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Positive proof-

You'll play better with... 

Here you see a man known wherever music is heard. 

Surely his unique talent would be apparent, whatever 
make of instrument he played. Yet the incomparable 
"Satchmo" entrusts his reputation only to Selmer—and 
has for more than twenty years. Isn't this eloquent testi-

mony that a Selmer will do more for your talent, technique 
and reputation than any other horn? Suppose you put it 
to the test—that's the best way to know for sure. The 

big sound; the typical Selmer brilliance; the big new 25 
bore; the full-sounding high notes; the flexibility—all 
this and more will prove our point, You'll Play Better 
with a Selmer! Visit your Selmer dealer for a free trial soon. 

FREE colorful brochure describing Selmer ( Paris) Trumpets, address Dept. A-57. 

,Selitter ELKHART, INDIANA 



AN OFFER AS EXCITING AS THE AMERICAN MUSICAL REVOLUTION THAT HAS SWEPT THE WORLD! 

On One 12" Long- Playing High- Fidelity Recording 

TO INTRODUCE YOU TO AN EXCITING NEW JAZZ PROGRAM — 

RECORDINGS BY THE GREATEST JAZZ ARTISTS OF OUR TIME! 

Norman Granz has prepared a 12-
inch, 331/3 RPM high-fidelity recording 
of 18 great Giants of Jazz, the musicians 
whose techniques, imagination and 
phrasing have brought Jazz to its pres-
ent heroic age. A veritable glory road of 
Jazz masters! This record, with its wide 
range of Jazz sounds, styles and moods, 
is yours free to introduce you to the new 
Jazz program of the American Record-
ing Society. A program which will re-
lease special performances by the 
greatest Jazz musicians of our time, se-
lected and supervised by Mr. Jazz him-
self, Norman Granz. 

Exclusive Arrangement With the Society 

Each month members of the American 
Recording Society will be offered one of 
these special performances by the 
greatest Jazzmen of our time, including 
Norman Granz' own roster of artists. 
Imagine! .. wonderful new performances 
by such giants of Jazz as Illinois 
Jacquet, Gene Krupa, Count Basie, Dizzy 
Gillespie, Ella Fitzgerald, Roy Eldridge, 
Lionel Hampton, Louis Bellson, Flip 
Phillips, Stan Getz and countless others. 
You'll discover for yourself why Jazz is 
acclaimed as America's greatest ambas-
sador of good will — why millions of our 
global neighbors literally fight their way 
into cafes, ballrooms and music halls to 
hear visiting American Jazzmen! 

No Obligation To Buy Any Records Ever! 

But — listen to the amazing high fi-
delity and true quality of these records 
for yourself. Send for your free record 
today. Your acceptance of this free rec-
ord does not obligate you to buy addi-
tional records from the Society — ever. 

However, we will extend to you the 
courtesy of an Associate Membership, 
and each month you will be offered a 
new 12" long-playing Jazz record. If you 
decide to give membership a trial, then 
you will receive without charge a mag-
nificent 12" Bonus record for every two 
12" records you buy. Yes — free! Since 
the member's price for each selection is 
$3.68, this means that actually the cost 
per record, exclusive of a few cents tax 
and shipping, comes to about $2.65 a 
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LIONEL HAMPTON 
JOHNNY HODGES 

record. With every record you accept, 
you will receive a copy of the Society's 
Appreciation Course "Enjoyment of 
Jazz". 
As an Associate Member we will send 

you each month, well in advance of ship-
ment time, a description of the forth-
coming release which you have the right 
to reject by the date shown on the 
Advice Card always provided. 

Send For Your FREE Record Now 

Since membership is on a month-to-
month basis ( how long you stay a mem-
ber is up to you ), you can cancel any 
month you choose. To do this, simply 
write " Cancel" across the Advice Card 
of the forthcoming release and mail it 
back to arrive before the date shown. 
No record will be sent then or ever. So 
mail the coupon now while you can still 
get the wonderful " 18 Giants of Jazz" 
record FREE! 

AMERICAN RECORDING SOCIETY, Jazz Division, 100 Sixth Ave., New York 13, N.Y. 

STAN GET/ 

BILLIE HOLIDAY 

ROY ELDRIDGE 

ART TATUM 

JO JONES 

GENE Kerom. 
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LOOK WHAT'S ON THIS FREE RECORD 

Blues Backstage with l'ount 
Basie. Joe Newman. lien Pow-
ell and Frank Foster soloist, 
Plus twelve . ithers. 
All Of Me with JohnnY Hodge. 
and an all-star grout, of Law-
rence Brown. Harold Baker. 
Louie hellion. Hamil-
ton. Larry Carney and others. 

golt Th. High ,A1TCe ,MaithtyLiwonitst 

Hampton and Oscar Peterson. 

• It Don't Mean A Thing If It 
Ain't Get That Swing. Here 

Sfign Cele. 
Man Roach. Oscar Peterson. 
Ray Brown and Herb aie 
together in a mighty tune. 
Yancey's Last Ride brings two 
great artists together with 
Meade •• Lux" Lewis at the 
Piano and Louie Benson on 
the Drums. 
Dale's Wail With Roy El-
dridge. Oscar Peterson at the 
Organ. Ray Brown. Barney 
Ke—el and Jo Jones. 

Air Mail Special with that fa• 
ml.,,., quartet . if Oscar Peter-
son at the Piano Ray Brown. 
13e,s Herb F.111, Guitar and 
Louie licitan. Drums. 
Cane Rain er Came Shine. Here 
Billy Holiday sings with the 
ennui of Jimmy Howie, Har-
ry Edison. Benny Carter. Bar-
ney Kessel. Larry Bunker and 
John Timmons. 
I Want To Re Happy by the 
famous Lester Young Trio of 
himself. Nat King Cole and 
Buddy RiCh. 
Sunny Sida Of The Stresd with 
the one and only Art Tatum 
at the Piano. 
Shaw Cow with an all-star 
group of Gene Krupa. Ray 
Brown. Teddy Wilson. Char-
lie Shavers. Ben Webster and 
Bill Harris. 
Show Eyes with Ruddy De 
Franco. Clarinet ; Kenny 
Drew. Piano: Art Blakey. 
Drum, and Milt Hinton. Bass. 

AMERICAN RECORDING SOCIETY, Jazz Div., Dept. 859 
100 Sixth Avenue, New York 13, N. Y. MN-1 
Please send me — FREE — " 18 Giants of Jazz" on 

one 12" high-fidelity record ( plus the first treatise of 
your Jazz Appreciation Course?. You are to reserve 
an Associate Membership in my name, but I am not 
obligated to take any specific number of records. 
Each month you are to send me an advance descrip-

tion of the ' forthcoming release, which I have the 
right to reject by the date shown, on the Advice Card 
always provided. I am entitled to cancel this member-
ship any month I please by returning the Advice 
Card for the forthcoming month with the word "Can-
cel" written across it and that will end the matter. I 
am entitled to receive FREE a 12" high-fidelity record 
for every two records I purchase at the member's 
price of only $3.98 ( plus a few cents tax and ship-
ping I. I therefore may get three records for your price 
of two — or only $2.65 a record — and I pay for 
recordS 7 days after 1 receive them. 

Membership limited To One Person Over 21 M Any Family or Household 

Name (Please Print) 

Address  

City Zone State  
Canadian address 1184 Castleheld Ave., Toronto 10 

3 



SiÁi•vev 

HISTORY OF THE YEAR 

wm-d IN 

CHOICES OF THE YEAR 
BEST RECORDS OF THE YEAR 

Pe4yiepett44 sea;,04, 31 

PICTURE GALLERY BY WILLIAM CLAXTON 

DESIGNED 

EDITED BY 

Cet t 

ASSISTED BY 

J4e2 HetA4 

Published by Metronome Corp. 

114 East 32nd Street 
New York 16, N. Y. 

11;de ÇeTC4 44 

TWENTY YEARS WITH BASIE 

JAZZ IN CARTOONS 
JAZZ AND ITS DEFINITION 

JAZZ AROUND THE WORLD 

THE DRUMMER AS A PERSON 

Fite,;11 $eat.:, 84 

STEREOPHONIC SOUND 

er_.(,214 See_204. 98 

A SELECTED DISCOGRAPHY 



THE LOWREY ORGAN COMPANY 

7373 NORTH CICERO AVENUE 

CHICAGO 30, ILLINOIS 



Ellington Photo by Aram Avaklan 

The Duke was made for High Fidelity 
Ferde Grofe, who went on to write for Toscanini, used to 

sit all night in the old Cotton Club, moved and mystified by the 
music of Ellington. He finally confessed that the Duke's magic 
could not be set down as so many notes on a piece of paper. The 
phonograph records of those days in the late twenties, treasures 
though they are, give us little more than the shadows of what 
Ferde Crofe heard. 
The elegance which is Ellington's now was there 30 years ago 

when he and his five Washingtonians sat down to make their 
first records before a solitary horn pick-up in a New York loft. 
It is still there in muffled echo for those lucky enough to have the 
old recordings. For the essence of jazz is the impulse of the man 
who plays it; and the essence of the Duke is not one instrument— 
but 15—because he alone among jazz composers has made the 
whole orchestra his instrument. 

Today, for the first time, we are as rich as he, for the records 
we play at home over high fidelity, or the performances we 
listen to over FM, have all the sumptuous texture that taunted 
Ferde Crofe because it seemed to him then beyond recapture. 

High fidelity has come of age and many excellent instruments 
are available today. The distinction that is Harman-Kardon's 
comes, perhaps, from the sensitivity and understanding its people 
have for the work their products do. There is more here than 
simple devotion to perfection in curves and percentages. That 
surely exists at Harman-Kardon; but a genuine feeling for the 
"bursting white lights" and the limitless shadings of the music 
is also there. Inescapably, this special sensitivity to the music— 
whether Ellington's or Mozart's—is expressed in the way operating 
controls are organized, in the emphasis placed on one function 
over another and in the way the product looks. 

Perhaps the finest expression of this marriage of engineering 
skill and feeling for the art is the Harman-Kardon Festival H, 
Model TA-1040, shown above. Here in a graceful compact unit 
is a complete and powerful high fidelity electronic center. Simply 
connect it to an equally fine record player and speaker, and a 
high fidelity system of incomparable performance is yours. 

The Festival combines a highly sensitive AM-FM tuner, a 
complete preamplifier and a 40 watt hum-free, distortion-free 
power amplifier. It features: magnificent Armstrong FM with 
Automatic Frequency Control to insure accurate tuning auto-
matically; Automatic Noise Cate to eliminate noise between 
stations when tuning; sensitive AM with 10KC whistle filter; 
Dynamic Loudness Contour Control to provide precise balance 
for your own hearing characteristics; enormously effective treble 
and bass controls to adjust for the acoustics of your room; select-
able record equalization; remote speaker selector switch; il-
luminated tuning meter and rumble filter. All this expressed in 
six easy to operate controls. 
The cage and control panel are finished in brushed copper; 

the knobs and escutcheon frame in matte black. The Festival 
stands 4-5/16" high, 16-1/8" wide and 14" deep. 

The Festival price is $225.00 
We have little regard for the typical commercial testimonial, 

but happily, our admiration for Edward Kennedy Ellington is 
reciprocated by the Duke. Long before this advertisement was 
contemplated, he had chosen Harman-Kardon tuners and ampli-
fiers for his personal and professional use. The Festival, he tells 
us, is his fas orite for listening at home. 

agye,H. 

FREE: beautiful, new, fully illustrated catalog. 
Describes complete Harman-Kardon line and 
includes guides on how and where to buy 
high fidelity. Send for your copy now. Write: 
Harman-Kardon, Inc. Department M-01, 520 
Main Street, Westbury, New York. 

harman kardon 
INCORPORATED 

6 



Jazz 1957, The Metronome Yearbook 

Acceptance and solidification 

could summarize the History of the Year 

Last year was like the year before, only more so: more acceptance of jan by 

the public, more public, more records, more clubs, more jobs, more 

musicians, more coverage—but not much more quality, at least not in proportion to the 

other increases which have gradually occurred in the last two years. 

Acceptance and Solidification; those would seem to be the descriptive words which 

best apply to 1956. Even the State Department recognized jazz and the National 
Broadcasting Company ran what it thought was a jazz concert on New Year's Eve. Perhaps 

that concert represented, in an exaggerated way, of course, some of the ills that 

began to infect jan as the acceptance of it began to grow. Although still a stepchild 

among the art forms, the new approval of it shown by college professors. Hollywood 

celebrities, Leonard Bernstein, Europeans, Asians and a number of congressmen, gave jazz 

a stature in the minds of those who make decisions for large corporations. The word 

itself became somewhat important, perhaps more important than the music, for, 

as on the NBC presentation, Robert Montgomery presented Teddi King singing a pop 

tune, the trumpet of Henry Hot Lips Levine and a crew of even more unrelated artists. 

In other words, jazz was jazz was jazz, and whether it was played by Miles Davis 

or Henry Levine made not too much difference, except that Levine was more apt to 

play it on television. There was more selectivity on records, but some of the same 

rocky impressions were available there, too. And, obviously enough, a new 
and sometimes uneducated audience could hardly do otherwise then to find enjoyment 

in many of these commercial presentations and give its support to such artists, 

whether they appeared in-person or on record. In some ways one could find a parallel 

between this support and influence on jazz with what had been a smaller, but more 

devoted swing to folk music and the current swelling of the legitimate theatre 

audiences: in both cases there was a decided change in the form itself, 
at least partly caused by the size and the immediate implicit demands of the new audiences. 
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Jazz went out on the grass 

and under the stars 

Outdoors are: Thad Jones and bassist Eddie 
Jones at Ipswich Festival and, at the left. 
the Teddy Charles Tentet at Newport and 
the Duke Ellington band at Fairfield. 

Humorist Mort Sahl maintained that times had really changed; 
in one of his pic es he gave these words to an imaginary 

bandleader: "People don't want to dance. We're going to 
add tubas and play marches. People want to march; we've got 
to get them out onto the grass ..." 

As far as we know, there was no marching, except for some 
indefatigable Dixieland bands (or Lionel Hampton) who 
paraded when the spirit or the Saints moved them. But jazz did 

get out on the grass. There were over a dozen jazz festivals 
this year, most of them blessed with good weather and excel-
lent attendance. Unfortunately, most of them presented the 
same collection of naine attractions, many of the presentations 
and most of the programming was inartistic to say the least and 

there were a few cases where the cause of jazz was weakened, 
if not hurt. Writer Douglas Watt summed up most of the 
mediocre to bad festivals very well when he wrote, "Jan, 

which used to be a festive music, is now becoming a festival 
music." 

If Mr. Watt had used the more apt term carnival, he would 
have more neatly expressed the trouble with jazz' summer 
season. A Festival, with its desire to present new works and 

artists, while programming the best of the old, would be of 

great importance to jazz, and this was somewhat accomplished, 

at least culturally, at Lenox's Music Barn last year. But there 
is still to be a jazz festival which can hope to be in the same 

class as many of the classical festivals. (To a certain extent, 
the school of jazz at Lenox in 1957 will begin to fulfill that 
constant lack.) 

Jazz went out into other places during last year, too. 

College tours were scheduled for several jan groups. Of course, 
Dave Brubeck could be credited for at least part of this new 
interest; Stan Kenton, too. Because of the interest occasioned 
by those successful tours, colleges in all parts of the country 

began to book groups that ranged from the somewhat careful 
group of Don Elliot to the far ranging groups led by such 

as Teddy Charles and Charlie Mingus. Big booking agencies 
saw possibilities in such tours and began to book complete 
package-concerts through the college circuits. And, on the local 

front, college groups started independent concerts of their 

own, and an international jazz fraternity was formed, with 
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Jazz found itself 

on radio, television and in books 

offices in New York, whose purpose it was to direct jazz 
activities on college campuses, run concerts and contests, 
choosing top college stars. 

Part of this acceptance in the nation's colleges could 
be assigned to the fact that an ever-increasing amount of 
professors, especially the young ones, were seeing jan as 
both contributing to, and influenced by, the American culture. 
Hence. it was included in some courses, at least by refer-
ence, in such divergent subjects as literature and anthropology. 
Too, a number of theses were being devoted to the subject, 
either from a sociological and/or psychological point of view, 
or, as in one case, in the relationship which jan has to some 
of our early American writers, most notably Mark Twain 
and Lafcadio Hearn. 

Aside from these fringe benefits, there were more actual 
courses given on jan than have been given before. Both in 
music schools (and there were several colleges which had actual 
courses in improvisation, etc.) and in standard universities. 
there seemed room for at least a course on the music's history 
and, in some cases, even more advanced topics. For the first 

time, too, jazz was represented at the Music Educator's 
National Conference when Columbia's George Avakian, Dave 
Brubeck, George Wein and Father Norman O'Connor went 
to St. Louis for that organization's annual meeting. 

Nightclubs, record companies and book publishers shared 
in this march toward respectability. There were more jan 
clubs last year than in the year before, but the picture was 
changing subtly. Many of the new clubs were in cities or 
in suburbs of major cities which had been without a full-
time jazz club for many years: such places as The Celebrity 
Club in Providence, Rhode Island. Or, it was a case of an 
already established dinner or dance spot, booking jan for 
a two or three night week-end: such as The Magic Touch and 
The Cork 'N' Bib in the New York suburban area. 
There was an increase, too, in the larger cities, of once-a-

week jan, usually brought about by the presence of an open 
bandstand in some obscure club, and the impatient avail-
ability of musicians in the area, all hungry for the chance to 
blow. The established clubs in the big cities sometimes found 
themselves in strange positions. If they were large enough 
to seat the crowds who would turn out for a major jazz 
attraction, they often found themselves too large for most 
weeks out of the year. This was especially so in the East and 
Middle-West, where most club owners would agree that there 
were only five jazz attractions which made money for them, 
differing only on which five they were, but generally agreeing 
that those five came at such a large price that the usual 
procedure of using big weeks for underwriting the rest of 
the year was becoming an ever more difficult problem. As a 
result of that, several of the most popular people in jazz 
were beginning to play huge-capacity nightclubs, which had 
never before presented jazz. For the smaller clubs, there was 
a similar problem, of course, but there were more artists 
whose name and asking-price fit both their room and budget. 
1956 found more and more of these clubs in almost every 
major city. 

Jazz concerts kept pace with the growing numbers of Festi-
vals, nightclubs and campus concerts. In New York, for ex-
ample, there was a whole series presented, one at the Brooklyn 
Academy which ran the entire gamut from the Count Basie 
Orchestra to the Glenn Miller Orchestra with Ray McKinley, 
only- once or twice drawing the attendance figures needed for 
financial success. There were Town Hall Concerts, Carnegie 
Hall Concerts, Cooper Union Concerts, YNIFIA Concerts, most 

Eddie Condon: the author as a reflective man. 

of these promoted by private citizens, to say nothing of the 
regular tours of such as Jan At the Philharmonic, the package 
tours (many of them presenting as surprising a disarray of 
talent as you could imagine, like bon voyage baskets where 
variety is not only the spice, but also the stuff of life) and 
occasional one-night stands which resembled concerts. 
With only a few exceptions, these concerts in no way justified 

those opinions which so strongly stated that jan belonged 
on the well-lighted stage and should rid itself of the night-
club forever. Generally presented without forethought, or 
artistic discrimination, the general fare was a collection of 
nightclub sets, strung together, without pacing, all barehand-
edly presented on a bare stage without good emceeing or 
proper production. In most cases, one could yearn for the 
darkness and noise of the club if only to hide the glaring de-
ficiencies which the open stage made so painfully evident. 

In any case, whether in club or on stage, the jazz musician 
found that he still must travel to find steady work as a general 
rule. The touring, and the musicians who did the touring, 
had become established by this time, only with the happy 
difference that there were more clubs to take up the slack 
each year. With the exception of the big names, the musi-
cians within the Dixieland style seldom travelled, but many 
of them were in residence in Boston, New York, Chicago and 
San Francisco in clubs which had long catered to them and 
their fans. The Swing era musicians continued to have the 
most difficult time. Even the biggest names among them— 
Roy Eldridge, Coleman Hawkins and Ben Webster—worked 
infrequently, and then, generally speaking, not at the larger 
jazz clubs. That seemed more a matter of faulty presentation 

than anything else, because much of the music that was popu-
lar was not immensely modern, was obviously within the limits 

of Swing and, only seldom, was of the quality represented by 
such as Roy. Coleman or Ben. 

But the star system had become definitely established in 
jazz by last year, perhaps somewhat motivated by the increased 
coverage which the music received in magazines and news-
papers. never before interested in it. Book publishers, too, 
rushed to include a jazz book in their catalogues. The new 

jazz public understandably believed what it read. 
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Desmond. Driiheck and director Nichols on Look Up and Live. 

Nat Cole and Nelson Riddle were heard on television. 
Disregarding that one NBC telecast, jazz found more sympathy 
on television and radio last year than. it has in some time. 
Steve Allen continued to be its most consistent promoter, 
especially on his late evening show, Tonight, where such 
varied artists as Thelonious Monk and Phineas Newborn ap-
peared under the protective cover of Steve's !•11npathetic per-
sonality. Dave Garroway and Vili Rogers, Jr., occasionally 
presented jazz and there were a number of daytime programs. 
usually led by kind, though gushy, female commentators, which 

featured an interview or two with a jazz musician or critic, 
sometimes a whole collection of both. 
There were a number of dramas, too, which either dealt 

directly with jazz or had that music somewhere involved in 
the story or background. They were generally bad, with the 

exception of The Magie Horn, where, at least, the musicians 
acted parts which were genuine, speaking with some alleigance 
to reality. But that plot was pure hokum and the constant 
question about it, and most other such shows, was why tradi-
tional jazz is always emphasized. 
The best of the jazz presentations could be found on the 

Sunday morning television program, Look Up and Live, spon-
sored by the Council of Churches, which, with the aid of Fred 
Nichols, allowed jazz dignity, usually uncluttered dialogue, 
excellent camera-work, lighting and fine direction. There 
were moments when the relation between jazz and religion 
was carried to uncomfortable lengths, but, generally, the 
entire concept of the program was a credit to everyone con-
cerned, and, chief among these creditable shows, was the 
series done by Dave Brubeck. 
Radio was no more dull, but there seemed to be fewer 

disc jockeys than in year's past. This was particularly so in 
New York, where, with only two exceptions jazz record shows 
were broadcast from outlying communities, either on Long 
Island, in Westchester County or in New Jersey. It wasn't 
that way in all other sections of the country. As a matter of 
fact, jimmy Lyons canse out of hibernation to broadcast in 
San Francisco, adding his voice to that of Pat Henry in that 
city. And Chicago had a batch of jazz shows for the usually 
mistreated listener. 

But. in New York, jazz was strangely limited to live shoWs, 
something totally unexpected in the light of the past several 
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Gillespie joined listeners but not his own 
band at concert in Turkey. Chet Baker (at 
right) sojourned in Europe and recorded 
with Caterina Valente. And, the Stan Kenton 
band blasted in Birmingham, England 

Jazz went to Europe, South America, 

the Middle and Far East 

years. Best among these programs was iVlutual's Bandstand 
show, ably directed by ex-bandleader Tommy Reynolds. Broad-
cast from eight until ten each Saturday night, the show con-
sists of remote pick-ups from most of the best jazz clubs in 
the nation. Done with generally excellent taste, with ,tctti21 
on-the-spot interviews with musicians, this network show 

doing a special service for jazz. 
Two men in radio stood out from the rest in terms of im-

portance this past year. Henry Whiston of the Canadian 
Broadcasting Company continued to produce excellent pro-
grams, published his own yearbook of jazz happenings and, in 

general, promoted the cause throughout his country. 
Willis Conover. whom we've named for many honors in the 

past years, continued his work with the Voice of America, 
reaching a quoted figure of 30,000,000 listeners throughout 
the world, giving him an importance lf staggering proportioil , 
Many thousands of his millions of listeners had ample 

portunity to hear a great deal of jazz in-person this year. 
Among the musicians and bands which made the Grand Tours 
were Lee Konitz, Chet Baker, Lionel Hampton, jai' at the 
Philharmonic, Stan Kenton, Gerry Mulligan, Louis Armstrong. 

Count Basic, Dizzy Gillespie (who also went to South America). 

.the Modern Jazz Quartet and Benny Goodman (who toured 
the Far East for seven weeks). Several of these tours were 
State Department sponsored with the actual monetary help 

of ANTA. And the success of each, in terms of American 
propaganda in addition to musical worth, was such that several 

.other tours are already scheduled for 1957. 
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Jazz settled solidly 

into several distinct grooves 

Friedrich Guida: refined neo-bop. Stan Kenton: his most swinging band. 

• '' .:.!:!,t.1.111,1.11ii',41,. 

If there was any doubt about the longevity of bop, it should 
have been solved during 1956 as the great solidification set 
in. Of course, there were Dixieland groups and swing groups 
and even a fairly successful collection of avant-garde small 
bands. But much, even most of ja// was concerned with bop, 
or as we dubbed it, neo-bop; a mush_ which had been accept-
ed, codified and, finally, combined with a hard swing that 
reached back into early days of jazz. 

Just slightly to the right of that mass of musicians were 
the modern-swing musicians, represented by such as trombon-
ists Kai Winding or Urbie Green and their groups. 

But the neo-boppers dominated the field and they, in turn, 
were dominated by leaders like drummers Art Blakey and Max 
Roach, saxophonists Sonny Stitt and Sonny Rollins, pianist 
Horace Silver and trumpeter Miles Davis. 

It was a music that was hard and virile in contrast to 
some music that we had had during the cool ages, but it often 

(and this was best represented by the Basie band which had 
its share of neo-boppers) paid more attention to performance 
than to what was being performed. It was significant that 
"the same old blues" were being played, that all the bop clas-
sics were done over and over again and that one of the few 

scores added to Basic's book at the end of the year was a 
"new arrangement of Moten Swing," not an original composi-

tion by any of the dozens of capable arrangers always available. 
The performance was the important thing, then, and that 

led to a number of difficulties. Of course, it had always 
been important, but, then, so had what was being created; 
not only how it sounded and swung, but what it said. The 
opportuning of record companies, the changing of personnel, 

the sudden access to fame of one kind or another, and, most 
especially, the demands of musicians and fans, conspired to 
make swing and sound all-important. In a sense it was like 
the pressures of journalism versus those of writing a book; 
the steady demand kept meaning at a fairly superficial level, 
resulting usually in music that was brawling and balling but 
not too often more than that. 

The same thing could be said of most of the big bands. 
Dizzy Gillespie's welcome return to the big band fold had 
its disappointing side in the fact that his book contained 
scores from his old band, some Basie-like arrangements, a 
few remarkably commercial selections and little that was 
as fresh as we might expect. Here, again, the emphasis was 
on performance and it was frequently brilliant. Duke Ell-
ington was said to be writing again, but there was no in-
dication of that from his concert work. He seemed to have 
become an entertainer, and, at times, even a rock 'n' roll 
entertainer. Les Brown, Benny Goodman, Maynard Ferguson, 
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Miles Doris: a school leader. And there was jazz to which to dance. 

Elliot Lawrence, and those few other bands which either 
classified as jazz or included some jazz in their books, were 
seemingly content to support, and be supported by, the tried 
and true. In all these, excepting some individual soloists, 
the trend was followed and the performances were generally 
excellent. Only Stan Kenton consistently searched, often 
for the wrong thing, or so we thought, and in his searching 
he sometimes sacrificed meaning to performance and newness, 
but, nonetheless, he was not content to leave even well enough 

alone, at least not for long. 
There were, of course, the rugged individualists, but even 

some of those began to move together. Despite possible deriva-
tions one might justifiably expect to see in their playing and 
writing, there was no doubt about the original excellence 
of such as Teddy Charles, Stan Getz, John Lewis, Shelly Manne, 
Charlie Mingus, Gerry Mulligan, Bill Russo and Lennie 

Tristano and their like. 
On the other end of the scale, there were the frankly com-

mercial jazz groups, represented by the Australian Jazz Quar-
tet, Dave Pell and occasional records by such more free-wheel-

ing musicians as Al Cohn and Herbie Mann. 
And, somewhere in their own league, were the host of clas-

sicists like Don Shirley, Friedrich Guida, Conley Graves, 
Villegas and company, of whom only Friedrich swung; the 

other individualists, too, like Zoot Sims and Jack Teagarden 
who just played jazz without noticeable concern for the vintage, 
and the several other musicians like Bob Prince and Teo 
Macero who seemed intent on melding jazz with classical music, 

thereby creating a new music. 
But mostly there was bop, music that had of necessity to 

be compared to earlier bop and suffered much in contrast. 
And playing this bop, again because of record company com-
mitments, nightclub demands and the inevitable cliques which 
grow within the economic framework in which jazz lies, were 
an increasingly smaller number of musicians. For the first 
time in many years, for example, many records seemed to have 
house rhythm sections. Hank Jones, Barry Galbraith, Milt 
Hinton and Osie Johnson made enough records on the East 
Coast so that one could assume that they reported for work at 
nine in the morning and left at five in the evening, serving as 
a rhythm section for groups made up of such as Joe Newman, 
Al Cohn, Frank Wess, Gene Quill, Coleman Hawkins, Billy 
Byers and Phil Woods who occasionally wander into the studio 

in different combinations to make records for this company 
or that. A similar case could be made about the West Coast, 
its recordings and its club dates, of course. But that is one of 
the prices that jazz pays for its acceptance and it may be 
outgrown as the acceptance itself becomes accepted. 
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Opposite: Count Bash' and Ella Fitzgerald 
get together for the annual Metronome All 
Star Date. Right: Max Roach, Miles Davis and 
Sonny Rollins confer during intermission at 
the Lenox Music Barn jazz session. 

The controversy between \Vest Coast and East Coast; which 
jazz is the phony; had subsided to a low rumble by the middle 
of 1956. Several notable westerners came East—Shank, Hawes, 
Giuffre and Manne—and ir was noted that they had horns but 
no tails. And the easterners invaded the West Coast. Among 
them, Miles Davis, The Modern Jazz Quartet, Sonny Stitt. Jay 
and Kai, Howard McGhee, Allen Eager, Charlie Mingus and 
Serge Chaloff made musical sense and good business for owners. 
The Count Basie band did likewise, becoming the talk of 
several towns within the time of its tour. A whole collection 
of Tristano-ites—Warne Marsh, Ronnie Ball, Jeff Morton, Ted 
Brown and Ben Tucker—all moved to the West Coast. 
On both coasts, recording continued at a furious pace. 

The Majors: Capitol concentrated mainly on big bands, chief 
among them Stan Kenton, with a much-lessened jazz program 
from the years before. Columbia remained its consistent self 
in the hands of George Avakian. True to its fine collectors' 
items, and to such commercially valuable talents as Brubeck, 
Armstrong, Ellington, Condon and Jay and K:ti (together or 
separately), it nonetheless signed The Jazz Messengers and 
Miles Davis. produced the most ruggedly experimental record 
of the year, a fine Leonard Bernstein LP on the subject of 

jazz and a number of excellent vocal albums which featured 
jazz musicians and arrangers as accompaniment. 
Even after losing Ella Fitzgerald, Decca continued to present 

several of the best jazz singers. Too, it was releasing two 
special series. Jazz Lab and Jazz Studio, beginning to exploit 
some new jazz talent and releasing a package of records, chosen 
by Leonard Feather to be companions to his Encyclopedia of 
Jazz. Somewhat late getting started, Decca seemed anxious to 
make amends. EmArcy followed its grandiose plan of re-
leasing dozens of albums while awaiting public reaction. It 
lost Gerry Mulligan at the end of the year, but recording 
continued unabated, mosttimes devoted to the session kind of 
date. London and MGM were somewhat limited in their 
releases since they have few artists. But Victor and Vik 
changed personnel, signed new artists and dropped other con-
tracts in an effort to make jazz pay for the label. Fred 
Reynolds became the jazz a. and r. head at Victor and his 
signing and presentation varied between the well-established 
commercialism of Dave Pell, the newness of Phineas Newborn 

and the established artistry of Bud Powell. Jack Lewis moved 
from Victor to Vik and then out, but before his departure, he 
recorded the Maynard Ferguson Dream Band, a number of 
dates by Hawkins, more by members of the Basie band and 
some few more by so-called experimental writers. 

Norman Granz expanded and expanded. Clef and Norgran. 
his two established labels, continued their policy (Norman's 
policy) of recording the heavy-weights of jazz, many of them 
hardly in the best-seller list, but most of them of great value. 
He added a Dixieland label, Down Home, on which he re-
leased masters from other companies and some new tracks. 
To his commercial label, Verve, he brought Ella Fitzgerald 
(two major recordings—The Cole Porter Songbook and The 
Rogers and Hart Songbook), Bing Crosby, the singing Buddy 
Rids, Anita O'Day, Spike Jones and a flock of other artists. 
The Minors: Smaller in size, but not necessarily in quality, 

the minors continued to keep larger companies on their toes 
this year, remaining, as is usual, the normal place for the 
budding musician to be heard. Among these could be counted 

the subsidiaries to the major companies: Epic and Coral in 
particular which run their own jazz programs and reissue 

records both from their major's catalogue and from the vaults 
which they have inherited from other subsidiaries of the same 
labels; Angel, which has a foreign jazz series; Camden, which 
follows Victor's classical policy by releasing jazz items, no longer 
in catalogue demand, with hopes of making additional sales 

with lower prices. 
ABC-Paramount under Creed Taylor built a catalogue for 

itself with many sleek, commercial dates, some that were ex-
cellent. Ad Lib (with Music Minus One and Signal) had few 

issues and was mostly noted for its value for students; Signal's 
two regular jazz releases were excellent, however. Atlantic 
had signed almost all the big, young names in the jazz of 
the forward look: Giuffre, Charles, Mingus, Russo, etc. 

Bethlehem was more than normally interested in the com-
mercial date; its big record, in terms of production and sales. 
was a cleverly packaged but strangely cast Porgy and Bess. 
Blue Note remained constant to its pledge to record new 
talent. Contemporary continued its excellent sound and scored 
with the combination of Andre, Leroy and Shelly. Dawn was 
still building its catalogue; its releases varied from com-
rnercial to free-wheeling. Debut continued to emphasize 
Charlie Mingus and released two exceptional records, one with 
Miles Davis, the other featuring Mingus and Max Roach. 

Fantasy remained as amusing as it is productive. Grand 
Awards issued re-creations of jazz of different eras and a 
Paul Whiteman Memorial album. jazz:west aided in the de-

velopment of West Coast youngsters. Pacific Jazz presented 
a new Chet Baker and some excellent tracks, including some 
by the late pianist Dick Twardzik. Period's releases were in-
frequent but, generally, excellent. 
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Jazz mixed 

with sea and sand 

Prestige continued to do complete service to the boppen. 

young and old, generally with excellent notes by Ira Gitler. 
which traced the evolvements of the various horns involved, 
showing influences and deviations. Riverside kept to a 

varied set of releases, most notable for its recording of 
Thelonious Monk and the set of classics in jazz which it 

released. Savoy uncovered some worthwhile young talent. 
and, too, served the cause of the boppers. Storyville shared 
some of its talent with other labels, converted to twelve-
inch and released a fine Zoot Sims LP. Transition continued 

its worthwhile city-by-city series, concentrating mainly 
on Detroit and Chicago this past year. allowing the stay-

at-home listener a chance to hear newcomers as well as es-
tablished musicians who prefer to remain in their hometown. 

Urania's releases were limited during the past year, but, as 
usual, were involved with jazz of the early forties. Vanguard 
was similarly limited, but it issued a fine Jo Jones album 
which made up for uneven modern dates. 

Those were the record companies, and that nearly sums up 
the year 1956, sums it up as well as words are apt to turn 
music into tangible matters of right and wrong, good and 

bad or backward and forward. Several things remain to be 
mentioned or emphasized, however, and first on that list must 

surely be the fact that despite what seems like a weakening 
of some of the fibres of jazz, and despite some adverse working 
conditions which are still with jazz musicians, this was a 
year which found most jazz musicians in economic positions 

far better than they had had before. By and large, too, 
record companies and jazz clubs were financially healthier 

than they had been, and areas like the West Coast were 
literally sprouting places where you could hear jazz. 

It was a year of entrenchment, perhaps the year before 
the year of decision when more musicians will begin to be 
concerned over words like those spoken by Bill Russo at the 

Music Inn panel discussions: "I want to write for groups 

that have less Mickey Spillane quality . . . I want to do a 
little more than excite anger or create emotions Not 

only does the artist reflect what is going on around him. 
but, generally, he attempts to impose a little order upon what 
is going on. if only in the sense of creating an ordered object. 

so that he represents one of the tendencies of man to get 
to something beyond and something better than himself . . ." 

Other musically-grounded, jazz-oriented composers were 
agreeing with Bill last year in their own criticisms of jazz. 

The thought seemed to be that a reaction had set-in, and it 
had: a reaction against the stretching of jazz lines: and 
that reaction had taken its form from the music of the last 
ten years and its spirit from the ages before. 

The Amen-crowd had emerged and the Amen had both to 
do with the necessity of feeling and an agreement that the song-
writer of the Swing Age knew what he was talking about: that 

It Ain't What You Do, It's the Way That You Do That's 
What Gets Results; gets almost all the results you wanted in 
1956. But the illusion of freedom was only that; an illusion: 
and the more sensitive musicians felt the harsh strictures of 

what they were playing. There was at least a felt-concern that 
their music was supposed to do more than merely represent 
this curious age of panic and contentment; that it was sup-

posed to be a creative form, expressive of man's hopes and 
ideas; that the quality of those hopes and ideas, determined 
the quality of the creativity far more than did the pure 

mechanics of the way in which they were played: the excellence 
of tone or facility of technique. 

Jazz now seems secure. and no one could blame any of its 
artists or friends in their attempt to relish that security and 

to take from it what they could. But security is also a place 
from which to grow, on which to build. The vitality of jazz 

made that building and growing seem sure. It remains now 
to be seen when and how it will take place. For all of us who 
love jazz, 1957, should burn brightly. 

Shank, Levey, Cooper, Candoli, Williantson and Ruasse',' on Hermosa Beach. 
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Jazz suffered 

from five deaths 

Clifford Brown 

The year past proved fatal for five important jazz person-
ages. Frankie Trumbauer, Adrian Rollini, Clifford Brown, 

Art • I'atum and Tommy Dorsey had their careers cut short by 

death in 1956. 
Among the modern group of musicians Clifford Brown was 

one trumpeter from whom great things were expected. Brownie 

had built a considerable following among jazz critics and fans. 
His death in a Pennsylvania Turnpike auto accident, along 
with Riche Powell and Richie's wife, jarred a great many of 
the younger musicians into a realization of life's unexpected 
tragedies. Both Riche and Brownie were on their way from 
one gig to another—they both were touring with the Max 
Roach group—and in the pressure of all-night driving, met 
death on the rain-swept parkway. This sudden, violent death 
points up just one more of the hazards jazzmen face in making 
a living. What is most evident to those in jazz who admired 
Brownie's quiet good humor, though, is that the brilliance 
that might have been was abruptly cut short. 

Art Tatum followed Clifford five months later, in November, 
thing alter 24 fruitful and history-making years in the 
jazz piano spotlight. Art's particular genius came as an in-
novator of broad, new flowing lines and harmonies. Musically. 
Art was at best alone at the keyboard. His solo playing. full 
of twists and changes of melodic and rhythmic conception 
blossomed within the freedom of the unaccompanied solo. 
In summing up the life of Art Tatum it is difficult to decide 
upon the man as a man for very little is known. Few articles 
or pictures of the man exist to be used for source material. 
He retired from the public eye, leaving his music to speak 

eloquently for him. 
On the 26th of that same month, November, Tommy Dorsey 

died. But, in contrast to Tatum, Tom was forever in and out 
of the public spotlight. He was a man consumed by a fierce 
pride, most of which was centered around his orchestras. His 
personal musical integrity was unimpeachable. His bands 
and his own playing were the focal point of his existence. 
The organizations he put together through the twenty years 
he spent in the business were always filled with precision and 
high musicianship. Musically they were sound, full-throated 
and wonderfully rhythmic. The Dorsey sound was always 
distinctive, the man was a cauldron of didacticisms that very 
often infuriated those others concerned, and yet for the most 
part reflected Tommy's intense pride in his music. 

Tommy Dorsey 
and Art Tatum 
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BIG BANDS 
OF 

LAST YEAR 

Mehinley 

Les Brown 

Award Section 

The following twelve pages include our annual choices of the 
year, awards for merit within the art of jazz, as decided upon 

by the editors of METRONOME. As we did last year, we have 
qualified some of our choices, left out a few of our usual 
categories and made more than one selection in several sec-
tions. It is, in effect, a more strict but, we feel, more just 
system of awards. In more than one case, we felt constrained 
to omit an artist whom we felt would ordinarily be included, 
because we had heard too little of him during the past year, or, 
because, as in the case of the new Dizzy Gillespie band, he was 
up against the particular and peculiar competition of the 
Basiemen (the band category is divided into three distinct sec-
tions: dance, dance/entertainment and jazz), and there were a 
number of cases where leaders were so much more important 
than their groups that they received awards only as individuals. 
The regular, extra-categories, like Entertainer, Comeback and 
New Stars were added arin to make the review comprehensive, 
to reflect our History of the Year and our hope for all the years 
to come. As in past years, consistent performance, in-person 
and on records, was the most persistent factor in judging. 
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Lei gliv14/4% 

'This year, even more than in years past. 
Les Brown's seemed to be nearly the 
last of the exciting dance bands (as op-
posed to those few bands which played 
little pop material and those which 
played that material in an uncreative 
way). The great bands of the 1940's and 
before were mostly disbanded or on 
some sort of week-end basis. Les, alone 

seemed to combine the pure functional-
ism of the dance band with crisp, mod-
ern scores, stellar musicianship and a 
generally high level of soloists. 
True, many of his most famous side-

men had left to lead their own groups. 
In fact, the Les Brown band gave birth 
to a whole raft of small groups. some-
what patterned after the first to be 
formed, that of Dave Pell. But his own 
excellent taste, the general high-esteem 
in which the band and its book is held 
and the good salaries available to his 
sidemen, again built a band equipped 

to swing, sing and sway with the power 
and brilliance which we have come to 
expect from any Les Brown orchestra. 

