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Exclusive trade mark 
of Columbia Records 

By GEORGE AVAKIAN 

The fantastic success of the Benny Goodifian: Carnegie Hall Jazz 

Concert album (issued by Columbia in 1950, twelve and a half years 

after the epochal event took place in the unsuspected but fortunate 

presence of a first-class recording machine) was one of those things 

which Columbia — and Benny Goodman — figured could happen only 

once in a lifetime. 

We hardly expected that it would happen again, 

But it did. 
‘This is it. And it’s even better! 

This is the same all-star Goodman Trio, Quartet, and Orchestra — 

Harry James, Lionel Hampton, Gene - Krupa, Teddy Wilson, Ziggy 

Elman, Jess Stacy, Chris Griffin, and all the rest of the great musicians 

who helped Benny make “swing” a household word in the thirties. 

. They play with the same fire and abandon which characterized the 

a Carnegie Hall album, and they’re inspired by the applause and cheers 

of the same fans, who worshipped them as jitterbugs and bobby-soxers 

have never idolized any other band before or since. 

But this time the music was accurately balanced for the micro- 

phone by radio engineers, for these recordings are made from “air- 

checks” of late evening broadcasts from all over the country. Most of 

the original disks were taken off the air by a fan named Bill Savory, 

now a Columbia Records engineer, who also did the remarkable editing 

job which produced these final master tapes. The final result is the 

most authentic original-Goodman sound ever captured on record, 

whether the band was broadcasting from the Madhattan Room of the 

Hotel Pennsylvania or the Palomar in Los Angeles. 

Because the band kept up its broadcasts while on tour in 1937, 

it’s now possible for a Goodman fan to enjoy the unique experience of 

going “on the road” with the band and hearing how it played in an 

ever-changing environment — an experience I almost had myself that 

_summer* after spending much of my senior year at the Horace Mann 

School for Boys hanging around Benny’s band as a favored friend of 

Benny’s backstage major domo, Dwight Chapin. 

The broadcasts gave us another advantage not possible in the 

case of the Carnegie Hall album. We frequently had six or seven 

versions of the same tune to choose from, so that there was no need to 

put up with flagging inspiration or minor flaws. In brief, these air- 

checks have made it possible for Columbia to gather together the 

absolute cream of the greatest swing band in jazz history, caught at its 

very peak moments. 
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*The job of shepherding the band’s instruments, library, and trunks co that 
tour went to Otis Ferguson, one of the best young writers of the time, whose 
career was cut short in 1943 when the Merchant Marine ship on which he served 
was bombed at Salerno Beach, Ferguson was among those killed below decks. 

THE KING OF rie 
BENNY GOODMAN 

COMPLETE 1937-38 JAZZ CONCERT NO. 2 
Broadcast Recordings of the Original Benny Goodman Orchestra, Trio and Quartet 

Collective Orchestra Personnel: Benny Goodman, Clarinet; Harry James, Ziggy Elman, 
Chris Griffin, Trumpets; Red Ballard, Vernon Brown, Murray MacHachern, Trombones; 
Hymie Shertzer, George Koenig, Alto Saxes; Art Rollini, Babe Russin, Vido Musso, 

Tenor Saxes; J. Stacy, Piano; A. Reuss, Guitar; H. Goodman, Bass; G. Krupa, Drums 

Trio and Quartet: B. Goodman, Clarinet; T. Wilson, Piano; G. Krupa, Drums; L. Hampton, Vibraphone, added for Quartet 

This treat is wonderful in itself, but there are also ramifications that 

bring it to the level of the collector’s happy-hunting ground. Included 

in this set are no less than 15 selections which Benny has never been 

identified with on recordings in any form until now. (In the Carnegie 

Hall album, wonderful as it was, Goodman performed only repertoire 

which he had also recorded commercially.) In five other instances, the 

form in which a selection appears in this album is quite different from 

that in which Benny has recorded the same number — for example, 

Benny once recorded Someday Sweetheart with his Trio, but here it’s 

played by the full band. 

Among these 20 “new” Goodman numbers, there are performances 

of tunes that Benny himself hadn’t remembered playing — numbers 

like Have You Met Miss Jones and Sweet Leilani which have since 

become standards, but were then current pops which Benny included 

on a broadcast because he happened to like them better than the 

ordinary pops which song-pluggers were after him to put on the air. 

There are even two on-the-spot improvisations by the Quartet for 

which the radio announcer gave no titles, so — fifteen years later — we 

had to think up names for them: Benny Sent Me and Killer Diller. 

(The latter is a term Benny picked up from one of his ace arrangers, 

Jimmy Mundy, who used it to describe a powerhouse swing perform- 

ance on a fast tune. If you’re under 21, ask Mom or Pop —they 

remember. ) 

*% * % 

The Benny Goodman success story has been told too often to be 

repeated again here,* but let it be said once more that out of the 

depression year of 1935 Benny brought the public a new kind of 

popular music in which there was dignity and recognition for the skilled 

musician. Before Benny, dance music was a pretty grim affair and not 

much fun either for the musicians or the public. By 1936, it was not 

only fun but the dancers knew the names and faces behind the principal 

solo instruments. This made it possible for fine musicians to emulate 

Benny and start bands of their own, in which the leader was the star 

musician, not just the guy who was the best one at counting the dollars 

and buttering up the boss. 

The band that made this album grew out of a series of recording 

dates organized for Columbia in 1933 by John Hammond, a jazz fan 

who has an unparalleled record of practical assistance to good jazz 

musicians. John helped Benny organize the band for his first engage- 

ment as a bandleader: a three-month run at Billy Rose’s Music Hall in 

the summer of 1934. That fall, however, the infant Goodman band 

landed its second job: a spot on the National Biscuit Company’s three- 

hour Saturday night program, “Let’s Dance.” (Benny still uses the 

show’s theme song, which he shared with the sweet band, Kel Murray’s, 

and the Latin band, Xavier Cugat’s. The show helped spread Benny’s 

reputation all over the country; in Chicago, a railroad station attendant 

spotted the band’s trunks in a check-room and told Benny’s brother 

Harry, “I’m sure pleased to meet you. Your band plays the finest 

rumbas and tangos I’ve ever heard.’’) 

