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jazz wil l be presented on U N I T E D A R T I S T S R E C O R D S . 
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S o n n y R o l l i n s a n d t h e C h a l l e n g e 

o f T h e m a t i c I m p r o v i s a t i o n 

b y G u n t h e r S c h u l l e r 

Since the days when pure collective 
improvisation gave way to the i m 
provised solo, jazz improvisation has 
traveled a long road of development. 
The forward strides that character
ized each particular l ink in this 
evolution were instigated by the 
titans of jazz history of the last 
forty-odd years: Louis Armstrong ; 
Coleman Hawkins ; Lester Y o u n g ; 
Charlie Parker and Dizzv GillesDie 1 

Miles Dav is - collectively the M J O 
under lohn l e w i s ' awns- and some 
" ! " J„ hnt leUer L r * , 
Today we have reached another 

centra, figure ot present renewal 
is Sonny Kol l ins . 

Each of the above jazz greats 
brought to improvisation a particular 
ingredient it did not possess before, 
and with Roll ins thematic and struc
tural unity have at last achieved the 
importance in pure improvisation 
that elements such as swing melodic 
conception and originality of ex
pression have already enjoyed for 
many years. 

Improvisatory procedures can be 
divided roughly into two broad and 
sometimes overlapping categories 
which have been called paraphrase 
and chorus improvisation. The 
former consists mostly of an embel
lishment or ornamentation technique, 
while the latter suggests that the 
soloist has departed completely from 
a given theme or melody and is i m 
provising freely on nothing but a 
chord structure! l i t is interesting to 
note that this seDaration in imorovi -
sational techniques existed also in 
classical music in the 16th to ]<Sth 

mentation | eiaoorano | ana 
vibration [inientio\.) Most impro* . 
jsat.on in the modern jazz era be
longs.to this second categorj ana. it 
is with developments in this area that 
this article shall concern itself. 

In short, jazz improvisation be
came through the years a more or 
less unfettered, melodic-rhythmic ex
temporaneous composing process in 
which the sole organizing deter
minant was the underlying chord 
pattern. In this respect it is impor
tant to note that what we all at 
times loosely call " v a r i a t i o n " is in 
the strictest sense no variation at a l l . 
since it does not proceed from the 
basis of varying a given thematic 
material but simply reflects a player's 
ruminations on an un-varying cnord 
progression As Andre Hodeir put it 

F ™ j " L Z f r o m ,11 a n d 
t l , r 1 W i J . ' T i L l „ , rn 

' a ' i ! a z i t • 
provisation ,s a simple e " ' a " ™ 
inspired by a given harmonic 
sequence. 

Simple or not, this kind of ex
temporization has led to a crit ical 
situation: to a very great extent, im
provised solos—even those that are 
in all other respects very imaginative 
—have suffered from a general lack 
of over-all cohesiveness and direc
tion, the lack of a unifying force. 
There are exceptions to this, of 

Some of the great solos of 
the nast ( A r m s t r o n g M utiles 
Hawkins ' Body and Soul [second 
chorus 1 Parker's Ko-Ko etc 1 have 
held together as nerfect comuositions 
bv virtue of the imuroviser's genial 
E l l K V n i n * d o i not 
„ , ™ , , 7 v Li* ™ L ; „ n ~ 

its own standards, thereby creating 
its own k ind ot organization. I Hut 
such successtui exceptions have only 
served to emphasize the relative i a i l -
ure of less insp.red improvisations. 
1 hese have been the victims of one 
or perhaps all of the following_symp
toms: I I ) the average improvieation 
is mostly a stringing together of un
related ideas; 12) because of the in¬
dependency spontaneous character 

of most improvisation, a series of 
solos by different players within a 
single piece have very little chance 
of hearing any relationship to each 
other (as a matter of fact, the 
stronger the individual personality of 
each player, the less uniformity the 
total piece is likely to achieve) ; (3) 
in those where composing for 
arranging I is involved the body of 
interspersed solos generally has no 
relation to these non-improvised sec-
Hons- 14) otherwise interesting solos 
are often marred by a sudden quo-
tstion frnm somp romnlptplv ir 
relevant material. 

I have already said that this is not 
altogether deplorable (I wish to em
phasize this I, and we have seen that 
it is possible to create pure improvi 
sations which are meaningful reali
zations of a well-sustained over-all 
feeling. Indeed the majority of play
ers are perhaps not temperamentally 
or intellectually suited to do more 
than that. In any case there is now 
a tendency among a number of jazz 
musicians to br ing thematic (or 
motiv ic 1 and structural unitv into 
improvisation Some do this bv com 
L i n * composition and imnrovisa 
, m V p i J L M o r W n L„ 
r w l 3 X n , ffrp Th™T 

m i " i i r • j pvt™ 
porization 

Several of the latter's recordings 
offer remarkable instances of this ap
proach. The most important and per
haps most accessible of these is his 
Blue 7 (Prestige L P 7079) . It is at 
the same time a striking example of 
how two great soloists (Sonny and 
Max Roach) can integrate their im
provisations into a unified entity. 

I realise fuHy that music is meant 
to be listened to, and that words are 
not adequate in describing a piece 
of music. However, since laymen, and 
even many musicians, are perhaps 
more interested in knowing exactly 
how such structural solos are achiev-



ed than in blindly accepting at face 
value remarks such as those above, 
I shall try to go into some detail and 
with the help of short musical ex
amples give an account of the idea
tional thread running through Rol 
l ins ' improvisation that makes this 
particular recording so distinguished 
and satisfying. 

Doug Walking starts with a re
strained walking bass-line and is 
soon joined by M a x Roach quietly 
and simply keeping time. The non
committal character of this introduc
tory setting gives no hint of the strik
ing theme with which Roll ins is 
about to enter. It is made up of three 
primary notes: D , A-flat and E . 1 The 
chord progression underlying the en

tire piece is that of the blues in the 
key of B-flat. The primary notes of 
the theme ( D , A-flat, E ) which, taken 
by themselves, make up the essential 
notes of an E seventh chord thus re
veal themselves as performing a 
double function: the D is the third 
of B-flat and at the S&ITJ.6 l inic the 
seventh of E , the A-flat is the seventh 
of B-flat and also (enharmonically as 
C -sharp) the third of E the E is the 
flatted fifth of B-flat and the tonic 
fif F The rpsnlt is that the three 
tones create a hitonaL complex of 
notes in which the blue 'notes pre¬
dominate 

At the same time, speaking strictly 
melodically, the intervals D to A-flat 
(tritone) and A-flat to E (major 

third I are about the most beautiful 
and most potent intervals in the West
ern musical scale. (That Rollins, 
whose music I find both beautiful and 
potent, chose these intervals could be 
interpreted as an unconscious expres
sion of affinity for these attributes, 
but this brings us into the realm of 
the psychological and subconscious 
nature of inspiration and thus quite 
beyond the intent of this art ic le . ) 3 

This theme then—with its bitonal 
implications I purposely kept pure 
and free by the omission of the 
p iano) , with its melodic line in which 
the number and choice of notes is 
kept at an almost rock-bottom min i 
mum, with its rhythmic simplicity 
and segmentation—is the fountain-

The notes c. n-flat and A in bar 5 are simply a transposition of motive A to accommodate the change to E-flat in that 
measure, and all other notes are non-essential alterations and passing tones. 

Bitonality implies the simultaneous presence of two tonal centers or keys. This particular combination of keys IE 
and B-flat—a tritone relationship), although used occasionally by earlier composers, notably Franz Liszt in his 

Malediction Concerto, did not become prominent as a distinct musical device until Stravinsky's famous "f'etrushka— 
Chord" (F-sharp and c) in 1911. 

: l It should also be pointed out in passing that Blue 7 does not represent Rol l ins ' first encounter with these particular 
harmonic-melodic tendencies. He tackled them almost a year earlier in Vierd Blues (Prestige L P 7044, Miles Davis 
Collector's hems). As a matter of fact the numerous similarities between Rol l ins ' solos on Blue 7 and Vierd Blues 
are so striking that the earlier one must be considered a study or forerunner of the other. Roth, however, are strongly 
influenced, I believe, by Thelonious Monk's explorations in this area in the late forties, especially such pieces as 
Misterioso (Blue Note L P 1511, Thelonious Monk. V o l . 1 ) . 



head from which issues most of what 
is to follow. Roll ins simply extends 
and develops all that the theme 
implies. 

As an adjunct to this 12-bar theme, 
Roll ins adds three bars which in the 
course of the improvisation undergo 
considerable treatment. This phrase 
is made up of two motives. It ap¬
pears in the twelfth to fourteenth 
bars of Rol l ins ' solo, and at first 
Seems gratuitous. Rut when eight 
choruses later (eight counting only 
Rol l ins ' solos I it suddenly reappears 
transposed and stil l further on i n 
Rol l ins ' eleventh and thirteenth 
choruses (the latter about ten min
utes after the original statement of 
the phrase) Roll ins gives it further 
vieorous treatment it becomes aD-
parent that it was ? not at all gratu 
itous or a mere chance result, but 
part of an over-all plan 

A close analysis of Rol l ins ' three 
solos on Blue 7 reveals many suhtle 
relationships to the main theme and 
its 3-bar sequel. The original seg
mentation is preserved throughout. 
Rol l ins ' phrases are mostly short, and 
extended rests (generally from three 
to five beats) separate all the phrases 
— a n excellent example of how well-
timed silence can become a part of a 
musical phrase. There are intermit
tent allusions to the motivic frag
ments of his opening statement. At 
one point he introduces new material, 
which however is also varied and 
developed in the ensuing improvi-
Stition This occurs four bars before 
M a x Roach's extended solo. A partial 
repetition of these bars after Max has 
finished serve* to build a kind of 
frame around the drum solo 

In this, Rol l ins ' second full solo, 
thematic variation becomes more 
continuous than in his first time 
around. After a brief restatement 
of part of the original theme, R o l 
lins gradually evolves a short six
teenth-note run which is based on 
our ex, 1. part a. He reworks this 
motive at half the rhythmic value, 
a musical device called diminution! 
It aiso provides a good example of 
how phrase upon repetition ran be 
shifted to different beats of the 

thus showing the phrase al-
in a ne w light. In this case 

Roll ins plays the run six times; as 
is shown in 3 the phrase starts 
1111 ( (• on the third beat on the 
second once on the fourth and three 
times on the first beat 4 

Another device Roll ins uses is the 
combining and overlapping of two 
motives. In his eighth chorus, Roll ins, 
after reiterating ex. 2, part a, con
tinues with part b, hut without notice 
suddenly converts it into another 
short motive (Ex. 4) originally 
stated in the second chorus. (In ex. 
5 the small notes indicate where Rol 
lins would have gone had he been 
satisfied with an exact transposition 
of the nhrase' the larze notes show 
what he did play.) 

But the crowning achievement of 
Rol l ins ' solo is his 11th, 12th and 
13th choruses in which out of twen
ty-eight measures all but six are d i 
rectly derived from the opening and 
two further measures are related to 
the four-bar section introducing 
Max 's drum solo. Such structural 
cobesiveness—without sacrificing ex
pressiveness and rhythmic drive or 
swing—one n a s c o m e to expect from 
the composer who spends days or 
weeks writ ing a eiven nassaee It is 
another matter to achieve t h i s ' i n an 
on-the-spur-of-the-moment extempori
zation (Ex 6) 

The final Roll ins touch occurs in 
the last twelve bars in which the 
theme, already reduced to an almost 
rock-bottom minimum, is drained of 
all excess notes, and the rests in the 
original are filled out by long held 
notes. The result is pure melodic es
sence (Ex. 7.) What more perfect 
way to end and sum up all that came 
before! 

This then is an example of a real 
variation technique. The improvisa
tion is based not only on a harmon
ic sequence but on a melodic idea as 
wel l / ' It should also be pointed out 
that Rollins differs from lesser solo
ists who are theme-conscious to a 
certain extent but who in practice do 
not rise above the level of exact 
repetition when the chords permit, 
and when they don't, mere sequential 
treatment. Sequences are often an 
easy wav out for the imnroviser hut 
easily become boring to the listener, 
f i n fact in baroaue music one of 
the prime functions of embellishment 
teehnioues was to camouflage har 
monicallv seouential orosression* 1 
In this respect Roll ins is a master 
since in such cases he almost always 
avoids the obvious and finds some 
imnirmntivp wav nut a mi 'ilir he 
L ! n rnmmnri withnther TrTt sr.tr, 
ists of the past! Pre£ p E . d c . ' 

On an equally high level of 
structural cobesiveness is Max 
Roach's aforementioned solo. It is 
built entirely on two clearly discern
ible ideas: (1) a triplet figure which 
goes through a numher of permu
tations in both fast and slow triplets, 
and (2) a ro l l on the snare drum. 
The ingenuity with which he alter
nates between these two ideas gives 
not only an indication of the caDac i tv 
of M a x Roach as a thinking mu¬
sician, but also shows again that ex
cit ing d r u m solos need not he iust 
an J J t h i n k i n * burs t o f e n e r s v - t h e v 
can hp interesting a n d meaningful 
compositions R r h i n d R o l l i n g M » ! is 
r S ^ m J n i r t o r ™ i o n a l v b r i l 

f n « r 3 T w ! r ^ f » ~ I L r his 
d r L T r l h T T * „ w i t h 1 
l I T h l r rl nf trLpt fnUWH 1 
three-car run ol triplets toilowed 
second later by a rol l on he snare 
drum, the basic material ot 
solo used i n an accompammenlal 
capacity," 

Such methods of musical pro
cedure as employed here by Sonny 
and Max are symptomatic of the 
growing concern by an increasing 
number of j a z z musicians for a cer
tain degree of intellectuality. Need
less to say, intellectualism here does 
not mean a cold mathematical or 
unemotional approach. It does mean, 
as by definition, the power of reason 
and comprehension as distinguished 
from purely intuitive emotional out
pouring Of course nurists or anti-
intellect ualists ( b y ' n o means do I 
wish to equate purists with anti-in
tellectuals, however) deplore the i n 
roads made into iazz bv intellectual 
processes. Even the rather reasonable 
reouisite of technical nroficienrv is 
found to be susnect in some rmarters 
Yet the entire history of the arts 
shows that intellectual enlightenment 
(roes m o r e o r less h a n d i n hand w i t h goes MJU1C ui 
emntinml enrir hmpiit nr v'ire versa 
r n S tL Zl.t T L ™ J r « n f r t 
_™ ^T_ZZ thlt in whirh Ir^n 
t i Z i Zi L i , i r / v / T ^ 
w e n b a l a n c e d a n d complete ly in¬
n T A) S h a k e s p e a r e , 
K e m b r a n d t . . . 

J a z z loo, evolving from humble 
beginnings that w e r e sometimes 
hardly more than sociological mani
festations of a particular American 
mil ieu, has developed as an ar t form 
that not only possesses a unique ca
pacity for individual and collective 
expression, but in the process of ma-
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lur ing has gradually acquired certain 
intellectual properties. Its strength 
has been such that it has attracted 
interest in a l l strata of intellectual 
and creative activity. It is natural 
and inevitable that, in this ever-
broadening process, jazz wi l l at
tract the hearts and minds of all 
manner of people with all manner 
of predilections and temperaments • 
even those who wi l l want to br ing 
to jazz a roughly 500 

y e a r 
old 

sical idea the notion of thematic and 
structural unity. 

And indeed I can think of no bet
ter and more irrefutable proof of 
the fact that discipline and thought 
do not necessarily result i n cold or 
unswinging music than a typical 
Roll ins performance. N o one swings 
more (hard or gentle) and is more 
passionate in his musical expression 
than Sonny Rol l ins . It ultimately 
boils down to how much talent an 
artist has; the greater the demands 
of his art both emotionally and 
intellectually the greater the talent 
jy /•,]•-- a r y * 

A close look at a Roll ins solo also 
reveals other unusual facets of his 
style: his harmonic language for 
instance. Considering the astounding 
richness of his musical thinking, it 
comes as a surprise to realize that 
his chord-repertoire does not exceed 
the normal eleventh or thirteenth 
chord and the flatted fifth chords. He 
does not seem to require more and 
one never feels any harmonic paucity, 
because within this l imited language 
Rollins is apt to use only the choicest 
notes, both harmonically and melodi-
cally, as witness the theme of Blue 7. 
Another characteristic of Rol l ins ' 
style is a penchant for anticipating 
the harmony of a next measure by 
one or two beats. This is a dangerous 
practice, since in the hands of a 
lesser artist it can lead to lots of 
wrong notes Roll ins ' ear in this re
spect is remarkably dependable 

Dynamically too, Roll ins is a mas
ter of contrast and coloring. Listen
ing to Blue 7 from this point of view 

is very interesting. There is a 
natural connection between the char
acter of a given phrase and its d y 
namic level ( in contrast to a l l too 
111 3 Q V well-known players who seem 
not to realize that to play gpven o r 
eight choruses played resolutely at 
the dynamic level is the best 
wav to D U E an audience to sleep ) 
Rol l ins ' consummate instrumental 
control allows him a range of dy
namics from the explosive 'outbursts 
with which he slashes about f o r i n 
stance after Max's solo (or later 
when he initiates the fours) to the 
l o w H n a t u r a l thrpp h»r*a f r n m the 
enn J l n w t L l ^ h i , * S „ n » final. 
™,t w h n ! r U 1 , 1 1 
should maw me average * £ T n * 
ist envious. Rol l ins_ c a n i n o i * muri 
c a j o l e , scoop stir m whatever the 
phrase demands w i t h o u t succumbing 
to the vulgar or obnoxious A n d tnis 
is due largely to the tact that b o n n y 
K o l l i n s is one ot those ra her rare 
individuals w h o has b o t h taste and 
a sense ot humor, the latter with a 
slight turn towards the sardonic. 

Rhythmically, Rol l ins i s as imagi
native and strong as i n his melodic 
concepts. A n d why not? The two are 
really inseparable, or at least should 
be. In his recordings as well as dur
ing several evenings at Birdland re
cently Rol l ins indicated that he can 
probably take any rhythmic for
mation and make it swing. This ability 
enables him to run the gamut of ex¬
tremes— from almost a whole chorus 
of non-syncopated quarter notes 
(which in other hands might be just 
naive and but through Rol 
l ins ' sense of humor and superb tim
ing are transformed into a swinging 
line) to assvmetrical groupings of 
fives and sevens or between the-beat 
rhythms that defy notation. 

As for his imagination, it is (as 
already indicated) prodigiously fer
tile. It can evidently cope with all 
manner of material, ranging from 
Kurt Weill 's Moritat and the cowboy 
material of his Way Out West L P 
(Contemporary 35HO) to the more 
familiar area of ballads and blues. 
This accounts no doubt for the fact 

that to date his most successful and 
structurally unified efforts have been 
based on the blues. (Sumphiu' for 
instance, made with Dizzy Gillespie 
[Verve 8260] is almost on the level 
of Blue 7; it falls short, compara
tively, only in terms of originality, 
but is also notable for a beautifully 
organized Gillespie solo.) This is 
not to say that Roll ins is incapable 
of achieving thematic variations in 
non-blues material. Pieces such as 
St. Thomas or Way Out West i n 
dicate more than a casual concern 
with this problem; and in a recent 
in-the-flesh rendition of Yesterdays, a 
lengthy solo cadenza dealt almost 
exclusively with the melodic line of 
this tune. H i s v iv id imagination not 
only permits him the luxury of seem
ingly endless variants and per 
mutations of a given motive but even 
enables him to emulate ideas not in
digenous to his inslrmnpnr as for 
uigcouus LO ins IUSII mucin, 

instanrp in Wnv Out Wpil whpn R n l 
lines retnrnin/for h i s . e , . n n H S n l n 
r n ^ i ™ S k X elnS i™ «,1 

drum roll on the s a ^ o p h o ^ 
Lest I seem to be overstating the 

case for Roll ins, let me add that both 
his live and recorded performances 
do include average and less coherent 
achievements. Even an occasional 
wrong note as in You Don't Know 
What Love Is (Prestige L P 7079) 
— w h i c h only proves that (fortunate
ly) Rol l ins is human and fallible. 
Such minor blemishes a re dwarfed 
into insignificance by the enormity 
of his talent and the positive values 
of his great performances. In these 
and especially in Blue 7 what Sonny 
Rollins has added conclusively to the 
scope of iazz imnrovisation is the 
idea of developing and varying a 
main theme, and not just a secondary 
m o t i v e or nhrase w L h in* vAaJr 
hauuens to hit unon in the rourse of 
his imnrovisation and w L h in it iNijjitjv IZHUIUII anu W H I C H in u-
self is unrelated to the "head 1* of the 
comDOS i t i on This is not to S T v that 
r Z m a ellk reL en m I I 
is necessarily better than a tree har
monic a -phased one. Ubyiously any 
generalization to this ertect would he 

(Continued on Page 21) 

* It is also apparent that Rollins had some fingering problems with the passage, and his original impulse in repeating 
it seems to have been to iron these out. However, after s ix attempts to clean up the phrase. Roll ins capitulates and 
goes on to the next idea. Incidentally, he has experimented with this particular phrase in a number of pieces and it 
threatens to become a cliche with h im. 

• In this Roll ins has only a handful of predecessors, notably Jelly Rol l Morton, Earl Hines, Fats Waller and Thelonious 
Monk , aside from the already mentioned Lewis and Giuffre. 

' A similarly captivating instance of solo thematic material being used for accompanimental purposes occurs in the 
first four bars of John Lewis ' background to M i l t Jackson's solo in Django (Prestige L P 7057) . 
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A b o u t M y L i f e I n M u s i c 

b y W a l t e r P a g e , a s t o l d t o F r a n k D r i g g s 

. . . I learned to play bass horn be
fore I learned string bass . . . in the 
neighborhood brass bands. There 
were three brothers next door to me 
who played bass horns . . . one play¬
ed bass horn, one played baritone 
horn bass cleL the other played bari 
tone treble clef. On the other side 
of the street there were two- other 
brothers Joe who played cornet 
and Frank, who played bass horn. I 
learned how to play bass horn from 
them and by the time I was in high 
school I was playing bass horn and 
hass drum in their band. 

M a j o r N . Clark Smith was my 
teacher in high school. He taught 
almost everybody in Kansas City . He 
was a chubby little cat, bald, one of 
the old military men. He wore glasses 
on his nose and came from Cuba 
around 1912 or 1914. He knew all 
the instruments and couldn't play 

anything himself, but he could teach. 
DePriest Wheeler, E l i Logan and 
LeRoy Maxey were all i n school with 
me, although they were a few grades 
behind me. Major Smith really used 
to d r i l l us and one day he was look
ing for a bass player and no one was 
around, he looked at me, and 
said "Pagev eet the bass " I said 
" R u t " and he repeated "Get the 
bass." That's when 1 got started. He 
used to have us sing the cantatas like 
Elijah and we'd play a r ra n^enie n i -
for the hrass band . . . it was very 
inspir ing 

I used to get a lot of inspiration 
from the rhapsodies, 2nd, 3rd, 10th. 
11th . . . because they were what you 
called trepidoso movements. I've a l 
ways had an appreciation of music 
. . . used to listen to the pop con¬
certs when six and eight bassists 
would sound like one^ way back in 

'17. . . . There were two theatres in 
Kansas City then, the Orpheum and 
the Century where the burlesque 
shows were put on. They both had 
pretty good bass players, but they 
had no drive or power. M y inspi
ration was Wellman Braud. He came 
to Kansas City with John Wycliffe's 
band from Chicago for the five day 
circuses put on by the Elks and 
Shriners. Wycliffe was the drummer, 
r i a r o n ^ p T ev wot rh»r • ™ v i n l i n 
Tommv T adnier I n n s R o v /Char l ie ' L , a u n i c i , L u n g Ltvy l l ^ I l d l l l C 
P r e e n ^ n n t r o m h o n p nnrl I t h i n k VMcenr on Lioniuuiie, a im 
W i l l i p T pwie n n n i a n n I was aittincr 
Mb i r T Z f W rnw J rtJ 1Zh 
school auditorium and could 
hear was the oomp oomp oomp ot 
that bass and 1 said that s tor me. 
! was just getting started with Ken me 
Moten then perfecting my beat. 
Braud is my daddy. 1 hat s why I have 
the big beat. 1 here were a lot of good 
bass players, but he had the power. 
There was a guy from New Orleans 
named Buck Stoll who had a little 
French bass, and he had lots of 
rhythm and tone but no power, 
^ h e n Brand got ahold of that bass 
he hit those tones like hammers and 
made them jump right out of that 
box. Smitty (J immy Smith of the 
Missourians) taught me some fine 
things on bass horn that I didn't 
know before. He had a wonderful 
technique of rol l ing his notes on 
tuba, with just the right vibrato, so 
as to make the tune sound pretty. He 
went with Cab later on. 

I finished a three-year course on 
gas engines, but I wanted to stick 
with my music and harmony courses, 
etc. One of my best friends' father 
was principal of the high school and 
he encouraged me to go on and take 
the teacher's course . M y mother said 
it would be ok if I able to pay 
my own way. She wanted me to be 
a teacher o r a minister and she was 
doing very well with a 14-course 
beauty treatment. 

Fridays and Sundays I played with 
Bennie Moten and Saturdays with 
Dave Lewis who was paying me 
$7.00 a night. Bennie was paying 
for my food and transportation, so 
when I'd be finished a weekend I'd 
made me S20.00 and had a ball. I 



had a R O T C commission as 2nd L t . 
and Chief musician and i f the war 
lasted another six months, I 'd have 
gone. I filled out a questionaire and 
was qualified an A - l cook, cabinet 
maker carpenter musician and 
mechanic. I had it made anyway the 
tide turned 

I took the teachers' course at K a n 
sas University at Lawrence and in 
one semester finished a three-year 
course with good grades. I took 
piano, voice, v io l in , sax, composition 
and arranging. It cost me $79.00 
every nine weeks. We had to pay 
$2.50 for each concert G 0 LI r se. Mischa 
Elman and other fine concert 
artists used to come through . . . it 
\vas a wonderful foundation. A l l 
dur ing this time I was stil l working 
with Bennie Moten and Dave Lewis! 
and during vacations I worked i n 

g V IS ™ 
dining service with the U n i o n Pa
cific That was one of the reasons I 
quit" college 

W i t h the Union Pacific F d trav
elled as far as Denver and Cheyenne 
but never as far as Cal i fornia and 
I'd always wanted to go there be

cause I heard so much about it . This 
road show was headed for Cal i fornia 
and the violinist, Roland Bruce was 
a good friend of mine. He persuaded 
me to go with them. 

I joined Bi l ly King 's road show 
on January 1, 1923. E r m i r Coleman 
was the leader, on trombone. Others 
in the band were W i l l i a m Blue, c lar i 
net, Lawrence Wil l iams on cornet, 
Er i c M c N e i l l on drums and myself. 
Wi l l i e Lewis on piano had come out 
of Polytechnic school in Peoria and 
had a fast, powerful left hand that 
really jumped. He 'd learned to write 
like I had. A l l the musicians in the 
band were top men. We played the 
" t a b " shows for T . O . B . A . We got 
so we wouldn't nlav anything with
out music I used to write from ear 
at one in the afternoon and by seven 
that niffht w e ' d have a r o m n l e t e a r 
ranrement W e h a d three arranger/ 
which meant thirty dollars extra' 
wWh J 7 ™ t l w " r , , 
hZ „f fnn u l ! h i d K r , X J , n 
ots ot tun, out the sand nroKe up 
the next year in Jexas. Wed gone 
on to a little theatre in Uklanoma 
City and one of the co-owners tell 

Walter Page's Blue Devils, Oklahoma City , Okla . 1929 
Left to R i g h t : Seated—Leonard Chadwick or Leroy 
White, trumpet; Druiebess, trombone; 
Water Page; L ips Page, trumpet; Buster Smith, 
alto; Unknown; S t a n d i n g — U n k n o w n ; Doc Ross, 
tenor; U n k n o w n ; James Simpson, trumpet; Charlie 
Washington, p iano ; Ernest Wi l l iams, vocal. 

in ' love with me. She wanted me to 
go on the road with her as her as
sistant. She had big ideas and wanted 
to form a band in the cadet corps i n 
the school in town with me as the 
director. Down in Texas wv ran into 
the road co m pa n y of Shuffle Along 
and it turned out that our overture 
was the Shuffle Along overture, 
which we played by heart and it k i l l 
ed them That was our last annear 
ance hefore going un to Oklahoma 
and disbanding F r m i r Coleman 
wanted In ai\ intn nnlities an T was 
X d J ate I .he hand wl,en he 
l l f t ^ S ^ l ^ L n v folded nn 
lett i h e touring company lowed up, 
so 1 formed a small group and play¬
ed around the same part ot the 
country tor a while. 

We used to run into some fine 
outfits down in Texas. Gene Coy and 
his Happy Black Aces were out of 
Amar i l l o with seven or eight pieces 
and they were really jumping. Gene 
played drums and his wife played 
piano like a man. Another good 
group was the Satisified Five led bv 
Car l Murphy . They were placing the 
oil fields then. 

We were playing in the silent 
picture houses a lot for movies like 
the Ten Commandments with appas-
sionatas, andantes, pianissimos and all 
those things. I had cued in cello 
parts. We only had five pieces, but 
sometimes we sounded like ten. 

The top band then was Alphonso 
Trent's. He was famous at the Adol -
phus Hotel with musicians like T . 
Holder and Chester Clark, two of 
the sweetest trumpet players I ever 
heard. 

I had to scuffle around for a while 
trying to keep my family together, 
and I decided to get together with 
some of the influential men I knew 
around Oklahoma City . I got a bunch 
of them in a hotel room and told 
them I wanted to organize a big 
band, and that I needed money to 
get them together a l l in one place. 
One of the men put them up in a 
large room and fed them al l . 

The men in my band were James 
Simpson. Jimmy ' L u G r a n d and Lips 
Page on trumpets; Eddie Durham 
and later on. Dan M i n o r , on trom
bone; Buster Smith, Ruben Roddy 
and Ted Manning on reeds; Turk 
Thomas on piano, Reuben Lynch on 
guitar A l v i n Burroughs on drums 
and myself on bass horn, baritonJ 

and bass v io l in . J immy Rushing 
and Count Basie both joined later 
on in 1928 

We started working around El 



n 
Reno, Shawnee, Chickashay and all 
the little towns in a fifty mile radius 
with just ten pieces. In Shawnee we 
played a little club called the River
side for dime-dance affairs for about 
four months. When the summer was 
over, we d id so well, we went out and 
bought a Stoddard-Dayton, a great 
big touring car, and drove through 
Texas for a couple of weeks before 
coming back to Oklahoma. We were 
beginning to make good money then 
and worked upstate in Enid and over 
to Empor ia , Kansas and to Jopl in , 
M o . The National Orchestra Service 
in Omaha heard about my band and 
started booking us, and I cut both 
George Lee and Jesse Stone out 
then. I was boss of that territory. 

The regular pianist, Turk Thomas 
had been with the Satisfied Five i n 
Texas, and played what we called 
"gal loping p iano"—no equi l ibr ium. 
He cut out one night in Dallas, and 
it was 102 degrees that night and I 
had to look all over town for another 
piano player. I ran into Count Basie 
playing in a little club, and thought 
he was the greatest thing I ever 
heard in my whole l i fe. That was 
July 4, 1 9 2 8 , and Basie made his 
debut with the band that night. He 
fell in love with the band, said he'd 
never heard anything like it in his 
l i fe. 

They all used to watch me when I 
directed my band. I never gave any 
signals but they all knew when to 
come in . They a l l used to ask "What 
signals are you using? ' ' I'd say, " N o 
signals, just the same ideas." W'e 
travelled all around the country by 
bus and we'd improvise all the way 
out, no signals or nothing. We got to 
playing the book by numbers, 119 , 
74 , 16 , 9 5 , etc. If the name of the 
tune was called, we wouldn't have 
been able to play it . 

We had the choice of all the book
ings around the Oklahoma City area, 
and I wanted a battle with Bennie 
Moten in the worst way, because I 
knew I could beat h im. He never 
would give me one, and wre never did 
get the chance. 

It wasn't long before he started 
raiding my band, because he was 
much better set than I was, and 
better established. He took Basie, 
Durham. Rushing and Lips , so I 
broke up the band a while to keep 
my family together. Rasie was the 
first to jo in Rennie, because we got 
the record date for Brunswick that 
fall ( 1 9 2 9 ) and I had to use Wi l l i e 
Lewis on the piano. After laying 

around for a while, I decided to get 
the band together again and got 
some very good replacements. H a r r y 
Smith, my 3rd cousin, replaced L ips 
on trumpet. He 'd been with the Gon-
zell White show, and was one hell 
of a man on a horn in those days. 
1 got Druie Bess from Jesse Stone's 
band on trombone, and Charlie 
Washington on piano, and Ernest 
Wil l iams as director and vocalist. 