Count Bash, at Ipswich with Frank It ess soloing. 

McK.4•Ice., 

the Glenn Miller sound and styling is 
once more a functioning part of the 
dance band picture. 1956 saw a return 
to the ballroom for a number of bands, 
but by far the most impressive inroads 
on commercial danceland were made by 
this latest version of the Miller entry 

of fifteen years ago. 
This time out the band is under the 

direction of Ray McKinley and no bet-
ter front man could be found for the 
chore of tying the present with the past. 
Ray adds color, humor and friendly 
sincerity to the band's performance, in-
troducing tunes, singing Miller favorites 
besides those of his own like Long Way 
front St. Louis, and playing his own 
basically swing brand of drums. 
Ray most certainly deserves the title 

Musical Showman of the Year. It is his 
particular forte to be the perfect contact 

man with the public. 
This Miller-McKinley combination 

acts in no small way as a comeback for 
two of dancebandland's most authorita-
tive and pleasant, commercial packages. 

Co44,1 getZt 

The West Coast felt the full weight of 
the Basie broadsides last year as the 
Count and his men paid their first visit 
to California in some time. It's yet to 
be seen whether that applauded trip 
will make itself felt on West Coast musi-
cians and their playing. As it stands in 
the East, the Basie band not only sums 
up twenty years of jan history, but, also, 
influences the arrangements and play-
ing of scores of writers, bands, combos 
and sidemen in-person and on scores 

of records. 
All of that makes excellent sense, con• 

sidering the current interest in the un-
inhibited swing of sound, the direct ap-
proach to emotional elements and the 
general belief that " it ain't what you do, 

it's the way that you do it," which was 
as representative of today and today's 
Basie band as it was of the Swing period 
which gave birth to that tune. This year 
again an Afternoon (or an evening) of 
a Basieite was one filled with all the 
power and excitement you could ever 
expect from jan, in this or any time. 
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Musicians 
of the Year 

20,0/ S.;41•4 
John Haley Zoot Sims played tenor and alto last year as ht 
celebrated his thirty-first birthday, playing both with the 
almost throbbing anticipatory fire which we have come to 

expect from him. Whether as a heavy-hitter on the Gerry 
Mulligan team or as a leader of his own groups, Zoot continues 
to represent that element of jazz which seems to strike every 
bond from itself — the romantic nomadisliness that sings 
and swings in an intensely personal way. In these days of 
conformance, in any days, Zoot Sims is a distinct pleasure 

li et.44. 
Trombonist-arranger-composer Bill Russo was more in the ja,/ 
picture, at least in our jazz picture, last year. His ballet 
was published and recorded, he continued his copious arranging 
for varieties of orchestras, but, most especially. he added 
his considered judgments to the musicians' panel discussions 
at Music Inn. He spoke, as he writes, with a concern for jazz, 
with the conviction that the music and its artists often fail 

to accept their musical and artistic responsibilites. He 
brings an insistence on integral honesty which is much needed. 

Zoot. 
Gin if re, 
Russo, 

and Big T. 

.1.44/z le/1,44de,, 
Jack Teagarden, like Zoot Sims, is the embodiment of jazz, 

the free-wheeling improvisor who seems without a dateline. 
The Teagarden style of playing and singing is hard to clas-
sify; there is in it an immense singularity which never in-
terferes with a musicianship which musicians of all schools 
have always admired. His original influence brought a new 
maturity to the instrument; his continued presence, with 
facility, range and flexibility undimmed, proves his musi-
cal and personal integrity while giving him increased lustre. 
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Shelly at work. 

44-.4 01-Ze 

Milt Hinton and Osie Johnson fall into much the 
saine category as Shelly and Leroy. This prolific 
pair can be seen at almost any and every record 
date, no matter what label, and with good reason. 
Theirs is a relaxed, but strong, easy-moving 

rhythmic line. 
From Milt comes a strength and warmth at almost 

any tempo. His rhythmic and melodic conception 
is along traditional lines; solid and basic. 

Osie is the natural counterpart for Milt, modern 
in the accepted sense and yet with the same solidity 
and basic qualities that make for the easy swing 
so applicable to the Basie-Rogers-Cohn scores. 

As a unit Milt and Osie possess the most admir-
able qualities needed in every rhythm team: a 
genuine rapport that comes in the most natural 
of ways. Both Milt and Osie have a friendly nature, 
something that comes quite natural to their music 
and it is no wonder that they're the most used 

team in town. 

See-ett, 44,44 te'104, 

In a very real sense the rhythm section is the beginning point 
of jazz. The rhythm section, as a unit, has the ability to make 
or break a soloist. Playing together it aids, abets and inspires 
him; playing disjointedly, without cohesion it can pour un-
wanted tensions into the rhythmic framework on which he 

is to improvise. 
Bass and drums are the nucleus of the rhythm section and 

bass and drums, this year, come in for special praise. 
Shelly Manne and Leroy Vinnegar can be classed at the top 

of the rhythm section ladder. Their togetherness; their con-
cepts of time and unit sound are possibly the best in the 
nation. Individually, Leroy has that fine, Blanton sound. A 
huge, legato bottom, that provides soloists and Shelly alike 
with a full, pulsing bass line. Of Shelly so much has been 

said in the way of accolade and praise that almost anything 
else would seem endless repetition. His time-sense, facility, 

and individual sound mark him as a leader. 
As individuals Shelly and Leroy are superb musicians, full 

of depth and taste, but as a unit they are just as superb. 
They have their individually singular characteristics, plus 
unit strength and imagination. In essence, it is a oneness of 

feeling. 

The Rhythm Sections 

Wilt In rest. 
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Arrivals of the Year 

Pgzs.ees. Newton's. 

Early last year the rumors about a young southern pianist 

began to reach a certain intensity: musicians traveling 
through that part of the country, returned with stories of 
technique and accompanying skills, which left us somewhat 
skeptical. Finally Phineas (most musicians pronounce it as 

if it didn't include an e) came to New York, more or less, 
under the protection of Count Basic. 

Contrary to usual cases, there had been no exaggeration; 
Phineas was a find, practically a magician of the piano, pos-

sessed of such facility and speed that only Art Tatum could 
be used as a comparison. Thoroughly distinct in sound, his 
influences could be found in Tatum, Garner and Bird (through 

Bud Powell). Yet he was very much his own master: it re-
mained now to see if his extraordinary combination of tal-
ents would forge the genius of which he gives huge signs. 

)0,etz4.4 

Sonny Rollins (Theodore Walter Rollins) was playing jazz 

prior to 1948 and has been with groups led by Batts Gonzales. 
Art Blakey, Tadd Dameron, Bud Powell and Miles Davis. But 
it was not until last year, after more than a year's semi-

retirement for study and thought, that his clearly-established 
talent really began to mature. 

In 1956 he joined the Max Roach group, turning his hand 
and mind to occasional writing. but, more than that, be-
ginning to culture his sometimes heretofore brittle sound. 

giving it more breadth and warmth as if in deference to the 
jazz roots of which he had obviously become aware. 

That means, of course, that offny is becoming more in-
terested in meaning. while impros ing performance: something 
that is many times rare in these dios of wailing aggressive-

ness. As a maturing artist. Sonny promises additional goo.l. 

Andre Previn has been in and around jazz for many years, al-
though some of those years have been rather intensely involved 
with motion picture studio work in a variety of functions. 
During some of that time, there seemed to be some fail-

ing of the jazz light which had burned brightly on the re-
cordings that Andre had made for Monarch Records. • I'ltere 
was, at times. an overabundance of the florid and allegiance 

to the cocktail hour. But, with bassist Vinnegar and drum-
mer Shelly Manne, together as a recording and friendship 

trio for the last year, Andre again began to hit his sfride 
in jazz, not in established grooves, really, although you ( an 
find touches of Tatum and Hines (by way of Cole and Wil-
son) in his playing, but in the selective, judicious way of 

an artist fully in command of both his instrument and 

himself. It was the happy arrival of the full-fledged musician. 

Pe-( 

In JAZZ 1950, Art Pepper was given this same award, but his 
was a career spotted with tragedy, and it seems just now to 

reaward him upon his return to jazz after several years of 
exile. In the rather involved twistings of jazz evolution. 
it can be said that Lee Konitz took from Charlie Parker and 
made something new, all of his own. 

Pepper did similarly, and the result is a kind of humaniz-
ing of the Konitz sound and style, if both will forgive that 
terminology. About Art and his music, there is always a 
many-dimensioned quality, which runs the gamut from the 
starkest of tragedy, through deep-throated wailing to the 
bubbling lyricism which has become his most easily identi-
fiable mark. Identifying hint further is the constant inten-

sity, which has recognizable presence even when leashed, and 

marks each of his solos with a particularly vital signature. 

Lee gee/den. 

Jazz dancer Lee Becker most particularly deserves a place on 

these pages. She uses her legs as a musician uses his breath 
and her body, face and hands for a kinetic communication 
with the audience which is undeniably a jazz performance. 

l'art of her importance. of course. lies in the fact that there 
are no jazz dancers: that her own work and her tutelage of 

others is adding another form to the peculiar point of refer-
ence which produces jazz in any form. 

Lee dances to tape recordings of selections by Mulligan. 
Shearing, Powell, etc.. but her major ambition is to par-
ticipate as part of a modern jazz ensemble. mixing scores 

(choreography on her part) with soloing (improvised dancing 
on her part) as a kind of total jazz performame. As she 
rightly surmises, her dancing serves the double fun( tion (il 

engaging and releasing the intensity of the jazz audience. 

ge/1".4•T 

Trombonist Benny Powell is, with trumpeter Joe Newman, the 
most consistent soloist in the Count Basie band. an honor 
not to be taken lightly and a persistence about quality all 
the more creditable when considered against the brawling. 
balling atmosphere of that band. 

Actually, Benny plays bass trombone, an instrument which 

gives the trombone section the sanie kind of deep. rich bal-
ance that the baritone does to the reed section. Since he 

has played in big bands since he began playing jazz, Benny' 
feels that he is yet to develop into the soloist he would 
want to be, so he feels that he must have more study and 
some time to spend with a small jazz group. 

For the present, however, he has achieved a maturity on 
his horn, a maturity shown in his long-lined consistency and 
the construction of his solos—compositions in themselves. 
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Jazz In Progress 

Those Steps Forward 

Joit. Le4K4 

The Modern Jazz Quartet is a co-
operative group with a democratic over-
all leadership, but John Lewis, its 
musical director, is its real leader in 
every sense of the word: his is the origi-
nal conception and the precise, driving-
force that has welded it into its present 
state of muscled delicacy. We have often 
criticized it and, consequently, criti-
cized John for what seems to be an 
over-emphasis on the ordered form and 
delicate colors, but there remains the 
incontestable fact that he has made 
an impressive case for discipline in jazz. 
a case which is seldom made and less 
often proven. Too, he has added ideas 
to the conception of improvisation in 
suggesting that it exists on at least three 
levels: as soloing, in playing of charts 
with personal expression, and in an un-
derlying understanding which develops. 

C;z4Attle 

Jimmy Giuffre bears a significant re-
lationship to John Lewis and The 
Modern Jazz Quartet as was graphic-
ally illustrated in last year's Music 
Inn Atlantic album. Like Lewis, his 
music has low volume, gentleness and 
restraint, which makes more clear at-
tudes often not found in jazz: pensive-
ness, compassion, even meditation. Be-
cause of those same three major elements, 
their music makes the relationship be-
tween other musical forms and jazz 
more evident, since the relationships are 
not obscured by the overwhelming power 
and intensity representive of most jazz 
performances. This is not to say that 
their music is classical but, rather that 
it bears some of those forms. Jazz it is, 
and jazz that has a special grace, a 
lyricism and a brand of understate-
ment that is important to development. 

teze Ti  

Pianist Lennie Tristano seems some-
times to be overshadowed by Tristano 

the teacher. His Atlantic LP of last 
year most certainly made clear his stature 
as a jazz pianist while arousing an in-
ordinate amount of criticism about his 
use of engineering techniques for de-
desired effects. In his playing, as in his 

teaching, he represented a thing not too 
common among what is considered the 
avant-garde of jazz: he is one of the 
few who does not make specific appli-
cation to jazz from non-jazz music. His 
emphasis is, instead, on capturing 
the intellectual suppositions of certain 
classical composers without using their 

exact methods. Unlike John Lewis or 
Jimmy Giuffre, who have both made 
direct applications, his is the im-
portant contribution of insistence on 
evolution based only on jazz elements. 

eemiu 
Like Lennie Tristano, Charlie Mingus 
works mainly with basic jazz elements. 
However he seems to make no conscious 

effort to understand the musical think-
ing of other composers, jazz or other-
wise. He does, instead, though, con-
cern himself very much with the highly 
personal feelings of music in general 
and he has developed, or caused to be 
re-used, a system of largely unwritten 
compositions which gives each sideman 
a range within which to play and a 
tonal center (sometimes even combina-
tions of notes) on which to build. Out 
of this directed improvisation comes, 
when his group is at its best, the full-
throated personality of Mingus with all 
the brooding or bubbling of which he is 
capable. On his own horn, too, Mingus 
continues to be one of the most com-
pelling and provocative soloists in jazz. 

Teddy Charles 

Teddy Charles has been developing in 
such a consistent way and on such a 
straight path for these last several years, 
that it took something as dramatic as 
his Tentet, which appeared at the 
American Jazz Festival at Newport and 
recorded an LP for Atlantic, to arouse 
particular critical and audience re-
action to his excellence, both as a vibist 
and as a composer. Teddy belongs 
to that select group of improvisors whose 
stock-in trade is anticipatory playing 
but, more than that, he is in even a 
more select group which gives to com-
position an expansive communication. 
an intellectual meaning, a concept of 
parallels: in short, the whole gamut 
of human creating: and yet, does this 
composing, calls forth this meaning, as 
much for the contributing soloists as 
for the personal need which is expressed. 
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In concert and on records, Lady Day 
proved herself again to be the mistress 
of each jazz situation, etching new mean-
ing into old lyrics, giving an old-e-eardt  

ritig— to each melody. Other singers 
can and do suggest those qualities, but 
none match the awe-ful reality of Billie's 
artistry where the gamut of emotions 
can be almost felt and touched by the 
audience, sometimes to an unbearable 
degree, even more so when her audience 
has understanding compassion. 

In any case there is this interdepen-
dent relationship between Billie and her 
audience, this feeling of companionship, 
this belief that one is a singular listener 
to a personal story, which has grown 
along with the careful control which 
she can bring to each nuance of word 
and note. Through all the loneliness 
and pain, which are central parts of her 
story, runs the poignant self-sacrifice, 
even ingenuousness, which strikes at us. 

Singers of the Year 

Flet+.4 S.4.eiez.4 

To claim that there is a distinct parallel 
between the singing of Billie Holiday 
and Frank Sinatra would get you a 
violent argument in most quarters of the 
jazz world, and, yet, there Is that parallel 
and its significance should not be lost. 
The loneliness of one who wants not 

to be alone, but has no ability to share 
loneliness so as to find comfort, is an 
essential element in the singing of both. 
And, while that forced singularity gives 

an added depth to the personal cries in 
their reading of lyrics, it, mosttimes, 
excepting their must artistic perform-
ances, makes less genuine their portrayal 
of the joy that comes from security. 

So much for the unhappy, though it 
does play such an important role in 
their work. Frank shares another at-
tribute with Billie, also sometimes miss-
ing today: the obvious vitality of his 
sex; as she is every inch and note a 
woman, so is he a man. The arrogance 
and kindness, force and gentleness, pride 
and helplessness of being a man is 
portrayed by this be-hatted, tie-loosened, 
after-hours human with an exactness 
which somehow gathers all these ele-
ments, fits them with precise artistry, 
handsome tone and compact control 

which gives them a shining clarity. 



Garcia, Lacy and Smith. 

The New Stars 
of 1956 

1),e4 Ge04,4 
Ever since Charlie Christian first brought the electric guitar 
to the attention of jazz musicians and listeners alike, as an 
outstanding solo instrument, the advancement of that in-
strument has been steadily building. At the present time a 
crop of unusually talented young guitarists are moving those 
boundaries out further. At the top of this movement is Dick 
Garcia a musician of spirit, imagination and high facility. 

Dick is a native New Yorker who collies from a whole family 

ni guitarists. Uncles, father, grandfather and great grand-
father all play. or have played the guitar. His credit lines 
include tenures of musical duty with George Shearing, Tony 
Scott, The Glenn Ntiller-Ray McKinley Orchestra, and at 
present Buddy De Franco's Quartet. He most certainly bears 

watching. 

Sleve 

Steve Lacy is a young soprano saxist who plays modern jal-
on that instrument with extreme freshness and vigor. To 
hear Steve play the multi-noted modern figures and extended 
line on an instrument usually associated with Sidney Bechet 

and, at one particular time, Johnny Hodges, is indeed a 

stimulating experience. 
Steve, like Dick Garcia, is a native New Yorker, who lists 

as his influences Duke Ellington, Johnny Hodges, Miles, Monk, 
Sonny Rollins and Charlie Parker, "of course." Classically 

it's Stravinsky, Bartok and Schoenberg. Strangely enough, 
Steve plays only soprano, nothing else. When Steve was 
questioned about his future he said something, quite a few 
people are going to be repeating in the future, " l's e gut a new 

axe; there's no limit." 

S,eug 

The electric organ, long an instrument of the swing age, has 
come upon an entirely new day under the exciting fingers of 
Jimmy Smith. In no small way. Jim has revolutionized the at-
tack of the jazz organ. Through his innovations, a long many-
noted line has been added to the improvising power of the 
console, making it a vehicle for modern figurations and con-
ceptions. The great stir he has caused around jazz circles 
can be well understood from this standpoint alone. Besicles 
this new concept for organ, Jim brings fire and imagination 

to the instrument. 
Jimmy is from Norristown, Pennsylvania and played piano 

until some three years ago in many rhythm and blues bands in 
Philadelphia where he took to playing jazz organ exclusively. 
Jim fronts his own trio of organ, guitar and drums. 
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Comeback of the Year 
1114 0' Del 

Anita O'Day swung back into action last year, overcoming 
strange accompaniment at the American Jazz Festival at New-
port, like the professional that she is. Then, and at later 
dates in New York City and elsewhere, Anita, whose in-
fluence is felt in the work of dozens of the contemporary 
jazz singers, showed the particular marks which have always 
set her apart from her followers: an innate sense of the 
beautiful and the ridiculous, which allows her to take tre-
mendous license with many lyrics, so emphasizing or de-empha-
sizing them that she seems almost a commentator on the state 
of things in general. That is a peculiar ability which is 
hard to describe in more graphic terms. There are a few 
other artists who have it. But, it reaches a kind of high-
point in Anita, partly because of the tenseness which under-
lies the supposed coolness of her performances and partly be-
cause she has grace enough to see words in relation to her-
self. If jazz is not sacrosanct to the listener, but, rather, 
is realistically appraised as an attitude toward life, Anita's 
return to records and clubs is all the more delightful. 

Entertainer of the Year 
ilea See 

Comedian Mort Sahl occupied this position last year, so there's 
a certain amount of selfishness in reappointing him now. But 
there's a quality of artistry, of jazz artistry, about Mort 
which makes us willing to break our own rules. Why do we say 
jazz? We've appreciated his work long enough to become famil-
iar with all the basic routines; all comedians have them. 
But, with Mort, the routine is only a score on which to im-
provise. That's part of jazz, of course, but he carries it 
further than that, and with special understanding. 

A former writer, who discovered that he could sell lit-
tle of his satirical work, but could, instead, present it 
almost verbatim, on the stage, Mort is more commentator than 
comedian, and his listeners' laughter is most often on two 
levels — one for the incongruity of the moment and one for 
the special message involved. If, for example, you speak 
about, as he does, the new trend for some musicians to wear 
three-button suits, and then go on to say that Ivy League 

stores are the only ones which have no mirrors; they have 
other customers who stand in front of you, there is both humor 
and the social consciousness which is part of jazz, at least 
the best of jazz. And Mort's monologues are filled with just 
such concepts. To Mort the pious are doing their bit, the 
pietistic are mortal enemies to be joined in combat. 

What this has meant, of course, is a kind of specialized 
living. He can only work in certain clubs and on particu-
lar TV or radio shows, because, as producers will tell him: 
"We find that your humor doesn't integrate with ours." It 
has also meant that the phonies are rather painfully un-
covered in the face of his almost blind individualism, a wel-
come, irreverant reverence which follows the spirit of jazz. 
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Best Jazz Records of 1956 

Bob Brookmeyer 

Here you'll find the altogether different 
kind of authority Bob has; guitarist Jimmy 
Raney is his perfect foil whether Bobby is 
playing piano or trombone. ( Prestige 214) 

Clifford Brown—Max Roach 

The At Basin Street LP, the best in the 
series: Clifford at his peak, Max working 
hard and Rollins a welcome addition. ( Etn-
Arcy MG 36070) 

Teddy Charles 

Easily one of the most important records 
of the year—the Ten-tet with excellent 
writing and playing by all concerned. (At-
lantic LP 1229) 

Miles Davis 
An LP titled Blue Moods, so involved 

with those moods and expressive of them 
because of Miles, Mingus, Charles et al. 
(Debut DEB 120) 

Debut Sampler 
An amazing collection of provocative 

tracks, some of them not previously issued, 
including several dozen musicians. ( Debut 
DLP 198) 

Drum Suite 

Drummers Osie Johnson, Gus Johnson, 
Don Lamond and Teddy Sommer combine 
with fine sidemen and clever arrangements 
to swing this. ( Victor LPM 1279) 

Russ Freeman—Dick Twardzik 

Fine Freeman, but this LP was picked 
for the amazing tracks by the late Dick 
Twardzik who ranks with other jazz giants. 
(Pacific Jazz LP 1212) 

Erroll Garner 

This Concert By the Sea LP has wide-
open Garner with more long-limbed tender-
ness than you've heard from him before 
(Columbia CL 883) 

Grand Encounter 
A meeting between two members of the 

MJQ and three West Coast musicians, all 
soft-styled. showing development of styles. 
(Pacific Jazz LP 1217) 

Chico Hamilton 

Chico's second LP with the original 
group, showing any number of varying 
moods and shades within the chamber mu-
sic format. ( Pacific Jazz 1216) 

Billie Holiday 

Solitude is a particularly excellent col-
lection of mature Holiday with all the 
loneliness and pain very much evident. 
(Clef MGC 690) 

Billie Holiday 
Velvet Mood is that unconventional kind 

of velvet associated more with the Duchess 
Hotspur than with Blue Boy. ( Clef MGC 
713) 
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Two Interviews 
Two pretended interviews, one with a 

rather vague musician, which will strike 
close enough to home to bring discomfort. 
(Fantasy ( EP 4051) 

Stan Kenton 
Re- recordings in high fidelity of many 

of Stan's classics; excellent performances 
and sound and exhilarating swinging. 
(Capitol W-724) 

Stan Kenton 
Cuban Fire is mainly jazz in its solos, 

but is probably the best Kenton ever 
issued—a special kind of fire. ( Capitol 
T-731) 

John La Porta 
A sometimes uneven LP for three dif-

ferent groups, three tracks are superior La-
Porta writing and playing in every respect. 
(Fantasy 228) 

Elliot Lawrence 
Gerry 11] Iligan arrangements played well 

by an all-star band with excellent solos by 
Al Cohn and Eddie Bert. The arrange-
ments are excellent. ( Fantasy 3-206) 

Teo Macero— Bob Prince 
The avant-garde in full-swing ( especially 

Teo), excellently recorded and performed; 
for creative listening by those interested 
in experimental music. (Columbia CL 842) 

Shelly Manne 
The best Previn piano on record with 

excellent solos and support from bassist 
Leroy Vinnegar and drummer Manne. 
(Contemporary C 3525) 

Shelly Manne 
Same three again, this time playing 

tunes from ,11/y Fair Lady, retaining much 
while adding to the tunes in every way. 
(Contemporary C 3527) 

Charlie Mingus 
"file JazzII orkshop sometimes suffers 

from two inadequate horns, but the music 
is always stimulating as are the other solo-
ists. ( Atlantic 1237) 

Charlie Mingus 
In-person reporting from the Cafe Bo-

hemia with excellent sidemen and a many-
minute duet between Mingus and Max 
Roach. ( Debut DEB 123) 

Modern Jazz Quartet 
A fine, varied LP, representing a typical 

nightclub set—and on two levels; fragile 
and cooking especially in the hands of Milt 
Jackson ( Prestige LP 7005) 

Modern Jazz Quartet 
The Fontessa LP is beautifully structured 

with continual delicacy sometimes preclud-
ing total expression but with a discipline 
much-needed in jazz. ( Atlantic LP 1231) 

MJQ—Jimmy Giuffre 
Recorded at Music Barn, this LP is a 

plausible and logical uniting of the five; all 
fine with Milt sparkling throughout. ( At-
lantic 1247) 

Thelonious Monk 
Characteristic Monk, giving an effect 

like concave and convex mirrors, where 
images spread and narrow before them. 
(Riverside 12-209) 

Jack Montrose 
The emphasis is on form and chamber 

music, but always for and in jazz; fine 
musicianship throughout the album. ( Pacific 
PJ 1208) 

Phineas Newborn 
This will be a collector's item some-

day—even now it's a startling display of 
the one-hundred-fingered-pianist. ( Atlan-
tic LP 1235) 

Jackie Paris 
Our jazz singer, wailing, but impeded by 

the arrangements, still overcoming obstacles 
because of his impelling talent. ( Wing 
MGW 60004) 

Lucy Reed 
An uneven LI': at its best it should re-

mind of fireplaces, mulled beer and a red-
haired lady in front of it all. ( Fantasy 
3-212) 

Roy and Diz 
An example to young trumpeters of how 

jazz trumpet should be played; fine back-
ing by Peterson Trio and Louie Bellson. 
(Clef MGC 671) 

Bob Brooknaeyer 
played with authority. 

The Brothers Sandole 
Part oi city- by-city series, this one fea-

tures the very-rooted experimental writing 
of the two Sandole brothers. ( Fantasy 
3-209) 

Tony Scott 
A good record with fine musicianship, 

but chosen mainly for one track; the very 
exciting Aeolian Drinking Song. (Victor 
[.PM 1353) 

Zoot Sims 
The expansive, almost throbbing Sims 

horn matched with the leashed Brookmeyer 
trombone and an excellent rhythm section. 
(Dawn DLP 1102) 

Zoot Sims—Bob Brookmeyer 
Happy music from the heavy hitters in 

Mulligan's group; varying paces so that 
the expected is happily different. ( Story-
ville STLP 907) 

Frank Sinatra 
Swinging Lovers re-matches Sinatra and 

Nelson Riddle for a be-hatted, tie-loosened, 
almost impeccable set of performances. 
(Capitol 653) 

Jimmy Smith 
Electronic organ blasts back through the 

hands and feet of Jimmy in an album 
particularly representative of his talents. 
(Blue Note LP 1525) 

Jeri Southern 
A graceful LP of excellent songs with a 

care for the meaning and, sometimes, for 
the more important meaning of each lyric. 
(Decca DL 8055) 

Lucky Thompson 
Easily the best Thompson on record for 

many years with a contemporary, glowing, 
secure sound to the entire album ( ABC-
Paramount LP 111) 

Lennie Tristano 
The first records from Lennie in a long 

time, there are three tracks which are as 
magnificent as you are apt to hear any-
where. ( Atlantic 1224) 

Joe Turner 
"I' he boss of the blues' shouters, with mu-

sicians familiar with that area, shouting 
down whole varieties of jazz walls. ( At-
lantic LP 1234) 

Mel Torme 
Marty l'aich did the fine arrangements 

with solo room, while Mel sings with ears, 
taste and real musicianship. ( Bethlehem 
BCP 52) 
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Twelve Pictures 

by 
William Claxton 

William Claxton is a twenty-seven-year-old native Californian 
with two degrees in psychology and no formal education in the 
art of photography. Published in over nine national magazines, 
the recipient of four different art awards, Bill works and 
sells in every aspect of picture-taking, combining a kind of 
long-lined, often quiet grace and sometimes pixie-ish humor 
with the utmost in clarity. For his YEARBOOK work he used 
two or three Rolleillexes and two 35mm Nikon cameras: 
Kodak Tri-X and Ilford HPS with forced development when 
necessary and those light sources that were available, although 
he will use any source to get the desired results. Bill cap-
tioned the twelve photographs that follow; the captions fol-

low his photographic use of opposites in line, mood, texture 
and lighting with which he produces intense but cool images. 
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Chet end 



Early fall evening, Hollywood. The first rehearsal 
of the Jimmy Giuffre Three: 

Jim Hall, guitar; Ralph Pena, bass; Giuffre, tenor. 



Elysian Park District, Los Angeles, with hill-climber, Art Pepper. 
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Anita O'Day— Television Rehearral 





Rehearsal of Los Angeles television show, "Stars of Jazz." 
Performers are (L to R): Sonny Clark, June Christy, Bob Cooper and Frank Rosolino. 
In the background, MC and Bobby Troup confer with Producers. 



rat recording date, James Clay. 
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Opposite: Drumnterman Chuck Flores. 
And on this page 

The Model & The Jazz Musician 
(Trumpeter Jack Sheldon). 



Cy Tote and Richie Kalil Ile« (Courtesy Pacific Records) 
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Early morning party, Hollywood Hills, Circa 1953. 



Arranger Johnny Mandell tells the story about listening to 
the Count Basie band rehearse one afternoon while the Count 

wandered about the empty nightclub, paying no attention to 
his band or its playing. The musicians were obviously un-

comfortable and they practically forced him to the piano. 
Suddenly the band smashed left and right as it had not done 
earlier. That was no reaction on the other three members 
of the rhythm section; the Basie magic is hard to explain, 
as hard as the man himself. He describes himself as a " non-
pianist"; he exhibits none of the conventional signs of 
leadership, yet he has consistently pushed and pulled great 
bands into shape and sound for over twenty years. 

The Basie Story began August 21, 1901, in Red Bank, New 

Jersey. . Practically from the moment he could sit on the 

piano bench, he began studying with his mother, eventually 
picking up the rudiments of organ from Fats Waller. Most 
of his early professional work was clone around New York 

but, in 193.1, he travelled to Kansas City with a theatre unit 
which fell apart in that city, leaving Basie stranded. For 

awhile, he played with Walter Page's Blue Devitt, -then 
joined the Benny Moten band, remaining with it until 1935 

when Benny died and Basie inherited the band. 
By that Summer Count had a ten-piece orchestra and a 

radio program on a small Kansas City station. Critic John 

Hammond heard the band and managed to bring it to Chicago, 
then to New York in 1936. By January (Continued on page 56) 

TWENTY YEARS WITH BASIE 



Freddie Greene represents twenty years 
with Basie (he has been with him since 1937), 

and his rhythm-styled guitar has been as 
much responsible for the locomotion of 

the Basie band as any other single factor. That 
rhythm, that swing, is masterfully 

represented in the picture below by camera-
artist Bill Claxton, who caught Basie and vocalist 

Joe Williams and thé réëd section in action. 



The Metronome issue of July, 1947 
carried the Count Basie Blindfold Test, 

which you find below and on the next page. 

by leonard feather 

IF YOU READ last month's issue, 
you know that what follows is the 
second half of a special pair of 
blindfold tests. The same group of 
records was played to two musi-
cians: Buddy Weed, radio net-
work pianist and trio-leader, who 
listens only to classical records in 
his spare time; and Count Basic. 
jump pianist and traveling band-
leader who listens to plenty of jazz. 

Buddy's comments on the rec-
ords appeared last month. Below 
you can see what happened when I 
spun the same discs for the bland. 
easy-going Count, who hates to say 
a bad word about anybody — not 
for professional courtesy or shrewd 
business reasons, but simply be-
cause he's an exceptionally kind-
hearted guy who likes all kinds of 
music and all kinds of people. 

Here's what Basie had to say: 

the records 

1. Bass is really wonderful... reed 
section very outstanding... trumpet 
solo, great performance. That's true 
bebop, the record in general. That's 
a whole bebop record, isn't it? 
'Cause I really don't know what be-
bop is. I'd like to know what band 
that was — sounds like the boss. 
Dizzy. But Red Rodney plays ter-
rific like that too. Arrangement 
very interesting — tells a story from 
start to finish. Four stars. 
2. Now there's a real nice simple 
record ... I go for things that are 
simple like that. Easy to listen to, 
easy to dance to, pat your feet to; 

one of my favorite tunes — first 
time I ever heard it treated like 
that. Solos are relaxed. easy. A 
solid record — no idea who it is. 
Four stars. 
3. I hope the guys will forgive me 
for this—that first chorus is messed 
up. They're not together. Piano 
nice; trumpet fairly good — tenor 
plays like Pres. Conversation be-
tween the trumpet and tenor didn't 
hold up too well. I think if they'd 
made it over, they'd have done this 
better. The best thing on it is the 
fine bass work. Two stars. 
4. Everything is wonderful about 

basie's front 

the oh l school 

bill ilPhOp is 'real great 

if it's played right' 

says the count 

in Iris blindfold test 

this. Harry Carney; Lawrence 
Brown: sounds like one of those 
Buddy Rich breaks . . . In a way 
that male vocal sounded like King. 
No idea who the girl was; or the 
trumpet. Alto sounded like Johnny 
Hodges. Fine record—four stars. 
5. This sounds like an old shout I 
used to hear years ago; something 
Duke did. Sounds very heavy, very 
solid. I like the solos. Arrangement 
varies just a little from the original. 
still it's the next best to Duke. Who-
ever played the piano sounded al-
most like Duke. Three stars. 
6. Sounds like my boy on tenor. To 

records reviewed by count basic. 
Count was pisen no information about the records before or during the test, 
last month's issue for comments by Buddy Weed on the same records. 

1. Dizzy Gillespie, One Bass Hit, Part 
II (NI osicraft ). Ray Brown, bass; Gilles. 
pie, trumpet. Arr. Ray Brown. 

2. Sam Donahue. Dinah (Capitol). 
3. Dexter Gordon. Dexter Digs In 

(Savoy). Gordon, tenor; Leonard Haw-
kins. trumpet; Bud Powell, piano: 
Curley Russell, bass. 

4. Metronome All Stars. Nat Meets 
June (Columbia). Harry Carney, 
tone: Nat Cole. June Christy, vocals; 
Buddy Rich, drums; Charlie Shavers, 
trumpet; Johnny Hodges. alto; Lawrence 
Brow n, t rombone. 

3. Charlie Barnet. Birmingham Bleak. 
down ( Bluebirdl. Bill Miller. piano; 
Bobby Burnet, trumpet; Duke Ellington 
composition. 

6. Illinois Jacque', Fria' With Jack 
Tice Bellboy (Aladdin). Jacquet, tenor; 
I.eo Parker, haritone sax; Dirkie Wells, 
trombone; Shadow Wilson. drums. 

7. Bunk Johnson. When I Lente The 
tEndd Behind (Jazz Information). Bunk, 

Sea 

trumpet; Lawrence Marrero. banjo. 
8. Johnny Guarnieri. Rosie English 

(Savoy). Guarnieri, piano; Lester 
Young, tenor; Billy Butterfield, trumpet 
hank d'Amico, clarinet. 

9. Joe Sullivan. POIIIIII70 (Disc.) Sulli-
van, piano; Beeler!, soprano; Geo. Wet. 
ding. drums. 

10. Louis Armstrong. Sugar ( Victor). 
Louis. t rum reo and coral; Barney Bigard, 
clarinet; ir Dickenson, trombone. 

11, Esquire All Stars. Esquire Bounce 
(C.otnmodore). Tatum, piano; Coleman 
['stains, tenor; Edmond Hall, clarinet; 
Al Casey, guitar. 

12. Fats Waller. Aloppin" and Boppin' 
(Victor). Benny Carter, trumpet; Zuity 
Singleton, drums; Fats Waller, piano; 
Cene Porter, tenor; Slim Moore, trom• . 
hone. 

13. James P. Johnson. Hot Harlem 
(Stinson-Asch). Johnson. piano; Frank 
Newton. trumpet; Al Casey, guitar: 
Eddie Dougherty. drums, 

me he's always good. Of course 
people will talk about those high 
notes, but you know, there's tricks 
to everything . . . though Jacquet 
can play as much solid horn as any-
body else ... he must have put this 
band together just for the record— 
like building a house; but it does 
the best job possible under the cir-
cumstances. Rhythm section sounds 
fine; drums are in my taste. Bari-
tone is real great, and that wonder-
ful trombone knocked me out. Rec-
ord ends just as I expected. For the 
soloists this would be worth four, 
but on the whole, three stars. 
7. Do you have to play this all the 
way through? . . . Well, I won't 
stick my neck out; this music 
stands for something, but as it is 
now, it seems quite a bit webby. Do 
I hear a banjo? ... there's no com-
parison with the kids playing today 
— time has just walked right by 
these guys. It's like comparing a 
1904 automobile with a new model. 
Back when this music was really 
played, it was great; hut anybody 
who can see it now is just kidding 
himself — just wants to have some-
thing to say. I won't rate this one. 
8. Sounds like my boy Johnny... 
that was real cute . . . I can close 
my eyes and almost say that tenor 
was Pres ... trumpet fine, clarinet 
wonderful. A good record — it tells 
a little story. Four stars. 
9. Sounds like Zutty . . . and that 
must be that fine old man Sidney 
Bechet; I have an awful lot of re-

(Continued on page 33) 
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hassle's 
blindfold test 
(Continued from page 28) 

spect for him — he always sounds 
interesting to me. Piano sounds like 
Basie—very webbish—very corny. 
He and 1 should play a duet to-
gether—we can't keep up with the 
modern kids . . . rhythm section 
fits, for the type stuff they're play-
ing. The old man rates four, but for 
the record, two stars. 
10. That sounds like little Vicky 
there on trombone . . . Barney's 
there too. And Pops, of course. 
How does he sound? Well, how 
does he always sound? Four stars. 
11. Cute little theme . . . sounds 
like the boss on piano — Teddy 
Wilson. Clarinet is my boy Ed Hall 
—he always plays fine. Guitar won-
derful... there's the old man, Cole-
man, or a carbon copy, which is 
very fine . . . only thing, I didn't 
care for what was going on behind 
the solos. It would have been just 
as good without them. Three stars. 
12. I heard this in the picture, 
didn't 1? . . . Starts out real great 
. . . Fat's and Zutty and Slain . . 
who's that wonderful trumpet ? 
that trombone in the last ensemble 
knocks me out. Give that four stars, 
please! 
13. Ragtime piano player — pat-
terned on Fats. Idea is cute, espe-
cially the real Fats introduction 
and piano. Nice drum break . . . 
trumpet sounds like Sidney de 
Paris. Guitar okay. Nothing terrific 
here. Two stars. 

afterthoughts by count 
I'm from the old school. I'll take 

the settled old swing with less notes, 
things that are really simple—but I 
like to listen to other types. The 
youngsters in my band support the 
modern part of the music. And I. 
definitely approve of the way jazz 
is going. As far as bebop. it's real 
great if it's played right, and 1 
think it's really taking effect I have 
records that I play all the time, try-
ing to understand. Diz and Parker 
and Jay Jay and Red Rodney — 
kids like that are really doing it. 

Waiter Page, Freddie I,rtenc, Jo Jones and Count Basie 

The reprinting of a Blindfold Test gives added insight into 
the musical character of Count Basie, we think. As Leonard 
mentions, in his introduction, he had no idea, as he prepared 
this column for the July, 1947 issue of METRONOME, what kind 
of comments he would get from "the bland, easy-going Count, 
who hates to say a bad word about anybody—not for profes-
sional courtesy or shrewd business reasons, but simply 

because he's an exceptionally kind-hearted guy who likes all 
kinds of music and all kinds of people." 

Actually, the comments were stronger than most of us 
would have imagined, although coated with that kind of 
ingenuousness which Basie purveys and, among them, we feel 
that several remarks are important enough to draw to your 
attention here: 

First of all, there is a general open-mindedness, which 
is more gentle laissez-faire than professional blandness. And, 
in review two, there's a happy acceptance of Donahue, which 
the public never made. The parallel of Duke and Barnet (5) 
is a readily acceptable one. His justified delight with Jacquet 
(6), which not too many current listeners recognize, is tem-
pered with criticism for the group: "he must have put this 
band together just for the record—like building a house"; 
which is a just criticism of most such records of today. The 
criticism of the Bunk Johnson record is most apt, as is the 
descriptive word "webby," which he uses again when talking of 
the Sullivan solo (9): "Piano sounds very Basie—very webbish, 
very corny. He and I should play a duet together. . ." Then, 
there's a wealth of meaning in his review of the Hodges 
record—"it tells a little story"—meaning for present-day record-
ing artists. But, mostly, there's the eye and the ear for the 
present and future which is evident through the entire review. 
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" • • • would you care to list any particular 
sources of influence?" 

JAZZ IN CARTOONS 

elo.etie 

Within the arts the best work seems al-
ways to carry a certain quality that 
transcends the pure physical appearance 
of that art. A painter, for instance, may 
use pallette and brush in such a way to 
give the feeling of music. A writer in 
prose or poetry may use words to achieve 
the same effect. Most basically, it is a 
quality of projecting imagination and 
feeling to the audience. 
The two cartoonists you'll find on the 

four following pages, Rog Clouse and 

Dave Howe have, we think, this par-
ticular quality. They seem to capture, 
through the medium of cartoon, not 

only the sights and problems of jazz, 
but much of the sound and feeling too. 
In their work you'll not only see some 
wonderfully funny material but a good 
deal of perception of what jazz is. 
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-. Nick, the boys and I have been having a little talk . . ." 

Rog Clouse is, we think, an extremely 
talented cartoonist and painted from 
Oneida, New York. A sense of humor 
is most important to him and re finds 
it reflected in the blowing of Diz and 
Bird. Among his jazz favorites are Bud 
Shank, Lee Konitz, Miles, Mulligan, 
Tristano and Machito; the Afro-Cuban 
scene is a special favorite. 

