


lodges’ alto, the small-band “Daydream” and ' ionymity to solo splendor; like Blanton, he
Flower." The last-named was in a sense an apt dow i restricted instrument well within the
“of Strayhorn's sensuous nature, which led him early : jazz, raising the guitar line almost to
~professional career to lead a hedonistic life. Pt mportance in the Goodman sextet. Unlike
- would be too much to say that Jimmy Blanton et g0, or Young, Charlie Christian has a
- brake upon Billy Strayhorn’s sentimental musical ¢ stion with bebop. He played up at Minton’s
nonetheless it is true that after Blanton’s death § n those first experimental sessions which
wrote very little that had the quality of the comj o early forties, the altered chords, the fresher
- and arrangements he scripted when Jimmy was ali§ , the rows of even beats and contrasting
~ kicking. The whole band suffered as a result of Ji gonts of bop. Some of the participants in the
death, not only in its loss of an incomparable vk yours affairs credit Charlie with the name
complement and bass soloist, but also in the con g his humming of phrases as the onomato-
sagging in spirits. It was after Blanton died thul al the term. All of the musicians who played
composed his monumental “tone parallel to the | i, a5 all of us who heard him, insist on his
of the American Negro,” “Black, Brown, and | gontribution to the music later associated with
It was after Blanton’s death that Duke had his § illespie. _
Carnegie Hall concert triumphs; and after Jimm W born in Texas, bred in Oklahoma; he
ﬂlam were many fine compositions still to come ¢ Southwest and Midwest before joining
some of the imaginative solos of such musicians § igtime experience brought him attention and
Nance, Jinmy Hamilton, Taft Jordan, Carncy, anent of style, but according to all who hﬂﬂl
Brown, Tizol, and Tricky Sam. Nonetheless wi;ew_ with him in his early years, the lines, the
died the last great solo phase of the Ellington bug e legato rhythmic feeling were always M
‘over. Thereafter, however fresh and facile the work tural musician, whose naturalness Pmd
‘Ellington soloists, it was Duke’s and Strayhorn's | le change in jazz from' roar to restraint, ﬁnn)‘
for which one listened to the band; everything ¢l o mature speculation. Limited by the clatter
‘essentially ornamental. As the writing of extended : e Goodman groove, his imagination soars
in more or less new forms changed the Ellington ty Ml some of his solos on the records made by
50 Jimmy transformed the way and the power ot; in* “Solo Flight” it has most of a record
‘musicians’ playing. His death made performance . muke its impressive point, and there are
came after necessarily less coordinated and cogent] llan moments on sides made with Lionel
‘him, one had to look to a whole new generation uf dmond Hall, Eddy Howard, and the Metro-
‘men to find anything comparable in rhythmic bril ¢ bands of 1940 and 1941,
and meladic ingenuity. lens to the two sides of the long-playing
‘Charlie Christian was just a year older than Jims lerry Newman issued on his Esoteric label,
~ was as formidable a solo and rhythmic influence, harlic Christian in all his glory. These sides
~ sad parallel in his succumbing to tuberculosis the flly tape recordings made by Jerry at Jam
~year the brilliant bassist did. Like Blanton, he join Minton's Playhouse, the dining room and club
important band—Benny Goodman’s—in 1939; like _ on, ex-saxophonist and musicians’ union
ton, he brought his rhythm instrument, the guitar ude out of part of the Hotel Cecil on One




Hundred and Eighteenth Street in Harlem. The re the wamwufa\ngomiamn,but'
~ was made in May 1941; it was made because Jef) ' __inluﬂicwntly aware of him. Lester Yomlg
m one of the rest of us who heard Charlie w|' \ . part of modern ]azz, but while the 0001-
Goodman or in such sessions, knew he was a i iributed is unmistakable in his disciples, &fg
mhose every moment counted. Here, playing with ? It Instances seems to elude him. The spirit the
; the first musicians to make the move from swmg t 0 Ml possessed when Billy Str'lyhom., Ben
- Charlie plays rhapsodic chorus after chorus, thread i@_ nmy Blanton were together in it did have
way through such familiar chords and melodic I f Iwo after Jimmy’s death, but not of equai_
those of “Stompin’ at the Savoy” to give shape to & W the times of migration and de;
niew conception of music. The beat never stops: it ;. “with the past has to be estabh&hed with
pulsation is elaborated, complicated, simplified. ' ; Nt in jazz. Modern jazz knows where it
‘never loses beauty or flourish; the hdrpswhord-llka 4 ut not why. A fresh examination of these:
of Charlie’s guitar is produced in arpeggios, trill OVe again as suggestive and as stimulating
cades, clusters, in phrases sometimes of tumi fntact with them did, if it digs beneath the
jﬁnwé_r, sometimes of elegant restraint. The re Mlicialities of their influence to discover how
shows clearly what Charlie did for the electric lih, how inevitable it was that these should
- which before him was played on jazz_records @ | men who made modern jazz.
Floyd Smith with Andy Kirk’s band, in a manm
‘was engaging but not much beyond the formula
the blues, Charlie changed the playing technique
‘guitar and structured for it a dramatic role in jaze
for all their imagination and resourcefulness, Eddid
Carl Kress, and Dick McDonough had never dreat
b HB made it possible for guitarists such as Barney |
Chuck Wayne, and Billy Bauer to think and speak
cally on a level with trombonists, trumpeters, wiu
phonists. Se effectively did he transform the Ui
‘a rhythmic servant into an eloquent master (ha
very few bands, big or small, can find guitarish
enough for their needs—and after Christian a B
would be unthinkable.
These are the large figures of transition. Their
ing is evidence of the inventive brilliance of
‘musicians; without them present-day jazz woul
the provocative music it is, the reflective music, 1
of idea and developed statement. Without |
Christian and Jimmy Blanton jazz not only m
vital voices, it lacks any development of the guitar
~ bass. Roy Eldridge is still with us, playing with Il

L]
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Red Norvo Mr. and Mrs. Swing. The labels were dé
served. Red was the epitome of swing, Mildred the ep
tome of good swinging and good singing.

