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BENNY GOODMAN 
LIVE AT CARNEGIE HALL 

DISC ONE 
1. DONT BE THAT WAY (4:11) 

2. ONE O’CLOCK JUMP (6:33) 

3. SENSATION RAG (1:12) 

4. I’M COMING VIRGINIA (2:03) 

5. WHEN MY BABY SMILES AT ME (:44) 

6. SHINE (:48) 

7. BLUE REVERIE (3:20) 

8. LIFE GOES TO A PARTY (4:05) 

9. HONEYSUCKLE ROSE (13:50) 

10. BODY AND SOUL (3:11) 

11. AVALON (4:07) 

12. THE MAN I LOVE (3:16) 

DISC TWO 
I GOT RHYTHM (5:02) 

BLUE SKIES (3:15) 

LOCH LOMOND (2:54) 

BLUE ROOM (2:36) 

SWINGTIME IN THE ROCKIES (2:25) 

BEI MIR BIST DU SCHON (3:56) 

CHINA BOY (4:47) 

STOMPIN’ AT THE SAVOY (5:46) 

DIZZY SPELLS (5:40) 

SING SING SING (WITH A SWING) (12:03) 

BIG JOHN’S SPECIAL (3:43) 

Digitally mastered at CBS, New York. Prepared for CD by Teo Macero 
Engineered by Ray Moore 
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Recorded 1/16/38. 

BENNY GOODMAN 
LIVE AT CARNEGIE HALL 

with Count Basie, Piano; Teddy Wilson, Piano 
Lionel Hampton, Vibraphone; Bobby Hackett, Cornet 

Johnny Hodges, Soprano and Alto Sax 
Harry Carney, Baritone Sax; Cootie Williams, Trumpet 

Freddie Green, Guitar; Walter Page, Bass 
Lester Young, Tenor Sax; Buck Clayton, Trumpet 

Harry James, Trumpet; Gene Krupa, Drums 
Vernon Brown, Trombone; and vocals by Martha Tilton 

Liner notes taken from the original analog release. 
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Notes by IRVING KOLODIN 

The first intimation I had that there might be 
such a thing as a concert by Benny Goodman’s 
band in Carnegie Hall came one December after¬ 
noon in 1937. I was on a journalistic mission to 
Gerald Goode, press chief for S. Hurok, when he 
excused himself to answer the phone. After ab¬ 
sorbing the information from the other end, he 
closed off the mouthpiece and said: “What would 
you think of a concert by Benny Goodman’s 
band in Carnegie?” “A terrific idea,” I responded, 
“Why?” “It’s somebody from Goodman’s radio pro¬ 
gram,” Goode stated. “He wants Hurok to run it.” 

‘Somebody from Goodman’s radio program’ 
turned out to be Wynn Nathanson, of the Tom 
Fizdale agency, then promoting the Camel Cara¬ 
van on which Goodman was appearing. The think¬ 
ing was reasonable enough: the “King of Jazz” 
in the previous decade (Paul Whiteman) had 
done it; why not the “King of Swing” in the pre¬ 
sent (1930) one? Ellington and Armstrong had 
both given jazz concerts abroad, and in the early 
days of his national prominence, Goodman had 
in the Congress Hotel (in Chicago) one Sunday 
afternoon. Nightly at the Pennsylvania Hotel 
(now the Statler), the number of those who stood 
around the band stand, or sat at tables listening, 
far outnumbered those on the dance floor. It 
didn’t seem any question to me that there would 
be thousands to pay Carnegie Hall prices. 

My brash enthusiasm, aroused by Goodman’s 
records, was passed along to the interested parties. 



For this, as well as much better reasons, a con¬ 
tract was signed for Sunday night, January 16, 
1938, announcements were printed, advertise¬ 
ments placed and a program book commissioned. 
The professional misgivings were stronger than 
my amateur confidence. Hurok was somewhat 
reassured when he came to the Madhattan Room 
of the Pennsylvania one night, and was quite 
taken aback by the uproar of the band, and the 
artistry of the Goodman-Krupa-Wilson-Hampton 
quartet. So many well-dressed people spending 
money on an attraction was obviously a good 
omen. The deluge of money orders and cash when 
the tickets went on sale was an even better one. 

