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Preface 

L INTRODUCING JAZZ 
1st Chorus: What Is Jazz? 

What Is jazz? 

JAZZ STYLES TIMELINE 

xvii 

2nd Chorus: What Are the Elements of Jazz? 

What are the roles of composition and arranging in jazz? 

What are the different types of jazz instrumentation? 

What are the various types of jazz ensembles? 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

Overview PRE-JAZZ: TIMELINE 1865-1910 

2 PRECURSORS OF JAZZ: 1870s-1890s 
What was life like for African Americans after the Civil War? 

1st Chorus: The Blues 

What are the blues? 

LISTENING FOCUS: “TANGLE EYE BLUES” BY WALTER 
“TANGLE EYE” JACKSON (1947) 

LISTENING FOCUS: “PREACHIN’ BLUES (UP JUMPED THE DEVIL)” 
(1936} BY ROBERT JOHNSON 

LISTENING FOCUS: “I'M YOUR HOOCHIE COOCHIE MAN” (1954) 
BY MUDDY WATERS BLUES BAND 

LISTENING FOCUS: “EVERY DAY | HAVE THE BLUES” (1964) 
BY B. B. KING AND HIS ORCHESTRA 

LISTENING FOCUS: “BACK WATER BLUES” (1927] BY BESSIE SMITH 
(VOCAL) WITH JAMES P. JOHNSON [PIANO] 
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2nd Chorus: Ragtime 

What is ragtime? 

LISTENING FOCUS: “MAPLE LEAF RAG” (1970) BY JOSHUA RIFKIN 

(PIANO), COMPOSED BY SCOTT JOPLIN (1899) 

3rd Chorus: Early Jazz 

How did ragtime influence the birth of jazz? 

LISTENING FOCUS: “MEMPHIS BLUES” BY LIEUTENANT { 
JIM EUROPE'S 369TH U.S. INFANTRY (“HELLFIGHTERS’} 
BAND (1919), COMPOSED BY W. C. HANDY (1912) 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

3 NEW ORLEANS JAZZ: 1880s-1920 
1st Chorus: New Orleans: The Birthplace of Jazz 

How did the mixture of different ethnic groups in 

New Orleans influence the development of jazz? 

Who were some of the key early New Orleans jazz musicians? 

2nd Chorus: The First Jazz Record 

3rd Chorus: Ferdinand ‘Jelly Roll” Morton 

Why was Jelly Roll Morton a key figure in the development of jazz? 

LISTENING FOCUS: “LIVERY STABLE BLUES” (1917) BY THE ORIGINAL 
DIXIELAND JAZZ BAND 

4th Chorus: Joseph King” Oliver and Sidney Bechet 

What was the influence of “King” Oliver on early jazz music and its 

performers? 

LISTENING GUIDE: “BLACK BOTTOM STOMP” (1926), 
FERDINAND “JELLY ROLL” MORTON AND HIS RED HOT PEPPERS 

Why is Sidney Bechet considered the first virtuosic soloist in jazz? 

LISTENING FOCUS: “DIPPERMOUTH BLUES” (1923) BY KING 
OLIVER'S CREOLE JAZZ BAND 

LISTENING FOCUS: “CAKE WALKING BABIES [FROM HOME)” 
(1924) BY THE RED ONION JAZZ BABIES 

oth Chorus: Louis Armstrong 

Why is Louis Armstrong among the most influential 
musicians in the history of jazz? 

LISTENING GUIDE: “HOTTER THAN THAT” (1927) BY LOUIS 
ARMSTRONG AND HIS HOT FIVE 

VIEWING FOCUS: “SHINE” (1942) BY LOUIS ARMSTRONG AND HIS ORCHESTRA 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 
Look It Up: Key Resources 
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Overview JAZZ GOES TO TOWN: TIMELINE 1910-1930 

4: CHICAGO JAZZ: LATE 1917-1930 
Why did a thriving jazz scene develop in Chicago in 

the late 1910s and early 1920s? 

1st Chorus: Bix Beiderbecke and Paul Whiteman 

How did Bix Beiderbecke’s style differ from those of 

Louis Armstrong and other early jazz trumpeters? 

LISTENING GUIDE: “SINGIN’ THE BLUES” (1927) 
BY FRANKIE TRUMBAUER AND HIS ORCHESTRA 

What was Paul Whiteman’s role in popularizing jazz? 

2nd Chorus: Earl “Fatha” Hines 

How did Earl Hines revolutionize jazz piano playing? 

LISTENING FOCUS: “WEATHER BIRD” (1928) BY EARL “FATHA” 
HINES (PIANO) AND LOUIS ARMSTRONG [TRUMPET] 

VIEWING FOCUS: “LOVE IS JUST AROUND THE CORNER” 
(C. 1955) BY THE EARL HINES TRIO 

3rd Chorus: Lovie Austin and Lil Hardin Armstrong 

What role did women play in the early decades of jazz? 

LISTENING GUIDE: “TRAVELING BLUES” (1924) BY 
LOVIE AUSTIN AND HER BLUES SERENADERS 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

> NEWYORK JAZZ: 1920s-1930s 
1st Chorus: Fletcher Henderson 

How did New York City become a major Jazz center? 

How did popular songwriters influence the jazz repertoire? 

What role did Fletcher Henderson play in 

developing the New York jazz scene? 

2nd Chorus: New York Bands: Benny Carter, 

Chick Webb, Cab Calloway, and Jimmie Lunceford 

LISTENING GUIDE: “NEW KING PORTER STOMP” (1932) BY 
FLETCHER HENDERSON'S ORCHESTRA 

How did the successful New York ballrooms and 

nightclubs influence the development of jazz? 

LISTENING FOCUS: “SYMPHONY IN RIFFS” (1933) BY 
THE BENNY CARTER ORCHESTRA 

LISTENING FOCUS: “GO HARLEM” (1936) BY THE CHICK WEBB ORCHESTRA 

3rd Chorus: Instrumental Masters: Roy Eldridge and Coleman Hawkins 

What role did star soloists play in these bands? 

LISTENING FOCUS: “ROCKIN’ CHAIR” (1941) BY ROY 
ELDRIDGE WITH GENE KRUPA AND HIS ORCHESTRA 



i Contents 

LISTENING FOCUS: “BODY AND SOUL” (1939) BY COLEMAN 

HAWKINS AND HIS ORCHESTRA 

4th Chorus: Harlem Stride Piano 

What are the distinguishing characteristics of stride piano? 

VIEWING FOCUS: “YOUR FEET’S TOO BIG” BY FATS WALLER 

(C. 1940) / DEMONSTRATION OF PIANO STYLES 

BY EARL HINES (C. 1955) 

LISTENING FOCUS/VIEWING FOCUS: “LIZA” (1934, TAKE D]) 
AND “YESTERDAYS” (1954) BY ART TATUM [PIANO] 

5th Chorus: Spanish-Caribbean Influence on Jazz: Alberto Socarras 

How has Spanish-Caribbean music influenced jazz? 

LISTENING FOCUS: “MASABI” (1935] BY ALBERTO 
SOCARRAS Y SU ORQUESTA CUBANACAN 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

© KANSAS CITY JAZZ: 1920s-1940 
1st Chorus: Kansas City and Territory Bands 

Why was Kansas City a center for the early 

development of swing music? 

LISTENING FOCUS: “THE COUNT” (1940) BY ANDY KIRK 
AND HIS TWELVE CLOUDS OF JOY 

2nd Chorus: Boogie-Woogie: “Big” Joe Turner and Pete Johnson 

What is boogie-woogie? 

LISTENING FOCUS: “ROLL EM PETE” [1938] BY BIG 
JOE TURNER [VOCAL] AND PETE JOHNSON [PIANO] 

3rd Chorus: William “Count” Basie 

What were the key elements of Basie’s early style? 

VIEWING FOCUS: “AIR MAIL SPECIAL” BY COUNT BASIE AND HIS 
ORCHESTRA (1941) AND “TAKE ME BACK BABY” BY COUNT 
BASIE AND HIS ORCHESTRA FEATURING JIMMY 
RUSHING [C. 1940) 

How did Basie’s band change in the years after World War II? 

LISTENING GUIDE: “ONE O'CLOCK JUMP” (1937) 
BY THE COUNT BASIE ORCHESTRA 

4th Chorus: Lester Young 

LISTENING GUIDE: “LESTER LEAPS IN” (1939) BY 
COUNT BASIE’S KANSAS CITY SEVEN 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 
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Overview FROM SWING TO BOP: TIMELINE 1930-1950 

7 THE SWING ERA 137 
What economic and social developments in the 

country led to the swing era? 137 

What is swing music? 138 

1st Chorus: Benny Goodman 143 

Why is Benny Goodman generally credited with 

launching the swing era? 143 

LISTENING GUIDE: “SWINGTIME IN THE ROCKIES” (1938) BY 
THE BENNY GOODMAN ORCHESTRA 145 

2nd Chorus: Big-Band Innovators: Artie 

Shaw, Glenn Miller, and Tommy Dorsey 147 

Who were some other popular bandleaders during the swing era? 147 

LISTENING FOCUS: “BEGIN THE BEGUINE” (1938) 
BY ARTIE SHAW AND HIS ORCHESTRA 148 

VIEWING FOCUS: “IN THE MOOD” BY THE GLENN MILLER 
ORCHESTRA LED BY TEX BENEKE (1946) 149 

VIEWING FOCUS: MEDLEY OF POPULAR SONGS BY THE DORSEY 
BROTHERS BAND FEATURING ALICE BOULTON, VOCALIST (1929]} 151 

LISTENING FOCUS: “ON THE SUNNY SIDE OF THE STREET” (1944) BY 
TOMMY DORSEY AND HIS ORCHESTRA 151 

3rd Chorus: Women in Jazz: “All-Girl” Swing Big Bands 12 

What were the unique challenges faced by the “all-girl” 

bands during the swing era? 152 

LISTENING GUIDE: “BLUE LOU” (1944) BY THE 
INTERNATIONAL SWEETHEARTS OF RHYTHM 155 

4th Chorus: Latin Styles During the 1930s 156 

How did Latin bands continue to influence 

mainstream jazz in the 1930s? 156 

LISTENING GUIDE: “EL MANISERO” (1930) BY 
DON AZPIAZU AND HIS HAVANA CASINO ORCHESTRA 158 

Coda: Chapter Summary 157 

Talkin’ Jazz: Key Terms 160 

Key People 160 

Think About This: For Further Discussion and Study 160 

Look It Up: Key Resources 161 

& DUKE ELLINGTON 163 
Why is Duke Ellington considered one of America’s most important 

composers and bandleaders? 163 

1st Chorus: Early Ellington 163 

What were the stylistic hallmarks of the early Ellington Band? 164 

LISTENING FOCUS: “BLACK AND TAN FANTASY” (1927 VICTOR VERSION) 
BY DUKE ELLINGTON AND THE WASHINGTONIANS 165 



| Contents 

2nd Chorus: Later Ellington 

What impact did the hiring of Billy Strayhorn have on the 

Ellington band? 

How did Ellington’s style change in his later years? 

LISTENING GUIDE: “KO-KO" (1940) BY DUKE ELLINGTON AND HIS FAMOUS 

ORCHESTRA 

VIEWING FOCUS: “I GOT IT BAD [AND THAT AIN'T GOOD)” BY DUKE ELLINGTON 
AND HIS ORCHESTRA, FEATURING VOCALIST IVIE ANDERSON 

(LATER 1940s) 

LISTENING FOCUS: A TONE PARALLEL TO HARLEM (THE HARLEM SUITE] (1951) 
BY DUKE ELLINGTON AND HIS ORCHESTRA 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

Q SWING-ERA VOCALISTS 
1st Chorus: Swing Vocalists: Billie Holiday and Ella Fitzgerald 

Who were key jazz vocalists during the swing era? 

166 
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178 

178 

LISTENING FOCUS /VIEWING FOCUS: “STRANGE FRUIT” (1939] BY BILLIE Seen 
WITH ORCHESTRA 

LISTENING FOCUS: “OH, LADY BE GOOD” (1947 VERSION) BY ELLA 
FITZGERALD, ACCOMPANIED BY BOB HAGGART AND HIS 
ORCHESTRA 

2nd Chorus: From Jazz to Pop: Nat King Cole and Frank Sinatra 

How did some vocalists cross over from jazz to become popular 

music stars? 

LISTENING FOCUS: “STRAIGHTEN UP AND FLY RIGHT” (1943) BY THE KING 
COLE TRIO 

LISTENING FOCUS: “COME DANCE WITH ME” (1959) BY FRANK SINATRA 
WITH BILLY MAY AND HIS ORCHESTRA 

3rd Chorus: Louis Jordan and Dinah Washington 

VIEWING FOCUS: “CALDONIA” (LATE 1944-EARLY 1945) BY LOUIS JORDAN 
AND HIS TYMPANY FIVE 

LISTENING FOCUS: “TEACH ME TONIGHT” (1954) BY DINAH WASHINGTON 
WITH HAL MOONEY AND HIS ORCHESTRA 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

10 BEBOP AND BEYOND: 1940s 
What is bebop? 

1st Chorus: Bird and Diz 

Why are Charlie Parker and Dizzy Gillespie considered the prime 
movers behind the bebop movement? 

Charlie Parker 
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Overview 

VIEWING FOCUS: “HOT HOUSE” (1951) BY CHARLIE PARKER AND DIZZY 
GILLESPIE; COMPOSED BY TADD DAMERON 

LISTENING GUIDE: “BLOOMDIDO” (1950) BY CHARLIE PARKER AND 
DIZZY GILLESPIE 

LISTENING FOCUS: “SHAW 'NUFF” (1945) BY CHARLIE PARKER AND DIZZY 
CIBEESPIE 

LISTENING FOCUS: “MANTECA” (1947) BY THE DIZZY GILLESPIE ORCHESTRA 

FEATURING CHANO POZO 

2nd Chorus: Thelonious Monk and Bud Powell 

How did Thelonious Monk and Bud Powell create a new role 

for pianists in bebop music? 

LISTENING FOCUS: “MONK’S MOOD” (1957) BY THELONIOUS MONK QUARTET 
WITH JOHN COLTRANE 

LISTENING FOCUS: “UN POCO LOCO” (1951) BY BUD POWELL 

3rd Chorus: Big-Band Bebop 

What role did big bands play in the bebop era? 

LISTENING FOCUS/VIEWING FOCUS: “FOUR BROTHERS” (1947) BY WOODY 
HERMAN’S SECOND HERD AND “FOUR BROTHERS” (1964) 
BY WOODY HERMAN’S SWINGING HERD; JIMMY GIUFFRE 
(ARRANGER) 

LISTENING FOCUS: “SID’S DELIGHT” (1949) BY TADD DAMERON AND HIS 
ORCHESTRA/BIG TEN 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

BUILDING THE MAINSTREAM: TIMELINE 1950-1975 
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11 JAZZ INTHE 1950s 
How did American culture change after World War II? 

How did the jazz world change in the 1950s? 

1st Chorus: Cool Jazz/West Coast Jazz, Progressive Jazz 

What is cool jazz? 

LISTENING GUIDE: “BOPLICITY” (1949) BY THE MILES DAVIS NONET 

How did cool jazz develop on the West Coast? 

LISTENING FOCUS: “LINE FOR LYONS” (1952) BY GERRY MULLIGAN 
QUARTET WITH CHET BAKER 

LISTENING FOCUS / VIEWING FOCUS: “BLUE RONDO A LA TURK” (1959) 
AND “TAKE FIVE” [1966] BY THE DAVE BRUBECK QUARTET 

2nd Chorus: Hard Bop 

What is hard bop? 

LISTENING FOCUS: “MOANIN’” (1958) BY ART BLAKEY AND THE JAZZ 
MESSENGERS 

LISTENING GUIDE: JOY SPRING” (1955) BY THE CLIFFORD BROWN-MAX 
ROACH QUINTET 
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3rd Chorus: The Mambo Craze 

How did the mambo craze continue the Latin influence on jazz? 

