




















































































































































































































Example 13, Examples of Robert Graettinger's graphs.

Of the following diverse samples, only the filrst is positively identi-
fied, being a graphic representation of the opening of the Sulte for String
Trio and Wind Quartet, "Part I" (cf, p. 80). The color indications were added

by a Creative ¥World, Inc,, staff member. The other remarks are Graettinger's.
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Stan Kenton recalls that one of Graettinger's prime reasons for employing
graphs was to comprehend more conveniently long spans of music, without reference
to cumbersome score pages, fine print, etc., Both Russ Garcia and Dave Robertson
emphasized that Graettinger's graphs were not exactly precompositional, but
entered the process after a certain amount of raw material was conceived, Garcia
explains, also supplying other detalls:

Taught him for two years . . . contemporary composition techniques,
plus counterpoint, form, harmony, orchestration, We went through the
whole bit, . ., . He would write in conventional music notation, then on
a graph in coa%rs. and change the music to suit his eye and ear and then
do the fina-lo

Yes I taught Bob about graphs . . . and (more important) about writing
in "rhythmic curves" and about what we called "painting a score" and every
other musical device that I knew,

He would rough sketch, thinking in rhythmic curves, and then put it on
a color graph, and then his final scoring--I think most of [Graettinger's
recorded works | were graphed (except Thermopolae--I don't think was).’3

Garcla's concepts of "rhythmic curves” and "palnting a score" are explained in

his book, The Professional Arranger Composers

Rhythmic Curves

This wonderful way of writing is an art in itself, ., , . You must think
first rhythmically then melodically, It is wise at first to just write
general rhythmic curves, not actual notes with tonalities,

Examples

B ﬂlg'u \FJ’D‘Wl

¥
oL O

—
—x

e« o« o » Once you have a general rhythmic curve it is easy to find notes and
harmonies that are natural to it,

Writing rhythmic curves will speed your composing and arranging and help
you keep the picture of the whole composition or arrangement in your mind

?2Letter from Russell Garcia, KeriKeri, New Zealand, April 12, 1973.

?3Letter from Russell Garcia, August 8, 1973.
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which 1s all important. It is similar to an artist sketching his picture
before going back to put in all the details, Or as an author outlining
the plot of his story before he writes it in detail,
Writing Mass Motlon

This is writing rhythmic curves with masses of sound, Contrast in the
direction of each mass is essential, This system of writing is often
referred to as "palnting a score,” A curved or jagged line on the score

page in one color &nd a counter line or two against it in a contrasting
or similar color.’ ,

Garcia also presents one example of a graph (p. 146), the technique being purely
representational, identical to that noted above, He doesn't elaborate on the
advantages of graphing, i.e,, procedures for evaluation or manipulation of
material, once graphed,

Carol Easton refers prominently to the City of Glass graphs, her comments
containing an important discrepancy. In one instance, she infers that Clinton
Roemer transcribed the graphs into conventional notation (”"When copyist Clinton
Romer [ sic] transposed the music [1.e., graphs] to score paper, . . ."?5), and
in another, that there were no conventional scores (Capitol Records producer
Lee Gillettes "'The engineer and I had a rough time with the scores because of
that graph system Graettinger used. "'76). The latter is of course disproved by
the fact of the first movement score fragments, and Roemer refutes both points:

Anything of Bob's was copled directly from a complete score, I doubt

if anyone understood the system well enough to have made a direct tran-
scription o%pa.rts from his grapha--I wouldn't have even been willing to
have tried,

Anyone studying the Graettinger graphs will encounter the interesting

distraction of numerous self-addressed messages, some technical memoranda, others

more routine, A samplings

7%Russell Gareia, The Professional Arranger Composer (New York:s Criterion
Music Corp.. 19514)' PP, 143-'44.

75Easton, Straight Ahead, p. 140,
761b1d., p. 142.

77Letter from Clinton Roemer, Sherman Oaks, California, August 13, 1973.
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REMEMBER WALKING HOME LAST NIGHT.

REMEMBER THAT YOU SPENT 2 1/2 MONTHS CHECKING THIS SCORE,

IN THE OBLIVION, USE THE MIDDLE FLUTE VERY TENDERLY.