Goodman’s problem was a special one. Natur¬ 
ally he wanted to fill the house, if for no other 
reason than pride. The probability of making 
money was remote, if even contemplated, for the 
program required special rehearsing, *a few new 
arrangements, the disbursement of some free 
tickets to those in the profession. For that matter, 
Goodman was so confident that tickets could be 
purchased whenever he might want them that he 
had to patronize a speculator during the last week, 
when his family decided to come on from Chicago. 
Needless to say, the publicity could not have been 
purchased for any price. 

I knew then that Goodman was concerned 
about the musical content of the program (Car¬ 
negie Hall, after all, was not the Congress Hotel). 
I didn’t know that he asked Beatrice Lillie to go on 
for comedy relief, for fear that the evening might 
wear thin. Miss Lillie wisely declined—wisely, I say, 
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because she had a fortunate premonition what the 
program might be like, and reckoned rightly that her 
talents might be a little on the quiet side. 

One fact was firmly settled at the outset. The 
concert would consist of the Goodman band and 
allied talent only. There would be no special 
“compositions” for the occasion. The musicians, 
in this kind of music, were the thing, and so it 
would remain. The regular book built by Fletcher 
Henderson, Jim Mundy, Edgar Sampson, etc., 
which had built Goodman’s reputation—or vice 
versa—would suffice. For a little freshness, Hen¬ 
derson was asked to do a couple of standard tunes 
(Dick Rodgers’ Blue Room came in time to be 
used) and Edgar Sampson—whose Stompin’ At 
The Savoy was a by-word with Goodman fans— 
was asked to bring around a few things. 

Here was a singular stroke of luck. Among the 
arrangements that were passed out at the first 
rehearsal on the stage of Carnegie Hall was a new 
version of a piece Sampson had done previously 
for the band led by the great drummer Chick 
Webb. The title was Don’t Be That Way Benny 
decided immediately that this was his ice breaker, 
a decision fully justified by its reception, its sub¬ 
sequent popularity and its history on discs. 

The idea for the historical “Twenty Years Of 
Jazz” was, I am afraid, mine. I apologize for it 
because it probably caused more trouble in listen¬ 
ing to old records and copying off arrangements 
than it was worth. However, it brought out that 
family feeling that all good jazz musicians have 



for their celebrated predecessors, permitting a 
backward look at such landmarks of the popular 
music field as the Original Dixieland Band, Bix 
Beiderbecke, Ted Lewis, Louis Armstrong and 
the perennial Duke Ellington. Only a few New 
Yorkers then knew of Bobby Hackett, an ex¬ 
guitar player from New England, who had been 
impressing the night-club trade with his feeling 
for the Beiderbecke tradition on cornet. A lean 
trumpet player named Harry James, who then 
occupied the Goodman first chair, vowed sure, he 
could do the Armstrong Shine chorus. For the 
Ellington episode, only Ellington musicians would 
suffice, and the calendar was gracious in permit¬ 
ting Johnny Hodges, Harry Carney and Cootie 
Williams to participate. The Duke himself was 
invited, but reasonably demurred, looking ahead 
to the time when he would make a bow of his 
own in Carnegie, as, needless to say, he has since. 

The jam session was frankly a risk, as the pro¬ 
gram stated: “The audience is asked to accept 
the jam session in a spirit of experimentation, 
with the hope that the proper atmosphere will be 
established.” At the suggestion of John Hammond, 
Jr., some key members of the then-rising band of 
Count Basie were invited to sit in, along with 
Hodges and Carney, and Goodman, James, Krupa 
and Vernon Brown of the host ensemble. The cal¬ 
culated risk was only too plain in the perform¬ 
ance; what remains in this presentation is the kind 
of edited reconstruction possible in this day of 
magnetic tape. 

With these elements of the program defined, 
the rest was easy. The trio would have a spot, and 
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then the quartet with Hampton. Nothing could 
follow this but intermission, and it did. (Goodman 
was asked the day before: “How long an inter¬ 
mission do you want?” “I dunno,” he replied, “how 
much does Toscanini have?”) In the second half, 
there would be arrangements of tunes by Berlin 
and Rodgers, some of the recorded specialties 
of the band—Swingtime In The Rockies, Loch 
Lomond and a current hit, Bei Mir Bist Du Schon, 
leading to an inescapable conclusion with Sing 
Sing Sing which had become, by this time, a tra¬ 
dition, a ritual, even an act. I don’t suppose that 
Louis Prima, who wrote the tune, was around 
Carnegie Hall that night. It is not often that Bach 
or Beethoven are rewarded, in Carnegie Hall, with 
the hush that settled on the crowded auditorium 
as Jess Stacy plowed a furrow—wide, deep and 
distinctive—through five choruses of it. 