*Nowhere better than in Irving Kolodin’s biography of Benny, The Kingdom 
of Swing. 
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Despite Benny’s moderate success at the Music Hall and the 

definite popularity of his band on the “Let’s Dance” show, he found it 

impossible to get another good booking in New York. Finally, to keep 

_ the band working, Benny’s manager (Willard Alexander) took the long 

chance of putting him into the Hotel Roosevelt, which had been Guy 

Lombardo’s stamping grounds ever since Peter Minuit had told the 

management that this was the sweetest music this side of heaven. Both 

Benny and the Roosevelt survived, though it was touch and go for a 

while. 

A series of harrowing one-nighters and short runs across the 

country (“What’s the matter —can’t you boys play any waltzes?”) 

brought Benny to the Palomar Ballroom in Los Angeles on August 21, 

1935. For the first hour, Benny tried the formula he had fallen into, of 

trying to play music that the operators told him the public wanted. 

Then he decided to haul out some of his Fletcher Henderson arrange- ~ 

ments and turn the boys loose: “If we had to flop, at least I’d do it my 

own way, playing the kind of music I wanted to.” What happened was 

destined to be repeated on more dance floors than Walter Johnson 

struck out batters: half the crowd got out there and started dancing 

and the other half pressed up to the bandstand and cheered the band 

like crazy. 

Benny was the sensation of the west coast that season, and went 

on to still greater success at the Congress Hotel in Chicago (Benny’s 

home town), where one newspaper reviewer even admitted that the 

Goodman rhythm section was “comparable to Eddy Duchin’s, yet of a 

different style.” The final triumph came in the fall of 1936 in New 

York, where Benny was booked into the Madhattan Room of the Hotel 

Pennsylvania (which no one of that generation will ever call by its 

present name, the Statler). 

Almost singlehandedly, Benny had brought good musicianship to 

the public, aroused an unprecedented interest in individual performers, 

set up a high standard for dance music that few —if any — bands have 

equalled, and in general started something that hasn’t stopped yet. 

Benny made jazz respectable, although the alarums were exceeded 

only by the excursions when his fans daneed in the aisles and even 

stormed the stage at the Paramount Theatre when he made his debut 

as a stage-show headliner. Everything — records, radio, movies — 

opened up big for Benny and the other bands that followed him. If 

television had been ready for him, Benny probably could have launched 

it by promising to appear every night. 

What was the special quality of Benny’s success? Essentially it 

was a combination of timing, musicianship, and enthusiasm. The public 

was tired of the drabness of the depression and craved excitement. 

“Swing” provided this combination of stimulation and release in a 

satisfying form. Benny’s arrangements, either written by talented Negro 

musicians or patterned after those of the best large Negro bands, were 

deceptively simple; their bareness also called for exacting and inspired 

performance. (As with a string quartet, there’s no room to hide; the 

music is good enough on paper, but it takes fine musicianship to 

produce it with maximum effect.) 

Benny played an important part in another aspect of jazz: for the 

first time, Negro and white musicians played side by side in major 

(CONT'D ON PAGE TWO) 
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Enjoy Matchless Performances by the World’s 

Greatest Artists on Columbia Records! 
COLUMBIA 
MASTERWORKS 
ARTISTS 

@ CONDUCTORS 

SIR THOMAS BEECHAM, Bart. 
LEONARD BERNSTEIN © 
AARON COPLAND 
LEHMAN ENGEL 
MORTON GOULD 
HOWARD HANSON 
HERBERT VON KARAJAN 
ANDRE KOSTELANETZ 

. EFREM KURTZ 
ERICH LEINSDORF 
WILLEM MENGELBERG 
DARIUS MILHAUD 
DIMITRI MITROPOULOS 
EUGENE ORMANDY 
FRITZ REINER 
ARTUR RODZINSKI 
SIR MALCOLM SARGENT 
LEOPOLD STOKOWSKI 
IGOR STRAVINSKY 
GEORGE SZELL 
VIRGIL THOMSON 
BRUNO WALTER 
FELIX WEINGARTNER 

M@ ORCHESTRAS 

BAYREUTH FESTIVAL 
ORCHESTRA 

CHICAGO SYMPHONY 
THE CLEVELAND ORCHESTRA 
THE CONCERTGEBOUW 
ORCHESTRA 

LITTLE ORCHESTRA SOCIETY 
LIVERPOOL PHILHARMONIC 
ORCHESTRA 

_ LOUISVILLE ORCHESTRA 
METROPOLITAN OPERA 
ASSOCIATION 

MINNEAPOLIS SYMPHONY 
ORCHESTRA 

THE PHILADELPHIA 
ORCHESTRA 

PHILHARMONIC-SYMPHONY 
ORCHESTRA OF NEW YORK 

PITTSBURGH SYMPHONY 
PRADES FESTIVAL ORCHESTRA 
ROBIN HOOD DELL ORCHESTRA 
OF PHILADELPHIA 

ROCHESTER PHILHARMONIC 
ROYAL PHILHARMONIC 
ORCHESTRA 

THE VIENNA PHILHARMONIC 

@ VOCAL ARTISTS 

PIERRE BERNAC 
LEONARD DE PAUR 
DON COSSACK CHORUS 
NELSON EDDY 
KATHLEEN FERRIER 
MARTYN GREEN 
DOROTHY KIRSTEN 
CHARLES KULLMAN 
LOTTE LEHMANN 
GEORGE LONDON 
DENNIS MORGAN 
MORMON TABERNACLE CHOIR 

(J. SPENCER CORNWALL) 
CLAUDIA MUZIO 
ELENA NIKOLAIDI 
EZIO PINZA 
LILY PONS 
PAUL ROBESON 
SALT LAKE CITY TABERNACLE 
CHOIR 