LISTENING FOCUS/VIEWING FOCUS: “MAMBO INN” (1955) BY THE TITO 
PUENTE ORCHESTRA AND “CONGA JAM” (2001) FROM 
CANDIDO: HANDS OF FIRE BY CANDIDO CAMERO [CONGA) 
AND ANDY GONZALEZ [BASS] 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

12 THE 1960s 
How did American culture and music change in the 1960s? 

1st Chorus: Soul Jazz 

What is soul jazz? 

LISTENING FOCUS: “SOUL SHOUTIN’” (1963) BY SHIRLEY SCOTT 

VIEWING FOCUS: “WORK SONG” (1963) BY THE CANNONBALL ADDERLEY 
QUINTET 

LISTENING FOCUS: “COMPARED TO WHAT” (1969) BY LES MCCANN AND 
EDDIE HARRIS 

2nd Chorus: Small Combo Latin Jazz; The Brazilian Influence on Jazz 

What were the key developments in Latin jazz in the early 1960s? 

LISTENING FOCUS: “SOUL SAUCE [GUACHI GUARO}” [ROUGH MIX) (1964) 
BY CAL TJADER 

LISTENING FOCUS: “DESAFINADO” (1962) BY STAN GETZ AND CHARLIE BYRD 

3rd Chorus: The Avant-Garde 

What is avant-garde jazz? 

How did the avant-garde jazz movement continue to develop 

in the 1960s? 

LISTENING FOCUS: “CONGENIALITY” (1959) BY THE ORNETTE COLEMAN 
QUARTET 

LISTENING FOCUS: “BARNYARD SCUFFEL SHUFFEL” (1973) BY THE ART 
ENSEMBLE OF CHICAGO 

The Avant-Garde Continues 

How did the avant-garde movement of the 1960s continue to 

develop over the following decades? 

LISTENING FOCUS/VIEWING FOCUS: “STREAMS OF CHORUS AND SEED” 
EXCERPT (1976) BY CECIL TAYLOR UNIT AND A DUET FROM 
CECIL TAYLOR: ALL THE NOTES (2003) BY CECIL TAYLOR 
(PIANO) AND DOMINIC DUVAL [BASS] 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 
Look It Up: Key Resources 
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Overview 

13 FIVE VIEWS OF THE MAINSTREAM 
1st Chorus: Miles Davis 

How did Miles Davis continue to innovate and change throughout 

his career? 

LISTENING FOCUS: “SO WHAT” (1959) BY THE MILES DAVIS SEXTET 

LISTENING FOCUS: “E.S.P.” (1965) BY THE MILES DAVIS QUINTET 

2nd Chorus: John Coltrane 

How did John Coltrane set a new standard for jazz saxophone? 

VIEWING FOCUS: “MY FAVORITE THINGS” (1965) BY THE JOHN COLTRANE 
QUARTET 

LISTENING GUIDE: “RESOLUTION” (1965) BY THE JOHN COLTRANE QUARTET 

LISTENING FOCUS: “ALTRUVISTA” (1967) BY ALICE COLTRANE [PIANO] 

3rd Chorus: Charles Mingus 

How did Charles Mingus revitalize jazz composition and arranging 

for larger ensembles? 

LISTENING GUIDE: “FABLES OF FAUBUS” (1959) BY CHARLES MINGUS 

4th Chorus: Bill Evans and Herbie Hancock 

What new innovations did pianist-composers Bill Evans and 

Herbie Hancock bring to jazz? 

LISTENING GUIDE: “WALTZ FOR DEBBY” [TAKE 1, 1961) BY THE BILL EVANS TRIO 

VIEWING FOCUS: “EMILY” (1970) BY THE BILL EVANS TRIO 

LISTENING GUIDE: “ACTUAL PROOF” (1974, EXCERPT 0:00-6:06) 
BY HERBIE HANCOCK 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

INTO THE PRESENT: TIMELINE 1975-TODAY 

14. MANY MOVEMENTS: JAZZ FUSION, 
NEO-TRADITIONALISM, MAINSTREAM, LARGE 
ENSEMBLES, AND THE DOWNTOWN SCENE 
(1970s-1990s) 

How have issues of race, class, gender, and culture continued 

to resonate in America since the 1970s? 

1st Chorus: Jazz Fusion 

What is jazz fusion music, and why is it controversial among 

jazz fans? 

LISTENING FOCUS: “BIRDS OF FIRE” (1973) BY JOHN MCLAUGHLIN AND THE 
MAHAVISHNU ORCHESTRA 

LISTENING GUIDE: “BIRDLAND” (1977) BY WEATHER REPORT 
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2nd Chorus: Neo-Traditionalists and the Continuing Mainstream 

Who were the neo-traditionalists, and what impact did they have 

on jazz in the 1980s and 1990s? 

How did mainstream jazz continue to flourish and grow in 

this period? 

LISTENING FOCUS: “DELFEAYO’S DILEMMA” (1985) BY WYNTON MARSALIS 

VIEWING FOCUS: “ST. THOMAS” (1968) BY SONNY ROLLINS 

3rd Chorus: Large Ensembles 

What role do large ensembles continue to play in jazz? 

LISTENING GUIDE: “BIG DIPPER” (1966) BY THAD JONES/MEL LEWIS 
ORCHESTRA 

LISTENING FOCUS: “FAST LANE” (2003) BY CARLA BLEY BIG BAND 

4th Chorus: The Downtown Scene 

What is the downtown scene, and what role has it played in 

jazz music? 

Coda: Chapter Summary 

Talkin’ Jazz: Key Terms 

Key People 

Think About This: For Further Discussion and Study 

Look It Up: Key Resources 

15 JAZZ TODAY 
Defining Contemporary Jazz 

What distinguishes today’s jazz from that of earlier periods? 

LISTENING FOCUS: “THREE REVOLUTIONS” (2017) BY THE AFRO LATIN 
JAZZ ORCHESTRA 

1st Chorus: The Contemporary Rhythm Section 

How has the role of the rhythm section changed in 

contemporary jazz? 

LISTENING FOCUS: “RUBYLOU’S LULLABY” (2008) BY BRIAN BLADE & 
THE FELLOWSHIP BAND 

LISTENING FOCUS: “BLACK HOLES” (2018) BY THE RENEE ROSNES QUINTET 

LISTENING FOCUS: “CYCLING THROUGH REALITY” (2017) BY THE BLUE 
NOTE ALL STARS 

VIEWING FOCUS: “KEEP YOUR EYES OPEN” BY BILL FRISELL 

2nd Chorus: Horn Players 

How have the changes in the jazz scene impacted horn players? 

VIEWING FOCUS: “PANNONICA” BY JOE LOVANO 

3rd Chorus: Women in Contemporary Jazz 

Have the difficulties for women in jazz changed in the 
contemporary scene? 

LISTENING FOCUS: “WISTFUL” (2012) BY TERRI LYNE CARRINGTON 

Ath Chorus: Vocalists 

How have vocalists extended their technique to suit their work in 
contemporary jazz? 

LISTENING FOCUS: “BLACKBIRD” (2010) BY CASSANDRA WILSON 
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PREFAGE 
‘To the Reader 

Welcome to Listening to Jazz, Second Edition. I wrote this book to help you learn 

about the history of jazz by discussing many of its important players, bandleaders, 

| and composers from the early days of jazz until today, as well as the historical, 

social, and cultural contexts in which the music has been created. Also, through 

careful, guided listening, you will learn how to listen to jazz by gaining an under- 

| standing of the basic elements that go into the creation of this exciting music. 

Many students today have not had the opportunity to hear jazz. If you have 

heard some, perhaps it seemed a little hard to understand or difficult to relate 

to—it is generally quite different from the popular music you are probably used to 

hearing. In fact, I have heard from many people I meet who say a book like this is 

something they would love to read as they have always been interested in jazz but 

have a hard time understanding it. 

On some level jazz can be complicated music, and much of it is quite sophis- 

ticated; but it is also direct, highly personal, and very expressive. If you can finda 

way inside the music—and I hope this book helps you do that—it will open up a 

whole new, exciting musical world that will add to your music listening experience 

for the rest of your life. It takes an open mind and some effort on your part, but 

it’s worth it! 
While Listening to Jazz presents a historical overview of jazz from its begin- 

nings until today, I also concentrate on giving you ways inside the music: simple 

things to listen for that help you appreciate the skills, commitment, and passion 

that went into making these beautiful recordings. I believe people can gain a better 

understanding and appreciation of jazz through learning the basic nontechnical 

inner workings of music as well as more about musicians’ lives. I have tried to 

present some of these perspectives in this book in a variety of ways. By the end of 

the course, through an improved understanding of these issues, you will be able to 

listen more actively and knowledgeably, both of which will enhance your listening 

experience as well as your appreciation of jazz, while also gaining an understand- 

ing of historical and social conditions that are crucial elements in the creation of 

the music. 

What’s New in this Edition 

We have received extraordinarily positive responses about the text, as well as nu- 

merous suggestions for how we might improve the book, which we greatly appreci- 

ate. These suggestions, in addition to some changes based upon my own teaching, 

are reflected in a number of ways. 



e More options for students 

° Students can save on the cost of the bound book by either purchasing 

a standard ebook (without any access to the audio or visual materials 

that we offer) or a loose-leaf version. 

° We also offer a fully interactive, standalone ebook version of the text 

with links to all of the audio and video assets that we offer. This includes 

access to our full digital assessment offerings. 

Simplified Listening Guides and Listening Focuses for ease of use and 

clarity. These guides continue to examine the musical elements surrounding 

the style of a piece: its melody and harmony, how the tune approaches 

rhythm, and the types of accompaniment used. The Listening Guides still 

give full analyses of key works, including timed guides that you can use while 

you study the pieces; the Listening Focuses, rather than highlighting one 

key element, now provide condensed overviews of recordings or important 

listening issues to focus on. 

e The “Compare” feature continues to offer contrasting versions of songs 

we present, other important related artists, and recordings showing 

different musical approaches from the musicians and bands featured 

in the Listening Guides. 

New Viewing Focuses have been added to highlight historic videos of 

key performances. These include major artists from Count Basie to John 

Coltrane, and many more. 

Social and cultural issues such as race and gender continue to be areas 

that are crucial to all discussions of jazz and have been expanded throughout 
the book. 

e The response to our inclusion of women musicians and women’s 

issues in relation to jazz and the jazz business in the previous edition 

has been very positive, and in this edition I have included more women 

musicians, both through the history of jazz and in the contemporary 

scene, as well as including and referencing the work of more women 
scholars. 

° Our coverage of Afro-Caribbean or Latin styles is another strong 

point that instructors have commented on, and remains an important 
element in the book. Our expansive coverage of contemporary jazz 
has also been greatly appreciated and has been updated to reflect new 
recordings and trends. 

Incorporation of social/cultural history and performance practice 
into the main text: From the first edition, several box features—‘“Jazz Lives,” 
“Questions and Controversies,” and “In Performance”—provided insight, 
much of it from my professional experience, into what musicians go through ° 
to be able to create and perform this thrilling music. For the secondedition, at 
the request of students and professors, these have been removed from boxes 
and incorporated into the text. In addition, the historical “Overviews” are 
now incorporated into the chapters to emphasize the importance of social- 
cultural history in the development of jazz. This edition also continues to 
provide timelines of Jazz Styles, Musicians and Their Musical Works, as well 
as Major Social Developments. 



e Each chapter continues to have these features: 

e Chapter Opening Questions are posed to highlight the key issues we 
will explore in each chapter. 

e My audio overview of each chapter highlights a key performance or 
issue that is covered. 

° Chapter Summary features key questions regarding the chapter’s 

most important material along with concise answers to these important 

questions. 

e Talkin’ Jazz offers key terms and their definitions. 

° Key People lists the musicians most important to the chapter. 

¢ Think About This includes questions for further discussion and study. 

e Look It Up notes key resources that can be used for further study. 

e Read All About It links to readings from Robert Walser’s Keeping 

Time: Readings in Jazz History, augmenting the text through key 

writings about jazz by musicians, journalists, and scholars that further 

elaborate and build upon issues discussed throughout the book. 

e Beyond these changes, the entire text has been reviewed, with expanded 

coverage in some areas, as well as a bit of reorganization. 

e Throughout the text, important artists who didn’t receive enough 

coverage in the previous edition have been added or expanded upon. 

For various reasons, a few listening selections have been changed as 

well. 

e Chapter 2, “Precursors of Jazz: 1870s-1890s,” has a greatly expanded 

examination of the blues and field hollers. Discussions of music made 

by women, as well as the conditions under which they created it, has 

been expanded in numerous ways. 

e All of the discussion of the development of avant-garde jazz has been 

placed together in Chapter 12. 

e Chapter 15 on the contemporary jazz scene has been updated. 

Whol Am 
Finally, I wanted to share with you some personal information about how I came 

to study and teach iazz. 1 am a trumpet player, composer, arranger, and music 

professor. Like most musicians, I’m not a star and never was. I played as a side 

musician with many big names, however, and spent most of my adult professional 

life toiling in the trenches that most working musicians occupy, working in many 

types of bands and playing many types of music. While I was building my career in 

New York City, I performed in nightclubs and concerts both in New York City and 

on the road nationally and internationally with small jazz groups and big bands, 

and some of the greatest blues and Latin bands in the world. I also played R&B, 

funk, polkas, waltzes, and nearly every other kind of dance music at parties and 

clubs; and during the day played in the studios and performed at such diverse 

events as shows, parades, outdoor concerts, circuses, and even funerals. I have 

been a bandleader for years in many kinds of situations, release my own record- 

ings as a composer-performer, and produce both jazz and classical recording ses- 

sions. My musical experience is broad and represents a fairly typical musician's 

career. I also bring to the book my work as a scholar and professor, and I have been 



contributing articles to various publications such as peer review journals and col- 

lections of essays while teaching in higher education for twenty years. 

Through my own experiences, I can tell you musicians are hard-working 

people and frequently work under extremely difficult circumstances. One typical 

day when I was working with Johnny Pacheco, one of Latin music’s greatest stars, 

we played an afternoon outdoor concert two hours out of town, got back to New 

York City, played in a nightclub in the New York City borough of Queens from 

10:00 p.m. to midnight, went to another club in Manhattan where we played from 

1:00 to 3:00 a.m., and then went to uptown Manhattan where we played from 5:00 

to 8:00 a.m. at an after-hours club. After that, bleary-eyed, exhausted, and with 

swollen lips from playing so much, I was on my way home on the rush-hour train 

with everyone else as they went to work. 

When I was touring with the Johnny Copeland Blues Band—that at times 

included rock-blues guitarist Stevie Ray Vaughan and jazz saxophonists Archie 

Shepp and Arthur Blythe—we traveled around the entire country in a crowded 

van pulling a trailer with our equipment. We would drive all day, get to the next 

town in time to unload and set up the equipment, change our clothes, play three 

sets of music in a bar that smelled of smoke and stale beer, and hope we could find 

a place to eat before going to bed around 3:00 in the morning, only to get up early 

and drive to the next town to do it all over again. 

I also toured with a territory big band on the mid- and southwest ballroom 

circuit. We played seven nights a week for months on end, traveling in a bus, arriv- 

ing in time to set up and change, and hoping to find a place to eat. We would leave 

early the next morning, and some members would not bother to sleep at night, 

instead sleeping all day on the bus as we traveled to the next gig. While you may 

have a romantic idea of what life on the road as a working musician is, the reality 

is often that the hours are long, the pay can be poor, and the work is grueling; yet 

this is how we make a living and grow as musicians. 