In cartooning: Sam Cobean, Dana 
Fradon, Robert Osborn, Shultz' Peanuts 
and Walt Kelly. 
He collects old instruments and has 

a quantity of them around his roms. 
He also plays by ear; C Melody sax, 
trumpet, piano and bongos. In Classical 
music, there's Bartok, among others, 
and he also writes short stories and 
poetry and ballads. 

His dislikes run to long hair, filtered 
cigarettes and bare floors. He likes red-
checkered table cloths and pizza. 

"Not THE Chet Baker!" 
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More Cartoons 

Dave Howe seems to have the extra-
ordinarily wonderful ability of captur-
ing the particular swinging feeling of 
jazz in his drawing. He very often works 
while listening to a particular musician 
and then tries to capture the feeling of 
that soloist in his drawing. A well-
known baritone saxophonist was con-
ceived in just that way. 

Dave's taste in jazz run on a similar 
line to Roger's. He, too, likes Shank, 
Mulligan and Baker. He was often 
seen at the sessions Lennie Tristano 
held at his studio. He quite naturally 
has a strong feeling for Tristano, Kan-
itz, Marsh and Willie Dennis, a close 
personal friend. 
Dave is originally from Webster. New 

York, but can often be seen on his pe-
riodic sabbaticals in jazz clubs and 
Junior's. The cartoons of Clouse and 
Howe, we think, are a real out of the 
ordinary asset to JAzz 1957. 

Some cats are lazy. 

Devve Weme 

0 

;011],-1-riel-re 
(3q0De 
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"You can tell your readers that we give 
our artists unlimited freedom . . ." 

A well-known baritone saxophonist. 
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"I want Gene In take the bridge . 

"There's nothing like two-beat . . 

"Oh, my god, 
I forgot the rehearsal..." 

"lf. hat an add progression." 
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JAZZ AROUND 

THE WORLD 

Jazz is becoming a broad belt of understan 
from the United States to all sections of t 
is only coming home to us in recent mo 
of our own jazz personalities are maki 
capacity of emissaries (both official 

standing. This year past, for insta aw • nds of 
Dizzy Gillespie, Stan Kenton, Cou e Thornhill 
and Benny Goodman on planes route to foreign 

lands. 1956 probably saw mor azz personalities 
in other countries than any ot ces 

seemed, previously, to be li tinent, Dizzy's 
trip to the Near East and m erica, Benny Goodman's 

trip to the Far East and o • ers from Australia and Africa to 
please send live jazz personalities there, would seem to point 
up a whole new area for jazz to cultivate. The thing that 
amazed most of the touring musicians in the Far and Middle 
East was the acquaintance the populance of those countries 
have not only with big names, but also with relatively un-
heralded sidemen. The reason, of course, is the extensive 
degree which record distribution has reached. In almost any 
town big enough to support a record store, jazz is carried on 
record, and as its demand grows so does its distribution. 
Conversely the only conception we have of what is being 
done, jazzwise, in those countries is by record. W e have in 

ng reaching out 
world. It's effect 
s because so 
rips abri 
noffic. 
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Alto saxophonist Johnny Dankworth 
is considered by many to be 

England's greatest jazz musician. German 
pianist Wolfgang Sauer (below) also sings. 



previous years, and in the last year in particular, seen a 
trickle of prominent jazz personalities from foreign countries 
to this country, but, on the whole, our concrete conceptions 
of how they play comes from their recorded performances. 

For that reason jazz around the world will be divided into 
three separate sections: foreign jazz on records, foreign jazz 

men in the United States playing with American bands and the 
experiences of American jazzmen in foreign lands. This last 

segment will contain interviews with some of the personnel of 
those bands that toured the world with Dizzy, Basie, Claude 
Thornhill and Benny Goodman. The first section, foreign jazz 
on records must of course be divided, too, into records re-
corded overseas by American performers with foreign sidemen, 
and those entirely made by foreign bands. 
The word foreign has a specially poor connotation when it 

comes to jazz because the musicians of other lands, regardless 
of their personal environments, have developed, through 
careful listening, study and practice, the phrasing, the styles 
and to some extent the feeling of jazz. It shows on their re-
cordings. Throughout their performances you get the distinct 
impression that these musicians have more than a nodding ac-
quaintance with the harmonies, inflections and rhythmic re-
quirements of jazz. In chorus after chorus the realization 
comes across that jazz has become a very personal thing to them. 
It is also true, to a very large extent, that the particular in-
fluence of a single American musician, band or group has 
taken complete precedence over all others; but this is to be 
expected because of the nature of their learning. They have 
nothing but records to work with, and little live music outside 
of their own and the musicians of their own native land. 

In the early recordings of Reinhold Svensson for instance 
there's a most definite emulation of George Shearing. Shearing 
himself a Briton, when he first came to this country some 
eight or nine years ago, played almost note for note, the early 
records of Charlie Parker and Dizzy Gillespie. Records like 
Groovin' High, Shaw Nuff and Blue 'n Boogie influenced him 
to the point where he could build something of his own in 
the modern mode; a something, whether you like it or not, 
that is distinctive if stylized. Also on the Swedish piano front 

is the prominent Bengt Hallberg whose playing in some re-
spects, on records, resembles the Bud Powell approach, but 
who, according to Herbie Mann the saxophonist-flutist, has 
evolved in more of an Art Tatum approach. Mann has just 
returned from an extensive European trip where he got a 

chance to sit in and work with Swedish and French musicians. 
You'll find his remarks elsewhere in this article. The Tatum 
leanings in Hallberg's playing were only in slight evidence 
in a recent Bally release which included him. This group of 

records, incidently, gives some good indications as to the 
leanings of European jazz men from England, Sweden, France, 
Switzerland and Belgium. 

Sweden (along with England), seems to give us the most 
authoritative foreign jazz to date, at least as it appears on 
record. Lars Guilin, for instance, is the only jazz musician 
born and operating outside the United States to win a 
Downbeat jazz critic's poll. His blowing on a whole variety 
of labels, the most recent of which are the previously mentioned 
Bally and an Atlantic side completely devoted to him, show 

his strongest and most predominent influence to be Stan Getz. 
The sound and technique he gets on baritone is exceptional in 
the sense that the instrument is deep and throaty. It lends 
itself so easily to bumping and honking and yet Lars is able 

to get the smooth, raspish and relaxed Getz sound upon it. 
Among other Swedish jazzmen Ake Persson, trombonist and 
Ame Domnerus are constant recording-mates of Guilin. Pers-
son's strongest influence would seem to be Bill Harris. His 
sound is heavy and pushing, he shouts and yells often. 
Domnerus seems of late (as on the Atlantic, Guilin release), 
to be hardening his sound. Where it once was of the soft, 
flowing Konitz variety it now cuts and bites more, taking 
much from the American predominance of Parker-influenced 
altoists. Arne is probably one of the most singular sounding 
altoists in the world because of this non-allegience to a par-
ticular school. Tenor saxists Rolf Blomquist and Carl-Henrik 
Norin seem like Lars to be part of the soft school, by record-
reports anyway, but as you'll see elsewhere in this article almost 
all these musicians have gone through a style and conception 
change. 

Few of our most recent recordings are up-to-date enough to 
record the change. Bengt-Arne-Wallin shows a strong sound 
on record. His trumpet is a vibrant force full of strength and 
good feeling. 

In England there's a wealth of fine musicianship that filters 

across the Atlantic to us via records. The Ted Heath band 
on London is probably the most recorded organization in 
Europe, and spots from time to time, soloists of high calibre. 
Tommy Whittle, Don Rendell and Red Price have, within the 
last year or so cut sides with the Heath band demonstrating to 
U.S. audiences their ability on tenor. In Johnny Hawksworth 

and Ronnie Verrell, Heath has an explosive rhythm team. 
Keith Christy and Don Lusher do the tromboning, and both 
have the big, bawdy sound of Bill Harris. Johnny Dankworth's 
entry on Capitol was a disappointment in the sense that 
his records were of the novelty variety, hardly living up 

to the enviable reputation expected of him. Jack Parnell's 

(Continued on page 76) 

54 



THE DRUMMER AS A PERSON 

The drummer is a person. He is filled with all the same 
conflicts, drives physical and emotional eccentricities that set 
all people apart from one another, and full of those same 
characteristics that make them alike. The drummer we are 
speaking of, though, the person, lives in the rarified air of jazz. 
He lives just that much apart from the rest of society in that 
he plays drums with jazz musicians, and in the jazz society, a 
rather chaotic one in itself, is expected and, in many cases, 
forced to do things in a particular way. What makes it even 
more of a singular position is the fact that those who demand 
and desire from him have either conflicting opinions based 

on little knowledge of him and his task, or a great deal of 
knowledge that makes them think themselves capable of 
dictating to him. The truth would seem significantly to lie 
within the drummer himself. In creating things it is only the 
creator himself who can give the final answer. It is the in-
dividual fashioner himself who must solve the riddles of 
himself and his work, even, as has happened so often in the 
past and will continue to happen, if he has to go against the 
preconceived notions of a majority. 
The drummer as we know him today is in the distinct posi-

(Continued on page 72) 
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TWENTY YEARS WITH BASIE 
(Continued from page -/-/) 

of 1937 he had enlarged the band and, 

ill March Ise presented _his stellar 
rhythm section of guitarist Freddie 
Greene, bassist Walter Page and drum-

mer Jo Jones. He made his first records 

for Decca in that year and within twelve 
months he was internationally famous. 
Old reviews from the pages of M ETRO-

NOME are probably as objective witnesses 

of the band's musical worth as could 
be found. 

In 1937, for example, the band was 

reviewed in somewhat reserved terms: 
"The Count saw that his newly organ-
ized band was not yet a bunch of 

world-beaters . . . So, instead of basking 
ill the glory of his publicity agents, he 
. . . gathered his men about him . . . 
starting an intensive rehearsing cam-

paign, resulting in vast improvement 
in the band ... It is the smartly written 
figurcs on the faster numbers that make 

the band stand out ... The rhythms sec-
tion has been consistently fine from the 

beginning. Much credit goes to Jo 
Jones . . . The melody section holds up 

the band. Intonation and blend are 
not good: judged entirely from swing 
angles, the band is good." 

Then, in February of the next year, 
MraltoNomE carried a lead paragraph 

which described a batle of music at the 
Savoy Ballroom between Basie and 

Chick Webb (a battle, incidentally, 
which was attended by Duke Ellington, 

Red Norvo, Mildred Bailey, Gene 

Krupa and Benny Goodman, who had 
just performed at Carnegie Hall), 

(Continued on page 60) 

.Alto saxophonist Marshall Royal joined Basie in 1951. 
helping to organize the new Basie band, and remaining to be 
its musical director and all-around strafe boss. 
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JAZZ AND ITS DEFINITION 

The present paper is an attempt to draw together some of the 
writer's own observations and reflections about jazz and musi-
cians in American society. Although there is a voluminous 
literature dealing with this topic, I have made only limited use 
of it. My perspective is primarily that of a sociologist-social 
psychologist, with considerable though not extensive partici-
pant observation experience as: (a) a jazz musician, (b) a 
patron of the art, and (c) an organizer of various jazz concerts, 
sessions, and other types of meetings involving jazz. 

This paper will deal with the formulation of a provisional 
definition of jazz, with particular emphasis upon its relation-

ship to symphonic or "long-hair" music. 
Since definitions are often persuasive and reflect certain 

partisan commitments, it is doubtless unrealistic to expect 
to construct a definition that will please everyone. For ex-
ample, persons clearly committed to modern will, after hearing 
some musicians playing very traditional jazz, often approach 
them and ask "well, how about playing some jazz now?"— 
meaning, of course modern jazz. In short, among those who 
play jazz, or are generally favorable to it, there is a tendency 
to restrict the meaning of jazz to "real" jazz, i.e. the type of 
jazz they happen to prefer. In this example, I have dealt only 
with partisan commitments within those who show an interest 
in jazz. 

When an attempt is made to distinguish jazz from other 
(Continued on page 66) 

Jete%€4 

Matchless craftsmanship in flutes 

and piccolos of silver plate, or with bodies and 

heads of sterling silver, 

58 



o 

io 

a tt tu 

AL mcirill 

world - famous musicians, known for outstanding performances 
these 

are PROUD to play and endorse KING • • • the unsurpassed 

professional instrument. 

THE o. N.VVI-II T E CO. 

7225 SUPERIOR AVE. 

CLEVELAND 3. 01110 • 

cte; 

Ask the KING dealer nearest 

for 

you to 

yourself 

let 
YOzi 

the 

e  HEAR 
r snpdo n .•.  ebe 

tonal quality... 

that 
make KING 

the 
Leader. 

59 



Foralist Jimmy Rushing was III (. 11151(1 r. 
Earl Warren sang in of the ballads. 
after he joined the band. 
Joe WiMiants tnafutains the blues tradition now. 

Iwo Beat 
deagan VIBES 

with, e -file -Peatem.. 

TWO GREAT NEW VIBRAHARPS BY DEAGAN . . . The Deluxe 

Artist Model 1000 ROYAL AURORA and the Portable Model 580 

TRAVELLER for professionals. Both with Deagan's new all-elec-

tric VARI-VIBRATO, other most-wanted features: Match- less Deagan 

Tone—Modern Design Beauty—Light Weight—Handsome, More Durable 

New Finishes—Rigid Construction—Easier Handling—and more! You'll 

say these are the finest Deagan Vibraharps yet! 

C. DEAGAN, INC. 1770 W. BERTEAU AVE., CHICAGO 13, ILLINOIS 

1 Gentlemen: Please send me literature on famous Deagan Vibraharps  
NAME  

ADDRESS  
1 

CITY, ZONE 8 STATE  

i I AM: D A Professional D An Amateur EJ Want to learn to play 

MY PRESENT INSTRUMENT IS:   

157 

a battle which Count won handily, or, 
as it was described. "It was a question of 
a solid swing to the heart, triumphing 

over sensational blows to the head." 
By this time, of course. Basic had 

added many of his most famous sidemen: 
Lester Young and Herschel Evans, both 

on tenor. altoist Earl Warren, who then 
occupied much the same position as 
does Marshall Royal in today's band, 

trumpeters Harry Edison and Buck 
Clayton, trombonists Benny Morton 
and Dickie Wells and a number of 

young arrangers like Eddie Durham. 
This was the band reviewed in super-

latives in 1941: "A tremendously excit-

ing band to begin with, the Basie or-

ganization has progressed to the point 
where it is entirely consonant with all 

the musical laws and tone and intona-
tion and the rules of commerce. This 
band kicks at every tempo and volume 

. . . The stalwart arranging talent in 
the band, like Buck Clayton and Earl 
Warren, and the strident direction-head 

of the Count, are really the main rea-

sons for the supply of top jazz scores 
... the Kansas City six ... Buck. Buddy 
and Dickie for melody and jo. Walter 
and the Count . . . The intonation of 

the band has improved so much that it 
is hard to remember that they ever 
played out of tune. . . 

. . . The rhythm section is the most 
highly touted in the band. It isn't con-
sistent in maintaining tempos as such a 
reputation would suggest. but it can get 

a really magnificent beat. 
"Perhaps the clearest identification 

of the Basie orchestra to the average 

listener, is its leader's witty piano fill-
ins on the first and third, or second and 
fourth beats of each bar or multiple 
divisions thereof. But, more important. 

are the over-all qualities of the ensemble. 
the soloists and the collective and in-
dividual spirit that fires them all, and, 
even more, in the relentless repetition 
of the same riffs, the same ideas, which 

produces jazz of unquestionable dis-
tinction ..." 

From 1940 to 1950, Basie had the 
same trouble with personnel changes 
that beset most bandleaders. Many of 
his top sidemen dropped out of the 

band, but he managed to replace most 
of them with musicians of almost equal 
stature: in some cases with better musi-

cians. Through the band during those 
years went such musicians as tenorists 
Buddy Tate, Don Byas, Lucky Thomp-

son, Illinois Jacquet and Paul Gon-
salves, trumpeters Al Killian. Joe New-

man and Emmett Berry and trombon-
ists Vic Dickenson and J. J. Johnson. 
There was a review in the .January, 1944 
issue of METRONOME: "Still in fine shape 
with excellent additions . . . " And in-
dividual articles and reviews continue 

until middle 1917 when Basie seems 
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to have completely dropped from the 
pages of METRONOME. Actually he was 
still very much in evidence, although, 
in 1950 he was forced to cut down to 
septet size for about one year, touring 
with trumpeter Clark Terry, tenorist 
Wardell Gray arid clarinetist Buddy 
DeFranco among others. 

In 1951, with the assistance of Mar-
shall Royal, Basie reformed his band 

and began the gradual trail to ascend-

ency. In June, 1953, the band came into 
New York, bringing with it drummer 
Gus Johnson, bassist Gene Ramey, 
Freddie and the Count; trumpeters R. 
Jones, Wendell Culley, Joe Newman 
and Paul Campbell; trombonists Coker, 
Powell and J. Wilkins; and saxophonists 
Royal, Webster, Wilkins, Davis and 
Fowlkes. (As you'll notice the changes 
have mostly involved the reed section. 
Trumpeter I had Jones replaced Camp-
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bell; trombonist Bill Hughes replaced 
Wilkins; and the reed section became 
Royal, Wess, Foster, Graham and 
Fowlkes; a personnel which has remained 
the same for the last several years.) 
The review of that 1953 band was 

nearly unqualified, noting the rhythmic 
drive and the library which "is good, 
not dotted with masterpieces yet, but 
this band makes almost everything 
sound like a magnum opus." It was a 
difficult comeback for awhile, if it can 
be called a comeback (for Basie had 
never left). The band was successful in 
and around New York, but its tours 
and its record sales were almost uniform-
ly disappointing. Then the break-
through began and Basie was in busi-
ness again. It was as if the public had 
suddenly seen the excellent critique 
written about the band in the middle 
of 1953, that "this is obviously the way 
a big band should sound: with an even 
attack, a brace of excellent soloists, a 
dedication to the beat, and a library 
of arrangements that permit the soloists 
and the sections to keep the rhythm 
going always. . . . This is not the 
incubator of jazz of the future as the-
first Basie band was. It is unlikely that 

a Pres will emerge out of this group 
to shape a whole new era of jazz. This 
is rather a band that sums up, that 
shows how it was done and how it is 
played, what was good and what still 
is good in the jazz of twenty years ago 
and of today. In the other arts, it is 
always those who sum up, who demon-
strate the enduring in the past and 
present, who make the great artists. 
Maybe it's time for such reviewers in 
jazz. . . Certainly, if any group can 
make this point, this one 

Aside from all these comments and 
descriptions, and the particular reviews 
which came before them, there is a 
phrase which most pertinently sums up 
the Basie band of yesterday and today; 
it is its compelling spirit of joy with 
life. It's a joy not untempered with 
sorrow, but there's always the under-
lying current of happy resignation be-
cause of past and future joys, the 
philosophical wottahell of Don Mar-
quis' Mehitabel, what should be carefully 
called the lust for life and a general 
belief that music, good or bad, is just 
what you make it to be. 

Because of those prevailing winds, 
and they can be charted through twenty 
years of Basie bands, there's a continuity 
in those bands which is unequalled 
elsewhere in the field and/or business 

of jazz. Part of the reason for that is 
the Count and, especially, the Count 
as he exercises care and caution over 
his rhythm sections. The Basie piano, 
and he insists that you view him strictly 
as a member of the rhythm section, 
not as a pianist, is essentially the same 
as it has been for the past twenty or 
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more years. His right hand plays with 
the brass or reed sections, biting 
phrases, feeding rhythmic ideas to the 
sections or soloists and employing the 
humorous, but very necessary, chunky 
fill-ins to scores. His left hand is an 

amazingly rolling machine for a four-
four bass line which is never stiff. 

Freddie Greene, who has been with 
Count since 1937, is one of the fast-
vanishing group of rhythm guitarists, a 
style which hardly appeals to newcomers 
in the field and a style not too much in 
demand even in these days of Basie fac-
similies, both large and small. Since 
there have been few changes in the Basie 
rhythmic approach in all these years 
(aside from some individual adaptations 
of the Jo Jones drum style) you could 
almost say that the heart of this particu-
lar approach lies in Count and Freddie. 

Certainly it's so that a rhythm guitar 
does shape a rhythm section in a parti-
cular way. And the rest of the section 
was shaped twenty years ago when Count 
and bassist Walter Page took the young 
Jo Jones in hand. (Actually, jo, who on 
his own account would seem to have 
invented Basie as well as jazz, will tell 
you that he is free of their influence, 
but B,isie, when quizzed about this, will 
smile mischievously and remark that 
"Page and I brought him around.") 
However, it came about, a jo Jones 

drum style developed: a use of a floating 
sock-cymbal sound, among some other 
things, which is softly integrated into 
the entire section. It's a style that has 
influenced scores of drummers and it is 
hardly strange that the drummers after 
him have all evidenced that style, though 
with personal adaptations. (Sonny 
Payne, for example, the current Basie 
drummer, though of a more exhibition-
istic nature—a show soloist. which Jo 
never was until recently—still has been 
brought into the character of the section; 
and this, without a doubt, is due to the 
strong influence that Count and Freddie 
exert in that section.) 
Obviously there's more to the Basie 

feeling, what we've come to call the 
Basie swing. than that. It begins in the 
rhythm section: you'll often see and hear 
Freddie and the Count playing introduc-
tions which may be several choruses 
long, changing tempos, checking with 
each other, finding the groove which 
pleases them most (Basie smiling with 
evident glee and Freddie nodding with 
sophisticated satisfaction when they 
reach that point), then the Count's right 
foot, which is most often wound around 
the chair until then, kicks out, there is 
a sound of command and the band is 
unleashed in all its fury. (Basie says 
that he can't understand how any band 
can swing without such a searching for 
tempo, and the rhythm section must 
find it. (Continued on page 102) 
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Jazz and its Definitions 
(Continued from page 58) 

types of music, a number of other partisan commitments arise, 
particularly those that deal with the relation between jazz and: 
(1) so-called "serious" music (e.g. symphonic works, chamber 
works, opera, etc.) and (2) folk music. Thus, one way of ap-
proaching the definition problem is to focus upon each of these 
pairs of distinctions (or polarities) separately. There are still 
other polarities, e.g. jazz vs. popular music, but their sig-
nificance is limited and secondary. 

First, jazz is musicl (though of course some would limit the 
term music to their own special type of music), and thus shares 
certain elements in common with all other types of music-
melody, rhythm, harmony, color, form. It is serious music, 
in the sense that the performers take it seriously and try to 
produce something that is in fact creative. For the most part it 
is less pretentious and "high-brow" than what is ordinarily 
referred to as "classical" or "symphonic" music. It is modest 
in its ambitions about form; it is usually, though not always, 
limited to shorter musical forms. One would be hard pressed 
to cite examples in jazz that are analogous to symphonies or 

operas in symphonic music. 
Apart from this modesty of form, what else distinguishes ¡an 

from "long-hair" music? .10 simplify the discussion, I suggest 
the following rather cryptic questions, which if all answered in 
the affirmative, would constitute jazz:!-'' 

(1) Is the music improvised? 
(2) Does it swing? 
(3) Does it use syncopated rhythms extensively? 
(4) Does it make extensive use of polyrhythms? 
(5) Does it involve a metronomic beat involving com-

pound meter (four or two pulsations to the measure)? 
Having posed these questions, I now wish to elaborate each 

of these criteria of jazz. 
1. Improvisation is the sin qua non of jazz, whether it is of 

the solo or collective variety. Unless improvisations are given 
primary emphasis in a musical performance, it is not jan. 
Thus, many dance bands are not properly referred to as jazz 
bands, since improvisation is so clearly incidental and second-
ary to the performance. From this point of view, "arranged" 
jazz is a contradiction of terms: quasi-jazz would be a more 
descriptive label, since it is written to sound as if it were im-
provised. What is improvisation? It is an extemporaneous per-

formance based upon a loose, pre-determined structure; this 
structure consists largely of an agreed upon (a) tempo, (b) 
theme, (c) key, (d) set of harmonic progressions, and (e) 
sequence of solos. Within the limits of this structure, the musi-
cian is free to play anything that comes to mind, i.e. of course, 
providing he has the technique at his command to play what 
he conceives in his head. There is a close analogy between 
improvisation and extemporaneous speaking; the exact words 
and specific sentences are not worked out in advance, but only 

(Continued on page 68) 

1 Although, however, it is occasionally used otherwise, e.g. 
"that sort of jazz" (some condition which is considered un-
desirable), that's real "jazzy" (corny, in bad taste), or "jazz" (to 
engage in the sexual act). 

2 Since these are arranged in descending order from the most 
important to the least important, a "no" on a question in the 
lower part of the list may not place the music "beyond the 
pale." Elaboration of the various "yes-no" patterns would gen-
erate a typology encompassing many closely related types. 
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the outline and main ideas. If the same talk is given several 
times, there will be differences and also repetitions. And so it 
is with jazz, though here is great value in avoiding repetitions. 

Improvisation is not, however, an exclusive possession of 
jazz; not all improvised music is jazz. Bach was among other 
things, a gifted improviser_ _There is a long tradition of "long-
haii" improvising among organists, and to some extent among 
pianists. So, one can improvise in other styles or idioms than 
jazz. Parenthetically, it is important to note that some current 
experimentation by musicians who label themselves as jazzmen 
is much nearer to "long-hair" or other types of non-jazz im-
provisation then to the main stream of jazz, e.g., Teo Macero, 
Hall Overton, Teddy Charles, and Dave Brubeck. Such musi-
cians are capable of playing, and do play, in a more conven-
tional jazz idiom. 

2. Swing. This aspect of jazz is one of the most difficult to 
translate into words, and often has led people to finally throw 
up their hands in despair. In a vague way it refers to a 
rhythmic quality, or cluster of qualities, consisting of: (a) 
warmth, (b) drive, (c) looseness (as opposed to stiffness), and 
(d) assertiveness (it is said with conviction). If one compares 
the playing of a swinging drummer with a comparable pattern 
played by some mechanical device (such as a robot drummer), 
it is that difference to which I refer. Or, to take another 
analogy: compare the performance of a certain song by a good 
pianist and a "player piano." 

In spite of the difficulty of verbalizing this characteristic, 
there appears to be much consensus among musicians about its 
meaning, as evidenced in their judgments of records and live 
performances. 

Again, however, swing is not peculiar to jazz alone. There are 
many examples of swing in the performances of "long-hair" 
musicians, more so in certain historical styles than others. For 
example, the piano work of Lukas Foss of Bernstein's Age of 
Anxiety, in my judgment, swings at many points during the 
performance. 

3. Syncopation,3 i.e. the accenting of ordinarily unaccented 
beats, is another essential ingredient of jazz, though perhaps 
not as crucial as improvisation and swing. Likewise, it is also 
used frequently in non-jazz music. 

4. Polyrhythms, i.e. the superimposing of one or more 
rhythmic patterns upon a basic one, are used almost continual-
ly in jazz. When musicians are improvising they employ such 

devices, though often not self-consciously. An example of a 
I composed polyrhythm is found in such tunes as: (a) the first 
three bars of I Can't Give You Anything But Love DWI, or 
(b) Cershwin's Fascinating Rhythm. 

5. Meter. Jazz typically (though not always) employs a 
metronomic or steady beat, explicitly or implicitly, against 

which the secondary rhythmic patterns are set. With a few 
minor exceptions, jazz employs a compound meter (rather than 
a simple one) in which there are 2 or 4 basic pulsations per 

3 In instances where the original theme is lacking in syncopa-
tion, it is usually altered rhythmically so as to remedy this de-
ficiency. In some cases this alteration is merely "paper" work, 
since no one ever really played it the way it was written on 
the "lead" sheet. Stated differently, this means that (especially 
in the earlier historical period) lead sheets were meant merely 
as very rough approximations of what the composer intended, 
both rhythmically and harmonically. This is somewhat an-
alogous to the use of "figured bass"—an abbreviated way of 
indicating the harmonies or lower voices to accompany a 
melody. 
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bar; occasionally, these are further subdivided so as to gt% e 
8 or 16 pulsations per bar. The bouncy quality of jazz is 
partially a result of the compound meter. The basic pulsa-
tions are subdivided into three parts, instead of two; two of 
the three sub-units are then tied over, so that each beat con-
sists of two sub-beats of unequal length—the one being twice 
as long as the other. In short, it is my contention that jazz is 
played in either 6/8 or 12/8 meter, more frequently the latter. 
However, even when there are four basic pulsations per bar. 
it is customary to accept the 2 and 4 to such an extent that a 
simultaneous feeling of four-to-the-bar and two-to-the-bat 
is created. 

Musicians who write scores or arrangements for use4 by jazz 
groups seldom use compound meter in their notation; instead 
they notate them in 2/4/ or 4/4/. There is no problem in 
communication, since there are certain unwritten, and probably 
unconscious, decoding operations employed by the musicians 
In other words, they don't take the notation literally; they don't 
play it as a "long-hair" musician would play it (i.e. one who 
has never assimilated the jazz tradition).5 Problems in pet 
formance do, of course, arise if a mixed group of musicians— 
jazz and exclusively "long-hair"—tries to read the same scot ('. 
assuming of course that all the parts are notated in the 2 I 
or 4/4 manner. 
There may be some more subtle modifications that jazz musi-

cians introduce into their playing that make the 6/8 or 12/8 

designation less than completely appropriate. All systems of 
notation are somewhat less than perfect in their ability to 
represent live music as it actually occurs. Here I am merely 
asserting that 6/8 or 12/8 comes closer to describing the meter 
in fact than does 2/4 or 4/4/. Some evidence to support this 
position comes from the experience of Charlie Mingus. He 
succeeded in using "long-hair" strings in a jazz group without 
getting the expected "ticky" sound by writing their parts in 
12/8. Such mixed groups, of course, do not employ the strings 
in a improvising role, but only as background for improvisa-
tion. 

Having defined jazz in relation to "long-hair" music, I wish 
to point to certain characteristics that are not particularly 
distinctive about jazz, but which are often assumed to be. There 
is no particular type ol: (a) instrumentation, (b) harmony. 

(c) melodic construction (in improvising), or (d) thematic 
material, that is necessary or crucial for jazz, at least as defined 
in a more inclusive sense. For example, any instrument is 
potentially suitable for playing jazz, though it may be used 
for different purposes or in a different way than it has been 
used in some other context (e.g., symphonic work, or religious 
music). Many people find it difficult to conceive of playing 
jazz on flute, or double reed instruments—oboe, bassoon, 
English horn, though there is no inherent reason why it 
cannot be done, provided the musician has: (a) assimilated 
the jazz tradition, and (b) sufficiently mastered the instrument 
to express his ideas via improvisation. 

In short, differences of instrumentation, melodic construc-
tion, harmony, and thematic material do not distinguish jazz 
as a whole from "long-hair" music. However, they do dis-
tinguish between different types of jazz. 

4 It should be added that I do not consider such composi-
tions and arrangements as constituting jazz, but as merely part 
of the agreed-upon structure which provides a setting for jazz 
(improvisation) . This position does not, of course, mean that 
I pay no attention to the "ground" against which the "figure" 
is perceived. 

5 "Long-hair" musicians also employ a traditional decoding 
system, but one which differs from that contained in the jazz 
tradition. 
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ti-c7n of losing his job. With the forwrd-looking elements of 
jazz there is a desire to do away with the drummer as a time 
keeper. There are claims and counter claims about implicit 
and explicit rhythm. Claims that propose that the strict pul-
sation so importaat to the jazz ot today is a thing that hinders 
expansion, stultifies the creative capacity of the writers and 
improvising musicians, and claims, also, that the present-day 
time conception is monotonous, methodical, repetitious and 
tiresome. These critics would replace this repeating of time 
figures with a variety of percussion instruments in polyrhythmic 
contrast: tunable drums, whole hosts and varieties of cymbals, 
triangles and gongs would provide interweaving lines of 
rhythmic figures, adding difference, contrast and ever-moving 
lines of tension and release behind the melodic content of the 
music. In a very real sense the drummer feels this to be a 
distinct threat to the type of rhythmic pulsation he knows 
and likes best. If he is the type of drummer designated as a 
wailer there is also the disgust that goes with things planned 
and cerebral and a deep-rooted fear of technical inadequacy. 
This deep-rooted fear comes from early training: the feel-

ing throughout his playing career, but especially in early 
studies, that he is a non-melodic musician. A fear that makes 
him definitely feel inferior to the hornmen, pianists and bass 
players. Throughout the formative years, the years of early 
sessions, he is chided about the little need he has for chords 
and melodic line. He is made the brunt of innocent jokes 
about tuning up and progressions. But they have a wearing 
effect and become deep-seated blocs that manifest themselves 
in various ways. To some, other instruments are an out, some-
thing to replace or add to drums, like piano or vibes. To 
others the feeling of inferiority is allayed through aggressive-
ness. The drummer works, practices and trains to play louder 
and faster than any of the other instruments. He might de-
velop himself to a point of high proficiency, adding in the 
meantime a whole new series of different sizes, shapes and 
timbre of drums and cymbals to increase the variety of his 
sound. His whole concept of drumming will most likely re-
volve around how fast he can play with his hands and feet, 
how many drums he can hit during a solo, how loud he can 
play and how many contrasting times he can play, one against 
the other, with only two hands and two feet. In a sense the 
whole jazz world as well as the public at large is to blame 
for this. The indictment against non-melodic performers is 
an old one, and revolves around quantity instead of quality; 
mechanical excellence instead of taste, feeling and imagination. 
When a drummer is constantly reminded of his lacks, more 
likely by intimation than by outright accusation lie moves to 
remedy them by the accepted standard—a standard very often 
that is contrary either to what he believes is right or a standard 
which is impossible for him to meet either physically or emo-
tionally. As the frustrations build, he leans more heavily upon 
the mechanical aspects of his playing. He develops a crutch, 
a routine on which he can rely. 

Since the need for acceptance is so great for the drummer 
he looks to someone on his own instrument who is already 
accepted: someone who possesses all the technical and emo-
tional requirements other musicians (musicians who play 
melodic instruments), admire and feel are the unparalleled best 
for drummers to have. Consciously or unconsciously he chooses 
this man as his boss, his idol and his patron saint. He emu-
lates him, listening to him with closed ears, closed that is to 
repetitions and lack of taste, and then sits down at his own 
set to parrot the standards and the style of this one man. All 

(Continued on page 74) 

72 



• 

TOP RECORDING ARTISTS 

PLAY MARTIN! 

Young people are always inspired to greater heights 

by outstanding artists of the times. 

Today, recordings of Martin artists are being earnestly 
studied by the up-corners to improve their own tech-
niques. And they are playing Martins because they 
realize the need for an instrument that will let them 
play their best ... a Martin. 

Band instruments that bear the Martin name are 
hand-crafted by skilled artisans to more than meet the 
demands of modern music. If you are interested in 
improving your musical performance—professional or 
scholastic—you'll want to try a Martin! 

See your local Martin dealer, or write for further 
information on the instrument of your choice. 

] I , .The royal family of brasses 

L!.--'-ie-,. 
THE MARTIN BAND INSTRUMENT CO., ELKHART, INDIANA 

73 



for your embouchure 

woodwind is 
made of Steel 

Ebonite', an 
exclusive hard 

mouthpiece rubber; 
sensitive yet durable 

as tough metal, 
non warping under 

high temperatures. 

You need this -Reed 
Instrument Mouthpiece 

Guide'', a 12 page booklet 
listing 172 Woodwind 

facings with complete 
specifications. Contains 
tips on care and 

selec tion of mouthpieces 
— plus o helpful 

transposition chart 
Ask your dealer or 
write today 

MOUTHPIECE 
ORIGINATORS 
SINCE 1919 

allIMMIIIREMIRseteamc-

94éi(e‘ein.a/Ce-)42 
Dopt. JZ57, 601 West 26th Street 

New York 1, N. y. 

' •• '' •-• ffleggiceamee,snWee,,,, 

JAZZ TODAY 

Can corne to you each month 
bringing news of jazz today— 
Subscribe now to ensure your copy of 

JAZZ TODAY 

Head for "Big - Time" 
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free catalog and illustrated lessons. 
Check courses that interest you. 

UNIVERSITY EXTENSION CONSERVATORY 
DEPT. E-688 2000 SOUTH MICHIGAN, CHICAGO 16, ILLINOIS 

Advanced Composition o Choral Conducting 0 Voice 
Ear Training & Sight Singing 0 DANCE BAND ARRANGING 0 Guitar 
Plano, Teacher's Normal Course 0 History & Analysis of Music 0 Mandolin 
Plano, Student's Course C Cornet-Trumpet CI HARMONY § Violin 
PulaMe School Mos.—Beginner's 0 Professional Cornet-Triunpet Clarinet 
Public School Mua.— Supervisor's 1-2, Double Counterpoint Saxophone 

Name  Age   

Street Na.  City  State   
Music Experience 

.J 

jazzmen do this to some extent, they all use the developments 
of men that have gone before, but they do not face the in-
feriority problem the drummer does, being the lone non-
melodic member of a musical organization, and therefore have 
more melodic sources to draw on. They also have a bit more 
faith in their own ability to create. The drummer sits down 
and repeats the doings of another man both good and bad 
because he knows it is the way he will be accepted or tolerated 
by other musicians. He knows they admire a single individual 
and therefore will tolerate him. He therefore seldom deviates 
from the norm. He holds himself to the limitations, not only 
of the instrument he plays, but also to the limitations of a 
single man. 

It takes time, courage and thought to decide upon becoming 
a creative drummer. It takes reflection, feeling and sensitivity 
to realize that maybe all the followers are wrong and that 
maybe an individual can create something singularly distinctive. 
It takes a great deal of trying, a great deal of experimentation 
and a great deal of rejection to do something, even just a step 
outside the usual limits but if an individual is strong enough 
in what he himself can do, he will take that step and incur the 
displeasure of those around him. 
The drummer with these qualities will reflect on the prob-

lems of his instrument. He will first learn something of him-
,,elf as an individual for that is the initial instrument he is 
attempting to play. He will then attempt to fathom his own 
abilities and limitations— his physical and emotional limita-
tions—and then experiment and grow, using the things that 
have been done before as a guide and a starting place. He 
must also decide on just what his job as a drummer is. He 
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must decide on whether his job is as non-melodic as has been 
suggested by training, environment and criticism. 

When this happens and the drummer becomes a thoughtful, 
feelingful person, his attitude towards his instrument will 

change. He will realize that the melodic aspects of the drums 
are wide and varied; that taste and. imagination add with 
much more telling effect to the music of the ensemble and 
the support of the soloist. Intuitively he will feel the change in 
direction of a certain chord progression, the entrance to a 
bridge or the extended value of a particular tag phrase at 
the end of a tune. 
Although the drummer is in a singular musical position, 

he is still primarily a person. Until he learns that it as a 
person he must grow; as an individual realizing his own 
worth and abilities, he will always be plagued by fears and 
frustrations that make him a follower and keep him from 
becoming something more than just a drummer. 

Jazz Around The World 
(Continued from page 54) 

organization rounds out the big band picture, but little has 
been heard from them record-wise here in the States. In Dixie-
land Humphrey Lyttelton fronts a group reminiscent of the 
more traditional things on Angel recordings. 
Among French jazzmen, Christian Chevalier had one of the 

best foreign recordings of the year; an Angel release with 
Chevalier's big band and another group under the direction of 
Andre Persinay. Bobby Jasper the Belgian tenor and flutist, 
now with J. J. Johnson, Charles Verstate, trombonist and 
trumpeter Roger Guerin all perform extremely well on it. 
Guy Lafitte, tenor, and altoist Michel de Villers also perform 
creditably. French Jazz, the Bally release, shows the moods 
of French jazzmen to be indicative of what happens in America. 
Working with pretty much the same personnel, the Bally 
date spots some imitative Ellington and some emulations of 
the pianoless Gerry Mulligan sound. 

Outstanding among French rhythm men are bassist Pierre 
Michelot and pianist Martial Solal. The Blue Stars of course, 
have scored something of a hit with their album on ErnArcy. 
but their music is more jazz-tinged and well rehearsed than 

The Cats and Jammer Kids, left to right: 
Guenter Hernikes, Albert Mangelsdorff, drummer 
Bob Blumenholen, Fatty George and Hans Koller. 
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anything that might be called of an improvised jazz nature. 
Aside from the above-mentioned Bobby Jasper nothing of 

any real importance as far as records are concerned has come 
out of Belgium. The Bally Release, Belgian Jazz, proved to 
be an amalgam of ragtime material presented by composer-
conductor Claire Bee. 

One gooclalbum came from the Swiss jazz musicians, another. 
it would seem of the limited jazz activity countries, featuring 
trumpeter Hazy Osterwald. Much like the geneological history 
of the country this group was made up of musicians from 
France, Belgium and Germany, along with native Swiss. The 
music was of the lightly swinging Basie-Rogers sound. This 
album too was part of the foreign series on Bally. 

Rita Reys is a cool voiced singer with definite Sarah Vaughan 
tendencies from The Netherlands. Her recording debut on 
Columbia came in two parts: six sides that were recorded in 
Holland with husband and drummer Wes Ilcken, and six that 
were recorded in the United States with The Jazz Messengers. 
Jazz Behind the Dikes was an Epic release that spotted some 
good soloing from members of the Jerry Van Rooyan group 
another Dutch import. (Matt Mathews of course is currently 
residing in the country and has been for some years but owes 
his early beginnings to the land below sea level.) 