INSERT @ 

BIDU SAYAO 
ELISABETH SCHWARZKOPF 
IRMGARD SEEFRIED 
VIVIENNE SEGAL 
CESARE SIEPI 
MARTIAL SINGHER 
ELEANOR STEBER 
RISE STEVENS 
JENNIE TOUREL 
HELEN TRAUBEL 
RICHARD TUCKER 
VIENNA CHOIR BOYS 
RAMON VINAY 
WILLIAM WARFIELD 
GENEVIEVE WARNER 
LJUBA WELITCH 
WESTMINSTER CHOIR 

Hi CHAMBER MUSIC 
BUDAPEST STRING QUARTET 
JUILLIARD STRING QUARTET 
NEW MUSIC STRING QUARTET 
NEW YORK QUARTET 

Hi VIOLINISTS 
ADOLF BUSCH 
ZINO FRANCESCATTI 
BRONISLAW HUBERMANN 
NATHAN MILSTEIN 
MICHAEL RABIN 
ALEXANDER SCHNEIDER 
TOSSY SPIVAKOVSKY 
ISAAC STERN 
JOSEPH SZIGETI 

& VIOLIST 

WILLIAM PRIMROSE 

H ’°CELLISTS 
PABLO CASALS 
EMANUEL FEUERMANN 
GREGOR PIATIGORSKY 
LEONARD ROSE 

@ PIANISTS 
ISOLDE AHLGRIMM 
CLAUDIO ARRAU 
BELA BARTOK 
FERRUCCIO BUSONI 
ROBERT CASADESUS 
HARRIET COHEN 
CLIFFORD CURZON 
EUGENE D’ALBERT 
CLAUDE DEBUSSY 
MANUEL DE FALLA 
VLADIMIR DE PACHMANN 
ERNST VON DOHNANYI 
GABRIEL FAURE 
RUDOLF FIRKUSNY 
WALTER GIESEKING 
GOLD & FIZDALE 
ENRIQUE GRANADOS 
EDVARD GRIEG 
MYRA HESS 
JOSEF HOFMANN 
MIECZYSLAW HORSZOWSKI 
EUGENE ISTOMIN 
RALPH KIRKPATRICK 
THEODORE LESCHETIZKY 
OSCAR LEVANT 

DINU LIPATTI 
GUSTAV MAHLER 
WITOLD MALCUZYNSKI 
IGNACE PADEREWSKI 
FRANCIS POULENC 
MAURICE RAVEL 
MAX REGER i 
CHARLES C. SAINT-SAENS 
GYORGY SANDOR 
XAVIER SCHARWENKA 
ALEXANDER SCRIABIN 
RUDOLF SERKIN 
RICHARD STRAUSS 
ALEC TEMPLETON 
VRONSKY & BABIN 

@ ORGANISTS 
E. POWER BIGGS 
VIRGIL FOX 
ALBERT SCHWEITZER 

fH GUITARIST 

ANDRES SEGOVIA 

@ FROM THE THEATER 

JUDITH ANDERSON 
JEAN ARTHUR 
SHIRLEY BOOTH 
CHARLES BOYER 
CAROL CHANNING 
NOEL COWARD 
ALFRED DRAKE 
SIR CEDRIC HARDWICKE 
HELEN HAYES 
HAROLD LANG 
CHARLES LAUGHTON 
MARY MARTIN 
RAYMOND MASSEY 
AGNES MOREHEAD 
EDWARD R. MURROW 
TYRONE POWER 
BASIL RATHBONE 
ORSON WELLES 
VERA ZORINA 

@ AUTHORS 

TRUMAN CAPOTE 
JEAN COCTEAU 
JOHN COLLIER 
EDNA FERBER 
ALDOUS HUXLEY 
CHRISTOPHER ISHERWOOD 
SOMERSET MAUGHAM 
KATHERINE ANN PORTER 
CARL SANDBURG 
WILLIAM SAROYAN 
EDITH SITWELL 
SIR OSBERT SITWELL 
SACHEVERELL SITWELL 
JOHN STEINBECK 

HM WORLD FIGURES 
BERNARD BARUCH 
RALPH BUNCHE 
EVE CURIE 
WILL DURANT 
HELEN KELLER 
ELEANOR ROOSEVELT 

COLUMBIA POPULAR 
AND JAZZ ARTISTS 

@ VOCALISTS 
JERRI ADAMS 
PEARL BAILEY 
TONY BENNETT 
RICHARD BOWERS 
JIMMY BOYD 
CHAMP BUTLER 
MINDY CARSON 
MAURICE CHEVALIER 
THE CHORDETTES 
BUDDY CLARK 
ROSEMARY CLOONEY 
LES COMPAGNONS 
DE LA CHANSON 

JILL COREY 
BING CROSBY 
JANETTE DAVIS 
DORIS DAY 
MARLENE DIETRICH 
JOSE FERRER _. 
THE FOUR LADS 
JACQUELINE FRANCOIS 
JUDY GARLAND 24 
GENEVIEVE 
TERRY GILKYSON 
ARTHUR GODFREY 
JULIETTE GRECO 
MERV GRIFFIN 
HALELOKE 
MARTHA LOU HARP 
MAHALIA JACKSON 
HERB JEFFRIES 
PEGGY KING 
FRANKIE LAINE 
ELLA LOGAN 
THE MARINERS 
MARION MARLOWE 
GUY MITCHELL 
FRANK PARKER 
PATACHOU 
PAULETTE SISTERS 
GAYLA PEEVEY 
BROC PETERS 
JOHNNIE RAY 
FELICIA SANDERS 
DINAH SHORE 
LU ANN SIMMS 
FRANK SINATRA 
JO STAFFORD 
TATTLE TALES 
JERRY VALE 
VAL VALENTE 
HELEN WARD 
JOAN WEBER 

@ ORCHESTRAS 
BELA BABAI 
BELMONTE 
LES BROWN 
FRANKIE CARLE 
OTTO CESANA 
XAVIER CUGAT 
EDDY DUCHIN 
LES ELGART 
PERCY FAITH 
AL GOODMAN 
DICK JURGENS 
SAMMY KAYE 
KAY KYSER 
GEORGE LIBERACE 
ART LOWRY 
MITCH MILLER 
RAY NOBLE 
TONY PASTOR 
LOUIS PRIMA 
PHIL SPITALNY 
DAN TERRY 
CLAUDE THORNHILL 

