





by Keith Goodwin

HE outburst of public acchim which greeted Miles Davis’ appearances at the Newport
T Jazz Festival in July, 1955, came as no real surprise. After all, the large-scale failure
on the part of the genecral jazz public to appreciate Miles’ many and varied lalents had
to be remedied socner or later, and it just so happened that they (the public) picked on Newport
to voice their change of opinion. But at least one person was surprised—the frumpeter h.mself.
*“'What's all the fuss? ™ he asked, a$ the applause subsided. ‘[ always play like that.”” He
was right, of course, for even during the early ‘fifties, which were lean years for Miles in terms of
popularity, his playing had maintained a consistently high standard. The claim, advanced by
many peoplein lates yeary, that the Festival concerts heralded the start of a Miles Davis comzback.
was therefore not a particularly sensible deduction, since Miles had never really been away., But
on the other hand. there’s no doubting the fact that the Newport zffair did have far-reaching
effects on Miles’ future career. Rencwed interest in his work had a stimulating effect on the
trumpeter, asd his playing improved immeasurably in the years that followed. Critics. who had
for so long been looking for a leader 0 replace the late Charlie Parker, began pointing their
fngers at Miles, and the public indicated their enthusiasm for his playing by keeping up an
insatiable demand {or his recordings on both sides of ihe Atlantic. The net result is that today
Miles finds himself in the cnviable position of having scaled the twin peaks of artistic and
commercial achicvement.

Throughout his career. Miles has made no attempt to cash in on trends and styles that have
proved popular with the public—if he had. the periods of apparent neglect for his work little
less than a decade ago might well be absent from his biography. Despite setbacks. ke has
religiously stuck to a style of playing which he believes to be right. and has flatly refused to be
influenced by anything which might constitute a short cut to success and the big moncy. M:les
bas always set out to play as well as he can. and through perseverance and dedication has today
emerged as the possesscr of a singular, original and highly influential style. But his present
stature in jazz and his universal popularity hasn’t allowed Miles to become over-confident or
lackadeisical about his work. He continues to set his targets high and is still—and always was
—hypercritical about his pleying. With a non-commitial shrug of the shoulders he will casually
dismiss much of his work, but at the same time he is prepared to recognisce the little that. in his
opinion, is good. ** If you play good for eight bars. it's enough. For yourself. And 1 den't
tell anvbody.” he says.

Unlike so many trumpet soloists today, Miles can lay just claim to a totally individual style.
The inftuences are there (we shall deal with thesc later), but they are not always readily apparent,
and it's true to say that the Davis sound cannot casily be confused with any other trumpet sound
on record today. Never a loud or flowery soloist. Miles produces a warm, rounded sound from
his insirument, and concerns himself rather more with the creative aspect of improvisation than
with exhibitions of techn:cal brilliance. During the formative days of his career, his playing was
sorely limitcd by a lack of technique. On some of his carly records he appeared unable to express
himself adequately, and his intonalion was also extremely suspect. However, such days are now
past. His command of his instrument has improved, his delivery has become much more duent,
and he has developed a full, rich tone, especially in the lawer register. The lyrical eloquence of
his balad improvisations is most striking, and an earlier tendency to destroy the mocd of a solo,
notably a ballad sclo, through erratic execution has now disappeared from his work. At all times
Miles displays a tremendous flair for melodic invention, and even on up-tempo numbers his
handling of phrases retains an attractive ¢legance. The atiack in his playing is often hiddan by
the nostalgic, wistful characteristic of his tcne, and also by the fact that he rarely strays outside
the middle register, although his range. like his technique. has greatly improved in recent ycars.
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Always economical in his use of notes, Miles believes that logical, constructive solos can be
fashioned without the employment of high " screamers " and never relies on this effect to create
excitement.

Mies is a professional jazzman in the strictest sense of the word. He scorns the popular
notion of showmanship, believing that his worth as an artist should be judged from a purely
musical standpoint. Presentation is virtually non-existent during his stage or club appearances,
and many of his stage habits are liable to prove extremely disconcerting to the habitual concert-
goer. He does not, for example, bother to announce the titles of the tunes he plays, neither
does he make any obvious effort to acknowledge applause. 1 first heard Miles in person in Paris
towards the end of 1956, and he uttered not a word during his concert performances. At the
end of zach selection he seemed to barely notice the applause of the audience, and simply stood
in the centre of the stage with a fixed expression on his face, impatiently waiting for the noise
to subside so that he could begin his next number. Another Davis characteristic is that he
frequently leaves the stage when one of his sidemen is soloing Why? Miles offered an
explanation when he said recently : * 1 get off the stand during a set because, when I'm not
playing, there's nothing for me to do. It's ridiculous for me to just stand there and make the
other guys nervous looking at them while they solo. And if | don't look at them, what's the
point of my standing up there and looking at the audience. They're not interssted in me when
somebody else is taking a solo™ Miles’ reasoning here isn’t easy to fault, and he also has a
plausiblz excuse for failing to announce numbers. In the August edition of Playboy magazine,
columnist Stanley Goldstein reports him as saying : I don't announce the numbers because I
figure the people who come to hear us know everything we play, We have a new record about
every three months and they sell, so the audiences must know what's on them. A lot of musicians
think the public is stupid, but the audiences know what's happening.”” This last statement is
rather more important than at first it may appear, since it tends to suggest that although Miles
will not acknowledge applause, at least he is not scornful of it.