Italian jazz has taken another turn with the emergence of a 
Shearing styled trio under the direction of Rudolfo Mussolini. 
This group has yet to record for an American label, or a 
European label with American distribution, but contracts and 
an American tour are in the works for the Mussolini group. 
On Angel recordings are a number of Italian quartets and 
quintets that speak mostly in modern form such as Giancarlo 
Barigozzi, who has the West Coast—Lee Konitz sound, trumpe-
ter Oscar Valdambrini and guitarist S. Mandini. The Barigoazi 
group seems to have much of the sound and styling of Early 

Tristano but what has happened to the musicians on this 

French jazz represented, left to right: 
baritonist W. Ronco ya, tenorist Armand Coured, 
altoist Teddy Hamlin, bassist Paul Revere, 
drummer Jacque David, altoist Low Reed, pianist 
Andre Persiany (with score), tenorist Guy Lafitte. 
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The Humphrey Lyttelton Band, Dixieland in England. left to right: 
pianist Johnny Parker, guitarist Freddy Legora, trombonist 
George Chisholm, trumpeter Lyttelton, alloist Bruce Turner, 
bassist Mickey Ashman and clarinetist Wally Fawkes. 

recording date is open to conjecture 
because little has been heard from them 

that time. 
Durium records has a set of sides out 

by the Gianfranco Intra quartet; Intra 
is a pianist whose influences range 
among the modern, soft styles. With 
him are guitarist Virdis, American bass-
ist Al King, and drummer A. DeLuca. 
From West Germany comes a series 

of discs, again on Angel, which spot the 
respective talents of Hans Koller and 
Albert Mangelsdorf, among others. The 
German jazzmen seemed to have taken 
a great deal from the old Lennie Tris-
tano sextet sides of 1949. There are 
definite indications from the musicians 
on the date of roots that lie in the Lee 
Konitz-Warne Marsh tradition; a tradi-
tion that has a smoothness in melodic 
development and poly-rhythmic figura-
tions in melodic lines. 

jutta Hipp is, of course, Germany's 
latest jazz export. She was brought to 
this country by Leonard Feather. lutta 
showed a trace of this same Tristano 
influence, that seems so prevalent in 

Germany. but, since her arrival in this 
country, she has come, as heard on Blue 
Note, under the influence of the Horace 
Silver form of piano expression. Koller. 
the tenorman of that country, and 

Mangelsdorf, the trombonist, are the 
country's most expressive musicians and 
can be heard in all manners of combina-
tions from big bands to small groups. 
The Austrian jazz scene is virtually 

non-existent to American jazz ears, at 
least as far as jazz recordings are con-
cerned, but what might be suspected as 
the most important jazz musician of 

that country, Friedrich Guida, made his 

American debut on RCA Victor this past 
year. Gulda's group was composed of an 
All-American combo that revolved 
around, style-wise, the predominately 
bop lines that are so much in vogue 
today. In that group were Jimmy Cleve-
land, Phil Woods and Idrees Suileman. 

Gulda's playing is a perfect accom-
paniment for this style of jazz that is of 
the rapid fire Monk-Powell touch. Guida 
has an amazingly proficient technique 
for a foreign musician but shows no 
startling individuality or imagination. 
His competence on piano comes mostly 
from the fact that he is, of course, the 
same Guida who is considered one of 
the world's top flight classical pianists, 
but this does not of necessity make him 
a top flight jazz improvisor. 
From Hungary have come all sorts 

of varying reports on the state of jazz. 
That recently embattled country has 
released none of its jazz to the consumer 
market, but at a private press hearing 
Willis Conover of Voice of America 
played some tapes he had received from 
Budapest before the insurrection there. 
The music itself was not jazz in our usual 
sense. The Hungarian group played, 
and improvised upon native melodies of 
their own country, not the strict Ameri-
can tunes which we've grown accustomed 
to hear in jazz. In a sense this, it would 
seem, is the real way in which foreign 
musicians can more competently ap-
proach the jazz medium. In much the 
same way as American musicians use 
standard and blues tunes, the people of 
other countries might find more impro-
vising value and more security in music 
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with which they are more familiar: a 
music that is more a part of their own 
environment and society. 
This same quality of security that 

comes with familiarity is apparent in the 
playing of a number of lexican musi-
cians. Some of Roberto Ayala's releases 

that feature pianist Mario Patron point 
up this secure feeling. His playing on 
native melodies is much more spirited 

and confident, while on American stand-
ards like Everything Happens to Me. 

Yesterdays and leepers Creepers, all 
standard American blowing tunes, he 
seems hardly as spirited and full of 
rhythmic and harmonic variety, 

little jazz has come from the Far 
East by way of records except from 
Japan. Toshiko has probably gotten the 

biggest play in recording, but only since 

she has come to this country. As Benny 
Goodman reported, Japan is the most 
aware of western music. Their's contains 
the best and most advanced students and 

performers of all types of American and 
European music. Some Years ago there 
were a series of Japanese jazz records 
that were released that showed the 

peculiar affinity on the part of Japanese 
jazzmen for the imitation of American 
leaders like Goodman, Noryo, Hampton 
and Wilson. 

Americans abroad have been recorded 
with great prolificacy but only sparingly 

with foreign musicians. The most fa-
mous are probably the Prestige records 

done by Getz in Sweden. Recently 
though. EmArcy has released three 
Lionel Hampton LPs from France which 
show guitarist Sacha Distel at fine ad-
vantage: London a Men Nfezzerow; and 
Storvville a Mary Lou Williams, titled 
Messin' Around ¿ lie Mont marte. 

Italian jazz stars, Flavio Ambrosetti 
and his Quartet, from left to right: 
Francis Burger, Gian-Carlo Barigozzi, 
Flavio Anabrosetti, Franco Cerni 
and Gilberto Cuppini. 

Almost of necessity, jazz from abroad 

must be a bit behind the times; and 

recorded music, because of its produc-
tion schedules and release dates, is always 
a bit behind the actual playing reflection, 

of the performers, as you'll see in the 
interviews to follow. 

(Continued on page 99) 
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quick-adjusting slide becomes part of a 
good playing technique. That's why 
MICRO straps are so popular with 
artists everywhere. Different models in 
the MICRO line offer a wide choice to 
meet the most exacting requirement of 
the musician. Available in both black 
and white de luxe. At all better music 
dealers. 

MICRO Musical Products Corporation 
10 West 1941 st. New York I I, N 1 
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VOLUME 1 

All-Star Rhythm Section 

Nat Pierce, Piano- Barry Galbraith, 
Guitar - Milt Hinton, Bass - Osie 

Johnson, (FILMS 

Volume I 

Sometime, I'm Hooey 

I Only Hove Eyes For You 

Body And Soul 

I Got Rhythm 

Whot Is This Thing Called Len 

April In Paris 

The Mon I Love 

  Cent. lilt., lo Mt 

 4 

MUSICIANS • VOCALISTS 
Rhythm Backgrounds to All-Time Great 

Standards 
3 All- Star Rhythm Sections Play for YOU 

Improvise or Vocalize 
to your heart's content. 

Each record comes complete with printed 
music. 

Lyrics also accompany the vocal edition. 

12" 1ps $4.98 

VOLUME 3 

All-Star Rhythm Section 03 

Don Abney, Piano- Mundell Lowe, 
Guitar-Wilbur Ware, Bass-Bobby 
Donaldson, Drums 

Volume 3 

Seeders Creepers 

My Heart Stood Still 

You Go To My Head 

Last One Or Those ThIngt 

Crory Rhythm 

When Your Lover Has Gene 

Don't % Ire TOW tore from Ma 
Strike Up The sued 

1 

is" iinniiimx two.* run its most WM11«fl 

JAZZ RHYTHM RECORDS- MASO J ' 
MUSIC MINUS ONE TENOR SAX 
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VOLUME 2 

All-Star Rhythm Section '2 

Don Abney, Piano-Jimmy Raney, 
Guitar - Oscar Pettiford, Bass - 
Kenny Clarke, Drums 

Volvniir 

Oh, lady le Good 

Poor Butterfly 

Imbrnienble You 

Duet talk Wail. 

I May le Wrong 

Too Morveloor For Words 

I Cover The Waterfront 

fine And Dandy 

At Better Record and Music Stores, or Order Direct Using this Coupon I I II 

MUSIC MINUS ONE • 719 Tenth Avenue • New Yorlc 19, N. Y. • 1 

Chect 
In strum 

Ac corcho 
Alto Sao 
Baritone 
Bass 
Clarinet 
Drums 
Guitar 
Organ 
Piano 
Tenor Sa 
Trombon 
Trumpet 
Vibes 
Violin 

Gentlemen: Please send me the records indicated 

7: Volume 1 7 Volume 2 u Volume 3 

E Check 
Enclosed is my Money Order at $4.98 per record, postpaid. 

Please send my order C.O.D. 

Name 

Address 

City Zone State O
 D
O
D
O
O
D
O
M
M
E
D
E
 

Vocalist 



STEREOPHONIC SOUND FOR YOU 

Ilany record companies are now taping sessions 

separately for future stereophonic releases. The word itself 

seems to conjure-up visions of Stan Kenton, listening 

at the left and shown recording on both these pages. The 

recorder on the next page is without stereo attachments. 

Just about the time we've all become accustomed to listening 
to the best efforts of the radio, television, recording and 
motion picture sound engineers, a new technique is unleashed 
in our midst. Fantasia started all this a number of years ago, 
but only recently, wit!. the advent of Cinerama, Todd A-0 and 
other screen techniqües, has come even greater realism of 
soand—Stereophonic Sound. 

Please don't be alarmed however, because actually this is 
nothing new to our normal listening habits, since the human 
hearing mechanism is and always has been a stereophonic or 
binaural phenomenon. In other words, we hear everything 
within a 360 degree radius with two ears—not one. 
Yet for years, and still today, most program material— 

radio, recordings, tape, TV and motion pictures—gives us 
sound which is monaural in nature. That is, it is recorded 
with one channel microphone pick-up for playback to you 
with a one channel device—your Hi-Fi set-up consisting of one 
amplifier, one pick-up, one tape, one AM-FM tuner and one 
speaker system. Pleasant? Yes! From a fidelity viewpoint it's 
getting better each year, and as a matter of fact fidelity at the 
moment is really top-rate. But now that we have gigantic 

color, wide screen movies, wide screen sound has come into 
its own. 

To the guy sitting in the movie audience it means, simply, 
that when a performer or bit of action starts on screen left, 
or even off screen left, the sound of the action or voice of the 
actor comes from that spot of the screen. When the action 
moves across the screen, so does the sound—just as it does in 
our daily sound experiences. It's the way we naturally hear. 
Sounds all around us are constantly picked up by the most 
perfect of all receivers—the human ears. The various intensi-
ties and dimensions of the multitude of sound are instantly 
registered to the brain and we know what the object is that is 
producing the sound and its location, intensity, character, and 
pitch. 

But since we have become accustomed to enjoying musk and 
program material via our radio, TV, tape machines and re-
cordings which are monaurally reproduced, our ears have made 
certain allowances for the fact that only a part of what is being 
heard in the studio is actually being received in our home. Lis-
tening habits and familiarization have produced a pleasant 
acceptance of what we hear electrically reproduced. However, 
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if we were to go to the source of the program we hear on the 
air or on tape or records—namely the recording studio, the 
Carnegie Hall, the Metropolitan Opera House or Birdland— 
a totally different sound picture would greet us regardless of 
where we sal. in the hall. The reason is that when we are "on 
the spot" listening, we are using two ears. In other words, the 
sound originating from band, orchestra, or singers plus the 
acoustics of the hall has more depth, dimension, latitude and 
perspective because of our TWO super-critical receivers or 
ears. The seven or eight inch separation between our ears 
gives this fullness and perspective to the sound just as the 
slight separation between our two eyes gives depth, dimension 
and perspective to sight, and so we hear "stereophonically." 

It's as simple as that. 
With the exception of things we hear from reproducers— 

radio, television, tape recordings and monaural movies— 
everything else we hear is heard Stereophtmically. We stand 
at a railroad crossing, a train approaches, passes us and goes off 
in the opposite direction, and we hear as well as see it ap-
proach, pass and leave. That's Stereophonic listening in life. 
We all experience it daily and really are not too conscious of it. 



The photograph above represents one of those 
occupational mistakes, a double-exposure, which 
George Kluge, the author of this article, and the 
high-fidelity editor of Jazz Today, had intended 
to throw away until he began to see it 
as a representation of the sound and the jury 
which goes into stereophonic sound. He claims 
no museum status for it, but has titled it 
"Stereo phonics," which has that museum ring to it. 
Directly below, Sigma Electric's Bohdan Petry 
(see text) renioves the Berlant tape head bracket 
preparatory to installing the triple-play stereo head. 

Only when we are made aware of this phenomena are we 
brought up short to the realization of what we are missing in 
our present electrically reproduced media. 

Typical of this realization is one's first experience with, 
movie Stereo sound; the Stereo playback in a recording studio. 
or the Stereo demonstration in our Hi-Fidelity Audio show 
room. First impressions run all the way from "Amazing," 
"Terrific," "Why hasn't it been available before?" to "It 
sounds different," "I don't know if I like it," "I'm not used 
to it," etc. We feel that these negative comments will turn 
into positive ones as soon as Stereo makes its way into our 
homes and thereby becomes familiar. We feel that it will be 
accepted and by Christmas 1957 many new Stereo set-ups will 
be available, and that along with this acceptance the volume of 
sales will bring substantial reductions in the cost to the 

listener of the pre-recorded Stereophonic tapes—at the moment, 
the greatest source of Stereophonic enjoyment. 

The Stereophonic Future 

As we understand it, tape is now transferred from the 
original at the rate of 16 at a time with 32 not far away. 
Incidentally, there is no loss of quality in this duplication 
technique, but volume of demand will certainly bring about 
improved scientific duplication methods which means a 
marked reduction of the cost of the final tape. 
Along with reduced costs of pre-recorded tape we look for 

wide usage of the Stereo technique In the television, radio. 
and recording industries. For example—take the regular 
Saturday afternoon broadcast of the Metropolitan Opera. It 
would be a simple matter to transmit this famous program 
with the Stereo (two channel) technique, since the American 

Broadcasting Co. has two channels for broadcasting in regular 
use anyway, the AM radio channel and the FM channel. One 
group of microphones could be so placed in the famous 
Metropolitan Opera House that they would pick up stage left 
action, music and voice, and then transmit it over the ABC 
(AM) Channel. Another group of microphones would be 
placed to cover stage right and this channel would feed the 
ABC (FM) transmitter. In your home on a Saturday afternoon 
you would hear your favorite opera with a new depth, per-
spective and dimension never before experienced at home. 
You would have a real dress circle seat right in your own 
living room. Equipment necessary to receive this would be: 
one more amplifier, one more speaker and another tuner 
either AM or FM depending on what you now have. By this 
same technique, jazz pick-ups by radio from various jazz clubs 
could be sent out to you stereophonically, too. 
TV could do stereo only if the radio facilities of the network 

producing the TV show could be cleared simultaneously to 

carry the TV audio or sound portion of the show being pre-
sented. Thus one channel (TV) could be used for the left 
pick-up while the second channel (right) could be transmitted 
over the radio facilities. This has been done a number ol 
times with gratifying results by the National Broadcasting 
Company in Chicago. It would just be a matter of arranging 
your TV speaker and radio speaker so that they are left and 
right in keeping with the original studio Stereo set-up. 

Think for a moment of having the Broadway hit musicals 
in your home with depth, perspective and dimension of the 
Broadway stage on stereophonic tape. The need for "sound 
with movement" is readily apparent reproducing in the 
Broadway stage musical. In the legit dramatic theater, too, 
new horizons in taping stereophonically the great dramatic 
events for your theatre at home are soon to be realized. Thru 
stereo taping, actors' movements will be evident thus giving 
more realism to the recorded dramatic performance. Remem-
ber how we see a play and how it is performed with stage left 

and right? Now, sound will provide those missing areas foi 



The photograph above shows Sigma's tape expert 
Bohdan Petryk again, this time hooking up the Stereo 
triple play head to Kluge's Berlant tape machine. 

Above: The testing and aligning of tape heads 
on a mounting bracket. Below: head bracket removed 
from the machine (it will accommodate five heads 
for a wide variety of playback flexibility). 

our hearing and in so doing make up for a definite loss to 
our ears in some of the dramatic recordings issued thus far. 

In the field of education, too, infinite possibilities for stereo 
exist, such as helping children and adults with hearing and 
speaking problems. Learning a foreign language from record-
ings is made far easier if that recording is Stereophonic. The 
reason is simply that stereo provides a far closer approach to 
Natural comunication with an emphasis on that word Natural. 
The future of Stereophonic sound is indeed a bright one pro-
mising new concepts in listening. 

The Stereo Home Set-Up 

It just takes a little different recording technique and a few 
pieces of additional equipment at home for playback. For 
years now we've been saying that two speakers were more 
satisfactory than one. Actually, what was meant, is that Two 
Channels or more are far superior than one. RCA Victor, to 
name one big recording company, has for some time recorded 
with the stereo technique of two channels and recently went 
into a three channel method; left, center and right; giving 
full coverage to whatever is being recorded. Even though 
RCA releases two channel stereo pre-recorded tapes and mon-
aural records, the advantages of the three channel recording 
at the studio result in better balance and phrasing and defini-
tion. A look at the record catalogs will show that Stereo tape is 
starting to grow. More and more recording sessions are done 
in stereophonic and we will say a little more about this later. 
High Fidelity, as we know it today, has reached the ultimate 

in top quality component parts capable of reproducing the 
complete audio range of all instruments, even beyond the 
range of hearing in some cases. So in the search for even more 
natural reproduction, it is only logical to arrive at stereophonic 

sound. 
With this in mind, we decided to try our hand at setting up 

a home Stereo system with components that are available today, 
and in selecting equipment we tried to keep in mind sim-
plicity of operation, compactness and quality at a moderate 
cost. The following is the result of our efforts. 
Our first consideration was the amplifier, and remember in 

stereophonic we need two of everything. About the time we 
were going to put two 10 or 15 watt amplifiers with controls 
into our set-up, we came across the new Bell High Fidelity 
Binaural Amplifier model 3DT (G). (See Photo) Here indeed 
is a top quality piece of electronic equipment, attractively 
housed in a two-tone metal case and capable of handling just 
about anything we planned on doing in our review of Stereo 
at Home. The Bell 3DT is actually two separate 10 watt am-
plifiers on a single chassis with common controls. It is de-
signed to be used in home music systems with dual track 
stereophonic tape transport mechanism and dual track stereo 
disk players and for stereophonic radio, AM and FM tuners. 
in localities that are broadcasting stereophonic. It may be used 
for monaural playback of either disk or tape single channel 
systems, eliminating the necessity for two different types of 
amplifiers where both monaural and stereophonic listening 
is desired. The 3DT is designed primarily for two channel 
stereophonic or binaural reproduction, but when a single 
channel is played through two speakers and two amplifiers (in 
this case the Bell 3DT) it is far superior to ordinary single 
speaker units. Further review on the many functions of this 
great amplifier will be covered at a later date. At the moment, 
however, we are concerned with Stereo. 
Next we needed one of the new stereophonic tape machines. 

Again Bell came to our aid with the new model BT-76 (See 
Photo) equipped to play stereo tapes as well as dual track 
monaural tapes. In a smart modern attractive carrying case 
this 35 pound tape unit shows unusually good performance 
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specifications and at a very moderate price. This, too, will be 
covered more thoroughly in future articles. 
Two speakers were next in line, and since we wanted, for 

this test, to have the same size speakers and enclosures we 
decided not to use anything in our present Hi-Fi system. So 
thanks to Arnold at Bryce Appliance Co., New York City, we 
managed to secure two very fine systems: two Stephens Tru-
Sonic Model 622's consisting of Tru-Sonic's 120LX 8 ohm low 
frequency driver, 214 super tweeter and a 5000 cross over 
network housed in the Columbian folded horn Corner en-
closure with trim straight lines engineered to present Stephens 
speakers at their best. (See Photo ) The combination of full 
rich bass and mid-range reproduction plus the crystal clear 
"high" from the Tru-Sonic system in their enclosures added 
immeasurably to our Stereophonic enjoyment. 

Stereophonic Records, Too 

We wanted to cover all possibilities so we investigated 
facilities for playing binaural records. This meant finding a 
top quality turntable and dual tone arm arrangement. From 
the famous Fairchild Recording Equipment Co., came their 
ultimate in high quality turntables:-the 411 H Turrornatic 
three speed turntable and heavy duty walnut base. (See Photo) 
This combination served our purpose and then some, because 
here is a turnable that is designed for precision in performance. 
Styled by Raymond Lowey it belongs in any home music system, 
stereophonic or otherwise, where the finest is the order of the 
day. 

For some time now we have been interested in the over-head 

tone arm. Specificially one model illustrated in various Audio 
publications caught our eye. It's OrthoSonic V/4. What 
it does is to allow any Hi-Fi cartridge to move across the record 
eliminating tracking error by following the course of the 

original cutting stylus. For our stereo testing however, we 
needed a tone arm that would accommodate two cartridges, 
so the Ortho-Sonic model #300 (Binaural) was put at our 
disposal. (See Photo) Contrary to some misconceptions con-
cerning this type of arm, we found it perfect in every respect. 
Of course, installation instructions must be followed to the 
letter. The cartridges and stylii must ride parallel to the 
turntable. After our original installation to the Fairchild 
Base and turntable, a simple adjustment put everything in 
perfect operating order. Even the anticipated trouble of start-
ing both cartridges in their respective lead-in grooves proved 
unfounded. Since the OrthoSonic has an ingenious rubber 
bumperette to permanently set the correct starting position of 
the stylus in the outside cartridge by merely sliding the second 
cartridge against the first which rests on the starting bumper-
ette you can't miss being in sync when the cartridges are 
lowered to playing position. In case you're wondering about 
those cartridges-they deserve a loud bravo to the Fairchild 
Recording Co. With this new model 225A, absolute quality 
has been maintained with additional -features incorporated 
to make these the finest on the market today. Look for more 
on these fine cartridges. 

In order to round out our stereophonic demonstration we 
were indeed fortunate to secure the rather fabulous H. H. 

Scott model 330 B AM-FM tuner. (See Photo) It is one of 
the smartest looking pieces of Hi-Fi equipment to come our 
way in some time. Housed in a handsome walnut cabinet 
with a high-fashioned metallic grill on the top side, this unit 
will compliment any High Fidelity installation. Appealing to 
women with its smart design and to the man of the house 
for its super electronic features, the new Scott really has every-
thing. A later, more technical review will follow, but for the 

moment let us explore this Scott from our stereo interest. 
Anticipating the growth of the stereo method of reproduction, 
the Scott engineers have designed two tuners on a single 

chassis:: one high quality AM section incorporating a new de-
tector design which results in distortionless reception on even 
the highest modulation percentages and frequencies, plus new 
wide-range AM setting for perfect reception of high-fidelity 
AM broadcasts; the second, a new FM section, with 3 micro-
volt sensitivity far _21.). d1.1 of -41.14W-sing. Everr-t-ite-most-dietant 
stations are received with clarity, and with the wide-band 

design with 2 megacycle detector bandwidth, tuning is sim-
plified making it absolutely drift-free and non-critical. 

It's a piece of equipment we like because a great deal of 
thought and workmanship has gone into its over-all design. 
It may be used for either monaural or binaural (stereo) 
operation. For those now interested in putting together a 
new Hi-Fi system we would definitely recommend this Scott 
330 B tuner for this one flexibility feature alone. Far too 
often, readers have informed us that sound equipment manu-
facturers have not anticipated change and development of new 
techniques far enough in advance. Scott, however, has and 
the result is a great tuner. At the present time, only a few 

binaural programs are being presented to the public, but we 
feel as Scott must have felt, that in the very near future, many 
more such programs will be beamed out for Stereo reception. 
If you have the Scott 330 B, you have purchased wisely with 
an eye to the future. 

Aside from the separate FM and AM outputs, this unit also 
provides a tape recorder out-put plus a regular out-put which 
can feed into your regular pre-amplifier or amplifier for 
monitor purposes. Nothing has been overlooked in this Scott 
330 B and we've actually used it in all the above-mentioned 
combinations. The stability and reception ability plus the 

clean quality on either AM or FM or both left nothing to be 
desired. This is indeed a top-quality audio necessity. 

Converting To Stereo 

Let's assume > ou lia ‘L at present a monaural Hi-Fi set-up and 
you're anxious to go Stereo. What steps would you take? 

Since many of our readers already have tape machines we 
thought it might be a good idea to investigate the conversion 
of the monaural to stereo operation so that the procedure 
could be clarified for our readers. 

We started out with a Berlant model BR-1 tape machin. 
The unit (see photo) is over three years old and consists of I 

drive mechanism or tape deck, two inputs (microphone and 
line) amplifier and pre-amp. section with a VU meter. It 
could record full track at 7%2 ips or 15 ips. On playback we 
could either playback full track tapes at either speed or half-
track tapes. But that was about the extent of its function. 
Then along came the exciting prospect of being able to re-

produce the fantastic music now being recorded on stereo-
phonic pre-recorded tapes. What to do? Go out and buy 
another unit? Or convert what we had? 
These questions were promptly answered for us by the very 

competent staff of the Sigma Electric organization here in 

New York City. Sigma is the authorized agent for Berlant/ 
Concertone as well as many other popular tape recorders. A 
short discussion with Mr. W. Goldstick at Sigma about our 
conversion problem and just what features we wanted in-
corporated into our machine (Stereo stacked head, In Line, 
playback, easy switching, possible later addition of the stereo 
record head which would allow us to record stereo as well as 
play it back) resulted in one of Sigma's tape specialists, Bohdan 
Petryk, starting the conversion job. 

Actually, what Sigma Electric did was to add a Triple-play 
Stereo playback head (see photo with Sigma engineer Bohdan 
Petryk doing the conversion) plus the necessary interconnecting 
cables, switches and do a complete checking and adjusting 

(Continued on page 92) 
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The photograph above is of the 
Bell Stereophonic tape machine, BT-76. 

The FIT-76. showing same tapes mentioned in (wadi 
nnei lt,,11 microphone. includ,r1 with thè machine,. 

Above is the Bell, Stereophonic 3 DT-G 
stereophonic amplifier. 

George Kluge's stereophonic home system listed on 98. 

It the left is the Scott 330 Stereo AM-FM tuner 
fin Stephens Tru-Sonic speaker model 622. 
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ON 0,E COMPACT CHASSIS! FISHER FM-AM 

TI-1 

TUNER, AUDIO CONTROL AND 30-WATT AMPLIFIER! 

EVERYTHING YOU NEED! 

ON ONE SUPERB CHASSIS! 

IIIS -11ER 
"500" 

f—r JIM/SANDS have asked us for it — and here it is! An extreme-
1 sensitivity FM-AM tuner, a powerful 30-watt amplifier, and a 
Master Audio Control — all built on one compact chassis. Simply 
add a record changer and loudspeaker to the FISHER "500" and, as 
easily as that, you have a complete high fidelity system. Its quality — 
in the finest FISHER tradition. Its appearance— the timeless beauty 
of classic simplicity. Here is the most economical form in which VOU 
can own FISHER equipment. 

Chassis Only, $249.50 
Mahogany or Blonde Cabinet, $19.95 

Outstanding Features of THE FISHER " 500" 

• Extreme sensiti% ity on FM and AM. Meter for micro- accurate tuning. • Full 
wide- hand FM detector for maximum capture ratio. • Powerful, 30- watt ampli-
fier; handles 60- watt peaks. • Uniform response, 16 to 32.000 cycles. • 4 inputs, 
including separate tape playback prearrp-equalizer. • 4. 8 and 16-ohm outputs 
match all existing speakers. • Recorder output ahead of volume and tone con-
trols. • 7 Controls, including 9.pos'tion Channel Selector ( AM, FM, AES, R1AA, 
LP, NAB, TAPE, AUX 1 and AUX 2), Loudness Contour ( 4-position ), vol-
ume, Bass, Treble, AC- Power, Station Selector. • Beautiful, die-cast, brushed 
brass escutcheon and control panel. • l'in-point, channel indicator lights. 
• Smooth, flywheel tuning. • Largest, easy- to- read, slide- rule da!, with logging 
scale. • High efficiency FM and AM antennas supplied. • 14 tubes plus 2 
matched germanium diodes. • sizti: 13 7/1o" w. x 12.;i" d. ( excluding knobs) 
v 61/4 " high. 

Prices Slightly Higher In The Far West 

WRITE TODAY FOR COMPLETE SPECIFICATIONS 

FISHER RADIO CORP., 21-33 44th DRIVE • L. I. CITY 1 • N. Y. 
11111181111111111111 
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COMPONENT PARADE 
High Fidelity equipment is getting more 

attractive each year as witness the several 

component parts, . shown on these two 
pages and throughout this article. Re-

member that you can avoid the expense 
of re-buying in the future for the must 
of sterophonic sound, by recognizing its 

already present availability, by buying 
component parts easily convertible to 
sterophonic use. 

Above: Harmon-Kardon FM-100 tuner. 

Above: The Fisher FM tuner, FM-40. 

Above: Fisher AM tuner, model AM-80. 

Abore: New model, 3-DT, stereophonic 
amplifier by Bell Sound Systems. 
This and other items above are noted 
again either in text or on page 98. 



THE ABSOLUTE SENSATION 
On this page are two enclosures 
by the Stephens Manufacturing 
Company. The Columbian, 
model 622, pictured above, is 
the set used by Kluge for his 
at-home testing. It includes Tru-
Sonic's 120LX8 ohm low frequency 
driver, 214 super tweeter and a 
5000 cross-over network. Kluge 
found it to have a combination 
of rich brass and mid-range repro-
duction plus the crystal clear 
highs. "adding immeasurably 
to our stereophonic enjoyment." 

THE. FISHER 

AMERICA'S LEADING FM TUNER • IN SENSITIVITY, APPEARANCE AND WORKMANSHIP 

OF THE 1957 

LOS ANGELES and SAN FRANCISCO 
HIGH FIDELITY SHOWS! 

THE FISHER 
Gold Cascode FM Tuner 

FM»90X 
T

HE EXCITING RECEPTION bestowed upon the new FISHER 
FM-90X on the occasion of its recent introduction, was unani-

mously supported by the ovation accorded it at the Los Angeles 
and San Francisco high fidelity shows! The revolutionary Goin 
CASCODE RF amplifier, and exclusive FISHER circuitry break 
through the sensitivity barrier to reach its theoretical limits — a 
feat never before possible — to surpass all other FM tuners. The 
GOLD CASCODE tube is the costliest of its type in the world --
and carries a two-year warranty. Only THE FISHER has it! 

Basic Features of the FM-90X 
• TWO meters, for micro- accurate tuning. • Revolutionary, dual dynamic 
limiters ,n ope:ation on si,nals Ls low as 0.5 microvolts, assure noise- free 
reception where all others fail. • Full wide-band detector for maximum 
captu-e ratio. • Exclusive, variable inter- station noise eliminator. • Full 
limiting on signals as low as 1 microvolt. • Dual triode, cascode-tuned RF 
stage. silver-plated RF shield, triode mixer, four IF stages • 0.7S mizrovelts 
for 20 db. of quieting. • Uniform response, 20 to 20,000 cycles. • Three out-
puts Main. Recorder and Nlultiplex I. • Dual antenna inputs ( 72 ohms or 
300 ohms balanced). • Four controls. • 10 tubes plus four matched germanium 
crystal diodes. • Specie; circuits for meter operation. • Chassis completely 
shielded and shock.nnounted. • Beautiful. die-cast, brushed brass escutcheon 
ini con•rol panel. • Dipole antenna supplied. •ti17.F.: 13%" wide s hieh 

deep ( plus 1" for knobs). • %% Hum : 15 lbs. 

FM-90X • Gold Cascode FM Tuner • $ 169.50 
MAHOGANY OR BLONDE CABINET: $ 17.95 

Prices Slight's lligh,r in the Far West 

FISHER RADIO CORP., 21-33 44th DRIVE • L. I. CITY 1, N. Y. 
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If you're 
interested 
in true 
highildelity 

YOU NEED THIS! 
... The authoritative, easy-
to-understand story of how 
a hi-fi loudspeaker works. 
Tells you how to judge a 
good loudspeaker . . . 
what to look for, listen 
for. 32 fascinating pages, 
including dozens of dia-
grams and delightful car-
toons. Only book like id A wonderful guide 
for everyone who has a hi-fi system. A must for 
everyone who plans to purchase one! 

Yours FREE—just send a dime to cover cost 
of mailing. 

University Loudspeakers, Inc., White Plains, N. Y. 

MMMMMM MIMI 

UNIVERSITY LOUDSPEAKERS, INC. Desk U-11 
80 South Kensico Ave., White Plains, N. Y. 

Gentlemen: Please send me my copy of 
"Speaking about Loudspeakers." Enclosed 
is Dime to cover the cost of mailing. 

• NAMF  

• ADDRESS 

CITY STAT 

BEST BUY IN Fil-F1 

A deluxe equalizer pre-amplifier control 
center. The Premier 212 provides the 
ultimate in high fidelity performance. 
Featuring exceptional flexibility with 13 
controls including 6 position turnover and 
roll- off record compensators, bass, treble, 
presence and low frequency balance con-
trols. 8 inputs with 2 phono channels and 
equalized tape head input. Freq. Response: 
±0.1DB, 10 to 20,000 CPS. Distortion: 
0.5% harmonic and 0.1% intermodulation 
at 10V. output. Finish: Charcoal Gray 
and Brass. For tabletop or cabinet in-
stallation. 
Net Price 

Grommes Premier 260. 60 Watt Basic 
Amplifier. New advanced high fidelity 
circuitry. Featuring direct coupling, cath-
ode coupled phase inverter, feedback 
cathode follower drivers and push pull 
6650 tubes. Premier fidelity assured when 
combined with the Grom-
mes 212. Net Price   

 $129.50 

$169.50 
At all better High Fidelity Dealers 

For Free Hi-Fi Equipment Brochure write... 

Grommes 
Division of Precision Electronics, Inc. 
Dept. M-3, 9101 King St., Franklin Park, Ill. 

The ICI enclosure with Wharfdale speaker used in our record reviewing. 

Procedure of the entire tape unit. This included replacement 
of (4) pressure pads, (3) head shield assemblies, adjustment 
of the take-up turntable, brake adjustment and a very thorough 

operational check-up. The latter procedure involved adjust-
ing frequency range and balancing all heads using the latest 
electronic testing equipment. This complete electronic check-
up is standard on all conversion to stereo jobs that come into 
the Sigma organization. After a final bench test supervised by 
Sigma's Mr. Goldstick, using the very accurate Ampex test 
tape which is the same tape used by the professional record-
ing tape engineers, our Berlant monaural recorder was pro-
nounced ready to perform the new stereo medium in our 
apartment. Sigma had added the third dimension so that we 
could reproduce stereo In-line (Stacked), or regular single or 
dual-track tapes. (Note) We're adding another Berlant 
Record-Playback amplifier which is an exact duplicate of the 
amplifier already in our Berlant— (see photo) plus the stereo 
Record head which will permit us to record as well as playback 

stereo. This will be added by Sigma in the near future so we 
can bring you a report on the Stereo recording technique and 
its advantages in future articles. 

We know that new home stereo tape machines are now 
available and more models are on the way. We've also noted 
that manufacturers of tape recorders have anticipated the 
need for making it possible to add this great stereo feature to 
some of their equipment already in use by tape enthusiasts 
the country over. For example, the Pentron tape recorder 
.titfit now offers a new Stereo Magic conversion kit which 
idapts any Pentron recorder sold in the last five years for 
,!creophonic playback. 

Berlant/Concertone professional line of tape recorders in 
the $500, $700 and $ 1300 class with Stereo recorders in the 
s800 and S1000 class also has a unique feature in that early 
model Berlants and Concertones can be readily converted from 
monaural recorders and playback units to the new exciting 
stereophonic dimension at a fraction of the cost of buying 
new equipment. 

One word of caution however, since electronic circuits and 
delicate balancing is necessary in installing these new stereo 
heads kits we would recommend that a fully competent service 
organization be contacted to do this job for you. 

We found the Sigma shop staffed with a highly efficient and 
competent group of electronic experts. I noticed that the same 
high standards of workmanship prevailed whether these ex-
perts were working on a recording studio $2,000 Ampex re-
corder or adding a Stereo head to a $ 180 Pentron unit. This 
attention to detail was really noticed when our Berlant was 
operating again in home usage. The recorder had been put 
back in the same working condition as when it was originally 
purchased—as a matter of fact, even better. You'll be hearing 
more about this converted Berlant stereo tape unit in our 
stereophonic tape reviews at a later date. 

If you now own a High Fidelity tape unit (Ampex—older 
model, Concertone, Bell, Pentron or others), by all means seek 

out the advice and workmanship of an organization like Sigma 

92 



'..,eve is the 300-D cased aniplifier 
and speaker by Bell. 
The entire speaker enclosure is 
removable for remote function 
with HT-76 stereophonic tape recorder, 
shmcn on the cabinet. 

Electric of New York, to work out the 
details of adding the new stereo feature 

to your unit. 
After talking to Sigma, as well as 

recording company engineers, we should 
like to make an appeal here to the 
manufacturers of stereo tape units. This 
matter of type of playback stereo heads 
should be carefully considered so that 
a form of standardization is set up from 
the beginning. As we understand it, 
one of the big recording companies, 
issuing pre-recorded tape will discon-

tinue releasing staggered head tapes and 
will standardize all releases for the 
stacked or in-line head. We gratefully 
learned that the Bell Sound Systems 
people have taken this into account and 
their new model to be released in April 
will play staggered OR stacked tapes 
as well as the monaural dual or single 

track tapes. May we suggest that if 
you're just starting out with a new stereo 
tape machine you look for this flexi-
bility of the stereo head playback por-
tion of your machine. 

If you do not have a tape machine 
we'd recommend that you look over the 
new Bell stereo tape unit (BT-76). We 
found it one of the most exciting new 
stereo tape machines below $200 to hit 
the market in some time. It's a three-
speed stereophonic tape recorder and 
playback unit. It boatsts an over-all fre-
quency response of 30 to 12,000 cps. 

are you 
playing records 

through a 

strainer? 

If you're playing your records on a no-fi phono-
graph you're only hearing a small part of the record 
quality you're paying for. You see, ordinary radio-
phono's (whether they're labeled hi fi or not) strain 
out many of the highs and lows present on the 
fine records being manufactured today. And much 
of the music they do let through is distorted. We'd 
like to suggest that you listen to real hi fi . . . 
H. H. Scott high fidelity components . . . at your 
dealer's. Hear all the music you're paying for . . . 
and hear it without distortion. But be prepared 
to be dissatisfied with your present equipment ... 
we guarantee you will be! 

FREE! Learn how easy it is to retire your strainer to the kitchen 
write For H. H. Scott's Hi Fi Guide and catalog. It's called Book. 

let Lit. 

High Fidelity 

Components 

P. N. SCOTT, INC., 385 Putnam Ave., Cambridge, Mass., Export Dept: Telesco International Corp., 270 Park Ave., N. Y. 17 

Incomparable 

Write for 
dealers' names 
and a copy of 

illustrated booklet 
B.I.C. High- Fidelity Plan Book 

G-AIRARD 
Garrard Sales Corp. Dept. GA-457 
80 Shore Rd., Port Washington, N. Y. 

Please send B.I.C. High-Fidelity Plan Book 

Name  

World's Finest 
Record Changer 

Address 

City  State  

Quality-endorsed product of the British Industries Group, which includes 

Garrard Record Players, Leak Amplifiers, Wharfedale Loudspeakers, Ri Speaker 

Enclosures, River Edge Cabinets, Genolex Tubes and Ersin Multicore Solders. 
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• "High fidelity" 
might be defined as 
the precision repro-
duction of music 
by a system of 
specialist-built com-
ponents. Among 
these components_ : 
amplifiers, radio 
tuners, record play-
ers— nowhere is pre-
cision workmanship 
more important than 
it is in the loud-
speaker. 

• Consider the 
function of a loud-
speaker. It must 
vibrate at exactly 
the same frequency 
as the electrical • 
signal fed to it by : 
the amplifier. This • 
frequency may vary : 
from 30 to as many 
as 15,000 times a 
second! Consider 
that now we are not 
dealing with elec-
trons of negligible 
mass, neither are 
we working with a 
tiny phonograph sty-
lus; in a loudspeaker 
we must control the 
actual physical 
movement of a con 
siderable mass of 
metal and fiber. A 
moment's reflection • 
will show that in : 
this component pre- • 
cision workmanship :" 
is all important. . 

• JBL Signature 
Speakers made by 
James B. Lansing 
Sound, Inc., are 
made with that de-
gree of precision 
usually associated 
with scientific in-
struments or naviga-
tional chronometers. 
Perhaps they should 
not be called " loud-
speakers" at all, but 
should be given the 
more technically 
correct appellation: 
precision transduc-
ers. No matter how 
difficult the manu-
facturing operation, 
if a refinement will 
result in better 
sound, it is built 
into JBL Signature 
Loudspeakers. 

The place to see 
and hear JBL Signa-
ture units is in the 
component demon-
stration room of the 
authorized JBL Sig-
nature High Fidelity 
Sound Specialist in 
your community. 

• 

• 

Only AL 
Signature 
speakers are 
made with 
e voice coils 
...such as the 
15" JBL 13130 
Extended 
Range unit. 

Only the 
JBL Signature 
0123 is made 
with a frame 
so shallow 
that it may 
be mounted 
flush with 
wall surface. 

Only JBL 
Signature 
High Frequency 
C omponents 
are made with 
acoustical 
lenses for 
smooth treble 
distribution. 

in a high 
fidelity 

loudspeaker 

PRECISION 
... is the 

measure of 

QUALITY 

• The ring 
V e • radiator 

•  tFrequency 
• unit is an 
• exclusive 
• JBL Signature 
. development. 

Most handsome 
and versatile 
speaker 
enclosure 
made the 
181. Signature 
Harlan. 

Universally 
acclaimed 

• first choice for 
• high fidelity 
. ' Dream Set'' 
„ ,.. the .1131. 

Signature 
• Mansfield. 

Most popular 
enclosure the 
JBL Signature 
Model C34 
back.loaded 
folded horn. 

Speakers of 
the highest 
precision 
bear this 
trademark. 
"JEIL`• means 
James B. 
Lansing 
Sound. Inc. 

For his name and address, write to: 
James B. Lansing Sound, Inc. 