Along with this, jazz musicians have practiced their craft intensely, care 

deeply about what they do, and have often sacrificed simpler and more secure lives 

to pursue careers as musicians. They use their creative abilities to produce music 

to express themselves and to entertain and enlighten us through their emotional, 

personal, and dynamic music. This music comes in many forms and styles, which 
you will see throughout the book, as jazz has gone through many changes and con- 
tinues to do so. That is part of its dynamism in fact. Jazz is alive and growing, and 
musicians continue to expand the notions of what jazz is and can be. I sincerely 
hope that this book helps you understand and appreciate this thrilling art form 
and that you enjoy Listening to Jazz! 
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‘i A Guide to Using the Enhanced Ebook 

A Guide to Using the Enhanced Ebook 

All copies of Listening to Jazz, Second Edition by Ben Bierman come with access to 

a full, enhanced ebook. This includes a wealth of material that will enhance your 

learning experience, including: 

Streaming audio for recordings 

Interactive listening guides for key selections 

Audio chapter “mini-lectures” by Ben Bierman 

Links to audio interviews with jazz performers and NPR documentaries 

25 historic performance videos by key artists 

Student self-quizzes 

Flash cards with audio pronunciations 

To access this material, look for these icons in the margin of the text; each in- 

cludes a brief description of the linked material. 

))) 
The listening icon is used for all streaming audio files, including the record- 

ings, author lectures, and interviews with jazz performers. 

The video icon is used for the performance videos. 

The interactivity icon is used for the interactive listening guides; these 

enable you to study the structure of each recording and play individual 

sections. 

The link icon is used for Spotify links for tracks that could not be licensed; 

these are limited to additional listening tracks beyond those highlighted in 

the text. For an optimal listening experience, register for and log into Spo- 

tify before accessing these tracks. 

Note that your access to the enhanced ebook is for you alone, in order to protect 

the rights of those who produced the original recordings and other materials. As 
a not-for-profit publisher, Oxford believes that authors should be fairly recom- 
pensed for their creative work. 







What Is Jazz? 
Imagine this scene. It’s Saturday night at a dance club packed with people. 

They are all dressed in stylish, maybe even outlandish clothes. The music is 

vibrant, pulsing, and exciting, inspiring each dancer to outdance the next 

person. You can barely move on the dance floor, yet the dancers are almost 

acrobatic. The music drives on and on, taking the crowd to new heights. All 

of a sudden, the band breaks it down and plays a slow, sexy song, letting 
the energy in the club vibrate and sizzle, the dancers relaxing into a sensual 

groove, while also anticipating the next driving beat. The band cranks it up 

and slams the dancers with a driving and relentless tempo. The dancers drive 

the band on and the band drives the dancers on, and this amazing symbiotic 
energy builds and builds until the dancers and the band can hardly stand it. 

The set comes to a dynamic conclusion, and, exhausted and energized, the 

band and the dancers feel both disappointment and relief. While the dancers 

and the band both need a rest, and a trip to the bar or their tables is welcome, 

the dancers can’t wait for the next set to begin. 

This could be any Saturday night with any band during almost any era. 

But in this case, the band is a jazz big band and the year is 1938. Most of 

you, if you had been a young adult at this time, would have been a jazz fan 

and would have been at that club dancing to a music that is currently quite 

unfamiliar to you. You probably can’t imagine why you would dance to jazz. 

Perhaps you have heard very little of it, or maybe you have never heard a jazz 

performance. 

In this book, we will concentrate on how to listen to jazz as we discuss 

the history of the music and its musicians from the early days of jazz until 

today. Some people find jazz challenging and difficult to understand. I have 

heard many listeners say, “I like the beginning and end of the song when 

everyone plays together, but I get lost with the stuff in the middle.” This 

is perhaps the most basic issue that we hope to address: what is “the stuff 

in the middle,” and what’s going on at the beginning and the end of the 

compositions? 

Let’s start, however, with a more basic question that is challenging to 

answer: what is jazz? 

William P. Gottlieb Collection/Library of Congress. 

In this chapter, we will 
answer these questions: 

© What is jazz? 

© What are the elements of jazz? 

© What are the roles of 
composition and arranging in 
jazz? 

© What are the different types of 
jazz instrumentation? 

© What are the various types of 
jazz ensembles? 

=<) 
Author Ben Bierman 

welcomes you to 
Listening to Jazz 
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ead all about it 
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arlem Renaissance poet discusses 

1e importance of jazz as an African 

merican expression 

WHAT IS JAZZ? 
Jazz seems to be impossible to define in a way that makes anyone very happy. 

Countless articles and books have made valiant, valid, and fascinating attempts 

to define it, yet none are wholly satisfactory. Most agree that jazz must swing and 

that improvisation is essential to the character of the music. (See “2nd Chorus: 

What Are the Elements of Jazz?” for further discussion of these key terms.) How- 

ever, not everyone agrees with this, suggesting, for example, that the notion of 

swing is subjective and comes in many forms, that some music in the jazz tradi- 

tion can be fully notated and composed, and that other forms of music incorporate 

improvisation. 

Even if we had a good definition, it would certainly be under a process of con- 

tinual reevaluation. Jazz is always headed in unexpected and exciting directions. 

In addition, it is quite common for musicians to reject the label “jazz” entirely, 

insisting the term—in fact any term or label—is necessarily limiting, and instead 

simply refer to themselves as “musicians.” Some things are certain, however. 

Jazz is an African American cultural and artistic contribution created in the United 

States. It has been an important force in both the popular and artistic cultural 

life of the United States for the last 100 years. Although we cannot (or choose not 

to) define it, we can certainly learn to appreciate this magnificent and multifac- 

eted music. 
Jazz is primarily a blend of African American and European influences. But African 

Americans created jazz, and the vast majority of the important innovators in jazz 

have been black. There are, and have always been, many white and Latinx jazz mu- 

sicians, as well as jazz musicians from many cultures and countries; and many of 

these musicians have made extremely important contributions and innovations 

as well. 

Jazz is one of America’s most important artistic cultural contributions and one of 

its crucial cultural exports. Jazz has been embraced throughout the world and has 

wielded great influence over the music of different cultures around the globe. 

Latinx musicians have expanded jazz, adding an entirely new and sophisticated 

approach to rhythm. Styles such as jazz fusion and smooth jazz that embrace 

rock, funk, pop, hip-hop, and other styles have been popular for many years; 
and the influences upon jazz continue to increase as musicians embrace dif- 
ferent types of music from around the world and incorporate them into their 
musical styles. 

Some refer to their seemingly jazz-oriented music simply as “improvised 
music” because the various influences they draw on make their music difficult 
to describe, yet the improvisation that generally characterizes jazz is central to 
their aesthetic. Other musicians and critics have a more narrow definition of jazz, 
perhaps limiting it to specific styles and approaches. This is an extremely compli- 
cated and contentious debate, and it is not this book’s intent to solve these issues. 
Rather, we are interested in closely examining musicians generally associated 
with the jazz world and the valuable music that they have created, while expand- 
ing the reader's ability to understand and appreciate a broad spectrum of music in 
the jazz tradition. 

The Roots of Jazz 
Jazz developed as a combination of various different musical traditions, includ- 
ing African American, European, African, and Afro-Caribbean musics. Many 
of the earliest African influences arrived with the slave trade from West Africa. 



While generalizations about any style of music are problematic, there are some 
differences in approach between traditional West African and European music 
makers. European/Western classical music tends to favor a fully developed 
melody, supported by a harmonic accompaniment in the form of a series of chords 
and performed in a fixed meter. Some African musical styles emphasize multiple 

rhythms performed simultaneously, accompanying short, repeated melodic riffs. 
Further, while African music making tends to be communal, with music often 
serving specific social functions, European concert music tends to be performed 

by individuals and is removed from specific functionality (other than for aesthetic 
enjoyment). While Western music is usually written down (or notated), African 

music was traditionally learned aurally and passed down from player to player. 

Afro-Caribbean—or Latin music—from Cuba, for example, draws rhythmic and 

melodic elements from African and European roots. Again, these are very broad 

generalizations, but they help to show how these cultures at times approach music 
making differently. 

These different approaches also complement each other, and the mixture of 

African and European elements in jazz has resulted in a music that 

e is harmonically and rhythmically sophisticated, 

e employs improvisation and notated compositional practices, 

e isa form of high art while also being a functional music (e.g., for dancing), 

* requires technical skill and precision (e.g., intonation, articulation, ensemble 

playing, and precise rhythmic control), and 

e highly values personal expression (e.g., importance of the creation of a 

personal tone and vocabulary). 

Jazz is often discussed as having a lineage—a natural progression from one 

style to the next, and this timeline gives a quick visual representation of the evo- 

lution of jazz styles. All timelines, of course, can give the false impression that 

when one period or musical style “ends,” it is surpassed by the next and is never 

heard of again. In fact, musical styles have a tendency to repeat themselves in 

new circumstances. The history of jazz (like that of all music) combines musi- 

cians’ respect for past styles with their own need to innovate and build on them. 

When bebop was first heard, many fans of swing were appalled by the new music, 

while the boppers felt some swing fans were too conservative and resistant to 

change. However, bebop did not replace swing, nor did it totally negate swing; in 

fact, many bebop compositions were based on the chord progressions of earlier 

swing-era hits. 

Jazz Reflects Society 
Music, as is true for any art form, is not created in a vacuum. Racism and racial 

divisiveness exist in society, as do issues such as lack of equity in opportunities 

and pay, cultural appropriation, and the limiting of opportunities as a result of 

negative and hurtful cultural expectations and stereotypes. Consequently, these 

issues are reflected in the world of jazz. 

It is crucial to acknowledge that the roots of jazz are based in the African 

American experience. Jazz developed in the southern United States during the 

decades directly after the Civil War. The struggle for equality among African 

Americans is an ongoing story and is reflected in many aspects of the popular 

music business as well as society in general. For example, dealing with primarily 

white promoters, music publishers, and recording executives led to inequalities in 

compensation, difficulties in gaining access to performance venues, and general 

LOU MEEOE Se MY TULL LS JUL. Ea 
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AZZ STYLES TIMELINE 

Country/Folk 1870s-present 
Ragtime c. 1880s-1915 

struggles while touring through a segregated country, all of which affected the 

lives and careers of major jazz performers and composers. In telling the story of 

jazz, it is important that we acknowledge these challenges and celebrate those who 

have developed creative ways to overcome them. 

The same holds true for gender. Women have traditionally been excluded from 

jazz and its historical narrative. This issue has come more to the fore recently 

through the hard work of many musicians and scholars, as well as commentary 

arising from the #MeToo movement. Women at times, as absurd as it now seems, 

have been considered unsuited for certain instruments, and being a vocalist was 

one of the few fully accepted roles for women in jazz for many years. In addition, 

it was even considered “improper” for women to travel on the road with bands (as 

men freely did), and jazz was often performed in bars and clubs where it would be 

unusual for an unaccompanied woman to be seen. Unfortunately, many of these 

views are still held, and women have been, and continue to be, sexually harassed 

and even sexually abused in the workplace and in school music programs, includ- 

ing some of the most prestigious jazz conservatories. 

All of these issues and more will be reflected and discussed throughout the 

book, and bringing our personal experiences to these discussions allows for im- 

portant dialog to occur as we try to move forward as a society. 

Classic Blues 1920s-1940s 

18805-1920 

Chicago Jazz 1917-1930 
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ANAS atSy What Are the Elements of Jazz? 
Discussing the essential elements of jazz is the best way to initially become ac- 

quainted with this exciting genre of music. 

Individual Expression 
In jazz, emphasis is placed on individual expression beyond all else, and this 

is perhaps its most outstanding quality. While there is a shared repertoire and a 

basic musical language of jazz, each player strives for a personal tone and a unique 

vocabulary that distinguishes him or her from others. Therefore, the best jazz 

instrumentalists, composers, and arrangers are stylists; and the knowledgeable 

listener can generally immediately recognize their sound, playing style, and com- 

positional approach. 

There is no one standard for what is a good tone. A trumpeter’s tone can be 

dark and searching, like Miles Davis’s (1926-1991, Chapter 13), while another’s 

can be bright and playful, as is Clark Terry’s (1920-2015). A saxophonist’s tone 

can be solid and stately, almost unadorned, as was John Coltrane’s (1926-1967, 

Chapter 13), or romantic and lush, like Dexter Gordon’s (1923-1990). Even drum- 

mers have a tone. Elvin Jones (1927-2004, Chapter 13) and Jack DeJohnette 

Cool Jazz c. 1949-1955 

Mambo 1950-1960 

Hard Bop c. 1955-1960 

Soul Jazz 1960-1965 
Latin Jazz, Bossa Nova, Samba 1962-present 

Avant-Garde Jazz c. 1959-present 

Mainstream 1960-present 

Fusion 1967-present 
Smooth Jazz 1975-present 

Neo-Traditional 1980-present 

“Downtown” 1985-present 

Jazz Today 1995-2015 
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(b. 1942, Chapter 14) could not be more different in their sounds, yet both are 

consummate jazz drummers. There is no single technical standard. In fact, that 

concept is anathema to jazz, a music that demands personality and individuality. 

Melody, Harmony, and Rhythm 
Melody, harmony, and rhythm are the building blocks of any musical structure. 

Melody is the combining of pitches and rhythm to create a musical line. The 

melody is generally the musical element of a composition that we most notice and 

remember. In jazz, the melody is often called the head and is generally played at 

the beginning and end of a tune. When combined with harmony and rhythm, mel- 

odies have an endless variety of aesthetic and emotional qualities. 

During their solos, players are also creating melody, but because they are im- 

provising they are essentially creating spontaneous compositions. To do this, all 

jazz players spend countless hours creating and expanding a unique musical vo- 

cabulary to use during their solos. They then combine the various elements of their 

vocabulary in innumerable ways to create continually shifting and varied solos. In 

some instances—for example, during the course of a long tour or in an ensemble 

with steady personnel—elements of solos, or even entire solos, can become fixed. 

This allows the ensemble to create supportive rhythmic figures behind the soloist 

or to create breaks, melodic and rhythmic figures that the entire ensemble plays 

together. 

Soloists in different eras in jazz history have created different approaches to the 

creation of melody during their solos. For example, swing players leaned toward a 

simpler melodic style, more akin to the character of a tune’s actual melody. Bebop 

players, while also creating beautiful melodies, tended toward busier and often 

more technically complicated solos while at times incorporating more sophisti- 

cated harmonies in their playing. In the late 1950s and 1960s, players such as 

saxophonist John Coltrane and pianist Cecil Taylor (b. 1929) introduced a soloing 

style that became so complicated and full of flurries of notes during the course 

of extended solos that to some there seems to be a lack of traditional melodic 

content. It is, however, just another style and form of personal expression, and 

this type of long and extremely complicated solo continues to be quite common in 

modern jazz. It is perhaps this style that is hardest for new jazz listeners to relate 
to and understand. When listened to with open minds and ears, all of these styles 
have the ability to be wildly expressive and beautiful and are well worth the effort 
to understand and appreciate. 

Harmony is the combining of notes to create chords. For example, the notes 
C, E, and G are combined to create a C major chord and F, A, and C are combined 
to create an F major chord. When a series of chords are presented in sequence, 
they create a chord progression. A transition from a C major chord to an F major 
chord and back to a C major chord is an example of a chord progression. 

The history of Western harmony goes back to ancient Greece and has a long 
and fascinating evolutionary history. Jazz harmony is a product of this tradi- 
tion, and jazz musicians have added a high level of harmonic sophistication to it. 
Chords in jazz are particularly rich, full, and colorful. Also, jazz musicians have 
to have excellent harmonic skills because harmony is the basis of much of their 
improvisation (see “Improvisation’). As we will see in our listening examples 
throughout this book, harmony in jazz ranges from quite complex (for example, 
in the rich harmonic sensibility of pianist Art Tatum [1909-1956, Chapter 5]) 
to quite simple (as in the modal soloing of Miles Davis on his Kind of Blue album, 
Chapter 13). 
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Rhythm is central to all music. One way to speak of it is as a movement or 
pulse. Within this pulse is a pattern of strong and weak beats that creates meter. 
Jazz was originally a dance music, and this tradition continues through a rhyth- 
mic dynamism that characterizes jazz. Traditionally in jazz the most common 
meter is 7. In this meter each measure contains four beats, with strong accents 
on beats 2 and 4 that create a backbeat. This immediately becomes more com- 
plicated, however, because these beats and their division are more flexibly inter- 
preted in jazz than in, for example, Western classical music. In jazz, the rhythm is 
manipulated to create various types of swing, and we will hear many varieties of 
swing throughout the various jazz eras. Other meters commonly used in jazz are 
and g, and contemporary players are now regularly playing in an astonishing array 
of meters as rhythm in jazz continues to evolve. 