Well, that was all yesterday. A chilly, January 
yesterday, which somehow seems warm and in¬ 
viting because twelve years have passed, along 
with a war and some shattering upheavals in the 
world. But it wasn’t warm outside Carnegie Hall 
that night, as a picture in a contemporary paper, 
showing an overcoated, begloved line of prospec¬ 
tive standees, attests. 

Inside, the hall vibrated. Seats had been gone 
for days, of course, but one of those last minute 
rushes had set in, when all New York had decided 
that this was the place it wanted to be on the 
night of that particular January 16. The boxes 
were full of important squatters, and a jury-box 
had been erected on stage to care for the over- 



flow. Tension tightened as the orchestra filed in, 
and it snapped with applause as Goodman, in 
tails, strode in, clarinet in hand, bowed, and 
counted off Don’t Be That Way 

From then on, one climax piled on another. 
I remember the critic of the Times (who next day 
wrote, “When Mr.. Goodman entered, he received 
a real Toscanini send-off from the audience”) 
fretting because his teen-aged daughter beside 
him was bouncing in her seat and he felt nothing 
...a spontaneous outburst for James when he 
took his first chorus...ditto for Krupa...a 
ripple of laughter when Krupa smashed a cymbal 
from place in a quartet number, and Hampton 
caught it deftly in the air, stroking it precisely 
in rhythm...the corruscating sound-showers 
from Hampton’s vibes that culminated the first 
half of the concert, and the reasonable doubt that 
anything afterwards could come close to match¬ 
ing it...until the matchless Stacy resolved all 
that had preceded with his Sing Sing Sing episode 
...the crowd howling its pleasure, the band tak¬ 
ing its bows, and the boys dispersing to “cool out” 
race-horse fashion, all over town (the favored spot 
was the Savoy Ballroom, in Harlem, where Martin 
Block presided over a battle of music between 
the orchestras of Chick Webb and Count Basie). 
Next day, contemplating the diverse reviews, the 
interested editorial opinions in the Times and 
Herald-Tribune, someone said to Goodman, “It’s 
too damned bad somebody didn’t make a record 
of this whole thing.” He smiled and said: “Some¬ 
body did.” 
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Incredulously, I heard those “takes” (relayed 
to the CBS studios from a single overhead mike 
from Carnegie Hall) and relived the experience 
detailed above. Thereafter, one set was destined 
for the Library of Congress, the other—who 
knows? Twelve years passed, and the whole thing 
was but a memory, when the other set turned up 
in a closet of the Goodman home a few months 
ago. Daughter Rachel came upon it and asked: 
“Daddy, what’s this?” Daddy took a look, and 
wisely decided to have it transferred to tape be¬ 
fore listening again. So has been preserved, in a 
representative way, one of the authentic docu¬ 
ments in American musical history, a verbatim 
report, in the accents of those who were present, 
on “The Night of January 16,1938.” 

THE PROGRAM 

Don't Be That Way Benny Goodman, 
Edgar Sampson, Mitchell Parish 

Sampson, a one-time tenor man who became a 
composer and arranger—Stomp//?’ At The Savoy 
and When Dreams Come True are also his—wrote 
this piece for the Chick Webb band when he was 
playing with it. However, it was all but new to the 
jazz world when it made its appearance in this 
reorchestration. After an ensemble chorus, there 
are solos by Goodman (clarinet) and Russin 
(tenor sax), with the evening’s first big burst of 
applause as Harry James rises to take his solo. 
Krupa’s explosive break arouses a response to 
make what preceded a mere ripple. The trombone 
bit that follows is by Vernoil Brown. 



One OXIock Jump William (Count) Basie 

(In the original program, Youmans’ Some¬ 
times I’m Happy in the classic Fletcher 
Henderson arrangement preceded this num¬ 

ber. However, the take was too noisy for suc¬ 
cessful transfer to LP.) 

Twelve years and some remarkable records have 
considerably diminished the need that existed in 
1938 to explain who Count Basie is and what One 
O Clock Jump is all about. The extended piano 
solo at the outset is Jess Stacy’s tribute from one 
great piano player to the Count—standing in the 
wings on this night. Russin and Brown solos pre¬ 
cede one of Goodman’s incredible feats of expres¬ 
sive playing (considering the time and the place) 
with the rhythm shading down behind him, and 
Stacy doing some of his choicest background work. 
Another piano chorus and a brilliant stint by 
James lead the famous rideout. 

