ppeal,

one in which lyricism and s more

flighty scales. c )4
Clearly, no instrument t ide s0
_rich a variety of styles has -
ge. Perhaps it is signifi
'test individual ﬁgure in®

Sirumenta] virtuoso in the first 50 years of
jazz was a pianist, Tatum; the most impor-
tant contemporary composer-arrangers are
for the most part pianists: Gil Evans, John

-~ Lewis, George Russell, Clare Fischer. Far

from believing in the obsolescence of the
piano, we would be safer, in fact, in predict-
ing that the art of jazz may depanﬂ ‘in large
measure for its next developments on new
directions plotted at the keyboard.



Johnny St. Cyr durante la seduta d'incisione organizzata nel giorno del suo settan-
tatreesimo compleanno da Leonard Feather, che ce ne da notizie in questo scritto.

JALL PER LE BIBLIOTECHE

ohn Alexander St. Cyr & uno dei pionieri del jazz

di New Orleans rimasti pitt a lungo sulla breccia,
anche se negli ultimi nove anni, durante i quali ha
vissuto a Los Angeles senza fare molto parlare di
s¢, ha suonato soltanto saltuariamente con dei com-
plessini tradizionali.

11 17 aprile scorso St. Cyr ha celebrato il suo set-
tantatreesimo compleanno con solennita, prendendo
parte come capo orchestra alla prima importante se-
duta di registrazione della sua vita. Per quanto avesse
diretto un complessino di veterani del jazz durante
le ultime tre estati sul riverboat « Mark Twain» a
Disneyland, St. Cyr non aveva mai inciso prima con
questo complesso. In gquesta occasione, all'organico
regolare costituito da Mike De Lay (tromba), Sam

Lee (clarinetto), Harvey Brooks (piano), e Alton Redd
(batteria), sono stati aggiunti John « Streamline »
Ewing (trombone) e Chuck Hamilton (contrabbasso).
St. Cyr, che soltanto una settimana prima era usci-
to dall'ospedale dove era stato felicemente operato
per la seconda volta di cataratta, era di ottimo umore
e in buona forma dal punto di vista musicale, com
dimostro dirigendo il suo gruppo nell'esecuzione di
Flee As A Bird, Didn't He Ramble, Just A Closer Walk
With Thee, St. James Infirmary e un blues originale
da lui scritto per l'occasione e intitolato Comin'Home.
Queste incisioni saranno incluse in « The World of
Traditional Jazz », un album composto di dischi e di
un lungo testo, la cui realizazione ¢ curata dal sotto-
scritto e che sara distribuito nelle scuole e nelle biblio-
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Disney Tells
About Love
For Music

By LEONARD FEATHER

Valley Times TODAY Special Writer

Walt Disney is a musical realist whose prag-
matism has paid off. The other day, lunching in
the commissary at the Disney Studios in Burbank,
he told me the story of his lifelong love affair
with music.

“My Dad was a fiddler,”” he said, ‘‘and he
was going to make a violinist out of me. - He
bought me a violin with mother-of-pearl inlay--he
praobably got it at a hockshop for maybe five
bucks.

“Dad and my uncle worked on the first rail-
road to run to Denver, but they were laid off,
and then Dad took his fiddle, and with two other
guys he played in front of saloons with the hat
down on the sidewalk. That way they were able
to live for a while. That was back around the
1880s. e

“MY DAD USED to fiddle for dances around
Kansas, too. 1 still have the violin he played, As
for my own fiddling, he gai@ﬁ%‘rhig? For the
violin you have to have a good ear; I didn’t get
far, though he never let me forget that he'd-spent
the money for that violin.” "

“When did you musical listening experience
really begin?’’ 1 asked.

— “That came about mostly through my use of

music with pictures. Even before we had sound
on film we tried to get the theater organists to
play specific tunes to the silents, though this was
hard to control. I did my first cartoon in 1920,
and by the time sound came in we'd been think-
ing about it for a long time and were all set with
a system for synchronizing.

“It all started with Mickey Mouse. That's how
the expression Mickey Mouse Music came about;
what the term meant was, like if someone walked
down the stairs the music would go boom, boom,
boom along with the action.

“THEN I DID the Silly Symphonies, based en-
tirely on music, from 1929 for about 10 years. I
used ‘The Hall of the Mountain King' and other
themes of that kind. No dialogue; nothing but
music, and with as large an orchestra as I could
afford, till T finally used the whole Philadelphia
Symphony. i :

“Did you know that we were using stereo in
1938-'39? In fact, we used nine channels, and re-
produced it on three channels. Between Stokowski
and the use of the Philadelphia Academy of Music
—marvelous acoustics—and all the musicians and

Continued on Page 6
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DISNEY AND MUSIC .
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in stereo, and
L]
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“WHa€d Tyour favorite
scoré’ of all the pictures
you've ‘ever ‘made?’

“I'%sé{ ‘Show White," in
1937. 'We had séme very suc-
cessful songs'- out of it—
‘Some Day My Prince Will
Come,” ‘Whistle While You
Work,” ‘Heigh Ho,” ‘One
Love,” ‘Wishing.” One of my
top studieo men, Frank
Churchill, wrote the music.
Frank had been working in
the studios'a long time: he
went back to the days when
he used to play organ on set
to put the actors and actress-
es in the mood, for silent
movie scenes.

“I ALSO enjoyed making
‘Lady and the Tramp,’ in
1952. Peggy Lee did the score
for that, and she did a couple
of the voices too. She's a tal-
ented, sensitive girl; we'd
sit around telling the story
of the movie, and we'd look
around and see Peggy with
tears in her eyes, She

worked with' Sonny Burke on

the score, and she really °
gave him some good ideas

to take down on the piano.

‘Do you think there’s still
a future for musical films?”
1 asked.

“Why, certainly.. Right
now Julie Andrews is work-
ing with us on ‘Mary Pop-
pins.’ She plays the lead
opposite Dick Van Dyke. It's
a real musical—we have lots
of so in it, =

“My. ‘experience with mu-
sic has all been based on
the need for it; my previous
interests were entirely with
the mechanics of animation,
But' I've wused music so -

e

much, and whenever I ecan
use anything, I become
deeply interestedlin it.

“As for types of music,
I'm a tolerant irddividual; I
like all"kinds?*

(Next waé.%bugeyﬁ& and .
Disneyland.) " .
—
—
BIG 4
i5  CAMERA
% ExCHANGES

POLAROID
COLOR
FILM
IS
HERE!

Yes, the BIG 4 HAS IT! The
new exciting Polaroid color
film is the greatest ad-
vancement in the photo-
graphic industry in geprs!

Bring in your Polaroid cam-
era for a FREE INSPEC.
TION. Our trained staff
will cheerfully help youl

HOOPER
{Nortt Hollywood)
CAMERA EXCHANGE
5216 Lankershim
PO 2-2844

VAN NUYS
CAMERA EXCHANGE
€570 Van Nuys Blvd.
ST 2-6692

VALLEY PLAZA
CAMERA EXCHANGE
6350 Bellingham
PO 2.3555

GRANADA HILLS.
CAMERA EXCHANGE
16856 Devonshire

Im. 3-7!!5: :"

The Victor Feldman All Stars Play the World’s
First Album of Soviet Jarz Themes (ﬁ\.':l) is a
surprising set; the six numbers, all com-
posed by Seviet musicians, indicate that
Western jazz not only has pénetrated the
Iron Curtain but has done it with con-
siderable vigor. Feldman employs two
task forces; one includes Nat Adderley
and pianist Joe Zawinul, the other, Herb
Ellis and Carmell Jones. Tenor man

Harold Land and the rhythm scction
perform on both sides. “The recording
confirms the old cliché (and truth is the

ultimate cliché) of the universality of jazz.

oc 7.
A
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" Disney In The
Land Of Music

By LEONARD FEATHER
(Author of "The New Encyclopedia of Jazz)

“Mr. Disney,” I said, “I’ve noticed during the past couple
of years that jazz of various kinds has been very promi-
nently used, and a large number of musicians have gained
r%gouulg,r employment, at Disneyland. How did this come
a t_ £}

“Disneyland isn’t a place,” Walt Disney answered, “it’s
many places, and this has to involve many forms of enter-
tainment and many types of music. This was a main part of
the eriginal concept. '

“As for what it developed into, you can thank Ti
Walker, my director of customer relations, for the ideas,
1 had him set up this division of special events, and Tommy
came right in before the park was first opened in 1955 and
began to organize it. All I can take credit for is helping him
get the budget. '

“I TOLD HIM I WANTED an old fashioned town band.
Tommy was reluctant to mention it, but his father, Vesey

Walker, was oneof the outstanding band masters right after

Sousa. So Vesey Walker led the town band right from the
start and still works there on weekends. :
“From the old fashioned town band, it went to the tradi-
tional jazz band. Since we had a whole Mississippi riverhoat
sl and levee setting, and since Louis Arm-

i strong and so many other great musi 3

boats, it was logical to hire a genuine New
Orleans style band to play aboard the
Mark Twain. Since 1960, Harvey Brooks'

; ew Orleans

lar attraction even
I asked how "B
bands developed. = T T
“I first met Bennye
1938 at the Palomar B#&
with Rupert Hughes and 'his
a writer too, and she'd hearg gh
Swing was coming to town an wanted

Disney

used to play in the bands on those river-

do an article on Benny., I'd mee= =
been 100 busy x:nakingy car- S'#Pf 7 /19¢3
toons to know anything about 4
him; but I enjoved the mu-
sic, and since then RBenny
has been in and out of my
life,
“All of my interest came
out of wanting to do some-
thing with music in conneec-
tion with my work, and as
soon . as. this happened, 1
would take time out and go
and bone up on it.”
‘Do you think,” I said,
“that some day you may
make a motion picture with
some kind of a jazz theme?"”
“That,"" said Disney,
“would depend entirely gn

the story. There.would have
to be a stron ?ry idea to
nspire. me.fo de it. Just to
start out ~do something

about a his ory of jazz would
be limiting myself too much
to a select group.

“WHEN I MAKE a film, I
have to keep in mind what
the audiences expect of me,
and I've got to reach every-
one everywhere.

. “But as far a

- ——
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"Feather On Jazz," first filmed television program
to shatter the language barriers in the fieid of inter-
national jazz through narration and commentafy aimed at
specific foreign markets, has been completed according
to an announcement yesterday (10) by MCA-TV.

Leonard Feather, internationally-known music expert
and author of "The Encyclopedia Of J@zz,” wrote the
commentaries and was on camera for the filmed narration
of the unique jazz program, Tho'unusual ooﬁﬁentary will
be highlighted by the inclusion of personal anecdotes
and stories about the greats of the music world with whom
Feather enjoyed personal relationahip{

Feather's multi-lingual editing was set through
Harold Jbvion Premiere Artists Agency.

# 4 K
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' Life Wlth Feath

Blonde Singer
Comes Home

ny' LEONARD FEATHER
[Aﬂ&or of "The New Encyclopedia of J’au"!

mong the many agreeable sights and sounds at ‘lhe Mon-
ﬁe?ey ggazz Festnv,;l were the attractive blonde head and

misty-timbered voice of Miss Helen Me mostunusual
singer.

Her Monterey appearance enabled errill to re-
mind more than 7,500 listeners that shé on the
U.S. jazz scene after four years.

I had to come home sooner or later g told me.

“f didn’t want people to start thinking of me as a refugee.”

Tn 1959, Miss Merrill left for London with one suitcase
and one 10-year-old son. Leaving the former at a variety of
hotels and the latter at a Swiss school, she booked herself

" from job to job, with no plan—quite a contrast to the normal
course for an American singer, who organizes ahead ithmugh
booking agencies and managers.

Her Mge.-rcury albums having preceded her, she found no
trouble getting work. “I did jazz festivals, TV and radio
in France and Germany: toured Scandinavia with Stan Getz;

 worked at a gambling casino in Beirut, Lebanon ‘T was ail

over Europe, and went to Brazil and Japan.” .

~  THE COUNTRY THAT HELD HER longest was Italy.