What is Miles like as a person?

I speak from personal experience, since [ spent some considerable time in Miles' company during
the aforementioned visit to Paris in 1956. 1 had been warned in advance that he was particularly
unfriendly towards critics, but this proved to be unfounded. Irstead, | met a warm, witty,
charming, somewhat shy and decidedly dedicated person. He answered questions with an eagerness
and courtesy which I found surprising (jazz musicians, T might add at this point, don't always take
kindly to the idea of facing a barrage of questions about their recordings), and took a genuine
interest in the conversation. Miles has created an equally favourable impression on American
jazz authority Nat Hentoff, who says: " I've never been able to understand the pervasive image
of Miles as a sour misanthrope. 1 know few people who get as much pleasure out of life as he
does and fewer who are as stimulating to be with.” Despite all this, it’s impossible to completely
ignore the reports that Miles isa't so easy to get along with. Why? Goldstein, in his informative
Playboy article, quotes an unnamed leader who says : **. . . Miles is extremely shy. Like all of
us, he enly has a certain amount of energy, and he finds it difficull to meet new people. Rather
than subject himself to what is for him a tiring discomfort, he tries to create so forbidding an
image of himself that he won't even be bothered.”

Any discussion concerning the merits, or otherwise, of the so-called * cool " style of jazz will
invariably involve Miles for, as Michael James points out in his recent book Ten Modern Jazzmen,
* Davis, perhaps more than any other musician, was responsible for the cool vogue . But the
early influences on Miles’ career were anything but * cool . His father, a dentist, gave Miles
his first trumpet just 13 years after he was born in Alton, Illinois, on May 25, 1926. Miles grew
up in East St. Louis where he learned the rudimentary theories of music at scheol and also played
with the school band. At 16 he appeared with a local combo, Fddie Randall’s Band, and showed
enough promise for bandleader Tiny Bradshaw to offer him a place in his outfit. Though eager




to accept, Miles was prevented from doing so by his mother, who was never particularly enthusiastic
about her son’s pursuance of a musical career and insisted that he finish his schooling. Between
1941-43 he worked in 5t. Louis with local bands, and during this period became increasingly
aware of the many fine trumpeters appearing in the Jocality. One of them was Clark Terry, and
that he exerted some form of influence over Miles is born out by the fact that a tonal resemblance
is discernible in their playing. Via records, Miles absorbed much from the playing of Roy Eldridge,
Harry James and Bobby Hackett who, he openly admits, is one of his special favourites. His main
concern during these formative days was not with technique but with the production of a mellow
tone. His chief influence in this connection was undoubtedly Freddie Webster, a little-known but
much-respected trumpet stylist who unfortunately recorded only infrequently and then rarely as a
soloist. In 1945 Miles went to New York to study at the Juilliard Institute, and while there
(according to Goldstein's Playboy article) * traded information with Webster. He'd teach Freddie
the theory he had learned in school, and Webster would try to show him how to make his tone
more mellow ™.

Like most other contemporary trumpet soloists, Miles was inluenced to a large degree by
Dizzy Gillespie. His hrst encounter with Gillespie occurred when the Billy Eckstine Band, which
at that time included Dizzy as well as the late Charlie Parker, spent three weeks playing dates in
and around St. Louis. A sick third trumpet player prompted Eckstine to look for a temporary
replacement and Miles got the job. Gillespie’s playing made an immediate impression on him
and was a strong stimulus for many years to follow, Bul even more important and far-reaching
was the influence on Miles of Charlie Parker, who was perhaps the most encouraging voice in
Miles’ struggle for recognition. Immediately on his arrival in New York in 1945, Miles sought
out Bird . . . in Raymond Horricks” book These Jazzmen Of Ouwr Time, Alun Morgan guotes
Davis as saying : “ I spent my first week in New York and my first month’s allowance looking
for him." On November 26 that year Davis cut his first record titles with Parker—®8illie's Bounce
and Now's The Time (available here on London LTZ-C 15108). These, by way of interest, were
not his first-ever records. Earlier in 1945—on May 6—he recorded four tracks as a sideman with
Herbie Fields’ Hot Seven. These, to the very best of my knowledge, have never been issued in
Britain,