We got better and better and by 
1931 I felt it was time to make the 
b ig time. We made up our minds we 
were going to make it to New Y o r k 
and we started out that way, but 
something happened. I had big ideas 
then, and wasn't asleep, because we 
put aside money in the treasury, had 
two new touring cars, two dress uni 
forms, good instruments and a great 
band. We played a fifteen week en-" 
gagement for National Orchestra 
Service and then I worked a gig at 
the White Horse Tavern in Kansas 
C\tv T w a t havintr *aomp t r n n h l p w i t h 
n n l n f ™ i ™ m P t T T ™ , H P was 

ball-hreed ana used to get ju cea 
a lot. J used to teacn turn ms music 
every day until he became i.ice my 
son. I dril led him on trumpet and he 
had a beautitul tone . . taught turn 
accents and t never played trumpet 
in my lite I put him in 1st chair and 
he made it . We all used to date white 
girls ^up in Sioux City because there 
wasn t much discrimination and he 
got in some trouble with one of them 
I wanted to take him out of the band 
and get a replacement and was try ing 
to get J i m Youngblood, a great piano 
player away from T. Holder s Clouds 
of Joy, who were playing in Des 
Moines at the time. This trumpet 
player caused me to lose Youngblood 
because he couldn't get along with 
h im and when I sent a wire tell
ing Youngblood to forget about the 
job, he turns around and goes to the 
white local in Des Moines and files a 
complaint through the national head
quarters. After I finished up my stay 
at the White Horse I report to local 
6 2 7 i n Kansas City , and what was 
staring me in the face, international 
blackball . . . $ 2 5 0 . 0 0 fine. With the 
money I was sending home to my wife 
and three kids back in Oklahoma 
City plus paying off the fine, I didn't 
have anv money left, so I turned the 
band over to Simpson and told him 
to fill our engagements all the way 
to Norfo lk , V i r g i n i a . H e took the 
band out and got stranded with it 
and came back broke. 

I struggled around with some four 

and five pice combos in the hotels 
there and finally got a big offer to 
jo in Bennie Moten when he was re
organizing the next year. Bennie 
wasn't doing so good himself when I 
joined, although his new band was 
better than his other one. He had 
Joe Smith, Joe Keys and L ips on 
trumpets; Durham and Minor on 
trombones; Ben Webster, Jack Wash
ington, Eddie Barefield, and Sax 
G i l l on reeds; Basie, Buster Berry, 
and Mack Washington in the rhythm 
section. Even though Moten raided 
my own band before, he had one of 
the biggest hearts I knew of. When 
Basie joined the band, B e n n i e p r a c -
tically quit playing music, and some
times didn't even direct anymore. 
Rasie was more modern than Rennie, 
but Bennie played very well himself. 
Whenever we played any of the big 
towns we come on stage with two 
pianos set up and Basie and Bennie 
would play together. Just before the 
first intermission Bennie would slip 
out and get lost. Towards the end of 
the night he'd come back on stage 
again and close the set. People want
ed to see Rennie because his name 
was big , and lots of times they'd 
come up to the stage after Basie 
finished playing the whole night and 
ask. " w h i c h one is Bas ie? " . That 
was the funniest thing I ever heard 
. . . James P . Johnson and Luckey 
Roberts were the ones who taught 
Rasie, and Fats Waller was his 
daddy. 

Joe Smith and I were roommates. 
He married a distant relative of mine, 
who later on 'married a very wealthy 
guy from Muskogee, who was so 
r i ch that he had a kingdom in his 
basement. That's a fact. He had a 
purple robe, crown and al l , and gobs 
of whiskey and food. He fed me all 
the time and took me down to get 
some of that needle whiskey for 
twenty-five cents a pint, and it was 
better than Seagrams Seven or any 
of that stuff. Joe didn't stay with 
Bennie very long, because he didn't 
want to go back East, and Dee 
Stewart took his place for a while. 
We made Moten Swing, Toby, Lafay
ette, and a lot of other numbers, and 
Basie was playing a whole lot of 
piano on them. I sti l l l ike to listen 
to those sides. 

A long towards the end Moten was 
playing i n the Cherry Blossom and 
there were two brothers in the band, 
Jessie Washington on alto and his 
brother on guitar. They both drank 
a lot and ran up a big tab, which 



most of us thought was padded. We 
got up a petition to pull out and signed 
our names to it, I was the only one 
brave enough to sign at the bottom 
of the page. Instead of me getting 
the band when we left, Basie took 
over. That was in 1934. 

I remember Duke coming through 
on his way West that year. They 
were playing the Main Street Theatre 
and some of the boys i n Duke's band 
wanted to go to hear Basie. Braud 
was in the band and he acted big-
gety, didn't want to go, said, "What 's 
he go t ? " We were playing at the Sun
set Club and finally Duke and the 
rest crept around the scrim and 
started sitting in . I was playing 
right on top of Duke and he 'told 
Basie he was going to steal me out 
of the hand. Basie told him I owed 
him $300.00 and that's how I didn't 
get to jo in Duke dur ing all those 
good years he had. It was the smart
est move Basie ever made . . . 

Finally Basie opened up, he had 
Car l Smith, Lips on trumpet and a 
good drummer. We'd start around 
ten that night and work straight 
through until five in the morning and 
never repeat a number. We'd play 
nothing but heads and all the pretty 
numbers. After we'd finish a set some 
of the smaller groups around town 
would start in . . . 

I left Kansas City that fall to jo in 
Jeter-Pillars band in St. Louis . They 
were working for Tom Strapella who 
owned the Club Plantation i n St. 
Louis , and he loved me, gave me 
everything I wanted. I could really 
drink then and he'd fill up my glass 
with solid whiskey. I was up around 
260 then, sharp, and a prince. His 
brother J i m was the trigger man, 
and I said than ten words 
to him dur ing the whole time I was 
there Wi lbur K i r k was playing 
arums ano narnionica in me nan«. 
He had the same set of drums that 
S n n n v f r e e r neeri to rarrv a r o u n d • u * i . • . 

t i a j e s i l i a r s was a Dig star, j u t 
like t ied been with I rent a couple 
of years earlier. 

When Bennie died early the next 
year, Tatti Smith. Mack Washington. 
Jack Washington. Buster Smith and 
some others formed the nucleus of 
the hand Basie had in the Reno Club. 
Jo Jones didn't come in until the next 
year after that. He was with Bennie 
Moten for a while but didn't feel he 
had enough experience, even though 
we all tried to convince him to stay. 

He went back up to Omaha and 
worked with L loyd Hunter. 

Basie didn't have it any too easy 
for quite a while, because he had to 
scuffle for a couple of years before 
he started getting big . We were play
ing mostly heads too in those early 
years, that's why those records jump 
so much. The arrangements made a 
lot of the bands stiff, especially when 
you came in to record. Y o u didn't 
want to make any mistakes so you'd 
tighten up . . . i f you were a breath 
off. the mike would have you. Basie's 
band was a great experience and 
everyone in the band always knew 
when to come in . no signals either, 
just a common understanding . . . 

I could have been doing the same 
thing that Blanton did with Duke in 
1939. because Duke explored his 
men. and if they had anything to 
offer, he'd spot them, which Basie 
didn't do. Now that I'm doing it , 
they say I'm copying Jimmy, and I 
say I 'm playing Walter Page. But 
here's something, I love Basie . . . a l l 
I want is credit where it is due me. 

After Basie broke up his band i n 
the late 40's, I went into Eddie Con
don's and had some big concerts and 
record dates. Braud came around. He 
quit music and was running a pool 
hall and a meat store. I used to have 
drinks with him and tried to get him 
back into the music business. 1 
helped him get inspired to start play
ing again. Now he's with K i d Ory , 
been to Europe and everywhere. 

The young musicians all respect 
me and love me. When I was up at 
Newport this year, I came home with 
Wendell Marshall and he was happy 
to be with me. We opened up at Jazz 
City with Ruby Braff just a while 
back and Mi l t Hinton came back
stage to tell Ruby he was lucky to 
have the daddy with him on bass. I 
don't want praise, all I want to know 
is that they appreciate what I'm do
ing I know what's going on But I 
want to know that it's going home. 
1 know it is 

Every year at the Apollo they have 
an all-night session for charity. I 
went up with one of my old friends 
for a few drinks and felt I wanted 
to get in one of the ad-lib sessions 
and play a little I felt good but my 
friend dragged 1116 back to talk some 
more. A bunch of the young kids 
came up to us and said, " H e y , old 
man why don't you get back and 
give us youngsters a c h a n c e 9 " I 
told them. "Look man, I made mine 
you make y o u rs . " T h e y laughed 

at me and I told them they ought to 
be i n their rooms learning their i n 
struments, woodshedding. I bet them 
they didn't know why they were 
playing bass. I told them I had my 
music foundation and that they 
should get theirs. 

I learned the history of the great 
masters, Cluck, Beethoven, Wagner, 
Schuman, Liszt . Bach, Brahms, Puc
c in i , V e r d i , etc. I used to play Bo
hemian Girl i n concert with the horn 
and bass v io l in . I played bass vio l in 
in a concert brass band for the first 
time anywhere, and I used to fan that 
horn with a derby thirty years ago 
the way the trumpet plavers do to
day. I'm not just a bass player, I 'm 
a musician with a foundation. 

If the record companies could just 
get to a joint when a band is feeling 
right and slide the machine in and 
set it up in a corner they'd really get 
the band as it should he heard. On 
the job, you're natural, but in the 
studio you tend to hold back some 
things you do when you are in a club. 

We've got plans for a Blue Devils 
L P that Atlantic wants me to do. I'm 
trying to get Buster Smith to come 
up from Dallas, but he won't fly. I ' l l 
get him here by train. I'm going to 
use V i c (Dickenson! and Buddy 
iTate ) , and probably Sir Charles on 
piano. We're going to do all the num
bers we made famous way back then, 
and some originals that Buster will 
write. 



T h e N e g r o C h u r c h : 

I t s I n f l u e n c e o n M o d e r n J a z z 

b y M i m i C l a r 

The influence of the Negro church 
on traditional jazz is obvious in the 
very sound of the music. Tradit ional 
jazz is still close enough to the roots 
of the work songs, blues, and spir
ituals so that the church elements 
rise to the surface of the playing. 
To study the history of jazz is to take 
the church background for granted 
and to be cognizant of it. 

However, as the folk roots have 
been gradually overshadowed by 
European elements and urban sophis
tication, the church sound is less and 
less apparent i n jazz. Today, the idea 
of the church's continuing to retain 
a strong influence in modern jazz 
doesn't occur to many people. 

The influence is there, nevertheless, 
acd exists to a greater degree than 
we realize. Stop and think of the 
backgrounds of well-known Negro 
musicians. A great percentage men-
Hon going to church, performing in 
church—either in choir or with an 
instrument or hearing parents sing
ing or playing spirituals at home. 
The church is an integral part of 
the Negro musician's background, 
whether he takes it seriously or not; 
even if he never sets foot in a church, 
he is exposed to and aware of what 

Negro church music sounds like. It is 
a part of his everyday life and en
vironment. He hears church music 
during his childhood absorbs it con
sciously or unconsciously, and its 
musical sound and emotional expres
sion become part of his sum total 
being. 

I maintain that a Negro musician, 
on turning to jazz, brings this back
ground to it and invests his music 
with it , not necessarily deliberately, 
for he may not be conscious of its 
influence upon him. He becomes a 
jazzman and his jazz is phrased, i n 
toned, constructed, and swung in ways 
evolving from and within the tradi 
tions of Negro church music. These 
traditions, this approach toward and 
feeling for music, is in turn passed 
on by the Negro musicians to the 
w h i t e ones who while not having the 
r W n c h u r c h h a c W r o u n d themselves B Li iu i i . i l uaLitgi uunu iNcuiacivcs, 
obtain it through the osmosis of as
sociation wTith the Negro musicians 

It goes without saying that the 
church is only one of many influences 
on modern jazz today. Obviously the 
blues is an influence. Then there is 
the tremendous amount of investiga
tion by musicians into the modern 
classical id iom and its technical pos

sibilities. There is also Negro folk 
music of other kinds, and the musi-
cology of other ethnic groups as well 
as the return to early forms of jazz 
itself. To talk of the Negro church 
influence is not to bypass any of these 
other fields; it is merely to peer into 
a single contributing factor of modern 
jazz, which seems more oblique than 
the rest, and to discover that perhaps 
it is not so oblique after a l l . A study 
of the Negro church and its effect on 
modern jazz is but one more piece to 
fit into the puzzle of the entire jazz 
id iom. 

Backing up the thesis of the Negro 
church's having more relationship to 
modern jazz than is first evident are 
the statements of many jazz musicians 
themselves who comment on the i n 
fluence and interchange between the 
two musics, and who reveal that their 
music background included perform¬
ing experience in church. As far as 
they go. these declarations emphati
cally carry out my thesis. But to un
derstand just how the process is 
accomplished, we have to examine one 
by one the rhythmic, melodic, har¬
monic. and emotional components of 
both idioms, compare them, and ob
tain more conclusive evidence. 

R h y t h m 

Exist ing at the core of both modern 
jazz and Negro church music is the 
phenomenon known as swing. Basi
cally a rhythmic entity, swing may
be thought of as a relaxed, loose, 
flowing musical force—a l iqu id move
ment. This movement is achieved in 
two ways: first, by retarded entries 
and delayed attacks of notes ( in other 
words the oerformer days a shade 
behind the strict metronomic beat of 
the music so that this beat becomes 
an exterior force which pulls the 
music after i t - M second bv the simul 
taneous presence of tension and re

laxation in the player—that is. the 
player makes an effort to relax in 
order to maintain the loose flow of 
the rhythm, yet at the same time he 
is on edge in order to avoid a struc
tural disintegration of the rhythmic 
and melodic phrases (which would 
occur were he to play too far behind 
the beat or were he to anticipate i t ) . 

The framework most conducive to 
the swing of Negro church music and 
modern jazz is that of a steady metric 
pulse over which have been super
imposed rhythmic and melodic pat
terns of a syncopated nature. Ideally, 

the tempo of this metric beat should 
not be too rapid. The more it is i n 
creased the less swing wi l l result. At 
faster speeds, relaxation becomes 
overbalanced by tension; so, too, do 
delayed note attacks and entrances 
become more difficult for the per
former to execute. 

Swing, however, is more than a 
technical matter. It is vitally con
cerned with the state of mind of the 
player—the feeling and inspiration 
within him which he is able to com
municate to the listener. Were swing
ing merely a mastery of a rhythmical 

http://Liiuii.il


I exercise, the performer would be able 
to perfect this exercise until it was 
well within his grasp, much in the 
manner that a pianist practices and 
eventually excels at scales. But be
cause a performer swings one night 
does not guarantee he wi l l do so again 
the following evening. There is an 
interplay of the emotions of the player 
- w i t h those of the listeners, with those 
of the other musicians and with 
the conditions under which the music 
is b e i n g nresented that nro duces 
this intangible a n d elusive nLl i tv o f 
JLl W h e n a nerfnrrnJdoe , man 
LI In IwirL the 1 L m,l f i (lv" 
h a r m o n J T l ^ J o h r T s V o t ^ v of 
narmony timbre anu pnrascmogy o 
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inspiration to l o rm coherent whole. 
Dur ing this tune, execution becomes 
ettortless and the single elements ot 
the music seem to integrate naturally 
and logically by themselves. 

Apropos of the above is the follow¬
ing statement by jazz trumpeter Roy 
E l d r i d g e : 2 

"What was it about Louis [ A r m 
strong] ? 'It was feeling. It's always 
feeling when it's right. It's also bui ld
ing, g iv ing your solo shape, going 
somewhere.' 

"The feeling Roy looks for doesn't 
occur more than four or five times a 
year in his own playing, he insists. 
'When it 's there, nothing matters. 
Range, speed, sound—they just come. 
It's nothing I use; I can be cold 
sober. F r o m somewhere it comes.' He 
describes an intuitive process, in 
which everything he has ever learned 
spills over into his music, finding 
structure and meaning. 'Afterward I 
sit up in my room and try to figure 
it out. I know I haven't cleaned my 
horn, but the sound was "gone ! " I 
know my lip isn't in that good shape, 
but I made altissimo C as b ig and 
fat as the C two octaves lower. It just 
doesn't figure.'" 

This discussion of swing wi l l help 
the reader gain an insight into how 
the emotional drive which creates 
swing may in turn inspire a common 
denominator between Negro church 
music and modern jazz. Let us now 
focus upon general rhythmic con
cepts, frameworks, purposes, and 
forms which are relevant to both 
idioms. 

Fundamental to both modern jazz 
and Negro church music is the con
cept of rhythmic exchange between 
one or more instruments or voices. 
This exchange can be between ind i 
viduals, between leader and group 
(preacher and congregation, solo in¬
strument and sections), or between 

groups (brass section and reed sec
tion in jazz, male and female choruses 
i n the church) . Sometimes an exact 
repetition of rhythms wi l l occur as 
i n Count Basie's Cherry Point: 
(Musical example 1: Cherry Point) 

or as i n sermons where the audience 
renenls the nreacher's words •* 

«A fir v o n N ^ r a i n 
FThl aZlirnce IntoJes each of the 
statements.] no bad weather; no 
trouble no s o r r o w no c ry ing ' 
L o r d . . ' . ! " 
Sometimes a rhythmic conversation 

takes place, as i n Every Day, where 
members of Count Basie's orchestra 
make comments after each statement 
Joe Wil l iams sings, or as in a service 
from the White Rose Church of God 
in Christ of Los Angeles 4 where the 
preacher makes a statement and re
ceives from not only the 
congregation but from the accom-
nanving instrumental combo (piano 
trombone guitar tenor sax and 
drums with cowbell) as well. In the 
latter rase the "Amens " "Ye l l s " 
and " Y e s T a w d s " o f the c o n g r e g a 
t i n n arP , n i n „ W w i t h m . a r t J t o n e s 
w H n « - n d ! , 1 f r o m the Lnitar 
*«S*Jt*lit,nlnl~ f r o m t L h o r n s 

drum: 1 }j| . 
The effect'of these instrumental re

plies to the preacher illustrates yet 
another concurring aspect of Negro 
church music and modern jazz : the 
concept of playing tones which func
tion rhythmically rather than melodi-
cally. The individual statements of 
both the tenor sax and the guitar 
during this same White Rose service: 

(Music example 
2 : A . tenor; B. guitar) 

play a role which is decidedly stronger 
in rhythmic proportions than in me
lodic character. On paper, the tenor 
figure (A. ) appears to be an actual 
melodic fragment; however, as it is 
repeated at regular intervals after the 
preacher's statements, its melodic 
significance becomes nullified by the 
rhythmic impact of sheer repetition. 

Also fitting into the idea of rhyth
mic tones is the "holy laugh," occa
sionally heard i n present-day churches, 
with its counterpart in jazz cropping 
up in the trumpet style of Charlie 
Shavers. As described by L y d i a Par -
r i sh , 5 " . . . the mirthless staccato 
. . . [holy laugh] . . . is unobtrusively 
introduced to carry on a rhythmical 
phrase . . . " In the course of service 
in the Southern Missionary Baptist 
Church of Los Angeles, holy laughs 

are used for rhythmic extension of 
lines by a guest speaker in the follow
ing manner:" 

(Music example 3: Holy laugh) 
(In this example, the last two notes 
are rhythmically "laughed-out," half-
sung, half-sobbed.) In his rendition 
of Stardust with Lionel Hampton, 
Charlie Shavers accomplishes the 
same thing as he laughs out the end 
of a phrase with his trumpet. 

The concept of the minutely divided 
beat enters into both Negro religious 
songs sung at a slow or medium 
tempo and modern jazz ballads or 
slow tunes. The former are charac
terized bv a melismatic style of execu
tion in which each beat contains a 
great number of notes. In this way, 
syllables and words can be stretched 
to cover as many beats or measures 
as desired. As the ear waits to hear 
the text carried forward, a certain 
amount of tension comes into play; 
and, as the words are juggled into 
place at the last instant, this feeling 
of tension is relaxed m o m e n t a r i l y -
only to be built and released once 
more. How the Negro embellishes a 
basic melody and how he breaks up 
the beat may be observed in this ar
rangement by W . C. Handy : 

(Music Example 4 : W. C. Handy) 
This conception of the divided beat 

is found in modern jazz ballads i n 
which the slow main pulsation is 
mentally broken into two, four, even 
six parts. By this token, the jazzman 
imagines two beats for every one ac
tually played by the rhythm section; 
he can then conceive a solo in a tempo 
more conducive to swinging. This 
procedure is an integral part of 
Erro l l Garner's piano style. H i s re
cording of Penthouse Serenade (see 
below) features four staccato left-
hand chords per measure, over which 
he improvises with his right hand as 
many as six notes to each pulsation: 

(Musical Example 5 : 
Penthouse Serenade) 

In the past few years in jazz there 
has developed what is called a funky 
style of playing. This style is de
scribed by one of its leading expo
nents, Horace Silver, as " a sort of 
lowdown blues feel ing." 1 It is a style 
in which the roots and older tradi 
tions of jaez have been translated 
into modern language. Technically 
speaking, the concept of the funky 
beat is common to the funky style 
of jazz and to the music of the Negro 
church. 

In funky jazz, single beats are d i 
vided into two equal parts. The two 



notes played per beat are straight 
eighths, and the resulting figure is 
notated JT} . Funky lines are 
composed mainly of eighth notes plus 
periodic interjections of triplets and 
sixteenths. Upbeats arc stressed con* 
tinuously. The downbeats are played 

in order to direct attention to the 
/ upbeats. A typical funky jazz line 
looks like th is : 

(Musical Example 6 : funky line) 
Further understanding of the funky 

beat comes from an examination of 
the role of the rhythm section. In 
funky jazz, the hass player maintains 
the steady beat. The drummer, besides 
heavily accenting beats two and four 
on the high-hat cymbal , plays repeti
tious patterns which closely conform 
to the basic pulsation. The pianist 
"comps" or "feeds" the soloists and 
uses melodic patterns as well as rhyth
mic chord patterns behind the horn. 
A good, active, pulsating rhythm sec
tion in funky jazz is said to be "cook
i n g , " a particularly apt term in view 
of the heat generated by the players. 

The funky beat—the " c o o k i n g " 
rhythm section, the solo lines of 
straight eighths with accented up-
beats—may be found abundantly in 
the music of the Negro church. The 
same waggish, almost eight-to-the-bar 
quality present in funky jazz prevails 
in such Negro gospel recordings as 
The Caravans' Give Me That Old 
Time Religion, The Or ig ina l Gospel 
Harmonettes' You'd Better Run, and 
The Boyer Brothers' He's My Solid 
Rock. 

The concept of polyrhythm occurs 
in both jazz and Negro church mu
sic. The Modern Jazz Quartet's Blues-
ology is an excellent example of how 
four different instruments (piano, 
vibraphone, bass, and drums) can 
each play different rhythms, yet all 
manage to swing together. In a ver
sion of Once In a While with the Art 
Blakey Quintet, there is an instance 
of polymerer when trumpeter Clifford 
Brown improvises lines in 4 / 4 time 
over a rhythm section in 3 / 4 time. 
In the field of Negro church music 
the delegation of various rhythms to 
the soloist, the chorus, the piano and 
drums, can be heard i n The Davis 
Sisters'' Jesus Steps Right in When I 
Need Him Most, in The Jewel Gos-
pelaires' Somebody Knockin' at the 
Door, and i n The Golden Gate Quar
tet's Didn't That Man Believe. 

The concept of breaks represents 
stil l another area of s imilarity be
tween Negro church music and 
modern jazz. A break is a brief period 

- usually two measures long — i n 
which all instruments but one cease 
playing. The single instrument then 
makes a short, but significant state
ment in the time allotted to it . In this 
period the beat is implied, not stated; 
an actual break in the steady pulsa
tion occurs: hence the name "break" 

is applied to this technique. Breaks 
usually come in the last two bars of 
a song section or verse, or just be
fore the text or music moves on to 
a new idea. 

This is the first of a series of articles. The 
section on "rhythm" will be continued in 
our next issue. 

1 See Rudi Blesh, Shining Trumpets (New Y o r k : Knopf, 1946) , p. 207. 

• Barry Ulanov, A History of Jazz in America, (New Y o r k : V i k i n g Press, 
1952), p. 239. 

: ) W i l l i a m H . Pipes, Say Amen, Brother!, (New Y o r k : W i l l i a m Frederick Press. 
1951), p. 116. 

4 K F 0 X , Sunday, A p r i l 29, 1956, 9:30 P . M . 

5 L y d i a Parr i sh , Slave Songs of the Georgia Sea Islands, New Y o r k : Creative 
Age, 1942), p. 36. 

" K P O P , Sunday, September 23, 1956, 10:30 P . M . 

' Down Beat 23:22 (October 31, 1956), p. 17. 
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T h e M i s s i n g M o d e r n s : 

S o m e I n t e r i m N o t e s 

b y M a r t i n W i l l i a m s 

When this series began a couple of 
years ago in The Record Changer, 
one of its in i t ia l points was that, a l 
though transitional and early "mod¬
e m " jazz was not well-represented 
I because of A F M recording bans, 
the second Wor ld War , etc.) , a sur¬
prising quantity d id get on records 
albeit obscure records with fragile 
surfaces and small distribution. Some 
kind of re-iteration of the informa
tion in those earlier accounts is prob
ably appropriate here, but I see 
little point in recounting the early 
Charlie Parker records (except per
haps for Lonely Roy Blues with Jay 
McShann, since it has never been 
reissued) or the slightly more ob
scure early Gillespie's—most of them 
well-enough known by now. T o the 
former's list, we should add the ru 
mor (reported by Record Research) 
that Parker recorded on a local Ohio 
label with Les Hite before the Mc 
Shann sides; and to the latter's, sides 
—suppl ied by Frank Dr iggs—with 
Wi lbur Baranco on Black and White 
(McCee and Mingus were also in the 
hand) , playing Night and Day, Weep-
in' Willie, Everytime I Think of You 
and Little John Special, recorded for 
Decca but apparently issued only in 
England. 

S imi lar ly , there is probably little 
point in relisting J . J . Johnson's early 
work with K a r l George on Melodise 
—any discography can supply i n 
formation. But Frank Driggs supplies 
an even earlier Johnson recording, 
done with Benny Carter for Capitol 
land Hegis) in 1944-45, with a solo 
definitely on Love For Sale. The band 
also included M a x Roach. Shorty 
Rogers, and, a man we shall get to 
in a moment, Freddy Webster. John
son has often said that one of his 
early influences was Fred Reckett. 
who played on several of the Harlan 
Leonard Bluebirds (My Gal Sal, 400 
Swing, A La Bridges) and whose 
solos with Lionel Hampton on the 
latter's Decca series have not yet 
been sifted out. Beckett (who died 
dur ing the war) was probably more 
a technical than stylistic influence on 

Johnson i f the solos with Leonard are 
typical . Incidentally, among the 
scores which Tadd Dameron supplied 
for the Leonard band are the afore
mentioned 400 Swing, and Rock and 
Bide, My Dream, and Dig It. 

We also listed records by Buster 
Smith, whom Charlie Parker himself 
acknowledged as (as Jo Jones put 
it) his "musical father." Smith's 
earliest records are the 1929 Walter 
Page Blue Devi l Vocalion sides which 
have J immy Rushing and which also 
provide the evidence of an embryonic 
swing away from the Moten concep
tion I which was carried on by such 
groups as Lunceford's) toward the 
Rasie " r i f f " style. The titles are 
Squablin ajnd Blue Devil Blues. 
Smith is on the Renny Moten Moten s 
Swing, Toby date for Victor , but his 
most celebrated work was, of course, 
the Fddie Durham Decca of Moten 
Swing and the Pete Johnson-Joe 
Turner Vocal ion of Baby Look At 
You. While he was i n New Y o r k 
about that time, Buster Smith record
ed with Snub Mosely on Decca 
I Blues At High Moon, etc.), with 
" H o t L i p s " Page (Gone With The 
Gin, etc.), with singer Bon Bon on 
Decca, playing clarinet (/ Don't Want 
to Set The World on Fire, Sweet 
Mamma Pappas Gone, Blow Gabriel 
Blow, etc.). John Redmond Kel ly 
adds these Vocalions of 1939, identi
fied by their issue numbers, to the 
Smith discography: Bitin on Me 
and Mountain Baby Blues (05348), 
You Dont Have To Tell Me and That 
Same Cat (05274), Just Give Some 
Away and Carry My Business On 
(05166). 

Another man often mentioned as 
an early influence on Parker is aitoist 
Tommy Douglas, and Driggs reports 
that he can be heard on Jul ia Lee's 
Premier date (1945) and with Jay 
McShann on his 1944 Moten Swing. 

The other major "d iscovery" of the 
series was, of course, Freddy Web
ster, a magnificent lyr ic trumpeter 
whose harmonic conception was ap
parently quite advanced from his 
earliest days. Anyone who has heard 

his splendid counter-melodic solo on 
Sarah Vaughan's You're Not My 
Kind (Musicraft, Royale, et al) can 
attest to a fine talent on that per
formance alone. He has a moment on 
// You Could See Me Now from the 
same series. Webster has solos on 
The Man I Love and Reverse the 
Charges on Duke under Frank Soc-
olow's name (a rare item indeed), 
and an earlier version of that latter 
title, which makes an interesting com
parison, was done with Webster by 
Sonny Boy Wil l iams on Decca along 
with The Rubber Bounce in 1942. 
Webster was with Lucky Mi l i inder in 
1941 and can be heard solo on (at 
least) How About That Mess and 
Let Me Off Uptown. Webster's chorus 
on the Savoy Cozy Cole-Viola Wells 
/ Fell For You is comparable with 
the Not My Kind masterpiece. He 
shares a solo with Dizzy Gillespie on 
Georgie Auld 's Co Pilot {Musicraft, 
Royale, et al), and the difference in 
their conceptions is str iking even 
there. 

T o those Webster items, we can 
now add a few more. John Redmond 
Kel ly reports his presence in a Sam¬
my Price Decca date of Don't Be 
Late and Mad About You (48051), 
In The Wee Small Hours of the 
Morning and Just Call Me (48020). 
To the earlier Carter date, Driggs 
adds that it may be Webster on Ear l 
Hines Windy City Jive, Yellow Fire 
(Bluebird) and Swinging on C. Web
ster also spent some time in the 
Lunceford band and these sides 
should certainly be sifted for solos. 
Webster's was a magnificent, perhaps 
major, talent with such a classic me
lodic conception that makes specu
lation on what his influence among 
the younger boppers might have been 
had he lived fascinating to indulge 
in . 

J i m Dean of Toronto writes, " I n 
answer to your query about Kenny 
Clarke with Edgar Hayes, I do have 
...In The Mood and Caravan . . . to 
me, it sounds like conventional swing 
drumming . " 

The places where one does hear re¬
verberations of the nights at Minton's 
(or their equivalent) can be fasci
nat ing: another of John Kelly 's dis
coveries is an A l Cooper Savoy Sul
tan side, Sophisticated Jump (De 
3274) i n which the trumpeter (either 
Pat Jenkins or Sam Massenberg) 
briefly but quite clearly uses some 

(Continued on Page 21) 



I would like to outline five posi
tions of art crit icism. 

The first position is subjective. It 
is rarely seen in its pure form, how
ever, as I understand it , it holds that 
the ultimate reality of an art object 
resides within the beholder; that the 
beholder can formulate ideas or 
opinions about the object which have 
validity for him but are not neces-
sarilv valid for others. This position 
is not often seen in such starkness 
because, logically, the strictly sub¬
jective beholder would not bother to 
communicate his views about the ob
ject to others (except as "fine writ
i n g " ) . 

In operation, however, the subjec
tive critic often defines, delineates, 
establishes a hierarchy of values, and 
attempts to submit ' others to his 
views. He wi l l often admit that his 
views have at least the value of a 
moment for others or that his views 
are applicable to others with similar 
cultural backgrounds, etc. 

Sometimes the subjective critic 
makes real sense. He is dealing with 
an object and talking about i t ; in so 
doing, if he has sufficient sensitivity 
and equipment, it is possible for his 
judgments to have value beyond him
self whether or not he wishes them to. 

The real problem is that he rarely 
speaks with authority and that his 
position is often utilized as a mask 
for deficiencies in background or 
sensitivity. 

The second position is the absolute 
Oon HuiMtrin. r o u r t n , Columbia li , ,..-,|. 