TWENTY YEARS OF JAZZ 

The Goodman band, plus Bobby Hackett, Cornet; 
Johnny Hodges, Soprano Sax; Harry Carney, 
Baritone Sax; and Cootie Williams, Trumpet. 

Sensation Rag Nick La Rocca 

For this historic episode, a variety of pieces by the 
Original Dixieland Band was considered before 
this one was selected. The version heard was copied 
from a recording, reproduced as literally as the 
free-wheeling impulses of Goodman, Griffin, 
Brown, Krupa and Stacy permitted. Connoisseurs 
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of the off-beat will mark this as one of the few 
examples on record of Krupa playing Dixieland 
drums. 

I 'm Coming Virginia Will Marion Cook, 
Donald Heywood 

Leon (Bix) Beiderbecke, the remarkable “Young 
Man With A Horn” whose spirit lives on though 
he died in 1931, is the subject of this recreation. 
Bobby Hackett is the soloist, with Allan Reuss 
playing the Eddie Lang guitar break near the end. 

When My Baby Smiles At Me Bill Munro, 
Andrew Sterling, Ted Lewis, Harry Von Tilzer 

Ted Lewis, who is taken-off here, doubtless had 
more of a place in Goodman’s personal history 
than in the chronicle of jazz, per se. Goodman 
earned his first money—as a youth in Chicago—by 
imitating Lewis at an amateur night in a Balaban 
and Katz theater. The satiric edge is surely sharper 
than it was, say, in 1923. 

Shine Cecil Mack, Lew Brown, Ford Dabney 

Of the several phases of Louis Armstrong’s genius 
that might be treated in a retrospective tribute, 
the simplest to imitate—if the most difficult in 
sound—is the virtuoso. In this powerhouse playing 
of James, the notes are more or less Louis (as 
played on a famous record) but the spirit is cer¬ 
tainly Harry. 

Blue Reverie Irving Mills, Duke Ellington, 
Harry Carney 

Imitation might suffice for the foregoing figures of 
jazz, but only the authentic players could have 



given an Ellington idea its proper expression. 
Johnny Hodges, with his remarkable soprano sax 
technique and tone, plays the first chorus. The 
piano interlude is by Stacy, leading to the mag¬ 
nificent baritoning of Harry Carney, a unique 
virtuoso on his instrument. The muted wiles of 
Cootie Williams on trumpet follow. 

Life Goes To A Party Harry James, 
Benny Goodman 

As an instance of the powerful Goodman band in 
full cry, this piece has few superiors. It rarely 
sounded so well again, for Krupa went out on his 
own a few weeks after this concert, and James 
followed a while later. The title was a tribute to 
a picture series in Life magazine covering an eve¬ 
ning with the Goodman band. The soloists are 
Goodman, Russin and James. The latter also made 
the arrangement. 

Jam Session: Honeysuckle Rose 
Thomas (Fats) Waller 

The players: Count Basie, Piano; Freddie 
Green, Guitar; Walter Page, Bass; Gene 
Krupa, Drums; Lester Young, Tenor Sax; 
Johnny Hodges, Alto Sax; Harry Carney, 
Baritone Sax; Buck Clayton and Harry 
James, Trumpets; Benny Goodman, Clarinet; 
and Vernon Brown, Trombone. 

A brief Basie pickup and the session is under way, 
with James playing lead trumpet. The first solo 
chorus is taken by Lester Young, then in the Basie 
band, whose tenor sax style was one of the inspi¬ 

rations for the innovation called bebop. Here he 
is in prime early form. Basie on piano (with 
Krupa on drums) come along next, for three 
choruses, to a burst of appreciative applause. Buck 
Clayton, also a Basie man, has an opportunity on 
trumpet, and then the fabulous Hodges, now play¬ 
ing alto in his inimitable way. The Basie rhythm 
section (save for Krupa) does one of its specialties 
next, with piano interjections against the walking 
bass of Page, and laughter for the energetic man¬ 
ner of the burly Page at his instrument. (A cut at 
this point marks a spoiled portion of the master 
disc.) Goodman, next for his three choruses, then 
Harry James, with Krupa throughout as metro¬ 
nomic as he had been for the preceding twelve 
minutes. (Somehow an allusion to the Second 
Hungarian Rhapsody creeps in.) A rideout figure 
begins to emerge, but it is shuffled around more 
than a little before James and Goodman lead the 
way out. 