In New York, Miles also worked with Coleman Hawkins and Eddie Davis and then returned
to St. Louis for a spell with the Benny Carter Band. He spent the most part of 1946 playing
with Billy Eckstine’s big band (recording with them for National), but during a visit to Los Angeles
managed to sandwich in the Dial session with Parker which produced Moose The Mooche,
Yardbird Suite, Ornithology and A Night In Tunisia. Four titles with the Illinois Jacquet
Orchestra for Aladdin in March, 1957, prefaced the start of a lengthy regular membership of
Parker's Quintet, which lasted till the spring of 1948, Aside of New York, the guintet—
co-featuring Max Roach, Tommy Potter and Duke Jordan—also appeared in Detroit and Chicago,
and Miles was Bird's front-line partner for innumerable recordings for Dial and Savoy during this
period. It was a happy association in that Miles, whose playing improved greatly, was able to
study and digest Bird's teaching at close hand. But at the same time it was also a period during
which his playing came in for a lot of criticism, for despite improvements harmonically, his
execution still did not meet the demands made on it by his increasing ability for melodic inventive-
ness. However, by the end of his spell with Parker, Miles had definitely ** arrived ™'. His
importance, at least among musicians, was recognised. and Miles felt the time was ripe to branch
out with a band of his own. He did so with a nine-piece group that is still rightly regarded as
one of the most outstanding, artistically successful and influential outfits ever to grace the modern
jazZ scene.

The esoteric appeal of the band led to its downfall as a commercial proposition. 1t lasted
no more than a few weeks as a regular working unit following its first appearance at New York's
Royal Roost in September, 1948, and was a financial flop. But all the effort that had gone into
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the formation of the group was not wasted, and three Capitol recording sessions produced a dozen
titles that are now accepted as the first—and still, let's face it, the best examples of a revolutionary
new concept of modern jazz. Each individual title today stands as a milestone in the history and
development of jazz, and there can be no doubt whatsoever that the advent of Davis' nine-piece
group was indeed the first step in the evolution of what we know today as “ cool ™ jazz. Davis’
first aim with the band was the creation of an organised, cohesive sound, not only for the purpose
of thematic statements, but also for use as a backdrop for soloists, His desire to eflect a wide
range of tonal colouring led him to employ instruments at that time unfamiliar to the modern
Jazz field—the tuba and French horn, for example, Intelligently used with the baritone saxophone,
these instruments helped to increase the tonal depth of the ensemble. and although their inclusion
in the line-up, on paper at least, gives the impression of a stiff, unwieldy combination of sounds,
in practice it worked out most effectively. The front-line was completed by alto, trumpet and
trombone, and a conventioral piano-bass-drums rhythm section was used as a means of propulsion.
J. J. Johnson, Gerry Mulligan, Lee Konitz, Kai Winding, Al Haig, Max Roach, Junior Collins,
Bill Barber, Joe Schulman, John Lewis, Kenny Clarke, Nelson Boyd, Al McKibbon, Sanford
Siegelstein and Gunther Schuller were the musicians who aided the success of the Capitol recordings
(as the list of names suggests, there were personnel changes on each of the three sessions—January
21 and April 22, 1949, and March 13, 1950). The complex scores utilised by the band were
written by Mulligan, John Lewis, Cleo Henry, Johnny Carisi, Gil Evans (with whom Miles has
renewed his association, for the purpose of big band recordings, in recent years) and Miles himself,
Several years after the band folded, interest in the style of jazz it originated really boomad, Many
groups, a good percentage of them based in California, followed Miles’ lead, and the idaas st out
by the trumpeter and his sidemen in 1948 became the basis of what was dubbed in the early "fifties
as West Coast Jazz. While the West Coast recordings sold extremely well, the Davis recordings
slid further and further intc the background—until their re-release by Capitol in album form a
few years ago as The Birth Of The Cool (T 762). As a result, it is gratifying to note, there was a
certain reawakening of appreciation among the general public—a case of better late than never,
In common with other writers, I have often wondered why Miles has never attempted either to
reform the original group for specific recording sessions, or alternatively launch a regular working
unit built on similar lines. I put this to him during our meeting in Paris, and he smiled rather
wistfully, *It’s a nice idea, but it wouldn’t work out now,” came his reply. ** There would be
no real point in going backwards. And anyway, I have so many other things to do, and I'm very
happy the way I am."