A V i e w o f C r i t i c i s m 
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position—the r ig id absolute posit ion: 
it can be illustrated by the Roman 
Catholic attitude toward a He: a lie 
is i m m o r a l ^ priori and before the 
fact. 

The absolute position is particular
ly unfashionable today and few dare 
to state it even when they subscribe 
to it . We see it frequently in the 
academy: a chord with a seventh al
ways needs resolution; the second 
subject in a sonata form must al
ways return to the original key i n 
the recapitulation. 

These pets of pedantry are usually-
evolved (after the fact) from monu
mental sources: the music of Rach 
and Reethoven, for example. They 
often have great value (although 
their use today is strangulating to 
"concert" music) but they are no 
first principles and they are not i n 
violable. They are observations of 
practise and they can be revoked. 

The partial absolute position holds 
that truth about art is attainable i n 
portions: First, that technical as
pects of performance and compo
sition can be measured (intonation, 
attack and release, orchestration, 
etc.). Second, that the intent of the 
artist establishes the goals of a work ; 
that if the artist fulfills these goals 
he is successful, i.e., he is good. 

Yes, technical aspects are measur
able, but they have validity only i n 
sofar as they implement the content 
—the message of the work. A n d i n 
tent plays a role in crit ic ism i f by-
intent we mean to say that the dimen
sions of the work itself categorize it 
and alter the critical viewpoint; a 
piece for children will accomplish its 
aims differently than a choral 
phony. But if a man attempts a bad 
work of art and succeeds he has not 
created ereat art and this is what 
the "intent-conscious" critic would 
be forced to hold 

The historical or dialectical view 
of art criticism provides some basis 
for evaluation but is replete with 
inanities and absurdities. According 
to this view, an artist can he evalu
ated in terms of his influence upon 
other artists. Bach's influence was 
almost non-existent for a century-
after his death. Consequently, i n 
1780. it could be said that Bach's 

music was not great; in 1880, 
though, it was great again. 

There are great artists who left 
virtually no impact on other artists. 
Also, there have been artists who 
have had enormous influence but 
have contributed bad art and have 
stultified growth in their effect on 
others. (Schoenberg is one I feel, 
although if you wish you may substi
tute some one else.) 

The historical critic also maintains 
that the continuation of the art in the 
culture as a whole can justify it, e.g.; 
Beethoven is good because so many 
people have thought so for so long. 
Wel l , it can be observed that Bach's 
eclipse was popular as well as pro
fessional. 

The historical view precludes eval
uation of the present, since we can
not foretell influence and continu
ation and herein lies its greatest 
handicap; current art can only be 
upheld inasmuch as it embodies ideas 
and tools of earlier and accepted 
artists. 

I submit a fifth position with hesi-
la t i on ; I am trying to formulate it . 
It seems difficult and more rigorous 
than the others, solitary and out of 
step with today's thinking. 

If it needs a name, it can be called 
a relational-absolute view. Its main 
premises are: (a) there is a scale of 
judgment between good and had ; 
(b) that the position of an art ob
ject can be so evaluated by qualified 
people—who would be called "cr i t 
i c s ; " (c) that these critics would 
evaluate on the basis of large 
ideas about the nature and purpose 
of art and an adequate knowledge 
of the particular art and of the arts 
generally; (d) that art should i l lumi 
nate the world for those of us on it or 
l n i t n o ( o n i y r e f l e c t w h a t exists; (e) 
that art should express some basic 
" t r u t h 1 " (f) that art savs what it 
savs in a number of w a v s - i n music 
through the organization of sounds 
into a formal and complete state
ment tnot neressarilv the s o m t a 
f o r m - thprp ITP m a n v nprfpet cnnatad 
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perfect objects which can give us an 
image of what life may be, through 
man's mind and soul, conquering 
and organizing sounds and rhythms 
into an ultimate unity. 

I do not want to fit music onto the 
Procustean bed of a system. I am 
asking that we look (as we must) at 
an object and try to find out what 
can be said about it , what its point 
is, what quality it has. 

ft is probably obvious that many 
aspects of the above five positions 
overlap. Elements of the relational 
view are seen in the other four : a 
suhjectivist does indeed judge, the 
historian does employ some selectiv
ity and does make comments, the 
absolutist is often forced to view 
the object in its total context, the 
partial absolutist is sure but is 
not certain of how much he can be 
sure. If we can presume that there is 
some truth in the position I submit, 
or in the position I submit as it is 
contiguous with the other above posi
tions, I suggest the following qualifi
cations for music cr i t i c i sm: 

1. The critic must be trained as a 
musician. Not only must he play or 
have played but he must know the 
compositional aspects of music since 
these are present in all parts of mu
sic, including performance. The jazz 
cr i t ic , especially, must have an ear of 
well-developed proportions, since he 
must be able to know what the im-
provisor is do ing ; there is no printed 
score of the jazz solo and it often oc¬
curs once* in a club or at a concert, 
not to be repeated. If he cannot know-
all that he hears he is l ike 

Q man 
crit ic is ing Chaucer without having 
studied middle Eng l i sh ; he gets the 
idea and the feel but he doesn't really 
know the object. 

2. The critic must have some larger 
view of life against which he can 
place the work of art. If life is only 
tactile sensation to h im he cannot 
talk about Lester Young, for at times 
Lester talks with the gods. 

3. He must be able to express his 
ideas c learly ; his writ ing must be 
an adequate vehicle for his thoughts. 
(How many critics can resist a cute 
remark or a clever observation—even 
i f untrue?) 

4. The crit ic must know the arts 
generally. This is connected with the 
large view spoken of above and also 
with the fact that the parallels be¬
tween the arts are numerous and 
helpful. 

N O V E M B E R 

5. The crit ic must have a soul. 
What is this? Wel l , let us make a 
vague pass at definition: he must 
have sensitivity; the art must com
municate to h i m ; he must be en
raged and saddened and glad and 
tearful when he hears music. 

6. He must operate pr imari ly to aid 
and direct the artist. He must free 
the artist from tyrannical arbitrary 
public opinion. 

7. He must a id the audience in un
derstanding and evaluating the music. 

Of course, the jazz- critic is faced 
with serious problems. He must deal 
with the ephemeral quality of impro
vised music and this is very difficult, 
even after the music is recorded. He 
cannot use the standards of Euro
pean music by themselves (although 
the ideas that underlie these stand
ards arc operative) and there has 
been very little codification of 
thought in jazz cr it ic ism. In fact, 
there has been very little real c r i t i 
cism in the jazz world. 

At present the "jazz cr i t ics" are 
completely inadequate. They are not 
technically trained; they are journal
ist ic ; they reflect general opinions 
rather than create them; they are 
not aware of the process of creating 
or per forming; they are disposed 
towards language tricks and elegance 
and jokes. They have weakened the 
strength of crit ical magazines and 
critical thought. They have so cor
rupted the reader that real criticism 
wil l stand little chance of being 
recognized as such. 

(This paper was originally delivered 
at the first critics Symposium at 
Newport in July of this year.) 

MODERNS 

of the "new" passing tones in his 
solo. 

At this point, I am tempted the 
further re-iterations of reminding of 
Ear l " B u d " Powell's youthful work 
with Cootie Wi l l iams, say. or Thelon-
ious Monk's in 1944 with Coleman 
Hawkins. But it might he more to 
the point for an interim report l ike 
this one to list a few other men who 
are frequently called transitional 
figures: the later Clyde Hart , Ken 
Kersey, pianist Julius Monk (did he 
ever record?) , Russell Procope. Don 
Stovall, Eddie Barefield, Dud Bas-
combe (a fascinating trumpeter with 
Erskine Hawkins, 1940-42), Frankie 

Newton, the later Boh Zurke. For 
that matter, play a Miles Davis rec
ord for an older musician and he wi l l 
almost inevitably mention Johnny 
Dunn's changes. And there are things 
like Kinklets (1906), Skreveport 
Stomp (1925)—not to mention either 
Scott Joplin's later work or Ellington's 
middle period at a l l . 

A n d have you ever noticed that 
rather unusuai chord in the last few 
bars of Ear l Hine's 1928 solo of 57 
Varieties? It's a flatted fifth. 

ROLLINS 
unsound: only the quality of a 
specific musician in a specific per
formance can be the ultimate basis 
for judgement. The point is not—as 
some may think I am implying—that , 
since Roll ins does a true thematic 
variation, he therefore is superior to 
Parker o r Young in a non-thematic 
improvisation. I am emphasizing 
primarily a difference o f approach, 
even though, speaking quite sub
jectively, 1 may feel the Rollins 
sition to he ultimately the more im
port ant one. Certainly it is an ap
proach that inherently has a po
tential future. 

The history o f classical music pro
vides us with a telling historical prece
dent for such a prognosis: after largely 
non-thematic beginnings (in the early 
middle ages), music over a period 
o f centuries developed to a stage 
where (with the great classical mas
ters I thematic relationships, either in 
a sonata o r various variational forms, 
became the prime bui lding element 
of music, later to be carried even 
further to the level of continuous 
and complete variation as implied bv 
Schoenberg's twelve-tone technique. 
In short, an over-all lineage from free 
almost anarchical beginnings to a 
relatively confined and therefore 
more challenging ^tate T h e historv 
of i 3 7 7 ffives everv i n d i e a t i o n nf fo l 
l o w i n g ' i n - r a l l e ! r o n r s e a l r h o l h i n 
an e x . r l r Z , r 1 ^ ^ ™ ^ ^ form 
In . n v else the e^enrial I l i n t i. 
Zt t W L ' . h L ! T M 1 , A 

solos, jazz improvisation can now 

VhAh I V T p t l t 

rather that by huildmg on this tradi
tion a n d enriching ,t with the new 
element ot themat.c relationships jazz 
is simply adding a new- dimension 
A n d 1 think we might all agree Hal 
renewal through tradition is the best 
assurance of a flourishing musical 
future. 
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R e v i e w s : R e c o r d i n g s 

H A R L E M J A Z Z , 1941, Esoteric 548. 
T H E L O N I O U S M O N K Genius of Modern 
Music , Vol 's 1 & 2, Blue Note 1510-11 
M I L T J A C K S O N (with the M J Q and 
Thelonius Monk) Blue Note 1509 
T H E L O N I O L S M O N K Trios , Prestige 
7027 
T H E L O N I O U S M O N K Quintets. Prestige 
7053 
T H E L O N I O U S M O N K . Prestige 7055 
T H E L O N I O U S M O N K plays Duke E l l ing 
ton, Riverside R L P 12-201 
T H E U N I Q U E T H E L O N I U S M O N K . River
side R L P 12-209 
T H E L O N I U S M O N K , Bri l l iant Corners. 
Riverside R L P 12-226 
T H E L O N I O U S H I M S E L F , Riverside R L P 
12-235 
M O N K ' S M U S I C , Riverside 12-242 
M U L L I G A N M E E T S M O N K , Riverside 
R L P 12-247 
S O N N Y R O L L I N S , V o l . 2, Blue Note 
1558 
A R T B L A K E Y ' S Jazz Messengers with 
Thelonious Monk . Atlantic 1278 

In recent years Thelonious Monk 
has begun to exert considerable i n 
fluence on younger musicians, in 
sharp contrast to earlier years when 
he was either ignored or misunder
stood by a l l but a few musicians and 
even fewer critics. It took almost a 
decade for the leeend of the " H i g h 
Priest of Bop'" with all its mystical 
and cultlsh frioneries to die down 
\nd today it is much more uossible 
to evaluate Monk mirelv and s W r e l v 
on a musica basis S , J the 
^ r i S A n l The sober 

R e c o r d s the I f n r w h o m 
\ 1 i n l lias hZn r Z r r W *hL 1955 
M o n k has been r e c o r d n g s i n c e 
the s i g n i f i c a n t c r i t i c a l a p p r a i s a l s o j 
" ; e n

t
a s ™ * ? a n fSrSSLk. 

M a r t i n W i l l i a m s and A n d r e H o d e i r , 
M o n k s increasing success fulness in 
terms of a career; and now even this 
magazines first-issue cover picture, 
sans glasses and cap and for a change 
not underexposed-a l l these are i n 
dications that the appreciation of 
Thelonious Monk has reached a stage 
where a reassessment of his unique 
contribution to jazz would seem 
germane. 

His r e c o r d e d work, made over a 
span of seventeen years, divides it
self into three periods: the early 
formative years* the first break
through of the full original talent 
( in the late forties to early fifties), 
and lately a degree of leveling off and 
matured consolidation. For me the 
second period is the most exciting 
because it displays Monk's talent at 
its freshest and most direct. Compo
sition* tike Critt Trotc Frnnpl Fni 
denre and K r i a s T a r e p S , un

cluttered musical emanations. They 
are completely original , remarkably 
concise, 1 and rather well performed. 
They are available on Blue Note and 
Prestige, who have collected the 1947¬
54 recordings on half a dozen L P ' s . 
Many of these recordings stil l stand 
un very well on repeated rehearings. 
Certainly none of them seem dated, 
largely because Monk never was the 
h o n n e r sn m a n v neoole thought he 
was and he never was " coo l " in the 
boo'sense One searches in vain for 
the ^tmosohere a n d c l i ches of he 
b n o ™ U ^ r t i r n U r l v in i ts l l 
r W i J ^ ^ T ^ ^ o n e fimk on v 
M o n k o r i jmai darinThlunt „rr 
sionally crude andI S y 

Criss Cross (Blue Note 1509) 
stands out as perhaps the Monk 
masterpiece of this period. It contains 
all the by now familiar melodic-har
monic characteristics, his innovations 
in shifting rhythms and accents, but 
is above all important because it is 
a purely instrumental conception. It 
is not a "song" , a term so many jazz 
musicians apply to all the music they 
work with, it is not a " tune" it is 
a c o n m o s i t i o n for instruments Tn 
this resneVt it is in he tradition of 
such masTernieces as lellv R o l l Mor 
ton's TantaJcitv Stomas a n d F l l i n l ' 
on's KTKZ I W its most radical as" 

nJnt i s t h a t C r f l CrZis i n a s l n s e 

lr n n * a r ! n W h n ! l l l it d i e * 
or portray anything s p e i i h c , i t does 
not attempt to se a mood or the 
l i k e ; it simply states and develops 
certain musical ideas in much the 
way that an abstract painter w, 11 
work with specific non-objective pat¬
terns. 

Eronel and Evidence, the latter 
with a stark and tonally oblique i n 
troduction, do likewise, but Evidence 
suffers from a poor Monk solo. It 
consists almost entirely of cliches, 
although admittedly- Monk cliches, 
- l i k e the whole-tone scales and 
diddledee reDeated triolet figures 
Both Misterioso and Four In One are 
represented on Blue Note 1509 in 
alternate masters the other versions 
being included i n Blue Note 1510 
anrl 1^11 A e l n a l l v n i l tV.nr u w e i n n e 
arJ. hu t of Fr>^ flonT] 
ZtfZ ,ht \ SfW , 1 if f u t u r e , 
S t l v better solos s ome snnerb 
M o n k acc.mnanirnent behind Tack 
«nn an T . ! Talanee 
^ u i ' u. g l a n c e between 
Sahib Shihab s excellent alto. Jack
son s vibes and Monk s piano. Such 
a balance is important because, as in 
so many Monk compositions, the 
witty answers by the piano need to 
he at the same level as the horns 
and not in the background. 

later) and an imperious upward 
figure When the head returns, 
instead of mere repetition, Monk en
larges upon it . In an almost \\ ebern-

l n the case of Misterioso the pref
erence goes d e f i n i t e l y to the Monk 
V o l . 1 (Blue Note 1510) v e r s i o n . 
(Both i n c i d e n t a l l y are in a much 
b r i g h t e r t empo than the 1957 Rol 
lins J . J. -Monk p e r f o r m a n c e on Rlue 
Note L P 1558.) Misterioso has been 
i | f |. + '' 

of Monk 's most influential 
cordines and small wonder It is a 
summation of Monk's work up to 
thit time and in hnth enmnosition 
and solo a wondrous examole of his 
artiJ£ m a t S v and his awareness 
of the e h X n i e of discinlTne and 
™™\Z siv.hl SP.S^hTrnnnd 2 

! ! ' .IT MonlT I ! nllvs « 
Seriesof nllJ\r 1 ! h« thit in 
IZ r 1 so ^ l i n ~ t - W 
their bluntness are so striking that 
one can hardly concentrate on the 
y.hes. Monk s own solo sustains this 
level. It is based on a series of minor 
second clusters (I wi l l return to these 
later) and an imperious upward 

:n t l 
m . i 

large* upon it . In an almost weoern-
like manner he spreads the pattern of 
sevenths used earlier over two or 
three octaves. The resulting dramatic 
skips, rhythmically oblique to the 
main theme, are the last link in the 
chain of heightening intensity that 
generates this piece. 

Incidentally, this idea of varying 
the exposition when it returns as a 
final recapitulation was a rather un
usual procedure at this time, and is 
still rare. In thousands of bop and 
modern iazz performances onenine 
and ending were identical 'and even 
orchestrating them in harmony rather 
than unison was thoueht to be un
usual Monk was a real pioneer in 
this respect generally slightly alter
ing his basic thematic material 
ihrniicrh reunieino- rpf i re hestratinn 
n r - a s in E - r T ^ n a , T f S 
^ n e r i m n o s i n r uoon it nrevio^slv 
statedMdeas In both examnles these 
,,, P r i r n S i o l are n ™ n i ! X 

! p ™ i u 5IL S S I 
obliterate theoriginal\ tZTcZterl 

Many of the forty-odd titles re
corded at that time are only- par
tially successful and some are indeed 
quite bad. I shall single out only a 
few. There are Ion Blue Note 1510) 
a very spirited / Mean You with 
good M i l t Jackson- Humph one of 
the manv Monk C o m p o s i t i o n s that 
e x p e r i m e n t s with parallel chords and 
tritone f ie Halted fifth 1 melodies 
and which ' features some excellent 
Idrr-es Snliemar, trnmnpf- the one-
no^therne of Theloniout with an ^n 
lerest n J i n l e r n o l a ion' of n, re stride 
pTano a fair F^sirl)^ InAln 

file:///1inl
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Walked Bud; an indifferent and out-
of-time 'Round about Midnight (the 
later solo version is much more per
sonal) ; and a whole trio date includ
ing Off Minor and Ruby My Dear, 
which seems to have been a hope¬
lessly listless affair, 1 think, primari ly 
because of the stiff rhythm section. 
Ramey'g piunky bass and Blakey's 
dull swing-era drumming are like a 
blanket of fog. (Blakey, of course, 
has since then been Monk's most 
constant partner and developed so 
individually that in the recent At¬
lantic L P 1278 on some tracks he 
almost steals Monk 's thunder.) 

Blue Note 1511 ranges from poor 
to good. Suburban Eyes and Evonce, 
both terribly recorded, are perhaps 
the closest Monk ever came to bop 
orthodoxy. The tunes, of course, are 
not his {the contrast to his own ma
terial is a revelation), and in them 
we hear some fair Danny Quebec 
and Sulieman, with Monk mostly k i l l 
ing time with cliches. Four other 
tracks brine Luckv Thomuson Kennv 
Durham and Max Roach into the fold 
with exce l lent results Carolina in 
f i / 4 l i m p is heantifnllv orchestrated 
b « B Z ! L T l l I W h a m and 
n v e l v H I M r l n n l l n l i m i n » r S f r . W 
. s q u u e unusual a ,^ -bar piece m 

t , , , i ! : ™ £ ? d 
rhythm alone) consist almost ex¬
clusively of tritones in paral el pro-
gress.ons while the last eight meas
ures suddenly bring in the three 

horns in a four-bar chromatic 
scale (voiced in tritones.) and a 
four-bar fanfare-like phrase (again 
tn tomc ) . Lets Cool One has an i n 
teresting moment m the bridge where 
on an F-chord Monk has trumpet 
and alto on unison B-flat and the 
tenor on an A, a ninth below. This 
is one of the first instances of Monk's 
use of isolated naked ninths (or 
sevenths). That he really cherished 
this sound is further substantiated 
when, dur ing the entire bass solo on 
the bridge. Monk remains silent ex
cept to throw in on the F -chord that 
same bald minor ninth. Both Skippy 
and Let's Cool One feature fair to 
good solos by Lucky (listen to how 
he literally "eats u p " the changes). 
Dorham (very close to the Clifford 
Brown of a few years later) and a 
fledgling Lou Donaldson. The haunt
ing Monk's Mood is spoiled com
pletely by some inexplicably wobbly 
out-of-tune I almost hotel-type) Shi -
hab alto. Straight, No Chaser not 
only has good Shihab and Mi l t Jack
son' but also some dr iv ing bass by 
M c K i b b o n . Both this and Who 
Knows, by the way, are excellent ex-
amoles' of fluent teehnicallv nro-
ficient and at limes even mellow 
I1..H,I1L a l even m e n u " 
Monk piano a good answer to those 
who say Monk can't play that k ind 

of piano. 
That kind of piano, it so happens, 

would be out of place in most of 
Monk's music. (Imagine his angular 
and blunt lines played by a Bil ly 
T a y l o r — or even a Tatum or John 
Lewis.) The tone, the touch, and if 
you wi l l even the crudity are part 
and parcel of Monk's personality, 
and in it the comoonents comnoser 
pianist are as inseparable as the ele
ments of an alloy. 

Incidentally for those who still 
tend to doubt Monk's ability to play 
technically fluent piano, listening to 
his almost Teddy Wilson-like work 
on the 1941 Minton's Playhouse 

L P (Esoteric 548) in Swing to Bop 
and Stompin at the Savoy can be 
a revelation. Of course there is also 
the testimony of M a r y L o u Wil l iams 
who says: " W h i l e Monk was in Kay-
cee he jammed every night, really 
used to blow on piano, employing a 
lot more technique than he does to¬
day. Monk plavs the way he does 
now because he got fed up. I know 
how Monk can p lay" " H e told me 
he was sick of hearing musicians 
play the same thing the same way 
all the t ime."-

1952 to 1954 Monk recorded for 
Prestige (7075, 7027, 7053). The 
latter two L P ' s are superior to 7075. 



but on none o f the three is Monk 
able to a d d basically to the impres
sion established b y Criss Cross and 
other earlier works. On Prestige L P 
7027 there are eight tracks, many 
of which reflect the two influences 
of Monk's formative years: Harlem 
stride piano and Kansas City blues-
based piano. The latter is especially 
evident o n his famous Blue Monk, 
recorded in 1954. Of special interest 
are / title Bootie Tootie a latter-dav 
train-song with "imitations of a train 
whistle; Monk's Dream with its 
hridm> in minor seconds- Trinkle 
Tinkle derived from a r'irht hand 
emh^lli«hmen^fieurTonite common 
a r r ^ r T t i ^ r n n r r f l o r i d ^ 1 ! ^ ! 
If^lL and Z h i r V E l « S 
S S L ? r the title 
T1~yfoJEF%Kn*. L r r L i n l l l v 
inese rootisn J^rngs, s a r d o n i c a l l y 
dressed in c l a s h i n g _ minor seconds 
M „ C w h i c h , during 
M a x s so lo M o n k t h r o w s i n isolated 
v a r i a n t s ot the m a m theme—a ias-
c i n a h n g touch. ( I n c i d e n t a l l y Pres¬
t ige s h o u l d be a s h a m e d of itself for 
allowing a record date o n such a bad 
p iano ; i t sounds l ike a tinny, out-of-
tune barroom u p r i g h t . ) 

Some of the 1953 and '54 record
ings did not come off too well. I find 
the ill-fated Friday the Thirteenth in 
terms of performance quite dismal, 
with so-so solos b y Roll ins and Wat-
kins and a logy rhythm section. 
Work, recorded a vear later, rambles 
too much but Nutty has a colorful 
Blakey solo, a distinctive brightly 
chorded theme, and an over-all op¬
timistic feeling about it . 

On Prestige 7053 we fare much 
better. Let's CaU This could only be 
Monk's with its fascinatingly dogged 
ghost-note melody. Think oj One 
(presented in two versions) is another 
one-note theme with unisons occa
sionally flaring out into major sec
onds. The solos b y a l l concerned, 
especially Julius Watkins. a re better 
on take one. We See is another bright 
optimistic piece with fair solos. 
Locomotive a distant cousin of the 
" t r a i n blues'" is a sunerb example of 
Monk 's ability to varv and develop a 
theme not iust improvising on a 
chord ' p r o f e s s i o n His entire solo 
. u fji Ltg ica i i iu i i . i l i a c l i n i c suit j 
here is based on the nnenintr motive 
X i t L r R a v C o p l a n d nor Frank 
Foster seem in h ™ Tried to dr lfke 
w i s T i ffTt™™^*, a l t L 7 w ; t t v 
r £ ™ i r ^ L T i I 
The f a » S i f L r r r » 
' L f ' T JitZT H ! V o U 
land's ra^regieS^on" 

A real revelation for m e was 
Monk's rendition o f the Kern tune 
Smoke Gets in Your Eyes. Here 
Monk deliberately turns it from a 
tune into a composition b y means o f 
instrumentation and chord alteration. 
He achieves this by splitting up the 
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melody between piano and "horns " 
and by beautifully altering one chord : 
A instead of E-flat against which he 
plays a P-flat C-major seventh in the 
right hand*—one of the most beauti
ful spots i n a l l of Monk. 

We turn now to the six Riverside 
L P s . Monk's first two albums there 
were based entirely on music other 
than his o w n — E l l i n g t o n on the first 
and in "The Unique" a variety of 
standard hits. I cannot agree en
tirely with Nat Hentoff's posit ion 1 

about the first set that Monk's "tech
nique pianislically isn't always ade
quate for what he wants to express 
in his own oersonal language- it is 
less adeauate for this variegated a 
nroeram" It is also misleading to 
read the implication that Monk is 
ineanahle n f "hu i ld inu organic var i -
aHons o n F l i n t ' s in i t i f lThemes" 
when Monk i s actoa l v one of the 
7Z m ! l who , 1 do inst this 
« I W ^ d W t L i n ^ t l V r p a r r o t 
this review H o . whv this r S h W o r . 
I P Znor tnrn n»t t frn f , , l n 
one might have been led to expect is 
hard to say. It does sutler—and Wat 
is certain > right about t h i s - f r o m 

? l L ° M T r l T k u ? * 
that Monk felt somehow psychologi
cally stifled—no technically ham-
p e r e d - b y the Ellington tunes. This 
would explain why the one great 
track It Don I Mean a Thing, and 
to a lesser extent Caravan are the 
only pieces on which Monk masters 
the material. Both pieces are more 
than tunes; they are instrumental 
compositions, and in Thing there was 
the added challenge for Monk of the 
one-note theme, something he had a l 
ready experimented with in his own 
Thelonious and Think of One. In 
Monk's hands Thing becomes a har
monic variation on one note (B-flat) 
with ever fresh surprises. Roth Cara
van and Thing also contain fascinat
ing bass solos by Oscar Pettiford. 
especially the three-part chords in 
Thing. 

I think it was an il lusion on the 
part of Orr in Keepnews to think that 
he could get Monk to reach a wider 
audience through the use of standard 
tunes. A musician of Monk's i n 
dividuality and artistic integrity is 
never easily accepted by a large au
dience, and it seems fruitless to try 
to achieve this—at least on the au
dience's terms. Moreover, it is falla
cious to think that people can be 
lured into accepting Monk if he 
plays You Are Too Beautiful or the 
like heranse such nennle want to 
hear those tunes in more orthodox 

M o n k ' s concent of hesetnnTs don't 
need the T n e s a T r n r e h in the 
lr\t nlaee f M r L l ^ J l t 
have reah'zeJI thi hfmsdf T t o d i 

cated by his liner notes for a subse
quent Monk L P . ) 

The " U n i q u e " album flounders on 
this false premise, and somehow 
deep within himself Monk may have 
sensed this. The album seems at 
times to suffer from over-prepara
tion. In any case, he again seems a 
prisoner of the tunes with fortu
nately some exceptions. 

Honeysuckle Rose and Tea For 
Two attracted Monk's wry satiric hu
mor. In Tea, after a Zez Confrey-
type introduction and some rather 
stiff bowed bass by Pettiford. Monk 
bun.hr> into purposch stiff old-fash
ioned piano that lampoons the k ind 
of piano playing his il lusory mass 
audience probably would dig. But 
while Monk makes fun. he does so on 
a high musical level, couching his 
satire in daring bitonal chord-distil
lations. Likewise i n Honeysuckle, 
which is further enhanced by much 
use of parallel chords of minor sixths, 
echoed bri l l iantly by Blakey's tom
toms tuned similarly in b-flat, C and 
F. Liza is marred by a seemingly 
endless stereotype ending, whereas 
Just You, Just Me is quite superior 
i f only for a long thematic-melodic 
variation and a good Rlakey solo. 

In " B r i l l i a n t Corners" (Riverside 
12-226) the problem seems to have 
been primari ly that of performance 
and insufficient famil iarity with the 
material. Whi le effortless, smooth 
playing would probably seem amiss 
i n most any Monk opus, I find the 
saxes (Rollins and the late Ernie 
Henry) needlessly harsh and out-of-
tune. Monk himself does not play 
anvthine that he had not alreadv 
done somewhere earlier and much of 

routine As a matter of fact 
I found some of this set emotionally 
denressine (esneciallv Pannonica) 
which is understandable oerhans in 

" uuuciaiauunuu, Remaps in 
view nf the manv n t h e r i e i n years 
M o n k has h a d T h e a l h n m does c o m e 
to life aVaTn with BeZka\udn^ 
m o s t l v t v f ^ r t ^ n f TZSher K S 
" L^LZr, . r l P e t t i f o r d so l o 
! n r l M T v R n ^ h l ™ . L l i n . w n r t o n 
and M a x K o a c h s pu sating work on 
f P v ' , " , . " l " ° Z ? 1 i t S 

the disparatei elements «t Henry s 
wail ing a'to Monk s stnde-ish piano, 
a strongly Monk-mHuenced Koll ins 
solo, some overly busy Roach, and a 
clean highly expressive I ettiford solo 
never quite jell into a unified per¬
formance. 

Perhaps, as Mart in Wi l l iams has 
sa id 5 , "one may well despair of as
s imi lat ing" all the "suggestions about 
future possibilities" contained on this 
record. It is clear that the musicians 
who perform with Monk must also be 
given a chance to assimilate the music 
thev are s laving more thoroughly 
Orr in Keepnews in his excellent liner 
notes touches upon the problem, 

T H E J A Z Z R E V I E W 
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when, i n comparing Monk to other 
more easily accessible composers, he 
says: "What he [Monk] offers is 
not smooth, public-relations-conscious 
artifice or surface skills, but merely 
the music that is in h i m " . He is one 
of "those non-benders and non-con-
formers who doesn't happen even to 
seem easy to understand". But pre
cisely because this is so, the perform
ances must be better prepared, or 
else the obstacles to a broader as
similation are too great. What is left 
in " B r i l l i a n t Corners" is a feeling of 
the potential strength and immediacy 
of Monk 's work but not its realiza
tion. 

Simi lar ly " M o n k ' s M u s i c " (River
side 12-242) brings into focus the 
same problem, further aggravated by 
the inclusion of Coleman Hawkins on 
the date. One has to say, with great 
reluctance", that Hawk has consider
able trouble finding his way around 
Monk's music. The record starts with 
the nineteenth century hymn tune 
Abide With Me, Monk's (and inc i 
dentally Fats Waller's) favorite, ft is 
nlaved in a solemnlv intoned straight
forward manner much like outtinL a 
motto at the head of a chapter. 

A l l of Monk's own playing on this 
record is very, very good; it is 
strong, luc id , and aggressively lead
i n g — a little l ike Ellington's or 
Basie's approach with their bands. 
If all the playing were on Monk's 
level this would be a great record. 
As a matter of fact, Blakey and 
W i l b u r Ware are consistently imag
inative but Coltrane—despite his 
unoues'tionable ' thoueh still experi
menting ta lent -doesn ' t fare too well 
on the h r i r W of Well Vnil Needn't 
with its diffirult to be interesting™ 
parallelI rhordI f f W ^ 
hadlv h n n P here a n f rnnetan^man 
ZZ t n L i e t C L k w f t l T 3 ! u 
m T ! J I r W ^ S l The SLA 
T^TTFZ^Z l l J if , J ~ r 
r X f l th a I h i ™ 
coltrane so that h , : solo emerges m 
many tiny land 1 think un.ntention-
ally) disconnected fragments. 