MAREK WEBER 
PAUL WESTON 
FRANKIE YANKOVIC 

W@ JAZZ STARS 
LOUIS ARMSTRONG 
MILDRED BAILEY 
CHET BAKER 
COUNT BASIE 
BIX BEIDERBECKE 
DAVE BRUBECK 
BUCK CLAYTON 
EDDIE CONDON 
JIMMY DORSEY 
DUKE ELLINGTON 
ERROLL GARNER 
BENNY GOODMAN 
BOBBY HACKETT 
WOODY HERMAN 
BILLIE HOLIDAY 
HARRY JAMES 
GENE KRUPA 
BERNIE LEIGHTON 
JIMMIE LUNCEFORD 
WINGY MANONE 
JELLY ROLL MORTON 
TURK MURPHY 
WALLY ROSE 
PETE RUGOLO 
HAZEL SCOTT 
RAYMOND SCOTT 
ARTIE SHAW 
BESSIE SMITH 
JESS STACY 
RALPH SUTTON 
ART VAN DAMME 
SARAH VAUGHAN 
LEE WILEY 
TEDDY WILSON 

@ SPECIALTY 
GERTRUDE BERG 
RED BLANCHARD 
VICTOR BORGE 
RED BUTTONS 
ART CARNEY 
THE GOLDMAN BAND 
KEN GRIFFIN 
HEALY AND HAYES 
BEATRICE KAY 
DANNY KAYE 
JACK LA DELLE 
LIBERACE 
NORMAN LUBOFF 
MARAIS AND MIRANDA 
NORMAN PARIS 
ANNA RUSSELL 
DOROTHY SHAY 
RED SKELTON 
TOOTS THIELEMANS 
ALEC WILDER 

COLUMBIA 
CHILDREN’S ARTISTS 
GENE AUTRY 
ART CARNEY 
ROSEMARY CLOONEY 
CLIFF EDWARDS 
PERCY FAITH 
TOM GLAZER 
BURL IVES 
ROCKY JONES 
GENE KELLY 
MR. I. MAGINATION 
MARAIS & MIRANDA 
THE MARINERS 
ROBIN MORGAN 
LU ANN SIMMS 



A HIGH FIDELITY RECORDING 
DESIGNED AND ENGINEERED AT 
COLUMBIA SOUND LABORATORIES 

the hour : fe X \, 
“Lp”, Columbia’s registered trademark, denoting the Long Play- ne 
ing, 833% rpm system, was first introduced in 1948. The invention 
of “Lp” has contributed immeasurably to the realization of High- 
Fidelity sound, to the ease of playing and storing records and, 
even to the form music itself is assuming, for with up to thirty 
minutes or more of uninterrupted music on a single side of a 
modern Long Playing record, the performer, as well as the listener, 
has inherited new freedom and new musical dimensions. 

Enjoy recorded music more on Long Playing records. And look 
for the symbol “Lp” on the record jacket—the exclusive trade- 
mark of Columbia, originator of the Long Playing record! 

Columbia High Fidelity 

To owners of Columbia records, High 
Fidelity means the distinctive matching 
of all the ingredients that make up a fine 
recorded performance by Columbia. 

e Columbia records are manufactured by 
the leaders in the scientific development 
of High-Fidelity Sound. Their quality 
has been unsurpassed for sixty-five years. 

e Performances recorded on Columbia rec- 
ords are by the world’s leading artists 
under the creative technical supervision 
of the finest sound engineers. 

e Columbia’s origination of the modern 
Long Playing record, its introduction of 
the first compact High-Fidelity phono- 
graph, the famous “360” and “360K”, 
and the complete line of electro-sonically 
inspected Columbia Needles complete 
the assurance Columbia offers you of 
true High-Fidelity sound on Columbia 
records. 
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Variable Groove...a technical note 
One of the many astounding developments made possible by the introduction of 
the Long Playing record is a Columbia technique known as Variable Groove. This 
special feature of many Columbia ‘‘Lp’’ records increases the number of record 
grooves per inch of record surface from the normal Microgroove minimum of 224 
lines to a new maximum of 365 lines per inch. The distance between the grooves on 
a record must be greater in the louder passages than it is in the softer ones. Until 
the introduction of Variable Groove, this distance was uniform, equivalent 
throughout the record to the distance necessary for its loudest passages. With 
Variable Groove, the distance between the grooves varies with volume of sound, 
permitting shorter distances in softer passages and, therefore, allowing more 
grooves per inch. 
A dramatic example of the advantage offered by Variable Groove is the recently 

released Columbia recording of Beethoven’s 2nd and 4th Symphonies, by the 
Philharmonic-Symphony Orchestra of New York, Bruno Walter conducting, 
ML 4596, sixty-five minutes of music on a single twelve-inch Long Playing record. 

Variable Groove has one characteristic sometimes noticeable to the eye. Where 
it has been employed in manufacture, the vinylite surface assumes a somewhat 
duller cast than the normal, deep-black color. If your Columbia records some- 
times have this characteristic, don’t be alarmed. You are listening to a Variable 
Groove “‘Lp’’ by Columbia, and you are therefore enjoying more music better 
recorded than would have been possible otherwise. 

Take Care 
of Your 
Records... 
Your Columbia records 
are a permanent library 
of great performances. 
The following important 
safeguards have been es- 
tablished by William S. 
Bachman, Director of 
Columbia, Records Sound 
Laboratories, as a guide 
for preserving your rec- 
ords: 

3. Before playing, wipe the 
record lightly with a soft, 
slightly damp cloth. 

Columbia’s New Inner Shield Jacket 

d. Always handle your 
record by its edges, or by 
one edge and the center. 
Never touch the playing 
surface (or grooves) of 
the record. 

4, Store albums vertically; store single rec- 
ords (45 standard of Extended Play and 78 
rpm) either on edge or flat in stacks. 