2439 Fletcher Drive • Los Angeles 39, Calif. 
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Above is another view of George Kluge's stereophonic set-up. 

with three inputs (2 microphones, 1 radio-phone-amplifier-TV) 
allowing for mixing of 3 different sound sources, and most un-
usual is the four output set-up. 1. External amplifier high 
impedance output; 2. External speaker with an actual im-
pedance of 3.2 ohms (4-16 ohms work OK); 3. A 500 ohm 
output terminal strip inside recorder; and 4. Stereo (#2 
channel) pre amp output. With that combination of inputs 

and outputs this BT-76 can be hooked up to a Hi-Fi setup to 
handle any type of recording or playback job. Plenty of power 
at those outputs too, 3 watts from recorder amplifier and ,A volt 
from Stereo pre-amp output (into 250,000 ohm load or higher). 
Speeds of 7y2, 334 and PA inches-per-second give you plentN 
program material on your recorded tapes. Wow and flutter is 
less than .25% at VA IPS. Incidentally, the speaker in this 
fabulous unit is a big heavy-duty oval 6" x 9" size and really 
sounds great. 

Speaking about new equipment, VM introduced a model 
711 which offered stereo playback as well as single channel 
recording, and a frequency range of 15,000 cycles at a little 
over $200. Another model 710 offered convertibility to stereo 
playback and the same frequency range at $20.00 less. 

The Bell Sound System outfit along with the fabulous BT-76 
used by us for testing for this review has announced a new 
Tape Transport Model T-202. This unit is designed to in-
corporate such features as a keyboard panel to control all 
transport function, positive but gentle Auto-Dynamic Braking, 

three 4-pole motors (which completely eliminate belts, pulleys 
and mechanical brakes), and selective Stereophonic Playback 
arrangements: Either "stacked-in-Line"; "staggered-off-set" or 
both. A dual track erase/record playback monaural is stand-
ard equipment on the Model T-202, which, with offset stereo 
playback, will retail for less than S100.00. 
Now that we have covered the tape portion of your system. 

what about the other components necessary to give you stereo? 
You have an amplifier with controls? Fine, then simply pur-
chase another amplifier in the same size of equal quality and 
remember it should also have the same controls as your origi-
nal amplifier; this so you can balance your sound once you're 

set up in your listening room. Then you'll need another 
speaker (here we'd say that you try to duplicate the one you 
already own, and place both speakers about 10 to 15 feet 
apart. Now you merely hook your stereo output of the tape to 



one amplifier input and the second tape 
output to the second amplifier, balance 
the one and sound of both, and 
you're listening to stereo in your own 
home. Another FM or AM tuner may 
be added in the saine fashion as may a 
binaural record player. (See how we 
did it earlier In this article.) A list of 
suggested equipment to give you stereo 
follows. 
And now our listening results: With 

the equipment we'd assembled in our 
living room (see photo) we were about 
to begin our Stereophonic At Home 

demonstration. We tried to include a 
cross-section of available record material 
and live broadcasts to cover as much as 
possible for our review on these pages. 
Due to limited time we could only se-
cure a few examples of available stereo 
material—records (binaural) and pre-
recorded tapes. In future articles we'll 
have more reviews on new Stereo tape 

releases. 
First we listened to the demonstration 

tape sent along with the Bell Tape 
unit. This contrasts the differences in 
"kitchen" radios, hi-fi, and stereo. 

What a thrilling surprise! All that we'd 
heard about stereo and more was true. 
Jan and classical music, popular songs, a 
sound effect of the passing train all 
demonstrated a new dimension, direc-
tion and depth perception unattainable 
from monaural reproduction. 
Then we tried some Livingston Stereo 

Tapes including the very impressive 
sounds recorded stereophonically on 
their Demo tape called Stereo Show-
case by Livingston. Again we had real 
listening proof that this new method of 
recording and playback was the answer 
to natural listening. For our progressive 
jazz session we heard the exciting Rusty 
Dedrick, Trumpet with Rhythm and 
Winds. It was like we had the session 
right there in our living room. On the 
jazz kick we tried two more great stereo 

tapes by Livingston: Paul Barbarin and 
his New Orleans Jazz and Wilbur De 
Paris and his New Orleans Jazz. Man, 
talk about being on Bourbon Street? We 
really were all the way. 
Armed with only one Binaural record 

from Livingston, we approached our 
new two channel Stereo Phono (de-
scribed above), with Lenny Herman and 
The Mightiest Little Band in The 
Land. On the record packet we were 
informed that it was recorded on locat-
ion at the famous Roosevelt Grill here 
in New York City. Well for a moment 
after the disk started, I felt the same 
way as I used to when I announced the 
band pick-ups from the same room a 
few years ago when I was with CBS 
radio. The entire flavor of the room 
acoustically and musically returned to 
me as the Livingston Binaural disk 10R3 

spun to its conclusion. 

* faithful 

reproduction 

Another reason why today's fastest 
selling high fidelity record changer is 

* Faithful Reproduction —  

distortion-f ree performance — 

balanced motor, pulleys and couplers reduce 

  rumble to an inaudible  F— minimum. Automatic muting switch 

eliminates `clicks'. 

ide For other features and new popular price. see your hi- ti dealer or write Dept. J-57 

‘,W) ROCKBAR CORPORATION eso Halstead Avenue. Mamaroneck, N. V. 

Use the information card between pages 98 and 99 

to secure catalogs and brochures from 

our advertisers, who are only too glad to serve you. 

wherever listeners can 

compare reproduced with live sic 

the preference is for 

33C112E-£0131C 
2€44141, readViefredeA4 

Yhe Fee" eee en eoeend 

THE R.T. SALES CO. 
BOX 966M • DARIEN • CONNECTICUT 

EXPORTS: ELECTRONICS MANUFACTURERS EXPORT CO . PLAINVIEW • N.Y. 
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JAllTAPE 
THE HI-L'S • PETE DAILY • 
MARY LOU WILLIAMS • 
BUCK CLAYTON • PAUL 
SEVERSON • PETE CANDOLI 
NEW ANIMAL CRACKERS 
JAll BAND • GEORGE LEWIS • 
BOB ENEVOLDSEN • DICK 
MARX • LAURINDO ALMEIDAI • 
FRANK COMSTOCK • SEXTET 
FROM HUNGER • KID ORY • 
LIZZIE MILES • OSCAR MOORE • 
BOB KEENE • HERBIE HARPER • 
THE INTEGRALS 
Send for complete catalog listing 
30 JAZZTAPE releases. Many 
not available on records. 

0,1-rERNATIONAL PACIFIC 

JAZZTAPE 
RecoRDING CORPORP`11°" 

858 VINE MCILYWOOD ?8, CALIF 

Hi- Fi 

featuring: 
the world-famed Lang Sonocell 
speaker system, 4 speed record 
changer, recording balance and 

true loudness controls, full 
power push-pull amplifier, in 

custom crafted cabinets of 

mahogany, natural, ebony 
or blond. 

$280.00 

The KELTON 

For a complete change of pace we 
went back to our Fairchild Turro-
matic Turntable with the dual Fair-
child 225A cartridges in the Ortho-Sonic 
arm for a couple of the famous Cook 
Laboratory new Micro fusion binaural 
releases. Here is an entirely new kind 
of record. We were interested in Micro-
fusion which first of all precipitates a 
snowfall of micro-size plastic flakes into 
the record mold, covering the en-
tire 12" area in uniform thickness. 
Second, the book is placed in the low-
pressure pneumatic press (no brute 

force hydraulics), subjected to gentle 
pressure and a flash of heat. The Micro 
particles fuse accurately into the groove 
contours. Third, it is cooled quickly, ex-
tracted and inspected. These records are 
99.7% pure and they are hard, the highs 
stay put. On our playback of three of 
these fine records we did find the surface 
noise down to about the same as pre-
recorded tape or better which is very 
good for records. Cook records have 
some very interesting material avail-
able in binaural as well as monaural 
which we'd like to tell you about more 
in letail in later reviews. In BN206-1 
Vol. 1, Masterpieces from the Theatre, 
for example, we heard the acoustical 

depth and dimension of the full orches-
tra in two channel recording for the 

and 

styled and engineered for 
the connoisseur . . . music's 
most commended high-
fidelity phonograph. 

By Lang & Taylor 

100 FELTON STREET, WALTHAM 54, MASSACHUSETTS 

first time. Under the compelling direc-
tion of Willis Page the New Orchestra 
Society of Boston brought Bizet; Intro-
duction to Act. 1 of Carmen and Ros-
sini's Overture to La Prozza Ladra into 
our living-room. On side B of this same 
recording Mendelsohn's Scherzo from a 
Midsummer Night's Dream and von 
Weber's Overture to Euryanthe. With 
the full symphony orchestra recorded 
stereophonically the missing third di-

mension of reproduced music is strik-
ingly apparent. Then we tried Inter-
mission at the Mosque #1059 X with 
Reginald Foort putting his famous 

organ through its paces. In Binaural this 
instrument reaches even more stagger-
ing dimensions than ever heard before. 
From Port Of Spain in Trinidad, Cook 
captured on-the-spot flavor of the crown-
ing of the new Calypso King. The ex-
citing movement of this colorful carni-
val with rhythmic music and the many 
voices of happy people really comes 
alive on this Binaural recording # 1072. 
Over the week-end we had ample 

opportunity to check Binaural AM-FM 
reception over the New York Times 
radio station, WQXR. With both tuners 
of the Scott set at WQXR we heard a 
piano recital with a new full dimension 
reception never experienced before. A 
small quartet in stereo took on a new 
aliveness as the definition of each in-
strument cut crystal clear into our lis-
tening area. Then we heard a new 
RCA pre-recorded tape of the Brahms' 
Symphony No. 2 with Charles Munch 
and the Boston Symphony Orchestra. 
Again the impact of Stereo was breath-
taking. 

In further review of other Stereo tapes 
we were really bowled over by the 
fantastic sound from the new Omega-
tape releases, starting out with the Na-
tion's No. 1 vocal group The Hi-Lo's in 
Hi-Fi. What a pleasant change to listen 
to four guys who can really sing. Re-
corded stereophonically (St. 7006) with 
Frank Comstock's orchestra the fabulous 
hi-Los do Sur) ey with the Fringe on 
Top, Long Ago and Far Away, China 
Town My Chinatown, Birth of the Blues 
and many more all beautifully arranged 
for voice and orchestra. This release 
calls for more of the same—but fast! 

For that danceable mood music we 
tried Warren Baker and The Baker's 
Dozen (ST' 7010) This Is It, and, once 
again, the magic third dimension of 
stereophonic sound brought the orches-
tra and all the subtleties of the arrange-
ment—missed on monaural (one chan-
nel) reproduction—right there to our 
living-room. 

For a complete change now we tried 
some real easy listening with Omega-
tape ST 2005 Music From a Nearby Star 
with piano, celeste and bass never more 
faithfully recorded and reproduced. Even 
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the rhythmic movement of the bass 
players left hand on the neck of the in-
strument comes through with amazing 

reality. 
We taped on into the night with 

Omegatape Piano Jazz (ST 26) The 
Dick Marx Quartet; Jazz Chimes (ST 28) 
Interesting Intervals with the Intervals; 
and some real cool Jazz and the Paul 
Severson Quartet in (ST 4016). "Sounds 
. Crazy." All were great new releases 

by Omegatape. 
The future of stereophonic sound at 

home is unlimited. It represents an-
other major advance toward Natural 
sound reproduction. May we go on 
record as stating that stereo is not a 
gimmick, but rather a further develop-
ment of electronic techniques to bring 
you more pleasure and listening enjoy-
ment of all music reproduced in your 
home. True, startling sound effects are 
possible with stereo, but its real value 
lies in its ability to reproduce the origi-
nal music with all its dimension, depth, 
tone and beauty intact as it flows forth 
from your two-channel stereo speaker 

system. 
As with our home stereo set-up, this 

was again most vividly demonstrated to 
me in the stereo playback room at RCA 
Victor here in New York City. In this 
room, which, incidentally, could be com-
pared with our own living room, I heard 
a new Stereo Master Tape which will be 
released in a month or so: It was Morton 

Gould's Brass and Percussion. It was 
recorded in RCA's Webster Hall studio 
with talented engineer Jack Phieffer at 
the stereo controls. This tape rep-
resents stereo at its best. The three se-
lections I heard were: Stars and Stripes 
Forever, which I've never heard more 
faithfully reproduced; an original Mor-
ton Gould composition called Parade 
which very clearly marched two orches-
tral bands into that little listening room 
at RCA. (They criss-crossed each other 
as they marched from left to right and 
back again—formed in the center and 
played an unforgettable two-band duet 
with such force, dimension and fullness 
that it was really just like being at the 
recording session. What a Demo this 
will make for stereo tape sales!) Final-
ly, I heard Morton Gould's Fourth of 
July, equally exciting and colorful in 
this new stereo medium. 
When a large recording company like 

RCA Victor puts out such perfect 
sound done by the world's foremost 
artists in the most exacting new tech-
nique (stereo) you may rest assured 
that stereophonic (two-channel) listen-
ing is here to stay. But as is always the 
case in trying to tell about it on paper, 
we find ourselves at a loss. Try listening 
to two channel stereo and see if you 
don't say, "Music never sounded so 
great." 

"BUILD- IT- YOURSELF" AND ENJOY 

IN KIT FORM 

Anyone can can build high quality Heathkits from the complete 
instructions supplied. Experience the thrill of " building it 
yourself," and then sit back and enjoy virtually distortion-
less musical reproduction in your living room. Heathkits 
provide symphony- hall tone quality for the really critical 
listener, and are the finest electronic kits available-- at 
any price. 

O Heathkit High Fidelity FM TUNER KIT ... 
A high-gain, stable FM tuner incorpo rating its MODEL FM-3A 
own power supply. Matches the WA-P2 prshi ;gun wcatp7iniebB s. e-
amplifier in appearance. New-design circuit 
features latest miniature tube types. $25.95 gg-§EIL 

e 

e 

Heathkit vain AMPLIFIER KIT... 
Williamson-type amplifier kit features special Peerless output 
transformer and KT-66 tubes. Incorporates the very latest 
design features for exceptional performance. 

W-5 M Main Amplifier with power supply. 
Shpg. Wt. 31 lbs., Express only  $59.75 
W-5 consists of W-5M kit above and WA-P2 kit 
listed below. Shpg. Wt. 38 lbs.. Express only  $79.50 

Heathkit High Fidelity PREAMPLIFIER KIT 
Designed for remote control, compensation and 
preamplification with Heathkit Williamson 
Type Amplifiers. Meets most rigorous hi fi spec 
ifications. Beautiful satin- gold (mist, 

MODEI WA- P2 
Shin Wt 111s. 

$19.15 

HEATH COMPANY 
A Subsidiary of Daystrom, Inc 

BENTON HARBOR 28, MICHIGAN 

mnaranitz company 
44-15 Vernon Boulevard, Long Island City 1, N. Y. 

write for literature 

&feat 

0 o 

Fla CATALOG 
tej Pts. Write h . ip fui 

Describes more than 

6 65 tcp.quality electronic 

free copy today' 

preamplifier with cabinet $168* 

*slightly higher west of the Mississippi 

$198* 
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STEREOPHONIC SOUND FOR YOU 

Above: the Kluge stereophonic home unit, 
showing two Stephens Tru Sonic 622's; 
the Bell BT-76, Scott model 330 stereo 
tuner, Bell stereophonic 3DT-G amplifier, 
the Fairchild (411-H) Turromatic 3-speed 
tuntable, Fairchild 225-A cartridges, 
Ortho-Sonic tone arm, model 300 for binaural 
records and a few of those records by Cook. 
Below is a real close-up of the turntable 
by Fairchild, surrounded by stereo tapes 
produced by RCA, Livingston and Omegatape. 
and some binaural records by Cook 
and Livingston to complete the group. 

George Kluge, the author of this article, and the hi-fi editor of 
JAZZ TODAY, is a truly novel sound engineer. For 14 years he 
has had a career in radio, recording, motion pictures and tele-
vision as an actor. Out of his interest in sound came a separate 
career in high-fidelity, the building of a business (Broadcast 
Quality Sound at 100 West 55th St., New York), both careen 
melding to create the complete expert, full of knowledgeable 
skepticism and a true respect for realistic fidelity. The follow-
ing is a list of actual recommendations for your buying. 
Remember, in-the-home testing is the only sure way, and a 
sound engineer is generally more of an investment than an 
expense. 

Stereophonic Tape System 

A moderately-priced system, at appfuximately $350 would 
include a Bell BT-76 tape machine. two Harmon-Kardon 
amplifiers (model PC-200) and one Wharldale 8" speaker in 
an RJ enclosure. This system uses the Bell tape speaker for 
one channel and the Harmon-Kardon amplifier and Wharfdale 

speaker for the second channel. If you have a hi-fi unit, it 
could handle the second channel. All you would have to buy 
then would be the tape machine ($200.00). 

For still more money ($525), the Bell BT-76, one Bell 3 
DT-G binaural amplifier and two AR-2 speakers. 
A semi-professional outfit ($895) would be the Ampex A- I22, 

a complete stereo portable unit; and a professional unit 
($1050) might be the Berlant, series 30. a complete stereo 
portable unit. 

Stereophonic Phonograph System 

You could add this to any of the aboye tape systems either 
immediately, or when your budget returns to normal. For 
approximately $235.00, you would buy a dual tone arm by 
OrthoSonic (their number 300), cartridges by Fairchild (their 
225-A's) and a Fairchild 411 Turntable, 

Stereophonic Am/Fm Systems 

Radio, especially FM radio shouldn't be ignored in your high-
fidelity plans, especially with stereophonic sound available. 
When you can afford to, you could add any of these tuners 
(tuners are merely radios of excellent precision manufacture 
and are for AM or FM radio reception or both) to your stereo 
set-up: 

The Scott 330-B tuner costs $ 199.95. Or you could use one 
Fisher FM-40 ($99.50) plus one Fisher AM-80 ($ 119.50). 
Another such combination would include one Harmon Kardon, 
model FM- 100 ($95) and one Harmon-Kardon AM model 
T-120 ($75.00). 

It's obvious, of course, that if you're not yet ready to add 

stereo reproduction to your high-fidelity system, or if you've 
yet to begin building a hi-fi, you should buy or add equipment 
which is easily converted to stereo use, keeping in mind that 
a tape machine will some day be essential to the best listening 
and that eventually stereo tapes and binaural records will be 

as easily available as are our current LP recordings. We wish 
you all the best of listening. 
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The parade of jazz musicians that has gone to overseas 
places seems to be growing to a point where a date in Ankara, 

Turkey takes on the same sort of one-nighter quality as a sin-
gle gig in Flint, Michigan. As Herbie Mann, the recently re-
turned flutist-saxophonist says, " In Europe you travel four 
hundred miles and cover four countries. Here, you'd just 
be a little outside of Albany." The elements of time and 
travel, in the age of the four-hundred-mile-an-hour aircraft, 
makes distance an ever-diminishing handicap, and jazzmen of 
this country have, in this past year, been making broad 
capital of this reduction in distance. 

Herbie is a prime example. While in Europe, he covered 
the countries of Sweden, Denmark, France and the Nether-
lands. "I had a chance to play a one nighter in Helsinki, 
Finland, too, but the trip meant an over-night train ride and 
travel complications, and I was tired so I decided against it." 

While Herb was in Paris, he tried to get in touch with Kenny 
Clarke, who had been working there, but found that Klook 

"was playing a one-nighter in North Africa." 
Of course, what Herb was most delighted and gratified by 

in Europe was the overwhelming enthusiasm of the people 
with whom he came in contact. "It was wonderful the way I 
was treated. Everywhere I went, people were extremely friend-
ly. They made me feel like a celebrity, what with the radio 
and press interviews which happened in these different 

countries." 
Of the European jazz picture, Herb has seen a change oc-

curring. "In Sweden, for instance, the musicians are moving 
away from the so-called soft school and into the harder 
boppish element. Ame Dormnerus for instance is playing 

Bird-hard alto." 
The most impressive musicians Herbie met were in this 

same country of Sweden. "Lennart Jansson, who plays bari-
tone with Domnerus band, Ake Persson and Bengt Hall-
berg are easily among the top flight musicians on the con-
tinent. Hallberg, especially, is probably the best musician in 
Europe. He has incorporated into his playing the qualities 
of Tatum (he's like him in the sense that he's all over the 
piano), Bud, Brubeck, Tristano—almost all the top flight 
pianists you can think of. And yet there's no imitation at all 

Import: Accordionist Mat Mathews; 
Export: Flutist Herbie Mann. 

JAZZ AROUND 

THE WORLD 

in this influence. He's a wonderfully broad musician who 
knows his instrument inside out, and is, in a sense, handi-
capped by the fact that his rhythm section often has difficulty 
in following him. This is not to put that rhythm section down 
but, instead to give credit to Bengt for the fantastic ability 
he has himself. In France, Sascha Distel, a guitarist, has 
enormous qualities, and ranks along at the top of jazzmen 

on the continent." 
Herbie sees jazz in Europe as being much the same as it is 

here. "The young musicians—the kids—are listening not only 
to records from the States, but, also to their own people; their 
own veteran musicians. And, as in the case of Hallberg, who 
certainly is building something distinct and individual on his 
own, they have outstanding, singular musicians to listen to." 

Two other factors enter into his evaluation. "The fact that 
jau clubs have dancing and listening rooms in the same club 
and the enthusiasm of the jazz musicians to play. In Sweden, 
especially, these things make jazz an active and growing thing." 
Benny Goodman's visit to the Far East brought jazz to that 

area of the world for the first time and in a sense opened wide 
an already open door for American jazzmen. Outside of the 
important things done by Benny and his men for the State 
Department, one of the most cogent facts brought back by 
Benny and the members of the band, was the understanding 
and real desire, people of that area have of jazz and its side-
men. "They knew all about the sextets and the personnel of 
my records. I guess the extensive record distribution that goes 
on in those countries has a great deal to do with this." 

For the future Benny sees, in five or ten years, a whole 
circuit that might be possible throughout the Pacific area. 
"When traveling expenses and so on can be brought to a 

point that will make it economically feasible, tours might 
well make hops all over the Pacific. Tokyo, Japan and places 
like Hong Kong are ready right now to support this type of 

tour." 
The applause and high interest in jazz pours in from all 

corners, the riotous receptions Dizzy got in Ankara, Turkey, 
and South America, the excitement stirred by the Basie band 
throughout Europe and John LaPorta's really happy and 
fruitful trip to Venezuela all point to this end. 
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TWENTY YEARS WITH BASIE 

)) 
lilt ii it 11111% 1%111%1111W I %% it 

I don't think that a band can really 
ring on just a kick-off, you know; 
think you've got to set 
ie tempo first. If you can do it 
ige other way, that's something else. 
lnyway we do it our way; I set it 
iith Freddie. sometimes for a 
ou pie of choruses. That's it, 
ee, we fool with it 
nd we know we've got it, like now." 

'Crow is a funny thing. I think 
naybe it hurts most when you don't 
•apect it; like Vegas. You know, 
can look out of my place there 

ight over to a swimming pool, 
rnjl I'm hot as hell, and 
t starts to rain. You know. 
t doesn't even rain over where 
am. You hove tu live 

oith it, though. If you let it 
lug you, where would you be? 
'n some nuthouse somewhere?" 

Interestingly enough, we wine to this point, twenty years 
later, from Red Bank (New Jersey), to the Chase Manhattan 
Bank (we trust); a point from which we can see that between 
these two banks has run a powerful river, a mainstream of jazz, 
almost unchanging in those years: better attack, more blend, 
more precision, and the soloists are mainly boppers, but es-
sentially the same band that was and has been. 

Late last year there appeared the first notes of adverse 
criticism, although they were heavily guarded with respect. 
In concluding an article in JAZZ TODAY, I wrote: "What Basie 

has, and what we have from Basie, it seems to me, is an almost 
definitive example of the exuberance available in big band 
jazz, exuberance which has lasted for over twenty years, that 
will probably always be a part of jazz. If the exuberance is 
limited, if it seems to dwell too longingly and caressingly on 
the balling side of life, we can certainly be thankful that it is 
coupled with wry good humor and in good health . . . If it 
has few profound moments, all of its moments are human." 
Of course, there were severe letters from our readers, and 

a few musicians looked askance at us, but the Basie band 

enjoyed the article immensely, and not one criticized that. 
Then, John Wilson of The Times, reviewed a Basie Concert, 

criticizing the band for its unimaginative performance and 
scores. Still to come is an unpublished article by Burt Korall, 

admitting to boredom with the Basie band. 
These three minority reports have either stated or implied 

that the writers had tremendous enthusiasm for the perform-
ance level of the band. What is most evident is that this is 
the main emphasis of the band (and, too, of much of today's 

jazz—perhaps as influenced by Basie). 
But there could be some concern for the performance, too. 

For, much as Basie and the band lise in and for that perform-
ance (Basie is very lucid about that as you'll see on the left 
of this page), playing the same scores night after night has led 
to a boredom within the band, especially when some event 
hasn't led to the tremendous joi de vivre, which buoys 

"Hell no, I like the road; 1 look 
forward to these trips; you know. 

it's part of the business. 
You got to get that audience 

reaction and you get stuck if you 
stay in one place too long. 

We're making it tonight, huh? 
My band makes it best when they're 

puttin' everybody on; you know. 
it's all happy style." 



the best Basie exhibitions. The boredom is reflected, then, 
in a rushing of tempos and a general carelessness, a reliance 
on cliches (most obviously present on present-day renditions 
of April in Paris and certain others of the most frequently 
played numbers in the band's book). 

The problem, it seems to me, is not whether the criticism 
is justified (it's certainly observable and, hence, valid), but 

whether it really makes any difference. And, here, you run 
up against the difficulty of criticism in jazz: the mind against 
the heart; the traditionalists against the progressives; the 
absolutists against the relativists; and, of course, the other 
way around, both sides more noted for the fury of their stands 
than for the competence of their arguments. 
You can decry, as one modern musician has, the Mickey 

Spillane quality of the music (although that's a more graphic 
than comprehensive criticism), but this is and most often has 
been the mainstream of jazz and some would claim that doing 
away with it quite literally does away with jazz. My suspicion 
is that by doing away with it, you would certainly do away 
with jazz as we know it. 

That, too, is observable in the Basie band, and for that 
reason, among others, I traveled with the band for some time 
last Fall, believing that the distillation of twenty years of 
jazz is represented in the Basie band; that, by and large, all 
Basie bands and, hence, much of jazz and its artists, could 
be found in this band, within its music and through the play-
ing and lives of its musicians. 

It was an engrossing trip, filled with cross-sections from 
every area of life, touching show business, art, social rela-
tions and every human emotion, spanning the extremes of 
boredom and gaiety: it began on the most sunny of days and 
ended in a rainstorm which could have floated the ark. 

For the traveling musician, life must seem to be measured 

by the Greyhound speedometer whose counting of miles really 
calculates his life much more than do either watches or cal-
endars. There is a quality of army life in it; that is, some 
outside, ungovernable force determines the spending of your 
life. Yet, there is none of the discipline, outside of the 

necessity of catching that bus, of having a pressed uniform and 
of being able to play your horn. There are no certain times 
to eat, to sleep, to visit; to do anything, except to an-ive at, 
"to hit," the bandstand at a certain hour. 

There are thirty-two seats on the bus, and these are oc-
cupied by seventeen musicians and whoever else might be with 
the band for that trip. (The bus driver most usually becomes 
a member of the band immediately.) 
You make the bus call at about seven in the morning. Four 

musicians are playing softball at that hour—they haven't yet 
been to bed. Most of the rest struggle out of the hotel, 
still groggy from hastily grabbed sleep; one or two others 

saved on rent by sleeping in the bus. The band boy hustles 
instrument cases and suitcases from lobby to bus, a man-

ager shouts instructions of all kinds and the musicians 
climb wearily into their seats, almost as if those seats had 
been assigned to them. In Basic's bus, for example, there 
is very little switching of seats. In back of the driver sit 
the bandboy, then Wendell Culley, Billy Graham, Benny 
Powell, Frank Foster, Bill Hughes, Eddie Jones and Charlie 
Fowlkes. On the other side, and again in order, sit Joe 
Newman, Count Basie, Marshall Royal, Joe Williams, Frank 
Wess, Reunald Jones, Thad Jones, Freddie Greene and Henry 
Coker. (Sonny Payne travels with the band manager.) 
The bus begins to move. There are some appreciative 

chuckles about some of last night's happenings; someone com-
plains about not having breakfast; there is some advice given 
to the driver as to how best to get to the destination; then, 
gradually, everyone begins to drift off to sleep. 
Many hours later, the bus stops. The wakeful ones are im-

mediately off the bus; the others straggle out, one after an-
other. It's the first of a series of diners where you order 

sandwiches and milk. Or, if you're unlucky, it's a holiday, 
or there are no diners, and you feed nickels into gas station 
machines and eat salted peanuts and cheese crackers and 
drink coke. 

More hours on the bus. Perhaps you'll stop again to eat, 
but the chances are that you've already gotten behind your 

schedule and the bus has to really move. So, again, you 
drift off to sleep, or read, or talk; but mostly you sleep for as 
many hours as you can. 

That afternoon, or that night, after a three, a five or a 
nine hour trip, you arrive. You begin to change into uni-
form, discussing the need for new uniforms, examining this 
moth-hole, that cigarette burn, sometimes complaining almost 
bitterly about what seems to be an unnecessary hang-up in 
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At the far left, Basiernera take 
more than five before a boat 
trip; the outdoor scene is part 
of the mammoth mall on which 
band played an Ipswich concert. 

your life. Perhaps you have time to eat. 
If not, you send out for sandwiches and 
coffee; you unpack your horn and warm 
up a bit. A union official will probably 
appear about now and you may amuse 
yourself by taunting him. Perhaps there 
is time for a drink, if there's a bar in 
the place. Already you begin to make 

those brief encounters with people in 
the town, some of them remembered 
friends, some of them new friends to be 
remembered, all of them greeted (if 
you like them) with warm enthusiasm, 

yet with the curious detachment which 
comes from knowing that your life is 
determined by booking agents and by 

that speedometer. 
Then on to the bandstand; all the dis-

organized movements, the appearance 
of Basie, the first tunes, the standard 
jokes, the digging of the audience; 
finally, the appearance of Joe Williams 
which generally marks the end of a set 
or of a concert, although not the end 

of a dance set. If it's a concert, you're 
lucky, because they don't last as long 
and you can eat and/or drink during 
the intermission. You see the old friends 
again, perhaps sign some autographs, 
make plans for the evening, discover 
when the bus is leaving and, often, un-
make the plans or make new ones. 
Then, back on the stand; more 
music, more jokes and it's over. Prob-
ably it's about one in the morning. 
Your day is just beginning unless you 
have to get back on the bus. 

If the band is remaining in town 
overnight, you find a place to eat, usual-
ly the same place you went to last time, 
then you look for some place where mu-
sic is being played unless you have 

some kind of party to go to. It may, 
however, he an off-night, or there may 
not be any music in that town, so you 
take longer to eat and you go back to 
your room and sit and drink with friends 
and exchange stories about other friends. 

The same boat trip, but this 
time at work, hemmed-in, on 
all four sides by the most eager 
audience of our experience. 

The Count himself, who dis-
counts any attempt to de-
scribe him as a soloist; pre-
ferring his own rhythmic job. 

Joe Newman and Henry Coker, 
standing, and Bill Hughes 
and Freddie Greene, during 
a river boat short intermission. 



You go to bed at four or five. You get up sometime around 
noon, have breakfast and get to the business of having your 
laundry and dry-cleaning done. Then you stand in front of 
the hotel and tell more stories, or play golf or softball, 
or go to the beach, if it's Summertime, or go to the movies. 
Then you come back to the hotel and go out again to eat and 
back to the hotel and into the uniform and back to the club, 
or dance hall or arena and play more music. 

It's more or less the same as the night before; only this 
night you get right on the bus after the job (there are both 
laughs and groans about this because some of the musicians 
are loath to leave for one reason or another and, already, 
the schedule is shot to pieces). You change out of the uni-
forms on the bus. You eat on the road, either eggs or steak 

in the already familiar diner. You get back on the bus and 
tell stories and reminisce about books, or movies, or car-

toons or people you've known in common. There are running 
gags and occasional radio programs (one night a swinging 
preacher). There is no music on the bus, though (except 
in the movies), because a jolting bus could ruin a lip and, 
anyway, there's too much professionalism here to allow for 
that kind of haphazard performance. But there is talk about 
music, talk about all sorts of things until the motion of 
the bus and the deepness of the night lulls everyone to a 
half-vertical sleep. 

At seven in the morning, you arrive at the next town and 
the next hotel. The hardy members, like Marshall Royal and 
Joe Williams, leave to find a golf course. A few more are 
hungry enough to prowl the town in search of a restaurant. 
Most check in immediately and go to bed; the hotels are 
most often the most reasonably priced in town: though hardly 
inexpensive; the comforts are often at a minimum. 

Up again at noon, more laundry and dry cleaning, letter. 
writing, another movie, or golf or reading or talking. More 
food, back into the uniform and more music, more old friends, 
a few new ones and back onto the bus. 

The cycle begins all over again and continues for as long 
as the trip goes on, until you come to rest for a week or 
two in some major club, like Chicago's Blue Note, Boston's 
Storyville or New York's Birdland. The trip is worse if 
it's a package tour, because you travel more miles for a 
longer time and you're considerably less comfortable, because 
the bus is crowded to capacity. 

Now granted that there are some differences in degree be-
tween the life of a member of a small group and that of a 
big bandsman and that there are even more differences between 
the latter's life and that of a non-travelling musician, the 
central problems which involve the lives of Basie's musi-
cians are common to almost all jazz musicians. The travel-

ling musician, especially one with a big band, has a neces-
sarily more nomadic life than his brothers, but the latter 

has the same functional difficulties in his life and, hence, 
often makes similar expressions in his music. 

In point of fact, life is probably easier in the Basie 
band than elsewhere. There is security, but, more than that, 
there's a tremendous esprit de corps, a warm feeling radi-
ating around the seventeen musicans which cushions them 
from many shocks and urges them to exceptional performances. 
So that twenty years of Basie, if it hasn't always been 

the best of jazz (and most times it has), culminates in a 
band which is a logical successor to the one before it, which 
in turn had logically succeeded its predecessor. And in this 
relatively secure atmosphere, which is considerably more than 
is the general lot of the jazz musician, is lived and thought 
the jazz life and the jazz thoughts which erupt as the jazz 
performance hailed by all as the peak of excellence, but now 
gradually being considered for what it really represents in 
terms of artistic endeavor. 

As I stated before, it represents an almost definitive 
example of what we can expect from big band exuberance. It 
represents, too, as much of jazz always has, an almost literal 
translation of a what-the-hell attitude about life in music. 
Whether that's good or bad is one matter; whether it's a 
part of jazz is undeniable; that's what the modern musician 
meant when he over-strongly described it as Mickey Spillane 
music; the sometimes unconscious realization of what its 
disappearance might mean is what disturbs the jazz fan 
or musician who recognizes this feeling (which actually 
represents the belief that the performance is more important 
than the music performed) and believes that jazz would 
lose its identity if it lost that feeling. 

It's interesting to look through the band's arrangements. 
There are about 180 scores in the library and, at most, only 
sixty of these are played. Out of that number, there are 
perhaps twenty or thirty which art played over and over; the 
others are mostly dance arrangements, ballads by Edgar Samp-
son, etc. Of that outside figure of thirty, there are only 
two or three which have any real musical worth: those the 
musicians really like to play, but they generalk have to 
badger the Count into playing them. Basic doesn't like to 
play new arrangements as a general rule. 
Like most of jazz, like most jazz musicians, the arrange-

ments written and played are of familiar blues and standard 
tunes. Aside from the fact of sheer boredom with over-fa-
miliar material, many of the musicians have an artist's in 
treest in new material; but to no avail. Yet they accept 
it with fortitude, knowing that that is very much the way 
it is, turning with a wry smile when I would ask them about 
any new arrangements being in the book and answering: "Yep, 
there's a new arrangement of Moten Swing." 

Again, like most of jazz, like most jazz musicians, the 
writing and playing is done by men who are necessarily 
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forced to live unusual lives, with only 
a specialized kind of discipline, with-
out a real freedom of movement, with-
out the chance, or the time or, many 
times the desire to develop interests 
and friends outside uf music. 
Trumpeters Thad and Reunald Jones 

represent the two sides of the Basie coin. 
Both are professionals working a job; 
both take part in the swelling excite-
ment of the band; both accept it as a 
matter of course. They have individual 
differences, of course, but they take the 
same attitude toward the band; the coin 
is the same on both sides; there is no 
huge difference in their professional 
life because their lives, for all the in-
dividual differences, have been made to 
come together by the very nature of their 
work. This is at once the strength 
and the weakness of the Basie band and 
of much of jan; not that it has such 
narrow limits, but that there are limits 
which are structured by the heritage, 
learning and life of the men who play 
it. Its wealth and limitations are no-
where more evident than within the 
Basie ranks. 

In this distillation of so many years 
of jazz, through which the Count walks 
with such seeming imperturbableness, 
where jazz meets and expresses the 
main emotions of mankind—the hap-

piness, sorrow, compassion, love, faith 
and hope—there is skill and joy. The 
lack of freshness is not of prime im-
portance; it is sometimes anti somehow 
overcome by that skill and joy. The 
lack of rich thought is important, 
though, for it troubles and eventually 
overcomes the artist. If this is a dis-
turbing or a disagreeable thought, I 
would argue for those who might make 
it that those who found so much rich-
ness in jazz might justifiably ask that 
what has given them emotional satis-
faction to such a degree should also 
pour a musical representation of 
thoughts into their intellectual life, 
thoughts as full, rich and profound as 
those of which any art is capable. 
These are necessary points to make 

about Basie it seems to me, not only 
because they do not get made, but, also, 
because there is no true picture of the 
importance of Count, which is in many 
ways the essence of many years of jazz, 
without analyzing the thought-content 
of his music. It has not been low; it 
has been limited. But for all its limit, 
for all my criticism, it has been singu 
larly successful in speaking, swinging 
and wailing about the human delight 
and sorrow in finding oneself alive. 

Thad Jones (above) and Reunald Jones: two sides of a Basie coin. 



Record Section 

The picture above is Bill Claxton's 
amusing representation of today's 
record sessions, where many musicians, 
in this case all the musicians, 
are under contract to other com-
panies and, hence, have to record 
under assumed names. These in-bred 
characteristics have been taken 
into consideration in this year's 
discography, so that many records 
have not been included. The rules, 
our rules, were that only those 
records reviewed between February, 
1956 and January, 1957, in either 
METRONOME or JAZZ TODAY, which 
had been noted as possessing some 
specially estimable qualities, 
could be included in this listing. 
You'll find those rules followed, 
with two exceptions: 1) no singers 
are included; 2) some few records 
were listed because, though of 
small value, they represented some 
special trend in today's jazz. 