T originally went there at the invitation of Romano Musso-

lini, the pianist, and sang with him on the Italian Riviera.

"Soon I did TV, made records for iwo companies and re-

corded songs for a film called SMOG."

"Is Mussolini really a good musician?’

“Yes, and he’s doing very well. Jazz was prohibited
during his father's dictatorship, but apparently not at his
home. He descnbed his father to me as a fond parent and
a very simple man.’

The latter, I commented, is the unlikeliest proposition
of the century, Miss Merrill said Romano is haunted by his
father’s ghost, but he keeps busy pleasing the public with
a commercialized brand of jazz.

“How well are the American expatriates doing?”

““Some are very successful. Kenny Clarke, the drummer,

. for instance, is constantly on call for record sessions and
- goncerts, in Paris and al! over the Continent. But there are

. plenty who are barely getting by. Some of them work at
the Blue Note in Paris, where I think they charge more for

a drink than anywhere else in the world, but the pay is gen-

- erally less than you would get at, say, the Village Vanguard.

A HIGHLIGHT OF THE MERRILL meander,ings was a
visit to the land of her ancestors. Croatian by birth, she
saw the schoolhouse her parents attended on the island of
Krk (that’s right, Krk) in the Adriatic;‘*thﬁ .tob!&*ps_rt in 2
B e

ALBUM OF THE WEEK: Jimmy M Sertet —
: “Conflict” (Contemporary 7612). Intenu challenging
. modern sounds, featuring three of the hornmen
v {Woods, Carmell Jones, Harold Land) who were promi-
. nent in Gerald Wilson’s great band at Monterey,

e e e ™ et ®

_Wz festival at Bled, Yugoslavia, where the talent was
- wmostly local.

“How did it compare with Western style jazz festivals?'"”

“You don’t see as much lipstick or smell as much per-

fume, but the eople seemed happy and enthusiastic. John
Lewis, : - of the Modern Jazz Quartet, was visiting
- m mano as a favor when I sang. John loved

v in fact, he wound up marrying the

> leade the Zagreb Jazz Quartet.

vith 'iﬁ. m:g sophisticated tastes, pmwded Miss
son ‘ er happiest memories. “Not all the

=T _imitative; some have real talent,
& al e, ﬁﬁ;..'fohn q:)ltrane and ‘Bill Evans are
|l = u
F 27 n m eo;nmﬁner overseas than at home,
i, is the small recital, held in a hall that
« ople listen- axtraordinarﬂy quietly.
= concerts and vaj,t, to me it's
o 5 way to prmt,a singer.”

rican publie, thank God, has 2 little

andab.nctiveasthato!
de !hqpeahe’nf‘mdwo
‘talent.

| AFTER LAST NIGHT 1 By Will Jones

ew Theater
ay Be Two

The Twin Cities area’s next new theater nrohahl_

$275 winnings . . . Jack Tracy, former Nordeaster)

and former Down Beat Editor, now west

t boss

for Mercury Records, has written a_new bdok with

eather for fall publication by Hor ie -
ter from the Hip,” it's &, collection of
funny stories about jazz musicians .

. A lot of peo-

ple wanted me to write a book about Jazz,! but I

couldn’t get interested,” said Tracy.

fun.”
MiINmES Peti s

T R4 Bu e

“This is more

— 31

OCTOBER 5, 1963

Mills Music Widens Scope
Of Educational Coverage

HOLLYWOOD—Mills Music
is broadening its educational
coverage with two new projects:
A series of play-a-long LP’s
spotlighting outstanding pop in-
strumentalists, and in-depth stud-
ies of jazz through de luxe al-
bum-book sets.

In announcing the new ven-
tures, Irving Mills, president of
the world-wide publishing firm,
stated the LP’s would feature
top soloists around the country
playing entire selections for the
benefit of music students to
study and play along with.

Six albums have already been
recorded here, featuring Murray
McEachern, trombone; Ted
Nash, alto sax; Harry Klee,
flute; Clarence Sherock, trum-
pet; Babe Russin, tenor sax, and
Abe Most, ¢clarinet.

Mills- hopes to sell the com-
plete project to a record com-
pany for distribution. He stated
he has not as yet contacted any
diskery with the proposal.

The exec anticipates next us-
ing top studio men in New York
and Chicago to expand the in-
strumental series, still unnamed.

All'the tunes in the LP’s will,
of course, be from the Mills
catalog, and the pubbery hopes
the music student playing along
will become enthused enough (o
purchase the sheet music.

Mills said he hopes the first

gugar v U DNV
show on Oct. 6
Feather has comple Aty film
serles titled “Feather On Jazz” for
Revue Productions . . . Columbia
Records diskers, Earl ‘Wrightson,
Lols Hunt, Teri Tharnton and The

LP’s will be available to the pub-
lic by the end of the year.

Mills further revealed that the
company would tie in with in-
strument manufacturers in ex-
ploiting the individual artists in
retail stores.

For the second project, vet
jazzman Mills has signed critic
_chp_?_gd Feather to write (wo
Jazz, I9(H) 1930, and The World
of Modern Jazz, which will each
be packaged with three LP's
featuring veteran jazzmen per-
forming historic selections but
using today's modern recording
techniques. The jazz jackages
will be released by a Mills sub-
sid, American Academy of Mu-
sic, and should be available in
the next few months.

Mills said the price for the
complete package has not yet
been determined but figures
from $19 up to $24 we
discussed. =

SEESERE SN

Billboard

Published Weekly by
The Billboard Publishing Company
2160 Patterson St., Cincinnati, O,, 45214
Tel.: 381-6450
‘Publisher
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Editorial Office

Hp Laffs
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seribe, has eollabora eﬂ;lth :
ard Feather on a volume of m
biz anecdotes, “Laughter From t1
Hip." whiclzt‘m;dmn Press will ¢
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lected by the authors over t
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MELODY MAKER
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NEW FRONTIERSMEN—a great series on the

jazzmen who are charting new paths ahead

nakec

—~THAT’S ORNETTE COLEMAN

SINCE the fall of 1959, when he moved to New York, Ornette
Coleman has been the subject of more violent disagreement
among jazzmen and critics than anyone in the field since Dizzy
Gillespie and Charlie Parker.

'An important difference can be noted between Coleman's position and that of the bop

pioneers. Whereas Dizzy and Bird were soon accepted by musicians and mercilessly de-
nounced by all but two of the jazz critics of the day. In Ornette’s case the critics, with
a few exceptions, were quick to join in a chorus of ecstatic praise while most musicians

tended to react negatively.
This does not prove that the

anarchistic music of the altoist- s J E
composer s nuc.t_:ssl?rily_ljss r —
walid thag that of his prede-
‘cessore’ it is, neveriheless, an L E o N A R D F E A T H E R
important clue 1o Coleman’s
artistie recognition, ) Wk . = :
He:fias Snoyed more prinieg America’s foremost jazz writer, talks
raise in the past five years, ; p 3
fcluding _serious scholarly about the world’s leading jazzmen
analysis, thany Charlie Parker
enjoyed in the whole peak de-
cade of his. career (from 1945
until his death). records during the “Blindfold  sick . . . utter confusion nud brand of musical and verbal
Test” in Down Bean, madness , . _ terrible ! ™ double talk.
BAFFLING Art Farmer, reviewing  Herbie Mann: “Ornette has  Talking 1o Coleman, or
Ornettes’ Endless, said: “1 like a wonderful sense of humor, reading his observations on his
The baffling part of all this Orneue’s approach to “writing. and the compositions are very own music, does little to clarily
is that on both sides there are I wish I could see more of a interesting, But I don’t think the mystery of the man, What
men of good will; on both link between the writing and he plays his compositions as do we learn by hearing that
sides, critics and musicians'who the solos. It's like a building well as he wrote them.” :-: wants to “groove mysell
are knowledgeahle and re- without any foundation and by saying something since
spected amung their peers. something’s got to keep it up SCHOOL nothing says nothing to me™ ?
To gain a perspective of in the air. Even ap atom- Or the gualification: “Music
some musical reactions it is Eowcred submarine has to g0 On the other hand, John comes closest, and 1 trust it
enlightening to observe some back home to base some-. Lewis, one of the first cham- enough to think that music
comments offered by jazz- times"” Eiom of Coleman and, through might make it for me.”
men who heard Coleman 5 is MIJQ Music Company,
: COURAGE publisher of almost all his VIRTUE [ — E
music, feels that he represents — _ —
Benny Carter, commenting the first new ground broken in  Of his atonality: *I think
on Ornette’s “Embraceable jazz in 20 years, Coltrane just makes it harder

- @ miserably out of tune, .

ART FARMER
—approach

You”, said: I have Ornette’s
first album and didn’t particu-
larly care for that, but I did
think his writing was very
promising, and his playing was
much better than this. i
From the very first note, il;s
I )

So do Gunther Schuller and
other musicians. There is no
doubt that lately some Cole-
man influence has been feltl;
an album by Prince Lasha, a
flautist in Los Angeles, featuring
Sonny Simmons on alto, makes
it clear that a school of Cole-

for himself, using a chord base
Look what he's got to do to
himself to get any thing out of
1t.

“Playing popular songs means
you're not playing at all your
own music . . . it's got to hold
you back. I think writing, or at

give it two stars for courage.” man followers may have feast arranging, is going to do
Zoot Sims, not sure who he started, itself in anyway.”

was listening to, said of “The Colman plays like a man

Sphinx”: *“The alto player SHREWD ohsessed wli)lhylhe need for

sounded like he was playing newness as a virtue per se;

slide alto! Both he and the Some observers believe  he ignores the fact that re-

trumpet player sounded like
the changes were too much for
them_and the tempo . . they
never got off the ground.”
Ruby Braff, of “ Mind and
Time”: “Once I heard Charlie
Parker sound a little bit like
that when he was completely

that Coleman illustrates the
old story of the Emperor's
clothes ; the critics, they say,
are all scared to admit that
the Emperor is really naked.
Others believe Coleman is a
shrewd and subtle man who is
putting on the world with a

jection of any value, whether
it be tonality or form or cor-
rect intonation, subtracls
something from the creation
of any art, for which a new
value must compensate,

PATHETIC

The most important differ-
ence between Coleman and
Parker can.easily be demon-
strated, thanks to Ornetie’s un-
happy (some would say disas-
trous) attempt to play a popu-
lar song, What he did to
“Embraceable You” shows
every pathetic lack in his com-
petence as an instrumentalist.
The Emperor indeed lies naked
in the street.

EXPERTS

Musical salvation for Cole-
man lies in the need for him
to ignore or reject the wildly
exaggerated praise heaped on
him by experts, and to concen-
trate either on improving his
control of the saxophone, estab-
lishing the “home base” to
which Art Farmer so aptly
referred—or else jusy give up
playing altogether and concen-
trale on writing. :

At 33, the Texas-born plastic
sax man has earned very little
genera] acceptance, despite the
critical brouhaha. and works

only sporadically.

Perhaps Abraham Lincoln
was right with that line that
began “You can fool some
of the people some of the
time, . .,

”

next week

ROLAND KIRK

‘utter confusion and madness’




o g

objective—the creation of

musically.”

Kirk can claim, without
much fear of contradiction,
to be the greatest manzello
player. and the foremost
stritch soloist, in the history
of the world.

Some might say this is too
easy, since he 1s the only

" manzello or stritch player.

| This, too, would be hard to
contradict.

Nevertheless, Kirk has shown
in his work on more conven-
. tional horns like tenor sax and
flute that he is a remarkable
instrumentalist in any medium,
and that he doesn’t have to
play more than one horn at a
time to prove it.