Mildred could be counted on to bring the house or i
night club or the concert hall down, with songs such
her favorites, “Lover,” “Honeysuckle Rose,” “Squee
Me,” “More Than You Know,” “Don’t Take Your Lo
from Me,” and “There’ll Be some Changes Made.” R
hearing her old concerts and personal performances {
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or hummed or played. Mildred was married at an
f nge and moved to Los ‘Angeles. There she was
ived; there she sang some and listened more—to men
| were making “the West Coast kick in the late
ities.” In late 1929 Paul Whiteman was in California
looking hard for a girl singer. Until that time no
had sung regularly with a jazz band, and Paul wanted
b0 the first in this, as he had been in so many other

. Musing one night at a party about his troubles in

records confirms the original impression she used to mak
‘Mildred was an audience spellbinder, with her exquisi
phrasing, the intrinsic loveliness of her voice, and her i
rocking beat. The song most closely and permanen
identified with her, of course, was “Rockin’ Chair.” TH
and other pieces written especially for her, like the wil
Sonny Burke—Bill Engvick—Hughie Prince “Scrap Y¢
Fat,” and other beautiful Baileyana such as “From {
Land of the Sky-blue Water,” the familiar Indian pla
n swing tempo, Mildred sang warmly, wonderfully, sin
ing her heart out, singing with delicacy and grace. §
was a feelingful and affecting singer and, when necessal
a funny one. She was almost a tradition in herself.
Mildred Bailey was born in Tekoa, Washington,
1903. Her mother, who was part Indian, used to o
through Indian songs and rites with her and, when 1§
family moved to Spokane, often took her over to |

ng a girl, Whiteman ran into the family patriotism
Mildred’s brother Al and Bing Crosby, two-thirds of
‘own Rhythm Boys, whose high praise of Mildred
thed Paul’s interest. They called Mildred, and she ran
I byér to audition for him——and that, of course, was
\ %: she was hired on the spot. She didn’t record with
il Whiteman, but she made many sides with musicians
0 his orchestra: with Eddie Lang she sang Hoagy
hichael’s arrangement of “What Kind o® Man Is You™;

Mattie Malneck and many of the Whiteman
lelans she made Carmichael’s “Georgia on My Mind"
I, mmong nine other sides, “Rockin’ Chair.” Mildred
line inseparably associated with the ditty of pity for
I 0ld Aunt Harriet. The year she made her first sides
i Malneck—1931—she met and fell in love with Red
%0, who joined Whiteman in Chicago at the end of
year, Just after she and Red left Whiteman, in the

near-by Coeur d’Alene Reservation. Mildred said of }
Indian repertory, “I don’t know whether this music cof
pares with jazz or the classics, but I do know that it offg

lor of 1933, they were married. Mildred recorded *
| pick-up bands led by Benny Goodman and the
Moy Brothers, with the Casa Loma band, and with

a young singer a remarkable background and traini
It takes a squeaky soprano and straightens out the clink
that make it squeak; it rentoves the bass boom from
contralto’s voice, this Indian singing does, because y
have to sing a lot of notes to get by, and you’ve got:
cover an awful range.” As a child, the one girl in §
Rinker family, Mildred covered many musical ranges
with her three brothers, all of whom ended up in

music business; with Bing Crosby, who was a neighbd

and with all the other jazz fans in their part of town

btal of her own date outfits; Red did some gigging
ind town and some recording too, but the two years
it Whiteman were lean. The leanness left them when
flieth, as Mildred always called Red, turned his little
il into a big one and made Mildred his co-leader.
Mo that band was abuilding the Norvos threw a party
| had a lasting effect of which they hadnmt dreamed.
iy Goodman and Teddy Wilson were guests at the
Y, and so was a young cousin of Mildred’s who
d a little drums. As musicians like to do, they or-
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her popularity. “They come to see me get all fouled up
They're just waiting for that moment. Just wiiting. Bu

~ they're not going to get it. I'm not going to get all fouled _ 1 . ories to
wup, I'm not! I'm not. . . .” | tise us of her wrongdoing, and many, many friends to

' " Billie had-—and has—many friends and admirers, many b h-r,r suffering and her sorrow, only Billic herself

fans, Some of the enormous number of people who camé I sing Billie’s blues. It was not until she returned from

to see her came because of her voice. Most of theny that we could understand exactly what she had been

Billie felt sure, came to see the great “Lady Day” fal sugh, what she looked forward to and what not, and

flat on her beautiful face. v it was and is so important to her to affirm the true,

* “Pm tired of fighting,” Billie said. “All my life it’s been real, and undeniable, and the unanswerable. )

fighting. P'm tired of fighting.” ‘ Easy Living.” “Travelin’ Light” If you want to be
"It had been hard to have to quit school in the fifth iy you can tell Lady Day’s story through the songs

grade. She had had to quit, to help with the groceries an her records, making sure that you interrupt the nar<

the rent. There were no child-labor laws in Baltimort ve of light life and debauchery with the tender “God
§ the Child” and the angry sorrow of “Strange Fruit."

 when Billie was eleven. And even if there had been, ti o e (it 20
Helidays needed groceries and, once a month, the rent iyhody who has watched Billie sing “Strange Fruit"
i avs what the singing of that song does to her; anybody

‘So, at the age of eleven, Billie went to work, washin : :
F i really knows her knows that her tears over the

down Baltimore’s famous white stoops. )
At fifteen she was singing at Jerry Preston's in Harlem ims of lynch mobs stop only when she wrenches her-
| violently away from the facts of Negro life. Even

Life came fast uptown, with no holds barred, no €x » _
periences withheld. If Billie had talent to begin with, sh easual listener to her most poignant record, “Porgy,”
had maturity almost as soon—maturity of a sort. Whe awy how real a struggle against temptation and weak-
most girls were just emerging from their stiff organd! hers has beén-_
arty dresses and just beginning to worry about dates an hoy threw her into a cell, and a nightgown and a
 kisses, Billie was singing for all-night parties in after-hous lress and a bed after her, and she was on her own.
joints. Before she was out of her teens she was on t voddling, no cozening, no letdown, no matter how
‘Toad with bands, and she reached her majority plunkin jult; and the descent from the illusory heights of dope
two bass notes with her left hand for Artie Shaw, whil pnerally acknowled_ged to be pf the nature of the
‘the intellectual clarinetist wove the melody of “Nig _ ffom the first circle to the icy center of the ninth
mare” out of the early morning hours and called fa Dunte’s Hell. Billie gritted her teeth and held on to
more of her exquisite singing. "mind and came out many months older, cleaner,
it to herself and the truth.
n I was on it,” she says, “I was on it! 1 wouldn’t

Her singing won plaudits and received all sorts d
audience and critical appreciation. Then came a Pau !

) for anybody, anywhere, ever. Now I'm off it and I ~
t want it and I won’t have it, and that’s the end of it.”

 Whiteman recording session for Capitol in 1944, in whid]
went to her doctor’s to get a very careful general

she sang “Travelin’ Light”; and with that notable sidk
Billie was really recognized as a uniquely distinguish¢ e " !

I‘.'. A1p, which showed her supremely well, healthier than
hud been in years. But she knew she was frantically

jazz singer, as a uniquely fascinating personality whosf
| und uncertain of herself. She also knew she would
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) 1947 Lady Day was sent to prison. Although there
| this record—and there were other records to remind
of her great talent—and many newspaper stories to

private perceptions were articulated in original and delical
vocal patterns.
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wes to sing well, but she is never sure that she is
eived by audiences as a singer. Is she stared at as a
rlet lady? As an ex-convict? Or simply as a magnifi-
tly constructed woman? The inner disturbance is
adful, but the outer calm remains, and along with it
ithaps the most brilliant and inspired singing in jazz.
Most women wouldn't worry about being too pretty, but
ina Horne worried long and hard about it. She worried
it people liked her for her looks and not for her
Bging, much as Billie Holiday worries; she worried so
¢h about it that, in the beginning of her career, her
iping suffered as a result.