CLIMAX IS AFTER THE PEAK IS HEACHED, THEN MAKE IT TO THE OBLIVION THAT
YOU SO SELDOM ACHIEVE, THEN GRADUALLY COME DOWN FROM IT.

THE COMPOUNDED CLIMAX IS A TRIP SOMEWHERE COMPLETELY NEW AND STRANGE,

ALL XINDS OF INNER THINGS FOKING THROUGH.

IMMEDIATELY A WHOLE GO UNIVERSE THAT IS BRUTALLY INTERRUPTED.

TRY A PAUSE BEFORE THE G7 NUDGE,

© THERE ARE ENOUGH OF EACH COLOR AND THEY ALL FIT SO THE NOTES MUST BE
RRECT.

THURSDAY MORNING--SEE IF THEY ARE ALL ON THE RIGHT SIDE OF THE LINE
THEN TRANSPOSE THEM (CONTRACTED) TO EACH 4°'S, 5'S, AND 7°'S AND IF ALL
COMBINATIONS OF NUMBERS START AND END RIGHT YOUR |81c] ALL SET TO GOl

CLEAN ALL OF THIS SHIT UP TODAY.

Graettinger®'s few public pronouncements concerning his music were of
the vague, "public relations” variety, and therefore included few technical
revelations, In the Mexrrilyn Hammond interview cited in Chapter IV, he is
quoted at length:

"If I had to tag any 'isa’ on my music, I would probably say it was
evolutionism, I've never had a technique to execute my ideas, I work
from the idea, and have acqualinted myself with the physical laws of sound,
I use a different technique for every idea, I feel a lot of music is
written by composers as a result of technique, With me it's the other
way arourd, I want the music to be the result of my idea,

"I am not trying to set any rules, I've never studied music formally
but I've listened all the time and read and am aware of what has come
before me, 1 can't dellberately devote any thought to success, I1I'm very
concerned with my audiences but only to assure me that I'm a complete human
beinGU e 8 e

"I can't think of writing music in conjunction with any other art, though
I like to attend the ballet and oggra and I get a spontaneous thrill out of
popular singers and jazz combos,”

The City of Glass/This Modern World record jacket contains an additional
quotes "The way I hear music is in a series of constantly changing tensions,
What I hear isn't individual melodies or harmonies, but something more like
abstract shapes in motion--physical things passing through time,”

Perhaps providing more insight are the observatlions of others who have
had some association with Graettinger's music, Composer Harold Budd devoted

six weeks "on and off" to a study of the materials, and concluded:

78Merrilyn Hammond, "Musical Evolutionist” (Bob Graettinger), Music Views
(Capitol Records), XII, No. 8 (August, 1954), pp. 6-7.
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I personally don't think that there was a "system” to be decoded, and
insofar as there were the makings of something resembling a formal system,
it was not a rigorous one~--but everything looks like there was one. ., . .

« ¢« ¢ I was also interested, of course, in his color-coded graphs; I was
curious to determine if he had, in fact, pre-dated Feldman in his use of
such, but it is quite clear that his graphs were translated into standard
analog notatlons the players never saw a graph; they were responsiblﬁ
only for 4/ with triplets as the only "irrational™ rhythmic element,

Budd further recalls a friend of Graettinger (probably Forrest Westhrook)
relating that Bartok was Graettinger's "favorite composer,"

David Robertson offered the following recollections of Graettinger's
technical procedures: |

Bob used and understood considerable in the way of Schillinger devices,
but was never a whole-hogger, Which is to say, if they could serve his
ends, he applied them, and if not, he went some other way, . . .