CHET BAKER 
Chet Baker, trpt; Russ Freeman, piano; 
Carson Smith, bass; Bob Neal, drms 
At Ann Arbor: Line for Lyons, Lover Man, 
My Funny Valentine, Maid in Mexico, 
Stella by Starlight, My Old Flame, Head-
line, Russ Job (Pacific Jazz 12" LP PJ 
1203) 

RONNIE BALL 
Ronnie Ball, piano; Ted Brown, ten; Willie 
Dennis, trb; Wendell Marshall, bass; 
Kenny Clarke, drms 
All About Ronnie: Pennie Packer, Prez 
Ses, I Don't Stand a Ghost of a Chance 
With You, Little Quail, Sweet and Lovely, 
Citrus Season, Feather Bed (Savoy LP 
MG 12075) 

MAX BENNETT 
Max Bennett, bass; Charlie Mariano, alto; 
Jack Nimitz, bar; Nick Travis, trpt; Carl 
Fontana, trb; Dave McKenna, piano; Mel 
Lewis, drms 
Volume II : Johnny Jaguar, My Heart Be-
longs to Daddy, Something to Remember 
You By, I Hadn't Anyone 'Till You, Ira 
of the I.R.A., Max is the Factor, Strike 
Up the Band, 13 Toes, Polka Dots and 
Moonbeams, Nice Work If You Can 
Get It (Bethlehem BCP 48) 

EDDIE BERT 
Eddie Bert, trb; Jerome Richardson, flute; 

Hank Jones, piano; Vinnie Dean and Oscar 
Pettiford, bass; Osie Johnson, drms 
Modern Moods: Walk with Me, Cardboard 
Coffee, Fall in Love All Over Again, Ions, 
Norahs and Enaj, I Hear Music, Mood 
and Sand, Nosmo King, Jerome's Blues, 
All My Life, Me 'n You (Jazztone J1223) 
Eddie Bert, trb; Dave Schildkraut, ten; 
Hank Jones, piano; Milton Hinton, bass; 
Osie Johnson, drms 

Cool School Days, Pennies From Heaven, 
Home Cook/n', Speedster, I'm Through 
With Love, Blue Beetle, Original, In A 
Meditating Mood, Father Time (Trans-
World TWLP 208) 
Eddie Bert, trb; J. R. Monterose, ten; Joe 
Puma, guitar; Hank Jones, piano, Clyde 
Lombardi, bass; Kenny Clarke, drms 
Encore: Bert Tram, Manhattan Suite, One 
for Tubby, It's Only Sunshine, Opicana, 
Conversation Crosstown ( Savoy MG-
12019) 

THE BIRDLAND STARS 
Phil Woods, alto; Al Cohn, ten; Conte 
Candoli, Kenny Dorham, trpt; Hank Jones, 
piano; John Simmons, bass; Kenny Clarke, 
drms 
On Tour: Volumes 1 Sr 2: A Bit of the 
Blues, Two Pairs of Aces, Minorin' the 
Blues, Phil 'er Up, Roulette, Last Lag; 
Volume 2—Hip Boots!, For Kicks Only, 
Ah, Funky New Baby, Bird/and Fantasy, 
Playboy, Conte's Condolences (Victor 
LPM 1327 and Victor LPM 1328) 
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THE RUBY BRAFF SPECIAL 
Ruby Braff, trpt; Sam Margolis, ten cl; 
Vic Dickenson, trb; Nat Pierce, piano; 
Walter Page, bass; Jo Jones, drums 
Romance in the Dark, When You Wish 
Upon a Star, Ghost of a Chance, Wishing, 
Where's Freddie, I'm in the Market for 
You, Sweet Sue, Linger Awhile (Vanguard 
12" LP VRS 8504) 

BOB BROOKMEYER 
Bob Brookmeyer, trb; Jimmy Raney, glut; 
Teddy Kotick, bass; Mel Lewis, drms 
Under the Lilacs, They Say It's Wonder-
ful, Potrezebrie, Rocky Scotch (Prestige 
LP 214) 

BROOKMEYER AND SIMS 
Zoot Sims, ten; Bob Brookmeyer, trb; 
Hank Jones, piano; Wyatt Reuther, bass; 
Gus Johnson, drms 
Mr. Moon, I Hear a Rhapsody, The Chant, 
Blues, Zoot's Tune, How Long Has This 
Been Going On, Bobby's Tune, Blue SkiPs 
(Storyville STLP 907) 

THE BROTHERS 
Zoot Sims, Al Cohn, Bill Perkins, Richie 
Kamuca, tens; Hank Jones, piano; Barry 
Galbraith, Sam Beethoven, guits; John 
Beal, bass; Chuck Flores, drms 
Mixed, Kim's Kaper, Rolling Stone, Sioux 
Zan, The Walrus, Blue Skies, Gay Blade, 
Three of A Kind, Hags, Pro-Ex, Strange 
Again, Cap Snapper (Victor LPM 1162) 

CLIFFORD BROWN-MAX ROACH 
Clifford Brown, trpt; Max Roach, drms; 
Sonny Rollins, ten; Richie Powell, piano; 
George Morrow, bass 
At Basin Street: What Is This Thing 
Called Love, Love Is A Many-Splendored 
Thing I'll Remember April, Powell's 
Prances, Time, The Scene Is Clean, 
Gertrude's Bounce (EmArcy MG 36070) 
Clifford Brown, trpt; Max Roach, drms; 
Harold Land, tenor, Richie Powell, piano; 
George Morrow, bass 
Study in Brown: Cherokee, Jacqui, 
Swingin', Land's End, George's Dilemma, 
Sandu, Gcrkin for Perkin, If I Love Again, 
Take the A Train (EmArcy 12" LP MG 
36037) 

RALPH BURNS 
Ralph Burns, comp & arr., piano, Dave 
Schildkraut, alto, cl ; Herbie Mann, ten, fi, 
alto fl; Danny Bank, bar; Joe Newman, 
trpt; Billy Byers, trb; Jim Buffington, 
Fr. horn; Bill Barber, tuba; Milt Hinton, 
bass; Osie Johnson, drms 
Jazz Studio No. 5: Cool Cat on A Hot 
Tin Roof, What Am I Here For, Jazz 
Club USA, I'll Be Around, Royal Garden 
Blue's, Nocturne, South Gonzales Street 
Parade (Decca DL 8235) 

BILLY BYERS 
Billy Byers, trb, arr & comp; Phil Funk 
(Phil Woods), alto & cl; Jerry Sanfino, 
alto & flute; Al Cohn, ten bar & cl ; Nick 
Travis, Bernie Glow, trpt; Urbie Green, 
Fred Ohms, Chauncey Welch, trb; Joe Ven-
uto, vibes; Gene Orloff, violin; Alan 
Schulman, Lucien Schmit, Bernie Green-

house, cello; Moe Wechsler, piano & 
celeste; Milt Hinton, bass; Osie Johnson, 
drms 
Jazz Workshop: Alone Together, The 
Tickler, Billy Bones, Chinese Water, Tor-
ture, l See a Million People, Back in 
Your Own Backyard, The Funny Music 
Box, The Great Rationalization, Sunday, 
Misty Osie, Thou Swell, You're Mine 
You (Victor LPM 1269) 

DONALD BYRD 
Donald Byrd, trpt; Yusef Lateef, ten; 
Bernard McKinney, euphonium; Barry 
Harris, piano, Alvin Jackson, bass; Frank 
Gans, drms 
Parisian Thorofare, Yusef, Shawnuff , Blues, 
Torsion Level, Woody'n You, Dancing in 
the Dark (Transition LP 5) 
Donald Byrd, trpt; Joe Gordon, trpt; 
Hank Mobley, ten; Doug Watkins, bass; 
Art Blakey, drms 
Byrd's Eye View: Doug's Blues, El Sino, 
Everything Happens to Me, Hank's Tune, 
Hank's Other Tune (Transition TRLP J 4) 

CANDIDO 
Candido, conga drms & bongos; Al Cohn, 
ten; Joe Puma, guit; Dick Katz, piano; 
Whitey Mitchell, bass; Ted Sommer, drms 
Mamba Inn, I'll Be Back for More, 
Stompin' At the Savoy, Candi Bar, Broad-
way, Perdido, Indian Summer, Candido's 
Camera, Poinciana, Cheek to Cheek, 
(ABC-Paramount ABC 125) 

PAUL CHAMBERS 
Paul Chambers, bass; John Coltrane, ten; 
Kenny Drew, piano; Philly Joe Jones, drms 
Chambers' Music: Dexterity, Stablemates, 
Easy To Love, Visitation, John Paul Jones, 
Eastbound (Jazz :West JWLP-7) 

TEDDY CHARLES 
Teddy Charles, vibes; Gigi Gryce, alto; 
J. R. Monterose, ten; George Barrow or 
Sol Schlinger, bar; Art Farmer, trpt; Don 
Butterfield, tuba, Jimmy Raney, guit; Mal 
Waldron, piano; Teddy Kotick, bass; 
Joe Harris, drms 
Vibrations, The Quiet Time, The Emperor, 
Nature Boy, Green Blues, You Go To My 
Head, Lydian M-1 (Atlantic 1229) 

KENNY CLARKE 
Kenny Clarke, dms; John LaPorta, cl & 
alto; Donald Byrd, trpt; Ronnie Ball, 
piano; Wendell Marshall, bass 
Klook's Clique: Volcano, LaPorta-Thority, 
I Hear A Rhapsody, Will Wail, Yester-
day's Play Fiddle Play (Savoy LP MG 
12065) 

JIMMY CLEVELAND 
Jimmy Cleveland, trb; Lucky Thompson, 
ten; Cecil Payne, bar; Ernie Royal, trpt; 
Hank Jones, piano; Paul Chambers, bass; 
Max Roach, Joe Harris, Osie Johnson, drms 
Hear Ye! Hear Ye!, You Don't Know 
What Love Is, Vixen, My One and Only, 
Little Beaver, Our Love is Here to Stay, 
Count 'Em, Bone Brother, I Hadn't Any-
one ' Til You, See Minor (EmArcy LP 
36066) 

TADD DAMERON 
Tacid Dameron, arr, con & piano; Sahib 

Shihab, alto; Joe Alexander, ten; Cecil 
Payne, bar; Kenny Dorham, trpt; Henry 
Coker, trb; John Simmons, bass; Shadow 
Wilson, drms 
Fontainbleu: Fontainbleu, Delirium, Clean 
Is the Scene, Flossie Lou, Bulla-Babe 
(Prestige LP 7037) 

MILES DAVIS 
Miles Davis, trpt; Britt Woodman, trb; 
Teddy Charles, vibes; Charlie Mingus, 
bass; Elvin Jones, drms 
Nature Boy, Alone Together, There's 
No You, Easy Living (Debut DEB 120) 
Miles Davis, trpt; John Coltrane, ten; Red 
Garland, piano; Paul Chambers, bass; 
Philly Joe Jones, drms 
Squeeze Me, There Is No Greater Love, 
How Am I to Know, S'Posin', The Theme, 
Stablemates (Prestige LP 7014) 
Miles Davis, trpt; Sonny Rollins & Charlie 
Chan, ten; Walter Bishop, piano; Percy 
Heath, bass; Philly Joe Jones, drms; ( first 
4 tracks) Miles & Sonny; Tommy Flana-
gan, piano, Paul Chambers, bass; Art 
Taylor, drms 
Collector's Items: The Serpent's Tooth 
(takes 1 & 2), 'Round About Midnight, 
Compulsion, In Your Own Sweet Way, 
Vierd Blues, No Line (Prestige LP 7044) 
Miles Davis, trpt; Jackie McLean, alto; 
Milt Jackson, vibes; Ray Bryant, piano; 
Percy Heath, bass; Art Taylor, drms 
Dr. Jackie, Bitty Ditty, Minor March, 
Changes (Prestige LP 7034) 

DEBUT DISCOGRAPHY 
Groups under the leadership of: Max 
Roach: Orientation; Jackie Paris: Paris 
in Blue; Lee Konitz: Extrasensory Percep-
tion; Janet Thurlow: Eclipse; Paul Bley: 
Santa Clause Is Coming To Town; The 
Gordons' Behopper; Jazz Workshop: Kai's 
Day; Thad Jones: Portrait; Honey Gord-
on: Can You Blame Me; Sam Most: Notes 
To You; Don Senay: Makin' Whoopee; 
Hank Jones : Medley; Jazz At Massey Hall: 
Max Roach: Drum Conversation; Bud 
Powell: I've Got You Under My Skin 
(Debut LP DEB 198) 

BUDDY DEFRANCO 
Buddy DeFranco, cl ; Sonny Clark, piano; 
George Wright, bass; Bob White, drms 
In A Mellow Mood: The Bright One, 
Sonny's Idea, Laura, Everything Happens 
to Me, I'll Remember April, Willow Weep 
for Me, Minor Incident, A Foggy Day 
(Norgran MGN 1079) 

PAUL DESMOND 
Paul Desmond, alto; Don Elliot, mello-
phone & trpt; Norman Bates, bass; Joe 
Chevrolet ( Joe Dodge) drms 
lazzabelle, A Watchman's Carroll, Every-
thing Happens to Me, Let's Get Away 
from It All, Look for the Silver Lining, 
Sacred Blues, You Go to My Head, Line 
for Lyons (Fantasy (3 235) 

KENNY DORHAM 
Kenny Dorham, trpt; J. R. Monterose, 
ten; Dick Katz, piano; Sam Jones, bass; 
Arthur Edgehill, drms 
The Jazz Prophets: The Prophet, Blues 
Elegante, DX, Don't Explain, Tahitian 
Suite (AEC-Paramount 122) 
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KENNY DREW 
Kenny Drew, piano; Joe Maini, alto & ten; 
Leroy Vinnegar, bass; Lawrence Marable, 
drms 
Talkin' and Walkin' Talkin' and Walkin'. 
In the Prescribed Manner, Prelude to a 

tss, Wee-D-ot, Hidden Channel, Deadline, 
I'm Old Fashioned, Minor Blues, Walkin'-
Talkin' (Jazz: west JWLP 4) 

DRUM SUITE 
Gus Johnson, Osie Johnson, Don Lamond, 
Teddy Sommer, drms; Hal McKusick. 
alto; Al Cohn, ten & cl; Conte Candoli, 
Joe Newman, Ernie Royal, Joe Ferrante, 
Bernie Glow, trpts; Chauncy Welch, Urbie 
Green, Fred Ohms, Tommy Mitchell, 
Jimmy O'Heigho (Jim Cleveland), trb; 
Al Epstein, Eng. horn; Jim Buffington, 
John Barrows, Fr horn; Ray Beckenstein, 
piccolo; Manny Albam, Ernie Wilkins, 
comp 
First Movement: Dancers on Drums, 
Second Movement: Bristling, Third Move-
ment: Chant Of the Witch Doctors, Fourth 
Movement: Skinning the Valves, Fifth 
Movement: The Octopus (Victor LPM 
1279) 

JON EARDLEY 
Jon Eardley, trpt; Phil Woods, alto; Zoot 
Sims, ten; Milt Gold, trb; George Syran, 
piano; Teddy Kotick, bass; Nick Stabulas, 
drms 
Leap Year, There's No You, On the Minute, 
Ladders, Koo Koo, Eard's Word (Prestige 
LP 7033) 

HERB ELLIS 
Herb Ellis, guit; Charlie Mariano, alto; 
Jimmy Giuffre, ten, bar, cl ; Harry Edison, 
trpt; Oscar Peterson, piano; Ray Brown, 
bass; Alvin Stoller, drms 
Sweetheart Blues, Somebody Loves Me, 
It Can Happen To You, Pogo, Detour 
Ahead, Ellis In Wonderland, Have You Met 
Miss Jones, A Simple Tune (Norgran 
MGM 1081) 

BOB ENEVOLDSEN 
Bob Enevoldsen, ten; vlv trb; & bass; 
Marty Paich, piano, acc, organ; Larry 
Bunker, vibes, piano & drms; Red Mitchell, 
piano & bass; Howard Roberts, guit; Don 
Heath, drms 
Smorgasbord, Ding-Dong The Witch 
is Dead, Swingin' on a Star, Swingers 
Dream, My Ideal, How Low the Tune, 
John's Jumble, You're in Love, Thinking of 
You, No Time for Love, Mr. Know-It-All, 
Oh. Look at Me Now, Bob's Boy (Liberty 
LJH 6008) 

ART FARMER 
Art Farmer, trpt; Gigi Gr 
Jordon, piano; Addison 
Philly Joe Jones, drms 
Forcast, Evening in C 
Tempo, Satellite, Sans 
(Prestige LP 701 

MOREY FELD 
Morey Feld, drms; Pe 
Don Elliot, mellophone; 
Eddie Costa, vibes, pian 
Casamenti, Barry G 
Fishkind, Jack Lesberg, bass 

, a; Duk 
rmer, bass; 

((Inca, ica's 
ouci, Sha boos 

Jazz Goes To Broadway. Strike Up The 
Band, Yesterdays, I Didn't Know What 
Time It Was, Lovely To Look At, All of 
You, It's All Right With Me, Somebody 
Loves Me, Dancing On The Ceiling, 
Who Cares There's A Small Hotel 
(Kapp 1<L 1007) 

MAYNARD FERGUSON 
Maynard Ferguson, Conte Candoli, trpts; 
Herb Geller, Bud Shank, altos, ft; Bob 
Cooper, Nino Tempo, tens; Bob Gordon, 
bar; Herbie Harper, Milt Bernhart trbs; 
Russ Freeman, Lorraine Geller, piano; 
Curtis Counce, Red Mitchell, bass; Shelly 
Manne, Gary Frommer, drms 
Dimensions: Egad, Martha, Breakfast 
Dance, Maiden Voyage, Thou Swell, The 
Way You Look Tonight, All God's Child-
ren Got Rhythm, Slow Stroll, Wonder 
Why, Willie Millie, Hymn to Her, Lonely 
Town, Somewhere Over the Rainbow 
(EmArcy 12" LP MG 36044) 

BUD FREEMAN 
Bud Freeman, ten; Ruby Braff, trpt; Ken 
Kersey, Dave Bowman, piano; Al Hall, 
bass; George Wettling. drms 
Newport-News, At Sundown, Exactly Like 
You, Let's Do It, But Not for Me, Stop, 
Look And Listen, Hanid, Dave's Blues, I 
Remember You, Perdido, You Take Ad-
vantage of Me (Bethlehem BCP 29) 

RUSS FREEMAN-DICK TWARDZ1K 
Russ Freeman, piano: Joe Mondragon, 
bass; Shelly Manne, drms 
You Stepped Out of a Dream, Don't 
Worry About Me, Bock's Tops, Y esterday's 
Gardenias, At Last, Backfield in Motion. 
Dick Twardzik, piano; Carson Smith, bass; 
Peter Lippman, drms 
A Crutch for the Crab. Alberquerque Social 
Swim, Bess You Is My Woman Yellow 
Tango, 'Round About Midnight, I'll Re-
member 4Pril (Pacific Jazz PJ 1212) 

FRENCH TOAST 
Christian Chevalier: Nice Joke, Fiction, 
Quartet Mind, Saxologv; Andre Persiany: 
Little Story, Halbe Fs; nf, Two Cats And 
A Piece of Lung; Guy Lafitte: Christmas 
Song (Angel LP 60009) 

RUSS GARCIA 
Russ Garcia, arr & comp; Frank Rosolino. 
Herb Harper, Tom Pederson & Maynard 
Ferguson, trb; Dick Houlgate, bar; Marty 
Paich, piano; Red Mitchell, bass; Stan 
Levey, drms 
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the best jazz is on Áll11111C 

because IIJNI as the greatest names in jazz 
• 

THE MODERN JAll QUARTET — 

CHRIS CONNOR — JIMMY GIUFFRE — LENNIE TRISTANO — 

CHARLIE MINOUS — BILL RUSSO — 

MILT JACKSON — TEDDY CHARLES — 

WILBUR DE PARIS — LEE KONITZ — SYLVIA SYMS — 

PHINEAS NEWBORN — PATTY McGOVERN — 

THOMAS TALBERT — JOE TURNER — SHORTY ROGERS — 

GEORGE WALLINGTON — JOE MOONEY — 

RAY CHARLES — JOE CASTRO 
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modern jazz begins on 

PRESTIGE 
12." hi-fi LP's 

O A Touch of Taylor— Billy Taylor  7001 
D Stan Getz Quartets  7002 
D Milt Jackson Quartet 7003 O Lee Konitz-Lennie Tristan°  7004 
O Concorde—The Modern Jazz Quartet 7005 
O Mulligan Plays Mulligan 7006 
D. The Musing of Miles Davis  7007 
D Wardell Gray Memorial Vol One 7008 
D Wardell Gray Memorial Vol. Two 7009 
L Meditations of Elmo Hope  7010 
9 NI -Fi Party — Jarnes Moody ....  7011 
O Dig, Miles Davis with Sonny Rollins 7012 
9 Conception—Mulligan, Getz, Davis, 

Konitz  7013 
9 The New Mlles Davis Quintet  770 1145 
D The Billy Taylor Trio Vol. One   0 
O The Billy Taylor Trio Vol. Two 7016 
9 Art Farmer Featuring Cligi °ryes 7017 
D VVoodlore—Phil Woods Quartet  7018 
n Plano D'Or— Sanford Gold  7019 
9) 14/orktime—Sonny Rol i Ins Quartet 7020 
9 Hope Meets Foster  7021 
O The Brothers—Getz, Cohn, Siims  7022 
D Trombone By Three—J. J. Johneen,  

Winding, Green  70 
Cl Sonny Stitt- Bud Powell-J. J. Johnipon 70 
9 Miles and Horns  70 
O zoot Sims Quartets 70 
D Thelonious Monk Trios 70 
(1 Collaboration West—Charles. Rogers  70 
n Sonny Rollins with the MJQ 70 
" Kai and Jay Quintet. Bennie Green with 
Strings  70 

; Art Farmer Plays Quincy Jones and 
Gioi Gryce  7031 

E,  ..1,ze for the Carriage Trade—George 
Walliegton  7032 

9 The Jon Eardley Seven 7033 
9 Miles Davis and Milt Jackson  034 
9 Lights Out!—Jackie McLean Quintet  770 
9 Wail Moody Wail—James Moody  70 
9 Fontainbleau—Tadd Dameron and His Band 70 
O Sonny Rollins Plus 4—Clifford Brown... . 70 
.:1 Gene Ammons :I i-Fl Jam Seasion 70 
9 Primitive Modern—Gil Melle 70 
9 Bennie Green with Art Farmer 70 
D Moondoe  70 
9 Informal Jazz—Donald Byrd, Hank Mobley 

;7045 John Coltrane   
o Miles Davis Collector's Items  44 D Earl Coleman Returns  770045 
9 Pairing Off—Woods. Byrd. Dorham, Quill  7046 
0' Tenor Madness—Sonny Rollins  7047 
D 4-5 and 6—Jackie Mclean. Donald Byrd.  7048 
9 Welkin' Down—Bennie Green  7049 
9 Gene Ammons All-Star Sessions 7050 
O Billy Taylor Trio and Candido 7031 
D Bennie Green Blows His Horn 7032 
R Monk Quintets 7033 
9 Blue Haze—Miles Davis 7034 
D Clifford Brown Memorial 7033 
7 James Moody's Moods  7056 
O Django—The Modern Jazz Quartet 7057 
D Moors' Out—Sonny Rollins 7038 
9 MJQ—The Modern Jazz Quartet, MIR 

Jackson Quintet  7059 
D Jammin' with Gene—Gene Ammons HI-F 

Jam Session  7060 RMobley's Message—Hank Mobley Quartet. 7061 
Two Trumpets—Art Farmer, Donald Byrd 7062 n Gil's Guests— Melle, Butterfield, Farmer, 
Dorham, McKusick, Watkins 7083 

91 Garland of Red—Red Garland Trio 7084 D Barbara Lea—with Johnny Windhurst..  7065 
rell The Dual Role of Bob Brookmeyer—Chfirlee, 

Runny  7086 
D Plano East- Piano West—Freddie Redd, 

Hampton Hawes  7067 
Jackie's Pal—McLean, 8111 Hardman  7068 
More Moondog  7089 
Mating Call—Tadd (»moron, John Coltrane 7070 
Cross Section— Billy Taylor 7071 
Moody—James Moody Band .....  7072 

D All Night Long— Hank Mobley, Kenny 
Burrell  7073 

9 Tenor Conclave—Mobley, Cohn, Sims, 
Coltrane  7074 
Thelonious Monk-Sonny Rollins  7075 
Walkin'—elles Davis  7076 

p
Sonny Stitt, Kaleidoscope  7077 
Evolution—Teddy Charlee, Shorty Rogers.  7018 

Tenor Colossus—Sonny Rollins The Young Bloods—Phil Woods,  Donald 7079 

Byrd  7080 
D All Day Long—Foster, Burrell, Byrd 7081 

23 
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28 
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35 
36 
37 
38 
39 
40 
41 
42 

each album . • . $4.98 

available at your dealer or 

order direct from (prepoid) 

PRESTIGE 
RECORDS, Inc. 

447 West 50th St., N. Y. 19, N. Y. 

Autumn Leaves, It's All Right with Me, 
Red Top, April in Paris, They Can't Take 
That Away from Me, How Could You 
Do a Thing Like That to Me, Where or 
When, Erroll's Theme (Columbia CL 833) 
Erroll Garner, piano 
Who, Sweet and Lovely, Oh Lady Be 
Good, Salud Segovia, Sleep, When a Gypsy 
Makes His Violin Cry (EmArcy MG 
36069) 

HERB GELLER 
Herb Geller, alto; Lorraine Geller, piano; 
Curtis Counce, Leroy Vinnegar, bass; 
Lawrence Marable, Eldridge Freeman, drms 
Love Is Like a Turtle, Sweet Vinegar, 
Sleigh Ride, Silver Rain, Alone Together, 
Happy Go Lucky, Days I Never Knew, 
Domestic Harmony, Breaking Through 
the Sound Barrier, Kahagon, You Stepped 
Out of a Dream, A Room with a View 
(EmArcy 12" LP MG 36045) 

TERRY GIBBS 
Terry Gibbs, vibes; Terry Pollard, vibes 
and piano; Herman Wright, bass; Bert 
Dale, drms 
Seven Come Eleven Lonely Dreams, 
Dickie's Dream, Imagination, King City 
Stomp, Pretty Face, The Continental, Bless 
.Ify Soles, Nutty and Notes (EmArcy 12" 
LP MG 36047) 

THE BENNY GOODMAN STORY 
Blake Reynolds, I Iymie Shertzer, Babe 
Russin, Stan Getz, Benny Goodman, reeds; 
Harry James, Manny Klein, Irving Good-
man, Johnny Best, Chris Griffin, Conrad 
Gozzo, trpts; Murray McEachern, Urbie 
Green, Jimmy Priddy, trbs; Lionel Hamp-
ton, vibes, Alan Reuss, guitar; Teddy Wil-
son, piano; George Duvivier, bass; Gene 
Krupa, drms 
Soundtrack recordings from the Universal 
picture: Let's Dance, Down South Camp 
Meeting, King Porter Stomp, It's Been So 
Long, Roll 'Em, Bugle Call Rag, Don't 
Be That Way, You Turned The Tables 
On Me, Goody Goody, Slipped Disc. 
Stompin' At The Savoy, One O'Clock 
Jump ( Decca DL 8252) ; Memories of You, 
China Boy, Moonglow, Avalon, And Angels 
Sing, Jersey Bounce, Sometime's I'm 
Happy, Shine, Sing, Sing Sing ( Decca DL 
8253) 
Similar personnel of prominent studio mu-
sicians 
Let's Dance, Bugle Call Rag, Memories of 
You, One O'Clock Jump, Avalon, Don't 
Be That Way, Down South Camp Meeting, 
Stompin' at the Savoy, Sing, Sing, Sing, 
China Boy, It's Been So Long, Moonglow, 
Shine, Goodbye (Capitol 12" LP 5706) 

GRAND ENCOUNTER 
John Lewis, piano, Bill Perkins, ten; 
Jim Hall, guit; Percy Heath, bass; Chico 
Hamilton, drms 
2° East — 3° West: Love Me or Leave 
Me, I Can't Get Started, Easy Living, 
2 Degrees East — 3 Degrees West, Sky-
lark, Almost Like Being in Love (Pacific 
Jazz PJ 1217) 

FREDDIE GREEN 
Freddie Green, guit; Al Cohn, ten; Joe 
Newman, trpt; Henry Coker, trb; Nat 
Pierce, piano; Milt Hinton, bass; Jo Jones 
& Osie Johnson, drms 
Mr. Rhythm: Up in the Blues, Down for 
Double, Back and Forth, Free and Easy, 
Learnin' the Blues, Feed Bag, Something's 
Got to Give, Easy Does It, Little Red, 
Swinging Back, A Date With Ray, When 
You Wish Upon A Star (Victor LPM 
1210) 

URBIE GREEN 
Urbie Green, trb; Jimmy Raney, guit; 
Dave McKenna, piano; Percy Heath, 
bass; Kenny Clarke, drms 
Reminiscent Blues, Thou Swell, You Are 
Too Beautiful, Paradise, Warm Valley, 
Frankie and Johnny, One for Dee, Lime-
house Blues, Am I Blue, Dirty Dan, It's 
Too Late Now (ABC Paramount 101) 

GIGI GRYCE 
Gigi Gryce, alto & comp; Eddie Bert or 
Jimmy Cleveland, trb; Art Farmer, trpt; 
Danny Bank or Cecil Payne, bar; Gunther 
Schuller or Tullius Watkins, Fr horn; Bill 
Barber, tuba; Horace Silver, piano; Oscar 
Pettiford, bass; Art Blakey or Kenny 
Clarke, drms 
Social Call, You'll Always Be The One I 
Love, Speculation, In A Meditating Mood, 
Smoke Signal, Kerry Dance 
Thelonious Monk, piano; Percy Heath, 
bass; Art Blakey, drms 
Shuffle Boil, Brak's Sake, Gallop's Gallop, 
Mica's Tempo Signal LP S 1201) 

VINCE GUARALDI 
Vince Guaraldi, piano; Eddie Duran, guit; 
Dean Reilly, bass 
Django, Fenwyck, Farfel, Never, Never, 
Land, Chelsea Bridge, Fascinatin' Rhythm, 
The Lady's In Love with You, Sweet and 
Lovely, Ossoburcco, Three Coins In a 
Fountain, It's Delovely (Fantasy LP 3-225) 

FRIEDRICH GULDA 
Friedrich Guida, piano; Phil Woods, alto; 
Seldon Powell, ten; Idreses Sulieman, trpt; 
Jimmy Cleveland, trb; Aaron Bell, bass; 
Nick Stabulas, drms 
At Birdland: Vienna Discussion, Scruby, 
Dark Glow, Night in Tunisia, Dodo, Air 
from Other Planets, New Shoes, Bernie's 
Tune (Victor LPM 1355) 

LARS GULLIN 
Lars Guilin, bar; Rolf Billberg, ten; Curt 
Jarnberg, Richard Johanson, trb; Leppe 
Sundewall, alto horn; Rolf Berg, guit; 
Bengt Hallberg, piano; George Riedel, 
bass; William Schiopffe, drms & Moretone 
Singers 
Late Date, Gone with the Wind, Beautiful 
Heart, For F1 Fans Only, Lover Man, 
Merlin, Late Summer (EmArcy MG 36059) 

BOBBY HACKETT 
Bob Hackett, trpt; Matty Matlock, cl; 
Jack Teagarden, Abe Lincoln, trbs; Don 
Owens, piano; Nappy LaMare, guit; Phil 
Stephens, bass; tuba; Nick Fatool, drms 
Coast Concert: / Want a Big Butter and 
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preienting. the lorento31 

artiih in the world 

Louis Armstrong 

Georgie Auld 
Henry "Red" Allen 
Nat Adderley 

Julian Adderley 
Australian Jazz Quintet 
Dorothy Ashby 
Lillian Armstrong 
Bob Anderson 
Les Brown 
Dave Bru beck 
Chet Baker 
Basin Street Six 

Al Belletto 
Boyd Bennett 
Bob Brookmeyer 
The Block Busters 

Romaine Brown 
Blue Stars 
Benny Carter 
Barbara Carroll 
Jackie Cain 
Page Cavanaugh Trio 

Conte Candoli 
Eddie Condon 
The Chuckles 
Joe Castro 
Cy Coleman 
Dick Contino 
Paul Desmond 
Jackie Davis 
Dixieland Rhythm Kings 
Billy Ward Dominoes 
Dorothy Donegan 
Johnny "Scat" Davis 

Billy Daniels 
Dukes of Dixieland 
Duke Ellington 
Don Elliott 
Jerry Fielding 
Herbie Fields 

Frances Faye 
Maynard Ferguson 

Eddie Fontaine 
The Flamingos 
The Flairs 
The Gaylords 
Terry Gibbs 
Adele Girard 
Conley Graves 

Stomp Gordon 
Buddy Greco 

8619 SUNSET BOULEVARD 
Hollywood 46, Calif. 
Phone Crestview 1-8131 

Erroll Garner 
Lionel Hampton 
Woody Herman 
Bobby Hackett 
Billie Holiday 
Earl Hines 
Art Hodges 
Neal Hefti 
Chico Hamilton 
Lurlean Hunter 
Eddie Heywood 
Ivory Joe Hunter 

Joe Huston 
lutta Hipp 
Russ Haddock 
Jon Hendricks 
Pee Wee Irwin 
Ahmad Jamal 
Herb Jeffries 
Betty Johnson 
J. J. Johnson 
Pete Jolly 
Calvin Jackson 
Lee Konitz 
Roy Kral 
Gene Krupa 

Alex Kalleo 
Bill Kenny 
Max Kaminsky 
Morgana King 
Nappy Lamare 
Elliot Lawrence 
Katie Lee 
Joe Loco 
Carmen McRae 
Marian McPortland 
Jimmy MrPartland 
Richard Maltby 
Wingy Manone 
Joe Marsala 
Rafael Mendez 

JOE GLASER, Pres. 

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

Gerry Mulligan 
Helen Merrill 

Mil-Con-Bo 
Charlie Mingus 
Pat Moran Trio 

Vido Musso 
Rose Murphy 

Jo Ann Miller 
Audrey Morris 
Red Nichols 
Red Nonio 
Novelties 
Anita O'Day 
Dave Pell 

Ruth Price 
The Platters 
Fats Pichon 
Peter Sisters 

Teddy Randazzo 
Lucy Reed 

Max Roach 
Frank Rosolino 
George Shearing 
Muggsy Spanier 
Bud Shank 

Hazel Scott 
Lou Stein 
Stuff Smith 
Eddie South 

Kirby Stone Four 
Ralph Sutton 
Bobby Stevenson 
Sylvia Syms 

Tony Scott 
Zoot Sims 
Don Shirley 
Joe Sullivan 
Johnny Smith 
Sal Salvador 
Billy Taylor 
Jack Teagarden 
Sister Rosetta Tharpe 
Alec Templeton 
Dinah Washington 
Teddy Wilson 
Jerri Winters 
Frances Wayne 
Billy Williams 

203 NORTH WABASH AVE. 
Chicago. III 

Phone CEntral 6-9451 
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ROOST 
RECORDS 

"Music Of The Future" 

I LP 2215 
Johnny 
Smith 
Moods 

LP 2216 
Johnny 
Smith 
The New 
Quartet 

LP 2217 

Ruth 
Price 
Sings 
With 

Johnny 
Smith 

LP 2218 

Beverly 
Kenney 
Sings 
With 
Jimmy 
Jones & The 
Basie-ites 

LP 2219 

38 Minutes 
And 

48 Seconds 
With 
Sonny 
Stitt 

other top releases 

LP 22 1 I-Moonlight in Vermont 
JOHNNY SMITH featuring STAN GETZ 

LP 22I3-Giants of the Piano 
ART TATUM & ERROLL GARNER 

LP 22I4-Concert in Paris, 
DIZZY GILLESPIE 

ROOST RECORDS 
664 Tenth Ave., New York 36, N. Y. 

Egg Man, New Orleans, That's A Plenty, 
Basin Street Blues, Muskrat Ramble, I 
Guess I'll Have to Change My Plans, 
Royal Garden Blues, Struttin' with Some 
Barbecue, Fidgety Feet (Capitol T 692) 

CHICO HAMILTON 
Chico Hamilton, drms; Buddy Collette, 
alto, ten, 11; Freddie Katz, cello; Jim Hall, 
guit; Carson Smith, bass 
Volume II: Jonlah, Chrissie, The Wind, 
Gone Lover, The Ghost, Sleepy Slept Here, 
Takin' a Chance on Love, The Squimp, 
Topsy, Drums West, Sleep (Pacific Jazz 
1216) 
Chico Hamilton, drms; Jim Hall & Howard 
Roberts, guit; George Duvivier, bass 
Blues on the Rocks, Street of Drums, We'll 
Be Together Again, Skinner Strings, Nizt-
tye, Porch Light, Broadway, Autumn 
Landscape, Uganda, Lollypop (Pacific Jazz 
PJ 1220) 

LIONEL HAMPTON 
Lionel Hampton, vibes ; Harry Edison 
trpt; Barney Kessell, guit; Art Tatum, 
piano, Red Callender, John Simmons, bass, 
Buddy Rich, drms 
And His Giants: Plaid, Somebody Loves 
.11e, Deep Purple. Septenzber Song, Verve 
Blue (Norgran MGN 1080) 
Lionel Hamtpon, vibes; Oscar Peterson, 
piano; Ray Brown, bass; Buddy Rich, drms 
Plays Love Songs: Love for Sale, Stardust, 
I Can't Get Started, Willow Weep for Me 
(Verve MG V-2018) 

LIONEL HAMPTON-STAN GETZ 
Stan Getz, ten; Lionel Hampton, vibes; 
Lou Levy, piano; Leroy Vinnegar, bass; 
Shelly Manne, drms 
Cherokee, Ballad Medley, Louis, Jumpin' 
At The Woodside, Gladys (Norgran LP 
MGN-1037) 

HAMPTON HAWES 
Hamp Hawes, piano; Red Mitchell, bass; 
Chuck Thompson, drms 
Volume Two: You and the Night and the 
Music, Stella By Starlight, Blues for 
Jacque, Yesterdays, Steeplechase, 'Round 
About Midnight, Just Squeeze Me, Autumn 

in New York, Section Blues (Contemporary 
C 3315) 
Hamp Hawes, piano,; Red Mitchell, bass; 
Chuck Thompson, drms 
Everybody Likes Hamp Hawes, Volume 3: 
The Trio: Somebody Loves Me, The Ser-
mon, Embraceable You, I Reintmber You, 
Night in Tunisia, Polka Dots and Moon-
beams, Billy Boy, Lover Come Back To 
Me, Body and Soul, Coolin' the Blues 
(Contemporary C 3523) 

COLEMAN HAWKINS 

Coleman Hawkins, ten; Ernie Royal, trpt; 
Eddie Bert, trb; Earl Night, piano; Sidney 
Gross, guit; Wendell Marshall, bass; Osie 
Johnson, drms 
Accent on Tenor Sax: I'll Never Be The 
Same, Blue Room, When Your Lover Has 
Gone, Runnin' Wild, The Breeze And I, 
What's New, I'll String Along With You, 
My Own Blues (Urania UJLP 1201) 
Coleman Hawkins, tenor; with varied per-
sonnel 
The Hawk in Hi-Fi: Body and Soul, Little 
Girl Blue, I Never Knew, Dinner for One 
Please, James, The Bean Stalks Again, 
His Very Own Blues, The Day You Came 
Along, Have You Met Miss Jones, The 
Essence of You, There'll Never Be Another 
You, I'm Shooting High, 39"-25"-39” 
(Victor LPM 1281) 

TED HEATH 
Ted Heath lead; Les Gilbert, Roy Willox, 
alto; Henry McKenzie, ten & cl; Danny 
Moss, Don Rendell, ten; George Hunter, 
Ken Kidder, bar; Bobby Pratt, Duncan 
Campbell, Stan Reynolds, Ronnie Hughes 
Eddie Blair, Bert Ezzard, trpts; Wally 
Smith, Don Lusher, Jimmy Coombs, Ric 
Kennedy, trbs; Frank Horrax, piano; 
Johnny Hawksworth, bass; Ronnie Ver-
rell, drms 
Heath Swings in Hi-Fi: Kings Cross 
Climax, Boomerang, When a Bodgie Meets 
a Widgie, The Dance of the Dingos, Mal-
aguena, Balyhoo, Barber Shop Jump, Lul-
laby of Birdland, Walkin' Shoes, Dig Deep, 
Peg O' My Heart, Bell Bell Boogie, 
Siboney, Cloudburst (London LL 1475) 

PHOTO CREDITS 

Cover by Burt Goldblatt. Page 7, Bob 
Parent. Page 8, Parent ( Thad), Richard 
Solomon ( Newport). Page 9, Nick Dean. 
Page 11, Leonard Wett ( Chet). Page 12, 
Richard Solomon ( Gulda). Page 13, Bernie 
Thrasher ( Miles). Page 14, Burt Gold-
blatt. Page 15, Bob Parent. Page 16, 
William Claxton. Page 17, Charles Stew-
art ( Brown), Herm Leonard ( Dorsey). 
Page 18, George Kahn ( McKinley). Page 
19, Bob Parent. Page 20, Burt Goldblatt 
(Zoot), Bob Parent (Russo). Page 21, 
William Claxton ( Manne), Bill Spilka 
(Hinton). Page 23, Popsie ( Phineas), 
Nick Dean (Rollins), Howard Lucraft 
(ePepper), Bob Parent ( Becker), Burt 
061dblatt (Powell). Page 24, Bob Parent. 
Page 25, William Claxton ( Lewis & 
Giuffre), Bob Parent ( Lennie), Richard 
Solomon ( Mingus). Page 26, Burt Gold-

blatt ( Billie). Page 27, Charles Varon 
(Garcia), Chuck Lilly ( Lacy), Francis 
Wolff ( Smith). Page 28, Frank Werber 
(Mort), Bob Parent (Anita). Page 29, 
Bob Parent. Page 30-43, William Claxton. 
Page 40, Herm Leonard. Page 41, Burt 
Goldblatt ( Greene), William Claxton. Page 
47, Al Hauser. Page 52, Court. Oberlin 
(Kenton). Pages 53, 76, 78, 80, Court. 
Angel Records. Page 55, Nick Dean. Page 
56, Burt Goldblatt. Page 60, Bob Parent. 
Pages 85, 86-89, 98, George Kluge. Page 
99, Bob Parent. Page 101, Nick Dean. 
Pages 102-3, Bob Parent. Page 105, Burt 
Goldblatt ( Reunald). Page 106, William 
Claxton. 

Pages 13, 50-51, 58, 101, 104, 120, sketches 
by Dave Howe. Pages 48-49, 54, 74, 108, 
116, 124, 128, sketches by Roger Klaus. 
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albums 

RAY ANTHONY— Jam Session at the Tower 749 

AL BELLETTO Half And Half 751 

LES BROWN - Les Brown's in Town 746 

MILT BUCKNER - Rockin' Hommond 722 

JUNE CHRISTY — The Misty Miss Christy 725 

NAT "KING" COLE— The Piano Style of Not "King" Cole 689 

JACKIE DAVIS Hi-Fi Hammond 686 

DUKE ELLINGTON—Ellington Showcase 679 

FOUR FRESHMEN - Four Freshmen and Five Trombones 683 

BOBBY HACKETT - Coast Concert 692 

WOODY HERMAN - Jackpot! 748 

STAN KENTON —Cuban Fire! 731 

BILLY MAY —Sorta-Dixie 677 

MARIAN McPARTLAND— After Dark 699 

GEORGE SHEARING_ Velvet Carpet 720 

PAUL SMITH Cool And Sparkling 757 

ART TATUM rt Tatum 216 

JACK TEAGARDEN— This Is Teagarden 721 

113 



"album of the year"—Metronome Yearbook 

MINGUS AT THE IIIMIEMIA 

THE QUINTET "Jazz at Massey Hall" 
(Bird, Diz, Bud, Max., Mingus') 

CHARLES* 
MINGUS 

MAX* 
ROACH 

EDDIE 
BERT 

Deb-121 

4 TROMBONES, J. J. Johnson*, Kai Winding Deb-126 
Send for Free 1957 Jazz catalogue 

DEBUT RECOIL D S 
331 West 51st Street, New York 19, N.Y. 