This new exclusive feature of Columbia “Lp” Rec- 
ords offers double protection: 
1. By completely enclosing the record in heavy 

cardboard, the INNER SHIELD prevents dust 
particles from collecting on playing surfaces. 

2. By adding an extra thickness of cardboard 
around record the INNER SHIELD protects the 
record against external damage. 

“Columbia”, “Masterworks”, and ® Trade Marks Reg. U.S. Pat. Off. Marcas Registradas. © Trade Mark. Printed in U. S. A. ' COL [ J MBIA 
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your record. 

2 Buckle the record jacket 
when removing or replacing 

A final note of cau- 
tion: Despite modern 
improvements in 
phonograph needles, 
no needle is perma- 
nent. And a worn 
needle irreparably 
damages the delicate 
grooves of your rec- 
ords. 
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hotels, on commercial network broadcasts, in theatres, in movies, and, 
in fact, everywhere that Benny’s band played. First with the Trio, 
which included Teddy Wilson on piano, and then with the Quartet, 
which added Lionel Hampton on vibraphone, Benny broke the color 
line despite the warnings of the fearful. The only reaction was that 
audiences clamored for more of that wonderful music. 

They are still clamoring today, and this set is the best answer we 
could possibly give them. Many Masterworks customers have discov- 
ered, through the years, that swing is valid and exciting; they loved 
the Carnegie Hall album and will cherish this one as well. And the 
youngsters who had never heard a really fine swing band until the 

Carnegie set came out are going to get a new charge all over again. 

But the most numerous category is that of the original Goodman 
fans for whom this release is another magnificent recreation of their 
slightly misspent youth. One of the pleasures I have had in recent 

months has been to play test pressings of these recordings for friends 
who were also avid admirers of Benny’s band in the thirties. The 
Carnegie album had knocked them out, but this one stretched them on 
the floor with their arms crossed. 

Here’s the music that did it: 

LET’S DANCE Band 
RIDIN’ HIGH 

What could be more appropriate than to start off with Benny’s theme, 

and a few words from Benny himself? To point up the informality of 

these broadcast recordings (and as a sharp contrast to the relative 

perfection of the performances that follow) we couldn’t resist taking 

this theme from the night that Benny forgot to play the familiar 

clarinet tag, and rushed up to the mike just in time to whistle it through 

his teeth. Let’s Dance, incidentally, is a swing version of Karl Maria 

von Weber’s Invitation to the Dance. 

Ridin’ High is a rare treat — a great Jimmy Mundy arrangement 

of a 1936 pop tune, which somehow Benny never recorded. Harry 

James blows some mad trumpet on this to split solo honors with 

Benny. The band bites into this score with a vim usually reserved for 

favored originals, not current tunes. 

NICE WORK IF YOU CAN GET IT Trio 

A marvelous jam tune, this is one of George Gershwin’s lesser-known 

but better compositions. It was a brand new song when Benny put it 

on one of his broadcasts with the Trio. Unlike present-day band leaders, 

Benny didn’t play a great number of current pops, but he did all the 

best ones and somehow there seemed to be more of them then than 

there are now. (But as somebody pointed out, that’s what they were 

saying back in the thirties, too.) 

VIBRAPHONE BLUES (vocal by Lionel Hampton) 

THE SHEIK OF ARABY 
Quartet 

During the summer of 1936, Benny was in Hollywood working on a 

movie called “The Big Broadcast of 1937” (?), with a cast that ran the 

gamut from Stokowski to Martha Raye to Bob Burns. John Hammond 

took him to a joint called the Paradise Cafe to hear Lionel Hampton, 

whom Benny had heard of as a fine drummer for the Les Hite band 

which had recorded with Louis Armstrong some six years earlier. In 

the interim, Lionel had developed into a fantastic vibraphonist, and 

one hearing was all Benny needed to convince him that Hamp would 

be a tremendous asset to his organization. 

Vibraphone Blues, an improvisation on the 12-bar blues, was one 

of the first sides cut with Lionel, but— as with every other “repeat” 

recording in this album — it is included in this collection because this 

performance is superior to the original recording. For his vocal, Lionel 

uses a new twist on an old blues, and then salutes each member of the 

Goodman Trio, with whom he joined forces to create the Quartet. On 
The Sheik, the boys settle down to serious instrumental business; 
Benny did this tune in 1940 for Columbia with his Sextet, but this is 
an original for the Quartet, made from a broadcast during Benny’s run 

at the Palace Hotel in San Francisco. 

PECKIN’ | Band 
SUNNY DISPOSISH 

Peckin’ is Harry James’ tune; his arrangement and performance of it 
with Benny’s old boss, Ben Pollack, helped bring Harry to B.G.’s 
attention. Based on Cootie Williams’ trumpet solo on Duke Ellington’s 
1931 recording of Rockin’ In Rhythm, this number celebrated one of 
the routines developed by jitterbug dancers, in which the partners each 

drop to one knee and “peck” over each other’s shoulders in time to 

the music. The dance is forgotten now, but the music more than stands 

OS_—180 INSERT C 

PAGE TWO 
up. Incidentally, this comes from a broadcast from Los Angeles’ Palo- 

mar Ballroom, where Benny had enjoyed his first triumph as a band- 

leader. 

Harry and Benny again contribute fine solos in an instrumental 

version of Sunny Disposish, a fine pop for which George Gershwin’s 

brother, Ira, wrote the lyrics. Once again, Benny never got around to 

cutting this tune for posterity, although it was one of the favorites in 

his 1937 “book.” 

NAGASAKI Quartet 

Another “first” is this whirlwind salute to the town “where the men 

all chew tobacky and the women wicky-wacky-woo.” The Quartet gives 

this standard a frantic workout, wrapping it up with a slowed-down 

coda and a “good evening, friends” finish which brings out once again 

the group’s love of contrasts — and a plain old good time. 