Small group work in New York followed the failure of the experimental band, and for a while
in 1949 Miles played under the leadership of Tadd Dameron, recording with him for Capitol in
April and paying his first visit to Europe to appear with him at the first Salon du Jazz in Paris
the next month. In August that year, he and Dameron rehearsed a big band which failed to get
off the ground, and again he returned to the small combo fold. 1950 was a comparatively lean
year in terms of recordings, and eight tracks with Sarah Vaughan (the supporting group in which
Miles appeared was directed by pianist Jimmy Jones) constitute his total disc output for the period.
It seemed that Miles career was slowing down, but it took a turn for the better on January 17,
1951—the start of his long and productive association with the Prestige label. Morphens, Down,
Blue Room and W hispering were the results of his first session for the company, and before the
end of the year he undertook a second session for Prestige to produce seven more titles, among
them Conception, Dig, My Old Flame and Paper Moon. 1951 was important, too, since it marked
Miles" final recordings under the leadership of Charlie Parker—Au Private, She Rote, K.C. Blues
and Star Eyes were originally waxed for Norman Granz' Verve label and eventually reached
Britain via Columbia. Miles performed in comparative obscurity with several excellent small
groups in the early 'fifties, and recorded prolifically for Prestige. Sales of the records in America
were limited at first, but interest slowly began to mount until each disc was guaranteed of steady
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appeal over a period of time. From the point of view of playing, Miles achieved a notable degree
of consistency. The albums (including Blue Haze, Collectors Items, Bag's Groove, Dig, etc.—
all available here on Esquire) served to illustrate the technical improvement his playing had under-
gone in the years since his first appearance on the jazz scene, and it was also obvious that maturity
as an instrumentalist had enhanced his striking ability for creative improvisation.

The Newport Jazz Festival in 1955, as we've already pointed out, was the event that finally
and irrevocably established Miles as a major force on the jazz map—from the angle of the
general public as well as the critics. Towards the end of the year he formed a new quintel
which, although perhaps not as significant and influential as the *48 band, marked a new level
of attainment in small group jazz. The combo—co-featuring the provocatively * different ™ tenor
of John Coltrane and a conventional rhythm section made up of Red Garland, Paul Chambers
and Philly Joe Jones—remained together on a regular basis for a year and a half, and during that
time Miles committed some of his best solos to wax. Two Esquire albums—Cookin' and
Relaxin’ (with the Miles Davis Quintet)—represent the group's most enjoyable and durable wax-
works, while another Esquire LP includes slightly earlier recordings by the quintet (Stablemates,
S'posin’, etc.). A switch of labels in 1956 found Miles recording for American Columbiz
(Philips-Fontana here), and another excellent album by the quntet turned up in the shape of
‘Round About Midnight. Coltrane eventually left the group to break out with his own band, and
Garland also drifted away. But the personnel were reunited in April, 1958, for the purpose of
recording the excellent Milestones LP. Actually, the group on this session was a sextet, with the
addition of Julian ** Cannonball * Adderley, with whom Miles recorded for Blue Note a month
earlier (the resultant LP, Somerhin' Else, is unfortunately not widely available in this country
since Blue Note has no regular outlet),

Perhaps the most important outcome of Miles' switch to American Columbia was the oppor-
tunity it afforded him to renew his association with arranger Gil Evans. As with the '48 band,
the pooling of their talents resulted in some outstanding music, though not this time of a small
combo nature. Miles chose on this occasion to work with a big band, and Evans was com-
missioned to write a series of elaborate scores to showcase Davis not on his customary trumpet,
but on the more mellow-sounding fligelhorn. To my mind, Miles Ahead—which prefaced the
recording of an out-of-the-rut jazz interpretation of Gershwin's immortal Porgy And Bess—was
easily the best of the two big band albums, and marked a tremendous step forward in the
popularisation of orchestrated modern jazz. Favourable reaction on the part of the public was
pleasing to Miles and even more gratifying was the impact the album made on musicians,
Typical was the comment of Dizzy Gillespie : * Miles Ahead is the greatest. I wore my first
copy out inside three weeks, so 1 went round to Miles and said, * Give me another copy of that
dam’ record . | tell you, everybody should own that album.” Soon after the recording of Miles
Ahead, Davis left for Europe, and while in Paris was commissioned to write his first film score
—for the movie Ascenseur pour I'Echefaud (Lift To The Scaffold). The film. tense and dramatic,
demanded an expressive soundtrack, and the music Miles concocted—and subsequently played
with Barney Wilen (tenor), Rene Urtreger (piano), Pierre Michelot (bass) and drummer Kenny
Clarke—proved very effective. Indeed, Lift To The Scaffcld made the most intelligent and
imaginative use of modern jazz as a soundtrack medium that I can call to mind. The most recent
Davis album to reach Britain, Kind Of Blue, was made during the early months of 1959 (it was
in August that year that Miles hit the headlines following an ugly incident outside New York's
Birdland niterie, when he wes beaten bloody by a policeman who had asked him to move on)
and is an admirable showcase not only for his introverted style of playing but also for his con-
siderable ability as a composer. He did, in fact, write all five themes featured on the date.