He was also aware of, and used, to some extent, twelve tone, I can't
remember where this came from, , . + & number of us at Westlake at that
time . . . were exploring twelve-tone, Russ Garcia may have brought it up,
or it might have been I, ILot of people carrying the little Ernst Krenek
manual around, And I remember talking over the Maury Deutsch pamphlets
with himn, These were Schillinger-ish in content,

He was highly preoccupled with control of texture--partlicularly in
terms of the avoldance of unfortunate "let-downs” in his works, The
pursuance of this--and for that matter, everything he did--~involved a
huge amount of preliminary writing and rewriting, in order to explore all
possibilities and be sure of ending up with the very best, He described
the construction of an extended trumpet-only passage (I think it was in

" City) which he solved by, 1, writing out the basic line, 2, filling in
ALL possible notes which would fulfill his textural requirements, 3. "Free
blowing” his way through the possibilities he had filled in, The results
were marvellously effectlve,

e o o Bob arrived at his nuclear materials by ear, and spent a lot of
time at the piano, both for this, and, insofar as his moderate piano skill
would allow, to prove out his orchestration,

Likewise, the broad shapes and dramatic flow of his works were arrived
at intuitively, So that, having arrived, through the above processes, at
the shape of an "empty" composition (whose empty places, however, were tagged
with distinct requirements) he would set about filling them in, using what-
ever devices would serve hls needs, , , .

So Bob used some Schillinger devices, but, more important, he picked
up-~probably already had, to some extent--Schillinger's way of approaching
problemns, and often, when he was not using out-and-out Schillinger, was
using pseudo Schillinger. . . .

79Letter from Harold Budd, Valencia, California, July 14, 1973,
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I think I mentioned before that Bob had a bad ear, in the conventional
sense (this I know from his performance in ear training classes, which was
below the median), Which makes him an outstanding example of the fact that
a good composer need noi demonstrate absolute pitch or high tonal memory or
instantaneous auditory analysis., He got to it all, bga he had to do it the
hard way. He made no sounds which he did not intend,

Carol Easton quotes Art Pepper as recalling one interesting detail of
Graettinger's method:

“Graettinger didn't write just for a band, or for sections; he wrote
for each individual pexrson, more or less llke Duke Ellington and Billy
Strayhorn did. . . . in oxder to do this, he spent a long, long time just
traveling with the band., We played one-nighters, mostly, and we'd be on
the bandstand playing, and he was very tall . . , and he stood out, All
you'd have to do was look out in the crowd and you could see him immediately,
even in the balcony! He would just stand and listen to the band, Then on
the next set, he'd be in another spot. He would block everything out, if
he could, and listen to Just one particular person, and get that person's
sound, the way that person played; because even though together it sounds
the same, everybody has thelr own little personal connotatlons of playing
the same thing, He wrote for each person, like as far as the projection
of their sound, how the sound carried, what it reminded him of, and he 8
spent months Jjust doing that, Jjust standing and listening to the band.” 1

A final Graettinger quote provides aesthetlc insight, if not technical:

11 1ive above the timberline, where nothing grows.'"52

80Letter from David Robertson, Brimfield, Massachusetts, November 17, 1973.

81paston, Straight Ahead, p. 139.

821p44,, p. 138.



IX, FINAL COMPOSITIONS

In addition to You Go to My Head, Bob Graettinger is represented in
The Kenton Era by the btrief (approximately 3115) composition, Modern Opus,
Many assume this to be his final "Jjazz" effort, but its recording date (March 19,
1952, antedating the recording of all of This Modern World, except "A Horn") and
instrumentation (same as "An Orchestra") prove otherwise, placing the composition

among the sequence of pleces from which This Modern World was drawn. Unfortu-

nately, Modern Opus belongs to the group judged as deficlent, as it returns to
Graettinger's wandering, direction-less habit, with little imagination, and a

paucity of the isolated moments of interest present in even his mediocre efforts.

The overall content seems closer in spirit to City of Glass than This Modern World,

with even an occasional hint of the moribund air of Thermogglae.

Though the original score of Modern Opus is missing, the parts remain,
and a score has been reconstructed. The opening page (see Example 14) suggesté
the presence of a seven-tone row, though, again, efforts to discover the process
were frustrated, The piece is totally atonal, athematic, and through-composed,
consisting primarily of Graettinger's familiar elaborate counterpoint. The only
consistent thread is a repeated bb occurring elther as a sugtained pedal (e.g.,
Horns, mm, 7-15, trumpets, m, 24, bass trombone, mm, 38-43), or rhythmic figure
(e.g., string bass octave ostinato, mm, 47-68), but is present in some form
throughout most of the plece, The closing EP major chord perhaps qualifies the
earlier "atonal" description, suggesting an underlying prolonged V - I in Eb.