Water hose

Kirk’s works have been un-
usual from the start. He was
born August 7, 1935, in Colum-
bus, Ohio. To all intents and
purposes he has been blind

f| since the age of two, able to

see nothing but light.
“] was about six years old,”

anything for a gimmick

—he made a
dream come
true —literally

“YPEOPLE put me down for using gimmicks,” says Roland Kirk, “but I don’t do
effect—I do it because it sounds right to me

e A e e e

into London this week

Pancras Town Hall

{

:

1’ this week discusses Roland Kirk, the controver- {
: sial American multi-instrumentalist, who flies |
{
L
{

[ London’s Ronnie Scott Club, tomorrow (Friday). |
) He stars at the Jazxz Jamboree’s concert at St

and opens his season at {

-

on Monday evening,

a water hose. Later on I got to
play trumpet in the school band,
but the- doctor saw me playing
it and he thought the pressure
would be too much strain, so
I switched to clarinet and,
later, sax.

“How the stritch and the
manzello started . . . well, there
was this dream I had. I saw
myself playing three horns at
ongce.

1 went down
trument store
ry out all the

an
“Nothing seemed
exactly . the sound I wanted,

“when 1 tried to get so they told me to come back

a he says, 1
ical sounds out of— the following week.

~old, he hums a mel

“1 went back and the man
took me down into the base-
ment of the store and showed
me what he described as the
scraps. That's where I found
the manzello and stritch.”

Song flute”

Both horns were and are in
a dilapidated condition. The
manzello looks as though most
of the parts were constructed
from an alto, except for its
large, flat bell.

The stritch looks like a
soprano sax that took too many
vitamin pills.

_Nobody is quite sure how
either instrument originated or
whether any other models exist.

As well as making a dream
come truec by playing stritch,
manzello and/or tenor simul-
taneously, Kirk soon devel
the amazi nm:m; flute

Slam
3,

In this,

unison with his playing a
considerably harder feat on
flute than on bass—“actually,
it’s not humming, it's a sound
from down in my throat.”
Roland’s media of ex-
pression, and the multi-horn
immick, should not confuse
the listener into losing the
main point, namely, the qﬁg}&gg

of his playing.
SR LR bt
5 8

bug; there is nothing consciously
imitative about Kirk’s style on
anhinstmment. e -

is main objective is the
creation of a mood, regardless
of whether he plays one hom,
at a time or more. )

When the atmosphere is one|
of excitement, Roland will pick:
up what he calls his siren,
actually an old metal hunting
horn, that he keeps slung
around his neck.

“At the end of a solo, or
wherever it seems to me that
a solo has reached a certain.
level of i & says,

oW ERE RO,
hough he has not reached
( the top plateau of commercial
. success in the US. jazz field,
1 Roland now works steadily at|
night clubs in Greenwich
Village, and occasionally in
Los Angeles and other cities.
With the success has come

» an increasing tendency 1o
, verbal as well as a musical

# Kirk feels there is nothing

. express on the bandstand a

personality.
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"inuodul‘ﬂgi&ﬁ, las;l;hssﬁm
minutes, the music itself ten.

g

s

- wrong with establishing a rap-
port with one’s audience.

H




e e e e e

SHOW/OC,_;rOﬁ'Eﬁ. /9673

that can present gospel music with-
out hysterical overstatement or me-
lodic monotony, there is no need to
assume that the idiom can be killed
by kindness. Let Miss Jackson’s wor-
ried soul rest at ease. The concert
halls that are her pulpits nowadays
will be around long alter the Sweet
Chariot doormennﬁave turned the
lock on the last swinging Saturday
nt  night.

(Continued from pag

Miss Jackson, too, m:

an aflront o her digni

her music to jazz (sh

1 Four” (Columbic MR ] et nmon, there k confides that the only *
3 Go g Col ey »cent; on the more recent career

\ : ! of the recordings listed, a large percentag Ne -

Raelets. Charles

. RO, A e tent who shelters

h 5 geth U : E i < Ak - That Love,” the
™ od f SRRy, Tl BT ¢ S down 1o one, but -

4 : : = - ) ; ' - ture of the performance is LiCiL)
to that of, say, “It’s All ht'" by
the Nat Lewis Singers in the Sweet
Chariot LP. But Charles has a su-
perior beat and vocal timbre.

An unfortunate by-product of the
unholy gi aﬂ;‘-.for the gospel dollar,

_reluctance of the bett

gers to perform i _
Iden prominence o um-
of groups that lack the essential
‘qualities of this music: strong, as-
sured voices, spirited and cohesive
teamwork and an innate accuracy of
intonation, without which the bend-

ing and slurring of blue notes

under the pow
Bryant, is ¢
familiar m




4

COLTRANE—ANTI-JAZL OR

 THE WAVE OF THE FUTURE?

“BAUSICAL nonsense !"” snorted John Tynan, West Coast editor of Down Beat.
S¥RYA horrifying demonstration of what appears to be a growing anti-jozz
trend.” Tynan, one of the most good-na tured of critics, was not merely trying to

~ stir up a controversy when, in 1961, he wrote this assessment of John Coltrane;
he was, in fact, echoing views that had long been uttered privately by countless

~ respected jazzmen.

EgwW

out,

HYSTERIA OF THE TIMES

Yet for every musician or critic who fears that the Coltrane approach is destroying swing, the
yital essence of jazz, there is another who sees in him the wave of the future; and for every moment of
what 'some of us have called anti-jazz there is another moment of Coltrane music, past or present, that
reveals the man’s prior relationship to swinging, tonal jazz as well as his probing, challenging nature.
It is as misleading to generalise about all his music under the anti-jazz heading as it is to brand Ella
Fitzgerald a pop singer; some writers, present company included, have been remiss in not pointing this

“The avant garde pianist Cecil Taylor, who recorded with Coltrane a few years ago, says significantly:
“Coltrane has a feeling for the hysteria of the times.”

It might be claimed that Coltrane has moved with the times, for there was no implied
hysteria in the solos that brought him to prominence. His favourite tenor men during his
formative years were Dexter Gordon, Sonny Sitt, Sonny Rollins and Stan Getz, (Ironically,
Rollins lately scems to have been digging a few tricks out of Coltrane’s bag.)

)
The times, for Trane, began in Hamlet, N orth Carolina, September 23, 1926, His father,

a tailor, played several instruments as a pastime.
Coltrane began his studies on E Flat horn, then took :5
clarinet, and played alto sax in high school. “I always wanted

to play tenor, though,” he says. _

“My first important influence was Lester Young; but on
alto T dug Johnny Hodges, and still do. It was a y
perience when I got to play in his band in 1953-4. -

After studying in Philadelphia at two music schools, Trane
worked locally in 1945 with a cocktail combo, then saw duty

in a Navy band that went to Hawaii. Discharged in 1946, he

worked with the blues band of
playing tenor.

“By that time, I had come
under Bird’s influence, I
learned simplicity from Les-
ter, and got emotional mes-
sages from several of the
saxophone players of the
day—Hawkins, Ben Webster
and Tab Smith.”

Trane worked for a while in
Philadelphia with the combo
of Jimmy\Heath, but by 1949
both he a‘ht_:l Jimmy had alto
chairs in Dizzy Gillespic's big
band. Later he played (enor

| in Diz's sextet.

SWEEPING

Between Diz and the Hodges
job came a year with the
rthythm and blues group of Earl

said: “He's a very gifted
musician and showed me a lot
of things on my horn."” r

It was during his 1955-7
tours with Miles Davis that
Trane developed the sweeping,
rapid-lined style with many
implied passing chords and the
busy dusters of notes which
Ira Gitler christencd *‘sheets of
sound.”

After working with Theloni-
ous Monk, Red Garland and
Donald Byrd, Coltrane re-
joined Miles in January 1955
and stayed off and on to April
1960. Since then he has led his

Bostic, of whom Trane once -

Eddie Vinson, through 1947-8,

and more on the soprano sax
he took up three years ago.

Answering  his  critics,
Trane says: “I wish they
would explain what they
mean by anti-jazz. People
have so many different defi-
nitions of jazz, how can
anti-jazz be defined? And
as for swinging, there are so
many different ways fo
swing, too; a heavy four, or
the Basie type feeling, or the

. kind that our group gels.

How can you answer some-

one who says you don't

swing?”

Trane's success, il seems to
me, is based partly, though in-
advertently, on a sort of
musical hypnosis.

INTENSITY

Often he develops a mood
in which audiences find con-
sistent, building intensity, with
influences from many cultures:
West Indian, Oriental, African,
Arabic. Offen a single mon-
toona-like performance in a
club, built on onec or two
chords, may go on for a half
hour, an hour or even 90

own' quariet, doubling moreminutes.

a

€ You have to keep on examining

Gl cverylhing that’s going on

around you, in music and in life

I Coltrane once admitted:
“If I'm going to take an
hour to say something I can
say in ten minutes, well, I'd
better say it in ten minutes.”
A few of his records, mainly

ballads and studio recordings
prove he can achieve a mood
and make his point in four or
five minutes, yet his latest LP
devotes almost all its space
to two l4-minute tracks.

UGLINESS

A Qguiet, intense, arliculate
man whose manner reflects
none of the seceming anger and
frustration of his music, Col-
trane continues to experiment
as player and composer.

“I want to find new avenues,
look into different approaches
1o music. You have to keep on
examining  everything that's
going on around you, in music
and in life.”

Those who hear in his
music only ugliness and
nihilism  should consider
what he once told Don De
Michael: “It’s more than
beauty that I feel in music
« + « ‘The main thing a
musician would like to do

@ GORDON

is give a picture to the
listener of the many won-
derful things he knows of
and senses in the universe.
That's what music is to me.”

[
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HipJazzClub
A Showcase
For Talent

By LEONARD FEATHER
Vialley Times Speclal Writer

A few weeks from now the Hollywood club
known as Shelly's Manne Hole will celebrate its
third anniversary. It is remarkable for any jazz
club to last three years, but especially one that is
owned and operated by a Jazz musician and brings
in top-price attractions such as John Coltrane and
Miles Davis. :

The big name policy is a recent innovation,
since Shelly knocked down a wall and enlarged
the capacity from 110 to 200; but the congenially
hip atmosphere has been there from the start,
and this is the open secrét of Shelly Manne's suc-
cess.

“I didn't want to make a big business
thing out of it,” says the 43-year-old drummer,
who looks 33, “I just wanted a place where all
of us musicians could relax and enjoy ourselves
without all that drink-hustling pressure.”

THE NEW YORK-born Manne, whom older
visitors recall as the star of the old Woody Her-
man Herd (1949) and the Stan Kenton bands of
1947-8 and 1950-1, has been a busy free-lance Holly-
wood studio musician since he settled in California
lin 1952. He needs the extra headaches of club-
running the way Sammy Davis Jr. needs more
talent. But, as he explained it to me, I feel much
freer playing in the Manne Hole than I ever felt
anywhere belore, Instead of wailing to get off the
stand, T can’t wait to get to the job and start play-
ing. The band gels a freer and more exciting
sound, too, I think, just from knowing thal our
audiences are there strictly to listen to the music.”
_ The first things you see on enterving the Manne
Hole (located at 1608 N, Cahuenga Blvd., just
north of Selma) will probably be a heavy beard
and equally heavy pair of horn-rimmed glasses,
Deftly concealed behind them are Rudy Onder-
wyzer, Manne's capable manager. Amsterdam-
born, he is a stockholder in the corporation and a
music lover himself, given to self-expression in
the form of Dixieland-style trombone. (He even

ayed at the club himself on one matinee session,
t promptly discovered that the Manae-type fan
is strictly modern-oriented.) o
. ““Running the club,” he says, “has been a
whole musical education for me.” - E =
It’s not surprising. Except when Manne is out
of town or has turned the bandstand over to a
nationally known group such as John Lewis and
his Modern Jazz Quartet, Manne's own quintet
plays every Friday, Saturday and Sunday. Cur-

Continued on page 9

m—— - — ol
B LEY T imES - S;L:PL 3?}"?"31

SHELLY MANNE
Musician, proprietor.

HIP JAZZ

Continued from: Page 1

rently with him are Coate
Candoli, the trumpeter who
now doubles as a member of
the Donn Trenner band on
Steve Allen's show; Joe
Maini on alto sax, Russ
Freeman on piano, Menty
Budwig on bass,

ALSO FEATURED on
weekends is a singer; Helen
Humes, Big Miller, Ruth
Price and Irene Kral have
worked here many times.
For the past few weeks the
vocal guest has been Helen
Merrill, making her first
U.S. appearance after al-
most four years overseas.
(More about Miss Merrill in
a future column.)