After a brilliant debut at Benny Goodman’s Carnegie
il concert in 1942, Lena skyrocketed to fame. She
tle a much-appreciated appearance at Cafe Society
pwntown, and then was grabbed by the movies. For
most five years she was a motion-picture singer, making
gnsional sorties into the recording studios to relieve the
onotony of specialty bits in Metro-Goldwyn-Mayer
cals, and winning two Starring roles in the ill-starred
I-Negro movies, Cabin in the Sky and Stormy Weather.
¢ continued to command attention because of her
pnishing loveliness, and a considerable coterie of Horme
s continued to clamor for more of her voice; when
nn's faith in her singing wavered, theirs didn’t budge.
g of the most firm and unyielding in his admiration for
¢t singing was Lennic Hayton, arranger and musical
wctor for MGM, whom she later married. He badgered
t: he worked with her; he read her lessons out of the
Whical copybooks which he himself had long ago
ptered. The result, if T may borrow a limp line from
# collected works of the press agents of our time, was a
W and greater Lena Horne. Her musical tastes did not
rely advance; she became part of what can properly
‘ealled the vital vanguard, those hardy souls who have
atly formulated ideas in the generally abstruse field of
Wic, who can articulate their ideas and do. She studied
vinsky’s Sacre de Printemps—“It took me two years
connect with that.” She resisted Stravinsky’s disso-
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sing, and while in those bad years before she had buoyes
her sagging spirits and propped her weary body with
‘parcotics, now she was on her own. She went on singing
of coufse. She sang, of course, as beautifully as ever
perhaps more beautifully. And then she wasn't entirel

" on her own. There were friends and admirers, friends
~ like Bobby Tucker and his wife and his father and

‘  mother, who had kept their Christmas tree going unti

‘cert audiences and Broadway theatergoers who went (¢
her first appearances in March and April and cheere
" themselves into late winter colds, welcoming her home;
In March 1949 Billic Holiday once more stood accused]
Once more the sights of a million scandalmongers’ gun!
L were trained at her not insignificant figure. As before, sh
4

fl, March 16, when she got out, and admirers like the con
I

was accused of breaking the strict laws of the land, which
specifically forbid the indulgence of those peculiar appetite
that call for a drug here, a charged cigarette there, a dose
of opium or hemp or any of the other short ways aroun
to an illusory Nirvana. Billie said she was framed. Shi
was tried and found innocent and released.
! It makes big newspaper headlines to catch a movie stal
'| k or a jazz singer redhanded and heavyhanded with the ha
1
|
I

stuff; but their guilt is small compared with that of thi
gangsters who run the dope and the rope into the countd
‘and peddle it from dressing-room to dressing-room, fron
night-club entrance to night-club exit, from alley to alley
Government agents are busy trying to run down t
gangsters and the middlemen called “connections,” bu
these efforts never seem to make the headlines or eve
the small print of the back-page continuations of th
page-one stories. The only way to end the terror ang
threat of drugs is to stop the fow atils source, to staf
directing the publicity as well as the undercover activif
toward that end, and to turn our healthy indignation o
the promoters rather than the victims of the racket. TH
opposite procedure is too much like putting a beer-drinke
in jail for Al Capone’s crimes.
All of this left Billie with a gnawing fear. She con
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nances at first, but under the insistent tutelage of Billy Stra
horn she came to understand and enjoy what had at fir
"sentned like nebulous noises. And under Lennie Haytor
‘tutelage she studied Hindemith. She began to approat
‘modern music in general with urgency and expectancy.

" The true scope of Lena’s talents has been only st
gested, [ think. She can portray anguish and terror in |
song. She feels what she sings and articulates her feelin
‘with just enough restraint to keep it within the boun
of good taste, with just enough dramatic impact to read
below her listeners’ heads and above their glands ¢
their hearts. In addition, she has that neccessary incidenta
a fine natural voice, a husky organ.of great conviction
" “There are some people who think that all instrumenti
music is written or played in imitation of the huma
~ yoice. When you listen to a singer like Mary Ann McCal

- you can understand such thinking. For, without the ran
and volume of Kirsten Flagstad, with only a modicum ¢
the musicianship of Elisabeth Schwarzkopf, she has mug
of what they have and something else besides. Her voidl
s at once that of a voluptuary and a vestal; simultaneous|
"she crosses herself and opens up her arms wide. Shi

expresses the extraordinary paradoxes contained in all
suceessful sounds of jazzmen; in her music Mary is
the same time wonderfully naive and sophisiticated. Anf
here, in this voice, is what jazz is all about.

Mary Ann McCall sang with Woody Herman off anl
on for a decade, with Charlic Barnet, with Teddy Powel
for a couple of weeks with Tommy Dorsey, and, in Sai

Diego between 1942 and 1946, with numerous smdl

bands. She always demonstrated more than a passifj

skill in rhythmic novelties and had a pleasant ease |f
burning ballads, but not until she rejoined Woody 1
1946 did anyone realize that she was a really outstandin
singer. During her early years with Woody there was 5
‘much opportunity to hear her curl herself around,a song
‘but in “Wrap Your Troubles in Dreams”and “Romang
in the Dark” there was no mistaking the dimensions
her talents. When she joined the reorganized Herma

il rickets. Not just rickets—1 was crippled. ’l'hez

{ in late 1947, her singing hit some musicians and
discerning people with an impact that isolated her.

y listened to those intrigning conflicts again, 10
lon unabashed and unashamed, and to something like

olgirl wonder at the order and disorder of the world,
iculated with an uncommon skill. ‘Can you really
all of this in the voice of a girl singer with a jazz band?
on is not rare in girl singers, but this sort of sensuous-
{s. Schoolgirl wonder is not rare in schoolgirls; it is to

found in only one other girl’s singing, however—Ella

ald’s of course.

{ doesn’t come as any surprise, then, to hear Mary
§ McCall say, “Ella is my idol, always has been.”

w's skill is like Ella’s; she attacks her notes with

forthrightness, with that rthythmic ‘precision we

t only in the most finished musicians. Mary’s un-

-_-“ is like Ella’s; she wraps herself around songs, .