Hawkins shows clearly that he is 
of an earlier generation. Aside from 
two shaky or false starts—on Well, 
You Needn't and Epistrophy, the lat
ter beautifully covered by Blakey, 
Monk and W a r e — H a w k seems often 
to be thrown by Monk's oblique ac
companiments and sparse angular 
lines. In Ruby, My Dear Monk's in
sistence on using an E-maior chord 
with both an A. and a G-natural i n 
the right hand confuses and stiffens 
Hawk everv time He does however 
relax ultimately on this track and 
hrinp-s off some etrikincrlv ehnraeter 
i s t C D h M « T O . h l t h OfiMiMT 
and f l S v l w I v ! with a 
d « h i ™ OUSL Tnnnverl " ^ h t L 
hell wfh i t " 1 S d T p S t y much dis" 

regarding Monk's altered harmonies. 
The only new composition on this 

septet record has the whimsical title 
of Crepescule with Nellie, dutifully 
explained in the liner notes. It is a 
moody piece, cast in the usual 32-bar 
A A B A - f o r m a t . The second bar of the 
A-phrase has a typically unorthodox 
Monk touch: an E-flat chord with 
not only the minor seventh and 
minor ninth, but also the major sixth 
and major n in th ; thus producing a 
bitonal combination of E-flat and C. 
Nor does Monk use this dissonance 
as a passing chord or try to hide it 
in some way; on the contrary with 
his characteristic weighty touch he 
trumpets it out six times. 

"Thelonious Himsel f " (Riverside 
12-235) is a real success. Unham
pered by other players and beholden 
only unto himself, Monk ruminates 
thoughtfully and caressingly in free 
tempo on the eight pieces, three of 
them his own. As Keepnews says, 
much of the album has a quality of 
" th inking out l oud" . Monk makes 
these tunes completely his own c o n 
tinually extracting and paring down 
to the of each melody and 
harmonv Thev all have a heautv and 
h i u n t m f f l v r i c s m esnechllv 4mil in 
ParV'/Should Care and All Alone 
Other adierHves that rome to mind 
are ' 'mournfu l " and "nostaleie" 
'KnnnA Wdnirht M o n k ' s o w n e as' 
W i T i n t e n l T v nersonal The won" 
X r f . l l v ,fnner t i j e r t h i r r k 
are a.kind ot delightful torture as one 
awaits them expectantly / Mould 
Core is worth many rehear.ngs, as 
Monk towards the e n d - a f t e r a sort 
of private douhle-tmie passage—plays 
four chords in which, after first strik
ing all the notes hard and sharply, 
he quickly releases all but one. This 
kind of chord distillation is one of 
the most radical aspects of his mu
sic, i.e., the idea that one note above 
all others car, most succinctly repre
sent a chord—not a new idea in 
music, but almost untried in jazz. In 
the last half of Care Monk is espe
cially exciting in terms of free tempo 
playing. His a-rhythmic, unexpected 
moves create a tremendous tension. 

Monk's Mood, now in free tempo 
as opposed to the 1947 version on 
Blue Note, is a fitting finale to the 
album. Starting as a piano solo, 
Monk later adds bass and tenor 
(Ware and Coltrane) . Coltrane's 
poignant, almost altoish tenor e X -
actlv fits' the plaintive mood of the 
piece. 

M y one complaint is that Monk 
here allows too many of his favorite 
piano "noodles" (all pianists seem 
to have them). There were so many 
and they interrupted the continuity 
at times so much, that I began to 
count them. There are fourteen of 
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the five-octave descending whole-tone 
scales and thiry-four (!) of the cock
tail-piano-type ascending figures. S ig 
nificantly they are absent completely 
in Functional, a long blues that de
spite many modern dissonances and 
angular lines is as earthy and basic 
as a Broonzy folk blues. It ends on 
three notes typical of late Monk (he 
has also used them on the record 
with Mul l igan and in the Blue Monk 
on the Atlantic L P ) : a low B-flat. 
and four octaves above a minor ninth 
B-natural and c—another character
istic chord disti l lation, all other notes 
being implied. 

The " M u l l i g a n Meets M o n k " a l 
bum is on the surface a good one. 
Everybody plays well and the five 
Monk compositions, one tune by 
Mul l i gan , and a standard make good 
points of departure. But probing 
more deeply one finds that basically 
Mull igan and Monk don't hear mu
sic the same way. It's a little like 
trying to mix oi l and water. There 
are numerous instances of this dif
ference. Where Gerry, especially i n 
up-tempo pieces, improvises pr imari ly 
i n tr iadic harmony, adding only 
sixths and an occasional final flatted 
fifth, Monk's ear constantly takes him 
into the furthest reaches of the 
chords. If I may put it very simply, 
Gerry always plays the " r i g h t " notes, 
whereas Monk more often than not 
plays the " w r o n g " notes that are 
right! Gerry's rhythm, basically a 
late swing-era feeling, is also quite 
far from Monk's wholly or iginal 
time relationships. With all his mu-
sicianly talent, Gerry too often is a 
man playing at playing a solo. 

A convincingly clear example of 
these basic harmonic and psycho
logical differences is the very end 
of Sweet and Lovely. Here Monk 
plays a highly chromatic odd-pat¬
terned ascending figure, partially 
based on the tune, and Gerry answers 
in an all-too-familiar regular pattern 
of descending fourths and fifths-
each passage is an exact mirror of 
its creator's musical ear. 

Monk is at his best throughout, 
especially in his superb accompani
ments to Gerry, where he often 
works with thematic material. Ware 
turns in beautifully timed and i n 
ventive solos, with Shadow Wilson 
always in firm but discreet support. 

The remaining record was made 
for Atlantic , featuring Monk with 
Art Blakey's Jazz Messengers. Mart in 
Wi l l iams ' excellent l iner notes are 
about the best thing so far written 
on Monk in an analytical vein. Ex
cept for one minor error, the notes 
give an informative, clear-thinking 
insight into the nature of Monk 's 
work, and I heartily recommend them 

to all who are puzzled by the phe
nomenon of Thelonious Monk. 

Except for John Griffin's Purple 
Shades all the compositions are by 
Monk and a l l re-orchestrated, ex
tended versions of pieces recorded 
earlier. Throughout the record Bla
key's drumming is outstanding, both 
in his solos and i n his support of 
Hardman and Griffin (especially 
when he kicks them off in double-
t ime) . Blakey adds so many im
aginative touches, perfectly exe
cuted, that it would be futile to 
attempt to describe them. Listen espe
cially to / Mean You. Some of the 
highlights of the record are Monk's 
pointill istic solo (like isolated spurts 
of sound) on Evidence, a solo based 
on the stark main theme; his theme-
derived solos on In Walked Bud and 
/ Mean You; a very dramatic (mostly 
low-register) improvisation on Blue 
Monk; and his low barking sounds 
hehind Griffin in Purple Shades. Only 
his solo in Rhythm-a-ning is disap¬
pointing because it is too derivative 
of things Monk has done before. 
Hardman, Griffin and DeBrest are 
very young and must go some i n 
terms of control and discipline. Never
theless Griffin's solos on Rhythm-a-
ning and Purple Shades show great 
promise. 

In listening to all these records, 
several characteristics of Monk begin 
to stand out. Since some of these 
are points about which there is often 
discussion among laymen and mu
sicians alike, I would like to touch 
upon them hriefly in closing. 

The first regards the rapid whole-
tone scales to which Monk is so ad
dicted. W h i l e . I would agree that 
Monk overdoes them, they are never
theless logical within his harmonic 
thinking. Whole-tone patterns first 
make their appearance on the 1944 
recordings Monk made with Haw
kins. It was in those years that the 
flatted fifth chords began to be gen
erally used by modern jazz musicians. 
Now it so happens that the most d i 
rect line between the flatted fifth and 
the tonic is a whole-tone pattern of 
four notes. A d d two more notes and 
you have a whole-tone scale. Further
more, when one realizes that a 
whole-tone scale is , in effect, a 
straightened-out horizontal version 
of an ordinary augmented-ninth 
chord with a flatted fifth ( in F for 
instance: F A c-sharp E-flat G B-nat-
u r a l ) , one can see how easily one 
thing led to the other. This whole 
area of tritones (flatted fifths) and 
altered-tone chords opened up once 
musicians discovered the altered bass 
line. Instead of going directly from 
-E-flat to A - f lat , for instance, they 
began to interpolate an A -natura l 7 



(tri-tone from E-flat) and soon a 
whole complex of new key relation
ships became apparent". A n d it is in 
this melodic-harmonic area that 
Monk has been one of the most i m 
aginative innovators. 

M u c h has been said about Monk's 
technique or supposed lack of same. 
Beyond what I've already said (and 
coming back also to the cluster c 
and D-flat I described earlier in 
MUterwo), I've formed the follow
ing opinion or theory. Monk uses his 
fingers not in the usual arched posi
tion pianistic orthodoxy requires but 
in a flat horizontal way. This deter
mines a number of characteristics i n 
Monk 's music. Aside from the tone 
quality it produces, it makes, for in
stance, the playing of octaves very 
hazardous. In plaving an octave of 
two E ' S , let us say, it would be easy 
to also hit by accident the D (a tone 
below the upper E ) and the F (a tone 
above the lower E ) . I imagine that 
Monk soon discovered that he could 
exploit his unorthodox finger posi
tions, and began to make use of these 
" e x t r a " notes which others would have 
heard as " w r o n g " and tried to elim
inate." The old tradition of approxi
mating blue notes by playing a minor 
second also fit in here. In this re
spect Monk went even further. The 
clash of a minor second became so 
natural to his ear that on top of one 

blue note he began to add another 
right next to it , as i n Misterioso 
where the D - f lat—already a blue note 
—has another blue note, the C at
tached to it , l ike a satellite. 

Also Monk plays more large i n 
tervals in his right hand than most 
pianists. Aga in this is traceable, phys
ically to the way he plays. H i s fingers 
reach these intervals very naturally; 
and while this is true of half a dozen 
other pianists. I think this factor 
takes on added importance for Monk 
because of one striking feature of 
his talent. Where many pianists less 
original than Monk are exclusively 
concerned with playing the " r i g h t " 
(or acceptable) notes, Monk , at his 
most inspired, thinks of over-all 
shapes and designs or ideas. His 
hands to a large extent determine 
these shapes, and, because he is a 
man of great talent, or perhaps even 
genius, he does play the right notes, 
almost as a matter of course. This is 
to make a fine dist inction—a distinc
tion, however, that we need in order 
to separate the genius from the good 
musician. 

One point remains, the point of 
Monk's belated influence. First let it 
be noted that this influence affected 
almost entirely instrumentalists other 
than pianists. As I've indicated, 
Monk's music, engendered largely by 

his unorthodox pianistic approach, 
resists effective imitation, always the 
starting point for any overt influence. 
To play on the piano some of the 
things Monk does the way he does 
them—even his whole-tone scales, 
not to mention his more adventurous 
flights—is virtually impossible for 
anyone else. Especially in regard to 
the tone quality Monk gets—a rich, 
full-bodied, "horn" - l ike sound, not 
unlike Ellington's tone 1 0 . It is there
fore natural that he influenced pr i 
mari ly " h o r n " men (like Bol l ins and 
Griffin) who could absorb his musi
cal ideas without coming to grips 
with his technical i d i o s y n c r a s i e s -
such men could simply transfer the 
essence of these ideas to their instru
ment. 

That this occurred years after 
Monk first set forth these ideas is not 
only normal but fitting. H i s ideas 
were both advanced and unorthodox. 
Thev would have been neither had 
they been immediately absorbed by 
dozens of musicians. Original ity is 
r a r e and precious and resists easy 
assimilation. A n d in these times of 
standardization and bland conform-
ism we should be grateful that there 
a r e still talents such as Thelonious 
Monk who remain slightly enigmatic 
and wonderful to some of us. 

—Gunther Schuller 

I 

' Their conciseness is actually to some extent the indirect result of recording for a ten-inch disc, and today when not 
all musicians have learned that the greater freedom of the L P also requires greater discipline, the confinement of 
the three-minute time-limit sometimes seems in retrospect l ike a blessing. 

-' In Hear Me Talkin' To Ya, ed. by Nat Shapiro and Nat Hentoff. 

" T h i s is as good an example as I can find of the fact that what Monk actually plays is not so startling. It is the 
juxtaposition of notes within a given context that is so highly original . 

4 Down Beat Jazz Reviews, 1956; p. 162. 
B T h e American Record Guide, V o l . 24, No. 5; January 1958; p. 231. 

" I say " w i t h great reluctance" because, aside from the obvious fact that Coleman Hawkins is one of the great enduring 
historical figures of jazz, he was one of the few musicians of his generation who looked with a kindly eye upon the 
"modern j a z z " newcomers, and was in point of fact one of the very few who gave Monk work in the forties. The 
1944 engagement on 52nd street led to Monk's first record date. 

7 As i n the example from Smoke Gets In Your Eyes described earlier. 

8 Since this review is not intended to be a harmony lesson, I must forego further explanation on this score. 

" T h e alternative of relearning piano technique in an orthodox manner would hardly have occurred to a man of 
Monk's temperament. 

1 0 It should go without saying, but is often forgotten, that a man's tone on his instrument is inseparably related to 
the nature of his music. 
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The current? concept of "al l -stars" 
has its origin in the frontier days of 
bop i n the forties. It was not unusual 
then to find extraordinary talents 
l ike Charl ie Parker , Dizzy' Gillespie, 
M a x Roach, J . J . Johnson, Bud 
Powell . A l H a i g . Miles Davis. Kenny 
Clarke, Oscar Pettiford, Fats N a 
varro. Don Byas, Lucky Thompson, 
A r t Blakey, Sonny Stitt, George 
Wal l ington, Thelonious Monk work
ing together i n various combinations. 
Solo plnving had reached new heights 
and it became a pre-occupation; the 
Ensemple concept was losing out and 
eroup rapport receding. Since almost 
all of the above-mentioned players 
had had extensive experience in b ig 
bands, working as a part of a group 
was not much of a problem to them. 
They were able to execute the in t r i 
cate unison lines cleanly and to a 
younger musician who heard them, 
that seemed to be all there was to 
ensemble playing. 

Since those eye-popping days, a l l 
of the above people have gone their 
separate ways. Parker and Navarro 

are dead. Byas emigrated to Europe. 
Bud Powell is i l l . The others a l l have 
emerged as strong indiv idual per
sonalities. A long with some outstand
ing jazzmen in the id iom who have 
arrived more recently, l ike Sonny 
Roll ins, Kenny Dorham, and later 
Horace Silver, they a l l lead their 
own groups or function mainly as 
soloists. It gradually became eco
nomically unfeasible for them to 
work together steadily. A n d as the 
all-star concept had grown, so had 
the problems. Things like " p r i m a -
donna-ism" appeared, and it rarely 
worked out. Too many chefs "cook
i n g " at the same time, and the stew 
wil l boil over, or worse—the fire w i l l 
go out. 

The albums reviewed here are 
notable exceptions, musically, an ex
citing glimpse of future possibilities. 
A n d certainly Walkin, Blue and 
Boogie, and Bags' Groove are among 
the outstanding jazz releases of the 
past ten years. 

Everyone involved in Bags' Groove 
is indiv idual . Miles Davis has an 
economical, fragile, but powerful 
emotional style, devoid of superflu¬
ities. H i s only problem seems to be 
an occasional technical lapse. In
deed, he (remarkably) converted his 
limitations into assets, the true mark 
of the creator, as opposed to the 
plaver who interprets others' ideas. 
Much of the same applies to Thelo
nious Monk, who is truly a "hand
made" artist. Mi l t Jackson is a 
virtuoso with a relatively symmetrical 
and less abstract approach. Kenny 
Clarke revolutionized the concept of 
rhythm playing. He and Percy Heath, 
an extremely graceful player, came 
to the studio already a finely devel
oped team as members of the Modern 
Jazz Quartet, and this fact turns out 
to be the cornerstone of the success 
of these recordings. 

The theme is a choice example of 
Jackson's gift for creating unique, 
memorahle blues melodies. When 
played properly as it is here on 
take 1, it insures the perfect mood 
and point of departure for the solo
ists. The balance between trumpet 
and vibes is very effective and is 
enhanced by their juggl ing of the 
parts. Mi les ' solo is near perfect—a 
beautiful, unfolding set of memor
able ideas, each a springboard for 
the next. H i s sound or tone has real 
vocal-like quality of expression. The 
human element in his playing defies 
analysis. H i s interpretation of the 
blues here is powerfully convincing, 
and it is without exaggerated " f u n k " . 
He establishes a mood and sustains 
it. H i s purported rejection of Monk 's 
services as an accompanist is irrele
vant. The end result is superb. A n d 

when Jackson enters with Monk be
hind h i m , the contrast is strikingly 
effective. M i l t constructs an impec
cable and soulful solo complete with 
" l o n g " sustained lines and many i n 
teresting effects. Monk 's unorthodox 
accompaniment hinders M i l t not at 
a l l — o n the contrary—it provides h im 
with just the right color. Curiously , 
Jackson sounds relatively straight 
and formal here when contrasted 
with Monk whereas in the context 
of the M . J . Q., he appears more 
angular with John Lewis ' more for
mal style of playing. Monk 's solo 
on this piece is one of his best on 
record. By an ingenious use of space 
and rhythm, and by carefully con
trol l ing a single melodic idea, he 
builds a tension that is not released 
until the end of his solo. Every 
drummer could learn from him here. 
His sense of structure and his use 
of extension is very rare indeed. A n d 
it sounds good. It could be called, 
almost paradoxically, a series of un
derstatements, boldly stated. Miles 
returns to stroll another solo and the 
theme "returns and the piece ends 
cleanly. A n extraordinary perform
ance by a l l . 

The ensemble in the beginning of 
Take 2 is not as clean. Davis ' solo 
contains several "pops" which sound 
like saliva in the horn, and which 
mar an otherwise fine solo. Also , this 
version is not as concentrated as 
Take 1, but Jackson's solo main
tains the high level of the first—take 
your pick. Monk surprises with a 
completely different solo—different 
i n approach and feeling. Here he is 
more concerned with playing the 
piano, less with developing a motif, 
and is much more extravagant with 
his ideas. A fine solo, but Take 1 was 
exceptional. D u r i n g the rest of the 
take there were obvious technical de
fects in the performance. 

I'm reviewing Bemsha Swing here 
because it is from the same session 
as Bags' Groove. It has a typical 
Monk melody and h a r m o n i z a t i o n -
direct, and with a slightly oriental 
flavor rhythmically. This performance 
apparently preceded Bags' Groove, 
because Monk plays behind Davis. 
Miles seems quite distracted by Monk 
and it breaks the continuity of his 
solo. H i s discomfort is finally ex
pressed by his quoting a couple of 
well-known Monk phrases. Monk in 
turn acknowledges Mi les ' sarcasm (or 
compliment?) and, lo and behold, 
they end up by playing a duet. Jack
son follows Miles for a set of varia
tions on the melody of the same 
quality as Bags' Groove. 

Note how Monk's pieces almost 
demand a constant awareness of the 
melody; one can't rely on " running 



the changes". Monk ' s solo is a hoe 
example of his abil ity to construct 
variations on a theme ( in this case 
his own) , rather than discard it and 
bui ld " l i n e s " on the chords as is the 
style of improvis ing of the majority 
of contemporary jazz players. In this 
respect, Monk resembles such earlier 
jazz men as Art Tatum and other 
" s t r i d e " oriented pianists and horn 
players, Johnny Hodges, Armstrong, 
Ben Webster, to mention a few. Miles 
Davis also has this gift of embellish
ing an existing melody, but he also 
utilizes the " runn ing the changes" 
technique Sonny Rollins, too, uses 
both approaches. Vir tual ly all the su
perior players are never 'chained bv 
the chord structure of their material. 
The chords are merely signposts. The 
sophistication in Monk, Roll ins and 
Davis lies in the fact that after years 
of " m a k i n g the changes" they now 
often only imply them leaving them
selves free to concentrate on other 
aspects of imnrovisation such as ex
pression, rhythm, etc. 

In some ways The Man I Love is 
the most fascinating piece on the 
date. After a lovely Jackson intro
duction, Miles unfolds an exceedingly 
lyr i ca l abstraction of the melody. 
His use of rhythm and completely 
original manner of phrasing here 
should continue to enrich a listener 
for years. Jackson doubles the tempo 
with a four-bar break and takes a 
fine solo which does not quite sus
tain interest all the way, probably 
because of its length. Monk follows 
with the piece de resistance by getting 
carried away with his own self-made 
obstacle course. He tries to re-ar
range the melody rhythmically by 
extending the sequences over a num
ber of bars. However, he gets lost, 
(or so it sounds to me) and comes 
to an abrupt halt about the 28th bar, 
or so (long metre). What follows is 
a model duet between Heath and 
Clarke which could serve as a lesson 
in graceful walking for anyone. 
A long about the 14th bar of the 
bridge, Miles leads Monk back on 
the track, and he comes roaring in 
in his best 1947 style. Miles comes 
in on his heels with a delightful bit 
and then surprises by quickly 
jamming a mute into his horn and 
continuing—an electrifying effect. A 
return to the original tempo at the 
bridge halts this discussion between 
Monk and Miles and the piece ends 
on a note of agreement. This per
formance would be absolutely i m 
possible to repeat. God Bless Thomas 
Edison. (This 10" L P has not yet 
been transferred to a 12".) 

Airegin (on 7109) is a rhythmi
cally interesting melody by Sonny 
Rollins. Miles plays more conserva

tively here, possibly due to Horace 
Silver's presence and style. Davis is 
extremely sensitive to other players 
and, consciously or not, adapts h i m 
self to prevail ing circumstances. H i s 
solo here is a little dr ier , and is 
rather formless by comparison to the 
others considered here, but his time 
is perfect. Rol l ins also almost plays 
it safe and shows little of what 
evolved in h im not long after this 
session. Bird ' s influence is very 
strong in this particular solo. How
ever, Rol l ins does attempt to build 
to a climax. A n uncertain return to 
the theme ends an unrealized per^ 
formance. 

Oho is a very good Parker-style 
melody, reminiscent of Moose the 
Mooche and other compositions 
based on one of the points of de
parture of so much jazz : / Cot 
Rhythm. Davis and Roll ins state the 
theme cleanly and with conviction. 
What distinguishes this performance 
is the intelligent work of the rhythm 
section. Only Heath supports the 
front line until Silver and Clarke en
ter at the bridge. D u r i n g the solos, 
Silver plays only the bridges. The 
pattern is repeated on the last chorus, 
except that Clarke remains in This 
device proves extremely effective and 
was and is used with variations by 
Miles i n his subsequent working 
groups—but " s t r o l l i n g " in its various 
forms is, of course, as old as jazz. 
Miles makes effective use of a mute 
here and thereby previews his cur
rent style. (The device even became 
a commercial asset when he com
bined it with some of Ahmad Jamal's 
ideas about playing rhythmically in 
"two".) This solo is beautifully inte
grated and concentrated—with deli 
cious time and taste Mi les ' playing 
is elegant—I can think of no better 
word for it . Sonny Rol l ins is thought
ful and straightforward in his varia
tions—almost as if he were reviewing 
and reminding himself what he had 
absorbed before embarking on the 
daring course he is on now. He seems 
a bit uncomfortable with Clarke's 
pure, even and unbroken cymbal line 
so Kenny obliges on Rol l ins ' second 
chorus by emphasizing the 2nd and 
4th beats—and does it tastefully and 
unobtrusively. Silver follows Sonny 
with a typical solo . . . percussive and 
with a powerful beat. However, his 
ideas sound overstated—at least in 
comparison to Roll ins and Miles in 
this context. Kenny Clarke is superb 
on this piece He truly accompanies 
each soloist so as to enhance the feel
ing each is trying to nroiect He has a 
beautiful cymbal sound and pro
pels a warm, very strong pulse, 
without ever being too loud. H i s 
sense of dynamics and volume is 
acute. Notice how he switched to 

modem jazz begins on 
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brushes behind Silver, and how he 
prepares each soloist. He wields his 
sticks and brushes like a painter, 
making sure there are no superflu
ous strokes. He has the k ind of 
emotional radar that S id Catlett had 
— a genuine warmth and musical 
sensitivity to anticipate the music. 
Percy Heath's line is satisfying, his 
sound is very distinctive, and he has 
a wonderful beat. He works excep
tionally well with Clarke. Oleo is by 
far the best performance on the date. 
I don't see the point in releasing 
both takes of But Not For Me. For 
celebrated performances the docu
mentary value of such releases is 
real, but in this case, neither take 
is up to the standard of the rest of 
the date. 

This song is not the type that 
readily lends itself to the kind of 
perfunctory interpretation evidenced 
here. Miles respects the melody and 
embellishes it careful ly—and he 
would have been even more effec
tive in a more sensitive setting. 

Rol l ins sounds l ike one of his i m i 
tators here, a good solo, but not up 
to his usual standard. Silver makes a 
very good entrance on the break and 
he develops it nicely, but is out of 
character with the song. His per
cussive, so-called "angu lar " style 

N O V E M B E R 



N E W L P s i n A T L A N T I C ' S 

G A L L E R Y O F H I - F I J A Z Z 

NO SUN IN VENICE 
THE MODERN JAZZ 

QUARTET 
1284 

TRAV'LIN' LIGHT 
THE JIMMY GIUFFRE 3 

1282 

SOUL BROTHERS 
MILT JACKSON & 

RAY CHARLES 
1279 

ART Bl 
MESSEI 
WITH T 

ART BLAKEV'S JAZZ 
MESSENGERS WITH 
THELONIOUS MONK 

1278 

A beautiful, excit
ing film score 
written by John 
Lewis. The latest 
in a series of mu
sical triumphs for 
this distinguished 
group. 

The first LP by 
Giuffre's current 
group. Critic Nat 
Hentoff has called 
this unit "even 
more intriguing" 
than the much-
p r a i s e d e a r l i e r 
trio. 

The album every
one's been wait
ing for! A jazz 
classic — full of 
surprises: Bags 
plays vibes, piano 
and guitar; Ray 
plays piano and 
some fantastic 
alto sax. 

A rare meeting of 
two great mod
e r n i s t s . Don ' t 
m i s s t h i s b r i l 
liant, provocative 
program of great 
mainstream jazz! 

Write for complete catalogue. 
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seems to clash with Miles ' particular 
brand of lyr ic ism in this type of 
song. H is strong individuality, which 
makes h im an important jazzman, 
works against him here, because he 
bathes Roll ins and Davis i n all per
vading percussive atmosphere. One 
might sav "But what about M o n k ? 
- h e ' s percussive and ' rough' , too." 
I think it's important to remember 
that Monk 's redesigning of a song 
is so complete that he establishes his 
n w n nn in t nf r e f e r e n c e Arid h is ro le 
above with Miles znd Jackson was 
maTnlv That of a s o l o i s t - h i s acc «n 
Mmments were usually behind iTck 

^ n„7, Z T t h a T t o 
air, S l L r Z ' . n n v f t „ U b H d l e s 
l ^ r . » ^ ™ ^ d ^ ^ * K ? £ 
S t ^ i nwn r n n n X S i W r ' a a t v f e 
t „ T L T n n n v , L , l 7 n Jllll 
is not unorthodox enough to create 
his own point of r e f e r e n c e - in other 
words his conception is not far out 
enough for him to escape comparison 
with some other so-called mamstream 
pianists, and a ew of them would 
he more compatible with the various 
subtleties in Miles Davis playing, 
particularly on ballads. The content 
of S.lvers playing often fits well, but 
his manner of playing is not always 
right for Davis. 

In the last chorus here, played by 
Miles, the rhythm is undistinguished, 
and the ending is rather sloppy. 

Take 2 is taken at a slower tempo, 
as if Miles sensed this would help 
lessen the harshness and it does 
somewhat. Mi les ' solo is character
istic and a moving melodic statement. 
Rollins is less successful and sounds 
a little indifferent. Silver does not 
match his solo on Take 1; but he 
accomoanies intelligently though with 
the same hardness The rest of the 
take is uneventful and releasing both 
takes has the effect of heightening 
the dpfpr ts in pj i rh a n d d n l l i n o thpir 
good po'nts! 

Doxy is a light spiritual-like six-
teen-bar melody by Roll ins stated 
i n " two" by Miles and Sonny 
in unison. This piece comes off rather 
well and in this instance Horace fits 
l ike a glove—this type of piece is his 
forte and he has written similar ones 
himself. After an informal, almost 
casual solo bv Davis Roll ins con
structs a very straightforward line 
completely in character with his tune. 

It's fascinating to see how Roll ins 
has now absorbed the elements he 
used at this stage of his development 
(1954) into the much broader palette 
he utilizes now. Silver's solo is typ
ical of the many he has recorded in 
this vein. I guess it's called " f u n k y " , 
a really rather accurate description^ 
even though by now the word des
perately needs a long rest (I hereby 
challenge anyone to coin another de

scr ip t i on—"sou l " is also disqual
ified.) Out of side 2 of this album, 
Oho stands out in every respect. 

Walkin' and its companion Blue 
W Boogie are acknowledged to be 
classics. To me they represent a sort 
of summing up of much of what 
happened musically t o - the players 
involved during the preceding 10 
years (1944-54) It's as if all agreed 
to get together to discuss on their 
instruments what they have learned 
and unlearned what elements of bon 
(horrible word) thev had retained 
or discarded. A n amazing seminar 
that took place. 6 

If this seems a sentimental idea, 
think of the countless recorded jam 
sessions where nothing was discussed 
—musical ly or verbal ly—and resulted 
in the players mumbling to them
selves on their horns (and knees). 
Relatively little of the jazz being 
plaved today qualifies as art mostly 
because the level of communication 
is so low—between the players and 
between the player and listener. Much 
of it resemhles sport—even to its 
terminology but that question needs 
an essay of its own 

This record is artistic and of last
ing value. 

The main theme is unusually 
strong and the use of the flatted 
fifths and the way they resolve should 
remain as a particularly good ex
ample which one could point to 
twenty years from now to illustrate 
that otherwise much overworked de
vice. It is played in unison—and this 
particular combination of sonorities 
trumpet-tenor-trombone sounds good 
a n d feels p o o d h e c a u s e of the soer i f ic 
players involved. 

Miles ' solo is as good as any he 
has recorded, before or s i n c e . ' H i s 
sound ideas and execution, and the 
feelings he projects are prime ex¬
amples of his art. I think one of the 
tests of a jazz improvisor is how well 
one can remember what they have 
played. Every idea that Miles states 
here is clearly formed and wil l re
main with the listener afterwards. 
(How many times have you listened 
tn a Inn? ' V v r i H n f f " iet-nrnnel l^d 
" cook ing" solo — another doomed 
term — a n d gone awav without be 
ng able to S a single thing the 

™ n n l l v 3 ^ 
T p r L it U X h t l J b a r r e d 
K v ^ n a H o n t r ^ n h l p r ^ r h L ^ ! ^ by mtonation.trouble perhaps due to 

L I I ' a „ v ZJl, S . r d l 
TiA: T v e r y , ; g i s t a n d a r d s -

h ? AT Ii • t • 
this setting and his playing is con
vincing Lucky Ihompson shows his 
wonderful sense of structure in a 
beautifully formed solo which also 
demonstrates how he has absorbed 
some of fcten Webster s ability to 



build to a dramatic cl imax. He is 
helped when the other horns back 
h im with the theme. Silver's solo 
contribution is overshadowed by his 
role as an accompanist. He provides 
a series of variations behind each 
solist that creates a moving back
drop—and iust the rifcht feeline 
Heath and Clarke are superb. 

Many of the things said above 
apply to Blue V Boogie. The control
led intensity contained both in solo 
and ensemble is remarkable. The G i l 
lespie theme remains as fresh as it did 
when first recorded in 1945—a real 
tribute to his talent. Mi les ' solo in this 
instance is less introspective and more 
extroverted — compatible with the 
forceful Dlavine of the rvthmn sec
tion. H i s variations are more elabo
rate a n d h i s aoile use of neiffhhoHnjj 
tones and chromatic scale passages 
i s v p r v ff f fv-Hvp A l s o he m n t r n s l e 

and diatonic ideas h T ^ n h v m ! 
bO taauT^eh^MUeV JnrfL^T™! 
of t r i a d s and l e n e r a T d E n V a n 
n r n i h i s r e m i n i s e e n t n f t r f v a n d 
m i d d l e A ™ e t r o r i f f Fi)rrher his nre 
ri^m^SfJ^fri™^! and 
swing also are not unlike those of 
that early master. Also, each .s a 
rnaster of economy - few if any of 
their notes are superfluous Of 
course there the comparison stops. 
The feelings and conception each pro¬
jects couldn t be more different -
for Obvious reasons-age being one 
and Miles much larger musical vo-
c a b u W being another. It appears 
that Freddy Webster also influenced 
Miles , especially i n regard to sound 
or tone quality. 