ST. LOUIS BLUES Band 

Of all the numbers in this batch of resurrectia, St. Louis Blues is the 

one I most enjoy playing for the generation of Benny Goodman fans 

who hung around this band the way I used to. Some of them haven’t 

recovered yet from exposure to this happy miracle which took place 

during a one-nighter broadcast from the Hartford Armory. 

As the regular arrangement (with solos by Benny and Ziggy 

Elman) draws to a close, Benny senses that the boys are getting an 

extra boot out of Fletcher Henderson’s score this evening, so he flashes 

the sign to keep it going. Harry James gets up and Gene Krupa gives 

him a two-beat platform solid enough to hold all of Connecticut and 

several counties of southern Massachusetts. Then the leading citizen 

of Cape Girardeau, Mo. — Jess Stacy — takes over for two choruses, 

and finally the band comes back with some fierce riffing, closing with 

the venerable “Oh, not enough!” which Josephine used to play for 

Napoleon on her home-made virginal. 

SUGAR FOOT STOMP Band 

Sugar Foot Stomp, another of the great Henderson arrangements, is 

a tune which Fletcher himself helped introduce to a wide public back 

in the twenties. Written by King Oliver and his protege, Louis Arm- 

strong, this tune was originally called Dippermouth Blues. Harry James 

in common with all trumpet players, bases his solo on the traditional 

choruses which Oliver originated. 

MOONGLOW 

YM A DING DONG DADDY FROM DUMAS 

I HADN’T ANYONE TILL YOU (vocal by Martha Tilton) 

Quartet 

First, another early Quartet “arrangement” — in fact, the first one cut 

by that combination, sixteen years before the appearance of this 

version. This is one of the most beautiful pop songs of the thirties, and 

the tender improvisations of Messrs. Wilson, Hampton, and Goodman 

bring out its richness as few readings ever have. 

If Benny’s Ding Dong Daddy isn’t the most exciting rendition of 

this venerable jazz standard since Louis Armstrong first scatted his 

way through two sizzling choruses and then blew the studio apart with 

his horn, this hungry author will cheerfully chomp on his favorite 

beret. Teddy’s cascading runs, Hamp’s metallic torrents, and Benny’s 

fluid clarinet lead into one of Gene Krupa’s inimitable drum solos. The 

coda is what the British would dub “a smasher.” 

I Hadn’t Anyone Till You was one of the day’s better pops. In an 

unusual interpretation with the Quartet, Martha Tilton (the perma- 

nent replacement for the band’s original vocalist, Helen Ward) sings 

the opening chorus and then comes back after solos by Benny and 

Teddy for the last sixteen. Hampton dresses up the retards at the end, 

and Martha then goes into a second ending with a perfect take-off 

on the great Mildred Bailey. 

ALWAYS Band 
DOWN SOUTH CAMP MEETIN’ 

Art Rollini, who was usually content to play a solid-man role in the 

impeccable Goodman saxophone section, plays the opening solo on 

this Henderson arrangement of Always, one of Irving Berlin’s finest. 

Benny and Murray McEachern also contribute solos, but it’s the band 

itself which really stars. The brass-saxophone teamwork in the third 

chorus is a classic example of the band’s ensemble sound. 

Another Henderson arrangement that Benny still uses is Down 
South Camp Meetin’, which Fletcher originally composed for his own 
band in 1935. This is one of those tunes in which the arrangement itself 

is an integral part of the composition — just as in the longhair field. 
The last chorus, with the clarinets first in low register against the 

g 

brass, and then up an octave for the last bars, never failed to whip 

the audience into a happy ecstasy. (Note that a joyful customer who 

happens to be within mike range cries out ‘““What a band!” We debated 

for a while about cutting this out, because we thought people might 

think we had dubbed it in.) 

SWEET LEILANI Trio 

This tune, which won an Academy Award in 1937, is one that Benny 

hadn’t remembered playing until we began editing Bill Savory’s air- 

checks. So great is the contrast between Leilani’s Hawaiian origins and 

the environment in which the Trio places her that Benny calls this 

one Takin’ Leilani Uptown—a reference to Manhattan’s Harlem, 

which in the thirties was still jumping as it hasn’t jumped in succeeding 

decades. Krupa’s tom-tomming in the minor bit presaged, perhaps, the 

coming success of Hawaiian War Chant. 

SOMETIMES I’M HAPPY Band. 
ROLL ’EM 

Fletcher Henderson arranged the first one and, possibly more than any 

other Goodman score, this one has always been pointed out as a great 

“quiet” swing classic. The chorus for the sax section is one of Fletcher’s 

most inspired passages, and its interpretation under the faultless leader- 

ship of Hymie Shertzer has always been a standard which no other 

section has ever matched. Harry James (more than filling the shoes 

of Bunny Berigan, whose solo in this spot has long been a collector’s 

favorite), Vido Musso, and Benny are the soloists. The crackling buzz 

which can be detected in a couple of places is local color: static caused 

by lightning the night Savory took this one off the air. 

Roll’Em is a Mary Lou Williams opus which was inspired by the 

boogie-woogie resurgence of the mid-thirties. The Goodman band put © 

the emphasis on the fast-blues rather than the eight-to-the-bar aspect of 

the medium, with the result that the boys swung all the way instead 

of being caught in the push-pull that usually bogs down a band boogie- 

woogie arrangement. Jess Stacy and Harry James help Benny puild 

this into a long-play classic. I remember Harry playing four choruses 

in a row on this tune many times in those days, but never as sweep- 

ingly as this performance from a dance hall in Pittsburgh. 

KING PORTER STOMP Band 

Jelly Roll Morton, who composed this tribute to the great ragtime 

pianist, Porter King, authored dozens of equally fine stomps, but this 

one caught the public fancy most securely. As with several other 

Goodman successes, this arrangement was originally made by Fletcher 

Henderson for his own band. It underwent a few alterations in the 

years that Benny played it, such as the elimination of the last “button” 

note in both the brass and sax section’s question-and-answer riffs in the 

final chorus, and the introduction of a retard in the coda, which Benny ~ 

used to worry about constantly but which came off perfectly the night 

this version was broadcast. Harry James and Vido Musso join Benny 

as soloists in this hallowed classic. 