» and diminishing her volume to fit the demands

{ of the melody and then of the lyric, setting up her

variations on the melody when it lacks continuity,
seat always right, never stopping. She is rhythmically
2o and melodically secure; her performances have

.. t}'. And they have sound. She is blessed with
t husky voice that is best adapted to the rigors of im-

stion in jazz, with three, ten, or twenty men

ering or blasting behind ber.

one knows or believes these things to be true of
W's voice, it is strange to learn that she didn’t start
{6 be a singer but a dancer. She never had any music
ns, “just dancing school.” Why dancing school? “I
ted to break .my legs. Try to reset them. We wouldn’t
the doctor do that, so massages WeIe prescribed,

tics, and dancing schoo " She got a job as a

jeer at Frank Palumbo’s in her native Philadelphia—
pen-year-old Marie Miller, who had beaten the bow
her legs. It's unfortunate that so many bad movie musi=

have made such a remarkable story as Mary-Marie's

':-u nplace, filtering out of the narrative all its l'eal
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with Charlie Barnet to 2 touching sentimentalist; unfor une later emerged as a more technically controlled
wunately, when she stepped out on her own, the passio | more broadly imaginative singer, to become a part
became purple and, with few exceptions, the sentimen e most recent expansion of jazz style and idea. Doris.
excessive, Maggie, musicianly daughter of musicianifiy was for a while, in her second and longer stay with
songwriter, Richard Whiting, has always avoided th Les Brown band, identifiable by the elements of O'Day .
unctuous and concentrated on the song at hand; with her style. Her voice was never as husky or as voluminous
better than average vocal organ and excellent taste, si Anita’s; she always managed some injection of per- A
has always been pleasant to listen to, but the amount @ d interpretation. Like Bing Crosby, when she be- J
jazz in her voice depends entirely on the amount of jad e a movie star (in 1949) she retained her ability to.
often isn’t very much. Ton ct jazz feeling where it belonged, whether on a film
d track or a recording disk. Her charm made a moyie

~ played behind her, and that
Arden is closer to Fran in her conceptions than anybod
yiract and accompanying success inevitable; her con- i
yed taste and talent for and support of jazz were not i

~ else—the old Fran, moved and moving, but only rarel

 maudlin. Kay Starr, like Anita O’Day and June Christy
gasily to be foreseen. In her present glamorous career [
plays an uncommonly salutary role.

. js a natural jazz singef, with rhythmic imagination and
larynx that is at least a second cousin to Bessie Smith's
But Kay has had 18 yield to the importunities of recordin the swooning and crooning and baritone bellows ot
. executives and a mass sudience, and she doesn’t oftel leading male singers of our time, jazz has also been
achieve the contagious power of such of her performance fy important, if not always so obvious as in the case of
~ with the Charlie Barnet band as “Sharecropping Blues. girls. Dick Haymes sang some with Tommy Dersey
bre he became a movie star, and continues 0 make
bords suggestive of Tommy’s commercial concerns. In

In the same way, Pearl Bailey’s once expressive hands ar
0 and 1941, however, singing with Harry James, Dick

amusing laconic delivery have hardened into the facefd
: of a commercial rather than a jazz style.
Anita O’Day is an example of the minor intuitive singeliills more than a conventional romantic baritone, For one

ng, he cxploited the luxurious lower reaches of his voice

more than he has since. For another, he sang with a

jeacy and deftness that came only from jazz, the brisk

~ who might have been major. Essentially self-instructed
she broke in with Max Miller’s small band in Chicage

4 the James band was playing in ‘those years. He made

yely records of “I'll Get By,” “Minka,” “You've

r joined Gene Krupa there in 1941, and then, three yeag
unged,” and “You Don’t Know What Love Is,”" giving

‘ later, after a briet retirement, put in a year with Stan Ken
‘ton, She has always been, as one of her musician admiret

"_v songs additional distinction by the strength of his.

ling and the uninterrupted length of his phrases. “or

River” was lifted above its basically Jugubrious

 put it, “a blowing chick.” Heér singing with Krupa, alond
and in duet with Roy Eldridge, had a brashness about
Hcature of Negro plaints by Dick’s delightful understate-
pnt and Harry’s fresh conversion of the tune into an

and an inventiveness that always brought to mind a firs
btempo- jazz piece. A similar authority and wit distin-

rate jazz soloist. There was some of the same jazz qualil

about her work with Kenton. The sameness, however, Wil
shed Perry Como’s singing with the Ted Weems band
ore and during the swing era. Many of us found it

after 2 while a considerabie deterrent, and although hel
wible to sustain an evening of ordinary dance music

singing has not often been less than able, the constal
d novelties in order to hear Perry with that band. When
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hoarseness of voice and hotness of phrase have not wor
too well. One would have to say the same for most @
June Christy’s work with Stan Kenton; she replaced Anitl
and followed carefully, too carefully, in Anita’s vocal steps
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‘e struck out on his own in the early forties, he retaif
those qualities and added to them a canny appraisal
audience tastes, which has served him well in radio d
television, in both of which he has become a maj
figure. The jazz in Perry’s singing has always been a ski
ful compound of the Crosby-Columbo style and the lat
ministrations of band singers. That compound has ma
his hundreds of record sides devoted to second- and thi
and fourth-rate songs endurable, and made his broadcag
and telecasts and theater appearances musically intere
ing. Perry’s sunny disposition_and gentle visual and verh
wit have also been sizable adjuncts of his singing persony
ity. He is an outstanding family man, one of the few:
his profession, who never forgets his beginnings as
barber and never lets his audiences forget that he is o
of them. Unfortunately none of this can altogether offs
the tawdry substance of the songs to which he gives h
almost undivided attention. One must wait wearily fg
that rare spark, the sudden catching fire of singer ag
song which makes Perry Como still a part of jazz,
The most popular of these popular singers with jazzma
is Frank Sinatra. His 1939 appearances and recordinj
with Harry James caught the attention not only of hi
colleagues but of most band musicians around the Unite
States. When, in 1940, he made such sides with Tomm
Dorsey as “Ill Be Seeing You,” “Ill Never Smile Againy
and “Trade Winds,” he was followed almost as avidl
by jazzmen as by bobbysoxers. Through the next fey
years with Tommy, and through most of the remainin
forties as a recording artist and movie and theate
singer, Frankie was everybody’s idea of the perfeg
juggler, who could manage at cne and the same ti
to bring the kids to their saddle-shoed feet and main
tain a meaningful vocal musicianship. In the woef ]
days of the musicians’ union ban on recording activity,
from the fall of 1942 to the fall of 1944, such res
cording activity as there was in the United States was
confined to singers accompanied by singers, soloists with
choral backgrounds. Frank made his Columbia debuy|
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ler having made a few sides with real live 'mu.si_--.
5 for Victor—with such a choral background. Singing
songs so insistently popular in and out of the Rodgers
| Hammerstein operetta Oklahoma, Frank showed th:e_
firmness of tone and freshness of phrase that had
de his records with James and Darsey successful among
sicians. Through the middle of 1948 Frank remamq_!
is unique pedestal, lovingly erected })y press agents
| children, lastingly maintained by musicians. Th_c;n the