J . J . Johnson's solo is good, but 
unfortunately intonation st i l l seems 
a problem here. That he conquers 
this distraction and creates a moving 
solo is an indication of his stature. 
Many lesser trombonists would have 
collapsed in a pile of clinkers. 

Lucky Thompson doesn't match his 
solo on Walking, and sounds a little 
forced at times, but he maintains his 
taste, control, and sense of melody 
nevertheless. The figures played by 
Davis and Johnson behind Lucky's 
solo are a k ind of anthology in them
selves. 

Horace Silver's solo is rather tense, 
if exciting, and his accompaniment 
is once again peerless. Clarke and 
Heath couldn't have been better. 

This record date was an important 
one and the k ind from which the 
dividends to the listener continue to 
multiply. 

The date on the reverse of 7076 is 
a different matter. Davis and the 
rhythm section are i n good form, 
but saxophonist Davey Schildkraut 

sounds i l l at ease, and there is a lack 
of rapport between the two horns. 

Solar opens with a nice Davis 
melody stated by him alone with the 
rhythm section. H i s variation is nice, 
but indifferent in comparison to his 
work on many other records. Schild-
kraut's alto solo is characterised by a 
lonely, but pure and beautiful sound. 
His ideas are interesting, but not i n 
tegrated, and here he lacks authority. 
After a fair Silver piano solo, Mi les 
returns to stroll a chorus before end-
i n c the Diece A rather aimless ner-
formance. ' 

You Don't Know What Love 
Means begins with a beautiful, muted 
Davis s o b rendition of this poignant 
song. Miles concentrates on probing 
the melody and again demonstrates 
his unique interpretive gift. I would 
have preferred a more legato accom
paniment than Silver plays here. 
Schildkraut does not play on this 
track. 

Love Me or Leave Me is played at 
a fast tempo. Very good Horace S i l 
ver solo kicked off by a sloppily play
ed figure by the horns. Pretty good 
Miles , but Schildkraut has his 
troubles. H i s ideas are quite discon
nected—it's hard to determine i f his 
lagging behind is intentional toying 
with the meter or inabil ity to keep 
up with the precise almost antici
pated articulation of the beat by the 
rhvthm section Silver relieves h im 
to churn out another two choruses. 

The session is notable mainly as a 
superb example of Kenny Clarke's 
brush-work. 

A n d the unifying element in all 
these performances is Kenny Clarke. 
He literally held them together and 
at the same time animated each 
player as few, i f any, other drummers 
could. With playing of this calibre 
on the part of the horns, any lesser 
drummer would have destroyed these 
performances almost entirely. The 
other eratifvinc factor in these re
cordings is a total lack of the tricks 
and " h i p " devices that have marred 
the w o r k o f snme o f D a v i s ' reeent 
Lrouos (such as t r v L to make a 
small band w i n d fi£ a b i « one! 
There i l ^ r n u S h o n L t v here and 3 , mutual Z S I M S 
pkyers d l T o o r a r e E days! 

— D i c k Katz 
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SESSION, with Roy, Ventura, Allan 
Eager, Fats Navarro, etc. CPT S49 
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CPT SSI 

1958—SALUTE TO BUNNY—Rusty Ded-
rick Ork. CPT 551 

STEREO AND MONAURAL DISCS 
SALUTE TO PEE WEE, with Pee Wee, 
Ruby, Bud, Vic, and Nat Pierce Ork, 
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JU ANITA HALL SINGS THE BLUES, 
with Hawk, Bustei Bailey, Doc Cheatham 
and Claude Hopkins Ork. 

CPST 5556, CPT 564 
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B I L L I E H O L I D A Y : 

Lady in Satin, Columbia C L 1157 

Body and Soul , Verve M G V 8719 

The Blues A r e Brewin ' , Decca D L 
8701 

The Lady Sings, Decca D L 8215 

Holiday Classics, Commodore F L 
30008 

L A N G S T O N H U G H E S : with Red Al len , 
Charlie M i n g u s : The Weary Blues, 
M G M E 3697 

" L a d y in S a t i n " is the name of a 
new Columbia record of twelve more 
or less insipid songs done by Bi l l ie 
Hol iday against the neon arrange
ments of Ray El l i s . It is very nearly 
total disaster. The fault is not wholly 
that of the arranger, though one is 
temnted to sav so St i l l the ideal 
accompaniment for a iazz vocal is a 
many-noted commentary which does 
not interfere with what the singer 
is doinc hut rather nrnvtdes a tex-
t u r r o f the utmost contrast and a 
snrLboard of rhythm El l is provides 

£ f £ 3 ? X S J c o u n S ' 
ooint Zn.LeJ^a^reddiwhin and so 
Tont m?n„s fh7t r\mX t min B ^s 
H?roLn off L T w ! ! f „ S ro 



enly-choir effect furnished from time 
to time: it is at any rate simply aah, 
not doo-aak) also cancels out her 
own unique sonority, that rasp or 
snarl which in itself preserves her 
from expressing mere self-pity-

It is a burden to hear the Ellis ar¬
rangement systematically frustrating 
Billie's intentions through every 
measure of Easy to Remember, which 
might have been, in any but this 
chenille setting, a real accomplish
ment. But whoever selected the ma
terial for this date is as much to 
blame as Ellis, True, Billie (like 
Armstrong and Tosranni and most 
established performers) usually pre
s t o handle the same few numbers 
over and over Doubtless someone 
desLnedthis recordI to introduce her 
a s X phrase h^sh to a wider audi' 
enc"and I also to a b r o X reoer 
toire The results are nThannv At 
best BiJlfe mus contend with songs 
f»r t h ^ o s T o a r t r l f ^ i f f e r e n t l u T 

, ! l 7 n v P . P r H s J n f ™ r 
or insignt anytning mat migm 
make them worth attention Atworst, 
she has not ever, taken the trouble 
to hod out how they go. Uadto be 
Unhappy (and it is the most sub¬
stantial tune in he set) is a dis
creditable travesty which should 
never have been released. 

With these stimuli to unease, it is 
no wonder that Billie's voice fails 
her. Nowadays, whenever she has to 
fight undesirable circumstances—in
appropriate accompaniment as here, 
or uncongenial surroundings as at 
Newport II—she mistakenly responds 
by forcing, with a result that must 
make every listener's throat ache 
sympathetically (On the other hand 
when there is no untoward pressure! 
as at Lenox in the of 195?: 
her voice is intact Critics lately have 
praised her for showing "flashes of 
the old brilliance" so freluentely that 
one miffht we l l m i s t a k e hers f o r the 
p t p r m l firp nf thp A r r dp T r i n m n h e 1 
? is no oleasure to describe most of 
these uerformances the grittv tone 
th^fwaverrnTDhch he fnabilitv to 
contmran i n s t n n ^ 
without r n n t T m l m times one 
S l m r S a3rerta i^tv the 

1 I T C : , " J r S f o r R n i i l ' s 
snnPrinritv H I 1 1 

n K L i TfJr t h i s rPP^rd h a , 
f " „ htl a l ^ a v / r P = t p H fn 
been deleted) has a ways nested in 
off melodic excess, and attacking the 
words with, alternately deeper con-
vie,on and greater contempt he 
ambiguity is, in her best perform¬
ances, elusive and unpredictable, 
gives even rather foolish songs a 
startling resentence to real exist¬
ence, and, since the process is just 

as musical as it is verbal and oper
ates like opposing mirrors, results in 
fascination rather than monotony. 
Naturally, when sheer articulation 
becomes difficult, none of this can 
come into play. It does, in this set 
only once: You've Changed is re¬
markably free of flaws, and one is 
likely to play it over several times 
in delight without realizing how ab
surd the text is. 

In a better world than this, Colum
bia, on its side, would have reissued 
more of the Wilson-Holiday master
pieces, now more than twenty years 
old. On her side, Billie might better 
have stayed with Granz. For the last 
of her Verve records to be released, 
"Body and Soul " is a better product 
in every way Here are eight tunes 
suited to Billie, and in place of the 
heavenly choir' Webster and Edison 
suoolv obhlisfatos and solos Web
ster is particularly *ood • his sonor-
itv alone is music to read F Scott 
Fitzgerald bv Billie's voice is as clt-^r 
as it car. he these^dav7 though there 
h a straining after higMyfng oas 
L e s i t / ^ r i the 
amplification of her 2 though 

3 ™ ° " v W n i n * a 
sound d l rkpr and rnTrsPr r h a n ^ b P 

f t v T f U v i n ! T P h f s t r n n ^ 
ity of having the instruments get out 

ti UI AI •' 1 b e g l n ' - l l k e ™ | gui lotine blade in s ow motion, and 
Webster when his turn comes has 
a solo that is all jaunty nostalgia 
BUhe teases Comes Love along: just 
imagine how arch another singer 
would be, or how self-consciously 
sulry. (Next to Billie others singmg 
of love sound like little girls playing 
house.) It was not to be expected 
that Lady should surpass her 1944 
Embraceable iou, but she has. Her 
second chorus is more than an em
bellishment of the melody; it is a 
new melody, a sort of inversion of 
the original or shadowy melody that 
offsets its descent by overleaping the 
climactic note. It is a striking line in
deed, and her commanding manip
ulation of it exceeds the ability of 
every other active singer of jazz. 

Billie Holiday's desire to phrase 
like a horn, not just to sing, enhances 
words as well as music. It is a strate
gy that involves attacking each note 
separately, a vocal approximation of 
the instrumentalist's bowing or pluck¬
ing or whatever it is and stifling the 
voice's natural vibrato in favor of 
one that is rare and eccentrically 
placed These characteristics of her 
style mean that each syllable seems 
unnaturally di^ti net as if esch were 
a stnne nlotmerl into a nnr.1 nf still 
water and because she delights in 
staying well behind the beat! critics 

have been fooled into dismissing her 
as a kind of precious disease, mo
mentarily interesting but not to be 
compared with a real jazz artist, like, 
say, Sarah or Anita. 

This misunderstanding might be 
most readily cleared up if such critics 
would try listening to Lady's voice 
as they would to a horn, to the way 
it burns through Fine and Mellow 
(when Blesh ridiculed this he must 
have been too busy beating time to 
notice how the anerv wail blazes 
throughout or does he think the 
tone of a buzz-saw enervated?)—but 
then, it would be too bad to overlook 
what happens to the text. 

Fine and Mellow is one of twelve 
songs done for Commodore now 
newly reissued on L P . Even God gets 
tired of too much alleluia, and it 
would be fruitless to invent fresh 
ways of commending performances 
which Commodore rightly calls clas
sic. Among others which are better 
known I would single out two' My 
Old Flame is done with a jauntiness 
not often associated with Billie and 
beautifully in keening with the spirit 
of the text. It would be difficult to 
i m a g i n e an p m n r i e r s n n u than Mow 
Ami To KnowvetBiL^ms to 
charge it f r o C therelease on wi h 
someTfleeiingTut^ true sign^ficand 

A jazz collection without these per
formances would be a poor thing 
indeed. 

Billie Holiday's work for Decca 
(1946-49) has been transferred to 
LP, and two of the records which 
make up this praiseworthy venture 
afford an amusing and instructive 
contrast. As might be expected, the 
last issue, "The Blues Are Brewin'," is 
the least'in merit, the bottom of the 
bin. Two tunes linked to the n a nic 
of Bessie Smith Gimme A Pigjoot 
and Do Your Duty remind us of 
what Billie's work lacks- informality 

. i . . . . . . . . 

joy, spontaniety. A pair of duets with 
Louis are well sung but disfigured 
h v atfllp ad l i b s X n n p n f tbpsp s h n n l d 
hi taken serious v anvhow thev are 
music hall mater^ 
^ z z The rest of the set contains 
mediocre no tunes performed 'with 
due (hut unLentfonaD ^ 

3 •, ' * ^ C K l p r t ^ d e a w i t h 
further on 

Most of the backing for both sets 
is supplied bv sizable bands. Brasses 
make the kind of din that is, science 
tells us, fatal to mice yet the arrange
ments are not bad as support and 
they are idiomatic. 

'The Lady Sings" is the other 
Decca, and indeed she does. It seems 
wasteful to attempt any description 
of these performances: anybody of a 



certain age must have taken cog
nizance of them when ihc\ were fn,t 
issued. (The sound, incidentally, has 
paled in the transfer.) What was not 
so apparent when they were released 
two by two was their expressive 
variety: the cold dismissal of No 
More, the contorted pathos of You 
Better Co Now the oerhans excessive 
virtuosity of Ain't Nobody's Bust, 

I'll Look Around is a lesson for 
all who would be jazz, singers, the 
line sustained from first to last, 
the annroarh to it hist susnense 
ful enough to make it live the 
wnrds fnrrpd tn urnpratp rpal mean 
m f r B u l " t h e r e w ^ e S p I a n E 
n 1 how R ie ran make , m , t eTom 
m™ in7„v»l sat I I 
Zem an uniuaf an^ difficult kip! 

in her lyrics counterwords 

This unique method—of course 
the word is misleading; I do not 
suggest any gnawing consciousness 
that the words are trash—of battling 
the weakness of the material is only 
intermittently successful. So are the 
attempts of writers to break away 
from the greeting-card accomplish
ments of the ordinary popular song 
and create something the average 
intelligent adult stomach: No es
cape has heen devised so icir Stive 
into a oretentious rhetoric (see' Deeo 
Sons I or a sunner-rhib smartness 
the onlv true merit of which is an un¬
Intended status he navoff il Mabel 
Mercer Worst 'of all nerhaos is a 
t e * H ke R e r n s J n ' s ftV Stnff a nost 
F™.df»« . t ^ n T t n « o V * £ A ? , « 
Ink l l ss in d r i n l tZT t h d e r Z ' 

c ^ s e k is h a p p i l y r b r i e ? 

The failure of lvricists to keep pace 
with the refinement and development 
of jazz may be one reason why so 
few singers of jazz exist, ft is the 
more surpris ing when one considers 
the affinity of jazz with poetry or 
with any sort of spoken word ' jazz 
instrumentalists are complimented 
for making the horn talk, and the 
two arts are alike in their approach 
to rhvthm- thev both de l id i t in 
stress variation and in substituting 
lensth for accent It is not neressarv 
to dance at Hookins ' sorum? rhvthm 
(which of course he didn't sav he 
invpiitrHl tn nnHprstand this r*l«i 
tionshio even the heroic couolet in 
hehand" , of Pone h^omes a flex 
hie measure Tnd one rarT hear thai 

tbrnnffh rfw hrnlTn L T n S 
he C l a i m e d hkp R i l l nnt Rnv H a r 
ris H a l d e a l 1,X at last V W 
" ' • „ a ' j I a W f nf it 
Tr, »rf I . 't represented 

rhythmic complexity^ f om the ™d 

length of phrases and from the t im
ing of instrumental entrances; it 
seeks to establish a larger structure 
than jazz does and is less concerned 
with instantaneous excitements. For 
this reason classical songs that have 
a care for poetic declamation appear 
more fragmentary than songs that 
merely use the texts to suggest 
a mood : more fragmentary, but more 
venturesome. 

This digression attempts to hint 
at a possible reason for the most re
cent experiments in combining jazz 
with spoken poetry. The experiments 
need not be faddy, though it is tempt
ing to dismiss them as that. On the 
contrary they seem a seasonable way 
of trying to cope with the suggested 
difficulties. 

M G M ' s release of "The Weary 
Blues" with Langston Hughes (the 
title could have been spared) is the 
first recorded fruits of the idea. It 
comes off easily, perhaps too easily. 
The poetry of Hughes I his reading 
is too offhand) never strays far from 
the blues form and the blues idea, 
though occasionally it attempts with 
success, to reflect a conscious social 
attitude with an oblique delicacy that 
is no part of the intention of a real 
blues. Since W i l l i a m Fmpson, we 
have learned to call this a form of 
nastoral noetrv • it is reallv a defen 
sive tvoe of diettoism the in zrouo 
counteroart to which is sav a P e r e l 
man b u X s o u e The trouble with 
sorh verse fs that it does not attemnt 
r« d« ™,eb ™ h a n i Z , 3 
l a n d n a H , l k « ^rS^WlZZ 
A v . n , ? ; J r P i n t RST i~ — 
A v e n u e , o r t o . C o u n t B a s i e , is. e q u i v 
sT» , tV •„ 51 t i l ? \1ZJ 
Squeeze Me in which Louis beauti
fully interpolates a phrase from High 
Soctety or to a hundred such inter
polations. Poems which mean to 
evoke a jazz expressiveness are even 
less l ikely to be enhanced by com
peting with the very source of their 
inspiration. Six Bits Blues, accom
panied by a boogie-woogie tram 
piece, cancels itself out, and the 
music behind Weary Blues suffers 
from being talked about—more ac
curately, the listener suffers in both 
instances from having his own re¬
sponse anticipated and confined. 

The blues" I have mentioned form a 
part of the less effective collage, in 
which Hughes goes snacks with a 
" t rad i t i ona l " group—Red Al len , Dick-
enson* and so on* Hinton has a good 
solo, the best moment on the side, as 
well as the most imaginative use of 
words and music. It was an excellent 
idea to brine in a contrasting erouD 
- the Mingus uni t—for the other 

side, i f the results show us noth
ing new There has been more of an 
attempt to integrate the words and 

music, though in no mimetic way: 
"the boogie-woogie rumble of a 
dream deferred" is not accompanied 
by anything of the k ind , and the brief 
reference to Basie is really witty, not 
a misguided literalism. The require
ments of the situation appear to curb 
Mingus somewhat, though his Double 
G Train figure is a good thing, rem
iniscent of El l ington as the notes sug-
eest and once or twice everybody 
lets 'hot . 

There are hound to be many more 
recordings of this sort in the future, 
but it seems doubtful that either 
poetry or jazz wi l l benefit from the 
association. After a l l , no art can feed 
on another this way however many 
successful momentary matches are 
arranged. It would be interesting to 
try reading some highly formal verse 
to iazz accompaniment- the French 
stanzas or even the complicated syl
labic patters of Welsh verse which 
have occasionally been tried in Eng
lish A n d someone oudit to trv cue-
i n Y i n the spoken words as another 
rhythmic instrument. But however it 
is done the words wi l l have to he 
subordinated to the music as thev 
are in the few elas!iral ex^r .ments 
of this kind • T « r 3 8 T t o ! 
Facade »n t h / L m S n v i n b 
UiZL d, Snl L IVr 11 11it i' i' - i l l 
ZllZ]] hp E t f - S h ^ n ™ 

having served its purpose P P 

— G l e n n Coulter 

T H E J O H N L E W I S P I A N O , (Atlantic 
1272) 

In case the reader has a limited 
amount of time I shall sav initially 
that, without reservation, 'this is a 
superb album, front, back and mid
dle. Wel l paced, sensitive, subtle, ac
cessible and befitting its leader it 
contains a gentle nobility that seems 
to pervade the soul of almost every¬
one who plays with h im. The instru
mentation varies but the continuity 
stavs for dinner Partieinants are 
Percv Heath Connie K a v l ira H a l l 
and Barry Galbraith. 

The first piece, Harlequin, appears 
to be a completely improvised duet 
between piano and drums and was 
recorded at the Music Barn (Lenox, 
Mass . ) , complete with a few pianis
simo cricket chirps. Alternating be
tween a repeated, percussive pair of 
eighth notes and a roll ing, legato 
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phrase, John weaves a totally be
gui l ing composition. Little Girl Blue 
is done with bass and drums and is 
almost cameo-like in its simplicity. 
Opening with a single piano line that 
sounds very pure, he creates a sym
pathetic portrait, classic and yet with 
that joy and wonder toward such a 
precious thing as music that pervades 
all of John's work that I have heard. 

The Bad & The Beautiful brings 
alive an attractive theme, hitherto 
suffocated in the orchestral masses 
that the moguls that be see fit to 
waste upon every movie issuing from 
Sunland. I noted that on this and the 
other songs with guitar that John 
automatically chooses a register that 
is impeccably spaced with the ac
companying instrument — orchestra
tion come al ive! It also demonstrates 
to the hardheads that Jazz can and 
should be multi-faceted, with a place 
for chamber groups as well as large 
and small orchestras. H a d M r . Lewis 
decided to use 1 0 0 % of the available 
and normally used instruments, the 
total effect would have been much 
more common and equally less i n 
timate the necessarv oualitv that 
must accompany the term "chamber 
music . " 

It Never Entered My Mind and 
Warmeland also use Barry Galbraith 

to best advantage and he responds 
admirably, both i n melodic phrases 
and i n some lovely rhythmic strum
ming I should say, i f asked to be 
brief, that the chief characteristics 
of the aforementioned are: very sk i l 
ful transitions in and out of strict 
meter; telling use of the single line, 
both in piano and guitar (normally 
chordal instruments;) r ich , heady 
voicings i n the low register by John 
and a poignancy that is pathetically 
rare in these warlike days. In the serv
ice of brevity I shall say about D & E, 
a medium blues, Uh-huh. and 
M m m m m . 

The Two Lyric Pieces are just that 
with J im H a l l replacing Galbraith. 
Pierrot has a beautifully constructed 
theme and once again achieves a won
derful blend with the rol l ing, almost 
lute-like guitar accompaniment. Since 
H a l l tunes his strings down a fourth 
from the conventional low i:. 1 found 
the added bass gave John an even 
better chance to blend and naturally, 
he ain't one to pass that by. Colom-
bine has a surprisingly sinister be
ginning that dissolves into a pastoral, 
clarion melody that would be quite 
suitable for some old shepherd to 
practice on when he feels the need 
to relieve those lonely hours. Also, 
it has a good dramatic sense, almost 
Grecian in its l i felike duality. Y o u 
could sling verbs and adjectives 
around for weeks if you had a mind 
to. but as I said in the beginning, if 
you haven't heard it , it's your loss. 

— B o b Brookmeyer 

M I L E S A H E A D : Miles Davis and G i l 
Evans. (Columbia C L 1041) 

For this, as for the John Lewis 
Piano album, I say (and wi l l con
tinue to do so in future reviews) 
that it is a superior and important 
album and for my money that's all 
you need to know. However, when a 
record says something new to you, 
there is naturally a need to translate 
this impact into words. After a l l , not 

everyone speaks good music but a l l 
of you can read and that's how The 
Jazz Review came up the river. 

F o r a starter I shall state that M r . 
Evans is the most influential, revo
lutionary writer (that is, one who 
used the dance band for a medium 
of expression—the only one open to 
composers until the advent of super
sonic sound) since Duke Ell ington 
and his lovelv orchestra broke fallow 
ground in the thirties. H i s work for 
the lamented Thornhi l l band was 
purely a delight to play and it is 
a pity that so much worthwhile music 
has to lie about rotting in a trunk 
in someones cellar. However, to be 
succinct, he has succeeded in trans
lating the Berg/Schoenberg/Webern 
idiom into practical, personal ex
pression as successfully as did Ralph 
Burns and Neal Hefti for Woody 
Herman's 1946 Stravinsky-influenced 
group. H is exotic textures, use of in
ternal doubling to create sheen and 
his humanist sophistication all re
mind me strongly of the expressionist 
composers and their allied com
panions—i.e.. it may a doomed and 
dving world but it sho' is purty with 
the right brand of opium. A h well, 
onward. 

Maids of Cadiz begins with a faint
ly sinister, "haunted house" passage 
until a more A l l -Amer i can influence 
takes hold and continues to alternate 
throughout the piece. Miles plays 
flueglehorn exclusively in the album 
and its diffused duality perfectly com
plements both the arrangements and 
his own, unique brand of wistful 
yearning for the better life uustairs 
Thev have a self-acknowledged mu
tual admiration society and no won-
dVrt i Z e d f a elv^ one becomes aware 
! T ' H . r ! n r w a v i T ™ 
sound an 7 1 l O r W t a J n l n a M t v 
^ h a t l « f U r k f 
ot musical expression. 

A l l of the pieces are connected i n 
some manner, either gradually 
merged or abruptly mated and I 
found the result quite pleasing. The 
Duke, Springsville, My Ship (with 
some accurate mid-Atlantic sounds) 
and Miles Ahead (what if they had 
christened him Irving?) round out 
the first side. 

A t the beginning of Blues For Pab
lo I was overcome by a sense of wide, 
desolate, endless plains ; hollow and 
lonely with a very Spanish flavor, 
not the Latin From Manhattan va
riety, currently used as a crutch by 
some fellows. I must, in all honesty, 
say that by this time the highly 
stylized writ ing became evident to me 
but that is i n no sense derogatory, 
lest I be misunderstood. New Rhum-
ba, composed by Ahmad Jamal , (a 
Chicago pianist who has had, I un-



derstand, considerable influence upon 
Miles) is best characterized by the 
term "exquisite s impl i c i ty" and pits 
the solo horn against the varying 
combinations of instruments for a 
prolonged question-&-answer period. 
M r . Davis plays extremely well 
which, for h i m , is very well indeed. 

A quote from the 2nd movement 
of Berg's Violin Concerto segues into 
The Meaning Of The Blues—along 
about this time I glanced at the liner 
notes and was struck by the word 
"seductive"—I concur and would add 
"shimmering, l impid & n o c t u r n a l " — 
Gil ' s use of inner dissonance to create 
that moonlit effect is awful nice i n 
deed. A sterling performance of J . 
J.'s Lament moves surprisingly into 
a humorous, almost giggl ing / Don't 
Wanna Be Kissed, a relief from ro
mance for a while. The bizarre, r ich 
orchestration was beginning to wear 
a little thin on me by then but I 
could easily attribute it to many-
things other than the music, though 
there is some validity in the "too 
much cherry p i e " reaction. The re
cord ends with Berg upside down, re
solving to a more consonant chord 
and there you have it. 

— B o b Brookmeyer 

J I M M Y c i i F m K A: Travel in ' Light , 
Atlantic 1282 

In the broad, overall contemporary 
jazz scene this album may be classi
fied in a general way as belonging to 
the folk jazz movement. W i t h i n the 
Folk Jazz idiom it falls into a cate
gory which Giuffre himself intro
duced with his "Tangents" album, 
and which, if it must he labeled, and 
it must, (labeling and defining being 
a vital factor in the process of ex
panding human knowledge) then it 
might be called "backwoods impres
s ionism." Correspondingly I'd say 
that Giuffre is in the "backwoods 
impressionistic" period in his cre
ative cycle. 

By no means should this imply 
that Giuffre, in this or any of his 
albums, is merely a tone poet writ ing 
music in which the thematic structure 
is the arbitrary result of his desire to 
capture the color of a cloudless blue 
sky on a hot summer day etc. (see 
Quiet Time, Teddy Charles Tentet) . 
However, here he seems to have been 
more concerned with conveying one 
overall mood that dominates the 
emotional content of all the music. 

This mood, the mood of the h i l l 
people, prevails dur ing the entire al
bum, and even Forty-Second Street. 

We are allowed to know the hi l l 
people more intimately through var i 

ations of the overall mood which 
Giuffre introduces in the music from 
time to time. For instance as they 
rest and contemplate (Creen Coun
try.) Their vigorous activities are 
captured in the camp meeting chants 
of Swamp People. Brother Oiuffre is 
taken with the holiness tongue and 
utters in his ecstacy some phrases of 
remarkable rhythmic v i r i l i ty . Brother 
Brookmeyer can't contain the spirit 
any longer on Pick 'Em Up and 
starts preachb ' an unaccompanied 
jump and shout sermon that would 
render any deacon's deliverance of 
" D r y Bones" to a chitt l in ' fed con
gregation as downright inhibited. 

What this album has to say, it 
says superbly. Listening to it , espe
cially while watching green things on 
very late summer afternoons or again 
in the A . M . one is apt to be trans
ported to the folk country where 
this music has its origins. 

But people have a tendency to get 
bored even with the best of their 
friends if they see them in the same 
context all the time, especially i f this 
context is essentially uncomplicated. 

Complexity is a necessary quality 
of growth. Simplic i ty prevails when 
we have settled at a certain level. 
Therefore, I think that there is not 
just one overall simplicity but many-
levels of complexity. 

For instance, Bartok used the folk 
themes of Hungary but he rejected 
the idea of recreating folk music i n 
a newer id iom. Rather he chose to 
exalt them in highly complex tonal
ities and rhythms and forms. Never
theless, his music has a simplicity 
and clarity relative to its own high 
level of technical complexity. 

Bartok is more worthy of our at
tention and respect for having sue-
cessfully accented the challenge of 
establishing a profound and harder-
to-come-by simplicity. John Benson 
Brooks, an extremely talented but 
essentially unknown composer (V ik 
1083 and a forthcoming Riverside 
album) is now doing and for years 
has done very interesting things in 
the folk lore jazz id i om. 

Giuffre, a totally dedicated com
poser of enormous integrity and 
talent, w i l l probably abandon the se
curity of his present level and head 
outward for distant unchartered 
shores. It is a question of whether he 
can maintain the simplicity he 
cherishes while searching or whether 
he wi l l have to sacrifice some of it 
for a new beauty. 

As for the groups lack of a rhy
thm section, J im H a l l plays a rhythm 
instrument doesn't he? A n d all three 
"soul brothers" are great supporting 
players. 

H a l l is really marvelous both in 
solo and support. Listen to his back
grounds of minor sevenths plaved 
chromatically or his quasi-bass lines. 

—George Hussell 

H O R A C E S I L V E R ; The Stylings of Sil
ver, Blue Note B L P 1562 
H O R A C E S I L V E R : Further Explor
ations, Blue Note B L P 1589 

Horace Silver's two latest Blue 
Note albums, The Stylings of Silver 
and Further Explorations by the Hor
ace Silver Quintet, present his group 
dur ing A r t Farmer's residence with 
it. A r t is the shining light of both 
albums, playing with a warm singing 
tone and rich imagination. H i s strong 
lyr i ca l sense dominates the minor 
Pyramid and the bluesy SoulvUle and 
his ballad choruses on My One and 
Only Love and / / / Wind are espec
ial ly beautiful. He plays his parts on 
the arrangements with superb taste, 
making ordinary melodies sound ex
traordinary, and giving an extra rich¬
ness to good ones. 

Of the twelve tunes on these two 
albums, ten are originals by Horace. 
His medium tempo melodies are at
tractive, and some of the things he 
has done with meter are logical and 
interesting. I don't enjoy his con
ception of up tunes. A r ig id chop-
piness exists both in his writ ing and 
playing at those tempos; fast tunes 
should he relaxed and should soar. 
On The Outlaw and Home Cooking 
he plays more smoothly, but in gen
eral his writ ing shows more imagina
tion than his improvising. He keeps 
a certain rhythmic sparkle going, but 
seems to be satisfied with melodic 
banalities much of the time. H is bal
lad conception is strange: he plays 
a separate fragment of melody on 
each chord with little interconnection 
other than what naturally comes with 
the progression. 

Hank Mobley plays competently on 
the Stylings album. There is a lack of 
conviction in his solos that robs his 
playing of the life it should have. H i s 
ideas are nice, but I never feel that 
he is completely involved in his 
playing. 

On the Explorations album Cliff 
Jordan is the tenor player. His style 
is blatant and calculated at times, but 
he has a fresh straight-ahead ap
proach to melodic invention that I 
l ike very much. 

Teddy Kotick and Louis Hayes 
support the group with taste and feel
ing . I wish Teddy had been balanced 
better; he plays a good line and you 
can hear all the pitches, but a little 
more volume would have added the 
true resonance that exists between 



bass and horns. Lou's choruses and 
fours are played with a nice tap-
dancy feeling, hut often sound like 
an avalanche of cordwood. 

The time limitations imposed by 
an album give a better proportion to 
Horace's group than it usually has 
in person. In clubs he often plays a 
tune for forty minutes. N o matter 
how much cooking is going on, an 
unchanging tempo^for that length of 
time becomes monotonous, and in
terminable choruses by even the most 
interesting soloists suffer from lack 
of contrast. The tunes in these al
liums arp nniip Ifinir cnniurh (thrpp 
to a side) to d v e the comooser and 
each soloist S r W ^ ^ T sav 
what he has to sav and arTarran^ed 
with a reasonable halanee hltween 
the element of the ™ m The resnh 

l l n r ™ fnr hoVh 
the musician and the hstTner 

— B i l l Crow 

W i l l i a m Russell photograph 

L O L L S A R M S T R O N G 1923: with K I N G 

O L I V E R ' S Creole Jazz Band. Riverside 
R L P 12-122 

The title of this album may be 
commercial good sense; musically, 
however, it is simply nonsense. There 
have been blessed few bands that have 
ever played together like Joe Oliver 's, 
and Louis 's presence is but one of 
manv elements responsible. A n d his 
contribution is, in a sense, a negative 
one. for he is rarely heard in the 
role i n which he found real greatness, 
that of genial, poignant, triumphant 
soloist, set off by subordinate, if not 
run-oLthe-mill , musicians. Here and 
there we hear a phrase, sometimes 
only a single tone, played with the 
warm, slightly irregular vibrato so 
different from Joe Oliver 's . We know-
it is Louis and are thankful for that 
knowledge. 