Another crucial element in jazz is the use of polyrhythm, two or more simul- 
taneous rhythmic patterns. For example, a jazz drummer will generally be playing 

four separate rhythmic patterns (two with the hands and two with the feet), while 

often suggesting at least two different meters, such as ; and , simultaneously. This 

is a key feature of African music and plays a large role in African American music. 

Another crucial rhythmic feature in jazz is syncopation, the use of accents that 

go against the basic meter. Ragtime, one of the precursors to jazz, is rich in synco- 

pation; listen to Scott Joplin’s (ca. 1867-1917) “Maple Leaf Rag” to hear how the 

melody is syncopated against the regular oompah of the bass (Chapter 2). 

Improvisation 
The art of improvisation is essentially spontaneous composition. Almost the 

entire jazz repertoire relies upon improvisation as a central element. A common 

format in jazz is that the group plays the melody of the song, the members of the 

band then each improvise on the chord progression of the song, and then the band 

plays the melody again to conclude the piece (see “Form”). The art of improvisation 

is made to look easy by the greatest players, but it requires immense concentration 

and quick musical and physical reflexes. Each player has a rather specific role in 

this process (see “What Are the Different Types of Jazz Instrumentation?”). Jazz 

musicians constantly take in a huge amount of musical information from their 

bandmates, immediately process it, and then react with their fully formed musical 

statement. This is quite an amazing feat and is the essence of jazz. 

A special type of improvisation known as collective improvisation was 

common in early New Orleans jazz ensembles. In the most common approach 

to this style the trumpet played the melody in a loose and improvised manner, 

the clarinet played arpeggios and fast runs, and the trombone provided support 

for the bass part, simple fills, and tailgate-style counterlines (melodic lines that 

complement the melody). Meanwhile the accompanying instruments (banjo or 

guitar, piano, bass, drums) would be more loosely synchronized than in bands 

that played from written arrangements. Because there were no written parts, 

the band was said to be collectively improvising an arrangement on the fly. 

Much avant-garde jazz uses a collective improvisational approach as well (see 

Chapter 12). 

WHAT ARE THE ROLES OF COMPOSITION AND 

ARRANGING IN JAZZ? 

Composition and arranging are essential elements in jazz. Using melody, har- 

mony, rhythm, texture, timbre, and form, composers create compositions and 
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musical frameworks. Improvisers base their performances on the formats created 

by composers and arrangers. The history of jazz composition and arranging is rich, 

and we shall explore it throughout the book. 

Form 
Musical form has numerous layers. The first level is the actual form of the tune 

itself, such as a 12-bar blues (see Chapter 2) or a 32-bar AABA Tin Pan Alley popu- 

lar song (see Chapter 4). The next level is an overall form that involves the shaping 

of numerous choruses of these tunes. The creation of this overall form is called 

composing or arranging and is sometimes created by the group as a whole, one 

person in the band, or, in the case of larger ensembles, by a separate arranger. 

Form can take many shapes in jazz, but there are some traditional forms that 

characterize much of jazz. The type of instrumentation greatly affects the form 

that groups use. Smaller ensembles tend to have less complicated arrangements, 

while larger ensembles often have pieces with quite complex musical schemes. A 

typical small jazz group format is melody (head)—solos—melody. In other words, 

the melody is played, some or all of the band members play improvised solos, then 

the melody is played again. Possible additions to this form might be a composed 

ensemble passage for one chorus (one time through the form of a song) sometime 

during the tune. This passage might occur somewhere in the middle of the tune 

but commonly will precede the final melody statement. 

Frequently, the final chorus (or part of the final chorus) will be a climac- 

tic ensemble statement called a shout chorus, particularly in big-band writing, 

which embellishes the tune in some way. The dramatic ending of Count Basie’s 

(1904-1984, Chapter 6) “One O’Clock Jump” is just one of many famous exam- 

ples of the use of a shout chorus. Horn backgrounds are also common. For exam- 

ple, during a trumpet solo in a big-band setting, the saxes might play some kind 

of simple figure behind the soloist, encouraging the soloist to take the solo to 
new heights. 

During extended big-band compositions, many of these techniques are com- 
bined to make sophisticated compositions with many parts, often greatly stretch- 
ing the song’s form or perhaps going well beyond standard song forms. Today’s 
players and composers are creating new and exciting forms that at times bear little 
resemblance to traditional jazz. 

WHAT ARE THE DIFFERENT TYPES OF JAZZ 
INSTRUMENTATION? 
Understanding the instruments in jazz is a great place to begin to develop your 
listening skills. Each of the instruments has unique qualities, and there is also a 
wide range of styles, tones, and approaches among players of a given instrument. 
Because so much emphasis is placed upon individuality, understanding the instru- 
ments and being able to distinguish these various styles and approaches is crucial 
to the appreciation of jazz. 

Traditionally, men have dominated jazz performance: as discussed earlier 
women unfortunately have had less opportunity to perform in jazz groups (antl 
at least the 1970s) and were thus less often recorded and heard. There are many 
notable exceptions whom we will highlight throughout the text. 

Instruments in jazz are placed into two general categories, the horns and the 
rhythm section. In jazz parlance, the term “horn” refers to any wind instrument 
whereas in classical music it refers to a specific instrument. The most bonnenn 
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horns in jazz are the trumpet, saxophone, clarinet, and trombone. 
The rhythm section refers most commonly to some combination of 

piano, guitar, bass, and drum kit. 

Trumpet 
The trumpet is a member of the brass instrument family and is in 
the range of an alto or soprano voice—midrange to high in pitch. It 
is made of metal and has a mouthpiece in which the trumpet play- 

er's lips vibrate to create the sound (just as the vibration of the vocal 

cords creates our voices). A combination of tension of the lips, tongue 

placement, and the various ways that the three piston-like valves are 
depressed or opened create the notes. 

The trumpet player in a band often serves as the lead instrument. 

In a big band (discussed in Chapter 7) the trumpet often sets the 

phrasing for the band and has a strong influence on the swing and 

feel of the music. The trumpet is often thought of as having a bright 

tone, it can be powerful and loud, and it always stands out. However, 

the trumpet is also capable of being soft, pretty, lyrical, and dark. Louis Anmstrongves. 146. 

The trumpet family has some relations that are often found in jazz as well. The armstrong was the first great 

flugelhorn looks larger than a trumpet and sounds quite dark and mellow, witha master of jazz trumpet, elevating 

full, rich tone. The cornet—often featured in early jazz before the trumpet gained _—N Instrument to a lead role in the 
greater popularity—is smaller than a trumpet and has a more veiled, warmer tone oo 

; William P. Gottlieb Collection/Library of 

that does not have the trumpet’s cutting quality. Congress. 

Saxophone 
The saxophone is a member of the woodwind family, but the instrument is made 

of metal. It comes in a variety of sizes, the most common, ranging from low to 

high, are baritone, tenor, alto, and soprano sax. Sax players can usually play sev- 

eral types of saxophones but generally specialize in one. Notice that the various 

saxophones correspond to how we distinguish different vocal ranges. 

The sax has a mouthpiece that holds a reed made of bamboo or other flexible 

material. The player places the mouthpiece and reed between the lips, and blowing 

across the reed creates the vibration that in turn creates the sound. Using the 

keys, players can create different notes. 

tatet.1 Five Notable Trumpeters =D) 
Hear a sample of each 

Name/Date: Importance Chapte: trumpeter. 

Louis Armstrong (1901-1971) An early jazz star as trumpeter and vocalist and one of the most 

important trumpeters in jazz 

Dizzy Gillespie (1917-1993) Bebop innovator with a flashy, high-flying style 

Miles Davis (1926-1991) Trumpeter-bandleader who played with an extremely lyrical and 

sensitive approach 

Freddie Hubbard (1938-2008) Fearless, extroverted trumpet soloist known most for his small 11 and 14 

group playing 

Wynton Marsalis (b. 1961! A stylist who reveres the jazz tradition while also creating a 

contemporary sound; perhaps the most visible spokesperson for 

_ jazz today 
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This 1950s advertisement for Conn 

saxophones shows the difference 

between alto, tenor, and baritone 

instruments. Jazz players like Art 

Pepper and Lester Young were 

so well known that their photos 

were used to help promote the 

instruments. 

BenCar Archives. 

The most commonly played saxes in jazz are the alto and tenor. The baritone 

is used in the big-band saxophone section, and there are also numerous soloists on 

the instrument, such as Harry Carney (1910-1974), Gerry Mulligan (1927-1996, 

Chapter 11), Hamiet Bluiett (1940-2018, Chapter 12), and Claire Daly (b. 1958). 

Fewer players specialize on the soprano sax, but most professional players play it 

in addition to their main horn. (Playing more than one instrument is referred to 

as doubling; the ability to play a variety of woodwinds, such as flute and clarinet, 

is a common professional requirement for saxophonists.) Sidney Bechet (1897- 

1959, Chapter 3), an important early jazz instrumentalist, played the soprano sax. 

The soprano was an important double for John Coltrane, and contemporary play- 

ers such as Dave Liebman (b. 1946) and Jane Ira Bloom (b. 1955) specialize in this 

instrument. 
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=D) 
Hear asample of each 

saxophonist. 

tabtet.2, Notable Alto and Tenor Saxophonists 

Benny Carter (1907-2003) Alto sax and trumpet, and influential composer-arranger 

Charlie Parker (1920-1955) The brilliant bebop innovator 

Ornette Coleman (b. 1930) An influential avant-garde jazz player, composer, and bandleader 

Cannonball Adderley 

(1928-1975] 
Took Parker's melodic style ina new direction 

Lester “Prez” Young Prominent sax player with Count Basie; carried forward Hawkins’s 

(1909-1959) melodic innovations 

Sonny Rollins (b. 1930) Known for high-powered, melodically inventive extended solos 

John Coltrane (1926-1967) The most influential modern stylist 

Michael Brecker (1949-2007) Modern stylist who was also a jazz fusion innovator 

The sax player’s role in certain types of bands is to be a “showstopper,” cre- 

ating exciting, charged solos by playing fast runs throughout the range of the 

instrument and shrieking high and honking low notes. This is not 

universally true, of course; some players are more circumspect and 

introverted in their playing. Tenor saxophonist John Coltrane devel- 

oped such a distinct and complicated style that it actually was given 

a name, “sheets of sound.” 

Players, of course, have a wide variety of tones on the various 

saxes; and these can range from lyrical and gentle (as is the case with 

Dexter Gordon [1923-1990] and Melissa Aldana [b. 1988] on tenor 

and Johnny Hodges [1906-1970] on alto) to brilliant and hard-edged 

(suchas the playing of Michael Brecker [1949-2007] on tenor and Tia 

Fuller [b. 1976] and “Sweet” Sue Terry [b. 1959] on alto). 

Clarinet 
The clarinet is also part of the woodwind family and is played with 

a reed attached to a mouthpiece in the same way as the saxophone. 

However, the instrument’s body is generally made of hard wood. It 

has a wide range: In its lower register it has a dark, rich tone, while 

the upper register is powerful and bright. The clarinet played an im- 

portant role in New Orleans-style jazz, and its popularity continued 

through the swing era with star players and bandleaders such as 
Benny Goodman (1909-1986) and Artie Shaw (1910-2004). Its pop- 

ularity waned after the swing era, but the instrument has made a 
; Benny Goodman, ca. 1946. Goodman did much to 

comeback recently with numerous contemporary players concentrat- popularize the clarinet as a lead instrument in jazz. 

ing on it as their primary instrument. William P. Gottlieb Collection/Library of Congress. 



Chapter 1 

<1) 
Hear a sample of each 
clarinetist. 

Introducing Jazz 

tatet.3 Five Notable Clarinetists 

Johnny Dodds (1892-1940) Early New Orleans clarinetist who played with Louis Armstrong, 
“King” Oliver, andJellyRollMorton = = _ 

Early New Orleans style clarinetist from Chicago, known for his 

work with the New Orleans Rhythm Kings 

Benny Goodman (1909-1986) Clarinetist and star swing big-band leader 

Anat Cohen [b. 1975] Contemporary clarinetists who bring other musical influences to 15 

Don Byron (b. 1958) their playing such as Brazilian, Afro-Cuban, and klezmer styles 

Leon Roppolo (1902-1943) 

Trombone 
The trombone is a member of the low brass family. In its upper register (the 

higher notes in its range), it can be quite bright, but generally it has a dark, full, 

and mellow sound. It is a lower-register instrument and can cover parts of the 

ranges of bass, baritone, and tenor vocalists. 

Unlike other brass instruments, the trombone uses a slide rather than valves 

(as with the trumpet) to change its pitch, along with the lips and the tongue. This 

gives the instrument a unique quality and creates advantages and challenges. 

Trombonists have great control over their pitch because of their ability to minutely 

adjust the slide, including bending notes and sliding into and out of notes. One ex- 

ample is an early trombone style, tailgating, that involves the exaggerated sliding 

in and out of notes. At the same time, knowing exactly where to place 

the slide to hit a specific note (or intonation) is difficult for beginning 

players. Because of this, trombonists tend to be more economical in 

their choices of notes; but they are also capable of technical brilliance. 

Rhythm Section 
The rhythm section of a band works together to provide a rhythmic 

and harmonic accompaniment for a tune’s melodies and soloists. This 
section combines to create the swing (or groove). The members of the 
section play different roles. The piano and guitar provide harmonic 
and rhythmic support, but are also important soloists in most en- 
sembles. The drums and bass are the heartbeat of the band as they are 
central to creating the swing. The two instruments have a particu- 
larly close and intimate relationship to each other, and their ability 
to play together well (“lock in”) is crucial to the success of any band. 

Listeners often overlook the rhythm section, but musicians 
revere these fine players, who are generally profound soloists yet 
spend much of their careers making others sound terrific (see the - 
discussions of pianist Tommy Flanagan [1930-2001], bassists Milt 
Hinton [1910-2000] and Esperanza Spalding [b. 1984], and drum- 
mers Jack DeJohnette [b. 1942] in Chapter 14 and Terri Lyne Car- 

J. C. Higginbotham performing in New York City, c. rington [b. 1965] in Chapter 15). 
1940s. Higginbotham was active in several big bands 

in the 1930s before leading his own smaller groups Piano 
in the early 1940s. 
Photo by WINER ttlieb, Wittiam P. Gottlieb Collection/ The piano is perhaps the most versatile instrument in jazz because 
Library of Congress. it can function in virtually any type of group as well as being a solo 
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tabte1.4 Hive Notable Trombonists <)) 
Hear a sample of each 

trombonist. 

Edward “Kid” Ory (1886-1973]) An early trombonist who played with King Oliver and recorded with 
Louis Armstrong's Hot Five and Seven groups. He used the slide to 

create the slurs, smears, and slides typical of the tailgate style. 

Tommy Dorsey (1905-1956) A smooth and lyrically oriented trombonist and a swing band 
leader 

J. J. Johnson (1924-2001) A soloist, composer, and arranger. His group with fellow 
trombonist Kai Winding (1922-1983) took the instrument's 

capabilities to a new level, both technically and musically. 

Melba Liston (1926-1999) Trombonist-composer-arranger, who was one of the rare women 

instrumentalists to play regularly in major swing bands; also 

involved in both bebop and post-bop movements 

Bob Brookmeyer (1929-2011) A valve trombonist with a fluid, melodic style. His playing was 

based in the bebop tradition but with a contemporary sensibility. 