And so we come to 1960—a memorable year for jazz audiences here in Britain in that Miles’
long-awaited, on-off debut at last became reality. Why the delay? Miles has long been aware
of his widespread appeal in this country, and his reluctance to tour here is thus surprising. A




while ago he offered an explanation to British critic Kenneth Tynan. “[ can’t stand the language,™
said Miles. “1I don't like to hear English spoken that way, it would drive me crazy if 1 had
to hear it every day! " Be that as it may, Miles has fiually taken the plunge, and if he doesn’t
care for the way we speak, | honestly don't think zudiences will be too put out! The band
Miles has brought to Britain is in some ways surprising. We have never completely given up
hope that Miles would come here, and have always thought that when the occasion arose, either
John Coltrane or Cannonball Adderly (or both) would be with him. The announcement, therefore,
that Miles’ front-line partner for the tour would be Sonny Stitt (who, as far as [ am abhle to
ascertain, has never recorded with Miles in a small group setting) was totally unexpected. 1 hasten
to add, however, that it came as a pleasant surprise, since Stitt is already an established favourite
here and his playing was a constant source of enjoyment during previous concert appearances here
with Jazz At The Philharmonic in 195859,

Boston-born  Edward “ Sonny ™ Stitt, 36, and Miles Dewey Davis have several things in
common, the most important being that they were both greatly influenced by Charlie Parker. The
influence is more obvious in Stitt’s case, since he chose to express lhimself on the same instrument
as Parker—alio saxophone. He has always been one of the better emulators of Parker, but in
recent years has not stuck so rigidly to Charlie’s teachings, and his playing today, though unmis-
takably Bird-based, has assumed a more personal and individual flavour. Although he now
divides his time more or less evenly between alto and tenor, Sonny started out on the smaller of
the horns and played his first dates of any consequence in Detroit and Newark, where he worked
with the Tiny Bradshaw band. It's probable that his first meeting with Miles came about when
they were both sidemen with the Billy Eckstine big band (which at that time also included Benny
Green, Art Blakey, Gene Ammons, Cecil Payne, Tommy Potter and the late Fats Navarro) in
1946, Later the same year he began to attract attention via his work with the Dizzy Gillespie
band and in 1947 won the New Star award in Esquire magazine's annual poll, Soon after, Sonny
temporarily retired from the jazz scene, but reappeared two years later bent on making the grade
again—this time on tenor. Until 1951 he toured with a band led by fellow tenorist Gene Ammons,
and then quit to form his own group, featuring himself on baritone as well as alto and tenor.
More recently he has worked as a single in American clubs, using resident rhythm sections as a
background for his solos. His visits to Europe with Jazz At The Philharmonic have greatly
stimulated interest in his recordings, and he is represented by a wide range of albums on the
Columbia, Vogue and Esquire labels, How will Sonny fit into the Davis group? His style is
somewhat less introverted than Miles’, but this is no cause for alarm. since the same is also
applicable to Davis® other recent blowing partners, Coltrane and Adderly. Stitt’s virile, purposeful
incessantly swinging solos rarely disappoint, and I feel his partnership with Miles will prove
interesting and productive.

The rhythm section Miles has brought to Britain is the same as that which backed him on
the Freddie Freeloader track of the Kind of Blue recital . . . Wynton Kelly (piano), Paul Chambers
(bass) and Jimmy Cobb (drums). It's a well-blended. driving but not overpowering team, and is
the equal to any section that has worked with Miles in the 'fifties. For many people, this writer
among them, the visit here of Kelly is more than welcome. I have long regarded him as one of
the most dependable of the many excellent, talented young piano soloists who have sprung up
over the past half-dozen or so years, and am a great admirer of his uncluttered, melodic style.
Many worthy piano soloists often show up badly in the role of accompanist. Not so Kelly, who
merits an A-plus grading for his standout work as the leader of the rhythm team. Born in
Jamaica on December 2, 1931, he settled in America at the age of four and was raised in Brooklyn.
At 15 he toured the Caribbean with the Ray Abrams band, and followed it up with a couple of
years on the road with various rhythm-and-blues bands, including units fronted by Fddie
* Lockjaw ™ Davis (who, in America at least, is at last being accorded the recognition he so
richly deserves) and Hal * Cornbread ™ Singer. Thres years as regular accompanist to Dinah




Washington, and engagements with the Dizzy Gillespie and late Lester Young groups, prefaced
a two-year period of duty in the American army, after which he returned to the music scene and
won a good measure of acclaim with the ill-fated Dizzy Gillespie big band just a few years ago.
He joined Davis following the departure of Red Garland, and his distinctive playing is now an
integral part of the overall group sound.