HAVE YOU MET MISS JONES Trio 

Rodgers and Hart enjoyed a modest success with this tune in their 1937 © 

show, “I’d Rather Be Right” (which starred George M. Cohan). Benny . 

liked it well enough to broadcast a sedately swung Trio treatment one 

night. His choice has certainly been justified; Miss Jones has joined. 

the ranks of the modest but hardy standards which are popular today 

long after their more brash contemporaries have been relegated to the 

publishers’ overstock scrap-piles. Teddy Wilson has a lovely half-chorus 

on this one. 

SHINE 

Benny recorded this tune for Columbia in 1945 with his Sextet, but — 

this is a quite different reading of the classic jam favorite. Benny and 

Lionel really shine, and there’s a bit of by-play which those who know 

the Quartet’s interpretation of Avalon (in the Carnegie Hall Jazz Con- 

cert album) will especially enjoy. In the second half of his solo, Hamp 

plays a downward run punctuated by a repeated B-flat, which is part 

of the Avalon arrangement. In the next chorus, following the passage 

involving Krupa’s cowbell, Lionel breaks out again with the Avalon 

lick. This time Benny’s carrying the lead, and he instantly falls into 

his part of the Avalon arrangement, but at the end of the fourth bar 

Benny slurs out of it in a wonderfully expressive way which seems to 

say “Come on, Hamp, let’s get back to Shine!” — leaving Lionel to 

finish the run on his own. A Krupa break sends the crowd off to a 

happy coda. | 

Quartet 

(CONT'D ON PAGE THREE) 



(CONT'D FROM PAGE TWO) | 
MINNIE THE MOOCHER’S WEDDING DAY Band 

It’s a pleasure to keep bringing Fletcher Henderson into the picture 
as the man responsible for one of the great band arrangements in this 
set. I hope you don’t get tired of reading Fletcher’s name constantly, 
but hearing just one of his scores is enough to convince anyone that 
we made no mistake including so many of his arrangements among 

_ these recordings, just as Benny was so right in devoting such a large 
portion of his “book” to Fletcher’s manuscripts. 

This, again, is from the old Henderson band’s repertoire. Three 
cute things to watch for: the way Benny picks up Harry James’ last 
phrase as the basis of his following solo, the tightly-written interplay 
between the brass and reeds in the next chorus, and the way Krupa 
builds a subtly accented press roll through the last two choruses up 

- to a break-away climax. (That’s lightning again in the 14th bar of 
‘the penultimate chorus. ) 

~ RUNNIN’ WILD Quartet 

Gallop is the word for the way this one whips along! ’Long about 
the ninety-fourth chorus, Benny’s going a mile-a-minute and Gene 
Krupa yells “One more!”, switches to four-to-the-bar on his bass drum, 
and from then on the fans squeezed up against the front of the band- 
stand must have been dropping like flies in the St. Louis Browns’ 

YOU TURNED THE TABLES ON ME 

outfield. We had a bunch of Runnin’ Wilds to choose from, and the 
arguments in favor of some of the others were pretty valid, but this 
one had the extra spark. 

Band 
(vocal by Helen Ward) 

DARKTOWN STRUTTER®S’ BALL 

: It wouldn’t do to have an album like this without an example of how 
the band played a regular pop tune of the day, complete with a vocal 
chorus by Helen Ward. There were at least three others in my class 
at the Horace Mann School who were ready for drastic measures when 

| ‘Helen retired in 1936 to marry a heartless fellow 1 in Westchester who 
ate didn’t realize what deprivations he was causing the Goodman fans. 

(The score at Princeton and Yale was correspondingly higher.) Any- 
way, here’s our favorite girl of the era in a deceptively simple arrange- 
ment of a fine pop which will never be identified in our minds with 
anyone else. 

The Goodman band’s great secret was its ensemble unity — both 
as to the tone it produced and the phrasing which made it swing with 
such seeming effortlessness. Its arrangements required a combination 
of precision that dealt in fractions of split seconds, and a casual loose- 
ness that was as deceptive as an English tweed jacket. 

Nothing brought this home to me stronger than the way the 
Goodman band used to play the Spud Murphy arrangement of Dark- 
town Strutters (which is entirely different from one his 1942 band 
has in Columbia GL 501). It became so popular that the publisher 
printed it, virtually intact, as a stock for any dance band to use. Many 
times, at school dances, I heard a reasonably good band play it. The 
notes were the same, but that was all. The definitive version of this 
score is here, with Ziggy and Benny playing the solos and Chris Griffin 
leading Benny and Art Rollini in the trumpet-clarinet-tenor “dixieland” 
passage. 

MY GAL SAL Quartet 

One of the Quartet’s great favorites was this mellow classic written in 
1905 by Paul Dresser, brother of novelist Theodore Dreiser. (Paul 
changed the spelling of his name out of consideration for other mem- 
bers of the family. Songwriting was not exactly a dignified craft fifty 
years ago.) This rendition builds up from bouncy swing all-out drive, 
with Teddy, Benny, Lionel, and Gene all getting in their licks. This 
was taken, by the way, from a 1 a.m. broadcast at the Hotel Pennsyl- 
vania, for which I remember having a ringside table. (How do I remem- 
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ber so well? It was after one of our proms, and my date was a cute 
17-year old who was cruel enough to order a small steak. When you’re 
almost 18 yourself, you never forget an incident like that.) 

BUGLE CALL RAG Band 

Hardy collectors will remember Benny’s 20-year old Columbia record- 
ing of this Dean Kincaide arrangement, back in the National Biscuit 
Company days. Shertzer, Rollini, and Ballard were the only men from 

that band who were on hand for this performance, which is one of the 
most exciting workouts this New Orleans Rhythm Kings classic has 
ever enjoyed. Art Rollini, Ziggy Elman, Murray McEachern, and 
Benny steam solos that lead into the final ensemble choruses, under 
which Krupa contributes some of the greatest ensemble drumming 
of his career. 