During the week the club
uses a different small combo
every night; a typical week
will include, for example,
Bill Perkins’ group on Mon-
day, Teddy Edwards’ combo
on Tuesday, followed by the
quartet of Joe Gordon on
Wednesday and Howard
Roberts’ group on Thursday,

Two excellent albums have
been recorded at the club, a
two-LP set by Shelly’s com-
bo (Contemporary 7593-4)
and one by Ruth Price with
the Manne men (Contem-
porary 7590), Andre Previn
plans to cut an LP there
soon,

The club’s policy is ideal
for those of us who are con-
cerned with music, and with
a varied menu, rather than
with ostentation; but for
Manne it was not easy to
maintain, especially since
he did not have, and still
lacks, a license to sell hard
liguor, the main source of
incame for most night clubs.
But simply by dling beer
and wines, pizza and steaks,
goodwill and good sounds,
he hurdled the first year
with a smalil loss, and by the
end of the second was doing
well enough to feel that the
time had come for i
and the importation of top
names.

THE ECONOMICS of this
glp:ration are delicate, Dur-

the

there m@a&m&mme
on we (Single

scale for a ﬂm(nan is :%
tle over $16, and $24 for the
leader.) When a big name is
‘appearing the admission
may range up to $2 or $2.50
y-:tuill not vwfmucﬁ;when

i : L S R oM
CARMEN McRAE
First top-name singer,

CLUB

the talent alone, and hun-
dreds more to pay the rest
of the overhead, in a room
that seats 200, obviously is
not the way to get rich
quick, The Manne Hole
broke even on this attraction
and felt it had been worth it
for the prestige and pleasure
involved.

Next week another experi-
ment will begin: for the first
time Shelly’s will play a top-
name singer when Carmen
McRae opens Sept. 27 for
ten days. :

The decor of the Manne
Hole is stylishly anti-mod-
ern. Hanging from a beam
halfway across the room is
a large key on a chain. On
the walls are ancient news-
papers, album covers, auto-
graphed photos of Hollywood
characters of yesteryear, a

(Continued on page 10)
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Tomes And Tallow Still Not Going Steady
Despite Merchandising Matchmakers

Whether the printed word is a

. vital appendage to recorded sound

or whether book and disk mer-
chants can live quite well without
each other, has emerged a question
of trade import. To some bookshop
owners, even the word “disk” is
vulgar — and vice versa.

“I couldn’t care less about 'em!”
snaps Louis Epstein, owner of
Pickwick Bookshop in Hollywood,
about wax. “We've had a few — a
couple of ‘Alice In Wonderland’
albums, but they don’t move. I
don’t want to get into the record
business. My business is books.”

‘Paperback Records’
By same token, Lloyd Dunn,
rds veepee, recently
' ign, dub-

even the liner notes to help cut
d(}wn overhead

14
! , S0 W pntting them bsck
on. But as far as books and rec-
ords together, it’s worth while only
if they ha.ve a natural affiliation —

% ﬂnd that very often

shops, libraries and schools — not

disk shops — for around $19.95.
“I'm aware many books have

been written on jazz,” Mills states.

“But my thought this time was to

get a book neither hip nor text-
style — primarily for kids in
school bands.”” d
Bob Connor, sales manager of
Beverly Hills branch of estern
Publishing speaks’

Y (d
come with book in one blmdle. ,‘In
my experience with them (book
dealers), they've been ex remely

way.”
Even disk dealers don’t dig de-
_Capitol's

stated. “With the upsurge of rack
jobbing and discount stores, deal-
ers stmply can’t afford to handle

them.”
Surface Noise

Point of interest was Capitol’s
deal with Harcourt-Brace, New
York book pubbery, of abouta year
ago. Both had agreed to produce
and release simultaneously book
and disk counterpart titled “Clair
De Lune” — biog of Debussy.
They figured that by doubling pro-
motional efforts, they’'d double
sales. Books would be sold in book

shops with reference to the disk
and vice-versa. Promotion came off

as planned but not sales; neither
book nor disk ever got off the
ground.

‘Rare hopeful note for whole
book-disk merger prospect came
from Ethan Caston, veepee of
Wallich’s Music City: “I don’t
object to books with records at all;
as a matter of fact, the two items
tie in quite lag'lcale. But our prob-
lem is space. Where do we shelve
a big package like that?”

It remains to be seen, then,
whether or not this “new fron-
tier” in marketing (v

ssfully marry t
compatible comm
moment, the




"WHY shouldn’t | imitate birds? | can remember when the birds used to whistle along
with me, back home in California and .’d drop whatever | was doing and play along

with them. Sure it’s deliberate; I've always liked birds and | like to sound like them.”
These reflections represent a segment of the musical philosophy of Eric Allan Dolphy, the Los
Angeles born saxophonist, flautist and bass clarinetist, who at 35 is one of the most odmired mem-
bers of the “new thing’’ cult and a close associate of John Coltrane.

1 first became fully aware of
Dolphy during his 1958-9 in-
cubency in the Chico Hamilton
Quintet, While the group was
on lour as part of the “Jazz
for Moderns” package which 1
was emceeing, Hamilton opened

his set with a number that
featured Dolphy on bass
clarinet.

. It was probably my own
ignorance and reactionary ears
that led me to the conclusion
that there were some intonation
problems, for a couple of years
later Eric explained, in an inter-
view with Don De Michael, his
acceptance of quarter tone in-
tervals.,

QUALITY

“That’s the way birds do,"
he said. *Birds have notes in
between our notes—you try 1o
imitate something they do and,
like, maybe it’s between F and
F sharp, and you'll have to
go up or come down on the
pitch.

“It’s really something.
Indian music has something of
the same quality—different
scales and quarter tones. I
don't know how jou label i,

but jt's "

CHICO HAMILTON

Prestige-New Jazz labels, have
titles like “Far Cry”’, “Outward
Bound” and “Out There"—
the last has a cover design
showing a saxophonist floating
in space on a huge bass fiddle
over a metronome that towers
above a surrealistic planet.

Several sheets of music are
seen floating behind the saxo-
phonist in the distance. Per-

haps they are old Bird
mANUScripts.

Dolphy says of the title num-
ber of the “Far Cry” LP that
“One of the meanings is that
it's a far cry from the direct
impact Bird had when he was
alive, and his position now. Oh,
people still talk about him, but
how many still listen to his

records?
TONAL

“I wrote this to show that 1
haven't forgotten him or what
he’s meant to me. But the
song also says that as great as

“ne was, he was a far cry from

what he could have been. And
finally, it says that I'm a far
cry from being able to say all
1 want to in jazz.”

Dolphy’s main relationship to
Parker is tonal and rhythmic.
At his best, he can swing in
much the way Bird did.
Melodically, he is, to use his
own term, a far cry from
Bird’s pristine warmth and
spontaneous communication,

Harmonically, where Bird
might have worked an E
Natural into a B Flat Seventh,
Dolphy may be more concerned
with the relationship to a G
Flat or a B Natural.

The organisation and con-

ORNETTE COLEMAN

struction of his solos,

and
more particularly of his com-
positions, are quite different

from (hose of (he
blues and 32-bar
Rhythm"” era.

12-bar
“I Got

Study a Coltrane work and
you may find a 7-bar main
phrase, a nine-bar release, and
blowing passages that seem to
defy mathematical definition.

On alto, Erigd has much of
the Parker soulid; on flute his
timbre is thimgand clusive; on
bass clarinet rubbery and flatu-
lent. Some of his most interest-
ing work lately has been heard
on Trane's albums such as
“Coltrane Live at the Villuge
Yanguard.”

His technical ability, which
seemed limited in the Chico
Hamilton days, has been in-
creasing and his sound at times
lacks the chilliness that some-
times envelops the standard-
bearers of the new thing.

BUGGED

Though he has been
likened to Ornette Coleman,
Doiphy feels the comparison

is unnecessary. “I get
bugged,” he says, “when
people compare us—I've

known Ornefie for a long
time, and we agree aboul a
good many things. But I'm
just playing myself, the same
as he is.”

Eric's up-tempo performances
and compositions are virtually
atonal in the sense that there is
no feeling of a basic key to
return to; but the concept of
blowing on changes is by no
means completely discarded,
and on the slower pieces, such
as *Serene”, the relationship
to tonality is unmistakably
evident.

Eric has been associated with
Gunther Schuller in some
“third stream” experiments and
is determined not to be stereo-
typed or held back.

STRIVE

After he had left Coltrane in
the spring of 1962 to form his
own group, he told Nat Hen-
toff: “There's so much to learn
and so much to try to get out.
I keep hearing something else
beyond what I've done. There's
always been something else to
strive for.

“The more I grow in my
music, the more possibilities
of new things I hear. It's
like I'll never stop finding
sounds I hadn't thought
existed . . . "

rM SURE ERIC DOES

INDEED HAVE A LOT
MORE TO SAY IN MUSIC
—MORE, INCIDENTALLY,
THAN THE BIRDS CAN
EVER TEACH HIM.









FI

W \\ h\‘\'

Q;‘\\.‘.1‘

Al

= Ui\ . N
¥ 1,--;-;? 2P I-'I."
4 A

LTO SUCCEED
IN JAZZ
WITHOUT

*

REALLY TRYING

VE years ago he could barely read music. He didn’t even play a musical instrument
until he was in his 20s. Yet today Gary McFarland is one of the most respected
new arrangers in jazz. Born in Los Angeles, McFarland was interested in jazz from
childhood, but it was not until he was in the Army, after having attended San Jose
City College in California, that he began to study the vibraphone.

gy

“For quite a while in my early 20s,” says McFarland,

“] had no real direction. While 1 was in the army 1 tried
to learn trumpet, but gave it up; bought a valve trombone,
that only lasted six weeks. *

“1 finally started to write in
1957, just picking out
melodies at the piano. 1
started orchestrating when
I joined a rehearsal quar-
tet in San Francisco in the
spring of 1958.

. “l won a partial scholarship
W,sponsored' by Down Beat
‘and  while at Berklee
‘School of Music I began
V writing for Herb Pomeroy’s
AN band in Boston.
W\  “This was invaluable experi-
ence, not only because it

A\ g

NEW FRONTIERSMEN
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provided an outlet for my
creative efforts, but be-
cause of Herb's construc-
tive criticism and encour-
agement — something that

every beginning writer
needs.”
Gary worked in New York

in September of 1960 and

brought a couple of charts

in to Gerry Mulligan, who
was rehearsing his big
band.

“] walked in right off the
street as a stranger to
Gerry, but after he had
run down the first chart
he said ‘Make this one
little alteration and send
me your bill’ I thought
‘Do you get paid for
writing arrangements?’”

The next important step for

Gary was his own album,

consisting of jazz versions

of tunes from the Broad-
way show “How to Sue-
ceed in Business Without

Really Trying”. He was

also heard providing big

band backing for Anita

O'Day in an album called

“All the Sad Young Men".

Invention
His great versatility and
melodic invention were

well displayed on an album
with Stan Getz, “Big Band
Bossa Nova”. More re-
cently, he has been writ-
ing for Bob Brookmeyer.

McFarland's latest LP, “The
Garry McFarland Orches-
tra, Featuring Bill Evans”
is the most remarkable
demonstration to date of
his unusual musical think-
ing.

Using two violas, two cellos,
alto, flute, clarinet, piano,
guitar, bass, drums and his
own vibraphone, McFar-
land contrived an extra-
ordinary pastel of moods,
now reflective, now buoy-
antly happy, sometimes
blues-drenched and some-
times avant garde in con-
ception.

“puke Ellington, Billy Stray-
horn and Gil Evans were
very influential in my early
work,” says Gary, “and are
" still extremely important to
me.