The pivot around which the rhythm section revolves is the big-toned bass of 25-vear-old
Pittsburgh-born Paul Chambers—the only member of Miles' 1959 quintet still with the trumpeter.
Probably the most facile, articulate and arresting bassist to emerge over the past decade, Chambers
is equipped with a phenomenal technique—-the result of a period of formal study with the lead
bassist of the Detroit Symphony Orchestra some years ago. He has perfected a rich, resonant
tone of rare beauty, and his sure-fingered, sweeping bass lines are object lessons in simplicity and
subtlety. Both section and solowise, Chambers is alrzady head and shoulders above most of his
contemporaries, yet he has by no means reached his peak. His playing—especially his solos (both
pizzicato and bowed)—continues to improve with each new recording, and it goes without question
that this extraordinarily talented young man is destined to go down in jazz history as one of the
finest bassists of all time. Born on April 22, 1935, Chambers started out on baritone horn and
tuba and first appeared on the jazz scene in 1949 when he worked in Detroit (where he settled
at an early age following the death of his mother) with groups led by Thad Jones, Kenny Burrell
and Barry Harris. At college he studied bass and was influenced by the recordings of Oscar
Pettiford and the late Jimmy Blanton, and the aforementioned period of formal tuition geve him
a thorough insight into the classical aspects of his instrument, On leaving Detroit in 1954 he
worked for eight months with tenorist Paul Quinichette prior to his arrival in New York, where
his playing with pianist George Wallington’s group at the Café Bohemia immediately aroused
interest. In subsequent months he appeared with Joe Roland, Benny Green and the J. J. Johnson-
Kai Winding band before joining Miles on a permaneat basis. His solos have constituted high-
spots on many recent Davis albums on the British Fontana and Esquire labels, and he is extensively
featured with groups under his own leadership on several Blue Note LPs (The Paul Chambers
Quintet, Bass On Top, Whims Of Chambers, etc.).

Finally, we come to drummer Jimmy Cobb who according to Miles, * sure does swing ™.
Cobb’s predecessor, Philly Joe Jones, was believed by Miles to be the best drummer in jazz
today, so Jimmy faced no easy task when he took over the drum chair. However, he quickly
adapted his drumming—subtle and well controlled on ballads, vigorous and effectively driving on
up-tempos—to suit the needs of the group, and recent records testify that he has seitled in
remarkably well. Cobb is the least-known member of the Davis quintet as far as British audiences
are concerned, and collectors here are as yet largely unfamiliar with his work. Apart from the
Kind Of Biue album, the only other examples of his playing available can be found on the Mercury
Cannonball's Sharpshooters LP which, along with another album not vet issued here, was recorded
during an 18 months’ membership of Cannonball’s quintet, beginning in 1957. Like Wynton Kelly,
he was formerly on Dinah Washington's payroll in an accompanying capacity, and also briefly
worked with Dizzy Gillespie. His presence on several relatively new American LPs—with Bobby
Timmons, Paul Chambers, Sonny Redd and, most recently, new altoist Frank Strozier—confirms
the high regard in which his drumming is held in New York music circles.

Today we see Miles Davis at the height of his fame. His international popularity continues
to grow, and his many valid contributions to jazz are recognised wherever the music is played.
All this Miles has achieved without any sacrifice in personal integrity. Ower the years he has
stubbornly adhered to a policy of artistic honesty—playing only how and what he wanted to play,
and not how and what the public would like him to play. It's a policy that only rarely pays off
—but in Miles" case it has, and jazz is richer for it

KEITH GOODWIN.




THE JAZZ FIVE

The Jezz Five, co-led by Vic Ash and Harry Klein,
i5 one of the newest of the modern jazz groups to appear
on the British jazz scene. Within a few weeks of its
formation the group received complimentary press
reviews and leading critics acclaimed it as a group with
a fine future. Vic and Harry have combined their
talents several times previously, most noteworthy being
their weekly airspotsr on BBC's “‘Let's Settls for
Music™.

THE MEMBERS OF THE JAZZ FIVE

Vie Ash

London born Vic Ash has been topping pols for
several years and is still Europe’s foremost modernist on
one of the most difficult instruments of the reed family,
the clarinet. A natural leader, Vic has had many
groups, accompanying artists such as Cab Calloway,
Hoagy Carmichael and Maxine Sullivan. He has
recently added to his accomplishments with the tenor
saxophore and has eamed praise from fans and critics
alike on this instrument. Often to be heard providing
the musical background for T.V. commercials and films,
the sound of Vic Ash’sclarinet is a well-known one.