* Metronome All-Star Poll Artists 

,e,/e 
&wine 

FOOD & MUSIC 
eel,/ eAfeffe 

FAMOUS FOR ROAST BEEF, 
STEAKS, BARBECUED RIBS 

DINNER From 5:30 P.M. • OPEN TO 4 A.M. 

aN,rtaiet 

opm, tietiNuer, 

161 E. 54th St. • Pl. 9-3228 
BETWEEN LEXINGTON & THIRD AVES. 

NO 20% TAX MEMBER DINERS' CLUB 
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MORT HERBERT 
Mort Herbert, bass; Sahib Shahab, alto & bar; Mike Cuozzo, ten; 
Joe Wilder & Don Stratton, trpts; Ronnie Ball & Dick Katz, piano; 
Kenny Clarke, drms 
Night People: Son of the Preacher, I've Got You Under My Skin, 
Swiss Movement, Night People, Mitch's Carrol, I Think of You, 
With Every Breath 1 Take, Blues for Fred and Fay ( Savoy MG 
12073) 

WOODY HERMAN 
Woody Herman. alto. el, vocals: Richie Kamuca, ten; Dick Collins 
& Johnny Coppola, trpts; Cy Tout bass trpt: Norman Pockrandt, 
piano: Monte Budwig, bass; Chuck Flores, drms 
Jackpot: 920 Special, Bag's Other Groove, Broadway, Jumpin' at 
the Woodside, The Boot, Wailin' Wall, Bass Face, Junior (Capitol 
T 748) 

EARL HINES 
Earl Hines, piano; Eddie Duran, guit; Dean Reilly, bass; Earl 
Watkins, drms 
Jitterbug Waltz, Darktown Strutter's Ball, Black and Blue, 
Blue Turning Grey Over You, Honeysuckle Rose, Squeeze Me, 
Ain't Misbehavin', Keepin' Out of Mischief Now, I Can't Give 
You Anything But Love, I'm Gonna Sit Right Down and Write 
Myself a Letter, Lulu's Back in Town, Two Sleepy People 
(Fantasy 3-217) 

JUTTA HIPP 
Jutta Hipp, piano; Peter Ind, bass; Edmond Thigpen, drms 
At the Hickory House: Take Me in Your Arms, Dear Old Stock-
holm, Billie's Bounce, I'll Remember April, Lady Bird, Mad 
About the Boy, Ain't Misbehavin', These Foolish Things, Jeepers 
Creepers, The Moon Is Yellow (Blue Note BLP 1515) 

JOHNNY HODGES 
Johnny Hodges, alto; Jimmy Hamilton, ten & cl; Harry Carney, 
bar; Clark Terry, trpt; Lawrence Brown, trb; Billy Strayhorn, 
piano; Jimmy Wode, bass; Sonny Greer, rdms 
Creamy: Whispering, Tenderly, Don't Take Your Love from Me, 
Prelude to a Kiss, Polka Dots and Moonbeams, Passion Flower, 
Scufflin, Honey Bunny, Passion, Pretty Little Girl, No Use 
Kicking (Norgran IIGN 1045) 
The Blues: Rosanne, Hodge-Podge, Jappa, Through the Night, 
The Sheik of Araby, Latino, Johnny's Blues, Indiana, Easy Going 
Bounce, Burgandy Walk (Norgran MG N-1061) 

RMO HOPE 
Elmo Hope, piano; John Ore, bass; Willie Junes, drms 
Meditations: It's A Lovely Day, All The Things You Are, Quit 
It, Lucky Strike, Ghost of A Chance, Huh, Falling in Love With 
Love, My Heart Stood Still, Elmo's Fire, in The Mood for 
Love, Blue Mo ( Prestige LP 7010) 

ELMO HOPE-FRANK FOSTER 
Elmo Hope, piano; Frank Foster, ten; John Ore, bass; Art Tay-
lor, drms 
Wail, Frank Wail, Zarou, Posterity, Georgia on My Mind, Shut-
out, Vaho (Prestige LP 7021) 

MILT JACKSON 

Milt Jackson, vibes; Lucky Thompson, ten; Hank Jones, piano; 
Wendell Marshall, bass; Kenny Clarke, drms 
Come Rain or Come Shine, Fred's Mood, Wild Man 
Delete: Lucky Thompson, Wade Legge, Wendell Marshall; Add: 
Kenny Dorham, trpt; Billie Mitchell, ten; Julius Watkins, Fr. horn; 
Curley Russell bass; Joe Harris, timbales 
Conglomeration, Bru, You Go to My Head, Roll 'ern Bags, 
Faultless, Hey Frenchy (Savoy MG 12042) 
The Jazz Skyline: Lover, Can't Help Lovin' That Man, The Lady 
Is a Tramp, Angel Face, Sometimes Happy, What's New 
(Savoy MG 12070) 

ILLINOIS JACQUET 
Illinois Jacquet, ten; Cecil Payne, bar; Russell Jacquet, trpt; 
Mathew Gee, trb; Ray Acea, piano; Al Lucas, bass; Shadow 
Wilson, drms 
Groovin': Just a Sittin' and a Rockin', Mean to Me, One Nighter 
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ARE 
EIRE ... AT 

THE GREATEST 
JAll CONCERTS EVER! 

DUKE EWNGTON AND THE 
BUCK CLAYTON ALL-STARS 

JAY KAI 
• 

THE 1956 NEWPORT JAll FESTIVAL 

RECORDED ON THE SPOT BY COLUMBIA! 
(Newport, Rhode Island, July 6 & 7, 1956) 

CL 931 Louis Armstrong and Eddie Condon at Newport ($3.98) 

CL 932 Dave Brubeck and Jay 8c, Kai at Newport ($3.98) 

CL 933 Duke Ellington and the Buck Clayton All-Stars at Newport ($3.98) 

CL 934 Ellington at Newport ($3.98) 

(b) "Columbia" 41 ,1, Marcas Reg. All prices are suggested list. 

ItICOROUI ii AMR Meting/ICE II CAMEL CILIFOIRIA 

CONCERT BY THE 
ERROLL GAR 

ERROLL GARNER 

Able 

(Winner of Downbeat Reader Poll for 

best pianist of the year) 

"CONCERT BY THE SEA" 
RECORDED ON THE SPOT BY COLUMBIA! 
(Carmel, California, September 19, 1955) 

CL 883 Concert By the Sea ($3.98) 

THE BIGGEST EVENTS IN ENTERTAINMENT HAPPEN ON COLUMBIA RECORDS CIA DIVISION OF CBS 
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FOR WEST COAST JAll 

PACIFIC JAZZ RECORDS 

13G AN 
Fe( lee. GER cHer 

1.14 / Ds, BUD SHANK 
•••r11/VD„ 

ge 
4497E104 t N&C) 

%-t 

ce,co Awe:re.' 

CONTE CANDOLI 

evz.E(R: 

SHORTY R0Ger/Ais 

eeoN ,‘,, lee  ee, et 
eoe Go 

socl 3>•`' 

çzfei e"°‘ CLIFFORD BROWN 

sHELLv mi,NNE 

çe-

e BOB BROOKMEYER 

BuDDY coLLETTE -14Ciç sHELDoN 

PACIFIC JAZZ ENTBRPRISES. INC. 
7614 MELROSE AVENUE • HOLLYWOOD 46, CALIFORNIA 

proudly presents a few of the great 

JAZZ artists who will appear 

in 1957 
COUNT BASIE 

DUKE ELLINGTON 

WOODY HERMAN 

DIZZY GILLESPIE 

MAYNARD FERGUSON 

AL HIBBLER 

STAN KENTON 

BUD POWELL 

JOHNNY SMITH 

SARAH VAUGHAN 

CARMEN McRAE 

JOE WILLIAMS 

BIRDLAND Sind St. & 
New York. N.Y. 
JUdson 6-7333 

Boogie, Wrap Your Troubles in Dreams, Cottontail, Weary 
Blues, Groovin', Little Jeff, Jacquet Jumps, Blue Nocturne, On 
Your Toes, R.U. One,' (Clef MG C-702) 
Illinois Jacquet, tenor; Harry Edison, trpt; Gerald Wiggins, Carl 
Perkins, piano; Irving Ashby, guit; Curtis Counce, bass; Art 
Bartee, drrns 
Honeysuckle Rosa, Cool Bill, Leo ' the Blues, Stardust, Love is 
Here to Say, Empathy, East of the Sun, Sophia (Clef LP MG C676) 

JAM SESSION 

Roy Eldridge, Dizzy Gillespie, trpt; Johnny Hodges. alto; Flip 
Phillips, Ben Webster, Illinois Jacquet, tenor; Lionel Hampton, 
vibes, Oscar Peterson, piano, Ray Brown, bass; Buddy Rich, drms 
No. 7: Blue Lou, Just You, Just Me (Clef LP MG C 677) 
Johnny Hodges, alto; Ben Webster, Illinois Jacquet, Flip Phillips, 
ten, Roy Eldridge, Diz Gillespie, trpt; Lionel Hampton, vibes; 
Oscar Peterson, piano; Ray Brown, bass; Buddy Rich, drms 
No. 8: Jam Blues, Tenderly, I've Got the World on a String, 
What's New, I Got It Bad and That Ain't Good, Don't Blame 
Me, Imagination, Someone to Watch Over Me. Body and Soul, 
She's Funny That Way (Clef MG C-711) 

JAZZ AT THE PHILHARMONIC 
Flip Phillips & Ben Wester, tens; Buddy DeFranco. cl: Dizzy 
Gillespie, & Roy Eldridge, trpts; Bill Harris, trb; Herb Ellis, 
guitar: Oscar Peterson, piano; Ray Brown, bass; Buddy Rich & 
Louie Bellson, drums 

Volume 17: Recorded at Hartford's Bushnell Memorial Audi-
torium, Hartford, Conn., in 1954: Jazz Concert Blues, The Chal-
lenges, The Ballad Medley, Should I, Come to the Mardi Gras. Love 
for Sale, Nuages, Avalon, It's Only a Paper Moon, Easy Living, I'll 
Remember April, Autumn Leaves, Now's the Time, Airmail 
Special, How High the Moon, Body and Soul. Flying Home 
(Clef MG 17) 

JAZZ IN A STABLE 
Herb Pomeroy, trpt ; Varty Haroutunian, tenor; Ray Santici, piano; 
John Neves, bass; Jimmy Zitano, drms 
Jazz in A Stable: It Might As Well Be Spring, Honey Bunny, 
Moten Swing, Porta Desks and Tuxedos, One Bass Hit, Off 
Minor, Sweet and Lovely, Ray's Idea, Dear Old Stockholm 
(Transition LP-1) 

THE JAZZ MESSEN E 
Kenny Dorham, trpt; 
Horace Silver, piano 14 

At the Cafe Bohemia: 
Holiday, Alone Togeth, 
Crowd, Like Sotneonc 
I Waited for You (Bit 

JAZZ CITY 
Herbie Har frb • rry Bunker, xi 
bongos; M f ?aipiano; Curtis Coun 
drms; Mi Ly rocal on track four 
Zing We T le S of My Heart, Autum 
Closet, T Old k Magic, The Natives 
Serenade luk, jura, Them There Eyes 

; Julius Watkins, Fr. horn; 
; Art Blakey, drms 

ft Winds, The Theme, Minor's 
ert (Blue Note 1507); Sportin' 
esterdays, Avila and Tequila, 

THE JA 
John La 
Ball, Ho 
Kenny 
There'll 
in Love. 
for .911) 

LES JA 
Charlie 
piano; P 
drms 
Town an un1 
Are Too 
Garden Delights, 

JM 
fa, a 
Sil 

GE 
Hank Mobley, ten; Donald B 
piano; Wendell Marshall, Dou 

,,er Another You, C 
o, i tarried an Ange 

:IVc)N G 12064) 

MO S 
ten; Julius \Vat 

Chambers & Oscar 

n thc 

Jack Constanzo, 
; Frankie Capp, 

,es, Blues in the 
stless Tonight, 
hem BCP 44) 

, trpt; Ronnie 
atkins, bass; 

When I Fall 
age (Freedom 

'Gil Mahones, 
on Jefferson, 

‘;04‘B e Modes, You 
Idle Evening, 

men DLP 1108) 
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by THE REV. A. L. KERSHAW 

The Reverend A. L. Kershaw presents 
his 12 favorite Jazz selections. 

DI. 8244* 

The most from the Coast: important ex-
perimental work by John Graas. 

DL 8343* 

The man with the fleugel horn, Jack 
Millman, creates great new sounds. 

DL 8156* 

Jazz Studio 1: Paul Quinichette and 
others; Side 1: `Tenderly': Side 2: `Let's 
Split'. DL 8058* 

John Graas guides the Westlake College 
Quintet through inspired original tunes. 

111. 8393 

The Original HI-FI Sound Track Al-
bum! Literally a Who's Who of modern 
jazz! DL 8257* 

111=IVJAZZ STUDIO 5 

The versatile Mr. Ralph Burns makes 
great tracks from way out originals. 

DL 8235• 

Jazz Studio 2: Marty Paich, Curtis 
Counce and others blow up a storm on 
original material. DL 8079* 

irL 
"U./ m• maim 

Carmen Cavaliar° swings to jazz impro-
visations on some fine standards. 

DL 8389 

Gerry Mulligan and Graas team up to 
boot out some wildly swinging things. 

DL 8104* 

LOI "IN IIMSTIIONG 

JAZZ CLASSICS 

Louis Satchmo Armstrong shows he', 
still the undisputed King of Hot Jazz. 

DL 8284* 

"DL" indicates 33% RPM Long Play Records. *Available on 45 RPM Extended Play Records. 

DECCA® RECORDS 
a Ne w Wor/of of (Jazz 
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Hi- Fi JAZZ LP'S 
PACIFIC JAZZ LP's — $4.98 
D PERKINS-LEWIS—Grand Encoun-

ter: Two Degrees East, Three Degrees 
West 

Cl CHET BAKER—In Europe (feat. 
R. Twardzik) 

O CHET BAKER SINGS— New on 
12., ;Mr view rends added, 
BILL PERKINS—On Stage 
GERRY MULLIGAN—Calif. Concert 
GERRY MULLIGAN—Paris Concert 
CHICO HAMILTON—Quintet (feat. 
Buddy Collette) 

O CHICO HAMILTON—In HI PI 
O LAURINDO ALMEIDA—With Bud 

Shank 

JAZZ WEST COAST — AN-
THOLOGY OF JAZZ 93,93 Ia. 
D Vol. 1 CI Vol. 2 0 Vol. 3 (The 
Blues) a Vol. 4 Ballads for Back-
grounds 0 Vol. 5 (Roger. & Hart 
Genii) 

O PACIFIC JAZZ SAMPLER 
($1.98) Includes Baker, Mul-
ligan, Hamilton, Shank, Perkins. 

  LP's — 
O DAVE BRUBECK—Jazz at College 

of Pacific 
O CAL TJADER—Plays Mambo 
O GERRY MULLIGAN—The Quartet. 

Baker, Hamilton, Desmond. 
O CAL TJADER QUINTET— New 

release 
O PAUL I7ESMOND—Feat. D. Elliot 
O ELLIOT LAWRENCE—At the Steel 

Pier 
I2 DAVE BRUBECK—Jazz at Oberlin 

(12) 
BLUE NOTE LP's — $4.98 

OJIMMY SMITH ON THE HI-FI 
ORGAN 

3 vol. 1 ( The Preacher. J09, High 
& Mighty, Midnight Sun) 

O Vol. 2 (The Champ, Bubble, 
Ready de Able) 

(3 Vol. 3 (I Cover the  Waterfront) 

JAZZ MESSENGERS AT THE 
CAFE BOHEMIA ( Sliver, Blakey, 
Mobley, Watkins, Durham) 

O Vol. 1 (includes Soft Wind') 
D Vol. 2 (Sportin' Crowd) 

Ci.IFFORD BROWN—Memorial Alb. 
The HI-LO's (Starlight—$3.98) 

D Under Glass D The Hi-Lo's 1 Presume 
D I Wen, the 0 On Hand (new 

release) 

lMUSIC MINUS ONE LP's $4.98 I  D Vol. 1 DI Vol. 2 OYU. a 
(Whrh ordering, state your mur.) 

CONTEMPORARY LP's — $4,99 
O SHELLY MANNE— MY FAIR LADY 

(Previn, Vinnegar) 
D SHELLY MANNE— And His Friends 

(Tangerine, Squatty Roo, I Cover 
the Waterfront, Stars Fell on Ala) 

D BUDDY COLLETTE— Man of Many 
Parts 

G JAZZ IN TRANSITION — (Top 
Jazz Sampler)—$1.98  

I
D GENE NORMAN PRESENTS--

Be Our Guest (Sampler—$ 1.98) 
Includes Hampton, Ventura, Mul-
ligan, Gillespie  

72 CHARLIE VENTURA— In Concert 
(GNP-13.98) Feat. Jackie 8. Roy 

0 TOSHIKO (Storyville LP-13.98) 
D MOONLIGHT IN VERMONT — 

Johnny Smith--Getz le ..$4.98 

1SPECIAL CLASSICAL SAMPLER l  D Ballet Music of ShostakOvieb 
$1.98 

O BONGO BOP (Tampa — $3.98) 
Features Moore, Comfort, Pacheco, 

DI BONGO SESSION (Tampa-13.98) 
Pacheco, S. Manne. 

O AFRO CUBAN BAND—Jack Coe-
tanzo (GNP—$3.98) 
 IC LP's — $3,99 

I—I MII.T JACKSON—Ballads & Blues 
O MODERN JAZZ QUARTET— 

Fontessa 
D SHORTY ROGERS—Martians Come 

Back 
D CHARLIE MINGIUS--Pithecanthro-

pus F.reet us 
O JIMMY GIUFFRE — The Jimmy 

Giuffre Clarinet 
D PHINEAS NEWBORN— Here le 

Phineas 

OTHER BEST SELLERS 
El ELLA FITZGERALD — Cole 

Port er Song Book $9.98 
SEND FOR COMPLETE CATALOGUE — MIN IMUM ORDER $5.00 

LOMAKIN Hi- Fi MUSIC 
633 LIBERTY AVENUE PITTSBURGH 22, PA. 
$1.00 DEPOSIT WITH C.O.D.'. — Foreign Orders Add $1.00 for Postage 

"AMERICA'S LEADING JAZZ SHOP" 

MAIL ORDER JAZZ, 
TIFTON, GEORGIA 

Most Jazz Enthusiasts Roy From America's Largest 
Exclusive Mail Order House. 

St•nd 25c for only complete catalog exclusively 
listing jazz books and every modern jazz LP that 

is available. 

JAZZ LINES 

by LENNIE TRISTANO by LEE KONITZ 
"317 East 32 Street"  20c "Cork ' n' Bib"  20c 

"Lennie—Bird"  20c "Kary's Trance"  20c 

See your dealer or order direct from (include postage) 

Wm. H. Bauer Music Publisher, 121 Greenway, Albertson, L. L, N. Y. 

ARTISTS FOR 1957! 
MARIAN McPARTLAND EDDIE HEYWOOD 

TAL FARLOW EDDIE COSTA 

HAMPTON HAWES BERNARD PEIFFER 

GEORGE WALLINGTON RONNELL BRIGHT 

BOBBY CORWIN JOHN MEHEGAN 

DON ELLIOTT KAY LAWRENCE 

DICK WETMORE CHUCK WAYNE 

fixpMpOSER 

68 W. 58 St. NY.C.• PL. 9-6683 

JAZZVILLE '56 

Charlie Rouse, ten; Julius Watkins, Fr. horn; Gildo Mahones, piano, 
Paul West, bass; Arthur Taylor, drms 

Dancing on the Ceiling, Legend, Temptation, Episode, Dancing in 
the Dark, Gooddbye 
Gene Quill, alto; Dick Sherman, trpt; Dick Katz, piano; Teddy 
Kotick, bass; Osie Johnson, drms 
Blues for the Camels, Loverman, Achilles' Heel, Everything Hap-
pens to Me (Dawn DLP 1101) 

JAZZVILLE VOLUME TWO 
Side One: Frank Rehak & Melba Liston, trbs; Marty Flax, bar. 

Walter Davis, piano; Nelson Boyd, bass; Charlie Persip, drms; 
Side Two: Alex Smith, piano; Norm Marnell, ten; Eddie Mattson, 
trpt; Paul Worthington, bass 
Insomnia, Very Syrian Business, Never Do An Abadanian In, 
Zagreb This, Donnybrook, Limehouse Blues, Darn That Dream, 
That's Earl Brother, Nothing, Could Be Finer Than Minor (Dawn 
DLP 1107) 

JAZZ WORKSHOP-AL COHN 

Al Cohn, alto; Bernie Glow, Nick Travis, Joe Wilder, Joe New-
man, Thad Jones,trpts; Dick Katz, piano; Freddie Greene, guit; 
Buddy Jones, bass, Osie Johnson, drms 
Rosetta, The Song Is Ended, Linger Awhile, Every Time, 
Haroosh, Just Plain Sam, I'm Coming Virginia, Cohn Not Cohen, 
A Little Song, Foggy Watter, Sugar Cohn, Alone Together 
(Victor 12" LP LPM 1161) 

JAY AND KAI + 6 
Jay Johnson and Kai Winding with Urbie Green, Bob Alexander, 
Eddie Bert, Jimmy Cleveland, trbs; Bart Varsalona, Tom Mitchell, 
bass trb; Hank Jones, piano; Milt Hinton, bass; Osie Johnson, 

drms ( Candido, conga & bongos on tracks 1 & 3; Ray Brown, bass 

substitutes for Hinton on tracks 1, 4, 7, 10 & 12) 

The Jay and Kai Trombone Octet: Night in Tunisia, Piece for 
Two Tromboniums, Rise 'N' Shine, All At Once You Love Her, 
No Moon at All, The Surrey with the Fringe on Top, The Peanut 
Vendor, You're My Thrill, Jeanne, Four Plus Four, You Don't 
Know What Love Is, The Continental (Columbia CL 892) 

JAY JAY JOHNSON 
Jay Jay Johnson, trb; Hank Mobley, tenor; Clifford Brown, trpt; 
Horace Silver, piano; Paul Chambers, bass; Kenny Clarke, drms 
Volume Three: Daylie Double, You're Mine You, Pennies from 
Heaven, Groovin', Viscosity, Portrait of Jennie (Blue Note LP 
5070) 

HANK JONES 

Hank Jones, piano; Donald Byrd, Matty Dice, trpts; Eddie Jones, 
bass; Kenny Clarke, drms 
Almost Like Being in Love, An Evening at Papa Joe's, And Then 
Some, Summer's Gone, Don't Blame Me (Savoy MG 12037) 

JO JONES 

Jo Jones, drms; Lucky Thompson, tenor; Emmet Berry, trpt; 
Lawrence Brown, trb; Nat Pierce, piano; Freddie Green, guit; 
Walter Page, bass; Count Basie, piano on both takes of Shoe 
Shine Boy 
The Jo Jones Special: Shoe Shine Boy (1st Take), Lover Man, 
Georgia Mae, Caravan, Lincoln Heights, Embraceable You, Shoe 
Shine Boy (2nd Take) (Vanguard VRS 8503) 

THAD JONES 

Thad Jones, trpt; Billy Mitchell, ten; Kenny Burrell, guit; Tommy 
Flanagan, piano; Oscar Pettiford, bass; Shadow Wilson, drms 

Detroit-New York Junction: Blue Room, Tariff, Little Girl Blue, 
Scratch, Zee (Blue Note BLP 1513) 

STAN KENTON 
In Hi-Fi: Aristry Jumps, Interlude, Intermission Riff, Minor Riff, 
Collaboration, Painted Rhythm, Southern Scandal, The Peanut 
Vendor, Eager Beaver, Concerto to End All Concertos, Artistry in 
Boogie, Lover, Unison Riff (Capitol LP W 724) 
Stan Kenton, cond & piano; Lennie Niehaus, alto; Bill Perkins, 
Lucky Thompson, ten; Bill Root, bar; Phil Gilbert, Lee Katzman, 
Ed Leddy, Al Mattaliano, Vinnie Tanno,Sam Nato, trps; Bob 
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ATTENTION 
CAMPUS CONCERT:THE MITCHELL-RUFF DU EPIC HAS JUST MADE SOME 

ADDITIONS TO AMERICA'S MOST 

INTRIGUING JAll CATALOG! 

THE SAX SECTION ZOOT Sims, Al Cohn, Gene 
Quill, Sol Schlinger and others doing just about 
everything a fine sax section can do. LN 3278 

THE RHYTHM SECTION — Milt Hinton, Osie 
Johnson, Barry Galbraith and Hank Jones 
showing what the four rhythm instruments 
can do—as soloists and as a team. LN 3271 

LEIS 
010 
PRU 

LESTER YOUNG""COUNT SkSIE"" ' 
• 

- 
i 

a ' 

, 

LET'S GO To PREZ— The great Lester Young 
as he played with the Count Basie band. 

LN 3168 

CAMPUS CONCERT 

The Mitchell-
Ruff Duo— 
One of the most 
popular attractions 
on the college 
campus and in the 
jazz spots is the 
Mitchell-Ruff Duo. 
This group has 
created excitement 
because of its 
new perspective 
on jazz. LN 3318 

BASIE'S BACK IN TOWN—A collection of Basic 
favorites show-casing the solid sound that has 
made this band the favorite of thousands. 
Lester Young featured on tenor. LN 3169 

RHYTHM PLUS ONE—Jimmy Cleveland. Seldon 
Powell, Conte Candoli and Gene Quill each 
show what a solo horn can do in combination 
with the ideal rhythm section. LN 3701 

, 
THE MITCHEL_F--RL err' nut 

THE MITCHELL-RUFF DUO—The most thought-
provoking new concept of jazz to come on the 
scene in our generation. LN 3221 

EACH 12" LONG PLAYING 

RECORD $3.98 

\I I fi 

1111••• HIGH FIDELITY goo 

I n  I C 

giro' RADIAL SOUND 

A Product of C B S 
®"Epic" "CBS" T.M. Price is suggested list. 
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MICRO 

SHASTOCK 

MUTES 

Shastock mutes are MICRO built on the 
scientific princlples of sound. Shastock 
mutes are designed to control sound and 
to completely free tone. 

The -Tonal-Color" mute, illustrated here 
is an example of scientific construction. 
Adjustable gold- lacquered aluminum cup 
permits wide range of tonal effects. Ideal 
for both dance and solo work. 

For varied tone effects So/oione and 
Straight mutes are popular with leading 
musicians. At better music dealers every-
where. 

MICRO Musical Products Corporation 
10 West 19th st. New York 11, N. Y. 

"album of the year" 
Metronome Yearbook 

"best of the year" 
Encyclopedia of Jazz 

"ZOOt'S best," 5****'e 
Downbeat 

THE MODERN 
ART OF JAZZ 
(Vol I) by 
ZOOT SIMS 

with 
Bob Bro.-kmeyer 
Milt Hinton 
Cus Johnson 
John Williams. 

DI.P 1102 

other top albums 

The Modern Art of Jazz ( Vol. 2) DLP 104 
featuring Mat Mathews 

A Message From Garcia DLP 106 
featuring Dick Garcia 

Les Jazz Modes DLP 108 
featuring J. Watkins-C. Rouse 

The Kid From Denver DLP 109 
featuring Paul Quinichette 

Cohn on the Saxophone DLP 110 
featuring Al Cohn 

Lucky Thompson DLP 1113 
Write for free cataltnrue 

39 West 60th Street, New York 23, N. Y. 

Carl Fontana, Don Kelly, Kent Larson, 
trbs; Irving Rosenthal, Julius Watkins, 
French horns; Jim McAllister, tuba; Vin-
nie Tanno, fluegel horn; Ralph Blaze, 
guit; Curtis Counce, bass; Mel Lewis, 
drms; George Gabor, Sol Gubin, tymp; 
Willie Rodriguez, bongos; Mario Alverez, 
maracas; Roger Mozian, claves; Tommy 
Lopez, conga drills; George Laguna, tim-
bales 
Cuban Fire: Fuego Cubano (Cuban Fire), 
El Conga Valiente ( Valiant Congo), Recu-
erdos (Reminiscences), Quien Sabe (Who 
Knows) La Cuera Baila ( The Fair One 
Dances), La Suerta de los Tontos ( For-
tune of Fools) (Capitol T 731) 

BARNEY KESSEL 
Barney Kessel, guit; Georgie Auld, Bill 
Perkins, ten; Harry Edison, trpt; Red 
Mitchell, bass; Shelly Manne, drms 
Volume Three: Begin the Blues, Louisiana, 
Happy Feeling, Embraceable You, Wail 
Street, Indiana, Moten Swing, Midnight 
Sun, Don't Blame Me, 12th Street Rag 
(Contemporary 12" LP C 3513) 
Barney Kessel, guit; Bob Cooper, oboe & 
ten; Claude Williamson & Hamp Hawes, 
piano; Monty Budwig & Red Mitchell, 
bass; Shelly Manne & Chuck Thomspson, 
drms 
Volume Two: Speak Low,* Lone Is Here 
to Slav,* Slow Boat to China,* How Long 
Has This Been Going On,* My Old Flame, 
leepers Creepers, Barney's Blues,* Prelude 
to A Kiss,* A Foggy Day,* You Stepped 
Out of a Dream, I Didn't Know 1V/at 
Time It Was, 64 Bars on Wilshire* (Con-
temporary C 3512) 

KRUPA-HAMPTON-WILSON 
Gene Krupa, dins ; Lionel Hampton, vibes; 
Teddy Wilson, piano; Red Callender, bass 
Playing Selections They Played in The 
Benny Goodman Story: Avalon, Just You, 
Just Me, Blues for Benny, I Got Rhythm, 
Moonglow, Airmail Special ( Clef LP 
MGC 681) 

GENE KRUPA 
Big band arranging done by Buddy Breg-
man with Anita O'Day, vocals; Roy El-
dridge, trpt & vocals Gene Krupa, drms 
Drummer Man: Le le Off Uptown, 
Rockin' Chair, Opus 1 • 'sh Fry, Drunintin' 
Man, Boogie Blues, 1 ea Us Lea Slow 
Down, Wire Brush 
You Think, After } 
MGV 2008) 
Gene Krupa, drms; illie Smith, alt'--
Charlie Ventura, ten Charlie Shavers, 
trpt; Teddy Napoleon, piano; Israel 
Crosby, bass 
Drum Boogie: St. Louis Blues, Please 
Don't Talk About Me When I'm Gone, 
Stardust, Fine's Idea, P adise (Clef LP 
MGC 703) 

JOHN LAPORTA 
John LaPorta, alto, cl, a 
bar; Lou Mucci, trpt; rb: 
Wally Cirillo, piano; hall, 
bass; Clem De Rosa, drm 
Conceptions for Septet, Quarte Duo: 
Concertina for Clarinet, Nig illy Vigil, 
Perdido, Triplets You Say . mall Blue 
Opus, Little Fantasy, Absente IVashday, 
En Rapport, Lou's Tune, Ferns La Porta 

o 
ve' G 

ELLIOT LAWRENCE 
Elliot Lawrence, piano; Hal McKusick, 
Sam Marowitz, Eddie Wasserman, Charles 
O'Kane, reeds; Bernie Glow, Stan Fishel-
son, Al Derisi, Nick Travis or Dick Sher-
man, trpts; 011ie Wilson, Eddie Bert, Paul 
Seldon, Al Robertson, trbs; Freddie 
Schmidt or Tony Miranda, Fr. horns; 
Buddy Jones or Russ Saunders, bass; Don 
Lamond, drms; Gerry Mulligan, arr 
Plays Mulligan: The Roger, Bye, Bye, 
Blackbird, Happy Hooligan, Mullenium, 
My Silent Love, Bweebida Bzvobbida, 
Strike Up The Band, The Apple Core, 
Elegy for Two Clarinets, The Swinging 
Door, But Not for Me, Mr. President 
(Fantasy LP 3-206) 
Hal McKusick, Sam Marowitz, Al Cohn, 
Zoot Sims, Charles O'Kane, Eddie Wasser-
man, reeds; Nick Travis, Bernie Glow, 
Ernie Royal, Stan Fishelson, Al DeRisi, 
trpts; Eddie Bert, Urbie Green, Paul 
Selden, trbs; Elliot Lawrence, piano; 
Buddy Jones, bass; Sol Gubin, drms 
Tiny Kahn Arrangements: TNT, Blue 
Room, Who Fard That Shot, My Heart 
Stood Still, Jeepers Creepers, Tiny's Bow 
Music; Johnny Mandel arr: You Took 
Advantage of Me, Taking a Chance on 
Love, Tapeworm, A Foggy Day, Is That a 
Fact, They Can't Take That Away from 
Me, Johnny's Bow Music (Fantasy 3-219) 

LOU LEVY 
1.,,t1 Levy, piano solos 
Ding Dong the Witch is Dead, Lullaby of 
the Leaves, Makin' Whoopee, It Ain't 
Necessarily So, Violets for Your Furs, Get 
Happy, That Old Black Magic, I'll Take 
Romance, Nice Work If You Can Get It, 
Black Coffee, Cheek to Cheek (Victor 
LPM 1267) 

STAN LEVEY 
Dexter Gordon, ten; Conti Candoli, trpt; 
Frank Rosolino, trb; Lou Levy, piano; 
Leroy Vinnegar, bass; Stan Levey, drms 
Diggi' orSi.., uby My Dear, Tune Up, 
La haloupee, S y In, Day Out, Stanley 
the Steamer, Thi Time the Dreams on 
Me?(„kthlehem B P 37) 

WADE LUX 
Meade Lux 1 
Y ncey's Last 

UND 
Mundell 
organ & 
Ed Shau 
Will You 
To Chang 
Same, All 
Baby, 
Bac Re^ 
fro, Vanil 

IS 

\N is, piano; unnamed drms 
ide: Spooney Sam, Mama's 

Hangover Boogie, 
Ride, t ush Street Boogie 

D-7) 

LL LOWE 
owe, guit 
celeste; 
nessy, d 
Still Be 
My P 
• Voz 

ht 

; Dick Hyman, piano, 
rigger Alpert, bass; 

inc. f Guess I'll Have 
us, I'll Never Be The 
Yes Sir, That's My 
e Called It A Day, 

heck To Cheek, Far 
rside RLP 12-204) 

ndell t; Al Klink, bass clarinet 
& flute; dner, oboe & Enplish horn; 
Trigger •ert, bass; Ed Shaughnessy, 
drms. 
Guitar Moods: Speak Low, We'll be To-
gether Again, Memories of You, Ill Wind, 
You Don't Know What Love Is, I Dream 
(Fantasy 3-228) 
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most people dig 

EM A  _Rien( the d— % Cl -d-
JL L.) 

Here are a few favorites from EmArcy's catalog that are ''musts" for every library! 

Sarah Vaughan Georgie Auld 
In The Land Of Hi Fi MG 36058 In The Land Of Hi Fi MG 36060 

Clifford Brown & Max Roach 
At Basin Street MG 36070 

Gerry Mulligan 
Sextet MG 36056 

SASSY 
SABAH vAtTu HAN 

Sarah Vaughan 

Sassy 

e 

3 

4 
Pete Rugolo 

MG 36089 

MUSIC For Hi- Fi Bugs MG 36082 

A PRODUCT OF MERCURY RECORD CORPORATION, CHICAGO, ILLINOIS 

Dinah Washington 
Dinah 

- <D EDDIE HEYWOOD 

MG 36065 

Patti Page 
In The Land Of Hi Fi MG 36074 

Eddie Heywood MG 36042 

Vibes on Velvet 
eTerry Gibbs 

Terry Gibbs 
Vibes On Velvet MG 36064 

Ask your favorite record dealer about all EmArcy High 

Fidelity records. Get your catalog of the ultimate in 

Hi-Fi sound and finest performance...EmArcy 

SENSIBLY PRICED AT $ 3.98 

FOR 72" LONG PLAY RECORD 

HIGH FIDELITY JAZZ 
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HEAR 

The Band of Renown 
ON CAPITOL RECORDS 

N 

S 

A 
G 
A 

N 

ASSOCIATED BOOKING CORPORATION 
JOE GLAZER. Pres. 

NEW YORK CHICAGO HOLLYWOOD 

AS "FAR-OUT" AS WEST COAST JAZZ... 

AS BASIC AS BASIE ... LIVE CONCERT FIDELITY 

Behind this cover LURKS the most exciting jazz you've ever heard! 
magnificent new rhythmic and melodic concept by SUN RA, 

the Sun God of Jazz! 

THE REAL JAZZ IS ON 
WRITE FOR LATEST CATALOG 

ASKTOR PUCE, CAMBRIDGE 38, MASS. 

3 BRASS 

3 REEDS 

2 BASSES 

1 ORGAN 

3 DRUMS 

1 BELL 

8 CHIMES 

1 PIANO 

2 TYMPANI 

11 MEN 

10 FANTASTIC 
TUNES 

Too Much, Inue in January, I'll Take 
Romance, It's So Peaceful in the Country, 
Our Waltz, I'm Old Fashioned, Goodbye 
(Riverside RLP 12-208) 

LULLABY OF BIRDLAND 
12 arrangements of Lullaby of Birdland 
by 12 different arrangers and 9 different 
groups. Arrangements by Dick Collins, 
Nat Pierce, Tony Scott, Pete Jolly, Can-
doli, Billy Byers, Manny Albam, Billy 
May, Shorty Rogers, Barbara Carroll, 
Ernie Wilkins, Al Cohn, Quincy Jones 
(Victor LPM 1146) 

TEO MACERO-BOB PRINCE 
Teo Macero, ten, comp, arr; John La 
Porta, alto, cl; George Barrow, bar; Art 
Farmer, trpt; Eddie Bert, trb; Don Butter-
field, tuba; Lennie Dijay; Wendell Mar-
shall, bass; Eddie Shaughnessy, drms; 
Howard Shanet, conductor; Ernest Ander-
son, vocals on track six; Mal Waldron, 
piano added on tracks three, four and six 
What's New: Teo Macero: Neally, Ad-
venture, Heart on My Sleeve, 24-18, TC's 
Groove, Sounds of May 
Bob Prince, vibes, comp, arr; Phil Woods, 
alto; Frank Socolow, Eddie Wasserman, 
ten; Sol Schlinger, bar; Nick Travis, Al 
Stewart, Phil Sunkel, Jon Eardley, trpts; 
Eddie Bert, trb; Don Butterfield, tuba; 
Harvey Leonard, piano; Teddy Kotick, 
bass; Joe Harris, drms 
Fanfare and Fantasy, Germination, Stutters, 
Ground Base, Avakianas Barsileiras (Co-
lumbia CL 842) 

DAVE McKENNA 
Dave McKenna, piano 
Solo Piano: Why Il as I Born, Smoke 
Gets in Your Eyes, Blues Up, Walking 
By the River, S'Posin', If I Had My Way, 
S'Wonderful, My Shining Hour, 'Deed I 
Do, Like Someone in Love, Let's Get 
Away From It All, I'm Glad I Waited for 
You, For All We Know (ABC-Paramount 
104) 

HAL McKUSICK 
Hal McKusick, alto; Barry Galbraith, guit; 
Milt Hinton, bass; Osie Johnson & Sol 
Gubin, drms; and four cellos; Manny Al-
barn. arr. 
In a Twentieth Century Drawing Room: 
My Inspiration, Gift of the Magi, You're a 
Lucky Guy, Can't We Be Friends, Step 
Lively Osie, Minor Seventh Heaven, 
Theme, Alto Stratus, How Long Has This 
Been Going On, Brother Jack, Immortal 
(Victor LPM 1164) 

JACK McCLEAN 
Jack McLean, alto; Donald Byrd, trpt; 
Mal Waldron, piano; Doug Watkins, bass; 
Ronald Tucker, drms 
It's You or No One, Blue Doll, Little 
Melonae, The Way You Look Tonight, 
Mood Melody, Lover Man (Ad Lib 6601) 

SHELLY MANNE 
Shelly Manne, drms; Charlie Mariano, 
alto; Stu Williamson, trpt; Russ Freeman, 
piano; Leroy Vinnegar, bass 
Vol IV: The Dart Game, Beds Flat, 
Parthenia, Un Poro Loco, Bernie's Tune, 
Doxie, Sian, A Gem from Tiffany's (Con-
temporary C 3516) 
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WHERE IS JAZZ? 
Today, upheaval confuses where or what Jazz is. Musicians, musicologists, and enthusiasts have many different 

attitudes about Jazz, feelings influenced by references to only one or two sources which today make Jazz what 

it is and what Jazz isn't. 

Being in a haze about all of Jazz is usual but unnecessary. For really knowing Jazz is being informed about 

the many trends and thinking over the world which are influencing Jazz on all levels, top and bottom. 

DO YOU KNOW? 
What is happening with Jazz today? It is still, essentially, sadly, swaying folk music, or is it what the modern 

Juilliardians make it, and how much of the latin, how much of the Mediterranean, and what part European neo-

classicism, jungle primitiveness, Indian and Far Eastern spiritualism . . . where or when and what portion of 

each is jazz and even more important will be THE JAZZ . . . to have some answer or concept you really have to 

know, not only what is here and how it sounds but why and how will this combine into what. Why will you feel 

the way you do? Why a sort of low-down Rio-ish Eurasian? 

READ JAZZ TODAY 
To know and to be informed, to understand and to be able to explain Jazz coming from behind the movie scene, 

over the radio, on records, and in the clubs read JAZZ TODAY. 

Through a far flung world-wide reporting staff through innermost links and secret confidences you learn what 

is happening. Through JAZZ TODAY you go behind the closed doors of movie lots, radio and TV stations, re-

cording sessions, and in the clubs at 4 A.M. when the big men, the articulate and inarticulate musicians, the 

powerful, unpublicized men behind the musicians, the important men relax and talk and give, give to you for only 

you lo know all. To know Jazz everywhere AND IN EVERY FORM buy JAZZ TODAY at your favorite newstand 

record dealer, music store, or subscribe to JAZZ TODAY, only $3.50 for 12 news packed issues. Use easy and 

convenient susbscription card on Page 98. 
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Shelly Manne & his Friends' 
modern jazz perforniance 
of songs 
from MY 

FAIR , 
LADre •;,e4•11/4 

zi owe. 

if you don't buy 

another jazz album 

all year, you must 

buy Shelly Manne & his 

Friends* MY FAIR LADY 

It's the end! 
'Andre Previn & Leroy Vinnegar 

12" HI-FI LONG-PLAYING C3527 

II not available at your local dealer — order it 
postpaid, Eb.98, from 

CONTEMPORARY RECORDS 

8481 melrose place, los angeles 46, california 

TOSHIKO 
9 Selections, '7 of them Toshiko 
originals. Toshiko Akiyoshi, piano; 
Paul Chambers, bass; Edmund 
Thigpen, drums. STLP 912 $3.98 

THE WOMEN IN 
JAZZ (A SAMPLING) 

Toshiko 
Lee Wiley 

Teddi King 

Mary Lou Williams 
Jackie Cain 
Milli Vernon 

STLP 916 $3.98 

ST014-1111£ 
75 STATE STREET, BOSTON, MASS. 