If a band can be said to have a 
clearly recognizable and highly orig
inal sound, it must consist of some

thing more than the arithmetic sum 
of a certain number of individual 
styles. 1 suspect that the sine qua non 
is discipline, which chiefly finds ex
pression as consistency and l imita
tion. Individual talent and skil l do 
not even come into question here, at 
least as thev are generally thought of 
for one of the paradoxes of s?yle is 
that pool' musicians can create a fine 
sound (Unconscious Poetry of the 
Purtiiln rWit "l Rpjrin with a frroiin of 
muskkns out of he common run 
^ who ar̂ e Guided b r s o m r d o m i 
nant n r L i n l e or nersonalitTand the 
r l s n h a n s o n r J T J n l he tr i lv unio ,e 
T ™ p ' f t l l i L e t Te 
musical to the s o u l . b « m M * is, i n 
tegral 1 his iswhat makes the first 
records of B i r d with Utz the M u l l i 
gan Quartet, the Or ig ina l Dixieland 
Jazz Band slyhstically great, as well 
as musically pleasing. 

A n d so these recordings, in their 
way, are a norm, and object lessons 
of what a jazz band needs to be to be 
gieat. Unfortunately, it is not quite 
possible to say to the infidel, "Listen 
and believe," for so much of the 
music escaped the acoustical record
ing technique. Happi ly , the imagina
tion wi l l gradually supply much of 
what the ear cannot perceive, much 
as it can fil l i n (indeed, is expected 
to fill in I the gaps in a figure, i n 
completely sketched. 

Our idea of how this band really 
sounded, however, wi l l always con
tain one element of uncertainty, bar
r ing the discovery of time travel, 
since the recorded sound of the Cre
ole Band depended to so great an ex
tent on the company that recorded it . 
On this reissue the sides made for 
Gennett (all exrent 3 on side 2) must 
have been cut in m a r s h m a l l o w - w i t h 
Tnhnnv O n d d s r r n n r h p r l i n s i d e the 
re lord ing horn It seems to me that 
the P a r a m o u n t (the above ment on 
Bd^^a^,m^^Tm^T^ 

r o r n e s a r e strmi w i t h the s e ^ n d 
ZrTZfuZvTin* b e a r d t h e n i a ™ 

amorphous droning and the bass line 
is generally clearer the more so since 
it is reinforced by Stump Evans bass 
sax. 

St i l l , the Gennetts are in the major
ity here, and assisted by Riverside's 
remastering, they sound fine. Chiefly 
they sound fine because Oliver , l ike 
Jelly Rol l in his happiest days, knew 
the sound he wanted, and had the 
brass and the guts and the prestige 
to run a band his way. Whether the 
tempos, so often felicitous, were Joe 
Oliver 's independent choice, or de
termined by prevailing dance style 
I cannot know. The fact remains that 
the Creole Band (and the New Or

leans Rhythm Kings) played a good 
deal slower than bands like the Wol 
verines and the Bucktown 5, which 
recorded only a year later. \ he tem
pos they chose never exceeded their 
technical l imitations, while, for i n 
stance, the Wolverines and, espe
cial ly, the later Chicagoans,' often 
played too fast for comfort (theirs 
and ours.) I am sure that this ac
counts for much of the superb swing 
of the Creole Band. 

But even more important is the 
manner in which the separate beats 
of the measure are accented. Here 
we tread on thin ice, the subjective 
conditions of hearing being difficult 
to verify ohiectivelv Different people 
must hear the relative amplitudes of 
the heats differently how else to ac
count for the fact that in &n y c o n t 

temnorarv emulators of this stvle 
seem to mv ears in aeeentnate the 
seoondarv beats far too much rather 
than T a v i n g a t r u l y flat four four as 
d M Oliver's rhvdfm sect ion ' Y o u 
see t W h t h a i ! lreadv be* the 
n » ; s t n n On thp ntber hand some of 
l e so railed revival h a n d r o 
reproduce the ertect ot the Lreole 
Hand s rhythm while fa i l ing i n other 
respects. I he trouble is, 1 suspect, 
that the horns sound as i f they are 
working too hard, and any sugges
tion of laboriousness immediately 
sets a band apart from the relaxed as¬
surance and ease of the older group. 

The truly phenomenal rhythmic 
momentum generated by Oliver is 
just as much dependent on conti
nuity of rhythmic pulse—only rein
forced by uniformity of accentuation 
in the rhythm section and relaxed 
plaving. One never hears the vertig
inous excitement of B i x , or Tesch; 
one never feels that, with a little less 
control , a break or an entire chorus 
would fal l into irrat ional ity or mu
sical bizarrerie. Ol iver 's swing is ex¬
cit ing after a different fashion: it is 
predictable, positive, and consistent. 
Only rarely is the total effect manque, 
as i n Froegie Moore, where the stop, 
and-go character of the tune makes 
consistency more difficult to achieve. 

Its consistency is, as I have said, 
largely the result of Oliver's personal 
conception of a band sound; How 
much he molded the musicians to 
fit the ideal pattern of his own im
agination, or how much he chose 
them with the knowledge that they 
would fit i n , without try ing to change 
their personal styles, is something we 
can't determine since we lack record
ings by New Orleans bands before 
1923. We have no record of how 
Louis sounded before he came to 
Chicago—we know he is ful l of the 
spirit of K i n g Joe. although their 
ideas of instrumental tone were d i -
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vergent. Dodd's rare gift of phrasing, 
his ability to bridge the gap between 
trumpet phrases (generally those of 
the tune itself) and to place the final 
note of his own phrase on the be
ginning of a trumpet phrase, we 
know from many other records, but 
none of them antedate these sides. 
A n d the rhythmic approach, too, is 
initiated by the Creole Band, with 
due note taken of Ory 's 1921 Sun
shine date; we hear it again but in¬
frequently, perhaps a bit in N O R K , 
certainly in the Tuxedo Band, in Sam 
Morgan's Band, and i n many of 
Bunk's records, and other more re
cent ones i n that tradition. 

The impression of consistency is 
made all the stronger by the refusal 
of the musicians to permit them
selves too much freedom. In succes
sive choruses of a tune Oliver's 
sidemen often plav the same part note 
for note, or with only slight variation 
—notice ' Dutrav in Fro&eie Moore 
espec ia l ly Dodda in the same tune 
and in Snake Rag. The O D J B did 
this t n n b u t thprp is a l w a v s an nn-
dertone (overtone to some) of the 
l u d i ™ ™ - ^ o ^ o f t m v ^ r n m i « J 

H e n t i c a l K - c o m e to a n d nne w o n 
dprs h n w w h v t h p v T n on 
S n r » v tn nJ * iJt Irilr, « U ™ a' 
n P M v V r l t L l „ ' ? J it 
from an orchestration hut there is a 
g o o d deal more besides, and his 
mannerisms, his agility and grace, 
are strictly his own and not from 
the public domain. 

A riff produces somewhat the same 
k ind of excitement as does Oliver's 
"consistency," stemming ultimately 
from the irritation born of same
ness, and expectation of change un
fulfilled bv the riff itself but heard 
in a superimposed solo. The excite
ment of riffs, however, is bought too 
cheap, and works best in the imme
diacy of ecstatic susnr-nsion of our 
normal listening habits most efTec 
live in the physical presence of a 
b a n d T h p f r p f i l p R a n d ' s w a v is ] p e « 
obvious m o r T c o m m e x ana n the 
long run m T k e I ^ o r T ' t h a t re 
mains sTdsf>ing for year after year' 

A H these words will never con
vince someone against his will , and 
perhaps some will never feel or know-
why the Creole Jazz Band is so great 
and sets the standard (possibly, who 
knows, only because of an historical 
accident) for all kinds of jazz that 
do not base their excellence on in¬
dividual expressiveness hut on form 
and shape achieved through control 
and balance. 

M y panegyric tone admits of 
modification in some instances. The 
Paramount Mabel's Dream is too 

s low—in fact, the tempo is an ex
ception in the group of tunes on this 
record, neither as slow as the andante 
Southern Stomps and Riverside, nor 
as fast as the rather relaxed Chimes 
Blues. The latter is too relaxed for 
its own good, the tricky chimes ef
fects are dated and special, and Louis 
solos better elsewhere (Riverside and 
Froggie Moore). 

But a l l of this is t r iv ia l . I love 
this band and its myth, the perfection 
it stands for and almost is, its affir
mation and integrity, the sombre 
stride of Riverside Blues, the steady 
rol l of Southern Stomps, the rock of 
Canal St. Blues, the headlong sprint 
of Weather Bird; I love the musi
cians i n this band, too, although my 
affection is tinged with sadness to 
think that, with the exception of 
young Louis , already himself but not 
vet complete, none of them ever again 
realized himself so well within a 
band. This is no reproach to them; 
it is only the result of the paradoxical 
fact that this band, recorded only a 
( r p l l e r a t i o n ago and marking the be
ginning of consistent recording of 
jazz, was one of the very best that 
jazz has ever known. 

— L a r r y Gushee 

S O N N Y R O L L I N S : Freedom Suite, 
Riverside 12-258 

I listen to this record the way a 
fan would, and that's what I am at 
this stage since I don't have the mu
sic and this is the first time I'm 
hearing it . 

It's a very interesting composition, 
and the playing is equally interesting 
in that it's very full-sounding despite 
there being just three people i n 
volved. It seems when I hear Sonny 
and M a x together that they express 
the joy of life. I mean the combina
tion of Sonny's sound and Max 's 
different drums and cymbals—the 
feeling seems to be communicated 
especially when those two are 
together. 

I l i k e d — i n the slow part, for ex
ample—the way Sonny's ideas were 
regulated by the tempos of the piece. 
In the slow section, even when he 
doubles up, he has the pattern of the 
slow tempo in mind . 

Notice the way Oscar backs up 
Max 's solo. The first part is almost 
a duet for bass and M a x . 

Sonny has a way of imply ing the 
chords and comping for himself at 
the ends of eights and going into 
bridges. He implies modulations that 
a pianist might be making. He sort 
of sets up the coming frame himself 
and then he fills it up. 

The composition sounds like it 
would be a challenge to play. It's a 
real jazz composition. It doesn't lose 
any of Sonny's feeling—the way he 
usually plays. Sometimes such pieces 
have a tendency to make you lose 
something of your personality when 
you cope with them, but that isn't 
the case here. 

This was a perfect trio. I wouldn't 
say that you couldn't find three 
others just as good with this instru
mentation, but this is about the best 
possible choice for this grouping. A l l 
three are inventive, and each has the 
capacity to express his inventiveness 
and still play with the others. 

M a x plays very intricately, but he 
never loses me. I can still count 
1-2-3-4. I can always keep time with 
him. Some of the drummers who 
came after h im lose me. For ex¬
ample, when some have a chorus to 
play I try to keep up so I can make 
my entrance on time when they're 
through. But in the course of some 
of those solos, it's doubtful whether 
1 is 1 or 1 is 2. With Max there isn't 
any doubt. 

I l iked the second side but not 
as well as the suite. There seemed to 
be a different recording balance 
there. I couldn't hear the cymbals 
as well as I could on the other side. 
On that first number, Someday Fll 
Find You, I wondered why they went 
into 4 / 4 after playing the first chorus 
in 3 /4 , since Sonny sounds very 
much at ease playing in 3 /4 . On the 
same number, M a x sort of comps 
on cymbals behind Oscar Pettiford's 
solo. The cymbals sort of imply the 
chord. T o me, anyway. The way 
the cymbals r ing , there's a lot of 
notes and i f the soloist plays anything 
— i f there's just a soloist with cym
bals behind h i m — y o u can just about 
hear the chord. 

On these standards, Sonny sounds 
very natural. He plays the melody 
like he really does feel it . He doesn't 
struggle to convey something he 
doesn't feel, and he puts in a little 
bit of humor sometimes that I find 
to be in very good taste and that 



doesn't take anything away from the 
song. 

On the Shadow Waltz, Sonny goes 
into a sort of rhythm pattern on his 
second chorus where he leaves out 
beats every now and then. After he 
does it for a few bars, Oscar does 
it too. It's interesting and amusing 
to follow that. 

These three play very freely on 
this record, but they don't get in 
each other's way. It seems that the 
only restrictions they have are good 
taste and musical value. This is 
another example, then, of the fact 
that you can do anything i n music 
so long as it sounds musical : instead 
of regarding melody, harmony and 
rhythm as prisons, they use these 
elements for freedom. 

These three have reached the level 
of jazz musicianship where they are 
not imprisoned any more. 

— Art Farmer 

Riverside Records 

J E L L Y R O L L M O R T O N : The L i b r a r y of 
Congress Recordings, (L2 volumes), 
Riverside R L P 9001-12 
J E L L Y R O L L M O R T O N : Classic Piano 
Solos (1923-24), Riverside R L P 12¬
111 

F o r those who are not already 
famil iar with these records, all twelve 
volumes are worth attention. Anyone 
who is seriously interested in jazz 
should have some acquaintance with 
the Morton L i b r a r y of Congress 
series since New Orleans jazz i n 
general and Jelly in particular con
stitute such a significant and en
joyable branch of the music. F o r 
those already famil iar with the series, 
however, the personal recollections 
and reminiscences have little perma
nent appeal. 

On the basis of the more strictly 
musical contribution, these twelve 
records are divided in three parts. 
Albums numbered 2, 5, 7, and 11, 
have little or no musical worth. N u m 
bers 1, 8, 9, and 12, are only oc
casionally interesting. Numbers 3, 4, 
6, and 10, contain excellent jazz 
piano. 

The better records in this series 
present Jelly in good form. Piano 
solos and vocals alone cannot reveal 
all facets of this musical genius, of 
course; any complete view of 
Jelly's musicianship must include his 
achievements as a band leader and 
arranger with the Red Hot Peppers 
and stil l more, his playing with other 
instruments, especially clarinet. But 
there is a lot of listening to be gained 
from the best of his piano solos. The 
quality of playing on the L i b r a r y of 
Congress series is naturally uneven 
but as mentioned at least four rec
ords well worthwhile. 

As might be expected, Jelly's best 
piano in this series is found in the 
medium tempo, three-strain tunes, for 
which Jelly's style is so appropriate. 
In contrast with more normal record
ing sessions, Jelly feels no require
ment here to state simply the theme 
of each strain before developing it . 
In a sense, he assumes that the listen
er is already familiar with the tune. 
This is not true throughout the 
series but is notable in much of 
the best playing. It is true, for ex
ample, of both versions of Original 
Jelly Roll Blues (on # 1 and 
# 1 0 ) and The Pearls (on # 6 ) . 
Jelly is playing for himself on 
these tunes—not merely in the sense 
that any creative jazz musician al¬
ways plays for himself but also in the 
immediate Sf ' | ] S f that he does not 
carefully state fundamental ideas be
fore developing them. 

The Pearls, in # 6 , is a master
piece, one of the best Jelly solos ever 
recorded. F r o m the introduction on, 
it is an incredible thing, i f you know 
the id iom. It has beauty. It swings, 
especially on the final strain. The 
very active left-hand is completely i n 
tegrated, more so than the left hand 
of perhaps any other jazz pianist un
ti l Thelonious Monk. 

The phrasing on The Pearls is 
marvelous. Listen to bars 9 through 
12 of the opening chorus, especially 
in context (disregarding, i f possible, 
the false notes). Also listen to the 
equivalent passage i n the second 
chorus—or rather the entire last half 
of the second chorus. A n d , again, 
listen to the same passage in the 
third A chorus (the fifth in the tune) 
—-or rather the whole of that chorus 
(again, disregarding, if possible, the 
false notes). 

The other tunes on # 6 are in¬
teresting. Pep and Bert Williams are 
very fine tunes. Jungle Blues is not 
outstanding but does exhibit a re
markable capacity for understatement 
in deliberately not relating the breaks 
to the succeeding chorus, a restraint 
which is particularly severe after the 
second broken break. Ain't Misbe-
havin', casually tossed off, makes 
very good l istening; at times the 
phrasing is delightful, as when a 
little phrase at the end of the bridge 
in the second chorus is extended to 
become the basis for the entire re
maining eight bars of the chorus. 

As these observations indicate, # 6 
is one of the outstanding records in 
the series, musically. Volume 3 is 
also worthwhile with good perform
ances of Kansas City Stomps and 
King Porter Stomp, a swinging 
"transformation" of Maple Leaf Rag 
and an exquisitely beautiful fragment 
of sweet-slow jazz, unnamed but re
sembling the verse of M r . Jelly L o r d . 

Record # 4 , with the Spanish 
tinge, is very fine. 

Record # 1 0 contains Sweet Peter, 
one of Jelly's most underrated tunes, 
a real two-handed number belonging 
in a class with The Pearls, King 
Porter Stomp, Wolverine, and the 
others. State and Madison is a very 
nice, relaxed tune with plenty of 
music (note the phrasing on the final 
chorus) . Freakish is also an interest
ing tune. There are really no unin
teresting spots musically on either 
side of this record. Much could be 
said on Original Jelly Roll Blues. 
My Gal Sal is a beautiful number, 
"transformed" or not. King Porter 
Stomp, as mentioned above, is played 
without deference to Jelly 's custom
ary care for stating themes before 
developing them; note even in the 
introduction the deliberate omission 
of the expected th i rd beat in the 
fourth measure. 

One thing is especially worth no
tic ing in the first four strains of King 
Porter Stomp ( A A B B ) , namely, the 
lead-in phrase to each chorus. First , 
note the lead-in from the first to the 
second chorus ; then, note the strict 
parallel at the end of the second 
chorus—leading, however, not back 
to the A theme but into the B theme; 
then, applying what is always the 
test for a great musician, follow 
through by noting the complete con
trast of the lead-in to the second 
statement of B ; then, the crowning 
touch—the ending of the second 
statement of B, which suggests a ref
erence back to the figure used in the 
first two lead-ins. 

Note also, in these same passages, 
the left hand. The first time it as
cends to the A - f lat , just as the right 



hand does. {Actually, it must be con
ceded that this makes for pretty 
sloppy harmony as between left hand 
and right hand—paral le l octaves, 
too.) The second time the left hand 
descends from A-flat moving in con
trast to the right hand instead of in 
the same direction (and with excellent 
harmony this time) to establish im
mediately the relative minor chord 
(though not key, of course.) The 

third time, instead of descending 
chromatically from A-flat to F a 
more complicated series is used with 
the chord entered from its dominant. 

Without any question, these four 
records—Numbers 3, 4, 6, and 1 0 — 
provide the great bulk of the worth
while music in the series. There are 
other bright spots, however, notably 
Wolverine in # 8 and Miserere in 
# 9 . 

Incidentally, after an afternoon or 
evening of digging the best music in 
this series, turn abruptly to the fourth 
band on side 1 of # 3 . D i g the dis
cussion after the first minute or so 
of what jazz should be (the glass of 
water principle and the rest) follow
ed by the marvelous fragment of 
"sweet jazz music . " 

Riverside 12-111 contains twelve 
first-rate Jelly tunes. The remarkable 
fact about the consistent high quality 
of these tunes is that they represent 
only a portion of the fine music 
which Jelly produced at his peak. 

The selections may be criticized as 
containing an overdose of the same 
general type of tune. Of the twelve 
numbers, nine are built on the gen
eral three-strain structure, with the 
C-strain modulating to the or ig i 
nal key's sub-dominant. Interestingly 
enough, no two of the nine are exact
ly identical i n structure, however, 
each varying the general model ever 
so slightly. 

A m o n g the many facets of these 
twelve tunes as a group, are the 
excellent breaks, the complete i n 
tegration of Spanish tinge into his 
style, and the energy and force that 
are so important to this music. 

This record demonstrates what the 
notes for the first of the L i b r a r y of 
Congress series refer to as "that 
special quality of excitement, com
pletely articulated, never frenzied, of 
which Morton was a master." 

Many of the tunes here, which rep
resent recordings of 1923 and 1924, 
afford interesting contrast with the 
far different versions of the same 
tunes recorded in the L i b r a r y of Con
gress series and other late 1930's re
cordings. There is far greater vigor 
and range to the Jelly of these earlier 
years, but perhaps not the complex
ity, particularly in harmony. 

— G u y Waterman 

T H E G R E A T B L U E S S I N G E R S ( M a R a i -

ney, Bessie Smith, Ida Cox, Sara M a r 
t in , T r i x i e Smith, M a r y Johnson, 
Hocie l Thomas, Chippie H i l l ) , River¬
side R L P 12-125 

B L I N D L E M O N J E F F E R S O N , Riverside 
R L P 12-121 

J I M M Y R U S H I N G : If This A in ' t the 
Blues, Vanguard V R S 8513 

The Best of M U D D Y W A T E R S , Chess 
1247 

The Best of L I T T L E W A L T E R , Chess 
1248 

In a society where the arts tend 
to increasingly private meanings and 
complex techniques, the vocal blues 
remain firmly fixed to two roots of 
musical a r t — i n play and i n court¬
ship. Today blues survive as the last 
artistic remnant of the strophic song 
game, in verses sung or chanted, that 
serves so many functions in so manv 
cultures: the Inga Fuka ceremony of 
Indonesia, the Eskimo tr ia l at law, 
KwakiutI lullabies, West A f r i can 
songs of derision, even the " f ie ld 
hollers" of Silvana Mangano in Bit
ter Rice—Ate all examples of a basic 
cultural form that we hear today i n 
certain street games of city children, 
in barroom customs like the dozens, 
and especially in blues. 

Basic blues show i n turn a l l the 
traits of both game and c o u r t s h i p -
its riddle-like form suggest its origins 
in play; so do such blues breaks as 
Joe Turner 's 

"Start from the left, go to the 
right. 

Piano player go in ' to swing all 
n ight . " 

while a thousand choruses of lyrics 
stress the importance of the court
ship motive, with examples as direct 

as " B a b y i f Y o u Love M e " or as 
perverted as " I f Y o u Can't give Me 
a D o l l a r . " 

The closeness to function of vocal 
blues has, I suspect, a particular ap
peal to the sophisticated and rootless. 
Certainly a pastoral strain runs 
through writings about the blues, 
whether praising their realism of 
vision, the special charm of their har¬
monic climate, or most often the 
plain ampleness of humanity of the 
great blues performers. The apostolic 
tone comes easily to followers of 
jazz, so the names of the hagiology 
have come to resonate with a wi ld 
significance. 

Except for Bessie Smith who has 
been well represented on L P , the blues 
singers of the twenties have been 
available only to collectors unt i l the 
current Riverside Jazz Archives se
ries. These handsomely produced and 
packaged selections from the Para
mount and Gennet catalogues, pro
vided with solid discographical i n 
formation and richly evocative notes 
(but I wish the composer credits 
from the original labels had been 
given) now enable us to compare 
the legend and the reality. 

One quickly sees that the Great 
Blues Singers of R L P 12-121 were 
all working within a highly cohesive 
style, and that the style is not, as 
we might have supposed, a primitive 
or an unself-conscious one. Certainly 
the style predates the attitude that 
T-Bone Walker stated so vehemently, 
" Y o u know, there's only one blues, 
though. That's the regular twelve bar 
pattern." None of the three M a Ra i -
ney performances here are twelve bar 
blues. Oh My Babe for example is 
a sixteen bar piece with a lyr ic of 
A B A C C A form. Tr ix ie Smith's He 
Likes It Slow (one of the classic 
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themes of the "steady ro l l ' school of 
blues lyrics) is on blues changes, but 
is phrased 8-4-8-12-4, over three 
choruses and sounds as much like a 
natter song as it does basic blues. 
This resemhlence to patter song is 
suggestive, for all these singers were 
vaudeville 'performers, and the show 
business tinge is strong in a l l their 
material. There is first a strong tend-
enev to narrative as ODDOsed to the 
direct address of both more primitive 
and more sophisticated hhies manv 
of t h e s l Z , ™ b e set in the 
•malinatmn Tntn a sort of vaude 
v H b P * h ^ h r X h none of the situ 
I L r , „ ?irr,™^anHal « , tb^ 

dv< YlL«, £ RlLTZZ s .r^nrt 
V. l „ " T l n ! v Z ' n Z i w X 
as her I *ent> tu e cents. I wouldn t 
1 7 r> L u J i . h i t 
Wiere. Another sign ot the show 
biz innuence is the extreme explic-
•tness of most of these lyrics, f o r all 
their use of double entendre, these 
stanzas are sra .ghtforward and 
hteral-mmded tendmg toward the 
mechanical. There is nothing here of 
the often revelatory juxtapositions 
that a cross-country search for rhyme 
often arrived at in country blues, nor 
of the sensitive imagery, nor the 
minor key melodic echo for that mat
ter, of folk tinged blues l ike Leroy 
C a r r s How Long; at least not until 
we come to the sides made in the 
forties by Hocie Thomas and Chip
pie H i l l which show more than one 
hint of K . C. influence. Roth lite rah 
mindedness and the narrative tend
ency weaken the immediate emotion¬
al impact of blues, and they flaw not 
just these records, but the style of the 
entire per iod : of the fifty odd tracks 
of the Bessie Smith series all but a 
short dozen are similarly weakened. 
Bessie's triumphs of emotional pro
jection, as much as those of BllHe 
Hol l iday , are triumphs of perform
ance over repertory. 

In performance too there are some 
characteristic weaknesses of style, 
principally a tendency to drag the 
beat for pathos until the perform
ance loses all tension, and in the 
cases of several of these singers, a 
symmetry of phrasing until the mind 
rebels, but it is mostly the perform-

in these records that hold the 
interest. There is a surprising range 
of exnression anions these tracks 
though it is a range that varies less 
with the message of the ennff than 
with the style of the singer M a 
Rainev is stately and almost maiestic 
while she sings: J 

"Take me to the basement, that's 
the lowest I can g o ! " 

A n d Ida Cox maintains a hard 
boiled city chick skepticism while she 
praises (mock-praises really) the 
pastoral pleasures of Southern life. 

M a Rainey 
from a contemporary engraving 

The value of these performances 
vary greatly with the sensibilities of 
the singers. M a Rainey is the most 
impressive in emotional projection, 
handling of sound, variety of phras
ing, and especially, a craftsmanlike 
fitting of . the words to her melodic 
lines. Listen for example to the nice 

of form she shows on Trust 
A'o Man, one of the few musicianly 
examnles I know of the dronuine-
back-into-sneech that is so common in 
H u e s of t h i s neriod Ressie w h o had 
the best vocal eouinment is ruined 
bv t h f incredib leki tsch arrangement 
(from r Z r i X I r S Z 
he Tart i «re*amnle o f t h e " w ^ h 

s t r i n g " h .rJT^f mind And the 
!rr n i n r a i intere! o f ^ T r i v i e Smith's 
%™f"l7, « nverhalTneed 
by her regularity ot accent. riange 

dramatic but affecting Death Ming 

T&h Around Ihe Uock of Chippie 
H i l l who vulgarizes an ancient and 
tawdry routine with a series of i n 
creasingly flippant treatments of the 
phrase steady rol l . 

A l l of these singers are accom
panied bv instrumental groups who 
play introductions, obbligatos, and 
an occasional eight or twelve bars of 
solo. Many of the accompanists are 
among the great players of the era, 
but the b#st work here is the piercing 
introduction and bits of growl that 
K i n g Oliver " lavs on Death Stine Me 
Neither Joe Smith nor Tommy 
Ladnier are at their best on these 
sides though Smith nlavs some verv 
pretty phrases. Strangely, trombonist 

Ike Rodgers, who shows neither ele
gance nor urbanity, does manage an 
accompaniment perfectly matched to 
the singing of M a r y Johnson's Key 
To The Mountain. 

Bl ind Lemon Jefferson is presented 
with some sides recorded for Para
mount during the period 1926-29, 
and though he is roughly a con
temporary of the singers on R L P 12¬
121, he represents a rather older 
tradition. L ike many figures of the 
country blues, he accompanies h im
self on a guitar, and he is a man who 
lived with all his five senses, well 
four anvwav in contrast to the 
conventional and almost abstract em
phasis on the set of social relation
ships that center on sex Though 
Toucher and less dramatic than the 
sinJers of R I P 12 121 he s richer 
J n X t l i a n f - J i m r *nd if vn!™m 

his v i l l a i n s 1 , 
slfr innnetir T W is noth 

noeti, feel ini or rnvthmir. I n U P 
M f e r s o ? s : r ^ t t m l i c s u r P » s e , 

" A woman rocks the cradle; a man 
should use a hoe, 

A woman rocks the cradle, l ike a 
man sh'd use a hoe, 

Bad man rock 'nother man's baby. 
oooh, back to rockin ' they go ! " 

More than any other singer consider
ed here, he belongs to the West A f r i 
can vocal t rad i t i on : the ragged meter, 
the constant shifting of pitch that 
allows no sustained note without a 
waver, the hard attack, even the 
slurred diction that suggests a lack of 
concern for the sense of the words, 
though he has a sensitivity to liter
ary aualitv that his female con
temporaries certainly lacked. 

He is a master of the colloquial 
tone of the blues, that feeling of d i 
rect speech and an absence of rhet
oric, that even so straightforward a 
blues singer as Big B i l l Broonzy does 
not always manage. It is this direct
ness of address, and the nagging, 
haunting quality of his voice that 
recalls (are they related?) the i n 
strumental blues sound that Jo Jones 
has called the South-west twang that 
make his performances so impressive 
here. 

Not quite a contemporary of these 
singers, J immy Rushing was old 
enough, or at least mature enough, to 
hang out with Chippie H i l l toward 
the end of the first blues boom, be
came a formative figure in K . C. jazz, 
and has survived to develop into the 
most consistent blues singer of the 
L P era * It is a surprise to report that 
his most recent Vanguard L P is a 
disappointment It is another of John 
Hammond's efforts to recreate the 
feeling of K C i a r * Cin which he 
should be encouraged as long as 



I others are stil l t ry ing to recreate 
New Orleans with K . C. musicians) , 
but this time it runs solidly into an
other Hammond obsession: the end
less search for jazz talent in obscure 
places. A n accurate title for this lp 
might read " A Vanguard Jazz Show
case introducing Roy Gaines and 
featuring J immy Rush ing . " 

Even at best, the "Jazz Showcase" 
idea can conflict with the sense of 
dramatic unity that Rushing shares 
with several other K . C. musicians, 
(hear L ips Page's Gee, Baby or 
Rushing's own 

How Long), the long 
solos if Jess than perfectly sustained 
can exert a centrifugal force that wi l l 
destroy the unitv of a Derformance. 
The combination almost comes off 
here in Oh Love, where the mood of 
Rnshine-'s sine-ine in sustained bv 
Buddv Tate's svmnathetic solo and 
survives F m m e t i B e r r v but is dashed 
S V i c Dickenson's astrineent 
wilt that b r e a k T u n the fairy tale 
! 1 ^ „ ' fHisheb'ef that Rushine 
ZI TnHoee^I a n d cannot m e 
reestablish 

Gaines, the latest Hammond dis¬
covery, is a guitarist who is featured 
on all the blues sides, sometimes play
ing rhythm often as a voice opposed 
to all the horns, and endlessly in solo 
chorus after solo chorus. It would be 
pleasant to say as one English critic 
has done, that Gaines is the best 
blues guitarist since Christian. It is 
not true. He does have the funda
mental blues feeling, and a nice 
rbvthmir nrecision but his solos i n 
no way match the flexibility o f Chris
tian's! w a v the marvelous contrasts 
of s W t staccato nhrases against 

lines that Kessel 
has sinct re f ined to elegance and 
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um^larger than a twelve bar chorus! 
Rushing sings well on all the sides 

except Dinah. There is an all-in 
strumental / / This Ain't The Blues. 
On My Friend, the stop time is a little 
wearing. H i s vocal choruses are sepa
rated by two-chorus instrumental 
solos—a little like the swing-sing rec
ords of the thirties, in which the con
tinuity of feeling among Teddv W i l 
son B i l l i e and Prez gave such an 
airy and luminous charm. Here all 
the soloists play well. Dickenson is 
interesting even arresting hut is nre-
vented from an anoronriate creative 
effort bv bis overnowerinelv nersonal 
s t v l e - P u r e l y a T b l m n ^ v f t f h « t 
iazzmen face But theVrt e f f e c i s no 
i n e of nnltv Incidental v „ 7 Some 
7mesl Think / D o a n d / Can't Un

derstand, Rushing shows that same 
dadaist strain of K . C. blues that got 
Santy Claus into Good Morning 
Blues, made the last two choruses 
into Piney Brown, and strung to
gether a l l the irrelevancies of Going 
To Chicago. 