Harry Klein

Harry Klein is a veteran of some sixteen years
standing in the British jazz world. A list of the various
bands he has played with would resemble a musical
directory. A poll-winner many times, Harry's high-spot
was when he was chosen to play with the Stan Kenton
orchestra during their European tour of 1956. A VEry
original and thoughtful musician, Harry has contri-
buted 2 number of scores to the repertoire of groups

he has played with. He is co-leader of the Jazz Five
and like his life-long friend, Vic Ash, is most enthusi-
astic about it.

Brian Dee

Pianist Brian Dee is a newcomer to the profession
and until just recently was earning a lucrative living in
guided missiles Now he has been taken into the jazz
fold, obtained @ union card and become a fully fledged
musician in order to join the Jazz Five. In spite of his
recent initiation, Brian, who has been playing the piano
since he was t2n, has become the most sought-after
pianist in London’s jazz club world.

Malcolm Cecil

Malcolm Cexil was a child prodigy and at the age
of twelve was already a competent pianst and won
many awards for his playing. Then he turned to
physics, for which he also showed a marked talent.
While studying for a degree, however, he began to
tinker with the double bass. He is essentially a musi-
cian’s musician and his writing and playing are making
him one of the most sought-after bassmen in jazz.

Bill Eyden

Thirty-year-old Bill Evden is one of the finest
drummers mn thke business. He has appeared with the
bands of Yic Lewis, Malcolm Mitchell and with Steve
Race’s television orchestra. A wonderful all-rounder,
Bill is completely at home in the recording studio, on
the television resirum or on the film set, But his heart
15 in jazz and this is where he excels, laying down a solid
rhythmic basis that never goes atray. He has a solo
command that is unsurpassed in Britain,
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RONNIE ScorT’s
CLUB

39 Gerrard Street, W.1.
GER 4752

FEATURING THE NATION’'S
FINEST JAZZ ARTISTS !

OPEN NIGHTLY
Mon-Thurs 7.30 p.m.-2 a.m.

Fri-Sat 7.30 p.m. - 5.30 a.m.
Sunday 7.30 p.m. - 11.30 p.m.
Coftee & Snacks — Listen or Dance

— (Buesls Welcome —

PAY A VISIT TO LONDON'S ONLY
REAL JAZZ CLUB !
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MiLESs DaAvis

5 squl™

Latest release — from the same sesgiona that
produced the immortal COODKIN' and
RELAXIN' LPs.
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} WORKIN' WITH THE MILES DAVIS QUINTET
I ESQUIRE 22-108 {12 inch LP}
|
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an outstanding record lo add o,

32-100 MILES DAVIS & THE MODERN JAZZ GIANTS
12-088 WALKIN X2-080 BAGS' GROOVE
J2-088 BLUE HAZE 32-068 RELAXIN'
d2-0d8 COOKIN' J2-028 CHAMNGES

and many others

@ Complete list of Miles Davis recordings
available on request—aluo L eatalogus

I ESQUIRE RECORDS LTD., 76 Bedford Court Mansions,
Bedford Avenue, W.C.1.
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HAROLD DAVISON & NORMAN GRANZ _ﬂ'ﬂﬂ' blnes cLP1280 (LP)

MirLES DAVIS
QUINTET

FIRST BRITISH TOUR SEPT—OCT. 1960

SAT. 24th SEPT. - HAMMERSMITH

GAUMONT  Sonny Sttt sits in with the Oscar Peterson Trio
e CLP1384 [LP) (for release in Ocliber)
SUN. 25th SEPT. - PORTSMOUTH % Sonny Btitt plays Jimmy Giuffre arrangements
GUILDHALL % TEGAS3Z (EP)
éﬁ HiS !
MON. 26th SEPT. - LEICESTER »« O HIS MASTER S VOICE
DE MONTFORT HALL RECORDS I
TUE. 27th SEPT. - MANCHESTER E.M.I Racords Lid., E-MLL Hnum.HHnnth“IHrSnunﬂ.Luﬂdun W1
TR L T R e E T AT

FREE TRADE HALL

WED. 28th SEPT. - LIVERPOOL

FOR HAROLD DAY LTD.
PHILHARMONIC HAaLL | (—m, e g e nﬂ“w;‘{. T“ﬁ"
Press & Publizity Arrangements JACK HIGGINS

FRI. 30th SEPT. - BRISTOL r___,_*rpmmﬂgﬁg
COLSTON HALL Harold Davison wishes ta thank the following:
Mr. Hy FRAMCIS, Assistant Secretary of
the Musicians Union, for his -help in neporiating
the  Aaglo-American :::h:‘n!c details; the
Mansgers of the thestres halts for  their

SAT. 1st OCT. - FINSBURY PARK | keen co-operation.
ASTORIA

r In sccordance with the requirements of the Lon-
don Ceunty Council ard the Waich Commiitees

SUN. 2nd OCT. + LEWISHAM ﬂum-"'ﬂ’mﬁ?ﬂl‘ﬁlﬂﬂm‘ﬁ the
GAUMONT 1. The public may leave at the end of the per-

formance by all exii and entrance doors and
such doors must at that time be cpen.