Also an innovative composer, particularly for big band 

instrument. With the advent of electric pianos and synthesizers, the pianist often 

plays both electronic and acoustic keyboard instruments. However, while elec- 

tronic instruments are commonplace in jazz now (even laptops and sampling are 

now becoming jazz “instruments”), some people still prefer acoustic piano. 

As a member of the rhythm section in all types of groups, the piano functions 

as an accompanist and as a soloist. As an accompanist, the pianist comps (short 

for “accompanies”), playing chords behind the horns as they play the melody and 

solos. Chords (groups of three or more pitches) provide the harmonic structure for 

the songs. Pianists also provide rhythmic support for the melodies and solos as 

they comp, working closely with the rest of the rhythm section to provide a firm 

and swinging groove for the soloist. They also listen carefully to the soloist and 

react to what he or she is doing. Because they are using two hands and the entire 

keyboard, pianists are able to play chords and melody at the same time. This allows 

them to create both harmonically and melodically and gives them great creative 

freedom. As with all other instruments in jazz, an individual approach is required, 

and there are many varied playing styles both from era to era and within eras. 

taters Five Notable Pianists =))) 
; r Hear a sample of 

ame/Dates Importance each pianist. 

“Jelly Roll” Morton (1890-1941} | One of jazz's earliest and most influential pianists and composers ite ero 

Art Tatum (1909-1956) Stride piano specialist who expanded the harmonic palette of jazz 

| Ceres 

Ch apte: 

3 

Mary Lou Williams (1910-1981) | Important composer and arranger, and as pianist stylistically 

spanned the history of jazz 

Bill Evans (1929-1980) Influential stylist with a rich and personal harmonic vocabulary 

Herbie Hancock (b. 1940) Stylistically versatile and one the most influential contemporary 

pianists 
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Gypsy guitarist Django Reinhardt 

performing in New York City, ca. 

1946. Reinhardt is playing an archtop 

guitar featuring a large body that 

gave the instrument enough volume 
to be heard ina larger group. 

William P. Gottlieb Collection/Library of 

Congress. 

Guitar : 
The guitar has long been an important instrument in jazz, but its role was origin- 

ally rather basic. In early jazz bands, the guitarist would generally strum a steady 

beat, acting as both a harmonic instrument and a timekeeper. Today, the guitar 

functions in ensembles much like the piano. It accompanies the soloists and the 

ensemble and can also be a soloist. With the rise of guitar in popular music, gui- 

tarists have also increasingly become important bandleaders. 
In contemporary jazz, the guitar has become even more prominent and one 

of the more popular instruments for young music students interested in jazz—as 

well as other musical genres—to take up (see Chapter 15). Young jazz musicians 

have increasingly been interested in a variety of genres. Rock, funk, and R&B, ori- 

ginally greatly influenced by jazz, have now become important influences on the 

jazz world. 

Bass 
The bass has both harmonic and timekeeping roles in the rhythm section. It plays 

the important beats in a steady fashion, constantly keeping the music pushing for- 

ward, while at the same time providing a solid harmonic foundation to the music. 

People often assume that the drums are responsible for keeping time in a jazz 

band. However, some believe it is actually the bass that has that responsibility 

VRE Coa 4S 
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tatet.6 Five Notable Guitarists 

Hear a sample of 
each guitarist. 

- Charlie Christian (1916-1942) Swing-era guitarist; generally credited with popularizing the 
electric guitar and single-note melody playing in jazz 

_ Wes Montgomery (1923-1968] The most influential post-swing era mainstream guitarist 

_ Jim Hall (1930-2013) A mainstay of jazz guitar in the second half of the twentieth century | sion a 

John McLaughlin (b. 1942) Fusion-oriented guitar player 

- Kurt Rosenwinkel (b. 1970) Contemporary guitarist who brings a wide range of influences to 
his music 

in jazz, particularly since the bebop era when the drummer's bass drum was lib- 
erated from its role of playing every beat. In { meter (the most common meter in 

much of jazz), the bass keeps time (the steady beat or groove) either by playing 

beats 1, 2, 3, and 4 (called walking or playing in 4) or by playing beats 1 and 3 

(called playing in 2). Bassist Walter Page (1900-1957), famous for his work in 

Count Basie’s rhythm section, was one of the pioneers of the walking bass style. 
Throughout the history of jazz, the acoustic bass has been prominent; but 

since the 1970s, the electric bass has assumed an important role as well. For prac- 

tical reasons, most bass players play both instruments, and while some are equally 

adept on either instrument, many specialize on one or the other. While the two 

instruments have the same tuning and perform the same basic function in a band, 

they have many differences and suit different types of repertoire. 

Drums 
The drums are also responsible for keeping time, but while the bass supplies so- 

lidity, the drums provide the energy and excitement. Drummers are generally 

thought to be loud and flashy; however, there is great diversity in jazz drumming. 

tate1.7 Five Notable Bassists =D) 
Hear a sample of 

each bassist. Name/Dates Importance — Chapter 

Milt Hinton (1910-2000) Played with most of the major players in jazzandisoneofthe most 14 

recorded musicians in history 

Ron Carter (b. 1937) Has recorded with nearly all the major artists in jazz over the last 13 

50 years while also working as a leader and featured soloist 

Jaco Pastorius (1951-1987) Helped to bring the electric bass to prominence in jazzwhile also 14 

| expanding its technical capabilities and its role ina band 
ES eee ee 

ee Ce eo 

Christian McBride (b. 1972) A first-call side musician and leads numerous ensembles of ; 15 

| various sizes \ 
i Eee See, 

Esperanza Spalding (b. 1984) Has quickly made many waves with her relaxed and swinging bass —15 

| playing and singing that incorporates numerous contemporary 

genres 
scenery ATE LCCC ELL OLN LE LEELA LL LLL LD LE DL IEA ALA LALA ID ee 
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=) tabter.s Five Notable Drummers 
Hear a sample of 
each drummer. a : Shoe ee ke tag : 2% 

Early bebop innovator who freed the various parts of the drum kit — 10, TS he Dy, 

Modern drummer known for his work with Miles Davis and his own | 

group; early jazz-fusion innovator 

One of the most versatile and creative drummers in jazz rate jello ee 

Known for his influential, innovative, and powerful playing with is 

John Coltrane : 

Dynamic and powerful contemporary drummer who has proven 15 

that the drums are not a male-only instrument : 

The approach a drummer takes is crucial to the “feel” of a band. They can be bom- 

bastic and drive a band unmercifully, yet they can also be quiet and subtle. 

The drum kit (or drum set) evolved from the separate parade drums used in 

New Orleans. The basic components of the kit are: 

e Bass drum (played with a foot pedal) 
e Snare drum (played with drumsticks and used to accent important beats and 

rhythms) 

e Ride cymbal (played with sticks and used in jazz since the 1940s to keep time 

with a more or less steady pattern) 

e Hi-hat (a double cymbal that is clapped together by a foot pedal and also 

played with sticks) 

Extra cymbals are added, as are extra, slightly deeper drums called tom-toms 

(they come in a wide variety of sizes). The drummer has at his or her disposal 

a variety of sticks—from bare wood sticks to mallets covered with felt to metal 

brushes—that he or she can use to greatly vary the sound and feeling of each per- 
cussion instrument. Jazz drumming has evolved from rather simple timekeeping 
to what can at times be incredibly complex and technical playing. 

During the later 1910s through the mid-1920s, recording technology was still 
rather primitive. The sound of a full drum kit could not be properly balanced with 
the other instruments and would have overwhelmed the melody or lead players. 
For this reason, drummers often had to use simpler percussion instruments, such 
as woodblocks, in order to keep the basic beat. Later, often for novelty reasons, 
many drummers developed elaborate kits, such as Sonny Greer (1895-1982) of 
the Duke Ellington (1899-1974) band, who had at his disposal a full drum kit, 
woodblocks, chimes, gongs, and other novelty percussion instruments. 

Vocalists 
While jazz is largely an instrumental genre, vocalists have played a prominent 
and important role throughout its history. Classic blues singers were important 
in early jazz, during the swing era male and female singers were essential parts 
of many big bands, and singers working with their own small groups have also 
always been extremely popular. Their place in jazz continues to expand as the field 
itself expands, in both mainstream jazz and the avant-garde. 
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tabie1.9 Some Notable Vocalists 
Hear a sample of 

each vocalist. 

_ Bessie Smith (1894-1937) Classic blues and jazz singer 

Billie Holiday (1915-1959) Classic female jazz singers who performed with big bands and 
Ella Fitzgerald (1917-1996) small groups 

Frank Sinatra (1915-1998) Classic male jazz singers with big bands and small groups 
Nat King Cole (1919-1965) a | 

Louis Jordan (1908-1975) R&B-jazz artists 

Dinah Washington (1924-1963) 

Eddie Jefferson (1918-1979) Important vocalese performers 
Lambert, Hendricks and Ross 

(Dave Lambert 1917-1966, 

Jon Hendricks 1921-2017, and 

Annie Ross b. 1930) 

Cassandra Wilson (b. 1955) Contemporary jazz vocalists 
Diana Krall (b. 1964) 
Kurt Elling (b. 1967) 
Gregory Porter (b. 1971] 
Cécile McLorin Savant (b. 1989} 

Jazz vocalists have developed specialized techniques to convey the music’s 

energy and sound. Many singers scat sing by creating syllabic sounds for impro- 
vised solos, a style made popular by Louis Armstrong (1901-1971) and Ella Fitz- 

gerald (1917-1996). Another important technique is vocalese, whereby singers 

write and perform lyrics to famous improvised solos by instrumentalists such as 

Charlie Parker (Chapter 10) and John Coltrane (Chapter 13). The popular vocal 

trio of Lambert, Hendricks, and Ross (active in the 1950s) helped popularize this 

technique (Chapter 9), and Jon Hendricks (1921- 2017) continued as a master of 

the style on his own. 

WHAT ARE THE VARIOUS TYPES OF 
JAZZ ENSEMBLES? 
Jazz bands come in a number of standard configurations. The most basic and 

common way to refer to them is by the number of players in the band, such as 

trio, quartet, quintet, sextet, septet, all the way to the more open-ended term “big 

band.” Each format has unique qualities and characteristics. 

Trio 
The most common type of trio consists of piano, bass, and drums. The pianist is 

generally the leader, although the interaction between the three players is cru- 

cial to the success of the group. Some trios, such as the Ahmad Jamal (b. 1930), 

Hampton Hawes (1928-1977), and Erroll Garner (1923-1977) trios, use carefully 

constructed arrangements, while others, such as the Bill Evans Trio, have a looser 

format and greatly value extemporaneous interaction and equality among the 

members. 
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There are many other possible trio configurations. For example, pianist and 

singer Nat King Cole (1919-1965) had an influential trio that consisted of piano, 

guitar, and bass and featured his vocals as well as his piano playing. Contemporary 

piano trio leaders such as Jason Moran (who at times very creatively employs mul- 

timedia), Cyrus Chestnut, Vijay lyer, and Brad Mehldau are keeping the tradition 

of the standard piano trio alive. 

Quartet 
Most commonly, a jazz quartet includes a rhythm section (often piano, bass, 

and drums but guitar can replace the piano) and a featured horn player or vo- 

calist. The group generally takes the bandleader’s name, for example, the Renee 

Rosnes Quartet, and sets the musical direction. If a vocalist is featured, the 

group takes on the name of the vocalist, and the rhythm section often gets sep- 

arate billing, such as Ella Fitzgerald, featuring the Tommy Flanagan Trio (see 

Chapter 14). In the latter, the pianist (Flanagan, in this case) usually serves as 

musical director. 

Quintet 
The jazz quintet is perhaps the most common format. It typically has two horns, 

piano, bass, and drums (again, guitar can replace piano). Most often the horns will 

be a trumpet and some kind of sax, but it could be any combination of horns. The 

two lead instrumental parts are often composed in advance to ensure that they 

work together seamlessly, at least while both are playing simultaneously. 

Sextet 
By adding one more horn, a jazz sextet can be created. This creates an extra soloist, 

of course; and three horns also greatly enhance the opportunities for a composer- 

arranger. For example, a common sextet instrumentation (trumpet, sax, trom- 

bone, piano or guitar, bass, and drums) allows various combinations of timbres 

(the “color” or character of a sound). Three horns gives the arranger the opportu- 

nity to employ a block-chord style of writing, the most common writing style 

in jazz, which has the horns all playing together in harmony stacked upon each 

other. Typically, the trumpet plays the melody, the sax a harmony just below the 
trumpet, and the trombone a harmony just below the sax. Different timbres and 
textures can be created as the sax or trombone can play the melody while the 
others either lay out (do not play) or accompany in some fashion. It is a very flex- 
ible format. Drummer Art Blakey (1919-1990) led a sextet for many years (with 
constantly changing personnel), and players in his band created a rich composi- 
tional and arranging repertoire that set the standard for this type of group from 
the 1950s through the 1980s (Chapter 11). 

Big Band 
The term big band is very flexible and can indicate anywhere from approximately 
ten to forty players. A typical big band has seventeen pieces, with five saxes (two 
altos, two tenors, and one baritone), four trumpets, four trombones (three tenor 
trombones and one bass trombone), and four rhythm (piano, guitar, bass, and 
drums); but any combination is possible. 

The big band was the standard ensemble in the swing era (Chapters 7-9), but 
has been around since early jazz and continues today as an important BREESE in 
jazz. For instrumentalists, playing in a big band requires the ability to be a strong 



ensemble player, perhaps more so than ina small group. Also, because it is a large 
band format, the solos are generally short and require a different type of discipline 
from the longer solos more typically found in smaller groups. 

Big-band music is a format that relies heavily on composer-arrangers and 
is often the ensemble of choice for composers working in jazz as its large and 
varied instrumentation has an inexhaustible array of possibilities for timbre 
and texture (the number of instrumental voices sounding simultaneously). 
Key big bands from various eras will be discussed throughout this book, but 
some contemporary ensembles include compositions and arrangements by 
ambitious composers such as Bob Brookmeyer (1929-2011), Jim McNeely (b. 
1949), Maria Schneider (b. 1960), John Hollenbeck (b. 1968), and Darcy James 
Argue (b. 1975). 

Bee rap tet SUG a oe eed 

What ts jazz? 

© Jazz is a musical genre that defies easy definition, but most people agree that 

jazz must swing and that improvisation is essential to the character of the 

music. 

© Jazz is an African American cultural and artistic contribution created in the 

United States, and it has been an important force in both the popular and ar- 

tistic cultural life of the United States for the last 100 years. 

© Jazz is originally the product of the combination of African and European 

musical traditions, but other races and cultures have made significant contri- 

butions to expanding the genre. 

© Jazz reflects society, including some of its most negative aspects, such as 

racism, racial divisiveness, sexism, lack of equity in pay, cultural appropria- 

tion, and negative and hurtful stereotypes. 

What are the elements of jazz? 
© Individual expression, melody, harmony, rhythm, improvisation, compos- 

ition, and arranging are all key elements of jazz. 

What are the roles of composition and arranging tn Jazz? 
© Composition and arranging are essential elements in jazz. Using melody, har- 

mony, rhythm, texture, timbre, and form, composers create compositions and 

musical frameworks. 

What are the different types of jazz instrumentation? 
© Instruments in jazz are generally categorized into horns, which include the 

trumpet, saxophone, clarinet, and trombone, and rhythm section, which in- 

cludes the piano, guitar, bass, and drums. 

What are the various types of jazz ensembles? 
© Jazz ensembles come in a number of standard configurations and are com- 

monly named for the number of musicians. Jazz bands typically range in size 

from a trio to a big band. 

Coda: Chapter Summa 
Ls 
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P Talkin’ Jazz (Key Terms) 

ob backbeat form saxophone 

bass guitar scat singing 

beat harmony shout chorus 

big band head stylist 

break horn swing 

chord progression improvisation syncopation 

clarinet individual expression tailgating 

collective improvisation keyboard texture 

comp melody timbre 

composing (or arranging) = meter trombone 

cornet piano trumpet 

doubling playing in 2 vocalese 

drum polyrhythm walking (or playing in 4) 

drum kit rhythm 

flugelhorn rhythm section 

P Think About This (For Further Discussion and Study) oS 
Self-Study Quizzes 1 Explain why jazz as a genre is difficult to define. 