Modern Opus is entirely slow (f = ca, 92), in U4/, After a brief
saxophone introduction, the brozd division seems tripartite, the sectlons made

apparent by shifts in timbral emphasis, The saxophones embellish the first
76
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b° pedal (Horns, guitar), and thus comprise the first section (mm, 7-24). The
texture is almost totally contrapuntal, and does not at all suggest "Some
Saxophones," as might be assumed, but rather the meandering saxophone back-
ground of "A Trumpet,"” This section is balanced by the third (mm, 47-63), in
which the brass are the primary decoration of the pedal (guitar and bass), The
intervening section (mm. 25-46) is in the nature of a btridge, featuring a Horn
duet (mm, 30-37), and the ensemble, The latter's dragging nine-tone chords
(mm, 38-43) are very effective, though the "swinging" double-time passage
(mm, 44-46) seems trite,

The rhythm section is active throughout, the bass with many intricate
pizzicato improvisation-like figures, and the drums with quasi-"time," The
plece closes with a brief coda (mm, 64-68), consisting of two phrases of
wandering saxophone chords in strict sixteenth notes, with the bass/guitar bP°
ostinato continuing. The final sonority, a sudden E° B2JT 9 g another of
Graettinger's odd endings, seeming an artificially proper conclusion to an
atypleal pilece.

Modern Opus, like You Go to My Head, was mostly lost among the over

forty items in The Kenton Era., In the review cited in Chapter III, George

Simon did acknowledge the piece, describing it as "full of dissonances,” and

noting that Graettinger had "penned far better things than these two here."83
Robert Graettinger's last composition was the Suite for String Trio

and Wind Quartet, the lnstrumentation being flute, oboe, bassoon, Horn, violin,

viola, and cello, According to a close friend, Forrest Westbrook, the piece

consuned Graettinger's interests for the last four years of his 1ife,8u Westbrook

further recalling to Carol Easton that Graettinger "felt that for the first time

83George Simon, The Kenton Era (record review), Metronome, ILXXI, No. 3
(Mareh, 1955), p. 37. -

847nterview with Forrest Westbrook, Los Angeles, California, May 30, 1973.
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he was really getting things down the way he wanted them,"85 Kenton recalls
that Graettinger, though very 1ll, worked frantically during the last months of
his 1ife, laboring on the plece for six or seven hours at a time, otherwise
remaining in bed.86

Graettinger completed only the first three movements of the septet, the
fourth remaining in graph form, The scores and a substantial number of graphs
remain in Stan Kenton's office, and, for approximately one year after Graettinger's
death, Forrest Westbrook attempted to “realize" the fourth movement graph, the
latter being of the purely representational type, Except for the ending, he
succeeded, also supplying dynamics, phrasing, filling in the occasional gaps, ete,
Westbrook made at least one attempt, unsuccessful, to have the plece performed,
though his arrangements for a taping were successful, Unfortunately, the
recording has been misplaced in the intervening years, Harold Budd recalls
hearing the tape, his impression being that the music "was very disappointing
pseudo-Baxrtok stuff ., . . pretentious even; a bad piece."87 The reference to
Bartok is not surprising, recalling his being Graettinger's "favorite composex,"

Concerning the Suite itself, an analysis is not included herein, as the
length is s0 substantial as {0 require a separate study, "Part I" comprises
198 measures (4/4, § = 152-160), "Part II," 96 measures (4/4, § = 80-84), and
"Part III," approximately 225 measures (4/4, § = 126-132), The fourth movement,
i.,e,, ¥esttrook's manuscript, consumes some fifty-five score pages, Each
movement opens with row-like material (see Example 15), but initial efforts
10 reveal a system were again thwarted., It is interesting to note that the first
three movements sll begin with the note d, and that the first two also end with
al (Horn), preceded by an identical chord (see Example 16).