JACKIE & ROY "WHOO-EEEE" 
Sins Baby Sing 

STLP 915 $3.98 

Bob Brookmeyer 
and Zoot Sims 
STLP 914 $3.98 

Shelly Manne, drms, Andre Previn, piano; 
Leroy Vinnegar, bass 
And His Friends: I Cover the Waterfront, 
Tangerine, Squatty Roo, Collard Greens 
and Black-Eyed Peas, Stars Fell on Al-
abama, The Girl Friend (Contemporary 
C 3525) 
Shelly 1GTanne, dm s ; Andre Previn, Piano; 
Leroy Vinnegar, bass 
And His Friends, Volume 2: Get Me to 
the Church On Time, On the Street Where 
You Live, I've Grown Accustomed to Her 
Face, Wouldn't It Be Loverly, Ascot, 
Gavotte, Show Me, With a Little of Luck, 
I Could Have flanced All Night (Con-
temporary C 327 

CHARLIE MARIANO 
Charlie Mariano, alto; Johnny Williams, 
piano; Max Bennett, bass; Mel Lewis, 
drms 
Johnny One Note, The Very Thought of 
You, Smoke Gets in Your Eyes, King for 
a Day, Darn That Dream, Floormat, Blues, 
I Heard You Cried Last Night (Bethle-
hem 12" LP BCP 25) 

JOHN MEHEGAN 
John Mehegan, piano; Kenny Clarke. 
Reflections: Lullabv of Birdland, 
time We Say Gooilbye, Blue Skies 
While Lies, My He-art Stood St 
Work, At Long Last Love, The 

Round About Midnight, Nig 
Day (Savoy MG 12028) 
John Mehegan, Eddie Costa, piano; 
Burke, bass 
I'll Remember April Laura, All 
Easy Living, Ink. ion Blues 
to Cheek, Mambo Blues f 
(Savoy G 12049) 

GIL MELLE 
Gil Melle, bar; Eddi 
derella, guit; Oscar 
Thigpen, drms 
Patterns in Jazz: The 
Valley, The Arab Bar 
tion, Moonlight in 
and Far Away (Blu 

THE JAZZ MESS 
Hank Mobley, 
Horade Sil 
bass; Art 
At the Bo 
Like Some 
and Tequi 
Note BLP 

CHARLIE 
Charlie Ming 

row, ten; Edd 
piano; Willie 
guest drummer 
Mingus at th 
Serenade in B 
Work Song, S te 
You C-Sharp ( 
Charlie Min ass 
Lean, . R. 
M'aldron, piano; 1 
Pithec thee 
Erectus, A Foggy Day, Profile 
Love Chant (Atlantic 1237) 

RED MITCHELL 
Red Mitchell, bass; Haint.L.. 

oe 
bass; 

orge 
Wi 

mp 
Di 
the 

Chuck Thompson, drms 
/am for Your Bread, Where or When, 
Section Blues, Duff, Ornithology, Will 
You Still Be Mine, I'll Never Be the 
Same, East Coast Outpost, You Go To My 
Head (Bethlehem LP BCP 38) 

MODERN JAZZ QUARTET 
Milt Jackson, vibes; John Lewis, piano; 
Percy Heath, bass; Kenny Clarke, drms 
Ralph's New Blues, All of You, I'll Re-
member April, Gershwin Medley, Softly 
as in the Morning Sunrise, Concorde 
(Prestige LP 7005) 
Substitute: Connie Kay, drms for Kenny 
Clarke 
Fontessa: Versailles, Angel Eyes, Fon-
tessa, Over the Rainbow, Bluesology, Wil-
low Weep for Me, Woodyn You (Atlantic 
1231) 

THE MODERN JAZZ QUARTET & 

JIMMY GIUFFRE 
John Lewis, piano & arr; Jim Giuffre, cl; 
Milt Jackson, vibes; Percy Heath, bass; 

Kay, drms 
dern Jazz Quartet at Music Inn: 
Where's My Bess, A Fugue for 
t, Two Degrees East, Three 

st, Serenade, Fun, Sun Dance, 
hat Got Away, A Morning in 
tion No. 1 on God Rest Ye 

ten (Atlantic 1247) 

lark 
The 
Men! 
That 

TET 
Gillespie, trpt; 
Lewis, piano; 

lie Persip, drms 
ets Sonny, Old 
Deep Is the 
s for Bird 

wood 
liomp-

J. 
is and 

e, The 
Dance 

en; Paul 
; Shelly 

thered and 
ues, Fools 
etty, That 
208) 

S MONK 
Monk, pian ; r Pettiford, 
y Clarke, drms 
e Ellington: It t Mean A 
Ain't Got That S , Sophisti-

y, I Got It Bad, B • k and Tan 
'Wood Indigo, I Le Song Go 
'fy Heart, Solitus e Caravan 
RLP 12-201) 
Art Blakey, drms for Kenny 

que Thelonious Monk: Liza 
of You, Honeysuckle Rose, Darn 

•ani, Tea for Two, You Are Too 
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IT D HEATH 
and his music 

FIRST AMERICAN TOUR 
On the Alamo; Way Down Yonder 
In New Orleans; Stars Fell On Ala-
bama; You're In Kentucky; Georgia 
On My Mind; Charleston; Carolina In 
The Morning; I'm Coming Virginia; 
Beautiful Ohio; St. Louis Blues; 
Louisville Lou; Lullaby Of Broadway. 

LI 1564 

100th PALLADIUM CONCERT 

Lush Slide; Birth of the Blues; Fas-
cinating Rhythm; Our Waltz; Mou-
lin Rouge; Viva Verrell; Henry IX; 
Mood Indigo; Sheik of Araby; Holi-
day for Strings; How High the 
Moon. IL 1000 

\ill Ida 

a III(ÍII I Ira 

AT CARNEGIE HALL 
King's Cross Climax; Memories Of 
You; R. J. Boogie; Perdido; Autumn 
In New York; Carioca; Just One Of 
Those Things; Lullaby In Rhythm; 
Stonehenge Procession; I Remember 
You; Hawaiian War Chant. 

LL 1566 

STRIKE UP THE BAND 

Strike Up the Band; Obsession; 
Vanessa; The Piper's Patrol; On the 
Bridge; Alpine Boogie; La Mer; Ha-
waiian Mambo; You Are My Heart's 
Delight; Alouette; Hot Toddy; Clair 
de Lune LL 750 

RODGERS FOR MODERNS 
Have You Met Miss Jones, There's 
a Small Hotel; It's Easy to Remem-
ber; My Heart Stood Still; Down By 
the River; Thou Swell; The Lady Is 
a Tramp; Where or When; This 
Can't Be Love; I Married an Angel; 
The Blue Room; Dancing On the 
Ceiling. LL 1500 

THE MUSIC OF FATS WALLER 

London Suite; Soho; Limehouse; 
Piccadilly; Chelsea; Bond Street; 
Whitechapel. Favorites: Honeysuc-
kle Rose; Ain't Misbehavin'; Blue; 
Turning Gray Over You; Jitterbug 
Waltz; Alligator Crawl; I've Got a 
Feelin' I'm Falling. LL 978 

KERN FOR MODERNS 

Long Ago and Far Away; They 
Didn't Believe Me; Look for the 
Silver Lining; Bill, Can I Forget 
You?; The Song Is You; 01' Man 
River; The Folks Who Live on the 
Hill; Dearly Beloved; Make Believe; 
I Won't Dance; Why Was I Born? 

LL 1279 

GERSHW IN FOR MODERNS 

Nice Work if You Can Get It; Love 
Walked In; Embraceable You; Clap 
Your Hands; Love Is Here to Stay; 
I Got Rhythm; The Man I Love; 
Someone to Watch Over Me; That 
Certain Feeling; Soon; Changing 
My Tune; But Not for Me. 

IL 1217 

TED HEATH SWINGS IN HI FI 

Featuring "Australian Suite" 
Kings Cross Climax; Boomerang; 
When o Bodgie Meets a Widgie; 
Dance of the Dingoes; Malaguena; 
Ballyhoo; Barber Shop Jump; Le 
laby of Birdland; Walking Shoes; 
Dig Deep; Peg 0' My Heart; Bell 
Bell Boogie; Siboney; Cloudburst, 

Lt. 1175 

TED HEATH 

AT THE LONDON PALLADIUM 

(139th Sunday Concert), The Champ; 
Eloquence; Do Nothin"til You Hear 
from Me; Pick Yourself Up; Blues 
for Moderns; 4th Dimension; Etro• 
spect; Dark Eyes; Solitude; The 
Hawk Talks; I Got it Bad; Rhapsody 
for Drums. II 302 

TED HEATH AT THE 

LONDON PALLADIUM — Vol. 3 

Flying Home; Skylark; Late Night 
Final; Our Love; After You've Gone; 
And the Angels Sing; Crazy Rhythm; 
Haitian Festival; Send for Henry; 
Lover; Sweet Georgia Brown; Con-
certo for Verrell. 

LL 1211 

TED HEATH AT THE 

LONDON PALLADIUM — Vol. 4 

The Great Lie; The Boogie Blues; 
My Funny Valentine; Between the 
Devil and the Deep Blue Sea; The 
Nearness of You; Short Stop; Prel-
ude to Percussion; King Porter 
Stomp; Nola; Wood Choppers' Ball; 
Hallelujah; Manhattan; I Didn't 
Know What Time It Was; Listen to 
My Music, II 1379 

OUTSTANDING JAZZ RECORDS FROM ENGLAND 

"CHIS"—THE ART OF GEORGE CHISHOLM 

Makin Whoopie; 1 Gntta Right To Sing The Blues; Feedle-Noddle-Noo; 

Sonny Boy; Lazy River; Just You, Just Me; ' Deed I Do; Georgetta; When 

Your Lover Has Gone; Weekend Male; Blues For Two; I May Be Wrong; 

GEORGE CHISHOLM SEXTET LL 1401 

RALPH SHARON'S ALL STAR SEXTET 

"EASY JAZZ" 

RALPH SHARON, , 0/10 

J. R. MONTROSE, alto sox 

TEDDY CHARLES, vibes 

JOE PUMA, gu.tor 

KENNY CLARKE, drums 

CHARLES MINOUS, bass 

Manhattan; Two Sleepy People; Have You Met Miss Jones; Man 

On The Couch; Just Because We're Kids; Darn That Dream; Mood 

For Mitch; There's A Small Hotel; Love Walked In; Can't Get Out 

Of This Mood ; Plutocrat At The Automat; Slightly Oliver. 
It 

GEORGE SHEARING . . . BY REQUEST 

The Man From Minton's; I Only Have Eyes for You; Afraid of You; 
Someone to Watch Over Me; Blue Moon; To Bop or Not to Bop; Con-
sternation; Poinciana; Delayed Action; The Nearness of You; It's Easy 
to Remember; The Fourth Deuce. LL 1343 

ALL RECORDS $3.98 each 

TRADITIONAL JAZZ At THE 

ROYAL FESTIVAL HALL 

Postman's Lament; Tuxedo Rag— 
KEN COLYER'S JAZZMEN. Pana-
ma Rag; Memphis Blues — ALEX 
WELSH DIXIELANDERS. Mama 
Don't Allow It—GEORGE MELLY 
WITH ALEX WELSH DIXIELAND-
ERS. Storyville; Its Tight Like 
That; Ice Cream; Oh, Didn't He 
Ramble— CHRIS BARBER'S JAZZ 
BAND. Bury My Body; Diggin' My 
Potatoes — LONNIE DONEGAN 
SKIFFLE GROUP. 

LL 1184 

"DIXIE" LONDON STYLE 

Davenport Blues; Dixie; Jazz Club 
Stomp; Clonent Blues; Black and 
Blue; Barefoot Blues; Jenny's 
Ball; London Blues; Muskrat Ram-
ble; Hesitatin' Blues; Willie the 
Weeper; South. Presented by 
MARK WHITE. 

LL 1337 

MODERN JAZZ 

My Honey's Lovin' Arms; Give 
Me the Simple Life; Roomin' with 
Moomin—DON RENDELL SEXTET. 
Hallelujah; I'm Beginning to See 
the Light; Waterloo Bridge— KEN 
MOULE SEVEN. Good Bait; Ah-
med; Compas Mentis; Down Un-
der—TONY CROMBIE ORCHESTRA, 

IL 1185 

TRADITIONAL 

JAZZ SCENE- 1955 

Creole Belles; Young Woman's 
Blues—MERSEYSIPPI JAZZ BAND 
with Beryl Bryden. I Never Knew 
Just What a Girl Could Do; St. 
Louis Blues — CHRIS BARBER'S 
JAZZ BAND with Ottilie Patter-
son. Riverside Blues; Steamboat 
Stomp—ZENITH SIX. Maple Leaf 
Rag; Black Mountain Blues; Mis-
sissippi Mud—ALEX WELSH DIXIE-
LANDERS with Geodge Melly. 

LL 1242 

BACK TO THE DELTA 

Gain' Home; Isle of Capri; Far-
away Blues; 'Moose March; Mid-
night Special; Harlem Rag; Casey 
Jones; La Harpe Street; Stock-
yardstrut; Cataract Rag; Early 
Hours; Too Busy. KEN COLYER'S 
JAZZMEN. LL 1310 

SPIKE HUGHES AND HIS 

ALL AMERICAN ORCHESTRA 

Nocturne; Pastoral; Bugle Call 
Rag; Firebird; Arabesque; Fan-
fare; Music at Midnight; Air in 
D Flat; Donegal Cradle Song; 
How Come You Do Like You Do; 
Sweet Sorrow Blues; Sweet Sue 
Just You, Featuring COLEMAN 
HAWKINS, BENNY CARTER, 
DICKY WELLS, HENRY "RED" 
ALLEN. 1.1. 1337 

LONDON RECORDS, INC. 539 W. 25 St., New York 1. N. Y. 

125 



BUDDY 
DE FRANCO 

E3396 

A battle of jazz 

" Yale fo.; WEST COAST 

........ EAST COAST 

......... E3390 

Preacher Rollo and The Saints 

- -m--; 
----- .... SUWANNEE 

.. RIVER 
, JAll 

E3403 

Stu Phillips Sextet 

A TOUCH 
OF 

MODERN 
1 E3391 

The Music of Duke Ellington 

THE DUKE 
AND I 

, THE (ASS HARRISON 
TRIO 
E3388 

For your convenience, 

subscription cards 

and information—requested cards 

have been inserted 

between pages 98 and 99. 

Holds 250 

RECORDS 
in 12 compartments! 
Table-size black wrought- iron 
cabinet has 2 generous shelves 
of solld record storage space 
12 individual section. to sort 
Mir collection into many 
classifications. Top holds 
large« record player made: 
30 high, 22" wide, I 7" 
deep. Sturdy and substantial, 
f ully-aseem bled. Please remit 
$14.95 with order, shipping 

charges will $ 1495 
be collect. 

() LESLIE CREATIONS 
Dept. 200E 

. Lafayette Hill, Pa. 

Beautiful, Just You, Just Me (Riverside 
RLP 12-209) 

GERRY MULLIGAN 
Gerry Mulligan, bar; Bob Brookmeyer, 
trb; Red Mitchell, bass; Frank Isola, drms 
Come Out Wherever You Are, Five 
Brothers, Laura; Love Me or LERD.1 
Utter Chaos, Bernie's Tune, Walkin' Shoes, 
Moonlight in Vermont, Lady Is a Tramp 
(Pacific Jazz PJ 1210) 
Delete: Red Mitchell and Frank Isola; 
Add: Zoot Sims, ten; Jon Eardley, trpt; 
Peck Morrison, bass; Dave Bailey, drms 
Mud Bug, Sweet and Lovely, Apple Core, 
Nights of the Turntable, Broadway, Every-
thing happens to Me, The Lady Is a 
Tramp, Bernie's Tune (EmArcy MG 
36056) 

MUSIC MINUS ONE 
A series of instrumental records designed 
to provide support for young musicians 
wishing to practice improvising (educa-
tional value only). Rhythm section in-
cludes: Nat Pierce, piano; Barry Gal-
braith, guit; Milt Hinton, bass; Osie 
Johnson, drms. ( MMO-J 1-14) 

PF1INEAS NEWBORN 
Phineas Newborn, piano; Calvin Newborn, 
guit; Oscar Pettiford, bass; Kenny Clarke, 
drms 
The Piano Artistry: Barbados, All the 
Things You Are, The More I See You, 
Celia, Dahoud, Newport Blues, I'm Be-
ginning to See the Light, Afternoon in 
Paris (Atlantic 1235) 

HERB1E NICHOLS 
I lerbie Nichols, piano; Al McKibbon or 
"Feddy Kotick, bass; Max Roach, drms 
The Gig, House Party Starting, Chit-
Chatting, The Lady Sings the Blues, Terp-
sichore, Spinning Song, Query, Wildflower, 
Hangover Triangle, Mine (Blue Note BLP 
1519) 

OPUS DE JAZZ 
Frank Wess, ten & flute; Milt Jackson, 
vibes; Hank Jones, piano; Eddie Jones, 
bass; Kenny Clarke, drms 
Opus de Funk, Opus Pocus, You Leave 
Me Breathless, Opus and Interlude (Savoy 
MG 12036) 

BUD POWELL 
Bud Powell, piano; George Duvivier, bass; 
Art Taylor, drms 
Conception, East of the Sun, Heart and 
Soul, Willow Groove, Crazy Rhythm, 
Willow Weep for Me, Bean And the Boys, 
Ladybird, Stairway to the Stars (Norgran 
MGN 1077) 

SONNY ROLLINS 
›“1111) ten; Ray Bryant, piano; 
George Morrow, bass; Max Roach, drms 
There's No Business Like Show Business, 
Paradox, Raincheck, There Are Such 
Things, It's All Right with Me (Prestige 
I.P 7020) 
Sonny Rollins, ten; Clifford Brown, trpt 
Richie Powell, piano; George Morrow, 
bass; Max Roach, drms 
Sonny Rollins plus 4: Valse Hot, Kiss and 
Run, Count Your Blessings, I Feel A Song 
Coming On, Pent-Up House (Prestige LP 
7038) 

SANDOLE BROTHERS 
Compositions of Dennis and Adolphe San-
dole; John La Porta, alto; Teo Macero, 
ten; George Barrow, ban; Art Farmer, 
trpt; Sonny Russo, trb; Al De Governa-
tore, piano; Milt Hinton or Wendell Mar-
shall, bass; Clem De Rosa, drms 

Uver Persia, Way Down, Drums, 
Perhaps One Touch of, Grenadine, The 
Boys From Istanbul, The Tamaret, Arabu, 
Pieces of Eight, Magic Carpet (Fantasy 
LP 3-209) 

TONY SCOTT 
Tony Scott, cl; Mundell Lowe & Dick 
Garcia, guit; Teddy Kotick & Milt Hin-
ton, bass; Shadow Wilson or Osic John-
son, drms 
Both Sides of Tony Scott: Cry Me a River, 
My Funny Valentine, Star Dust, More 
Than You Know, Everything Happens to 
Me, Counter Point, Pleasant, East Coast 
West Coast, You and I (Victor LPM 1268) 
Tony Scott, cl; with varied personnel 
The Touch of Tony Scott: Rock Me But 
Don't Roll Me, Deep Purple, The Jitter-
bug Walt; The Moon Walks, My Old 
Flame, Aeolian Drinking Song, You, 
You're Driving Me Crazy, 'Round About 
Midnight, Walkin' on Air, Poinciana, 
Vanilla Frosting on A Beef Pie, Yester-
days (Victor LPM 1353) 

HORACE SILVER 
Horace Silver, piano; Hank Mobley, ten; 
Kenny Dorham, trpt; Doug Watkins, bass; 
Art Blakey, drms 
Hippy, The Preacher, Hankerin', To 
Whom It May Concern (Blue Note BLP 
5062) 

ZOOT SIMS 
Zoot Sims, tell; Bobby Brookmeyer, trb; 
John Williams, piano; Milt Hinton, bass; 
Gus Johnson, drms 
The Modern Art of Jazz: September in 
the Rain, Down at the Loft, Ghost of a 
Chance, Not So Deep, Them There Eyes, 
Our Pad, Dark Clouds, One to Blow On 
(Dawn DLP 1102) 

JIMMY SMItH 
Jimmy Smith, organ; Thornell Schwartz, 
guit; Donald Bailey & Ray Perry, drms 
Volume I: The Way You Look Tonight, 
You Bet Cha', Midnight Sun, Lady Be 
Good, The High and the Mighty, But Not 
for Me, The Preacher, Tenderly, Joy 
(Blue Note BLP 1512) 
Jimmy Smith, organ; Thornell Schwartz, 
guit; Donald Bailey, drms 
Volume 2: The Champ, Bayou, Deep Pur-
ple, Moonlight in Vermont, Ready 'N' Able, 
Turquoise, Bubbis (Blue Note BLP 1514) 
Volume 3, The Incredible Jimmy Smith: 
Judo Mambo, Willow Weep for Me, Lover 
Come Back to Me, Well You Needn't, 
Fiddlin' the Minors, Autumn Leaves, I 
Cover the Waterfront (Blue Note 1525) 

SONNY STITT 
›onny Stitt, ten; Freddie Greene, guit; 
Hank Jones, piano; Wendell Marshall, 
bass; Shadow Wilson, drms 
There'll Never Be Another You, The Near-
ness of You, Biscuit Mix, Yesterdays, 
Afterwards, If I Should Lose You, Blues 
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for Bobby, My Melancholy Baby (Roost' 
2208) 
Sonny Stitt, alto; Seldon Powell, ten; Cecil 
Payne, bar; Ernie Royal, Thad Jones or 
Jimmy Nottingham, trpt; unidentified trb; 
Hank Jones, piano; Freddie Greet., guit; 
Oscar Pettiford, bass; Jo Jones, drms; 
Quincy Jones, arr 
My Funny Valentine, Sonny's Bunny, 
Conte Rain or Come Shine, Love Walked 
In, If You Could See Me Now, Quince, 1 
Stardust, Lover (Roost 2204) 

ART TATUM 
Solo piano by Art Tatum 
The Genius of Art Tatum # 11: There's 
a Small Hotel, The Way You Look To-
night, Cherokee, Sophisticated Lady, You 
Go to My Head, Dancing in the Dark, 
These Foolish Things, After You've Gone 
(Clef MG C 679) 

ART TATUM-ROY ELDRIDGE 
Art Tatum, piano; Roy Eldridge, trpt; 
John Simmons, bass; Alvin Stoller, drms 
Night and Day; The Moon is Low. In a 
Sentimental Mood, This Can't be Love, I 
Won't Dance, Moon Song, You Took Ad-
vantage of Mc, I Surrender Dear (Clef 
MC C 679) 

BILLY TAYLOR 
Billy Taylor. , hino; Earl May, bass; Percy 
Bryce, drms 
Evergreens: Cheek to Cheek, It's Too 
Late Now, I Only Have Eyes for You, 
Then I'll Be Tired of You, All the Things 
l'ou Are, But Not for Me, You Don't 
Know What Love Is, Satin Doll, More 
Than You K1107,f), Between the Devil and 
the Deep Blur Sea (ABC-Paramount 112) 

LUCKY THOMPSON 
Lucky Thompson, ten; i-hok Jones, pi.,ino; 
Oscar Pettiford. bass; Osie Johnson, drms 
Volume 1: Tom-kattin', Old Reliable, 
Translation, Tricotism, Bi-Bi My Boy, 
Deep Passion, A Lady's Vanity, OP Meets 
LT (ABC-Paramount 111) 
Lucky Thompson, ten; Jimmy Hamilton, 
cl; Sidney Gross, guit ( side one) ; Billy 
Taylor, piano; Oscar Pettiford, bass; Osie 
Johnson. drms 
Accent on Tenor Sax: Tune for Tex, 
Where Or When, Mr. E-Z, Kammun's 
A' Comin', Ever So Easy (Urania UJLP 
1206) 

LENNIE TRISTAN° 
Lennie Tristan°, piano; Lee Konitz, alto; 
Pete Ind & Gene Ramey, bass; Jeff Morton 
& Art Taylor, drms 
Line-up, Requiem, Turkish Mambo, East 
Thirty-Second, These Foolish Things, You 
Go to My Head, If I Had You, Ghost of 
a Chance, All the Things You Are (At-
lantic 1224) 

PHIL URSO 
Phil Urso, ten; Danny Banks, org; Horace 
Silver, Walter Bishop, Jr., piano; Percy 
Heath, Clyde Lombardi, bass; Kenny 
Clarke, Sid Bulkin, drms 
The Philosophy Of Urso: Wizzard's Giz-
zard, Ozzie's Ode, Don't Take Your Love 
From Me, She's Funny That Way, Lush-
tush, Where or When, Chik-eta, stop 
Watch, My Heart Stood Still, Easy Out, 

rt AP, I, (1,11.11,tt 

wzir.iap 

THE DAVE PELL OCTET PLAYS 
BURKE & VAN HEUSEN 

Metronome Winner, Lucy Ann 
Polk, sings four numbers while 
the octet swings through new 
recordings of My Heart Is A 
Hobo, All This and Heaven 
Too, and 6 others ... featuring 
Fagerquist, Sims and Lang. 

KL 1034 • $ 3.98 

fl/%N4) •;•11,11, 

4 . 

sib 

ICI .81 

THE DAVE PELL OCTET PLAYS 
IRVING BERLIN 

Great modern group plays ar 
rangements of Shorty Rogers, 
Wes Hensel and Jerry Fielding 
on such tunes as: Change 
Partners, Eggs In One Basket, 
Crop of Kisses, and 9 others. 
Dave and his seven in fine form. 

KL 1036 • $3.98 

THE HI-LO'S WITH 
THE JERRY FIELDING ORCHESTRA 

They Didn't Believe Me, Peg 
0' My Heart, and others as 
sung by the world's foremost 
singing group and in fine com-
pany with the dynamic Fielding 
band featuring Sam Donahue. 
Mickey Mangano, Buddy Col-
lette and others. KL1027 • $3.98 

All Albums Listed Ahoy( 

•,.,i11, 11111.11,,, I, 111,111,1111011,1111111111111111 

LISTEN TO THE MUSIC OF 
RUSSELL GARCIA AND HIS ORCH 

This powerful band has as 
featured soloists: Herb Geller, 
Red Norvo, Don Fagerquist, 
Murray McEarhern. Howard 
Roberts and John T Williams 
... backed up by Ferguson. 
Childers, Betts, Stoller, and 
many other All Stars. 

KL 1050 $3.98 

GREAT 

ARTISTS 

in the 

Jzz 
GM4LEIV 

Available At 

«AAR --
,110404 
MORN 
JAZZ 7 

JOHN GRAAS — 
FRENCH HORN JAZZ 

The winner of the Metronome 
Poll plays compositions and ar-
rangements of Nelson Riddle, 
Giuffre, and Rogers. Featured 
in the octet and quintet are 
Shorty, Shelly, Shank, Giuffre. 
Montrose and others. 

KL 1046 • $ 3.98 

AiTlPte-h4ile; 
' - - • re 

MAT:FDENNIS 

MATT DENNIS PLAYS & SINGS 
MATT DENNIS 

A collector's item re-issued, the 
original Trend album contain-
ing such songs as Will You 
Still Be Mine, Let's Get Away 
From It All, and Junior and 
Julie. Recorded at the Tally-Ho 
Club in Los Angeles during 
performance. KL 1024 • $3.98 

HIS FIRST ALBUM 
BILLY USSELTON SEXTET 

Arranged by Med Flory, Jerry 
Fielding, and Usselton himself, 
Billy and his group, all current 
members of the Les Brown 
band, flow cooly through 12 
great sides. Billy was formerly 
tenorman with Ray Anthony, 
Woody Herman and the late 
Tommy Dorsey.KL1051 $3.98 

You, Favorite Record Store, Or Order Direct Fruit, 

KA 
Aecoxd,t, 

Send for the Kapp Long Playing Catalog 

KAPP RECORDS, INC, Dept. M-1 
119 WEST 57TH STREET, NEW YORK CITY 

Gentlemen: Please send me post-paid the 
following record albums at $3.98: 

KL 1034 1:1 KL 1050 D KL 1046 D  KL 1036 
KL 1024 D KL 1027 D KL 1051 

Enclosed please find my check for $  

NAMF  

ADDRESS 

CITY  STATE  
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This Can't Be Love, Little Pres (Savoy 
LP MG12056) 

JAZZ DEVOTEES 

Please pay heed! 

 arks for having been so nice to - We.si. 
However, we find it expedient to adopt a new label 
name of INTRO. 

You will like INTRO for the following reasons: 

I. Our new exclusive artists ART PEPPER, RON-
NIE BALL, JULIUS WECHTER and STAN 
ROSS. 

2. Our bonanza of old Aladdin masters just redis-
covered—the best of PREZ, HAWK, SWEETS, 

TURNER, HOLIDAY, KESSEL, HIBBLER, and 
many more, all to come out on INTRO. 

3. Our quality packaging, full process, artistic covers 
and stereophonic vinyl pressings. 

4. Interesting, challenging, progressive releases under 
the tutelage of jazz-wise DON CLARK. 

WE ARE A LABEL TO WATCH! 
BACK US! 

Intro Records 
5352 W. Pico Blvd. 
Los Angeles. California 

Arfile vole 27/lair/SS 

piano ' 56 

confidence 

Oave embed 

CHARLIE VENTURA 
Charlie Ventura, alto, ten, bar; Charlie 
Shavers, trpt; Bill Harris, trb; Bill De-

• It1.21-pje J-Iy2mc, vibes; Mary 
Lou Williams, Hank Jones & Ralph Burns, 
piano; Curley Russell, bass; Dave Tough 
& Sid Catlett, drms 
Carnegie Hall — 1947: Characteristically 
B.H., Summertime, Sid Flips His Lid, 
Ralph Burns Up, I Don't Stand A Ghost 
of a Chance with You, Just You, Just Me 
(Norgran MGN 1041) 
Charlie Ventura, alto, ten, bass & bar; 
Billy Bean, guit; Dave Hildinger, piano; 
Richard Davis, bass; Mousie Alexander, 
drms 
The New Charlie Ventura: Intro-High 
on an Open Mike, Charlie's Aunt, Cry Me 
A River, Love and The Weather, Euphoria, 
Parlay 2, Jazz Roost, Sleep ' Till Noon, 
East of Suez, Bernie's Tune (Baton BL 
1202) 

GEORGE WALLINGTON 
George Wallington, piano; Phil Woods, 
alto; Donald Byrd, trpt; Teddy Kotick, 
bass; Art Taylor, drms 
Our Delight, Our Love Is Here to Stay, 
Foster Dulles, Together We [Vail. What's 
New, But George (Prestige LP 7032) 
George Wallington, piano; Jackie Mc-
Lean, alto; Donald Byrd, trpt; Paul 
Chambers, bass; Arthur Taylor, drms 
Johnny One Note; Sweet Blanche, Minor 
March, Snakes, Jay Mac's Crib, Bohemia 
After Dark (Progressive PLP 1001) 

JULIUS WATKINS 
Julius \\ atkins, ir. horn; Hank Mobley, 
ten; Duke Jordan, piano; Oscar Pettiford, 
bass ; Art Blakey, drms 
Garden Delights, Julie Ann, Sparkling 
Burgandr, B And B, Jor-Du (Blue Note 
BLP 5064) 

BEN WEBSTER 
I;un Wub›tur, tun ; with strings and Hank 
Jones, piano; Wendell Marshall, bass; 
Osie Johnson, drms 
Chelsea Bridge, Willow Weep for Mc, 
Vo Greater Love, Teach Me Tonight, 
Until Tonight, II ' e'!! Be Together Again, 
Blue Moon, Early Autumn, My Greatest 
Mistake, What Am I Here For (Norgran 
M(;X 1039) 

PHIL WOODS 
Phil Woods & Gene Quill, alto; Kenny 
Dorham & Donald Byrd, trpt; Tommy 
Flanagan, piano; Doug Watkins. bass; 
Philly Joe Jones, drms 
Pairing Off: The Stanley Stomper, Cool 
Aid, Pairing Off, Suddenly It's Spring 
(Prestige LP 7046) 

LESTER YOUNG-HARRY EDISON 
Lester Young, ten; Harry Edison, trpt; 
Herb Ellis, guit; Oscar Peterson, piano; 
Ray Brown, bass; Buddy Rich, drms 
Pres and Sweets: 3/can to Me, Red Boy 
Blues, Pennies From Heaven, That's All, 
One O'Clock Jump, She's Funny That Way 
(Norgran l‘IGN 1043) 
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The vast colorful panorama of the 

birth and growth of jazz, as origi-

nally recorded by such greats as 

LOUIS ARMSTRONG, FATS 

WALLER, BESSIE SMITH, BIX 

BEIDERBECKE, DUKE ELLING-

TON, JELLY ROLL MORTON 

and many, many others. 

"magnificent...essential...a work of tremendous importance." 

THE SUPER-ALBUM THAT HAS THE CRITICS 
FLIPPING AND TOSSING THEIR BEST SUPER-

LATIVES: 

*"A work of tremendous importance .. . magnificent 
. . . essential. . . concise, accurate, intelligent and 
witty." — John S. Wilson, HIGH FIDELITY Magazine 

"I cannot conceive a more important investment 
for the young jazz listener." 

—Nat Hentoff, DOWN BEAT 

"Most valuable, handsomest, most entertaining." 
—New York TIMES 

"I can't imagine anyone with $25 not buying this.-
-Richard B. Hadlock, THE RECORD CHANGER 

RIVERSIDE'S HISTORY OF CLASSIC JAZZ (SDP-11) 
consists of five 12-inch LP's-60 complete selec-

tions—in a deluxe album package. Plus bound-in 
text section featuring a brilliant 20,000-word 

"Introduction to Classic Jazz" by historian Charles 
Edward Smith; full discography; photographs. 

JAZZLAND, Dept. J57 

418 West 49th Street, New York 19, N. Y. 

Send $ 25 check or money order direct 
(use free reoly card on page 981. 

Name 

Address 

City Zone State 

or to Metronome 
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JAll 1957 ADVERTISERS 
The "key number" preceding the name of each advertiser 

listed below corresponds to a number on the Readers' Service 
cards Nos. (1) and (2) on the next page. If you desire additional 
information concerning thé products or services offered by 

any JAZZ 1957 advertiser, all you need do is circle the number 
on the Readers' Service card corresponding to the number 
shown in Ole index. 

No. Page 

BAND INSTRUMENTS AND ACCESSORIES 

1 Amrawco—Drum Heads   68 

2 W. T. Armstrong & Co.—Flutes dr Piccolos  58 

3 E. K. Blessing Company—Brass Instruments   82 

4 C. Bruno & Sons, Inc.—Besson Trumpets   67 

5 H. Chiron 8c Company, Inc.— Vibrator Reeds   64 

6 C. G. Conn, Ltd.—Band Instruments  81 

7 J. C. Deagan, Inc.—Vibra Harps   60 

8 Epiphone, Inc.—Bass   64 

9 Excelsior Accordion Co., Inc.—Accordion $1.00 Book  61 

10 Fender Sales, Inc.—Electric String Instruments  63 

11 Carl Fischer Musical Inst. Co.—York Trumpets   76 

12 Carl Fischer Musical Inst. Co.—Buffet Clarinets   70 

13 Gibson, Inc.—Guitars   57 

14 The Fred Gretsch Mfg. Co.—Drums  71 

15 Guild Guitars, Inc.—Guitars   76 

16 Leedy Drum Co.—Drums   75 

17 Otto Link—Mouthpieces   78 

18 Lowry Organ Company—Organs   5 

19 Ludwig Drum Co.—Drums   65 

20 Martin Band Inst. Co.—Brass Band Instruments   73 

21 Micro Musical Prod. Corp.—Shastuck Mutes  120 

22 Micro Musical Prod. Corp.—Micro Straps   82 

23 Micro Musical Prod. Corp.—Springs & Pads   56 

24 Rudy Muck—Mouthpieces   70 

25 F. E. Olds 8c Son—Trombone   69 

26 F. L. Poper—Musical Slide Rule   72 

27 B. H. Schwartz—Bates Sax Chain   70 

28 H. A. Selmer, Inc.—Trumpets  C-2 

29 Sorkin Music Co.—Premier Amplifiers   78 

30 Sorkin Music Co.—Premier Guitars   72 

31 Sorkin Music Co.—Premier Accordion Amplifiers   66 

32 H. N. White—King Brass Instruments   59 

33 The Woodwind Co. —Mouthpiece Refacing   74 

34 Avedis Zildjian Co.—Cymbals.   79 

HIGH FIDELITY AND TAPES 
35 British Industries Corp.—Garrard Record Players   93 

36 Bozak—Speakers, Enclosures   95 

37 Fisher Radio Corp—"500" (amplifier, tuner, audio 
control)   90 

38 Fisher Radio Corp.—"FM-90X" (FM Tuner)   91 

39 Harman-Kardon, Inc.—Amplifiers & Tuners   6 

40 Heath Company —Built It Yourself Hi-Fi Kits   97 

41 Jazz Tape—Recorded Jazz Tapes   96 

42 Lang & Taylor, Inc.—Kelton Hi-Fi Phonos   96 

43 James B. Lansing Sound, Inc.—Speakers, Enclosures  94 

44 Marantz Co.—Amplifiers   97 

45 Precision Electronics—Grommes Amplifiers and Pre-
Amplifiers   92 

No. Page 

46 Rockbar Corp.—Collaro Changers   95 

47 H. H. Scott.—Amplifiers, Tuners, Turntables   93 

48 University Loudspeakers, Inc.—Speakers, Enclosures 
(free book)   92 

PERSONAL ARTISTS & RECORDS 

49 American Federation of Musicians, Local 802   70 

50 American Recording Society—Free Record   3 

51 Associated Booking Corp.—Jazz Artists  111 

52 Atlantic Recording Corp.—Records  109 

53 Bethlehem Records, Inc.—Records  C-3 

54 Birdland  116 

55 Blue Note Records—Records  108 

56 Les Brown  122 

57 Dave Brubeck  128 

58 Capitol Records, Inc.—Records  113 

59 Columbia Records, Inc.—Records  115 

60 The Composer  118 

61 Contemporary Records—Records  124 

62 Dawn Records—Records  120 

63 Debut Records—Records  114 

64 Decca Records—Records  117 

65 EmArcy Records—Records  121 

66 Embers Restaurant  114 

67 Epic Records—Records  119 

68 Intro Records—Records  128 

69 Jazz Today—Subscription  129 

70 Kapp Records—Records 127 
71 Jazz Tape—Recorded Jazz Tape   96 

72 Leslie Creations—Record Racks  126 

73 Lamakin Hi-Fi Music—Records  118 

74 London Records—Records  125 

75 Mail Order Jazz—Jazz Catalogue - 25c  118 

76 MGM Records—Records  126 

77 Music Minus One—Records   83 

78 Pacific Jazz Enterprises—Records  116 

79 Prestige Records—Records  110 

80 RCA Victor—Records  C-4 

81 Riverside Records—Records  129 

82 Roost Records—Records 112 

83 Storyville Records—Records  124 

84 Tansition Records—Records  122 

PUBLICATIONS AND SCHOOLS 

85 Billy Bauer—Arrangements  72, 118 

86 Berklee School of Music—Instruction  62 

87 Debco Music Sales—Guitar Chord System Book  56 

88 Jazz Today—Subscription  123 

89 Melrose Music—Play or Sing Along Series—Free Record 80 

90 Metronome Magazine—Subscription  100 

91 Music Minus One—Play Along Records   80 

99 Music Publishers Holding Corp.—Combo Dance Orks  68 

93 Rayner Dalheim & Co.—Music Printing   66 

94 Robbins Music Corp.—Play or Sing Along Series   77 

95 University Extension Conservatory—Instruction   74 
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BETHLEHEM RECORDS 
America's Most Consistent Good Music Label ... High Fidelity Recordings of the Finest in Jazz 

Sam Most Frances Faye Herbie Mann Stan Levey Mel Tormé Betty Roché 

Claude Williamson Frank Rosolino Charlie Mariano Johnny Hartrnan 

Howard McGhee Australian Jazz Quintet many others 

New York Hollywood 



4- TOUCH OF TONY SCOTT. An electrifying album by 
America's greatest modern jazz clarinetist. Contains some 
of the most provocative, swinging jazz ever recorded. 

WIDE, WIDE WORLD OF JAZZ. Garroway gives you 
cverything — Swing, Modern, Dixie, Latin. 6 jazz greats 
with unforgettable Lee Wiley, Helen Ward in hi fi debuts. 

*THE MELLOW MOODS OF JAZZ. A galaxy of great 
,tandards played by nine jazz giants— such no Butterfield. 
McGarity, Scott, Green, McKtisick, Hucko. 

DRUM SUITE. This thrilling best-seller has won highest 
critical acclaim. Features Osie Johnson, Gus Johnson, 
Don Lamond, Teddy Sommer with swinging big-band 
originals by Albam and Wilkins. 

NEW SENSATIONS IN JAZZ 
FOR 1957 from RCA VICTOR 

Shorty Rogers Quintet 

wherever the five winds blow 

I. 

SAUTER-FINEGAN ORCH. CAVICTOR 

1(71121C1JEUR. 

r rinALIE.-irentes 

Only $3.98 for each Long Play; 
on 45 EP, of course. 

*WHEREVER THE FIVE WINDS BLOW. Brilliant modern 
jazz with the dazzling trumpet of Shorty Rogers, the 

searching clarinet of Jimmy Guiffre, and the sensitive 
piano of Lou Levy. 

BEAUTY AND THE BEAT, hi fi jazz with top "beautiful 

girl- tunes and the swinging two-beat of Bob Scobey's 

famous Frisco Jazz Band. Features banjo player-singer 
Clancy Hayes. 

IN A MELLOTONE.16 of the Duke's greatest creations in 
enhanced sound. Never before re-issued, this set is a jazz 
collector's must. 

UNDER ANALYSIS. Great band hits of the past doctored 
in hi fi by those master analysts, Sauter-Finegan. Colorful, 
imaginative arrangements. 

Nationally Advertised Prices. 
*Hear these New Orthophonie High Fidelity albums best on an RCA Victor New Orthophonie High Fidelity "Vietrula."® 