Trio: Body And Soul H. Sour, E. Heyman, 
F. Eyton, Johnny Green 

Benny Goodman, Clarinet; Gene Krupa, 
Drums; Teddy Wilson, Piano. 

The Goodman Trio came into being at a chance 
meeting of Goodman and Krupa (then collabora¬ 
ting in the first Goodman band) with Teddy Wil¬ 
son, a free-lance pianist, at a party given by 
Mildred Bailey in 1935. The immediate results 
were the first trio records a few days later, of which 
Body and Soul shared honors with After You’ve 
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Gone on the first discs to be issued. A year later, 
Wilson joined the Goodman organization, begin¬ 
ning an association that has persisted, on and off, 
down to the present time. 

Quartet: 
Avalon Al Jolson, Billy Rose 
The Man I Love George and Ira Gershwin 
I Got Rhythm George and Ira Gershwin 

Benny Goodman, Clarinet; Gene Krupa, 
Drums; Teddy Wilson, Piano; Lionel Hamp¬ 
ton, Vibraphone. 

The Goodman Trio became a Quartet in the sum¬ 
mer of 1936, during an engagement of the band 
on the West Coast. As a drummer, Lionel Hampton 
had a considerable celebrity among jazz musicians 
for his work with Louis Armstrong, among others. 
The vibes were a developing interest of Hampton 
when Goodman heard him, and he sat in on a few 
impromptu sessions with Wilson and Krupa. 
Hampton came East the following fall, bringing 
into existence an organization unique in jazz his¬ 
tory for the even ability of all participants, the 
incredible variety of tonal effects (including Lio¬ 
nel’s estatic “e-e-e” vocal accompaniment to his 
own playing) for so few instruments. With due 
respect to its many fine studio performances, it is 
obvious that the quartet has never been repro¬ 
duced with so much fidelity, color or musical 
vitality, as in this actual performance. I Got 
Rhythm is a special instance of the rhythmic tag 
the ensemble played with its listeners. 

Blue Skies Irving Berlin 

One of the best of the Fletcher Henderson ar¬ 
rangements for the Goodman band, and a cele¬ 
brated best-seller in the Goodman record catalog 
since is was produced in 1937, this number fol¬ 
lowed intermission. The first solo is Brown’s on 
trombone, following which the wonderful brass 
team of James, Elman and Griffin punch out a few 
measures in a manner to justify that adjective. 
Arthur Rollini, on tenor, and James on trumpet 
are heard in solos, followed by Goodman. 

Loch Lomond Traditional Scottish 

Maxine Sullivan’s swinging of Scottish tunes was 
a relatively new phenomenon in January, 1938. 
When Goodman decided to transfer the idea to a 
big band, he called in, as arranger, an old friend, 
piano-player and arranger named Claude Thorn¬ 
hill. The patter of applause in the background 
greets the appearance, in pink party dress and 
blonde hair, of Martha Tilton. The trumpet chorus 
along the way is by James. 

Blue Room Richard Rodgers, Lorenz Hart 

Blue Room was one of two arrangements made 
by Fletcher Henderson for this concert, with the 
idea of rounding out the attention to such repre¬ 
sentative figures of American popular music as 
Berlin, Gershwin, Youmans, Rodgers and Kern. 
The other arrangement (Kern’s Make Believe) 
did not get into the program. The trumpet solo is 
by Griffin. 



Swingtime In The Rockies Benny Goodman 
Jimmy Mundy 

Jimmy Mundy, whose arrangements gave the 
expression “killer diller” to jazz, is the author of 
this—a typical example of the species to which the 
term was applied. Ziggy Elman is the trumpet 
soloist. 