85Easton, Straight Ahead, p. 195,

861nterview, Stan Kenton,

87Letter from Harold Budd.,
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Suite, I, copy of autograph score,
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Suite, II, copy of autograph score.
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Example 15¢. Sulte, III, copy of autograph score,
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Exanple 16, Suite, I, last four measures (facsimlle; transposed),
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X. CONCLUSION

Robert Graettinger died on March 12, 1957, in Hollywood Presbyterian
Hospital, a victim of cancer. He had been stricken in the groin the previous
Thanksgiving, and had undergone surgery. The procedure was unsuccessful, how-
ever, as the malignancy had spread to his lungs by February., Funeral services
were held at Christ Episcopal Church, Ontario, with Stan Kenton and Pete Rugolo
the only musicians in attendance,

Graettinger was survived by his parents and trother, John, His parents
had moved to Palm Springs in 1941, Mr, Graettinger being editor of the Palm
Springs Desert Sun from that date until his death in 1965, Mrs, Graettinger
subsequently returned to Ontarlo, and married a prominent judge, Archie D,
Mitchell, John Graettinger attended Harvard from 1940 to 1946, recelved his
M.D., and is currently Dean of Student and Faculty Affairs, Rush University,
Chicago.

If portions of Robert Graettinger's earlier life are accurately described
as secluded, his last years were especially so., He apparently was consumed with
composing the septet, and became more and more divorced from the mainstream of
jazz activitles, one indication being the apparent absence of a death notice in
both Downbeat and Metronome. A friend from high school, Charles Hall, reports
seeing Graettinger occasionally during the last year of his life, Hall, a trumpet
player, was half-owner of a Hollywood club, the Mardi Gras, and recalls Graettinger
coming in periodically for gratls food, drinks, etc., Graettinger had no car,
and Hall also recalls providing him with occasional transportation., Graettinger

usually came to the club during the day, Hall being under the impression that he
84
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composed all night.88 Max Cramer played at the Mardi Gras during this period,
and also recalls seeing Graettinger there, He relates:
I went to his room after the job one evening for a trief moment, having taken
him home, He had rented a garage in which there was an upright piano, and
a mattress on the floor with a small bathroom, He wa.ggentirely obsessed with
his music and began to play mightily at the keyboaxrd,

In formulating an overall assessment of Robert Graettinger's contribution,
it would be tempting to undexrestimate his accomplishments, due to the small number
of truly meaningful works produced (specifically, the last movement of City of
Glass, and "Some Saxophones,” "A Thought," and "A Trumpet” from This Modern
m}._). However, when considering his relatively limited output, his percentage
of success was probably not that different from many "recognized" composers, and,
of course, a composer should receive his due for writing even one "meaningful"
work, It is clear that Robert Graettinger deserves much credit, for evolving a
forceful, personal style, and for being one of a very few composers to attempt
the "classical"/jazz duality, and to show true insight into both arts, At its
best, his style is essentially "legitimate,” but with the vibrancy, intensity,
and sheer timbral joy associated with jazz. Like all composers, Graettinger
experienced growing pains, though for him the experience was often public instead
of private, because of his early exposure through Stan Kenton, In his most signif-
icant compositions, the growth process showed many signs of reaching full maturity,
and, as noted earlier, it is tragic that this process was halted so early, in his
thirty-third year.

To quote Willie Maiden, "I wish we could hear more,"

881nterview with Charles Hall, Los Angeles, California, May 29, 1973.

891nte:nr1ew » Max Cramer,



APPENDIX I
LIST OF COMPOSITIONS AND ARRANGEMENTS

This compilation 1s a result of the author's own research in the Creative
World, Inc,, office, and from information provided by Kenton historian Michael
Sparke, Hounslow, Middlesex, England, Sparke was especially helpful in providing
most of the approximate dates, which he determined by the occasional indications
of band personnel on the scores, and/or from entries in copyist Clinton Roemer's
files, assuming that the dates of writing and copying were not too far removed,

The scores and parts marked X are currently housed in the offices of
Creative World, Inc,, 1012 South Robertson Boulevard, Los Angeles, Galifornia,
90035, It seems loglical to assume that additional music exists somewhere, though
the contributors to this project expressed no further knowledge,