“The person who has influ-
enced my recent efforts,
not only as a song writer

but also in orchestration,
is Antonio Carlos Jobim.
What I've learned from

Jobim has most to do with
spacing — that is, not over-
writing, and to trust the
frankness of simplicity.
“His influence has also ex-
tended into my songwrit-

ing—mainly breaking away
from the thirty-two bar
form, something that he
has done in a natural and
unigque manner,”

Unilke most arrangers, Mc-
Farland considers himself
first and foremost a song-
writer rather than an
orchestrator,

As he commented recently,
“Since songwriting is my
predominant interest, and
because 1 feel that the in-
terpretation is as import-

@® GERRY MULLIGAN
—'send me a bill'

ant as the creation, I have
formed a new group to
present my new material,
and also to interpret other
SONgs.

“Incidentally, we have just
recorded an album for Im-
pulse entitled ‘A Point of
View — Introducing the
Gary McFarland Sextet.

“This album exemplifies my
use of a strong melody as
opposed to complicated
and for clever chord
changes as the foundation
of a song: that is, chords in
conjunction with, not in-
stead of, melody.”

Striking

At 29, Gary McFarland is a
most striking example of
the proof that you don't
have to be a child prodigy
to develop into a great
jazz artist.

In fact, it might even be said
that his case is an out-
standing example of how to
succeed in iazz without
really trying.

BUT, NOW THAT HE HAS
SUCCEEDED HE IS TRY-

ING MORE SERIOUSLY
THAN EVER BEFORE,
AND WITH EXTRA-

ORDINARY SUCCESS.
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DON ELLIS is an avant-
gardist compared with
whom all previous avant-
gardists are mediaevalists.

A tall, thin, gaunt-looking blond-
haired trumpeter and composer,
Ellis was born in Los Angeles
July 25, 1934. He has had every
kind of playing experience from
ultra-modern combos such as
George Russell’s to the big bands
of Charles Barnet, Lionel Hampton,
May McKinley, Maynard Ferguson
and Woody Herman.

His credo is a hint of music. “Any-
thing in teh entire world can be the
rightful working material for the
artist,” he says. And he has proved
it from California to Poland.

Last October, invited to play at
the Jazz Jamboree in Warsaw, he

gave Third Stream concerts with
A+ a ractanrant in
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Stockholm he.presented his so-called
“happenings" as part of his perfor-
mances.

In addition to Flaying (or some-
times instead of playing) he and his
men would use sticks and brushes
on the piano; pour salt into it;
crawl around under it; use a paint-
brush on the strings; or just stand
around for minutes looking at it,
doing nothing.

Stravinsky, too

His “anything in the world” philo-
sophy has extended to records. On
one track of his World Pacific LP,
bassist Gary Peacock plays a passage
on waste paper basket and stool in
7/8 rhythm, followed by drummer
Nick Martinis playing in 5/8 and 4/4
simultaneously.

“People are thinking differently
now, more broadly,” Ellis says. “The
new wave of ideas is affecting every-
one, even Stravinsky. This has made
some of the avant-garde ideas of a
few wvears ago. both in iazz and

classical music, seem completely out
of keeping with the mood of today.

“And as I told our audience in
Stockholm where there was a con-
troversy about us, you can no more
expect modern jazz musicians to
play in the style of Dizzy and Bird
than you could expect them to play
Dixieland, because Diz and Bird are
as old fashioned to us as Dixie was
to them,

“Jazz is an expression of freedom,
and to place any restrictions of any
kind whatever on that freedom is
to narrow its range and objectives.”

Don’s own playing is a unique
amalgamation of every influence
imaginable, from Louis and Bix and
Rex Stewart to Dizzy and Fats Nav-
arro and Clifford Brown,

As for his compositions, he may
stretch anywhere from the blues to
atonality and complete rejection of
all the conventional melodic, har-
monic and rhythmic walues,

Currently Don is back at college:
“l am studying for a Ph.D. in com-

Louis Armstrong}

position at UCLA (University of
California at Los Angeles), and am
also a teaching assistant there. I
need to %et more deeply into some
aspects of music, especially composi-
tion, and I have a drive to do more
concentrated study.

Still playing

“I have given up my group for the
moment, but I haven’t stopped per-

forming.
“There are economic factors too.
Most great innovators have been

ignored in their lifetime, or were put
to death, or had to go hungry. Few
could make a living doing what they
wanted. This is also true in jazz to
some extent.

‘ Rex Stewart l

Dizzy Gillespie

living by stagnating, or arresting
their development at one level, while
the public calches on and their music
becomes ‘popular’.

“I see immense potential in jazz
and improvised music. I refuse to
stay on one level waiting for the
public to catch up. By the time they
do, hopefully I will be one hundred
times further advanced than I am
now.-

“And what then? Perhaps this
makes it clearer why I want to try
and educate people at the same time
I develop. myself and support my
family. This way I ecan remain artis-
tically unfettered.”

Leonard Feather



RECENTLY, at a Holly-
wood cocktail party
celebrating the birth-
day of Mrs Miles
Davis, | was surprised
to run into the tower-
ing figure of Gil Evans.
“What are you doing in town,
Gil?”

“I'm working with Miles on

me material for a show.
;'ored Brisson signed us to
do the theme and back-
ground music for ‘Time of
the Barracudas,” which will
star Laurence Harvey and
Elaine Stritch. We're going
to record the music out
here next week.”
And. - have you been do-

d couple of years
saw you?"”

jazz writer since | ington,
He is literally unique in
séveral ways. Unlike the
other arrangers, he does
not concern himself with
composition—almost all his
writing has consisted of
orchestration of other
people’s themes. Unlike
the others, he has never
been concerned with ma-
terial success, only with
artistic achievement and
broader understanding.
And his reputation in jazz

rests on an association
musician

with a sin
whose playing dovetails
Gil’s writ-

perfectly with
ANALYSE

In fact, Miles says: “I'd give
my left arm to be able to
write like Gil. I used to
send him arrangements of
mine to analyse—and he'd
tell me I had the right
deas but used too many

Yy just sketch out
want and tell Gil—
. ‘when

n
instrument | he reached
the age of 40, when he
00k up piano seriously for
the first time.

PIONEER

Claude Thornhill until 1948
(with time out for 1943-6
Army service),

stayed entirely in the’back-
£T0 a2  non-playi
writer whose use of %‘rg;:gﬁ
horns and delicate tone-
colour ~combinations for
Thornhill revolutionized
popular darice band music
in the 1940s and led to the
formation in 1949 of the
Miles Davis Capitol record.
Ing band , which employed

a nucleus of Thornhill side- “Th

men,
Evans was a pioneer in the

Evans -

use of many
were later to b
mon in jazz: n
use of such
French horns
modern voicings
the employment ¢
shifts of metr
thick tone clusi
departure from
fashioned s

uI don't-ullik%_
pared wi

never has been
will be another

The practical exp
which Gil spea
limited, Inmﬂm ast
years, to own
sional attempts to |
band in New Yo :
(“Before that I h:
most of my m
imagination’)
nificent series
alhurmsi 'a-\wli‘%)?5 7
began in W
Ahead,” continued v
“Porgy
whi
viewer said
shoulded be

wasn’t ready,” he
“I am only now b
ning to be able to
lot  of the tf
wanted to do years
“As for my associatiol
Miles, | feel that we
a lot in common on
geve]l:}. I ggmgre his
ianship, his integrity,
we share a lot ofty
in our
musie,"”
And Miles makes it clear tha
the feeling is mutual b
saying: i
ere’s no nonsense abou
Gil. He knows music and
he knows a lot about lifé

attitude tow

ELLINGTON
—unique

“When I work with him 1 |

always be sure that he

can a
will bring out the right
sounds the right ideas. And
I respect him as a man.
“I first met him 15 years
ago, when 1 was with
Bird and he was with
Thornhill; we've been
giends ever since.
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- Your chance to vote in
--._-‘ilis year’s Jazz Poll.

pon in next week’s
Melody Maker.

- agreat new 1azz eries
OVER MY JAZZ
- SHOULDER

+ By JOE X. PRICE

l-_ )
< | Hollywood, Oct. 22.
_Whether the printed word is &

v'ial appendage to recorded sound,
or whether book and disk merchant
|can live without each other very
|well, has emerged as a question
|of considerable trade import. For,
| to some bookshop owners,-even the
| work “disk” is vulgar—and vice
| versa.

_“I couldn’t care less about ‘em!”
was Louis Epstein’s reaction; he
owns the Plck\uck beookshop in
| Hollywoed. “We've had a few—a
|couple of ‘Alice in Wonderland®
lalbums, but they don't move, I
don’'t want to get into the record
business. My business s books.”

By the same token, Lloyd Dunn,
Capitol Records veepee, recently
waged a new sales campaign. He
dubbed a mnew, low-priced line,
"Paperback Records”, which eli-

help cut down overhead.

But that's the extreme, Dunn ad-
mitted. “Liner notes are still in
damand, so we're putting them
back on. But as far as books and
records together, it's worth while
only if they have a natural af-
filiation—and you don't find that
very often because you're dealing
| with two different media.”

[ Irving Mills Dissents ~

Taking the opposite view is'
Irving Mills, prexy of the American
Academy of Music. He hired jazz
eritic Leonard Feather to write a
100-page, hard-cover book to co-
incide with three LP disks for s
package called “The World of
Traditional Jazz"—due out soon.
ItTl be a fancy-wrapped item that|
will sell in book shops, libraries
and schools—not disk shnps—for!
around $19.95.

“I'm aware that many books
have been written on jazz,” Mills
stated. “But my thought this time
was fo get the sort of book that
was neither hip nor text-style—
primarily for kids in school bands.™

So optimistic about package’s
potential. author Feather confided,
“Next year we (hie and Mills) plan
to do a similar package, picking
'up where we left off (early orches-

tral periced, cirea ]930! and bring-|

'ing it to the present.” Feather, in-|

| cidentalfy, produced five of the six
1dlsk sides for package.

| Bob Connor, sales manager at
| Beverly Hills branch of Western
IPuhlmhmg Co., spoke negatively

| of the adult book market with re-

gord to the firm being tailored to
il disks. “The only thing we do
{ | constantly for the record companies

t|is the juvenile Record Reader for

- | Disney. They're 45s, although a
e! few companies are starting . to
n{come out now with regular LB's
i- | for kids. So far we've done very
" | little publishing for the adult

yo | record markel."”

sPECHAL
MERIT
PICKS

leases
Special Merit Picks are new re

o? outstanding merit which deserve “l
posure and which could have commercia
success within their respective cate-
gories of music.

minated even the liner notes io -
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* could figure out the remarkable renaissance in his band’s

. some very good friends.”

~ leading just a septet.

-Benchelﬁmsmtenorm(bothdweased}. Buck

fﬁej’

Life %"ith Feathers=
{8 No Longer Down

By LEONARD FEATHER
{Auther of "The New Encyclopedia of Jazz")
The ‘pther evening I asked Count Basie whether he

' fortunes.
“T guess we're just lucky,” he said, “plus, we have

L

There's more to it than that, of course. Basie's band
now is at its highest peak of success since 1951, when he
reorganized a big group. This happened after the slump in
the band business had forced him to tour for almost a year

“1 don't even know why I reorganized,” he says now.
“T guess I was just simple—wouldn’t face the facts. Be-
sides, -1 just like to have that sound around me of a big
band swinging.”

The band had rough going for three years; then late in
1954, Basie hired a blues singer, Joe Williams, whose hit
records with the band (“Ev'ry Day’* etc.) breathed new
commercial life into its tired lungs.

WILLIAMS LEFT IN 1960 to go out on his own, but by
: . now the band was self-supporting. Currently,
~ with no singer at all, Basie has more lucra-
£ tive job offers than he can accept. 1
The “very good friends” of whom he
spoke include Edie Adams and Jerry Lewis,
‘whose programs have given him badly-
needed TV exposure; and Tony Curtis, to star
" in whose film “Sex and the Single Girl” the
" band arrived in Hollywood last week.
' “It's been a wonderful year,” Basie re-
flects in his unchangeably humble manner.
“Our first trip to Japan was a great thrill.