2. Describe how the horns and the rhythm section in a jazz band function 
differently. 

3. Listen to a jazz trio and then to a big band. Compare and contrast what you 
hear. 

4. Explain how West African musical traditions influenced jazz, and provide 
examples. 

©. Give examples of the prevalence of racism in the early history of jazz. 

Look It Up (Key Resources) 
TORRES AIRE CREIS AENEAN ASPET RELI VALS DEIA NOLL OY IT TES BOE EN ER DE SS CR IIS GS 

Gennari, John. Blowin’ Hot and Cold: Jazz and Its Critics. Chicago: University of Chicago 

Press, 2006. 

Giddins, Gary. Visions of Jazz: The First Century. New York: Oxford University Press, 1998. 

——.. Weather Bird: Jazz at the Dawn of Its Second Century. New York: Oxford University 
Press, 2004. 

Gioia, Ted. The History of Jazz, 2nd ed. New York: Oxford University Press, 2011. 
Kernfeld, Barry, ed. The New Grove Dictionary of Jazz. New York: Oxford University 

Press, 2003. 

Kirchner, Bill, ed. The Oxford Companion to Jazz. New York: Oxford University Press, 2000. 
Roberts, John Storm. Latin Jazz: The First of the Fusions, 1880s to Today. New York: : 

Schirmer Books, 1999. 

. The Latin Tinge: The Impact of Latin American Music on the United States. New York: 
Oxford University Press, 1979. 

Walser, Robert, ed. Keeping Time: Readings in Jazz History, 2nd ed. New York: Oxford 
University Press, 2014. 

Ward, Geoffrey C., and Ken Burns. Jazz:A History of America’s Music. New York: Knopf, 2000. 
Williams, Martin. The Jazz Tradition, 2nd rev. ed. New York: Oxford University Press, 1993. 
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TIMELINE: 1865-1910 
MUSICIANS/MUSICAL WORKS YEAR MAJOR SOCIAL DEVELOPMENTS 

e Civil War 

e Congress passes the Civil Rights Act, which gives 

African Americans citizenship and grants them 

equal protection under the law 

e The white supremacist group the Ku Klux Klan 

(KKK) holds its first meeting in Tennessee 

e Scott Joplin, ragtime pianist-composer, born 

e W.C. Handy, songwriter, born 

e Jack “Papa” Laine, New Orleans bandleader, born 

e Thomas Edison introduces the first working 

e Buddy Bolden, New Orleans cornet player, born phonograph 

e James Reese Europe, bandleader, born 

e Electric light introduced in New York City, mostly for 

the homes of the wealthy 

e Lovie Austin, pianist-bandleader, born 

e Jelly Roll Morton, pianist-composer, born 

e Freddie Keppard, cornet player, leader Creole Jazz 

Band, born 

e Paul Whiteman, bandleader, born 

e Willie “The Lion” Smith, pianist, born 

e Bessie Smith, blues vocalist, born 

e James P. Johnson, jazz pianist-composer, born 



Pre-Jazz 1865-1910 

Joe “King” Oliver, New Orleans cornet 
player-bandleader, born 

Buddy Bolden forms his first band in New Orleans, 
credited as among the first jazz ensembles 

e First flat disc (“gramophone”) record introduced 
e First successful radio transmission 

e Leading African American speaker and author 
Frederick Douglass‘dies 

e In Plessyv. Ferguson, the Supreme Court allows 

for segregated, or “separate-but-equal,” public 

facilities : 

Sidney Bechet, New Orleans clarinet-saxophone 

player, born 

Fletcher Henderson, bandleader-arranger, born 

e Storyville established in New Orleans as a zone 

where prostitution was permitted; gave new 

opportunities for musicians to perform 

Lil Hardin [Armstrong], pianist-composer- 

bandleader, born 
William “Count” Basie, pianist-bandleader, born 
Glenn Miller, trombone player-bandleader, born 

Publication of “Maple Leaf Rag” by Scott Joplin, first 
major ragtime success, selling over 1 million copies 

Duke Ellington, pianist-composer-bandleader, born 

e Queen Victoria dies at age 81, after leading England 

for 64 years. 

Louis Armstrong, cornet/trumpet 
player-bandleader-vocalist, born 

Frank Trumbauer (“Tram”), Chicago-based 

saxophonist, born 

Bix Beiderbecke, cornet player, born 

Earl Hines, pianist-bandleader, born 

e Orville and Wilbur Wright make their first 

successful flight in Kitty Hawk, North Carolina. 

Coleman Hawkins, tenor saxophonist, born 

Fats Waller, pianist-composer, born 

Chick Webb, drummer-bandleader, born 

e First AM radio station opens but broadcasts only 

speech, not music 

Benny Carter, alto saxophonist-bandleader, born 

Alberto Socarras, flutist-bandleader, born 

e The National Association for the Advancement of 

Colored People [NAACP] is founded to promote 
African American rights 

Art Tatum, pianist, born 

Lester Young, saxophonist, born 

Benny Goodman, clarinetist-bandleader, born 
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PREGURSORS OF 
JAZZ 1870s-1890s 
The musical story of jazz consists of a unique combination of influences— In this chapter, we will 
including African American, African, European, and Caribbean/Latin- 

American cultures—and its development coincided with a period of great 
answer these questions: 

changes in American culture and technology. In many ways, the birth and © What was life like for African 
development of jazz tells the story of how these different cultural influences Americans after the Civil War? 

came together in sometimes troubled and sometimes profound ways as jazz 
became a bridge between cultures. However, it was not an easy one for some © What are the blues? 

to cross—both among musicians and the audience. Issues of race, gender, 

and culture are ongoing themes both in the story of jazz and the story of 

American life—and we will see how these recur throughout this story in © How did ragtime influence the 

many different ways. The Major Musical Styles box shows some of the major birth of jazz? 

styles that we will focus on in this chapter. 

© What is ragtime? 

WHAT WAS LIFE LIKE FOR 
AFRICAN AMERICANS AFTER 
THE CIVIL WAR? 
The Civil War put an end to slavery, and in its immediate aftermath MAJOR MUSICAL STYLES 

there were several important changes that occurred to integrate African 

Americans into American society. In 1866, the Civil Rights Act was passed * Worksongs : 

by Congress that gave African Americans citizenship and granted them Pre-1860 (“field hollers”), — 
; F F Spirituals, dance equal rights with whites. However, in a foreboding note of the tensions Hs 

that still existed in American society, the same year saw the birth of the 

Ku Klux Klan, a white supremacist group, in Tennessee. The tension be- 1860-1880 e Early country blues 

tween those seeking racial equality and those fighting to preserve segre- 1890s * Ragtime 

gation would continue to grow over the coming decades. A decided setback 

for equal rights was the 1896 Supreme Court decision known as Plessy v. 

Ferguson, which legalized “separate-but-equal” facilities for blacks and 

whites. 

* Early New Orleans 
1895-1910 jazz and parade 

bands 

Photo by Brian O'Connor. Heritage Image Partnership Ltd./Alamy Stock Photo 
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au 

In the aftermath of the Civil War, many of the freed African Americans 

remained living on large farms, transitioning from being slaves to being share- 

croppers. Under the new system, they would work a piece of land and pay the 

owner shares of the income received from selling the food or animals that 

they raised. Back-breaking work, abuse by landlords, low possibility for self- 

advancement, and dire poverty led many to move off the land and into the 

growing new urban centers, first in the South and eventually farther north and 

west. New musical styles would develop that reflected this change in lifestyle. 

Pre—Civil War African American music focused on work songs (so-called “field 

hollers”), religious songs (spirituals), and dance music (for recreation). With the 

move to urban areas, however, new musical styles arose such as the blues and 

dance-band music. 

Before the Civil War, talented enslaved musicians were recognized as 

having a special status. They often performed on their home plantations and 

were hired out to work for others, and European travelers and American dia- 

rists commented on the attraction of this music. 

So while there was no chance for them to per- 

form professionally on stage, it was clear that 

African American music held a special fascination 

for white audiences. This encouraged a new crop 

of performers—white “delineators” of African 

American performers—better known as _black- 

face minstrels. Performers like Edwin Christie and 

Dan Emmett were among the leaders of the min- 

strel movement, which began in the 1840s and 

continued well after the Civil War. By the 1870s, 

African Americans themselves were getting the 

chance to perform for white audiences, but only 

within the stereotyped minstrel style. 

Beginning around 1870, a major influx of new 

immigrant groups came into the United States, in- 

cluding Italians, Germans, Irish, eastern European 

Jews, and Spanish-Caribbeans. All were seeking 

increased opportunities for work and many for 

less discrimination than they had faced in their 
home countries. While most of the European im- 
migrants entered this country through the major 
eastern cities—primarily New York—the Spanish- 
Caribbean contingent often came in through 
southern ports of entry, like New Orleans. This 
rich mixture of immigrants from different cultures 

We eae a | brought new musical styles, instruments, and en- 
Spon hoes S8tG58 AL 2 : __ sembles with them. This led to new hybrid musical 
Christy's a flinstrels a forms incorporating African American, African, 

He OLD AS Rees BAND ce dure NEED suns. European, and Spanish-Caribbean elements. 
Becees. ; Most of the immigrants ended up crowded into 

Sheet Music cover showing Christy's [sic] Minstrels. Note how the poate: maine ma opeciiies) including New York, 

troupe is shown both in “normal” clothing and in their stage costumes, Chicago, and New Orleans. They formed a growing 
including blackface makeup. audience for new musical styles. Music halls sprang Bena n mais. up that charged minimal admissions and became 



centers to experience the new music, along with fairs and expo- 
sitions that drew wide crowds to experience the new wonders of 
late nineteenth-century life. Sheet music was equally inexpen- 
sive and widely sold. Ethnic songs were common both to celebrate 
and sometimes to satirize the different new immigrant groups; 
minstrelsy was widely popular; and ragtime—a showy new piano 
style—also swept the nation as a fad in the 1890s-1900s. 

From the late 1800s to the early 1900s, a newly educated class 
of African Americans was struggling with continued racism and 
inequality in America. Various perspectives were brought forth 
to solve these inequities. Among the early and influential African 

American thinkers to tackle this entrenched discrimination were 
Frederick Douglass, an early supporter of education as a means of 

improving the lives of African Americans, and W. E. B. DuBois, 

who became a leading intellectual during the Harlem Renaissance 
of the 1920s. In 1909, DuBois was one of the moving forces behind 

the founding of the National Association for the Advancement of 

Colored People (NAACP), dedicated to gaining equal rights for 

blacks. The writers of the Harlem Renaissance—including poets 
like Langston Hughes and authors like Zora Neale Hurston— 

were attracted to African American folklore, notably blues lyrics 

and music, that they felt could serve as a model for new black art 
forms. 

The Blues 

WHAT ARE THE BLUES? 
When we say we have “the blues,” usually we're referring to being sad or melan- 

choly. And it is true that many blues songs express sad or angry feelings, whether 

related to love affairs gone wrong, bad working conditions, or illness. But not all 

blues songs are sad, and the feeling of being blue is only a part of how we define a 

blues song. 
Exactly when the first blues song was composed or who was the first blues 

musician is unknown, but the blues was an important form of black popular 

music until the 1960s when the blues came to the attention of an international 

audience. Some trace the roots of the blues to earlier Southern African American 
song styles, including work songs, religious songs, and “field hollers.” Workers 

picking tobacco or cotton would “sing” to each other or alone in the fields as a 
means of communication or simply to pass the time. For example, Louisiana-born 

singer-guitarist Lead Belly (Huddie Ledbetter, 1888-1949) recalled the holler 

“Bring Me Little Water, Silvie,” in which the singer called out for a young boy to 

bring him a drink in the hot noontime sun. Lead Belly also recalled the holler 

“Go Down, Old Hannah,” in which the singer begs the sun to set so that his hard 

workday will be over. 

The Different Types of Blues 
The name “the blues” has been applied to a wide variety of musical performances 

beginning in the late nineteenth century through today. To simplify matters, 

Ist Chorus: The Bl 

W. E. B. DuBois, c. 1910. DuBois was 

one of the leading thinkers of the 

period, who proposed that African 

Americans improve their lives 

through education. 

Library of Congress. 
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listening focus 

<)) “Tangle Eye Blues” by Walter “Tangle Eye” 
Jackson (1947) 

Alan Lomax (1915-2002), one of the most important folklorists in American music history, 

recorded songs and interviews that preserve many folk traditions around the world 

including field hollers and the blues. In 1947, while recording prisoners singing a variety 

of songs at the Mississippi State Penitentiary, Parchman Farm, Lomax captured Walter 

“Tangle Eye” Jackson singing a field holler. Lomax dubbed it “Tangle Eye Blues,” and it is 

an excellent example of a holler, a genre that many folklorists believe is closely related 

to African singing. In The Land Where the Blues Began, Lomax describes field hollers, and 

this description fits Jackson's singing of “Tangle Eye Blues” well: 

They have a shape different from the majority of black folk songs, which tend to 

be short-phrased, to conform to a steady beat, and to be performed by groups. 

By contrast, [Mississippi] Delta hollers are usually minory solos, sung recitative- 

style in free rhythms, with long embellished phrases, many long-held notes, lots of 

slides and blue notes, and an emphasis on shifts of vocal color. They are impossible 

to notate and very difficult to sing [p. 273). 

“Tangle Eye Blues” is an example of what Jackson might have sung as he worked alone 

in the fields of the penitentiary. After a long, wordless moan that culminates in a plaintive 

“Oh Lord,” Jackson contemplates his life in a series of stanzas. He first wonders, “Well 

| wonder will | ever get back home? Well it must have been the devil that fooled me here. 

I'm all down and out.” He then claims, “If | ever get back home, I'll never do no wrong.” 

His melancholy vocal recalls with sadness, “Lord | left Mae-Willie and the baby in the 

courthouse crying Daddy please don't go.’ Lord I'll be back home soon.” He concludes 

with regret, “Lord if I’d listened to what my dear old mother said. Well she’s dead and 

gone. What am | gonna do now?” 

A field holler such as “Tangle Eye Blues” helps the worker pass the day, feel less alone 

in their otherwise solitary work, and breaks up the drudgery of work in the fields. The 
relationship between Jackson’s singing and what we will hear in the blues is a close one and 
helps us understand the roots of the blues. 

many writers distinguish between three types of blues that developed in roughly 
chronological order: 

1. Country or folk blues (late nineteenth century—1930s-today) 
2. Classic blues (1920s-1940s) 

3. Urban or electric blues (1940s-today) 

Country blues is typically a solo performer playing guitar and singing. These art- 
ists played the blues anda variety of popular music for entertainment and dancing in 
informal settings. The Mississippi Delta region produced many important country 
blues artists, such as Son House (Eddie James House, Jr.; 1902-1988) and Charlie 
Patton (ca. 1887-1934), though blues artists came from many areas of the South as 



well as the North. Some “country” blues singers, like Blind Blake (of Chicago; Arthur 
Blake, ca. 1896-ca. 1934) and Blind Willie McTell (from Atlanta; William Samuel 
McTier, ca. 1898-1959), spent most of their careers performing in cities. 

Guitarist-vocalist Robert Johnson (1911-1938) carried on and expanded 
the traditions of earlier important Mississippi Delta bluesmen such as Charlie 
Patton and Johnson's mentor, Son House. His music was progressive in nature— 
he was an original artist—and though he didn’t make many records, we are for- 
tunate to have some available to us. In fact, most blues fans have the complete 
collection of his recordings, and popular artists such as Eric Clapton and the 
Rolling Stones speak of the crucial influence of Johnson's recordings on their 
music. Johnson was awarded a posthumous Grammy Lifetime Achievement 
Award in 2006. 