of bad publicity—publicity that his mdefatl.gabl'e

54 agent and manager, the late George Evans, did his

I to balance—had their effect. He had apqeared at tha

fong” political rallies in Hollywood, making speeches

hallrooms and ballparks, collecting funds _for people

ible to help themselves. Unknown to him, in some of

se activities, seemingly so worthy, the fine Russian hand

lthe Communist party was present. With the best motives
‘the world, Frank found himself tricked by the Com-
Unists, then by the Hearst papers, which made lur_l.d
fadlines of his political speeches and later turned his
prds into a public confession of wrongdofng. In 1947
bbert Ruark, a Scripps-Howard columnist who had
placed Westbrook Pegler as the star of the syndicate, re~
rted that he had watched Frank shake hands with Lucky
uciano in Havana. Thus started a one—weck. newspaper
ation that boosted some newspaper circulation sky-high
yt did nothing to boost Frank’s reputation. Wh;%t had ear-
or been good-natured humor about Frank’s slight figure
hd swooning stance became heavy-handed disparagement
{ the “caverns in his cheeks,” of his “English droop fig-
fe.” of his “dying swan deportment.” The coup de grﬁ{fe
bas administered when newspapermen found a romantic
gandal with which to sock the Voice. Not one such head-
Ine, but several, and finally the divorce of his wife, Nancy,
ade Frank, a scandalous newspaper figure. In 1947
here was Lana Turner; in 1950 there was Ava Gardner
and a Spanish bullfighter competing with ’Fra{lk fﬁr
er affections. On top of all this, the musicians’ union in-
fituted another record ban, beginning the first of J anuary,
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_After leaving Ellington, Herb settled in Los Angele
He made a successful foray into the night-club busine
with an after-hours spot called the Black Flamingo, movel
‘around LA’s other clubs, East Side, West Side, all aroun
town, and finally wound up, in 1945, with a contract will
Exclusive Records, very much to the mutual advan
‘tage of record company and recording artist. Songwrite
Leon Rene’s independent company was as rugged an
honest in its race relations as Herb; ity Negro ownershi Cbﬂpter 21
consistently practiced fair employment. For Exclusivi
‘Herb recorded the memorable six sides that make up
Magenta Moods album, and such singles as “Body an
Soul,” *What’s the Score,” and “My Blue Heaven,” in 4l 4sn't so many years ago that Billy Eckstine was just an
of them joining lush voice to Buddy Baker’s choice Im ntric band vocalist, a gravel-throated young man who
_pressionist scoring. I to shuffle on stage or floor toward the end of an Barl

Herb’s career as a singer has been a little uncertai g set, walking with deliberate relaxation, very, very .
commercially. He has always had an audience of singen ly, toward the microphone, his hands in as often as out
musicians, critics, and that body of fans who are not fright is jacket pockets, his jacket as far off his body as it
ened by his technical prowess or the swooping and whoop i Lc and still hang from his shoulders. His voice?
ing sound effects fashioned for him by conductor Mitd Wis the sound of caverns in which somebody had let
Miller in Herb’s brief sojourn with him at Columbi @ the bloodcurdling cry, “Jelly, jelly!”—sexual euphe-~
Herb has shifted now to Coral, the subsidiary of Decg i und title of Billy’s most successful blues—to echo
records, and has been promised treatment more sy pisly through the stalagmites and stalactites. It was
pathetic to his basic qualities. However, he is recordin fles of tremulous hotblasts, often capped b}{ metal-
songs already in the hit classification or being groom bursts from a suddenly animated trumpet section, de~
and plugged for it, and that means he is subject not onl pel to make the second balcony jump.

to the whims and fancies of song publishers and recordin| v still walks out on a stage slowly, but the pace is’
wnntrived. Now his relaxation doesn’t seem so planned.

exccutives in this dubious enterprise, but also to th
fickle fancies of the mass audience. His may be one mof yinds are still in his pockets as often as not, b}lt they
depressing example of the talent ripened by jazz anl nit there; they’re not so much part of an org.amz:d ef-
spoiled by too much contact with the world of commerct 10 impress an audience. His clothes fit him today,
He bas not had—and may never have—the luck of Bill it because his figure has filled out or because he has
Eckstine, who found bis huge audience as a direct resul Mer tailor or because the fashionable drape is a little
of his jazz singing. He may not have the fortitude @ 10 a man’s shape. His voice? It still suggests echoes,
Sarah Vaughan, who refused to compromise her musician hiey have come up for air and sunlight; the jelly has
ship and nonetheless was given popular support after | preserved and bottled as a historical oddity, and the
long struggle. The masses may never discover how mue 4 are much cooler and tremble far less. o
their kind of singer Herb Jeffries is; their loss will not by ¢, B., as the erstwhile eccentric is best known to his
small. "5 . 0l fans, has come all the way from subterrancan
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note of the medium, the fatted fifth, with which almi
“every bop pedformance comes to a close, which salts &
peppers almost all solos from that of the most sensiti
gourmet of this music to that of the mealiest feeder ¢
-crumbs. :
This new way of thinking shaped musicians, pushg
crude entertainment aside for imaginative ideas, and
least Suggested the disciplined creative potential of )
young music. Lennie Tristano pointed out some of th

~ limitations of the new school when it was at the zen

of its popularity, in 1947. In an article entitled “What!
Wrong with the Beboppers” in Metronome magazin
Lennie suggested limitations: :

Artistically the situation is . . . deplorable.” These Ilittl
monkey-men of music steal note for note the phrases of thy
master of the new idiom, John Birks “Dizzy” Gillespie.
‘endless repetition of these phrases makes living in their mid
like fighting one’s way through a nightmare in which beba
‘pours out of the walls, the heavens and the coffeepot. Mol
boppers coantribute nothing to the idiom. Whether they pla
_drums, saxophone, piano, trombone, or g‘ockcnspml it stil
comes out thlesptc Dizzy probably thmks he's in a house o
mirrors; but, in spite of this barrage of dead echoes, he il
sounds great. They manage to steal some of his notes, but hi
soul stays on the record.