Muddy Waters (born McKin ley 
Morganfield) and Little Walter (Ja
cobs) are representatives of a later 
development of blues singing than 
Rushing : while Charlie Parker was 
taking the high road from K . C , they 
and their colleagues were taking the 
low road, a split that often gave iuke 
boxes in Negro neighborhoods a 
strong schizoid overtone. They are 
late fruits of the r&b era. and their 
two records in fact collations of 
their juke box successes made since 
1953. L ike those of most r&b 
their styles are always hot, often in
tensely swinging- characterised hv a 
tendency to nhrase i n s h o r t d i s c r e t e 
bursts of sound and by blues that de 
rive structurally frnm croene] sono-s o r 
DOO r i T m , , ! ! f f r o m hasic 
blues and often of less IC solid 
thematic interest Mnddv is a si"! J l r 
whTntavs S while t ittle W a C r 
I. mwllTr,rlv„wnoaUosfols 
I ittlp 7 1 Jt?ZZ»r J g 

companist on Muddy's sides 
Muddy has a much stronger blues 

voice. He can whoop like Turner, 
with all Turner's strength, though he 

' does not drive straight ahead like 
Turner, contrasting instead flat re
citatives against sudden swoops and 
dramatic retardations. H i s worst vo
cal fault is a melodramatic trick of 
pushing his voice down below the 
Doint where he loses all color Luck i ly 
that style suits such material as the 
early choruses of Still A Fool, in 
which he is magnificent, a n d ' t h e 
tongue-in-cheek I'm Rpndv On sev. 
eral of the sides the renetitinn of his 
favorite devicesdoes get̂  dull . 

Little Walter, despite his vocal dis
advantages, has produced a better L P . 
One reason might be that r&b blues 
are usually at slow and medium tem
pi , and collected into an L P can be
come deadly monotonous. The four 
harmonica solos on Walter's L P break 
the monotony. Walter (who sounds 
exactly l ike the J immy Reed who 
recorded Vee-Jay) has 3. re* 
stricted dynamic ranee and a 1 M S 
oiercinz timbre than Muddv but he 
has a fine rhythmic accuracy and his 
flat voice can create intense feeline 
on .Jaintive s l o w h i u W l i K e M t7tf 
World o r 1 1 Z N^hT A ^ r ^ Z 
feels i l l at ease s i n l i n e at Z temno 

Tell Ml W ™ » and ™ 1 of 
wLhVn,,r^n H i s sense of time 
Watch, yourself. H s sense ot time 
makes a slow rhythm piece much 
more swinging than Muddy s She 

Moves Me. (This last is surely the 
only example of a verse of the Chris
tian era that presents a lover in the 
allegorical form of Christ, though the 
reverse procedure is familiar from 
Bach cantata 140 through Crashaw.) 

The accompaniment on these two 
records is extremely erratic. On sev
eral of Jacobs' sides, the rhythm is 
excellent, especially the drummer on 
Of} The Wall. Jacobs plays his har
monica well on Muddy's record and 
even better on his own. When he 
breaks out of D u r e rhythmic Dlaving 
as he does on two separated choruses 
of Off The Wall the result ran be 
pure iazz invention Muddv has been 
more unfortunate: his drummer is 
both chunkv and involved and the 
dominant of the two guitars (his 
own ' 1 is denlorahlv lactino- the 
swine and the relaxat on of h s smging r e l a x a » 0 1 1 0 1 n ^ 

Von H unit r in. cgnrliiy Columbia Ketordi 
It is unfortunate for the purpose 

of this review that there is no vocal 
equivalent to the developments in 
blues playing of the last fifteen years 
to make a fitting ending. Efforts like 
those of K i n g Pleasure and Jon 
Hendricks are not yet up to the 
quality of the music they use nor to 
the seriousness of the blues tradition. 
Perhaos the rhvthmir comnlexities 
distract the attention from the con
tent. A l l the the music should 
insnire a vein of almost metanhvsieal 
wit with its sudden contrast twists 
and T m h i m i i i i e . that n i s i t com 
bined with a certain d redness of ad 
dress achieve a new ! S o f nines 
feeling 

— H s i o Wen Shih 



Reviews: Books 
T H E H O R N , by John Clellon Holmes 
Random House, 1958 

It is possible that this is not a bad 
book. That is, if you read it for its 
possible value as Entertainment or as 
commentary on L i f e and A r t in gen
eral , without worry ing too much 
about the jazz, maybe it won't hurt 
or bother you. But on second 
thought, people who don't know jazz 
and read this book are bound to get 
badly misled about jazz, while those 
who are even modestly hip are (un
less their patience is much longer 
than mine) apt to become pretty an
noyed. So, on second thought, it is a 
bad book. 

One of the most distressing ele
ments of the stereotyped public at
titude towards jazz is the feeling that 
jazz is some sort of dark emotional 
jungle and that therefore it is proper
ly within the province of what I sup
pose is stil l called the avantgarde 
novelist. Jazz, according to this view
point, is all caught up with murky , 
turgid thoughts (you know: how to 
hit that big unattainable note, the 
one that ki l led K i r k Douglas i n the 
movie) that ordinary people wouldn't 
understand anyway. Of course jazz, 
being practically by definition a part 
of the non-conformist world, is for
ever being adopted as a sort of tag-
along side-issue by one cult or an
other (from the Jazz Age speakeasy 
crowd, through the American Com
munist Party , on down to the Beat 
Generation). A l l that can be pretty 
hard on jazz, but rarely is it any 
rougher than on those occasions when 
a youngish novelist stakes out a claim 
and comes up with another of those 
"authentic and powerful" books 
about jazz. Now, when young novel
ists try to invade other kinds of 
specialized fields (like Time, Inc., or 
atomic science, or hoboing, for ex
amples), either the publishers' offices 
are full of people who know all about 
it (Time) or they send the manu
script to an expert or two (atomics) 
or everyone probably agrees that it 
really isn't supposed to be taken as 
reality (On-the-Road-ism) and all is 
more or less well. But the dark conti
nent of jazz is something else: bright 
young authors are popularly sup
posed to know more about the mys
terious music than almost anyone, 
and I daresay that the bright young 
authors* bright young editors would 
scarcely admit to being so square 
as to need help in making a jazz 
novel authentic. So. the manuscript 

gets into print unimpeded, and as a 
result we have books like The Horn. 

It is bad pr imari ly because M r . 
Holmes doesn't know and think he 
does know. Few things are worse 
than the hipness of the ignorant. In 
this novel, M r . Holmes gives us a 
central character who is closely 
modelled on Lester Young . On the 
surface, that is. He wears the sort 
of clothes Pres does; used to hold 
his horn at that strange angle; was 
very tight with the character in the 
book patterned very closely on Bi l l ie 
H o l i d a y ; and is now considered to be 
over the h i l l , although stil l an ido l . 
This sort of thing is known as roman 
a clef—literally a "novel with a key " 
—the key being that such a book i n 
volves real people, more or less dis
guised, and half or more of the fun 
is in figuring out who thev really are. 
The purpose is usually satire, mock
ery or scandal-mongering (it's tough 
to apply the libel laws to fiction). In 
the past such books were used for 
things like poking fun at D i s r a e l i ; at 
present it is well-known that you can 
increase sales greatly by letting the 
word get out that the magazine pub
lisher in your novel is really Henry 
Luce. I am not accusing M r . Holmes 
of any low motives: for all I know, 
in this instance we may have an 
author who feels that by using fic
tional counterparts of Pres and Lady-
he is really helping himself to make 
his b ig emotional and aesthetic 
points. But I very much doubt that 
there is any value in what he is doing 
here. 

The reason I doubt him is simply 
that this happens to be the first time 
I've ever read a roman a clef that 
includes a character based on some
one I know well. Pres and Bi l l i e , as it 
happens, I've barely met. But there 
is one character in these pages who 
wears dark glasses and lives a pretty 
secluded life and writes weirdly an
gular tunes and is named Junius 
Priest. But it wasn't unti l I came to 
the bit about this fellow having 
Bil l ie 's picture on his ceil ing (only 
it isn't Bi l l ie here; it's one of the 
modelled-after-Billie character, if you 
follow me) that I remembered this as 
an anecdote I'd once heard about 
Thelonious Monk and realized that 
Priest was supposedly Monk (don't 
blame me: I'm just reporting the 
facts). M y point here is that I know 
Thelonious fair ly well, and so the 
surface devices used by Holmes never 
registered with me, because I never 
for a moment even suspected any real 

connection between this character 
and Monk. There just isn't any. A n d 
I feel justified in using this to sup
port my immediate doubts that the 
Lester and Bi l l i e similarities here are 
anything other than aggravating win
dow-dressing and red herrings (now 
there's a combination for you.) 

The sophomoric, over-simplified 
main characters in this book are like 
no real people, let alone real mu
sicians, let alone the real people the 
author so strongly implies they are. 
A n d I find it offensive that M r . 
Holmes surely wants people to accept 
that implication as val id . 

I won't spell out the plot, except 
to note that the down-hill tenor man 
gets cut in a session (on the basis 
of one tune, to be precise) by a 
previously undistinguished younger 
player, and this helps carry the older 
man over the thin edge, past the 
breaking point, etc. There is also a 
tendency to drag about a dime's 
worth of Charlie Parker into the 
characterization of Edgar Pool (who 
is "the horn" ) as the book pro
gresses. Th i s is done v ia a narcotics 
habit, a Kansas City childhood, some 
freight-train r id ing , a youthful ses
sion at which our hero plays badly 
and knows only one tune (it's I'm 
Comin' Virginia, no less), and a com-
ing-apart-at-the-seams scene in a 
night club kitchen. But this hardly 
helps matters; for Pool is, i f possible, 
an even less accurate reflection of 
B i r d in his last days than he is of 
Pres. 

The structure of the book is 
strange: various friends of Poo l re
member him as they knew him at 
various times, and these episodes are 
supposed to add up to a full-scale 
picture of the man. I found them frag
mentary and inconsistent. It tended 
to make the hook disjointed and lop
sided by going in for much detail 
about each of these friends in turn 
for one chapter and then relegating 
him to the sidelines, so that the whole 
book is a series of partial and frag
mentary portraits. (Among those 
friends, incidentally, is a painfully 
superficial impression of a band
leader something-like-Dizzy, present
ed as a clown who plays the Uncle 
Tom bit to get ahead in business, 
which is being k ind of hard on old 
Diz , I feel. However, that chapter 
does contain a description of a band 
rehearsal that is, as interesting 
and convincingly-detailed obser¬
vation, possibly the high spot of the 
novel.) 



The knowledge of jazz here is 
dubious: by which I do not mean 
the dark-emotional-surging-thoughts-
of-musicians stuff, but simply that 
Holmes has his men playing six bar 
and three bar breaks while jamming 
on a standard tune. This I 'd like to 
hear. A n d the dialogue! A l l the mu
sicians in the book talk a jargon, but 
it appears to be about 7 5 % beat-
generation, and maybe 1 5 % out-of-
date musicians' slang (when last did 
you hear anyone talk about getting 
" l u s h e d " ? ) — a n d I guess the rest can 
pass for authentic. 

Also , with a couple of minor ex
ceptions, all of the people in this 
book are Negroes. This means that 
the major encounters between char
acters are between Megroes when no 
whites are on hand. I cannot c laim, 
obviously, any better first-hand 
knowledge of such situations than 
M r . Holmes or any other white man. 
but I have known and worked with 
Negro musicians long enough to 
state without hesitation that I do 
not consider M r . Holmes, on the evi
dence of this book, at all qualified 
to handle so sensitive and difficult a 
novelistic task as this one. 

I can by now go on to generalize 
that I do not consider M r . Holmes 
qualified to write a novel about jazz 
at a l l . 1 don't think he understands 
the music, or the people who play it . 
or their attitudes towards music, or 
towards anvthing much else in life. 
I do not think readers of a magazine 
like this one wil l be entertained or 
enlightened, or moved by this book, 
and I know of no other reasons for 
voluntarily reading a novel. So un
less you are a real easy mark for 
books in which there is a singer who 
wears a fresh rose in her hair all 
the time (a rose, not a g a r d e n i a -
get i t ? ) , let this one go. 

I hope no one thinks I am try ing 
to be personally nasty to M r . Holmes. 
I am not. My firm feeling that he is 
no k ind of novelist is merely a liter
ary opinion, and of secondary impor
tance i n a jazz magazine. M y real 
purpose is to do the cause of jazz a 
service: I am hoping that readers 
who have friends or relatives con
templating writ ing " a n authentic and 
powerful novel about the world of 
jazz" (to quote the jacket of The 
Horn) w i l l cut out this review and 
mai l it to them, or pin it on their 
bulletin board, and maybe it wi l l 
scare them off. If so, it might con
ceivably scare off a potential good 
jazz novel, and if that should happen 
I'd be truly sorry. But I know that if 
it scares off any, it wi l l surely scare 
off some bad ones. The odds are with 
that bet. 

— O r r i n Keepnews 

S u b s c r i b e t o 
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l i t e r a r y m a g a z i n e 

T H E J A Z Z M A K E R S , edited by Nat 
Shapiro and Nat Hentoff. Rinehart 
& Co., 1957. Evergreen Books, 195S 

Few writers on jazz appear to en
joy their task. Most of these repre
sented in The Jazz Makers—a col
lection of twenty-one articles—choose 
to ignore musical considerations in 
favor of biographical detail, socio
logical observation, and mere gossip, 
but the reader may not care to be 
diverted. Of what value is a book 
that treats of four trumpeters— 
Louis , B ix , Roy, Dizzy—without any 
attempt to compare sonority or i n 
ventiveness, except for a few sen
tences quoted from Hode i r ? What 
is the use of an article about F i l ing -
ton that overlooks Cootie, Ivie. 
Tr i cky Sam and the rest? 

First of a l l , the writ ing suffers 
from being excessively up to date. 
(I wish I could say as much for the 
discographies.) The major defect of 
journalism is that its practitioners 
meet deadlines, not standards. Its 
practitioners are too much involved 
in the daily fluctuations of their sub
ject, with the result that they re
flect common opinion rather than 
mold it . Only the naive wi l l see any 
dishonesty in this, or denv that it 
has its own merits and rewards. 
Nevertheless, a book should claim to 
do more than echo contemporary at
titudes, most of all a book on jazz, 
which has roused violent, unstable 
responses. The Jazz Makers has noth
ing permanent to offer; those who 
come off best are the musicians most 
in favor at present. At any rate, I 
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see no other explanation for Louis ' 
being given less space than Tatum, 
and most of that space devoted to a 
defense of his recent decline. A n d 
Jelly Rol l Morton appears to be no 
more than piano-playing cousin to 
the Kingf ish . 

The critical uncertainty from 
which most of the articles suffer is 
reflected in other ways. W rho is going 
to read the book? Is it for those who 
already know the music, or for those 
who are simply curious about i t ? A 
collection need not display a united 
front in this respect; it is even de
sirable that it should not. But the 
writers should make up their minds. 
Here most of the recommendations 
have a faint-hearted a i r : you should 
listen to so-and-so, but of course 
you've known it for years . Perhaps 
readers don't truly care for music 
at a l l . In that case, they wi l l prefer 
Waller's dr ink ing schedule to his 
other accomplishments: these writers 
certainly don't number the streaks of 
t h e tulip—they preserve them in 
alcohol. 

Probably these uncertainties of 
taste and treatment accurately re
flect the situation of jazz today. The 
Lori l lards have their Newport and 
college boys have their Garner, and 
such widespread attention—which the 
longest study could scarcely docu
ment adequately—demands an ex
ercise of discrimination and interpre
tation for which no proper vocabul
ary has yet been invented. These 
critics eschew cant terms and shun, 
rightly or wrongly, the slangy ap
proach of Otis Ferguson, but few 
of them have been able to come up 

N.Linc 



with anything better. The result is 
a stylistic vacuum, in which Madison 
Avenue jargon ("lusty satire show
casing Green's incomparable dirty 
tone") jostles the newspaperman's 
adjective-hunting, which seems so 
often a sort of condescension ("a 
dozen sides which remain among the 
most exhilarating small group work 
on d i s k s " ) . The jazzmakers them
selves are treated with a standard 
brand of tight-lipped sentimentality. 
But of course it is difficult to avoid 
the Ernest tone, even i f it estranges 
the subject instead of br inging it 
closer. 

A l o n g with what is weak or i r 
r itating, the book offers much that 
is good, especially when the musi
cians speak for themselves. Baby 
Dodds and Roy Eldridge sound off 
at length. Hentoff shepherds critics, 
promoters, musicians, and Lester 
Young through a most i l luminating 
panel discussion of Lester Young . 
Charles Edward Smith contributes 
articles on Pee Wee Russell, Tea-
garden, and Bi l l i e . These pieces are 
true evocations of personality: every 
rambling paragraph, moreover, ex
hibits the respect and affection of 
Smith for what he is dealing with. 
And isn't this first requisite of 
readable crit ic ism? 

The Jazz Makers was published last 
year by Rinehart and now reap
pears (with some different photo
graphs) as a reprint from the Grove 
Press, which already offers Hodeir 's 
valuable and annoying book. It is 
encouraging to find a line of paper 
backs hospitable to books on jazz, 
but sad to acknowledge that so few 
merit reprinting. 

— G l e n n Coulter 

J A M S E S S I O N , edited by Ralph J . 
Gleason, G . P . Putnam's Sons, 1958 

Under the accurately loose-sound
ing title, Jam Session and subtitle 
" A n Anthology of Jazz," jazz writer, 
reviewer, critic and fas I'm sure he'd 
insist on including) still-enthusiastic 
veteran jazz fan Ralth Gleason has 
compiled an extremely varied thirty-
six piece collection concerned with as¬
pects or people of jazz. A l l but one 
are non-fiction—the exception is 
Elliott Grennard's highly effective 
"Sparrow's Last J u m p , " which deals 
with a musician who flips, quite liter
a l s , at a recording session, a story 
that has been described as an almost-
non-fictional account of a Charlie 
Parker session. L i k e almost any 
other anthology in the world , this 
volume is clearly designed to be read 
in fair ly small chunks, or left on the 
bedside table. Much of it appears to 
have been originally written for light 

reading—brief personality sketches, 
musicians' reminiscences — although 
there are several efforts at serious 
cr it ical or analytical writ ing. On this 
level—which is a completely re
spectable, and in this case quite en
joyable level—this is generally a very 
successful collection. 

If the foregoing seems a somewhat 
negative way of speaking well of a 
book, it is just because I feel there is 
some need to keep the reader from 
being deceived by the books' own 
presentation of itself. F o r we have 
here another instance of the great 
war between publishers and writers 
(or anthologists), the manifestation 
of which is in the jacket blurb c laim
ing far more that the man who put 
the book together thought of doing, 
and the main potential vict im of 
which is the purchaser of the book. 
M r . Gleason, who is literate and non-
pretentious, notes in his introduction 
that he could not make this a win
nowing of the best jazz pieces he has 
read in the past twenty years, largely 
because so much that seemed good at 
the time has turned out on re-in
spection to have grown dated or 
corny. So all he claims for the hook 
is that it is "an interesting collection 
of articles about interesting people, 
interesting aspects of jazz and ex¬
planations of i t . " He notes with re¬
gret that there are no articles about 
Duke, Louis, or B i r d , but points out 
that the book couldn't hope to be a l l -
inclusive. When he takes such an ap¬
proach, it would be unfair to fault 
him very much for not inc luding the 
work of a single current serious jazz 
writer (excepting only himself, and 
none of Ralph's several pieces here 
are intended as 'serious' wr i t ing ) , 
and I would even be inclined to let 
him get away with l imit ing a selec
tion entitled "The Coming of Modern 
Jazz" to only three selections (one 
of which is from The Partisan Re
view—and reads that way; and an
other by the splenetically argumen
tative and inadequatelv informed 
Henry Pleasants). But why, oh why, 
does the jacket blurb have to insist 
that within these pages is " . . . the 
finest writ ing on jazz that has ap
peared during the past two decades 
. . . in pieces by and about the jazz 
world's greatest critics, performers 
and writers"? Why are we informed 
that this anthology seeks "to br ing 
into perspective the whole body of 
. . . a new and serious w r i t i n g " about 
jazz? It's not really Cleason's fault, 
but too much caveat emptor is too 
much. 

This gripe aside, the book has lots 
of good fun in it , as previously i n 
dicated. There are some examples of 
the r ich , ripe Boston prose of George 

Erazier ; there is that Grennard story 
(which I had never read before and 
was grateful for) ; there is an old 
and interesting Bruce Lippincott 
piece that is sort of a theoretical dis
section of the jam session; there are 
excerpts from the spoken recordings 
of Jelly R o l l Morton and Bunk John
son; two good items by the late Otis 
Ferguson (one of the under-ap
preciated early jazz wr i te rs ) ; an i n 
triguing fragment about prohibit ion 
Chicago by Art Hodes, who was 
there; L i l l i a n Ross' classic (if you 
know how seriously not to take it ) 
New Yorker yarn on the first clam
bake at Newport. There are also lesser 
items by less able or interesting 
people; and there is a mite too much 
of the editor himself (eight selec
tions, some quite good, but about 
three that don't seem worth i t : one 
on the up-coming of "Rhythm and 
Blues" that is rather dated; a 1946 
piece on the career of Nat " K i n g " 
Co le ; and a 1956 detailing of how 
active things were in jazz on the 
West Coast) . 

A l l i n a l l , a good though certainly 
not indispensable book, and at its 
fully comparable price ($4.95,) a 
hetter buy than a lot of twelve-inch 
L P s that are issued nowadays. But 
if you take this book home, don't for
get to throw away the wrapper before 
anyone can get at i t . 

— O r r l n Keepnews 

T H E H A N D B O O K O F J A Z Z , bv Barry 
Ulanov. V i k i n g Press, 1957 

Somewhere in the vast United 
States, it seems there is an institution 
called Barnard College, and in this 
college there dwells an assistant pro
fessor of the English language called 
Barry Ulanov. I state these facts as 
categorically as possible because peo
ple who read Ulanov's Handbook wi l l 
think there has been some mistake. 

The Handbook is a pedestrian 
hotchpotch of old-hat anecdote and 
smug presumption badly written. The 
professor says " f latted" when he 
means "flattened" and stil l believes 
after a l l those years at college that 
the flute is a reed instrument. He is 
also a past master of the construction 
of those wooly sentences which, like 
the lights of 'Broadway, look pretty 
so long as you don't attempt to read 
them. 

Ear ly i n the book, the professor 
tells us that Lester Young's style is 
"close-noted." whatever that is sup
posed to mean. A n d then we learn, 
later on, that Lester's style features 
the use of "sustained open notes"—a 
trulv professional example of non
sense contradicting itself. After this 
k ind of stuff, the reader is hardly 



surprised when told that Bi l l i e H o l i 
day "scoops p i t ch . " 

A t the end of his book. Ulanov, 
typifying the average jazz writer's 
yearning to establish his intellectual 
bona fides, gives a table of compar
ative developments of the arts, which 
tells us that Cezanne died four years 
after Jelly R o l l Mor ton made his 
Storyvil le debut. Whether the two 
events were connected in any way 
nobody bothers to say. The student 
of English Literature, always pre
suming, that is, that he doesn't study 
it at Barnard College, may wonder 
why Kim and Green Mansions have 
been admitted to Ulanov's pantheon 
and Man and Superman and The 
Old Wives' Tale have not O r why 
Picasso should be listed twice and 
Renoir and Monet not at a l l . Or 
whether "Show Boat ," which is list
ed, is more significant than "Daphnis 
and Chloe," which isn't. Or why, 
most poignant of a l l . " M y F a i r L a d y " 
is included and Pygmalion isn't. O r 
whether any of this senseless display 
of pseudo-scholarship has the slight
est relevance to a history of jazz 
music. 

— B e n n y Green 
(ReDrinted from Jazz News I nndon 
by permission of the author.) 

DISCOGRAPHIE CRITIQUE DES MEIL-
LEL'RS DISQUES DE JAZZ, by HugUCS 
Panassie. Published by Robert Laf-
font, 30, rue de l 'Universite, Paris , 
France 

Panassie's new selected disco
graphy (expanded from an earlier 
work) is useful enough to warrant 
ordering it through a French book
store or sending directly to Laffont, 
the publisher. A n American edition, 
I would expect, is unlikely in view 
of the limited sales potential of a 
discographical work. 

The "best jazz records" included 
here are "best" by Panassie's c r i 
teria, and unlike most discographies, 
Panassie's does not always name 
the full personnel, particularly not 
for big hands. He does, however, cite 
the soloists in order of their ap
pearance, an often vital service that 
most discographies in turn do not 
provide. ( A n exception is Benny H . 
Aasland's The "Wax Works" of Duke 
Ellington.) 

In view of Panassie's religious 
belief that most modern jazz isn't jazz 
at a l l , do not expect to find any rec
ords by Parker , Gillespie, Davis , etc. 
As in his Guide To Jazz, however, 
there are entries for blues and gospel 
singers, many of whom do not appear 
in other discographies. There are 
large sections for El l ington, Coleman 
Hawkins , Henderson, Lunceford, 

Basie, B i g B i l l , Hines, Waller, and 
Webb, among others. The often 
eerie imbalance caused by Panas
sie's pontifical taste leads not only 
to the omission of the moderns but 
to the inclusion of only four Bi l l ie 
Hol iday titles contrasted- with over 
90 for Mezzrow who is, Panassie as
sures us, the only white man capable 
of playing the blues like a Negro. 
(Cardinal Mezzrow also merits more 
space i n this hagiology than M a r y 
L o u Wi l l iams who only has two 
titles because she succumbed to the 
incubi of the "progressistes.") 

Despite this increasingly pit i ful i n 
cense-burning ("It won't fly, Orvi l le , 
it won't fly"), the book is worth 
having for those areas it does cover. 
Panassie does know more than most 
current jazz writers about certain 
blues singers and about some of the 
b ig bands of the 30s. (He has been 

assisted i n the latter specialty by 
Stanley Dance, a devoted expert 
in this area, and in his credits he also 
lists the best—if incomplete—of all 
discographies, the McCarthy-Carey 
Jazz Directory.) 

The book is arranged alphabeti
cally, and the discs under each name 
are listed chronologically. A t the end 
of the book there is a further index 
of all the musicians who have re
ceived a separate entry. Panassie 
cites the label on which the record 
was first released and then often the 
companies that issued the record in 
Europe. Irritatingly, he does not give 
the number of each record. 

Errolt Garner, by the way, has been 
given the keys to the kingdom. 
( "Probably the greatest jazz musi
cian since the Second Wor ld W a r . " ) 
As for B i r d , think of all the time 
Saint Joan waited. — N . H . 

No one has time to hear every 
new disc as it appears. For 
the kind of reliable help you 
need to make up your own 
mind before buying, read... 
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Reconsiderations 1 
Jelly R o l l Morton , Kansas City 
Stomps (L ibrary of Congress Ver
s i o n ! . Riverside 9003. 
Fats Waller. Numb Fumblin'. Label 
X L A U 3 0 3 5 . 

Probably this department should 
not begin with an account of the two 
records listed above, since, as far as 
I know, neither has ever been called 
a classic performance. However, each 
of these records can serve to illustrate 
something central to the talents of 
these men. In both cases, but in rath
er different ways, it is a sense of 
form. 

For the Morton record, a brief ac
count of the form of the solo w i l l 
suffice for the point at hand. This 
is a unique performance of that piece 
— o r any similar multithematic M o r 
ton composition—since it completes 
the implicit rondo and does it in 
unique improvisational form. As 
published, Kansas City Stomps con
sists of an introduction ("tune u p " 
motif) and three themes, thus: A 
( E flat), A (an exact repeat), B (E 
flat I B (an exact repeat) C (A flat) 
C (a melodic variat ion) . Both A 
and B are sixteen bar themes (out 
of ragtime and marches) and C is an 
unusual 12 bar melody with stop-
time at bars one and two seven and 

• u making two s i * har units nos 
sh le The oefforrna,ee at hand I« 
i^ul- l ! r H , , t A A M a vari 
tnis way. imroauci .on, n fl (a v a n -

hi "•' J L \ r r *"..ri-tinnl" 
other v a r i a t i o n ; , i . , L fa v a n a t i o n ^ 
introduction las modulation A 
la third sanation) thus a rondo, 
with each return to each theme a 
variation on that theme. I have the 
strong feeling that it WY™ even 
attempted such an extended lor.n 
today, phrase^ like daring expen-
mentor and searching innovator 
would be thick i n the air. 

Numb Fumblin' is a twelve-bar 
blues in form, but, l ike most of the 
blues that come from the northeast, 
it does not have that quality of deep 
sadness or joy that one hears in 
southern and southwestern blues, but 
one of pensive introspection, in this 
case modified by Waller's natural ex
troversion. To some extent, it may-
have been a pre-set piece, but i f it 
were entirely improvised, Waller's 
innate compositional gifts might well 
account for its structure. There are 
six choruses and the basic structural 

principle consists of alternating pre
dominantly almost " low-down," 
rhythmic statements (choruses 3, 5) 
with sparkling, predominantly short-
noted (almost virtuoso) lyr ic melo
dies (choruses 2, 4, 6 ) . As the 
performance proceeds, the motifs 
in the rhythmic choruses become 
increasingly complex and in par
allel, the lines in the melodic cho
ruses do the Furthermore, the 
four-bar introduction suggests the 
Ivric choruses but is simple enoueh 
melodically to suggest the rhythmic 
. . . . _ t t U „ c a m i , r!me and the first ones ai uie same iime, i n u mc n i s i 
ehoms whieh has some interesting 
substitute harmonies is s imilarly 
stronfflv hut simnlv rhvthmic a billed 

3 T ; :h v t h m i r 
o 3 i t v The transition into ehorns 
quality, i ne transition i m o c n o r u s 
two is interesting because tne nr t 
tour bars ol two are based on a ratti
er ordinary rnymrmc figure ot im
plied triplets but the lollowing eight 
develop an original melodic line. 

The details of developments within 
the melodic choruses are also in
teresting. The fourth begins with a 
continuous six bar phrase, the sixth 
with a lovely shimmering line of 
cleanly played thirty-second notes un-
hroken for almost eight bars and 
with a striking metric organization. 

The details of the rhythmic cho
ruses are also important: in the third 
the treble carries rather simple fig
ures against the left hand's time
keeping; in the fifth, the bass line 
carries a simple, almost boogie-

The Blues 
Fogyism 
Why do people believe in some old s ign? 
Why do people believe in some old s ign? 
Y o u hear a hoot owl holler, someone is surely dy in ' . 
Some wi l l break a mirror and cry, " B a d luck for seven years," 
Some wi l l break a mirror and cry, " B a d luck for seven years," 
A n d if a black cat crosses them, they'll break right down in tears. 
To dream of muddy water trouble is knocking at your door, 
T o dream of muddy water trouble is knocking at your door, 
Y o u r man is sure to leave you and never return no more 
When your man comes home evil tells getting old, 
When your man comes home evil tells you you are getting old 
Thai 's a true s i " i i he's got someone else bakin ' his jelly ro l l 
I By Jessie Crump Sung by Ida Cox Riverside RI P1007 
Transcribed by M . W . ) 

woogie-like riff and the treble makes 
a counter-rhythm above it. 

The performance is made continu
ous not only by the fact that, as I 
say, there is a paralleling of the in¬
creasing complexity as Waller alter
nately takes up each of the motifs, 
the rhythmic and the melodic, but by 
his of an over-all dynamic build
ing. Thus, the last two choruses, al
though contrasting, are both stil l not 
only relatively complex but played at 
an equivalent dynamic level. Further
more, waller ends each chorus with 
the same two bar device a very 
common Dractice of course i n much 
blues piano. 

There is a great deal of rather or
dinary material in this performance. 
The second chorus begins with a 
hoary Waller cliche and, if isolated, 
the third would be almost an empty 
stall-for-time. A n d that motif which 
he uses to end each chorus is very 
ordinary. Rut as parts of a total 
structure, these things have an i n 
genious raison d'etre and appro
priateness. A n d i f * > r 11 1 did isolate 
choruses 4 and 6, he would have 
playing excitingly original in itself. 

If Waller was just "p lay ing the 
blues" on this record, such a struc
ture would be extraordinary. But 
even i f the main outlines were pre
set, an organization of no little sub
tlety is there. 

— M . W. 
(Contributions to this department 

are welcome. We would particularly 
like to see celebrated recordings, 
from Joplin through Parker , Morton 
through Monk, re-examined and re
evaluated from any point of view.) 