In addition to the listed materials, there are several score scraps,
currently not identified, "Standard instrumentation” refers to the usual Kenton

make-up of five trumpets, five trombones, five saxophones, and four rhythm,
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TITLE:

Thexmopolae
April in Parls

I'm in the Mood
for love

Molshoaro
Untitled
original

City of Glass
friginal version)

Autumn in New
York

The Beachcomber

Untitled
original

Untitled
original

Too Marvelous
for Words

Condolence

*Harold Budd reports the exlstence of the original City of Glass parts,
the materials in the Creatlve World office,

INSTRUMENTATION ¢

Standard
Standaxrd

Standard
Standard

Standard

Standard

Standard

Standard

Standard, plus Latin
percussion

Standard

Standard, plus vocal
(June Christy)

Standard

DATE

1947

late 1947 or early
1948

late 1947 or eaxrly
1948

late 1947 or early
1948

late 1947 or early
1948

Before February,
1948

1947 or 1948

1947 or 1948
1947 or 1948

1947 or 1948

ca, Maxrch, 1948

May, 1948

SCORE:

X

(incomplete)

X

PARTS:

(x*)

RECORDEDs
(see Discography)

X

i8

However, they are apparently not among



I Only Have
Eyes for You

Laura

You Go to My
Head

Lover Man

Irrestible You

Everything
Happens to Me

Fine and Dandy

April in Paris

Incident in
Jazg

Untitled compo-
sition in two
movements

Untitled
original

House of Strings

Untitled
original

Standard

Standard
Standard

Standaxrd, plus voecal
(June Christy)

Standard

See Discography
Standard, plus vocal
(June Christy)
Standaxd, plus Horn,
tuba, strings, harp,
woodwinds instead of

saxophones

Innovations

String chamber orchestra,
plus one percussion (see

Chapter IV)

Innovations

String orchestra

Innovations

After April, 1948

After April, 1948

After April, 1948

After April, 1948(7?)

June, 1948
September, 1948

September, 1948

May, 1949

October, 1949

January, 1950

May, 1950

May, 1950(?)

ca, September, 1950

X
(not original;
in pencil,

appear unused)

(except
bari,
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Untitled
composition

City of Glass,
I, II

City of Glass,
111

City of Glass,
Iv

IIA Hom"

"A Cello"

Untitled
original

Untitled
original

Untitled
oxiginal

Untitled
original

Modern Opus

"Some Saxophones"

"A Trumpet"

String quartet and
flute

Innovations

Innovations

Innovations

Innovations

See Discography

Standard, plus two
Horns

Standaxd, plus two
Horns

Standard, plus two
Horns

Standard, plus two
Horns

Standard, plus two
Horms

Saxophones

Standard

March, 1951(?)
July, 1951
August, 1951
September, 1951

September, 1951

January, 1952
January-June, 1952

January-June, 1952
January-June, 1952
January-June, 1952

Maxch, 1952(?)

April, 1952

Decenber, 1952

PP, 1 and
3-7 only

X
(incomplete)

X
(compiled from

original parts)

First page
only

X
(compiled from

original parts)

X
(except solo
Horn, pilano,
guitar, bass)
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"An Orchestra"
*A Thought"

Suite

Standard
See Discography

String trio and
wind quartet

February, 1953
February, 1953
May, 1953(?)-1957

06



APPENDIX II, DISCOGRAPHY

The tulk of the Graettinger/Kenton discographical information was
provided by Kenton historian Peter Venudor, Amsterdam, Holland, while the
June Christy/Bob Cooper data was supplied by Michael Sparke, Hounslow, Middlesex,
England, Included are dates, locations, complete personnel, and release numbers
of all Graettinger commerclal recordings. Stan Kenton's albums have been re-
released on Kenton's Creatlve World label, and are available in some record
stores, or from Creative World, Inc., P.0, Box 35216, Los Angeles, California,
90035,

Saxophones are listed throughout in the order of alto, alto, tenor, tenor,

baritone; rhythm in the order of piano, gultar, bass, drums,

Thermopolae _
Recoxrded December:‘ 1947, RKO-Pathe Studlos, New York, New York, Original release:

Capitol 15052 ("78")., Included in album, A _Concert in Progressive Jazz (Capitol
T-172; Creative World ST-1037).