Lennie also pointed out some of the achievements a
ebop, in this article and in a sequel to it called “What!
ight with the Beboppers.” In doing so, he also indicated

some of his own concerns, the concerns that were shaping
and were going to shape his own music:

It must-be undersicod that bebop is diametrically opposed
to the jazz that preceded it (swing as applied to large groups,
and Dixieland as applied to small ones). Swing was hot,
heavy, and loud. Bebop is cool, light, and soft. The former
‘bumped and chugged along like a beat locomotive; this wa§
known in some quarters as drive. The latter has a more subtlag
‘beat which becomes more pronounced by implication. At this,
low volume level many interesting and complex ‘accents may

niroduced effectively. The phraseology is next in im-
tance because every note is governed by the underlying
. This was not true of swing; for example, the long
jeggios which were executed with no sense of time, the

hterpoint, its contrapuntal development ends in bﬁnd"
#y. Each line is governed by the end result, wl:uch is
loctive improvisation. Collective improvisation is limited
o small number of chords, perhaps six or seven. A

boppers discarded collective 1mprov1s&t10n and plaoed '

| emphasis on the single line. This is not unfortunate, since
highest development of both would probably not occur
taneously. Perhaps the next step after bebop will be col-
Ulive improvisation on a much higher plane because the in-

Bebop has made several contributions to the evolution of
o single line. The arpeggio has ceased to be important; the
le is primarily diatonic. The procedure is not up one chord
il down another, nor is it up one scale and down another;
0 use of skips of more than a third precludes this seesaw
ption, The skillful use of scales fosters the eyolution of
uny more ideas than does the use of arpeggios; since an
fpeggio merely restates the chord. Instead of a rhythm sec-
on pounding out each chord, four beats to a bar, so that
iree or four soloists can blow the same chord in arpeggio

form in a blast of excremental vibrations, the bebop rhythm

ion uses a system of chordal punctuation. By this means,
he soloist is able to hear the chord without having it shoved
wn his throat. He can think as he plays. A chorus of bebop
jay consist of any number of phrases which vary in length.

\ phrase may consist of two bars or twelve bars. It may con-
in one or several ideas. The music is thoughtful as opposed
6 the kind of music which is no more than an endless series
il notes, sometimes bent.

Trumpeters did it, tenormen did it, trombonists and

yanists did it, alto-men of course—they all imitated Bird;
tven Dizzy did. As bebop made its intricate way among

jazz bands of America, the ideas of Charlie Parker

firculated among the soloists.
The musician they call Yardbird has bad a long jour-
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Could See Me Now,” “You're Not the Kind,” and the

two other sides: made at that same memorable date, using
strings, Freddy Webster on trumpet, Leo Parker on
baritone, and a fine rhythm section built around Kenny
Clarke on drums. They are all Tadd Dameron’s and all of
more than casual interest, but not for Tadd. “All tur-
keys!™ he insists. “I've never been well represenied on

records,”

Tadd has never been well satisfied with anything he's’
done. He was all set to become a doctor, had finished"

some years of his medical education when the sight of an

arm severed from the body of a man decided him firmly
against that profession. “There’s enocugh wugliness in the
world,” Tadd decided. “I'm interested in beauty.” He had
listened to his mother and father play piano, had picked

up the rudiments of the instrument by himself and learned
something of jazz from his brother Caesar, a well-known
alto saxist around their home town, Cleveland, Ohio. It
remained for Freddy Webster, the brilliant trumpeter
who died in early 1947, to get Tadd really interested in
music. Freddy never found much of an audience for his
huge tone and moving ideas; he was heard most in his
brief sojourn with Lucky Millinder. But the boppers
heard him at Minton’s—and he heard Tadd and pet-
suaded him to join his band. In 1938, when Tadd had
just attained his majority, he left medicine well behind
him for the happiness and misery of life in the clinics of
jazz,

After a year with Freddy and a couple more with
Zack White and Blanche Calloway, Tadd emerged at the
surgical end of jazz, learning about the morphology of
band arrangements, appreciating—with the help of a
Cleveland friend, Louis Bolton—the devious devices
employed. in altering chords, especially fascinated with
stretching the wretched notes. By 1940, after some time
in Chicago, he was a recognized arranger; he left town
with Vido Musso. Vido’s short-lived band folded at
Brooklyn’s Roseland and sent Tadd to Kansas City with
Harlan Leonard. A year of the latter, and he went fo
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ork in a defense plant. A year of that, and he was free
b arrange for Lunceford and Basie and Eckstine and
uld; this work carried him from 1942 to 1945 and
Dizzy's waiting arms.

With Dizzy, Tadd found himself. His arrangements for
Dizzy’s big band went beyond the formulations'nf the
bebop pioneers, though he retained their most vigorous

dvances—the long phrases, the powerfpl upbeat rhy—-
thms, the chord changes. As long as Dizzy had a big
band to write for, Tadd had work. But Tadd began to

write for other bands and to lead his own bands at t]:lc
Royal Roost on Broadway, where bop was ensconced in

£1948 and 1949, finally to become a full-time arranger with
‘pnly occasional sorties into the recording studio as pianist
‘und Jeader:

Until almost half of 1947 was over Dizzy Gillespie was

'a man without a regular band. He had bands, many of

them, large and small, good and bac}. important 'am_!
frighteningly unimportant. From his earliest collaborations
with Charlie Parker, Slam Stewart, and Oscar Pettiford,
he had indicated his ability to lead a fine musical organ-
ization. But never until the summer of 1947 did he show
that he could whip a band into shape, hold on to it
fight with it, win with it, lose with it. ]
The way of a colored band is never easy. That axiom
has been too often demonstrated to need detailing here.
In Dizzy’s case the difficulties were doubled. He was
trying to sell a new music, one that seemed patently un-
commercial, beyond the ears of the people'who would
have to pay to see and hear it, who would ultimately have
to underwrite it. But a lot of people had faith in Dizzy
as a musician and leader, as a showman and trumpeter,
as a composer, arranger, and musical personality. He
would, they insisted, demonstrate such unmistakable in-
dividuality that he would have to be accepted. For as
soon as more than a passing technical competence 1S

achieved, the major hurdle for a jazz musician in the’

race for public acceptance is the establishment of his in-
dividual sound, In this problem he is no different from the
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strictly commercial musician, w >
undeniable identity that a millio?xorer:;];?:] ‘}:,;e;et:s s::gé : pert under Leonard Feather’s eager auspices. And when
million more radio listeners and theatergoers all'wbg it )y drew standees at Carnegie, Billy seized the op-
to hear and see bands, will know it’s he as soon as the Mttunity. He laid out a concert series around the country
hear a couple of choruses of his outfit. This Dizzy y I the Gillespie band. That wasn’t enough, There were
done for himself as a soloist. Could he do it for his band #rs from Burope, where bebop was proving a postwar
He could. He did. . " sation. Billy signed Dizzy, at a handsome figure, for