Bei Mir Bist Du Schon Jacob Jacobs 
Sholom Secunda, Sammy Cahn, Saul Chaplin 

Bei Mir Bist Du Schon, the Andrews Sisters, and 
Ziggy Elman’s “Frahlich” trumpet were all events 
of the 1937-38 winter. The song itself came out of 
a musical show written for the Second Avenue 
Yiddish Theater trade by Sholom Secunda a year 
before. It was not more than locally celebrated 
until the Andrews Sisters happened on it. Elman’s 
contribution to its history—the odd, exciting ex¬ 
cursion in six-eights—grew naturally out of the 
tune’s background. The “frahlich” is a lively dance 
of Jewish folklore, without which a wedding in this 
faith is incomplete. Not only did it give Bei Mir 
Bist Du Schon its distinctive flavor, it also put 
Elman to thinking of other uses of the material. 
His thought emerged first as Frahlich in Swing, 
and then, with words by Johnny Mercer, as And 
The Angels Sing. (This arrangement is by 
Mundy.) 

Trio: China Boy Dick Winfree, Phil Boutelie 

A favorite jam tune from the Twenties, and still a 
favorite. It appeared on the third disc credited to 
the trio (Lady Be Good was the overside) and is 
a remarkable piece of music-making by all con¬ 

cerned. The voice saying “Take one more, Benny,” 
belongs to Krupa; the one answering a little later, 
when Krupa’s turn comes up, is Goodman’s. 

Quartet: Stompin' At The Savoy 
Benny Goodman, Chick Webb, Edgar Sampson 

One of the house specialties of the Goodman band, 
here is a version for quartet which also made 
friends and influenced many people to invest in 
recordings. 

Quartet: Dizzy Spells Benny Goodman, 
Teddy Wilson, Lionel Hampton 

Pieces such as this one are legion in the Goodman 
repertory—bearing such titles as A Smo-o-oth One, 
Opus A6, Air Mail Special, etc.—and were evolved 
by the small group, in informal session, for broad¬ 
cast or recording purposes. Hampton, at the vibes, 
would throw out an idea, or Wilson at the piano, or 
Goodman. It would be worked over, built up, 
molded into a basic structure, with a sequence of 
solos, before public performance was ventured. 
Often enough, the piece grew to twice its original 
length by the time it got to such a performance 
as this. 

Sing Sing Sing Louis Prima 

Something of the history indicated above attended 
the invention of this amazing work, save that the 
changes from the arrangement contributed by 
Jimmy Mundy mostly occurred in public. It began 
in the Palomar Ballroom in Los Angeles during 
the summer of 1936, when the Goodman band 
encountered its first real public approval after a 
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discouraging trip west. The Prima tune (so 
changed that it bears little resemblance to the 
original) is combined with Fletcher Henderson’s 
Christopher Columbus for no reason known to me 
save that it goes well in the same tempo. At this 
concert, with the end of a hectic evening in sight 
and no lingering concern about the success of the 
program, the band seems to be playing at last for 
its own pleasure only, with rather remarkable 
results. 

The first burst of applause comes at a point 
where the twelve-inch commercial recording 
reaches the end of its first side—thereafter, there 
are solos by James, and by Goodman and Krupa 
together (climaxed by a top A on the clarinet and 
a barely audible high C.) When it seems that 
nothing is left but closing formalities, Stacy drops 
into a new groove (the laughter in the background 
was aroused by Goodman’s approving expression 
as he moved the microphone closer to the piano) 
to play one of the most original solos of his life... 
just a dim, hardly credible memory until this re¬ 
cording brought it to reality again. The raucous 
conclusion ended the printed program. 

Encore: Big John's Special Horace Henderson 

One of the few pieces of the evening that ante¬ 
dated the Goodman band, Big John’s Special was 
in the repertory of the Fletcher Henderson band 
of the early Thirties, and also recorded by it. 
Goodman gave it new popularity when he ac¬ 
quired it for the Let’s Dance broadcasts of 1935, 
which introduced the band to a national audience. 
The title, I believe, memorializes a favored Har¬ 
lem bartender called “Big John.” Elman, Good¬ 
man and James play the solos. 

Columbia Records is proud to present the legends who created 
the uniquely American art form called “jazz." Throughout the 
development of jazz, Columbia has recorded performances of the 
greatest jazz artists. Now these important recordings can be 
experienced as never before, through the exciting new Columbia 
Jazz Masterpieces series. 

This series signifies a complete dedication to bringing the lis¬ 
tener the finest sound quality possible. All recordings in the 
series have been digitally remastered from the original analog 
tapes using state-of-the-art equipment and original producers 
when possible. Every selection is available on compact disc, 
cassette and Ip. 

The packaging meets an equally high standard, in most cases 
retaining and enhancing the original artwork. Liner notes docu¬ 
ment the historical importance of these masterpieces, using 
original notes and new research. 