1. Al gangways, corrdors, 'I-I!I.I!t:liﬂ ’Irhdll.r;i:‘
ferral passageways ntended for exi sha
WED. 5th OCT. . BIRMINGHAM hep: entirely free fram obstruction whether

fmaneEnt orf [EMPorary.
TOWN HALL 3. reaons shall mér be permitied o stand or
sit in any of the gangway: intersecting the
seaung, or o gt in wny of the other rn.g-
wiyl ‘of any  ufseited space in the Audi-

, rorinm, unbess atandi n such ace h
FRI Tth G{:T ”EWEASTLE %ﬂ hlp-:l;ull:.'_ allowed :|.II_'|:|!|¢';:I L..EI.I ! nl:dl'l::
ach Committes. a5 appl b wiandin

CITY HALL be permitted in the nn::nl;ul preg e
ihe reer of the seatng f shall he kmited (o
the numbers indicmed in the nolices exbd-
bited in those posiions,

SAT. S0IOCT. > HAMMESSALY I iy, Wlore e son
GAUMONT mencement of each performance, se as
¢nsure it heing in proper working srder,
, v,
ELIN- gth GCT. " HILEUHH The ,Hﬂlf.ﬂrfhm.fﬂj gl da il :;..- r.r.l-“- g ;'Iml'l !-'l'l' Pl"il-
GAUMONT STATE g e B B A B

Programme designed by [ack Higgina.
Printed by Compion  Printing '!'-ﬁr.'li [London) Lid,
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E S IS THE "MOST...

AND YOU GET THE

MOST OF MILES ON

ontanad

MILES DAVIS

SKETCHES OF SPAIN mrranged ard conducted by Gil Evans.
Conclerto de Aranjuez; Will 0° Tha Wisp (from “El Amor Bruja™);
The Pan Pper; Saeta; Solea.
TFL 5100 (m)* STFL 5 =)*
MILES AHEAD with Orchestra d rected by Gil Evans.
Springsville; The Maids of Cadiz; The Duke; My Ship; Miles
Ahead; Blues for Pable; New Rhumba; The Mesaning of the
Blues:; Lament; | Don't Wanna Be Kissed (By Anyona But You).
TFL 5087 (mj)

MILESTONES
Dr. Jekyll: Sid's Ahead: Two Bass Hit; Milestonas; Billy Boy;
Straight, No Chaser,

TFL 5835 (m)
PORGY AND BESS with Orchestra directed by Gil Evans
The Buzzard Song; Bess, You Is My Woman Now; Gone; Gone,
Gone, Gone; Summertime; Bass, Oh Where's My Bess; Prayer
(Oh Doctor Jesus); Fishermen, Strawberry and Devil Crab; My
Man's Gone Now; It Aln't Necessarily So; Here Coma De Honaey
Man: | Loves You, Porgy; There's A Boat Thai's Leaving Soon

For MNew York.
TFL 5056 (m) STFL 507 (=)
. STANHOPE

FONTANA RECORDS

HOoUSE

KIND OF BLUE
So What; Freddie Freeloader; Blue In Green; All Blues; Flamenco

Sketches.
TFL 372 (m) STFL 513 (»)

LIFT TO THE SCAFFOLD The Miles Davis Quintet
Original Music of the film, composead by Miles Davis

Générique; L'Assassinat de Carala; Sur L' Autoroute; Julien dans
I"'Ascenseur; Florence sur Les Champs Elysees; Diner au Motel;
Evasion de Julien; Visite du Vigile; Au Bar du Patit Bac: Chez
la Photographe du Motel.

JAIZ TRACK The Miles Davis Sextet
On Green Dclphin Street; Fran-Dance; Stella by Starlight.
TFL 5081 (M)

THE "MOST ' OF MILES
Blues for Pablo: The Maids of Cadiz; Gone; Milestones; It Aln"
Necessarily So: Summertime; Sid's Ahead,

TFL 5080 (M)

= Avalisble Sepiembar, 1660

STANHOPE PLACE LONDON W .2