Jazz In Print 
by Nat Hentoff 

Evil Blues 
If you see my baby, tell her to hurry home, 
If you see my baby, tell her to hurry home, 
I ain't had no lov in ' since my baby's been gone. 
She's little and low; she's built up from the ground, 
She's little and low; she's built up from the ground, 
But that's my baby ; she makes my love come down. 
E v i l evil as I can be 
E v i l , baby, evil as I can be, 
M y baby's gone • she won't come homo to me 
(Ascribed to Count 1 'J 'I - H 1 " 5 Ling by J immy Bushing with 

the Basie band, Decca D L 8 0 4 9 . Transcribed by N . H.) 

/ Just Want to Make Love to You 
I don't want you to be no slave, 
I don't want you to work a l l day, 
I don't want you to be true, 
I just want to make love to you. 
I don't want you to wash my clothes, 
I don't want you to keep our home, 
I don't want your money too, 
I just want to make love to you. 
I can tell by the way you switch and walk, 
I can see by the way you baby talk, 
I can know by the way you treat your man, 
That I could love you baby until the cry ing shame, 
I don't want you to cook my bread, 
I don't want you to make my bed, 
I don't want you because I'm sad and blue, 
I just want to make love to you. 
(Writer listed as D i x o n . Sung by 

Muddy Waters on Chess LP-1427. Transcribed by N . H.) 

Young Woman's Blues 
Woke up this morning when chickens were cry ing for day, 
Turned on the right side of my pil low, my man had gone away. 
By his pillow, he left a note 
Reading, " I ' m sorry, Jane, you got my g o a t -
No need to marry, no need to settle down." 
I'm a young woman, and I ain't done running 'round. 
I'm a young woman, and I ain't done running ' round. 
Some people call me a hobo, 
Some call be a bum, 
Nobody knows my n a m e -
Nobody knows what I've done— 
I'm as good as any woman in this town. 
I ain't no high-yellow 
I'm a deep color brown. 
I ain't gonna marry, 
A i n ' t ) T i n a settle down 
I 'm gonna drink good moonshine 
A n d run these browns down. 
See that long lonesome road? 
Don't you know it's got to end 
A n d I'm a vouns? woman 1 

A n d l c a n i e t olentv men! 
(Bv Bessie Smith Columbia CT ft57 Transcribed h v M W l 
Contributions to this department are invited 1 

• i - i V i l a ^ [ L *• c i « i c J L I V I L C U I } 

Howard Taubman in the July 30 
New York Times, reviewing an even
ing of jazz presented by the Newport 
Festival at the Brussels F a i r as an 
"of f ic ial" American entry, comment
ed on the International Jazz Band : 
"The plain truth is that this inter
national band is not much than 
a stunt. Under Marshall Brown's 
leadership it played pretentiously and 
tediously. It had no cohesion and no 
point of view." 

Of the concert as a whole, Taub
man concluded: "The jazz festival 
spreads itself out i n Newport over a 
long week-end. For Brussels it should 
have chosen its performers more dis
criminatingly and concentrated its 
program to better purpose." 

If the Newport Festival cannot pre
sent intelligent programs over a long 
week-end, only someone who had 
never been to Newport (Jean Dal -
rymple?) could have been innocent 
enough to have placed the Brussels 
project in Newport's butter fingers to 
start with. 

Ralph Gleason concluded an angry 
column in the August 5 San Francis
co Chronicle: " The Newport Jazz 
Festival and the State Department 
owe an explanation to the American 
people for this one." 

What can they say after they say 
they're helping to advance jazz as an 
A r t F o r m ? A n d all that jazz. 

In the August 9 Melody Maker 
(London) , Yannick Bruynoghe re
ports from Belgium the reaction of 
Newport promoter George Wein to 
the Taubman appraisal : "The New 
York Times put it down, mind you, 
but their guy wasn't a jazz cr i t i c . " 

Next question? 

John McLel lan in the Boston Trav
eler reports the move instituted by 
Gerry Mul l igan to insist that musi
cians be given a voice in the pro
gramming of the Newport Festival. 
In his column in the Boston Herald, 
George Wein said he'd be delighted 
to have help. Couldn't be happier. 

So when's the first meeting? 
Critical Insights, 1: John Tynan, 

in a review of Ernie Henry's Seven 



Standards and a Blues (Riverside) 
in the June 26 Down Beat: " . . . his 
wholly uncultured tone." 

Poor John Dodds. A n d Charles 
Parker. A n d Bi l l ie Hol iday. Marcel 
Mule though should have a fine 
future in the Tynanworld of jazz. 

Jazz at Home, I: F r o m a New 
York Times review of the film version 
of Ten North Frederick. Reviewer: 
Bosley Crowther. Date: M a y 25. " I n 
the course of its uninhibited telling, 
it clearly and credibly reveals the 
moral collapse of this family in the 
early Nineteen Thirties or there
abouts. The daughter gets involved 
with a jazz musician, the son gets 
bounced from school to school, the 
father gets hurt in a political venture 
that has a taint of corruption i n it , 
and various other ugly things occur." 

But nothing ugl ier—presumably— 
than that jazz musician. 

Jazz Report is published monthly 
by Robert G. Koester, 5663 Delmar 
Roulevard, St. Louis 12, Missouri . 
SI a year. Part of the magazine con
sists of record auction lists. Also i n -
eluded is news in St. Louis and else
where (July had Traditional Jazz in 
England hy Bruce K ing ) ; book and 
record reviews; biographies (July 
had a page-long' obituary on Sterling 
Bosel ; and often transcriptions of 
blues lyrics. A good investment. 

Ray Bentley, reviewing John Clel-
lon Holmes' The Horn in the August 
10 New York Times Book Review: 
"The ' H o r n ' himself seems three 
parts Coleman Hawkins and one part 
Lester Y o u n g . " Bentley couldn't have 
possibly picked a man of that gener
ation more u n l i k e — i n a l l respects— 
the protagonist of the novel than 
Coleman Hawkins. In fact. M r . 
Bentley was so concerned i n his re
view with indicating how " ins ide " he 
is that he nothing he! pf u 1 p ro 
or con. concerning the book itself. 

Studs Terkel awarded The Horn 
a rousingly positive review in the 
Chicago Sun-Times. A n opposite view 
is that of O r r i n Keepnews, elsewhere 
in this issue. In a lead review in the 
book section of the July 27 San 
Francisco Chronicle, Ralph Gleason 
concludes that with all its faults, " i t 
is the most successful novel of jazz 
that has been published." I'm 
inclined to agree. It's an often gro
tesquely distorted beginning, but at 
least it is a beginning toward iazz 
fiction that has some knowledge of the 
life other than what can be absorbed 
with the beer at Newport. 

The August 2 Saturday Review 
gave Kenneth Rexroth a full page 
for his review of the novel. It's 
a pontifically uninformed essay; and 
M r . Rexroth's authority as a jazz 
" c r i t i c " is disposed of neatly by him
self in this revelation: " A l l the storm 
and stress of the bop revolution was 
about nothing more than the intro
duction of a few chords which were 
commonplace to Beethoven, the use 
of the saxophone as woodwind, which 
is what it is, rather than as a novelty 
instrument, and a slightly more 
flexible treatment of the standard jazz 
beat—8/8 or 12 /8 instead of always 
4 / 4 . " 

A l l clear? Ever heard Hawkins , 
Young . Berry, Evans, Webster, Car
ney, Hodges, etc. play those "novelty" 
saxophones in the thirties? 

I wi l l not comment on the other 
assininities in that flying saucer 
paragraph, except to wonder whether 
it is indeed true that the Times and 
The Saturday Review do select some 
of reviewers by lot from the nation's 
telephone books. 

So far as my exceedingly limited 
Italian can determine, a valuable 
jazz magazine is the monthly, Musica 
Jazz. Giancarlo Testoni and Arr igo 
Pol i l lo are in charge and the address 
is Galleria del Corso 4, Mi lano , Italy. 
There's a long letter from Norman 
Granz in the July issue—in case any
one's doing a thesis on Norman. 

Tom Scanlan, who is k ind of the 
Stanley Dance of American jazz 
writ ing offers some definitions of cur
rent terms in the June 28 Army 
Times for which he writes a blunt 
weekly co lumn: "The Future—-Jazz 
critics are constantly talking about 

' the future, meaning, of course, jazz 
music of the future. The extent to 
which the term is used would seem 
to suggest that many critics don't 
really l ike the jazz they write so 
much about after a l l . At least, the 
persistent use of the word indicates 
that they i i i ' more concerned with 
how jazz will 'develop' and what it 
wi l l 'evolve' into than they are with 
what it is N O W " 

The Discophile, The Magazine for 
Record Information announced in its 
June issue that the next one, N o . 61, 
wi l l be their last under present man
agement with some chance that new 
editors and publishers wi l l take over. 
I hope so, for this is an invaluable 
discographical journal . Address for 
whatever back issues are available 
and a list of other specialized maga

zines for which they are agents is 
25 Broadfield, Harlow, Essex, 
England. 

The Jazz Review is interested in 
exchange subscriptions with any jazz 
magazines anywhere in the world. 
L ike the Australian Jazz Quarterly, 
Jazz Music, Matrix, to start the list. 
We wi l l also list particulars (price, 
etc.) of any jazz magazine but wi l l 
also, of course, review them. Write 
us at box 128, Village Station, New 
Y o r k 14, N . Y ' . 

Excellently written—and, from ray 
French sources, I would say excel
lently comprehended — article on 
Parisian Jazz in the July 12 New 
Statesman and Nation by the reliable 
Francis Newton. A contrastingly 
shallow piece on the same subject is 
Mi l t on Bass's The Squares of Paris 
in the August High Fidelity. In his 
whole smugly provincial article 
("They [the French] can't play it 
[jazz] worth a d a m n " ) , there is no 
insight into Wilen Solal and other 
French jazzmen who can play jazz 
worth a couple of damns. But Bass 
writes better than most other jazz 
feature writers for High Fidelity 
("Mezzrow who would like to be a 
legend" " T h e v strive to m a k e 
Reale Street ta lk Rea le Street w a l k - J i r e c i m m , i>eaie o i r e e i wain., 
Villi" evt^Ti JJ-I Fill Tiff m 3 n ff lti •ip'p thjit 
' h n n i o u r t r U t e J e ' is nnt the Tml as 
SSFvJEl ' " 1 a n T t h T a r r i T l ! I. 
not w.tnout interest especially in tne 
quotes trom yuincy Jones and Kenny 
Llarke Same issue has an apprecia-

Randal C o n o v e r W h d w a r t l 

A n American journal worth i n 
vestigating is Record Research, "The 
Magazine of Record Statistics and In
formation." Address is 131 Hart 
Street, Brooklyn, New Y o r k . It's $.30 
an issue; $1.50 a year. In addi
tion to auction lists, there are fea
tures like Panorama of Jazz Events 
(what happened in 1922 is covered 
in the July-August issue) along with 
reproductions of records and theatre 
ads of the year - discogranhies (John 
Steiner has a history-and-discography 
of The Cal i fornia Ramblers in the 
same issue) • a valuable section re
viewing blues singles on Veejay, 
Chess etc • and other rare research 
material. " 

The International Jazz Club of 
Toronto is publishing Coda (Tradi 
tional Jazz Scene). Julv. the third 
volume, included a report on George 
Lewis in Cincinnati , record reviews, 
etc. Address is John Norr is , 229 

I 



Woodmouny Avenue, Toronto 6, 
Ontario. $1.20 a year, $.10 an issue. 

Best jazz magazine i n Br i ta in is 
Albert McCarthy 's Jazz monthly (St. 
Austell, Cornwall , England) . July is¬
sue has the second and final part of 
Ne i l Leonard's intr iguing The Oppo
sition to Jazz in the United States, 
1918-29; an article by James P . 
Townley on The Missourians; pieces 
o n M i l t Jackson, etc. August included 
Paul Oliver on Brownie McGhee; 
Leonard Feather on Battle of Jazz: 
Eggheads Vs. Yahoos; Sait-On 
Jamais and Other Films by M a x Har 
rison etc. There ii t 

always record 
and book reviews and usually first-
rate pictures Most astute article 
written on the Modern Jazz Quartet 
was by M a x Harrison in the A p r i l 
1958 Jazz monthly 

Considerably less welbedited but 
occasionally of interest is Jazz Jour
nal (The Cottage, 27 Wi l l ow Vale, 
London W 12) . July had Reminiscing 
with Bill Coleman by Douglas Hague ; 
Nevi l Skrimshire's On Tour with the 
J.A.T.P.; Stanley Dance's regular 
feature, the always readable and 
often arguable Lightly and Politely; 
and damned if there isn't an article 
by George W. K a y on Dudley Fos-
dkk, Pioneer Jazz Mellophonist. Jazz 
Journal has a relatively new, quite 
perceptive American correspondent 
in Dan Morgenstern who's i n every 
month I sav this desoite his cal l ing 
Art Ford "inoffensive!' ' 

Don Gold's column on the New
port Festival i n the August 21, 1958, 
Down Beat is an intelligent, con
structive analysis of that blimp's 
faults, but I doubt i f anybody in The 
Establishment wi l l take it seriously 
other than to complain that a "con
spiracy" is being carried on against 
Newport. A conspiracy of taste? The 
same issue has the annual critic 's 
poll . I with Leonard Feather 
and Ralph Gleason that the poll's 
value in so far as it c o n c e r n s the 
musicians is ourst iomli le and m a y 
even be harmful in cases. ' i do think 
though that the careful reader wi l l 
find the poll valuable for what it 
tells him of the critics A choice for 
example, o i tea n e a m as nesi nig 
band O r Abe T incoln on New Star 
T r n m h o L h P L , s e " a n v r L whr, has 
« r«,,lWnl , « A r l l i L r T 
Z^ZelTt 1™ Je ™tl n l ^ 
oeserves at lea ŝt one vote once. 
• ?u • 1. T r ? T l l ! n T i n the tent at Great S o u t h b a y ) . 

Anyway , this magazine wi l l run 
no polls. Of any k ind . 

Brit ish novelist Kingsley Amis is 
unaccountably a jazz reviewer for 
The Observer. In an account of The 
Jazz Makers July 20, 1958, Amis 
observed: "The subjects of this col
lection include not only Louis A r m 
strong, Bessie Smith and Charlie 
Parker, all of them central figures i n 
their different fields, but the trum
peter Rov Eldridge a mere squeal-
m e r c h a n t f o r most o f h i s C1 rii reer and 
the New Orleans drummer Baby 
Dodds whose soiritual home is 
vaudeville (accompaniments to tan 
dancers and tight wire acts a spe¬
c i a l t y . ) " 

Unlucky J i m , stripped ignorant out 
of his field. 

Labels, Always Labels: The June 
issue of Jazz monthly, Pierre Bom-
par, 36, rue George, Marseille) has 
a feature titled South Coast Jazzmen. 
N o , they don't mean Gulf Coast. 
They cover a tenor from Toulon and 
a bassist from Marseilles. Those geo
graphical compartments travel as jazz 
does. 

Best of the French magazines re
mains Jazz-Hot; Charles Delaunay, di 
rector ; Andre Clergeat, editor-in-chief. 
Address: 14 rue Chaptal, Paris 9. In 
America , it's $4.50 a year from Felix 
Manskleid, 40-35 Ithaca Street, E l m -
hurst, Long Island, New York . The 
July-August issue includes a long set 
of reminiscences by Claude Hopkins 
collected by Rudy Powel l ; and 
Funky or not Funky by M a x ' H e n r i 
Cabridens. Cabridens asked several 
musicians to define the term. Among 
the Answers" Sidney Bechet ("I don't 
know anything about i t " ) • Mart ia l 
Solal ( "First time I ever hear that 
word"') • Don Rvas ( "Pr imi t ive - a 
l i t t le v u l g a r " ) K a n s a s F i e l d s 
("Those who play the blues with a 
lot nf hpnrt" l • Kpnnv Clarkp after 
InhhiJhil Mr, 7lL«t,me<>W* 

jazz musicians succeed trom time 

I™, " y g , f c - T II 
IMI II M E A N S , D M ^ 5 M C E 

K o l l alt g o o d musicians have played 

* J - . U I ? M E R
A

 M A X I M . . U R Y , ; 
It s the dirty of modern musicians. 

I n e interviewer compared a l l his 
definitions at the end (including 
those of the critics) and concluded: 

" E t apres tout, est-ce que cela a 
tellement d ' importance?" Each issue 
also has Bor is Vian 's irreverent 
Revue de la Presse, the spiritual pro
genitor of this roundup. For drum
mers and others: the A p r i l Jazz-Hot 
has a n article o n the techniques of 

Elv in Jones and Phi l ly Joe Jones by 
Bobby Jaspar. 

Worth examining is another French 
monthly, Jazz Magazine; Daniel F i l i -
pacchi and Frank Tenot, editors; 3, 
Rue de 1'Echelle, Paris 1. In August-
September, there is a reprint of one 
of the musicians' panels at Lenox 
two summers ago, a piece on Django 
Reinhardt. and an interview-article 
on John Coltrane. 

There is also Hugues Panassie's 
monthly Bulletin du Hot Club de 
France, 65, Faubourg du Moustier, 
M o n t a u b a n ( T a r n - e t - G a r o n n e ) , 
France. It's l ike reading Time; if 
y o u a r e a w a r e of the magazine's i n 
tense biases against modern jazz and 
other "heresies" and can thereby 
screen its material in that context, 
there are articles of some interest 
each month. A n d good pictures. 

Except for George Pitts in the 
Pittsburgh Courier, there is little of 
jazz interest in the Negro press. Once 
in a while, the Magazine Section of 
the weekly A fro-American in Balti 
more has a feature of interest in 
fields like gospel singing (for ex
ample, the July 12, 1958, issue). 

A n English monthly, Jazz News, 
edited by Brian Harvey, Alderman 
House, 37 Soho Square, London, W. 
1., has a vinegary book reviewer, 
Benedict Osuch (better known by 
another name elsewhere, including 
in this magazine). In the July issue 
he includes his sixth installment of 
a review of the largely ridiculous 
Pelican book, Jazz, by Rex H a r r i s : 
"there appears what is generally 
known among Pelicans as 'Harr is ' s 
Law of Dimin ish ing Returns,' which 
says, 'Jazz quality varies inversely as 
the square of the number of mu
sicians taking p a r t ' which means 
that the perfect jazz band consists 
of one man sitting in a New Orleans 
bordello playing a blues in C " 

Picture caption in Jazz News: "Be 
low is National Jazz Federation Sec¬
retary Harold Pendleton caught at a 
New Y o r k conference with the i n 
ternationally famous Joe Glazer (sic) 
— manager of Louis Armstrong and 
near owner of American Jazz." 

Cartel Joe, they call him at Yankee 
Stadium. 

A n d i n the letters-to-the-editor sec
tion of the August Esquire, the gal
lant George Frazier , responding to 
a quoted attack on Glaser by Ruby 
Braff i n the course of an article on 
BrafT a few months before, proclaims 
(not entirely in L a t i n ) : "The boy, 



in his field, is no match for Joe 
Glaser in his. As a jazz crit ic [the 
term is M r . Frazier 's] who holds 
the Order of the Mouldy F i g with 
seven bronze stars, quorum magna 
pars jui, and Braff me no Ruby 
Braffs, Joe Glaser has contributed 
more than Braff has, and I k i d you 
not." 

To Joe Glaser? 

George missed the point he could 
have made. Ruby signed with Glaser 
shortly after the original Braff quote. 

If you want to know where to ob
tain the bio-discography, King Joe 
Oliver; Samuel Charters' Jazz: New 
Orleans, 1885-1957; Volumes 2 to 6 
of the invaluable discography, Jazz 
Directory, by Albert McCarthy and 
Dave Carey ; and other books and 
pamphlets, I'd suggest you send for 
Allen's Poop Sheet, Walter C. Al ien , 
168 Cedar H i l l Avenue, Belleville 9, 
New Jersey. 

Time finally gave space to a jazz 
figure hefore she'd made it anywhere. 
They're usually several years behind 
the trade magazines. The August 4 
issue has a properly appreciative 
story on Ernestine Anderson. Same 
issue says of The John Lewis Piano 
( A t l a n t i c ) : "The spare treatments 
have a fragile charm all their own, 
but when heard in bulk they speak 
in an emotional monotone, ultimately 
as wearvine as a series of landscapes 
executed in whites and greys." 

L ike the Chinese do? 

The man who first used the term 
"mainstream," now appropriated—in 
different ways—by nearly a l l critics 
was Stanley Dance in England. In the 
June Jazz News, he explains what he 
means by i t : " I n my conception the 
term is expansively generic. In the 
l iquid sense, the mainstream starts at 
the source and is continually added 
to enroute until it loses its identity 
in the That may not be very 
helpful, but at least we can take it 
that the mainstream is no backwater, 
no insignificant tributary, no minor 
stream that vanishes in the sand of 
s o m e d i s m a l Helta In the i a ? 7 sense 

I t h i n k of it as i n c h . H i n V the snloistie 
i d i o m developed in the a m S e s s i o n 

I n I bv I n ! A r m s h L J a f t e r h is 

m^JZiZ^M. r C r i E L ^ J i n 
association witn l u n g unver , as well 
? j c o " c e p t l o n 0 1 t h e swinging big 
band as developed notably by Smack, 
Duke, Lunceford and nasie. 

C O N T R I B U T O R S : 

Glenn Coulter has written on jazz for 
i.e., The Cambridge Review and his 
study of Bil l ie Hol iday wi l l be part of 
a forthcoming anthology on jazz for 
the Oxford University press edited 
by M a r t i n Wi l l iams. 

Bassist Bill Crow has worked with 
Gerry Mul l i gan , Stan Getz, Claude 
Thornhi l l , and others. 

Frank Driggs has been doing re
search on iazz in the southwest and 
wi l l contribute a chapter on that area 
to a forthcoming history of jazz co-
edited by Albert McCarthy and Nat 
Hentoff to be published by Rinehart 
and by Cassell. 

Jazz baritone saxophonist Benny 
Green has worked with several of 
the leading Brit ish jazz units. He con
tributes regularly to The Record 
Mirror, has appeared in several an
thologies, and knows more about 
G. B. Shaw than any l iv ing jazzman. 

Larry Gushee, currently studying 
music at Yale , is a saxophonist and 
long-time student of jazz. 

Jazz pianist Dick Katz has played 
with Oscar Pettiford, Sonny Rollins, 
J . J . Johnson and K a i Winding , and 
many others. Trombonist Bob 
Brookmeyer, currently a member of 
the Jimmy Giuffre 3, has also played 
with, among others, Gerry Mul l igan 
and Woody Herman. He is on the 
faculty of The School of Jazz. 

Orrin Keepnews, a&r director and 
annolator for Riverside Records, was 
formerly managing editor of The 
Record Changer and is co-editor of 
A Pictorial History of Jazz (Crown) . 

William Russo, who gained prom
inence as a composer-arranger-trom
bonist with Stan Kenton in the early 
'50s, has been commissioned to write 
a long work for the New Y o r k P h i l 
harmonic. He is a faculty member of 
The School of Jazz. 

Jazz composer George Russell is rep
resented on several recordings, among 
them the Brandeis Modern Jazz Con
cert on Columbia and his own Jazz 
Workshop on Vic tor . He is a faculty 
member of The School of Jazz. 

Guniher Schuller is a composer, plays 
first French horn at the Metropolitan 
Opera Orchestra, was on several of 
the Miles Davis Capitols, and is co-
conductor of The Scope of Jazz, 
W B A 1 - F M , New Y o r k 

Hsio Wen Shih, an architect and ex
pert in acoustics, is a student of the 
music of many cultures. 

Guy Waterman, who has worked as a 
professional pianist in the Washing
ton, D . C. area, has been a long
time student of both ragtime and 
jazz piano. 



In Future Issues; 

El la Fitzgerald by B i l l Russo 
Fletcher Henderson by Gunther Sehuller 
A n Afternoon with Miles Davis 
Anita O 'Day, June Christy and Chris Connor by Glenn Coulter 

I The Jazz Compositions of Andre Hodeir by B i l l Russo 
Count Basie by Andre Hodeir 
Louis Armstrong's Musical Autobiography by Mart in Willams 
Cecil Taylor by Gunther Sehuller 
Some Hard Bop Reedmen by Bob Wilber 
James P . Johnson by Dick Wellstood 
Luckey Roberts by Nat Hentoff 
Wi l l i e "the L i o n " Smith by Guy Waterman 
The Neglected Mainstream Jazzmen: Stanley Dance 
Benny Carter by Jul ian Adderley 
Charlie Parker by Dick Katz 
A n Impression of Jazz in New Y o r k by Jose de Melio 
The School of Jazz by Bob Brookmeyer and J immy Giuffre 
The Miles Davis Quintet Recordings by Bob Brookmeyer 
Ellington's Black, Brown and Beige by Gunther Sehuller 

and Art Farmer 
Leonard Feather's The Book of Jazz by Benny Green and 

Ralph Berton 
Garvin Bushell and New Y o r k Jazz in the 1920s 

by Nat Hentoff 
K i n g Pleasure and Annie Ross by Hsio Wen Shih 
The Style of Duke Ell ington by M i m i Clar 
The Blues Jumped A Rabbit : True Stereo by Tom Dowd 

A n d T h e R e g u l a r D e p a r t m e n t s : T h e B l u e s ; J a z z i n P r i n t ; R e c o n s i d e r a t i o n ; a n d R e v i e w s 

E a c h issue o f T h e J a z z R e v i e w is S . 5 0 . A year ' s s u b s c r i p t i o n , 12 issues , is 8 4 . 5 0 ; 

two y e a r s ' s u b s c r i p t i o n , 8 8 . 0 0 ; t h r e e y e a r s ' s u b s c r i p t i o n , $ 1 0 . 0 0 . A d d S I p e r y e a r f o r f o r e i g n s u b s c r i p t i o n s . 

P l e a s e e n t e r a s u b s c r i p t i o n to T h e J a z z R e v i e w : 

• 1 Y e a r $ 4 . 5 0 • 2 Y e a r s $ 8 . 0 0 , Q 3 y e a r s $ 1 0 . 0 0 

N a m e 

A d d r e s s -

Ci ty . . Z o n e S t a t e . 

Mail to: T h e J a z z R e v i e w , V i l l a g e S t a t i o n , P . O . B o x 128, N . Y . 14 , N . Y , 
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the most praised records in years... 

ALL NIGHT SESSION! 
X : HAMPTON HAWES QUARTET 
C O N T E M P O R A R Y C 3 5 4 5 , C 3 5 4 6 , C 3 5 4 7 

ALL NIGHT SESSION! aaJ^L 
- t HAMPTON HAWES QUARTET 
W u m i wia of t h r * « » lbum» rtcordad *r m vatnvrdina 'v H H I O O 
A r«v*albnt portrait M 1 f c H j u i pLanitL. Canlf m:oi ,ir> C i5-15 

V O L . I. Jordu, Groovin' High, Takin' 
Care, Broadway, Hampton's Pulpit 

" A s a g r o u p , the three a l b u m s a n d s i x 
teen select ions c o m p r i s i n g A l l N i g h t 
S e s s i o n r e p r e s e n t a m o s t u n u s u a l 
ach ievement i n the a n n a l s of j;izz re 
c o r d i n g . T h e a lmos t two h o u r s of mus i c 
were recorded a t a s i n g l e , c ont inuous 
session, i n the o r d e r i n w h i c h you h e a r 
the n u m b e r s , and w i t h o u t e d i t i n g of 
a n y k i n d . T h i s seems l i k e a n imposs ib le 
f eat . P l a y i n g steadily f o r s e v e r a l hours 
i s a t a x i n g exper ience at best, b u t i m 
p r o v i s i n g c o n t i n u a l l y f o r t h a t l e n g t h o f 
t ime i s a n e x h a u s t i n g one, m e n t a l l y 
and e m o t i o n a l l y . Y e t the l a t e r selec
t i o n s i n A l t N i g h t Session r evea l no 
flagging of v i t a l i t y , s p o n t a n e i t y , o r i n 
vent iveness . ' T h e f e e l i n g w a s n ' t l i k e 
r e c o r d i n g , ' H a m p t o n H a w e s has s a i d 
i n c o m m e n t i n g on the session. ' W e f e l t 
l i k e we w e n t somewhere to p l a y f o r o u r 
own n l easure A f t e r we irnr s t a r t e d T 
d i d n ' t even t h i n k I w a s m a k L rec 
orcls In f a c t T e d i d n ' t ewn I h r t r t o 
navbackr W e d i d n ' t t iXen u n 11 
m u s i c i a n s often dn i n reenrdi™ studios 

we i u s t n l a v e d n e e a n t we Lve t l 
! > ] « ' r l E r the 1 1 h i t 
K „ 1 ^ ^ ^ ^ rf^liXl 

I T S A M m ^ t • 
ness o f i n v e n t i o n . All N i g h t Sess.on i s a 
t e s t i m o n i a l o f the h i g h e s t o r d e r to the 
m u s i e i a n a h i p o f j a a m a n H a w e s a n d 
his assoc iates . Front Arnold Shaw s 
liner notes for the three albums. 

ALL NIGHT SESSION I stm^kmM 
HAMPTON HAWES QUARTET 

Volume t*o at ihree ilburrri.nccfdid *r an • • I rjprdinjry V*TVMJO 
A rOYtJlinft portrait D1 J frill jLi/r pianilt. Conlentpdrarf C 1&4£ 

V O L . II. I'll Remember April, I 
Should Care, Woodyn' You, Two 
Bass Hit, Will You Still Be Mine, 
April in Paris, Blue 'N Boogie 

V O L . III. D o Nothin' Till You Hear 
From Me, Blues #3, Between the 
Devil and the Deep Blue Sea, 
Blues # 4 

"Pianist Hawes, Guitarist Jim Hall, Bass Player Red Mitchell and Drum
mer Bruz Freeman turned up at the studio one night and piled into J o r d u 
and G r o o v i n ' H i g h , and from there on 'we just played because we love to 

"The three records, considered as a whole, constitute one of the most 
remarkable jazz achievements since the invention of the LP." 

C. H. Garrigues, SAN FRANCISCO EXAMINER 
"A remarkable three volume set...It is valuable jazz music on several 
levels. But above all, it is valuable as a documentary of two hours of solid 
playing by a young man who, if fate is kind, seems destined to become one 
of the great piano players in jazz." 

Ralph J. Gleason, SAN FRANCISCO CHRONICLE 

"The most impressive pianistic achievement I've heard in months. Hawes 
plays with masterful assurance, in complete control of the piano, able on 
these albums to>do exactly what he wanted with it...I highly recommend 
all three records." 

Paul Sampson, WASHINGTON POST AND TIMES HERALD 

"The result is a jazz landmark. The playing is remarkably inventive, the 
pace unflagging, the spirit dynamic and the ideas spontaneous." 

Warren De Motte, BRIDGEPORT SUNDAY HERALD 

"Here, at last, is the definitive Hamp Hawes ...He has never sounded so 
good on record and now emerges as one of the foremost jazz piano talents 
of our generation. And as a modem blues pianist he remains superb ... 

12" HI-FI LONG PLAYING ALBUMS C3545, C3546, C3547, $4.98 EACH, AT DEALER'S EVERY
WHERE OR ORDER POSTPAID FROM 

C O N T E M P O R A R Y R E C O R D S 
8481 m el r o s e p l a c e , l o s a n g e l e s 4 6 , C a l i f o r n i a 



RIVERSIDE'S 
Here's a distinguished 

sampling of the last
ingly great new jazz 

to be found in the ex

tensive Riverside cata

logue: LPs you'll be 

listening to for a long, 

long time . . . 

Port rai t of CANN ON B ALL: 
Julian ADDERLEY at his free-
blowing best. (12-269; 

IR1IDOM SUITE 

THELONIOUS in Action: MULLIGAN Meets MONK: S O N N Y ROLLINS; Freedom 
Monk's quartet recorded at Gerry plus Thelonious equals Suite — sensational extended 
the 5 Spot Cafe. (12-262) a true jazz classic, (I2-241, composition. (12-2581 

The Modern Touch BENNY 
G O L S O N with Jay Jay, Roach, 
Dorham, etc. (12-256) 

W Y N T O N KELLY: spa rk l i ng 
piano by a distinctive swing
ing stylist, i?2-254) 

HARTT6MSZr,!?,?Sr.̂ "'1»M> 

H O O R A Y for SfX/ : young tra
ditionalists' tribute to Beider-
becke. n2-268; 

Look Out tor EVANS BRAD 
SHAW: debut of a great new 
pianist. (12-263) 