Dizzy sought his individuality in manifold ways \month’s tour of Scandinavia, the Low Countries, and
didn't stop at the forms 4nd formulas of bebop c{ez.ir 3 ince. He augmented this strong chain of paying dates
they were, associated with him as they were. He went of il steady publicity. From the Gale office, where Shaw

to develop a visual personality—Tlittle bowing motia pe-presides, streamed reprints of articles about Diz, a
and big, characteristic wearing apparel, such as his vis sidy diet of Gillespie food for editors, columnists, and
ored beret, characteristic heavy eyeglas,ses characteria buekeys. Stones were not to be left unturned; they were
goatee. All over America young boppers \’Vho had nevl g be bulldozed out of the way. By the end of 1947
wort hats donned the Dizzy cap; young boppers who had Jlzzy and Billy and the men who played Dizzy's music
never been able to raise sufficient hirsute covering 10 Juld breathe more easily, could smiile expectantly, cotld
prove their age struggled with chin fuzz in an attempt (o ok forward to more folding money. Maybe Dizzy wasn’t
build the Gillespie goatee; young boppers with their% | threat to Sammy Kayé or Stan Kenton, but he was
little bands began to lead from the waist and the rum Qving ahead, he was' beginning. forsrowd theitop e
some, with perfectly good eyesight, affected the hea . e was proving that a colored band with a difficult music
spectacles. Dizzy was a character; he had a personality tg gould make enough sense to enough people to pay off.
20 with his music; he was well on his way to natign i Certainly the Gillespie band did not prove in 1947
mmportance, although more saluted for the accessories of st it was the musical equdl of the handful'of top bands
his Arillus;c than for the music itelf, I'Il.h;a1 pa;t. It W?‘KS too young; ét \;:as too rou%h; its person-

of this was impressive. The i b~ : .. el shifted too often. But it did show astonishing progress,
large, but the bOX-Ol%CE returns th: t;;?;gmbg;ggis'zoﬁ ‘l'race the band’s sound from its first Musicraft records
<ontribute were not sufficient to make Diz a major draw, 10 the two sides which marked its Victor debut, "Ow!™

Something more was indicated. The time was, as the IR, Jorapadac’ By (he last of thess jif Tiad' achiewey
fruitgrowers call it, ripe. In came a Professionial band JEtothaess, playing easc, the beginnings, at least, GRS
grower. ' polish that is necessary for top rank in the band business.

Billy Shaw was once a musici : Ll The smoothness/and ease and beginnings of polish did

He had booked all kinds of bande 1 fin e g mana. I ot last for Dizzy. Some of the chaos and uncertainty

gerial career at MCA and William Morris bu;l the bands ‘that affficted the Billy Eckstine band began to- disrupt per-

he really enjoyed booking and building wére the musical frrmances of Dizzy's Jarge outfit. There were peciofogt
bands. He was one of the group with faith in Dizzy. He Changfzs and changes of musical policy. Eventually Dizzy's
went out and worked. He negotiated a co'ntracty.with jins pilvities obtiified; by coneciolls  sesSaigs

Vller records, placing Dizzy’s product within reach of rocess or by intuition, aodiences of all kinds,_general

the Squarest disk jockey, the most rectangular et ‘and indifferent to jazz or particular and sympathetic to

the dimmest list S : ibop, took an aversion to Dizzy and his music. There
o tstener. He helped organize a Carnegie Hall welzc several editions of the big‘ band, tl;f:n several little,
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cern permitted it to get. When she returned to Lo§
Angeles late in 1949, to do three weeks at Ciro's and
four at the Casbah, she had reached the $3250-a-week
class and was still soaring. When she made her first

Columbia records, in January 1949, after suing the de-
funct Musicraft company and thus emerging from con-
tracted inactivity, she reached the musical heights that
“If You Could See Me Now” and some of the early
records had suggested.

Those are the facts. A pleasant history with few downs,
more ups, and an almost straight line to the top billing,
following a pattern that almost seems lifted from her
singing. As all of listening America knows by now, Sarah’s
style is compounded of a few downs, more ups, and a
great drive to the top of a bar, a phrase,®a song. Her filling
of intervals, her breaking of half-notes into eighths, of
quarters into sixteenths, her careening melodic variations,
have been imitated since 1946 by every singer of conse-
quence with ears to hear and voice to sing. Sarah says
she’s had only one influence—"Eckstine, of course.” The
smile that accompanies this admission betrays as much of
her retiring personality as she generally permits non-sing-
ing expression. Of course the influence was mutual. Of
course Billy bursts explaining the strength of Sarah
Vaughan’s infizence upon his singing. Whichever way you
cut it, she is certainly Billy’s running-mate, one-half of
a pair of singers who have broken every commercial tra-
dition, every bigoted bar, as they have made America
accept musicianship, a degree of detachment, and a
governing ‘jazz sound that springs from bop and courses
beyond. :

Chapter 22
THE PROGRESSIVES

After years of struggling, some better than others but

none filled with fame or fortune, Woody Herman finally

emerged as the major band-leader of bis time in 1945. The

' particular pleasure afforded his friends then was the

realization that he had “made it,” as the ambiguous col-
loquialism goes, with the best band he had ever had and
one of the very best ever. Only once before had a band
of such unequivocal stardards and evenness of musician-
ship been organized. It looked in 1945 as if at least one
promise of the millennium had been fulfilled: good jazz.
was making money. Then came the end of the war; a
much greater promise was fulfilled. The cessation of
hostilities also brought the close of another great battle,
the one waged to make jazz acceptable to the multitude.
Both victories were, of course, short lived. Because jazz
was without an UNRRA or a Marshall Plan, its con-
quests were quickly dissipated. With postwar inflation,
bands became too expensive for their leaders, the public
shifted its taste just enough to make the shakier leaders
quicken a bit and then give way more; heads fell, bands
broke up.

The demise of the great Herman band in late 1946 was
not altogether unexpected. There had been dissension and
corollary difliculties in the band. Woody was a remarkable
leader who had had several significant bands, though
none as good as this one, but he was also a human being.
The taut and precarious tightrope he had had to walk
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heavy load of bebop, and the band recorded with such
significant boppers as Dizzy Gillespie, Benny Harris,
Serge Chaloff, and Oscar Pettiford. These sides and four
others featuring Trummy Young were recorded for
Guild, bop's home label in 1945. The real force of Boyd's
band was not felt until it settled down to starve and fight
as best it could on an empty stomach in California in

1945 and the next year.
The band Boyd led at the Palace Hotel in San Fran-

~ ciseo in August 1946 was distinguished by any jazz
standards.. It was well rehearsed; its ensemble sound Was.