* From the moment we arrived at Tokyo airport, they just !
+ smothered us with kindness—bouquets for every man in|
the band, television newsreel interviews, banquets in our|
honor. We want to go back there as soon as we can—|

maybe for the 1964 Olympics.”

: There was also a trip to Britain. “It was our sixth tour
of England—that's our second home. The people treat us
as if we were part of their family.” The band now spends
an average of three months out of each year on overseas
tours that bring guarantees of up to §18,500 a week.

" INCREDIBLY, THERE HAVE BEEN no less than

fournadeaIMnmonthebutullm-ehartsduﬁnglma
- Two of them displayed the band in tandem with Frank|
- Sinatra and Ella Fitzgerald respectively, on Reprise and

‘Verve, But two instrumental LPs have also been big:
WTMByBasie—-Hztsohhe '50s and ’60s” on Re-
_prise, and “Li'l OI' Groovemaker” on Verve.

It included such memorable soloists as Lester Young

Clayton on trumpet, Dickie Wells on trombone.
~ Says Basie: “When you have a band of soloists, as

onically, the original Count Basie orchestra that|
its impact in the middle of the swing era (1937-40)|,
n the opinion of such music experts as John Ham-|.
‘who discovered Basie, far superior to the present|

ﬁmlﬂmd"‘bf-\
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. course, 1 have to pay to get!}

., tate them, but it's worth

I Capitol,

12-Bar Rest
For Shearing

By LEONARD FEATHER
(Author of "The New Encyelopedia of Jazz")

Last week, the final bars were played in a chapter
of contemporary musical history. George Shearing played
a one night stand with his quintet, hung out with his side-
men reminiscing for a while, bade them au revoir,
grabbed three hours’ sleep, then took a plane home. He
is now set for an indefinite booking at his house in North
Hollywood. The Shearing Quintet, for the time being at
least, is no more.

The rigors of the road, which eventually take their
toll of the patience of almost every musician, will be
replaced by the comparative relaxation of home life for
the British-born pianist who, during his years on tour
with the quintet, enjoyed some of the greatest successes
ever experienced by a jazz combo—so great that within
a couple of years after its first triumphsithe critics auto-
matically wrote it off as a pop rather than a jazz group.

Discussing his decision to
disband, Shearing said, “I
haven’t come home to retire.
On the contrary, this will
give me a chance to do some
of the things I've been want-|§
ing to do for so long.

“I CAN concentrate more
on writing arrangements. Of}}

them written out when I dic-

GEORGE SHEARING
Takes years off.

ments will include not only[the courage of my convic-|
. some of his own albums for|tions. Don’t forget, in 1948,

while and musically gratify-
ing, and I can do it at home.”
Shearing’s writing assign-

but also jobs for{when I'd only been over
other artists. here a few months and
Recently, he orchestrated|things were going so badly,
the music for a highly suc-|I wanted to go home to Eng-
cessful Nancy Wilson album,|land but .she convinced me
also - on Capitol, entitled it was wo:th my while to
“Hello Young Lovers.” stay in New York. This time
SHEARING added “T'llil think I'vé"done the right
have plenty of time to re-|thing again.
hearse for classical concert| “YOU CAN keep on ra-
appearances, and I'll prob-itionalizing, but sooner or
ably be able to accept more/later you have to take the
offers to do them during the|plunge, no matter how cold
next year. I'll also be able{the water may be.”
to devote more time to my| That last phrase, of
radio show.” course, was merely a figure
(For ;Jg:-v-;_e r al months|of speech. In fact, it reminds
Shearing has been on the airjme of what may have been
for 'two hours every Sunday|a crucial factor in the move.
enoon, introducing rec-|{Shearing keeps his pool

5 and occasionally play-|heated all year round.
g piano, on the local CBS| ALBUM OF THE WEEK—
radio station, KNX. It is ex- Jimmy Smith, *“Any Number
pected that the program will|Can Win”, Verve 8552: More
soon be syndicated.) exciting ' big-band-and-Ham-

THE DECISION to take a|mond-organ’ sounds, with a
year off," Shearing added,|heavy accent on the blues, |
“does -notnmean that I willl (Life With Feather is heard,
play no quintet dates at all.|Suuday;, 8 pom, KNOB, 9s|
If T want to play a job|r FAL) : !

locally, or go out on a short o )
tour, it will always be easy e e e
s """“%‘3"" g
of men are

herg. M ti G C-T, ?> ‘ ’

“So many of my ex-side-| 0 r
men are Hollywood free-|d: FALLYT Li’
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nce in the presentation of mod-

terey Jazz Festival came into being
as the resull of a series of discussions
n Jimmy Lyons, a jazz-oriented and
ected Bay Arca disc jockey. and
1 J. Gleason, an equally respected and
jazz critic. Il was agreed that the
area would make an ideal site for
festival, and that the Monterey Fair-
rticular would be exactly suited

ion of such an event.
wy of the festival runs parallel to
| other ventures of the same Kind
Newport) that started out as seem-

éﬂns:-.gambles, went into the red
_ eventually settled down as
stitutions, both artistically and

onld stage the first show, Lyons
local businessmen. trying to
that a festival would bring in

) fﬂi "the country and could

owners and many
1ments brought him
oti_ lmndred doll. each

he would serve as the festival’s active musical
consultant on a year-round basis. The use of
Lewis in this capacity marked a change from
the established festival policies of simply buy-
ing from booking agencies whatever talent
they had to offer. As a result, special musical
plans could be formulated. For instance, at the
second festival Woody Herman worked with
Lewis on the assembling of a special all-star
band, and new compositions were ecommis-
sioned from such writers as Benny Golson.
Ornette Coleman. then the most discussed new
personality in jazz, was among those intro-
duced.

This show. however, east gloom over the
fairgrounds. as it wound up $12.000 in the
red. The third festival, in 1960, did well,
though not well enough to eliminate the defi-

stival

By Leonard Feather

cit. The musical highlight this time was the
fondly remembered Evolution of the Blues
Song, in which the story of the blues as writ-
ten and narrated by Jon Hendricks was intro-
duced with a cast that included Hendricks,

Miriam Makeba, Big Miller, Hannah Dean, -

Jimmy Witherspoon, Odetta and the Andrews
Gospel Singers. Also heard were some experi-
mental musical offerings involving John Lewis,
Ornette Coleman. Gunther Schuller, John Col-
trane and a brass ensemble.

The world premiere of J. J. Johnson’s com-
position. Perceptions, was given at the 1961
Tfestival, with Dizzy Gillespie as featured solo-
ist mlh a large brass ensemble. Lalo Schifrin,
pianist with Gillespie, wrote and introduced
his suite Gillespiana. Duke Ellington’s Suite
Thursday. inspired by the works of John
Stemheél_: was a third new work specially
written for Montemy,- and_ was played bril-

1963 festival, held recenly, was by far the
Dbiggest ever. There were 29.600 admissions,
and a total gross of $123.000 was registered
for the five concerts (Friday evening, Satur-
day and Sunday matinees and evenings).
Musically. the festival was far less adventur-
ous than those of previous years. There were
no specially commissioned orchestral works
and few unusual presentations or talent cou-.
plings of extraordinary interest. Nevertheless,
under John Lewis’ guidance, a high musical
standard was maintained and there were many
moments of special value—some strictly musi-
cal, others noslalgic.

One remarkable aspect of the 1963 affair
was the use of Gerald Wilson’s orchestra as
house band, heard at three of the five con-
certs. Wilson’s thoroughly integrated person-
nel was in keeping with the spirit of the times
and his soloists, as well as his own arrange-
ments, were outstanding. They included Joe
Maini and Jimmy Woods on alto saxophones:;
Harold Land and Teddy Edwards on tenor
saxes; Jack Nimitz on baritone sax; Carmell
Jones on trumpet; Jack Wilson at the piano;
Joe Pass on guitar: and others. On its final
set the Wilson band was joined by an enthusi-
astic Dizzy Gillespie, and by John Lewis him-
self, who couldn’t resist sitting in.

Lambert, Hendricks and Bavan served joint-
ly in the emcee roles on opening night. Gerry
Mulligan, long noted for his adaptability and
reluctance to be categorized, joined forces
with a group of elder jazz statesmen that in-
cluded Jack and Charlie Teagarden on trom-
hone and trumpet, Joe Sullivan at the piano.
During this set a Japanese tenor saxophonist,
“Sleepy™ Matsumoto, made the first of three
guest appearances. :

The Saturday matinee, expertly emceed hy
veteran jazz authority and talent scout John
Hammond, introduced a group of Ghana
drummers and some of their American stu-
dents. This set served to point up the differ-
ences, rather than the similarities. between
African music and jazz. The best-received
moments at the matinee were occasioned by
the surprise appearance of Jack and Charlie
Teaga-rden’s seventy - three - year - old mother.
who sat in for two ragtime piano solos. More
spry than shy. she seemed to be having as
wonderful a time as her sons and the audi-
ence. After this she vielded the piano chair
to her daughter, Norma Teagardm, who ac-
companied Jack most tastefully in his solo oi
Body and Soul.

Another nostalgic mood was set by sixty-
two-year-old Elmer Snowden. a former saxo-
phonist and guitarist whom Hammond intro-
duced as “the greatest hanjo- player 1 ever
heard.” Snowden’s banjo, Darnell Howard’s
clarinet plus the bass of seventy-one-year-old

S T

Gemgc‘ “Pops” Foster and the drums of

p-year-old Tony Williams—a seem-

ly incongruous yet lughly compatible group
rou the audmnee'to its feet with rous-

i
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y-s -yearold Joe Sullivan playing H! L
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ON OWING 51

MY second evening in New York (July
30, 1935) was spent in the two
blocks of 52nd Street, between Fifth
and Seventh Avenues — the world’s
first and only swing community, where
half a dozen jazz clubs flourished.
Small combo jazz was so rare then that 52nd
Street was a solitary oasis in a worldwide desert.
On my first night 1 was exposed to the “jam
ba:nds” y of two Italian-American trumpeters,
using pianoless quartets (17 years before Mulli-
gan)—Louis Prima and Wingy Manone, each
with clarinet, guitar and bass.

The Famous Door, where
I found Prima, had been
founded, after the old Pro-
hibition-era Onyx burned
down, by Lennie Hayton,
Fred Waring and a few
musicians who ‘“decided
that even at their own ex-
pense, they must have a
little hot spot for musicians
to go after their day's

work.”
FLAGRANT

Prima'’s first records had
just appeared in England
and we had all assumed he
was coloured. “Yet Prima
hastened to assure me,” 1
wrote, ‘“that he had never
used any coloured musi-
cians, even on his records.
In view of the present
Negro  attitude towards
Italians, it seems improb-
able he ever will.” (Italy
had just invaded Abyssinia.)

Prima played on a tiny
platform in the corner of
the 10 x 40 ft room, with

Pee-Wee Russell beside

him seated on a rickety

chair.

-

A flagrant Satchmo imita-
tor, he sang both father and
son roles on “Rockin’
Chair,” stepping from one
side of the platform to the
other as he changed charac-
ter with each line.

Prima and Russell worked
up to some frenzied finales.
The sets in those days were
short (20 minutes). At 3.30
am the quartet paraded
through the narrow gang-
way of tables playing the
night's closing theme, "“Way
down vonder," then
marched through the
“famous” front door in
which were inscribed the
autographs of a thousand
celebrities.

JIVE LYRICS

Prima and Manone were
known as “two of the
greatest white trumpeters
from New Orleans,” but
Wingy was rated less of
a showman and a superior
musician.

I found Wingy inside the
oval bar at the Hickory

—ruEy mc, nweiv

OVER MY
JAZZ

SHOULDER

by LEONARD FEATHER

House (the only 52nd S
Club that still exists), wit
clarinetist Joe Marsala (*
youth worth watching”)
Carmen Mastren, guitar, an
Sid Weiss, bass. Wingy’
“Isle of Capri” record (wit
jive lyrics—"Oh Capri! O
that isle!””) was a new hit.