Trumpets: Buddy Childers, Ray Wetzel, Al Porcino, Chico Alvarez, Ken Hanna

Trombones: Milton Bernhart, Harry Betts, Eddie Bert, Harry Forbes, Bart
Varsalona

Saxophones: George Weldler, Art Pepper, Bob Cooper, Warner Weidler, Bob Gioga

Rhythm: Stan Kenton, Laurindo Almelda, Eddie Safranski, Shelly Mamne

Everything Happens to Me (arranged by Robert Graettinger)

l(iecorg.ed March 25, 1949, Hollywood, California, Original releases Capitol 57-578
u78u .

Bob Cooper Orchestras June Christy (vocal), Buddy Childers (trumpet), Johnny
Mandel (bass trumpet), Billy Byers (trombone), Art Pepper (alto sax), Bob Cooper
(tenor sax), Irving Roth (baritone sax), Jasper Hornyak (violin), Cesare Pascarella
(cello), Hal Schaefer (plano), Joe Mondragon (bass), Don Lamond (drums), Louis
Martinez (conga).
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Incident in Jazz
Recorded February 4, 1950, Capitol Studlos, Melrose Avenue, Hollywood, California.

Includet)i in album, Innovations in Modern Music (Capitol W-189; Creative World
ST-1037).

Trumpets: Buddy Childers, Maynard Ferguson, Shorty Rogers, Chico Alvarez,
Don Paladino

Tromboness Milton Bermhart, Bill Russo, Harry Betts, Bob Fitzpatrick, Bart
Varsalona

French hornss John Graas, Lloyd Otto; tuba, Gene Englund

Saxophoness Bud Shank, Art Pepper, Bob Cooper, Bart Caldarell, Bob Gioga

Violinss George Kast, Lewis Elias, Earl Cornwell, Alex Law, Carl Ottobrino,
James Holmes, James Cathcart, Dave Schackne, Herb Offner, Anthony Dorila

Violas: Stanley Harris, Leonard Selic, Samuel Singer

Cellis Gregory Bemko, Jack Wulfe, Zachary Bock

Rhythm: Stan Kenton, Laurindo Almelda, Don Bagley, Shelly Manne, Carlos
Vidal (conga)

House of Strings

Recorded August 24, 1950, Capitol Studios, Hollywood, California., Included in
album, Kenton Presents (Capitol T-248; Creative World ST-1023),

Violins: George Kast, Lewlis Ellas, Earl Cornwell, Alex Law, Carl Ottotrino,
James Holmes, James Cathcart, Dave Schackne, Herb Offner, Anthony Doria

Violas: Stanley Harris, Leonard Selic, Samuel Singer

Celli:s Gregory Bemko, Mary Jane Gillan, Zachary Bock

Basss -Don Bagley

City of Glass

Recorded December 5 and 7, 1951, Capitol Studios, Hollywood, California, Original
releases Capitol H-353 (tem-inch LP), Included in album, City of Glass/This
Modern World (Capitol W-736; Creative World ST-1006).

Trumpets: John Howell, Maynard Ferguson, Conte Candoli, John c&ppola, Stu
Williamson

Trombones: Bob Fitzpatrick, Harry Betts, Bill Russo, Dick Kenney, George
Roberts

French horns:s John Graas, Lloyd Otto, George Pricej; tuba, Stan Fletcher

Saxophoness Bud Shank (also flute), Art Pepper (also clarinet), Bob Cooper
(also oboe, English horn), Bart Caldarell (also bassoon), Bob Gloga (also bass
clarinet)

Violins: Alex Law, Danny Napolitano, Earl Cornwell, Barton Gray, Biil-wWright,
Dwight Numa, Charlie Scarle, Seb Mercurio, Phil Davidson, Maurice Koukel, Ben
Zimberoff

Violass Dave Smiley, Paul Israel, Aaron Shaplro

Celll: Gregory Bemko, Zachary Bock, ¥ary.Jane Gillan

Bass: Abe Luboff SR

Rhythm: Stan Kenton, Ralph Blaze, Don Bagley, Shelly Manne
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This Modern World
Recorded various dates (see below), Capitol Studios, Hollywood, California.