. handsome and its own. It had a fresh alto soloist in Hal
McKusick and a tenorman with a provocative set of new
ideas in Frankie Socolow. Johnny Mandell played his own

set of trombone variations on Bill Harris’s ideas and wrote

_arrangements that were fresher still. George Handy played

piano and wrote scores that showed an astonishing

growth beyond what he had been doing for the band in

- New York a year earlier. He had begun to write in earnest,

utilizing his playing experience in his native city, New
York, and his intensive pursuit of modern musical ideo-

. logies at New York University, the Juilliard School of

Music, and in private lessons with Aaron Copland, The
ideologies were omnipresent: there were echoes of Bartok
and Stravinsky, rolled into captivating hollers, in his
arrangements of “There’s No You" and “Out of This
Waorld"”; there were obvious traces of the same jnfluences
in his collaborations with McKusick, “Yerxa” (the name
of a Los Angeles columnist that intrigued George).and
“Tonsilectomy” (sic}; they were unabashed in “Boyd
Mests Stravinsky." Nonetheless, in such original compo-
sitions as “Dalvatore Sally”*and “Bloos,” which he wrote
for Norman Granz's experimental album, The Jazz Scene,
he was emerging as a jazz thinker of striking originality.
There was more than a play on the name of a Surrealist
painter_in_“Dalvatore Sally™; there were too a nimble
handling of changes of tempo, polytonality, and a lovely
overlying melody. The “Bloos” reached entertainingly
after twelve-bar chorus clichés and the combined resources

- -

| strings, woodwinds, and jazz sections. “Stocking
'm:?g:ﬁe musical story of a horse born with -sil}rer-'
pekings on its hoofs, which George wrote for Alvino
by, changed time piquantly, as its subject demanded,
uttling back and forth between four/four and ﬁve/fqi_u_
jme and other multiples of the quarter-note that per-
fitted the rhythm section to maintain its basic bea_t.

| After 1946 George disappeared from the jazz scene,
nd so did the Raeburn band, with the exception qf a
few well-managed record performances of Johnny Rich-
rds’ excursions into Debussyan and Ravelian pasture,
and occasional theater and club appearances with per-
onnels very different from “the California organization.
Gieorge succumbed finally, although not forever, one hopes,

to his calculated unorthodoxies. As others suit deed to

word, George’s actions followed his music. His noncom-
tl:l(lilrst pm?:tt’iccs ranged from the mild eccentricity of
lapel-less jackets to the more out-of-the-way habit of
wearing a beard (before and after the boppers made the
hirsute adornment de rigeur) to the highly irregular
procedure of dyeing his hair red, in which he was umtab:_d
by many adoring young musicians. Such behavior patterns
and their enlargement into a life dominated by the Tust
for gratuitous pleasures have taken their toll of many;
more jazzmen than George and his aping attendants;
they have rarely debilitated a better musician, _

Stan Kenton tried hard a few years later to fit George

Handy into his concert plans. At one time or another

he has tried to make every serious jazz musician a part
of his plans. He has been called “the savior of American
music” and “an empty noise.” He has accpmphshed thmgs
with strings that no symphony orchestra in the world can
‘equal, and he has also produced some of the most r?\{o_lt_—.
ing sound ever to come from a group of musicians
‘ostensibly playing together. He, more than any cher, gave:
‘meaning to the term “progressive jazz”; more than any
other he helped make the term ridiculous. But up or

down, good or bad, he has been a force of very real

jimportance in music. In 1949 and 1950, almost single-
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three of his associates developed, relieved the monotony

of saxophone writing and playing in big bands; with a

baritone substituted for one of the tenors, it was im-
mediately compelling as heard in Woody's “Four Brothers”

and “Early Autumn.” A tenor voice of substance and
size leaped forward, developed from the suggestive per-
formances of several musicians, notably Herbie Steward.
Stan’s polished authority on his instrument became the
highly attractive center of cool jazz.

At twenty-four, Stan could look back on nearly a

- decade of big and small band blowing of all kinds, with

every variety of music and musician in jazz—playing
expericnce that had to make him either a hopeless
eclectic, with a little of everybody’s sound and none of
his own, or a distinet personality immediately identifiable
as himself. He was born in Philadelphia and grew up in
the Bronx. He played the bass fiddle in his junior high
school orchestra and switched to bassoon in high school
in order to get into the main school orchestra. He played
with the All City Orchestra, made up of New York's
best high school musicians: picked up the harmonica
when Borrah Minnevitch’s advertising promotion brought
the mouth-organ to the attention of his school orchestra;
and then, when he was fifteen, dropped out of school to
join Dick Rogers’ band. A truant officer dropped him
right back in school, and he dropped out again quickly
to join Jack Teagarden. The school authorities pursued
Teagarden all over the country because of Stan, until
Jack signed guardianship papers to keep- the kid with
him. Stan stayed with Jack for nine months, a period
that he remembers affectionately. “I can appreciate all
Dixielanders,” he says, recalling the period with Big
Gate. “Not their jazz ideas—that’s out of the question,
of course. But I've never heard any modern trombone
Player get the sound Jack gets. His way of playing a
sweet solo is crazy. A friend of mine and [ got our union

_ cards in New York the same day; I thought he was getting

the better break—he went right out with a four-beat
band, Hal Mclntyre’s; 1 went out with Teagarden. Now

T = 1 —
S = . TomL
-

' 11 ixie i dation. It’s
1 think T got the better break. Dixie is @ foun s
simple cﬂg:t:gh; you know what you're doing all the

time. It's a good way to get started, or at lclast it was

: for me.” . oL
igoonM ojrob with Teagarden spanned the country, leaving -

in L j here in a
tan finally in Los Angeles. He took a Jc_rb th
Sma:'s clotging store, while he worked out .h1§ union ca.rd,
‘which, in Los Angeles as in other big cities, cﬂuldn't-_-_he_
his until he’d played a prescribed number of short-term

“jobs for a prescribed number of months. Then he joined

Bob Chester for a month at the Trianon Ballroom. After
an uneventful thirty days, he became -pnn.of a six-picee
Dixie group led by Dale Jones, who had wnttgn _Bctw;a::.
Eighteenth and Nineteenth on Chestnut Street” with Stan’s
first employer, Dick Rogers. “I was happy, though .i
didn't realize it then. 1 didn’t know :'mythmg anu& wasn
aware of it—that's when you’re happiest, maybe.

After six months with Jones, he played the last fifteen
broadeasts of the Bob Hope show with Stan Kenton,
joined Jimmy Dorsey for a month, and then Benny Good-
‘man for six. “With Benny I had to push, to gctvlhat_hm:d
sound he likes from his saxes, but I was beginning to dig
Lester.” His digging is only barely evident in his re-
‘corded solos with Benny on “Swing Aflge}.. “Give Me the
Simple Life,” and “Rattle and.'_Roll‘; -1_1; mucfl mnte
apparent on the small-band sides he ma_de" with Kai
Winding at the same time—notably, “Always.

Singer Buddy Stewart’s sister, Beverly Byrne, was work-
ing with Randy Brooks then, and Stan and Beverly were
close. She got him into the band; he married htjl'- There
followed short engagements with Buddy Morrow’s motley
of sounds and styles, with Herbie Fields, and then Holly-
wood again, where he worked with Butch Stone in a

remarkable group made ‘up of Herb Steward, Shorty

Rogers, Butch, Arnold Fishkin, Don Lamond, and him-

self. Then the original Four Brothers—Stan, Herb, Jimmy

Giuffres, and Zoot Sims—worked a Spanish l?allroo_m'-,
Pontrelli's, in Los Angeles, with Beverly singing. The
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