NO JOKE

He told me he was
mystified at its acceptance
as a comedy record: “Man,
I was just singin’ the song
the way I felt it; that wasn't
meant to be no joke."

Were Prima and Manone
jazz, or just entertainment?
Both. In the 1930s there was
little or no intellectual con-
tent or even portent, in
small combo jazz.

This was even recognized
by such purists as singer
Red McKenzie and his part-
ner, Eddie Condon, who had
opened ‘at the new Onyx
(“more musicians to the
square inch than Archer
Street could ever boast”)
with Mike Riley, who took
his trombene to pieces dur-

3
\

an . ..

Ing solos and bowed it like
a fiddle, and cornetiat a
Farley, who sutained a large
lump when Riley bashed
him on the head with a meg-
aphone.

Thirteen years later on
the Street, 1 saw a sick
Fats Navarro, with no
comic intent, try to slog
a cowering, pathetic Bud
Powell over the head with
his hom, and bending it
ﬁl(.;t of shape on the piano

Two minutes from the
Street was Adrian Rollini’s
Tap Room, a small and
crudely furnished cellar be-
low the President Hotel.
There I sat in awe of a new
quartet comprising Red
Allen, Buster Bailey, Ber-
nard Addison and Pops
Foster. (“Pops’ metal string
bass lent a colossal swing,
and the music was indes-
cribably thrilling.”)

But the eveming ended
unhappily: because of a
racial insult by the man-
agement td Allen and
‘Bailey when they wanted
to sit at our table with
Mildred and Red Norvo,
Felix King, Marshall
Stearns, they quit the job
—on their opening night.

WHITE BAND

There were many Negro
groups on the Street, such
as the fabulous Five Spirits

of  Rh , with -the bril-
liant aﬂmnny scat singing,

ti!:»la and trombone playing
of Leo Watson, and Teddy
Bunn's guitar.

But there was a near-
panic in 1936 when a Negro
trumpeter joined Joe
Marsala's quartet at the
Hickory House. (“Otis John-
enn hae et a nracedent hv
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Kin, whose 18 years make
him look more like a school-
boy than a musician; he is
the wonder pianist of next
year.”)

Other 52nd Street memories:
Lady Day’s irreplaceable
magie, inducing pindrop
silence in a normally noisy
and drunken crowd at the
Onyx . . . Diz and Bird's first
fantastic impact, and the
heated pro and con bebop
arguments they evoked at the
White Rose bar around the
corner where everyone drop-
ped in for a drink between

“" 1M crow

Pee-Wee Russell forlornly
consigned to the sax section
of Bobby Hackett’s ten-piece
band (Fameur Doer, 1939),
reading alto parts.

George Shearing, after
several Jonely 1948 months as
intermission pianist at the
Three Deuces, finally granted
a chance to work in a combo
there — with Lucky Thomp-
son, Kansas Fields and Oscar
Pettiford.

The young Dizzy in ]
the early days in g

E%nd QCérant

~And on the less pleasant
gside, a 1939 night when 1
went to the Famous Door to

catch Woody Herman! I took
nlm‘i_g a stunning girl, singer
Louise MecCarroll, and we

were refused admittance be-
cause she was several shades
too dark for the ugly syndi-
cated characters who ran the
joint.

Jim Crow faded {rom the
Street during the 1940s, but
other evils replaced it the
decade of neuroties and nar-
cotics was soon Upon us,
One night a typical hanger-

on of the behop years took
me aside and offered to supply
marijana, heroin, anything 1

wanted; the sickening inroads ™

of peddlers, pimps, under-
worldings helped kill 52nd
Street.

When the music was kicks,
the Street was kicks. Today it
is tabu to regard jazz as un,
and the ghosts of Wingy and
Red and Louis and Leo and
Joe haunt those .huge new
office buildings that line the
block where Swing Alley once
:il;robbe:l for a bygone genera-

n.




THOUGH New York was
the real jazz centre in
the 1930s, it was not the
only scene of my most
memorable moments. To

name a few others ¢

CHICAGO: My initial re-
action was one of shock
“Chicago style jazz has
been banned!” (MM, Aug. 29,
1936). I went on to attack the
Musicians’ Union: “Its spectre

hovers over everything in Chicago
music, If a musician seeks a little
relaxation after work by sitting
in at the Three Deuces with
Tatum, he is forbidden to do so
without payment. Jam sessions,
which gave birth to the whole
spirit of Chicago jazz, are out!”

0DD PARALLEL

Yet there was great music to be
heard. First, the furious intensity
of trumpeter Robert Hicks' boogie-
woogie arrangements played by the
sextet of pianist Albert Ammons,
whose son e was then 11.

Ammons and the club where he
g!: were so obscure that nobody

y ered to control his performances.
HD?: lu .\;bas Fletcher
enderson. re tl'}"kl to
make a comedlan out of :lswr45 he
moaned as he put on a paper hat
for the finale of a long and bor-
ing show at the Grand Terrace.

The cabaret atmozphere could not
entirely dim the band’s spirit, though
I expressed concern that Fletcher
has just replaced the “inconsistent”
Sid Catlett (his adjective) with
Walter Johnson.

Almost a quarter-century later,
again in Chicago, as programme
director for Playboy's first and last

jazz festival, I saw an odd parallel:
this time, straw hats, sold to jazz

fans, along with Playboy linen
jackets, Playboy souvenir booklets
and other symbols of the mass-com-
mercialization that was overtaking
jazz by 1958.

Still, it was a thrill to see 17,000
fans streaming into the vast Chicago
Stadium, primarily to listen to music,
and to hear a young English girl—
Annie Ross, with Lambert and
Hendricks—get one of the most roar-
ing, resounding ovations of her life.

ST. LOUIS: Swinging down the
route of a Louis Armstrong one-
nighter tour as Satchmo's guest, in
the bus with Luis Russell and his
men, I was present at a memorable
reunion,

A local paper ad said: “Medinah
Temple Invites You to Their Annual
Frolic and Excursion, July 27, 1936.
Special Popular Dancing Program:
Creath & Marable and Their Famous
Big Band, aboard the Colossal Excur-
sion Queen, Saint Paul.”

“Sure, that’s my man!” said

Louis. “We were the first coloured

band that ever worked the boats.

OP Pops Foster was swingin’ along

with us too; and Baby dds on

drums—Babe's running two or
three taxis now, he's doing all
right!

RETURNING HERO

“Say, would you like me to take
you along there? I'll introduce you
to Fate Marable and you can go on
the trip, then come back to our gig
later.”

We took a cab down to the wharf
where the Saint Paul lay anchored.
The light-skinned, grey-moustached
Marable welcomed Louis as a return-
ing hero.

FEATHER (right) with BENNY COODMAN, FLETCHER HENDERSON and GEORGE AVAKIAN.

———

Later, with Charlie Creath con-
ducting and playing accordion, Fate
at the piano, they ploughed through
pop songs of the day. In the 10-piece
band was a 22-year-old saxophonist
named Earl Bostic. Beer, sandwiches
and popcorn changed hands an pin-
table machines clicked endlessly as
the Mississippi flowed gently by.

During the interval, Marable
chatted: “I've been working these
boats for 29 years, since I was 16.
St. Louis is our port in the summer;
we spend winters aboard a New
Orleans boat.”

With Fate, back at the auditorium
in St. Louis late that hight, Arm-
strong mellowed in a rare burst of
frankness as we sat around together
after the job.

HAVE A BALL

“All this damn — I'm. play
he said, “it's M for -glory
and the cash. iy whatever they
tell me is b me com-
mercially. F

what I'd really’ ;

my music and h:

did in the good old days.”

It was 6 am before Louis and I
suddenly rememberd we had to be
in Kansas City that same evening.
Time, and the bus, wouldn’t wait.

KANSAS CITY: On arrival, 114
degrees in the shade. By evening, an
hour's tram ride out of town, I'd
reached a cool, sparsely filled dance
hall, Fairyland Park, part of a sort
of local Coney Island amusement
centre. Music by bass sax man
Andy Kirk and His 12 Clouds of Joy.

Very late that night, out with
Louis to the Reno Club to catch a
new band we'd heard about. Joe
Keyes, Dee Stewart, Carl Smith on
trumpets; George Hunt, trombone;
Buster Smith, Lester Young, Jack
Washington, saxes; Clifford McTier,
guitar; Walter Page, bass; Mach
Washington, drums; and, leading
from the piano, one William Basie.

Added for the show were speci-
ality numbers by a vocalist-
trumpeter, Hot Lips Page, and a
blues singer, Jimmy Rushing.

“Though the band plays all night
long, it is quite impossible to judge
it. The place practically knocks

Louis in 1936 —
‘It's strictly
for the

glory and
the cash’ (

vou. back as you walk in, We

arrived in the middle of the show;
an enormous woman wearing a tiny
straw hat was singing and dancing
around, but few were looking or
listening.”

My observations, clouded by the
humidity, smoke and generally funky
atmosphere, were wildly impercep-
tive.

John Hammond had caught the
same show on his car-radio only a
short time before, and had been
bright enoth to hear beyond the
roughness of the ensembles, a band
of amazing dynamism such as had
never been heard in the Eastern U.S.

A FEW WEEKS AFTER MY VISIT
TO THE RENO, BASIE WAS ON
HIS WAY TO CHICAGO, NEW
YORK AND INTERNATIONAL
FAME. IT'S LUCKY INDEED THAT
HE DIDN'T WAIT FOR ME TO
DISCOVER HIM.
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Life With

Kegnedy Tragel
Affects Jazzmen

Feathems

By LEONARD FEATHER
(Anzhor of "The New Encyclopedia of Jazz")

Among the innumerable side-effects of the tragedy of

November 22" were many inc

in the worlds of popular music and jazz.

The past three years had produced, in Washington
and consequently all over the country, a new sense of
pride and dignity in this profession as a direct result of
the honors besfowed by the late President on performers
who had never previously enjoyed comparable recognition. |

Most direct was Count
Basie, who had played for
the President at an inau-
gural ball and had expected
to meet him again during a
nation-wide telecast of the
awards dinner of the Joseph
P. Kennedy Foundation.

BASIE# working on a
movie when he heard the
news, walked off the set in
tears and canceled several
engagements, .

(Cfindidéntally. %ton Eb-
bins, who was Basie’s man-
ager for many years, now
manages Peter Lawford and
was frequently visible next
to Lawford on the network
brc;dayd)cnsts after the
tragedy. =

EQUALLY concerned

were Mahalia Jackson, who|the Ellington hegira.

had also performed for the

whose group

President, and Paul Winter,|to see us,” said .Ellington,
former col-|“but too late to f even

lege students had made his-lone concert. The st had
ng a concertito pack up all equip-

tory, by playil

last year at the White House/ment and go back home."”

for an audience that in-
cluded Mrs. Jacqueline Ken-
nedy.

Billy Eckstine, Nat King

Cole and Keely Smith were|Mrs.

among the many others who
had met the late President

while performing at cam-|which gloomy rumors had
' started to spread.

paign rallies.

DESPITE their immeasur-
able grief at our national
loss, some performers feel
th at the encouragement
given under the Kennedy
administration to the arts in
general, and to jazz and pop

music in particular, ma
continue under Pr 3

Johns : S
Ella Fitzgerald, met| GASGBYM QF JHF
the then Vice President and| 50" “ugyeden Non
his wﬂ at B;. benefit she Stop” (Dot 254 ) B
D e e ecros "yt | surprise item by a bril-
outs, was impress ghoi- 2
ihtorest niR R tCaTIEY: liant young ‘Swedish

TO MY surprise, I re-
ceived a call last week from
Duke Ellington, who I had
assumed was on the last leg
of his four-month overseas
tour for the State Depart-
ment.' He had not been due
home until Dec. 15.