CLARINET MARMALADE Band 

This scorching Jimmy Mundy arrangement is another which Benny 
just didn’t happen to record at the time, although it was one of the 
more frequently played “killer dillers.”’ This multi-strain classic (cre- 
ated by the Original Dixieland Jazz Band) has long been a favorite 
of small bands, but this adaptation for full orchestra successfully 
captures the excitement of a dixieland interpretation. Aside from 
Benny, there’s a solo by Harry James which begins with one of the most 
hair-raising entrances of all time. It’s strictly like a guy racing out 
onto an icy pond and suddenly discovering he ain’t got skates. 

TIME ON MY HANDS Trio 

If Benny did nothing else, he proved that swing doesn’t have to be loud 
and fast to be exciting. This Trio rendition of the Vincent Youmans 
favorite is swing personified. Teddy Wilson’s: charming solo Passages 
and a delightful chorus for which he changes key are the highlights of 
this lovely arrangement, though Benny contributes some notable pretty 
playing. 

Right now is as good a time as any to clarify the famous story of 
how the Goodman Trio grew out of an after-dinner session at Mildred 
Bailey’s house in Forest Hills in 1935. It’s often implied that Gene 
Krupa as well as Teddy Wilson played with Benny at Mildred’s that 
night; the fact is that the drummer was ‘Mildred’s cousin, Carl 

Bellinger, whom I met a couple of years later when he was a senior 

at Yale and I was a freshman. He was a good drummer, too, but his 

real love was flying. Today he’s a hotrock test pilot for one of the 

big aircraft companies, completely undisturbed by the omission of his 

name from the Goodman histories. 

STARDUST Band 

Somewhere in the United States, for the past twenty-odd years, a 

woman named Dorothy Kelly has been having a difficult time convinc- 

ing her friends that if she hadn’t given a fellow-student at the Uni- 

versity of Indiana the air, America would never have had its all-time 
favorite ballad. And that man, as the cornballs would put it, was 
none other than Hoagy Carmichael, and the song he penned that lonely 
night was Stardust. 

Benny created something of a revolution in the ranks when he 

dared come up with a swing arrangement of the old heart-wrencher, but 

Fletcher treated it reverently enough so that the right wing didn’t quite 
secede. For aficionados only: dig Stacy behind first and third choruses, 
and demonstrate to your friends as you play this that you know that 
Allan Reuss is going to contribute the all-time shortest guitar solo at 
the end. 

BENNY SENT ME 

EVERYBODY LOVES MY BABY 
Quartet 

This is a pair of whiz-bangeroos that Benny hadn’t remembered ever 
playing. The first is an on-the-air improvisation which didn’t even have 

a title until Bill Savory made one up for purposes of identification — 

and an apter one was impossible to find. The boys lay down a terrific 

beat on this, especially behind Hampton’s combined vibraphone and 
“vocal” solo. (His irrepressible voice has been described as rather 

sheepish, but listen before you ask why.) 

As he often did 1n his shows and broadcasts, Benny follows up this 
sizzling Quartet improvisation with another. The odd thing about 
Everybody Loves My Baby was that Benny, before hearing this record- 
ing for the first time in many years, was prepared to swear that the 
Quartet had never played this tune at all. Well, if they hadn’t it would 
have been a tremendous loss — for me, this is just about the greatest 
Quartet performance that has ever been captured, on record and plenty 
alive. Nuff sed. Just play it! 

JOSEPHINE Band 

Benny often made swing instrumentals out of current pops rather than - 
always have them sung by his vocalist. Josephine lent herself quite 
readily to this scheme, with the happy results which you can now hear 
for the first time on records. By the time this was made, the dancers 
had come to know Harry James quite well (he left shortly after to 
form his own band) and the ripple of applause you hear just before 
his solo is their recognition as he stood up to take his half-chorus. 

KILLER DILLER Quartet 

As a sort of encore to the overwhelming Everybody Loves My Baby, 
we decided to program in this spot the only performance of another 
untitled original. Some great arranged effects are in this swiftie, which 

has a tantalizing theme and a chord sequence that almost — but not 

quite — matches any number of standards. (We know the one it’s 

closest to, but it’s more fun to make you guess!) Krupa gets off some — 

tremendous drumming under the tight ensemble work of Benny, Teddy, 

and Lionel. 

SOMEDAY SWEETHEART Band 
CARAVAN 

GOODBYE 

This fine arrangement of Someday Sweetheart hadn’t been recorded 

because Benny had already done it with his Trio. The trombone team 

of Red Ballard and Vernon Brown introduces the theme of this old 

Jelly Roll Morton standard, and then the saxes take over for sixteen 

bars of their incredible swinging phrasing over Stacy’s fills. Harry and 

Benny contribute solos and the last chorus closes with the band riding 

over Gene’s usual fine drumming. 

Caravan is a predecessor to the famous Sing, Sing, Sing (cf. the 

Carnegie Hall album) in two respects: it opens with Gene Krupa 

laying down a drum beat similar to that which was to characterize the 

later showpiece, and closes with more of the same plus a Harry James 

pick-up that goes into a closing phrase which also was to become an 
integral part of the Sing, Sing, Sing arrangement. 

The interpretation is completely different from Duke Ellington’s 

(the tune was written for Duke’s band by his trombonist, Juan Tizol); 
Benny’s is essentially a swing arrangement with the mood aspect of 
the composition playing a secondary role. After Benny sets the pace, 
James blasts a wild solo that’s guaranteed to steam your toe-nails off, 
Benny returns, with Jess and Gene working overtime behind him, The 
finish is a perfect ending to this exciting recorded concert. 

Now, unhappily, it’s time for Goodbye, the familiar Goodman 

theme. No one is sorrier than we that there couldn’t be more of this 

lovely Gordon Jenkins composition, but Benny never got to play much 

of it on his broadcasts before the announcer had to cut in to say some- 
thing like, “This is George Avakian, pounding his faithful Royal for 

the third consecutive week-end in his palatial single-decker apartment 

on Manhattan’s west side, joining Benny Goodman in wishing you 
many happy hours of listening to the greatest swing music ever 
recorded.” 