During his short lifetime Johnson was a little-known artist; it was the post- 

humous release of the 1961 Columbia Records LP, King of the Delta Blues, that 

brought him widespread attention. As a youngster he idolized Son House but was 

not a skilled player. He traveled for a year or two and managed to transform him- 
self into an excellent guitarist, at which time he returned to the Delta. The de- 

tails about his life are sketchy and confusing, and myths about his life and music 

abound. Perhaps the most widely spread legend surrounds this quick turnaround 

in his abilities, as Johnson was said to have gone to a crossroads and sold his soul 

to the devil in exchange for his guitar wizardry. 

Johnson was a confident, well-dressed young man who went on to ply his 

trade on the road, living the life of an itinerant musician traveling as far as 

New York and Illinois, performing wherever he could. He played standard blues 

tunes and other popular music of the day, and he also played his own material, 

much of it quite free from any formal restraints or expectations. Johnson was 

evidently a womanizer, and though there are different versions of the story, 

this was apparently his undoing as a jealous husband whose wife Johnson had 

taken up with perhaps poisoned him. Johnson died a relatively obscure blues 

musician at the age of twenty-seven, but today is one of the most revered coun- 

try blues artists. 

From the mid-1930s through the postwar years, many African Americans mi- 

grated north from the South to industrial centers such as Chicago and Detroit. 

Many blues artists also made this journey, with several coming from the Missis- 

sippi Delta area, including Muddy Waters (McKinley Morganfield, c. 1913-1983) 

and Howlin’ Wolf (Chester Arthur Burnett, 1910-1976). They took the country 

blues and modernized it for an urban environment and audience. The music was 

amplified (for example, electric guitar and microphones for vocals and harmon- 

ica), and piano, drums, and bass were added. As the blues began to be performed 

by groups, as opposed to the solo country blues performers, the form became more 

standardized to allow bands to play together effectively. This format is called the 

12-bar blues. 
The 12-bar form, at its most basic, is divided into three 4-measure phrases 

with the lyrics (or melody) repeating for the first two phrases and a third phrase 

that responds, creating a compact AAB form. The chord progression is also quite 

standardized, consisting of the I (first phrase), IV (second phrase), and V back to I 

(third phrase) chords of a major or minor key. Along with a standardized form, the 

blues sound is characterized by what are referred to as blue notes: the third and 

fifth notes of a given scale or chord are slightly flattened to give a bluesy effect. 

Performers of the classic blues and the urban blues most closely follow the 12-bar 

blues form, and it is also the standard form used in jazz. In fact, the ability to 

Ist Chorus: The Blue: 
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listening focus 

<)) “Preachin’ Blues (Up Jumped the Devil)” (1936) 
by Robert Johnson 

a INSTRUMENTATION: Guitar, vocal: Robert Johnson. 

deh gata While able to survive as a performer, Johnson had not managed to become a recording 

artist until 1936. He was recorded in Texas on two occasions, cutting sixteen tunes in 

1936 and thirteen more in 1937—both in makeshift studios. Eleven songs were released 

as 78-rpm records at the time, and one song, “Terraplane Blues,” was a minor hit. My 

favorite, however, has always been “Preachin’ Blues (Up Jumped the Devil].” 

The unusually fast tempo and almost manic energy of “Preachin’ Blues” show the blues 

as a dance music capable of getting a party going. While the lyrics hold somewhat to the 

traditional format of two repeated lyric phrases followed by a response, the tune itself 

largely stays on one basic tonality as opposed to using the standard |-IV-V blues chord 

progression. Like many blues guitar players, Johnson at times placed a metal or glass 

slide on one of the fingers of his left hand. This allows a player to create a vocal-like sound 

on the strings, and we hear that technique throughout this remarkable recording. 

The song begins with a typical slow country blues introduction but the tune quickly takes 

off at a fierce tempo. Johnson manages to make his solo guitar sound like an entire band 

with implied bass notes, a percussive back beat, and a slide guitar lead line that interacts 

and supports his vocal. While some blues tunes have set lyrics that get varied by different 

artists, many, as is true for “Preachin’ Blues,” are more like collections of standard blues 

lyric phrases put together often on the spot. Notice that there is essentially no reference 

to preaching, and the devil is never mentioned. He begins, “Was up this morning, ah, 

blues walking like a man. Worried blues, give me your right hand.” The only reference 

to preaching comes as he sings, ‘The blues is a low-down shaking chill, yes, preach ‘em 

now, 1s a low-down shaking chill.” Toward the end he sings, “The blues is a low-down 

aching heart disease, like consumption, killing me by degrees.” The blues world wonders 

what might have come of his talent had Johnson not died so young. 

play the blues effectively is generally thought crucial to being a serious profes- 
sional jazz artist, and blue notes are a part of nearly all jazz musicians’ vocabulary. 
Earlier country blues musicians were looser in their playing, often stretching the 
form in creative ways and sometimes ignoring it entirely. 

Listening to Muddy Waters and his music helps us to see the evolution of 
country blues to urban blues and a more standardized approach to the blues. 
Muddy Waters was raised by his grandmother on the Stovall plantation near 
Clarksdale in the Mississippi Delta. He became a tractor driver for the planta- 
tion and supplemented his income by turning his cabin on the plantation into 
a “juke house’—an informal nightspot—on the weekends, selling moonshine 
whiskey that he made, and playing guitar on his own and with others. Alan 
Lomax, along with folklorist John Work, recorded Waters for the Library of 
Congress in 1941 and 1942. While these recordings show Waters’s Delta blues 



style, in Escaping the Delta: Robert Johnson and the Invention of the 
Blues, Elijah Wald points out that Waters told Lomax that he also 
played a wide variety of popular music. 

In 1943, Waters followed the path of thousands of African 
Americans in the South and settled in Chicago. He bought an electric 
guitar—essentially out of necessity so he could be heard in the noisy 
nightclubs where he was performing—and slowly began to build 
his musical career. By 1954 Waters had assembled a band of stellar 
blues musicians that helped set the standard for Chicago blues. In 

Deep Blues: A Musical and Cultural History, from the Mississippi Delta to 

Chicago's South Side to the World, Robert Palmer writes about Waters’s 
group at this time: 

Muddy and his associates can’t claim to have invented electric blues, 

but they were the first important electric band, the first to use am- 

plification to make their ensemble music rawer, more ferocious, more 

physical, instead of simply making it a little louder. And they spear- 

headed the transformation of Delta blues from a regional folk music 

into a truly popular music that developed first a large black following, 
then a European white following, and finally a worldwide following of 

immense proportions (p. 16). 

Waters eventually became an international star, won six Grammy 

Awards, and is in the Rock & Roll Hall of Fame. He performed and 

recorded regularly with his own groups as well as with many of the 

later players who were inspired by him, including many of the the white blues 

stars such as Eric Clapton. Johnny Winter, Michael Bloomfield, and Paul Better- 

field, and the Rolling Stones named their group after one of Waters’s recordings. 

Waters, Howlin’ Wolf, harmonica player Little Walter, guitarist-vocalist Buddy 

Guy, and many others transformed the country blues into a vibrant urban style 

and helped establish Chicago as the center of blues activity. 

While the music of artists like Muddy Waters and Howlin’ Wolf has a gritty 

edge to it that reflects their country blues roots, guitarist-vocalist B. B. King took 

the urban blues—along with other artists such as vocalist Bobby “Blue” Bland and 

guitarist-vocalists T-Bone Walker, Albert Collins, Albert King, and Freddie King 

among others—to perhaps its most polished level. 

Born ona cotton plantation in Mississippi, B. B. King (Riley B. King, 1925-2015) 

sang in gospel quartets and played around the Mississippi Delta as a young man. 

After moving to Memphis, Tennessee, an important blues center of the South, he 

hosted a radio show during which he featured the jump blues of Louis Jordan (see 

Chapter 9, 3rd Chorus), and slick blues and R&B of such guitarist-vocalists as Lowell 

Fulsom and T-Bone Walker. King’s earliest work as a bandleader included musicians 

who went on to be important jazz players—including saxophonists Hank Crawford 

and George Coleman and pianist Phineas Newborn—and his perfomance repertoire 

included contemporary R&B hits. In fact, the line between urban blues and R&B 

in this era was fuzzy to the point of being almost nonexistent, and King himself 

referred to his music as “rhythm and blues.” 

King’s 1951 No. 1 hit on the R&B charts, “Three O’Clock Blues,” was also a hit 

for Lowell Fulsom, one of King’s idols. The song sent him on his way to the top of 

the blues world, earning him the title “King of the Blues.” He eventually earned 

Ist Chorus: The Blue Ei 

Muddy Waters, performing at the 

Capital Jazz festival in 1979. 
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“I’m Your Hoochie Coochie Man” (1954) 
by Muddy Waters Blues Band 

INSTRUMENTATION: Guitar and vocal: Muddy Waters; 2nd Guitar: Jimmy Rogers; Harmonica: Little 

Walter; Piano: Otis Spann; Bass: Willie Dixon; Drums: Elgin Evans. 

Muddy Waters’s “I'm a Hoochie Coochie Man” is a classic recording of a Chicago blues 

composition by bassist Willie Dixon, a prolific blues song writer and producer. Waters’s 

band during this period consisted of some of the top Chicago blues players, making 

this an excellent representation of Chicago blues played by a tight, tough, working band. 

The title and lyrics can be interpreted a number of ways, but “hoochie coochie” can refer 

to a dance, a shaman, or a sexually attractive person. 

After a two-bar introduction, this slow blues consists of three choruses of 16-bar 

blues (0:08, 1:00, 1:54), as opposed to the normal twelve bars. This song is immediately 

recognizable, as the first part of the form has eight bars of dramatic stop-time breaks. 

The whole band plays a strong figure, and Waters sings his vocal during the breaks. The 

extended section on the | chord (the tonic)—from 4 to 8 bars—and stop-time builds tension, 

and when the band finally hits the IV (the subdominant) chord at the ninth bar, the strong 

Ne feel by the rhythm section relases the tension effectively. 

We'll hear horn players playing fills throughout the history of jazz, but with the blues this 

role is often performed by a harmonica player; here it is played by Little Walter (Marion 

Walter Jacobs, 1930-1968}, the most influential Chicago harmonica player and a solo 

artist as well. In urban blues, the harmonica players hold the harmonica directly against 

the microphone to create a heavily distorted sound that is characteristic of the style. 

Pianist Otis Spann and second guitarist Jimmy Rogers also play fills throughout, creating 

an intense polyphony throughout this important recording. 

fifteen Grammy Awards—including for his crossover hit “The Thrill Is Gone”’— 
and his distinctive guitar and singing styles reigned supreme in the blues world 
until his death. King and his band, at times with as many as thirteen side musi- 
cians, were on the road constantly—playing as many as 342 days a year, an almost 
superhuman accomplishment. Their playing was sophisticated, with jazzy horn 
arrangements and a rhythm section that had a powerful and umatched groove. 
A little known or appreciated fact is that while most blues artists generally play 
tunes in the same key every performance, King changed the keys he sang and 
played in depending on how he felt on a given night. This was not announced to 
the side musicians, leaving them to quickly adjust their complicated arrangements 
to anew key. As is true for many battle-hardened musicians, he also was not above 
testing horn players, abilities by challenging them to play in difficult keys for their 
instruments as he did with this author in the early 1980s. 

King established a nightclub, B. B. King’s, in Memphis and later opened nu- 
merous others, including on 42nd Street in New York City. King was also a spokes- 
person for diabetes awareness and prison reform. The latter is highlighted by his 
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“Every Day | Have the Blues” (1964) by | a 
B. B. King and His Orchestra 

INSTRUMENTATION: Guitar, vocal: B. B. King; Piano: Duke Jethro; Bass: Leo Lauchie; Drums: Sonny 

Freeman; Tenor Saxophones: Bobby Forte and Johnny Board. — 

Recorded live at the Regal Theater, an important theater for black artists and audiences. 

located on the South Side of Chicago, B. B. King’s Live at the Regal album lets us be a part 

of a live blues show with King and his road-tested band. Along with the terrific music, we 

get to hear and feel the blues as a popular contemporary black music played for adoring 

and vocal fans. 

His theme song, “Every Day | Have the Blues,” is an old standard blues tune later re- 

worked by pianist Memphis Slim. It’s been played by countless artists, including blues 

and jazz vocalist Joe Williams with the Count Basie Orchestra [see Chapter 6, 3rd 

Chorus). 

After the emcee’s introduction, King’s band hits the kind of shuffle that only great blues 

bands can play (0:10). For the first chorus, the saxophones’ jazzy horn lines lead the way, 

the bass walks, and the drummer smacks his snare drum off the beat. King enters over 

this groove with a guitar solo for the second chorus with his characteristically round and 

rich tone (0:28). King’s vocal follows for two choruses (0:45, 1:02) as the band continues to 

groove and the horns play background riffs. King comes back in with a guitar solo (1:20), 

and for his second chorus (1:37) he changes tone to a brighter sound for variety via a 

switch on the body of his guitar. His vocal comes back for two more choruses (1:54, 2:12) 

and hits by the band raise the energy level as they take the tune out. After this exciting 

opening number, King introduces the second tune over a slow blues (2:38) and we get to 

hear his close relationship with the audience. 

1971 album Live at Cook County Jail. It was recorded in a Chicago prison at a par- 

ticularly turbulent time in the prison reform movement that included the slaying 

of prison activist George Jackson in San Quentin Prison and the Attica Prison 

uprising that resulted in the death of thirty-three inmates and ten correctional 

officers. 

Although blues continues to be an important element in jazz, the connec- 

tion was strongest during jazz’s early years. This is apparent in the recordings of 

the “classic” blues singers, as they were often accompanied by jazz performers. 

The classic blues singers adapted country blues for performing on stage. They 

were professional performers who toured with tent shows and on the black 

vaudeville circuit. The classic blues singers were typically women. Bessie Smith <))) 

(1894-1937), Gertrude “Ma” Rainey (1886-1939), and Mamie Smith (1883- Nez ecatetnaney leon 

1946) brought a female aesthetic and emotional point of view that broadened ciseisess Be Ger) Ese 

the issues expressed in the blues. One example is Bessie Smith’s “Back Water 

Blues,” on which she is accompanied by stride pianist and composer James 

P. Johnson (1894-1955; see Chapter 5). We will see many other connections 



Bessie Smith in the 1920s. Notice 

her elaborate dress and jewelry; 

Smith's stage outfits rivaled the 

costumes of today’s biggest pop 

stars. 

© Everett Collection Historical/Alamy. 
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between jazz and blues throughout this book: the 

blues was central to the Kansas City sound in the 

1920s and 1930s (see Chapter 6), saxophonist- 

vocalist Louis Jordan effectively combined the 

blues and swing in the 1940s (see Chapter 9, 3rd 

Chorus), and the blues was central to soul jazz of 

the 1950s and 1960s (see Chapter 12, 1st Chorus). 

Bessie Smith 
With the smashing success of the 1920 release 

of Mamie Smith’s “Crazy Blues,” the recording 

industry realized the potential in the commer- 

cial marketplace for the blues. Record companies 

began to produce so-called race records, record- 

ings directed to the African American market, and 

the female “classic blues” singers were among the 

biggest stars at this time. Bessie Smith, known at 

the height of her popularity as “The Empress of the 

Blues,” was among the top classic blues singers of 

the 1920s. Although a blues singer, her work—as is 

true with classic blues singers in general, at least 

partially because they were generally accompa- 

nied by jazz musicians—is also closely associated 

with jazz; and she was quite influential in the de- 

velopment of jazz singing. Smith’s terrific vocal 

technique, her powerful and clear voice, and her 

emotional intensity combine to create dramatic 

and compelling performances. 

Smith grew up in poverty, partially the result of 

the early death of her parents. She began her career 

singing in the streets of her hometown, Chatta- 

nooga, Tennessee, by busking (performing for tips), 

eventually moving on to her first professional job in a touring troupe. Ma Rainey, 
known as “The Mother of the Blues,” was also in the group. Rainey was an early 
blues artist who helped to take the male-oriented country blues style and develop 
it into the more female-centric classic blues genre, though the influences between 

the styles were mutual. 