The 12 historic jazz selections described below comprise the ini¬ 
tial set of releases in the Columbia Jazz Masterpieces series, 
along with a sampler featuring highlights from these recordings. 
Additional Columbia Jazz Masterpieces will include landmark 
works by Thelonious Monk, Charles Mingus, Sarah Vaughan, 
Coleman Hawkins, Erroll Garner and many other giants—keep¬ 
ing the history of jazz alive for all time. 

Miles Davis: “Sketches of Spain" (CK,CJ,CJT: 40578) 

A uniquely creative collaboration between Miles and arranger 
and conductor Gil Evans. Davis has rarely soloed with such con- 
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centration of emotion. The authenticity of phrasing and timbre 
are magical, displaying him as an artist with the unique ability to 
absorb the language of another culture and express it with uni¬ 
versal emotion and authenticity. 

Miles Davis: "Bitches Brew" (G2K,J2C,J2T: 40577) 

The first shot fired in the "fusion" revolution, this landmark 
album featuring John McLaughlin and Joe Zawinul changed the 
entire concept of contemporary music. Time stands still for this 
electric masterpiece that is both beautiful and frightening. 

Duke Ellington and Count Basie: "First Time! The Count Meets 
The Duke" (CK,CJ,CJT: 40586) 

On this momentous occasion (July 6,1961), the full orchestras 
of Duke Ellington and Count Basie recorded together, side by 
side. The results are great in significance, great in musical con¬ 
tent and, above all, great in demonstrating the two famous 
leaders' mutual appreciation and understanding. 

Billie Holiday: "Lady in Satin" (CK,CJ,CJT: 40247) 

The ultimate jazz singer gives her heart and soul with a perform¬ 
ance that is intimate and moving, recorded just over a year 
before she died. This collection contains the first genuine stereo 
version of "The End of a Love Affair." "Lady in Satin" is a 
potent statement made by one of the great artists of the 20th 
century. 

Benny Goodman: "Sextet" (CK,CJ,CJT: 40379) 

This is a brand new compilation of the Sextet's best from the 
1950-'52 recording sessions, featuring Terry Gibbs on vibra¬ 

phone. This period has been sadly overlooked by critics and col¬ 
lectors alike, and this collection will be a revelation to jazz 
enthusiasts. 

Benny Goodman: "Carnegie Hall Concert" (G2K,J2C,J2T: 40244) 

This complete version of the legendary Carnegie Hall concert is 
a landmark of recorded music and a jazz milestone. Among the 
many brilliant artists who took part are Harry James, Gene 
Krupa, Lionel Hampton, Cootie Williams, Count Basie, Vernon 
Brown and Teddy Wilson. No collection is complete without it 
As they say: "Sing, Sing, Sing." 

Louis Armstrong and his All-Stars: "Satch Plays Eats" 
(CK,CJ,CJT: 40378) 

There can be few performers in the history of music who have, 
both during and after their lifetime, attracted myths as readily 
as Louis Armstrong. Here, Satch pays tribute to his old friend 
Fats Waller on an album that has become a collector's item. 
New, previously unreleased takes have been chosen from the 
original studio masters on some of the selections. 

Louis Armstrong and his All-Stars: "Plays W.C. Handy" 
(CK,CJ,CJT: 40242) 

W.C. Handy (the "Father of the Blues") and Louis Armstrong- 
a natural combination that results in pure magic. The album 
garnered a five-star rating in down beat magazine over 30 years 
ago, and Louis' brilliance was quoted as "surprising even his 
most dedicated admirers." Some previously unissued takes are 
included. 



The Dave Brubeck Quartet: “Time Out” (CK,CJ,CJT: 40585) 

Features the classic tracks “Take Five" and “Blue Rondo a la 

Turk." This collection finds this pioneering artist exploring exotic 

time signatures and counterpoint rhythms. A unique blending of 

classical Western music, the freedom of jazz improvisation and 

the often complex pulse of African folk music. 

The Dave Brubeck Quartet: “Plays Music from 'West Side 

Story' and Other Shows and Films" (CK,CJ,CJT: 40455) 

This new collection is highlighted by swinging renditions of 

“Maria," “Somewhere" and “Tonight" from the original record¬ 

ing, plus other great show tunes given the inimitable Brubeck 

treatment. The Quartet features Joe Morello, Gene Wright and 

Paul Desmond. 