Original release: Capitol H-460 (ten-inch LP), Included in album, City of
Glass/This Modern World (Capitol W-736; Creative World ST-1006),

I. "A Horn," Recorded December 5, 1951,
Personnel same as City of Glass,

II. "Some Saxophones.," Recorded May 28, 1953,

Saxophones: Bud Shank, Herb Geller, Bob Cooper, Bart Caldarell, John
Rotella

III, "A Cello,"” Recorded March 20, 1952,

Cellos Gregory Bemko

French hornss John Graas, Lloyd Otto, Fred Fox

Saxophones: Bud Shank (also flute), Lennie Niehaus (also oboe), Bob
Cooper (also English horn), Bart Caldarell (also bassoon), Bob Gioga (also
bass clarinet) o

Rhythm: Don Bagley (bvass), Frank Capp (drums) /.. ;r b pla <

o Ao
o

IV, "A Thought.,"” Recorded May 28, 1953. {

French horns John Graas

Saxophoness Bud Shank (also flute), Hexb Geller, Bob Cooper (also
oboe/English horn), Bart Caldarell (also clarinet/bassoon), John Rotella

V. "A Trumpet,"” Recorded Fetruary 11, 1953,
Trumpets: Buddy Childers, Maynard Ferguson, Conte Candoli, Don Dennis,
Ruben McFall, Pete Candoli

Trombones: Bob Burgess, Blll Russo, Frank Rosolino, Keith Moon, George
Roberts

T [ e
French horns: John Graas, Lloyd Otto [pe Here
Saxophoness Vinnle Dean, Lee Konitz, Bill Holman, Richard Kamueca, Bob Gloga
Rhythm: Stan Kenton, Sal Salvador, Don Bagley, Stan Levey

VI. "An Orchestra,” Recorded February 13, 1953.
Personnel same as "A Trumpet,” except omit Pete Candoli, trumpet,

TR
Modern Opus

Recorded March 19, 1952, Capitol Studios, Hollywood, California, Included in
album, The Kenton Era (Capitol WDX-569; Creative World ST-1030).

Trumpets: Buddy Childers, Conte Candoli, Clyde Reasinger, Don Dennis, Ruben
McFall
Trombones: Bob Fitzpatrick, Bill Russo, John Halliburton, Gerald Finch,
Geoxrge Roberts
French horns: John Graas, Lloyd Otto
Saxophones: Lennie Niehaus, Dick Meldonian, Bill Holman, Lee Ellilott, Bob Gioga
Rhythms Stan Kenton, Ralph Blaze, Don Bagley, Frank Capp
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You Go to My Head (arranged by Robert Graettinger)

Recorded September 16, 1952, Universal Recorders Studio, Chicago, Illinois,
Included in album, The Kenton Era (Capitol WIK-569; Creative World ST-1030),

Personnel same as "An Orchestra,” except omit French horns,

Untitled, unreleased composition(s), in four sections,
Recorded September, 1954, Capitol Studios, Hollywood, California,

Trumpetss Bob Clark, John Cappola, Herb Pomeroy, Sam Noto, Norman Prentice

Trombones: Bob Fitzpatrick, Frank Rosolino, Kent Larsen, Frank Strong,
Norman Bartold

Tubas Gene Englund

Saxophoness Lennie Niehaus, Charlie Mariano, Bill Holman, Jack Montrose,
Boots Mussulli

Rhythms Stan Kenton, Ralph Blaze, Max Bennett, Mel Lewis
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APPENDIX III

"A TRUMPET," FROM THIS MODERN WORLD

This score was compiled from the original parts by the author, It is
a "concert" (i.e., untransposed) score, with the baritone saxophone, guitar, and

bass sounding an octave lower than writtem throughout.
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