“Immediately after the
assassination,” he told me,
“the balance of t&”&:ﬁbur was
called off. The Arab coun-
tries, where we wer
posed to
last couple of weeks, have a
mandatory long period of
mourning, and they wouldn't

have understood our appear-|

ing anywhere during th
next month. b

“AS FAR as we went, the
tour was magnificent—most
exciting. Everything was
done on a very high plane.
There were receptions in
each country, held by our
Ambassador, not just for me

idents that involved artists

R

Basie

and Greece were among the
areas deprived of the Elling-
ton band when the trip was|'
curtailed. Mostidisappointed
of all, though, were a group
of Americans, representa-|
tives of CBS, whe sent a
crew out to join the band
with elaborate plans for a
special television. show on|i

“They arrived just in time

TAKEN ILL while the
band was in India, Ellington
recuperated as the house
guest of Ambassador and
Chester Bowles. 1
asked him about the present
state of his health, about

“l feel wonderful,” said
the 64-year-old genius of
American music. “All 1
needed was to get away
from the wvarious types of
insects we'd been encounter-
ing—and to wrap myself
around a good solid stealk at:
the Hicko.‘r:y House."” hiy?

* pianist and composer.
(LIFE WITH FEATHER can
be heard Sunday eveming, 8
o, on KNOB, 98 FM.)

i DEc.?, 1963

but for the whole band. And|_

the reaction was superb.

“In Amman, Jordan, we
played a concert under the
patronage of King Hussein,
to an audience of over 3,000
in a 2,000-year-old Roman
amphitheatre. T h e y were
crying out ‘Ash al Duke'—
‘Long Live Duke!” It was a
thrilling experience,”

TURKEY, Cyprus, Egypt

VALLEY Times

- played and wrote in this
unique group
Lewis and Gerry Mulligan. |

: ood
(“Darn That egrngamgfgthat

»

" . ByLEONARD FEATHER

(Author of "The New Encyclopedia of Jazz")

_ Attempts to link classical forms of jazz have multi-
plied rapidly in the past five years, sometimes under|
the misleading title of ““Third Stream Music" (a far apter|
name would be “Two Stream Music.”) :

The latest effort along these lines is the album

“Brandenburg Gate: Revisited”

Quartet with orchestra (Co

=emLifc Witn xeatiers |

by Dave Brubeck's
lumbia Stereo €58763, Mono

CL 1963). This is Brubeck’s second major attempt. The

first was one side of the
Bernstein Plays Brubeck”
conducted the New York Ph

1959 album “Brubeck Plays
in which Leonard Bernstein
ilharmonic and the quartet in

Dialogues for Jazz Combo and Orchestra."

There is an important dif-

ference between the two.
“‘Dialogues” was composed
by Howard Brubeck, Dave's
47-year-old music teacher
brother, who has no back-
ground whatsoever in jazz.
It was only mildly successful.

But “Bradenburg Gate” is
an extension of a composi-
tion by Dave Brubeck him-
self, in which Howard Bru-
beck has served as arranger
and conductor.

A SHORTER version of the
original theme was played
in Brubeck's “Jazz Impres-
sions of Eurasia” five years
4£80. 4

g ents allowed for
me::! (Bru-

on piano, Paul Des-
mond on alto, Gene Wright
on bass and Joe Morello on
drums).

UNLIKE SO many of the
classical-jazz fusions, this
work has much in common
harmonically and melodical-
ly with the natural, un-
strained character of normal
tonal jazz.

Some of the new thematic
material is most engaging.
and there are some skilful
uses of counterpoint,

The work as a whole is
notable less for breaking any
new musical ground than for
finding effective means of
trading with new shoes over
familiar territory.

THE BRUBECK brothers
can certainly be proud of
their most successful collab-
oration to date. The second
side offers the quartet and

slalbum,

“Adventures in
Blues™ (Capitol ST 1985) fea-
tures harmonically bland
themes, written by Gene Ro-
land. The arrangements,
with two exceptions (““Aphro-
disia" and “The Blues
Story™*) are trite and monat-
onous,

The sad fact is that with!
writers on the scene like
Gerald Wilson, Dick Grove
(the latter's “‘Little Bird
Suite” came out recently on
World Pacific), Clare Fischer
(see “Album of the Week’)

Kenton xsbadly in need of
exposure t0 more modern

writing; instead of clinging
to the orchestral sounds of
yesteryear, he would be well
advised to solicit scores from
some of the rf;lly adventur-
ous writers who are shapin

the jazz of today. PRE

orchestra in three familiar
themes of .Da\\_fg?s and a new

one by Ho

An  important arrival
among recent record re-
leases is a newly reissued
version of Miles Davis'

“Birth of the Cool” (Capitol|
T 1974). - (Canttal

This includes 11 of the 12
tracks cut in 1949-50 by a
precedent-sefting band in
which, for the first time in
any modern jazz ensemble,
French horn and tuba were
employed. =

AMONG THOSE who

oup were John

The music has dated a 1i
and ::qm far less sta httle
than it did at the time of|
creation, simply because the
end it set has been so uni-

cg'dgthmeﬂﬂimmmd-
ed, by , @ Vo
o by R e

still languishes in the vaults.
STAN KENTON’S latest

ALBUM OF THE
WEEK: Clare Fischer,
“Extension” (Pacific
::g 77). This brilliant
_composer-arranger plays
alto §axophoneg, oﬂgg{n
and piano, and' features
the tenor sax of Jerry
Coker, in one of the most
challenging orchestral al-
bums of the year. Don't
miss it. '

=TT g3
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. o ocert or recordmg work,

~with the object of raising
) .money for cardiac re-
‘search.”

DEw. 21 F

[Author of “T'he New

e of the most heart-

ing events of the holi-

day season, as well as one

of the most musical, is the

choral get-together by a

group of singers who call

themselves “The Voices of
Christmas.”

This is certainly the most

unusual vocal unit of iu kind |eral

ever assembled.

First of all, its repertoire
consists entirely of Christ-
mas songs.

Second, it was not assem-
bled for TV, night club, con-

(though once they did make
an LP for Coral, entitled
“Hark The Stars of Holly-
wood Sing™).

Third, the rmers do
their smsing. the ar-
‘rangers write their music,
without

WO MRMER Pennsyl-
both Hollywood res-
ide fm'menyyears start-
ad the group back in the
llMﬂe. One was Francis
Bu@ a talented
songwﬁtg: (“Black Coffee")
and former bandleader, now
% reco;dmg executive with
rank Sinatra’s Reprise
€ompany. The:other was Les
Brown, the wvetéran band-
er and arranger.

‘We started out,”" Les told
me, “as a ch of singers
who just went from door to
door singing Christmas car-
ols for pleasure, Then the
- group expended a little, and
we sang in children’s hos-
pitals

“IN 1833, Michael Burke,
~ Sonny’s little boy, died at

Life With Featherss

Stars Sing |
Holiday Joy

. By LEONARD FEATHER

ALCEY Times

E”‘_Tdopl‘d:'d of J'd.‘-:.':"j

They were composed of 15(°
men and 16 girls. t

AMONG THEM [ noticed
many who are well known
as solo vocalists: June Hut-
ton, Jo Ann Greer, Lucy Ann
Polk, Sue Maro of Les
Brown’s. band, “Butch”
Brown (Les’ son). and sev-

mnmm trying out
their sils, lnt;ludin,c,rSO pia-
nist ‘Di Novi nny
Burke m elnd

‘The arrangements were so
beautifully harmonized that
I was amagzed to learn later
the group consists mainly
of musicians” wives and oth-
er amateurs who can't even
read music. How they re-
hearse these intricate ar-
rangements is beyond me.
THE ARRANGERS include
Ken Darby, Ken Lane (Dean
Martin’s musical director),
Bud Dant of Coral Records,
and this year & guest writer,
George Shearing, who not
only contributed a fine ar-
rangement of “God Rest Ye
Merry Gentlemen but alaa
played an enchmtlu
sogtl?;'" est pu‘tm'mﬂ"

gu ances||
included “I Wonder as Ij:
Wander” sung by Jo Staf-
ford, a stirring recitation.

actor Reginald Owen, and
comedy version by Do
Knofts ‘of *All T9

Christmas Is My Two' Fron
Teeth.” |
TOWARD the end of the|
show, the Voices filed off|
and were replaced by the|
“Junior Voit f Christ-

" A A et W e b

n =g o3 W M om -

v-_-.-._.-_-HMM

~the age of three and
i :

f ‘pundation was formed,

many non-singers who
& felt like taking part)
the ensemble, the au.|0f

: more and more singers||ems at rehearsal time.”

isn ;
“I never iuew ¢ ginup with
so many babysitting prob-

If the baby sitters permit,
I h%ge the present personnel
e Voices can get to-

ﬁ Sat., Dec. 28, 1963

' hce demand grew through |8ether to cut an LP between

_addition to|season. This is the loveliest
Christmas music I have
s, |heard — and for one of the
wortlueet causes.

ALBUM OF THE
WEEK: = “Outstandh
Jazz y

_years and the foundersnOW and the next holiday|
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That Was The
Year That Was

By LEONARD FEATHER
(Author of “T'he New Encyclopedia of Jazz")

Nineteen-sixty-three . . ,

That was the year that pop gospel came in like a
signifyin’ lion, and went out like a bomb.

It was the year when, aside from Columbia’s peren-
nial “West Side Story”’ sound track LP, the two top selling
albums were both by the folk trio of Peter, Paul and
Mary (Warner Bros. Records) and the runner-up was
another folk item, ‘“Joan Baez in Concert” (Vanguard).

It was the year you heard the word “hootenanny”
more often than you heard “‘jam session.”

It was the year of the Beach Boys (‘“Surfing, U.S.A.,"
Capitol) and the year a jazzman, Kai Winding, switched to
surf music and slid home with his first hit (Verve).

Despite surfing, rock, pop gospel and the rest, good
music, played by Stan Getz, Jimmy Smith, Dave Brubeck,
sung by Barbra Streisand, Nancy Wilson, Peggy Lee, was
high on the best seller lists. (This, too, was the year to
forget the show-biz myth that “girl singers don’t sell
records.”)

- IT WAS THE DAWN of a new day for three respected
jazz veterans. Count Basie had four LPs on the best seller
charts; Woody Herman, with his best band in a decade,
roared through the land and through Philips LPs; Gerald
Wilson's great band was a hit of the Monterey Jazz Festi-
val and World Pacific Records.

" It was the year of social consciousness. The March on
Washington drew Lena Horne, Bobby Darin, Belafonte,
Billy Taylor, dozens more. Ray Charles flew his whole
band in his own plane at his own expense to Birmingham,
Ala., to take part in an integrated AGVA show. Nat Cole,
Sinatra, Sammy Davis, et al, raised huge sums at the
benefits they staged for NAACP CORE and Dr. King's
SCLC. Duke Ellington's “My People” was presented as
part of the Century of Negro Progress exposition in
Chicago.

Itgwas the year of a glut of 750 jazz LPs, half of them

éxpendable. Bill Evans’ triple-track piano set, ‘‘Conver-
sations With Myself’ (Verve) and Duke's reime package
“The Ellington Era” (Columbia) topped the list in musi-
cal value.
- IT WAS THE YEAR many promising new singers
achieved prominence on records: Lorez Alexandria, Shir-
ley Horn, Sheila Jordan, Marian Montgomery, Teri Thorn-
ton, Bill Henderson.

It was a year when NARAS (the National Academy of
Recording Arts and Sciences) made itself more ridiculous
than ever, ignoring Miles Davis, Ellington, Gillespie,
Mlngus Sauter and Quincy Jones in its awards and pre-

senting ammies” to artists who were probably well
aware they didn’t deserve them.

It was, alas, a year of high mortality in our field.
‘We lost Pete Brown, Addison Farmer, Joe Gordon, Glen
Gray, Bobby Jaspar, Lizzie Miles, Ike Quebec, Luis Rus-
sell, Bob Scobey, Gene Sedric, Dinah Washington and far
{oo many more.

It was the year, though, that the imperishable Satchmo
w continued to conquer audiences at home and

He even opened up a new tourist center in Korea
t this was the year, too, Io:'Swnlmusic.
l, it was a year that brought new talent, new.
'Imwith the ; promise o! mgny excit-

‘oprm.rwiﬂmﬁmﬁc year |
KNOB, 98 FM)
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