Miles Davis: "In a Silent Way" (CK,CJ,CJT: 40580) 

An incredible assembly of talent featuring Herbie Hancock, 

Wayne Shorter, John McLaughlin and Joe Zawinul-each of 

whom has gone on to make his own mark in jazz history. This 

collection presents an example of ground-breaking musical 

expression rarely achieved. 

Miles Davis: “Kind of Blue" (CK,CJ,CJT: 40579) 

Group improvisation at its best. Features John Coltrane; Bill 

Evans, James Cobb and Paul Chambers in one of the finest spon¬ 

taneous performances ever recorded. Miles presents the frame¬ 

work necessary to stimulate individual expression to achieve 

a sublime result. 

22 This Compact Disc was manufactured to meet critical quality standards. If you believe the disc has a manufacturing defect, please call our Quality 

Management Department at 800 257-5858, Ext. 863. New Jersey residents should call 609 235-4747, Ext. 863. 23 
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BENNY GOODMAN 
LIVE AT CARNEGIE HALL 

DISC ONE 
1. DONT BE THAT WAY (4:11) 

2. ONE O’CLOCK JUMP (6:33) 

3. SENSATION RAG (1:12) 

4. I’M COMING VIRGINIA (2:03) 

5. WHEN MY BABY SMILES AT ME (:44) 

6. SHINE (:48) 

7. BLUE REVERIE (3:20) 

8. LIFE GOES TO A PARTY (4:05) 

9. HONEYSUCKLE ROSE (13:50) 

10. BODY AND SOUL (3:11) 

11. AVALON (4:07) 

12. THE MAN I LOVE (3:16) 

DISC TWO 
1.1 GOT RHYTHM (5:02) 

2. BLUE SKIES (3:15) 

3. LOCH LOMOND (2:54) 

4. BLUE ROOM (2:36) 

5. SWINGTIME IN THE ROCKIES (2:25) 

6. BEI MIR BIST DU SCHON (3:56) 

7. CHINA BOY (4:47) 

8. STOMPIN’ AT THE SAVOY (5:46) 

9. DIZZY SPELLS (5:40) 

10. SING SING SING (WITH A SWING) (12:03) 

11. BIG JOHN’S SPECIAL (3:43) 
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BENNY GOODMAN 
LIVE AT CARNEGIE HALL 

DISC ONE 

2. ONE O'CLOCK JUMP 
—Basie— 

4. I'M COMING VIRGINIA 
-Cook-Heywood 

1. DON'T BE THAT WAY 
-Goodman-Sampson-Parish- 

3. SENSATION RAG 
-Dixieland Jazz Band- 

G2K 40244 
GK 40245 
DIDP 070002 
n COMPACT 

COLUMBIA 

DIGITAL AUDIO 

5. WHEN MY BABY SMILES AT ME 6. SHINE 7. BLUE REVERIE 
-Sterling-T. Lewis-Von Tilzer—Munro— -Mack-Lew Brown-Dabney- -D. Ellington—H. Carney¬ 

s' 8. LIFE GOES TO A PARTY 9. HONEYSUCKLE ROSE 
-H. James-Goodman- — Razaf—Waller— /j 

10. BODY AND SOUL 11. AVALON 
AoS. -Sour-Heyman-Eyton-J.W. Green- -Jolson-B. Rose- 

12. THE MAN I LOVE 
-I. Gershwin-G. Gershwin- 



BENNY GOODMAN 
LIVE AT CARNEGIE HALL 

DISC TWO 

1.1 GOT RHYTHM 2. BLUE SKIES 
-I. Gershwm-G. Gershwin- —Berlin— 

3. LOCH LOMOND 4. BLUE ROOM 
— Rodgers—Hart— 

G2K 40244 
GK 40246 
DIDP 070003 

n COMPACT 

COLUMBIA 

5. SWINGTIME IN THE ROCKIES 6. BEI MIR BIST DU SCHON 
-Goodman-Mundy- —Secunda—Jacobs—Kahn—Chaplin— 

7. CHINA BOY 8. STOMPIN' AT THE SAVOY 
—Winfree—Boutelje— -Goodman-Webb-Sampson- 

9. DIZZY SPELLS 10. SING SING SING (With A Swing) 
. -Goodman-Wilson-Hampton- -Prima- . 

11. BIG JOHN'S SPECIAL 
-Henderson- 