Bessie Smith, having gradually made her way up the professional ladder, 
was signed by Columbia Records in 1923 and immediately had a hit with 
“Downhearted Blues,” accompanied by pianist Clarence Williams (1893-1965). 
Eventually 2 million copies were sold, numerous other vocalists and groups 
performed the song, and it is considered to have influenced both jazz and rock 
music. Vocalist Alberta Hunter (1895-1984) and pianist-composer-arranger 
Lovie Austin (see Chapter 4, 3rd Chorus) composed the song. 

Bessie Smith’s career skyrocketed, and she became the highest-paid African 
American performer during this period. She went on to work with pianist- 
bandleader Fletcher Henderson (see Chapter 5, 1st Chorus). As was true for many 
artists, the Depression derailed Smith’s career; but she continued performing and 
recording into the early 1930s. Smith died from injuries sustained in a car crash in 
1937, traveling late at night after performing at a small club. Her death is a tragic 



Ist Chorus: The Blues 375 

“Back Water Blues” (1927) by Bessie 
Smith (vocal) with James P. Johnson (piano) 

“Back Water Blues” consists of seven 12-bar blues choruses. Unlike popular songs, there 

is no contrasting melody (called a “bridge”) or verse; the entire song consists of the same 

12-bar melody repeated over and over. 

Smith’s powerful voice is intense, clear, and piercing, yet full and round. Smith's. 

intonation is excellent, and she expressively slides in and out of nearly all of her notes. 

Other than that, her delivery is quite straightforward with little embellishment. James 

P. Johnson (1894-1955), as was true of all the stride pianists, had remarkable technique. 

Although he is playing in a blues style in his accompaniment here, Johnson is known 

as one of the founding fathers of stride piano (see Chapter 5). Johnson’s left hand plays 

bass notes that outline a blues chord progression, while his right hand plays chords in 

various ways and melodically fills in the spaces between Smith’s vocal lines. While the 

tune itself has little variation (this is often true with the blues), Johnson makes subtle but 

important changes in his accompaniment to keep things interesting by providing contrast. 

Choruses 1, 2, and 3 (0:05, 0:33, 1:01) all have the same rolling left-hand accompaniment. 

Chorus 4 (1:29) maintains the same rolling rhythm but employs more pitches. Choruses 5 

and 6 and the final chorus 7 (1:55, 2:23, 2:50) create a sharper contrast and use a stiffer, 

march-like accompaniment with bass notes on each beat instead of the rolling feel of the 

previous choruses. 

“Back Water Blues” is said to be inspired by an actual flood that took place in Nashville, 

Tennessee, in 1926 that foreshadowed floods in the Mississippi Delta that occurred over 

the next years, inspiring more songs. The lyrics give a straightforward account of the 

events as they affected ordinary people. Smith tells the story of a flooding river that 

chased her out of her home, comparing her individual plight with those of thousands more 

who suffered in its aftermath. Subjects that describe real-life hardships such as these 

are perhaps the most common for the blues. 

listening focus 

X)))) 

We 

Interactive Listening 
Guide 

occurrence that is all too common for musicians as they have frequently relied 

upon touring for their livelihood. 

Gender in the Blues 
The classic blues singers brought an important and distinct female perspective 

to the genre. In Blues Legacies and Black Feminism, Angela Y. Davis speaks to the 

power of the classic blues singers and their ability to express important issues not 

only surrounding working-class black womanhood, but the black American ex- 

perience in general during this period: 

The lyrics of women's blues, as interpreted in the recorded performances 

of the classic blues singers, explore frustrations associated with love and 
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sexuality and emphasize the simultaneously individual and collective nature 

of personal relationships. . . . There is also a significant number of women’s 

blues songs on work, jail, prostitution, natural disasters, and other issues 

that, when taken together, constitute a patchwork history of black Amer- 

icans during the decades following emancipation. Most often such themes 

are intertwined with themes of love and sexuality. . . . In this sense, [Smith] 

further developed the legacy of Gertrude Rainey, whose socially oriented 

music constituted an aesthetically mediated community-building and as- 

sisted in developing a specifically African American social consciousness 

(91-92). 

In contrast to classic blues, country blues and urban blues have tradition- 

ally been male-dominated, though blues singers Koko Taylor (1928-2009) and 

Shemekia Copeland (b. 1979)—the daughter of the Texas blues artist Johnny 

Copeland—are notable exceptions. 

We can see Bessie Smith in her only film appearance in the short film, St. Louis 

Blues, in which she performed the famous W. C. Handy song of the film’s title. 

While we're fortunate to have it, this film is also an example of stereotypes of 

African Americans, portraying her as down and out, drowning her sorrows with 

alcohol as she lay on the floor of her room and at a bar as she mourns the loss of 

“her man.” Looking beyond that, Smith’s singing is outstanding, and the band, in- 
cluding James P. Johnson on piano again, is first rate, as is the Hall Johnson choir 

who are portrayed as customers sitting at tables in the bar as they accompany 

Smith’s vocal. This is an important film and should be seen. 

AROS Ragtime 

WHAT IS RAGTIME? 
Ragtime is a musical style from the late 1800s that adopted the traditional 

multi-part form of marches of the nineteenth century. Like the blues, rag- 
time is a predecessor to jazz; but the lines of influence from ragtime to jazz 

are much clearer than those between the blues and jazz. Originally ragtime 
evolved as an African American dance music, but the style eventually became 
extremely popular with the general public during the first decade of the twen- 
tieth century. 

The best ragtime compositions consist of a series of attractive and catchy mel- 
odies that are heavily syncopated (rhythms that accent traditionally weak beats 
of a measure). This type of syncopated playing is sometimes called “ragging,” 
hence the name “ragtime,” and is a key feature of the style. Primarily these are 
compositions for solo piano, with the pianist essentially imitating an entire band. 
The left hand plays the role of the bass by playing bass notes on beats 1 and 3 
while playing the chords on beats 2 and 4. The right hand plays the melodies and 
fills in with chords. Rags can also be played on guitar and are written for larger 
ensembles as well. 

Ragtime works began to be published as sheet music in 1897 and became ex- 
tremely popular. Scott Joplin’s “Maple Leaf Rag” (composed in 1897, published 
in 1899) is said to have sold over 1 million copies, making it the first major “hit” 

for an African American composer in this style. Its popularity coincided with the 
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“Maple Leaf Rag” (1970) by Joshua Rifkin 
(piano), composed by Scott Joplin (1899) 

“Maple Leaf Rag” is written ina typical, multi-part form for the classic rag style: AA (0:00) 

BB (0:43) A (1:25) CC (1:47) DD (2:34). Each phrase is 16 measures, divided into 8- measure 

phrases, which in turn can be divided into 4-measure phrases. 

This multi-part format reveals two of the most important elements of jazz composition: 

repetition and contrast. Without repetition, we tend to get lost and not understand how 

various parts of a song are related; and without contrast, we get bored. Consequently, 

these elements are crucial to the success of a piece, as is the balance between the two. 

The most obvious repetition is that each section (A, B, C, and D) repeats twice. The A 

section also comes back after B, and the familiar melody makes us comfortable as we 

understand where we are in the song. It is similar to another typical form that exists 

within many types of American pop music, verse-chorus, which alternates between 

two sections allowing us to always know what to expect as well as to hear something 

familiar—the repetition of the chorus—and something different—such as the contrast 

between the verse and chorus. 

While ragtime’s popularity faded around 1918, it has endured as a style and has continued 

to be regularly revived and brought to the public’s attention, perhaps most notably in the 

early 1970s with this Joshua Rifkin recording. It was released in 1970 and sold over one 
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accessibility of more affordable pianos as well as the mechanical player piano that 

enabled nonmusicians to hear music played at home. 

Scott Joplin (ca. 1867-1917) was the best-known ragtime composer. Born in 

Texarkana, Texas, Joplin was raised in a musical family. By the time he was a teen- 

ager, he was already playing piano professionally. After moving to St. Louis in the 

1880s, he was making his living with a variety of piano-playing jobs as well as 

beginning to arrange for ensembles. He also led his own band, in which he played 

cornet. In the 1890s, he moved to Sedalia, Missouri, a state that was a hotbed for 

ragtime. 

Joplin was a serious and ambitious composer. While he is most known for his 

ragtime compositions, he also wrote, among other works, two operas and a ballet. 

Consequently, Joplin’s ragtime works, while easily appealing and catchy, are also 

compositionally rigorous and thoughtful. A version of his 1902 rag “The Enter- 

tainer,” used on the soundtrack for the movie The Sting (1973), was number three 

on the Billboard pop chart. 

Joplin had tremendous success with “Maple Leaf Rag,” but he never again 

attained that degree of commercial accomplishment. Beyond just the desire for 

commercial success, Joplin was musically ambitious and moved to New York 

City to market his more “serious” work, spending much of his later life attempt- 

ing to get his opera Treemonisha (completed in 1910) produced. It was never 
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performed in its entirety during his lifetime, and 

the complete work was not produced until 1972. 

The relationship of jazz to ragtime is difficult 

to exactly pinpoint, but the style was certainly in- 

fluential on jazz and its development. The line be- 

tween the two is at times clear and at times fuzzy. 

i 369 th U.S. INFANTRY . ELL FIG 4T D Comparing “Maple Leaf Rag” and Ferdinand 

“Jelly Roll” Morton’s “King Porter Stomp” (which 

we hear in Chapter 3, 3rd Chorus) gives you an 

excellent picture of the difference between a clas- 

sic ragtime piece and a ragtime-like piece that is 

more associated with jazz. The jazz band instru- 

mentation and the rhythmic feel and improvi- 

satory nature of Morton’s composition is quite 

different from the more formal style associated 

with ragtime piano works like “Maple Leaf Rag.” 
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Sheet music cover for “Good Night 

Angeline” by James Reese Europe. 

Note how the cover makes a clear 

connection to Europe's service in 

World War | and the famous Hell 

Fighters regiment. 

BenCar Archive. 

Da Vines ae rckaas aes a of popular tunes had inspired the beginnings of a 
new style. Orchestras such as James Reese Europe’s 

played a large role in the transition from “ragging” 

to what would become jazz. Both musicians and au- 

diences drove this shift: The musicians embraced the new swinging music, as did 
the dancing and partying audiences. 

James Reese Europe 
James Reese Europe (1880-1919) was an early twentieth-century bandleader 
with ties to classical and popular music, as well as ragtime and jazz. Europe’s 
early band was not truly a jazz ensemble, but it featured elements that would 
be developed further over the next decade that would lead to the formation of 
the mature jazz band, particularly the loose rhythmic “ragging” that typifies 
early jazz. 

Europe was born in Mobile, Alabama, 15 years after the end of the Civil 
War. His family was extremely musical, and along with his musical aptitude 
Europe displayed leadership qualities and a knack for organization at a youn 
age. Eventually moving to New York City, Europe began to build a career 
first as a performer and then as a successful composer and bandleader-music 
director in black musical theater. Europe took his position as a prominent and 
successful African American musician seriously and in 1910 spearheaded the 
formation of the Clef Club, along with composer-violinist Will Marion Cook 
as a support network that functioned as both a union and a booking ager 
for black musicians in New York City. At the time, the New York musical scene 
was totally segregated and it was difficult for wealthy whites—who wanted to 



hire black musicians to play for dances and parties—to locate these musicians. 
The Clef Club was designed to answer this need, and soon it became the largest 
employer of black musicians in the city. The Clef Club Orchestra was also 
formed under Europe’s leadership and became the first orchestra to perform 
jazz-related music in Carnegie Hall in 1912. In fact, the orchestra featured only 
works by black composers. This 1912 concert was a huge and musically success- 
ful event. The success of this orchestra and the excitement it generated created 
excellent new opportunities for its musicians and for New York City’s black mu- 
sicians in general. Europe’s band introduced to a wider audience a new swinging 
sound that crossed the stylistic borders of marches, popular, classical, ragtime, 
jazz, and society-style music, all with skill and swing. 

Among the composers whose works were performed by Europe’s band was 

W. C. Handy (1873-1958). Handy was an influential African American songwriter 

and composer. At times he is referred to as the “Father of the Blues.” While the 

title is certainly an exaggerated one, he is generally credited with popularizing the 

blues and bringing it to the attention of the general public. His interest in music 

began early, and he learned to play multiple instruments, becoming especially pro- 

ficient on the cornet and trumpet. He went on to become a traveling performer, 

bandleader, and arranger for numerous types of groups 

such as brass bands, minstrel shows, and a vocal quartet. 

Handy came into contact with the blues while lead- 

ing his band in a performance in Clarksdale, Mississippi, 

a hotbed of the Delta blues style (see this chapter, 1st 

Chorus). He was impressed by the music itself as well as 

by its ability to appeal to a broad audience that crossed 

racial boundaries. Handy had experience in a wide variety 

of styles such as marches, popular music, Tin Pan Alley 

tunes, African American folk traditions, and ragtime, 

and brought all of these influences into the blues that he 

composed. He published “Memphis Blues” in 1912, and it 

became a hit. The piece, along with Europe’s recording of 

it, brings together a swinging, bluesy style with elements 

of both ragtime and European concert music. After creat- 

ing his own music publishing business, Handy composed 

numerous popular works including many blues songs that 

became standards in the classic blues genre, including “St. 

Louis Blues,” “Yellow Dog Blues,” and “Beale Street Blues.” 

He moved to New York City, broadened his scope as a 

composer and publisher, and recorded with his own band. 

Handy has been memorialized in film, in an autobiogra- 

phy, and on a U.S. postage stamp. 

Europe also established an important partnership 

with dancers Vernon and Irene Castle. The Castles were 

leading performers of social dances, including the tango, 

creating a dance craze in the decade before World War I. 

After dancing to Europe’s orchestra at a private affair, 

they hired him as their bandleader, a bold move for these white performers at 

this time. Europe also took credit for introducing the Castles to several African 

American dance forms, including the foxtrot, which soon became hugely popu- 

lar among white dancers. Europe’s band was signed to Victor Records thanks to 
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read all about it 

“A Negro Explains Jazz” 

Walser, Keeping Time, Chapter 5 

An extensive interview with the 
bandleader on his return home from 

fighting in France conducted by a 

New York City reporter in 1919. 

W. C. Handy, ca. 1900, shown in 

his band uniform holding a cornet 

(note its smaller size in relation to 

a trumpet). Handy had success as 
a bandleader before turning his 

attention to composing. 

© Pictorial Press.Ltd./Alamy. 
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listening focus 

))) “Memphis Blues” by Lieutenant Jim Europe's 
369th U.S. Infantry (“Hellfighters”) Band (1919), 
composed by W. C. Handy (1912) 

This is a jaunty arrangement and performance by James Reese Europe's BOI al. Se 

Infantry Regiment “Hellfighters” Band of W. C. Handy’s first blues hit. “Memphis Blues” 

is a multi-part composition that combines the 12-bar blues with a ragtime format and 

feel, effectively uniting two important musical forms that influenced and intersected with 

early jazz. 

Europe's group was known for bringing an African American rhythmic sensibility to rags, 

the blues, and popular tunes. Presenting this style of playing to the general public helped 

to propel American music into the twentieth century. It played a swinging style that 

had been part of the African American experience for some time, and these musicians 

had already been playing it regularly in clubs and cabarets, as well as theaters and other 

venues. 

The 16-measure trio, which is played twice (0:37, 0:54), has acharacteristically syncopated 

ragtime feel. It picks up in intensity, and notice that as the tune goes along it speeds up. In 

fact, by the second A, it is already faster than when it started. Speeding up is generally a 

natural tendency over the course of a song, but here this happens quite quickly. The band 

sounds like it is getting more and more excited, and the playing becomes continually more 

animated and raucous. 

its association with the Castles to create recordings that dancers could use to 
practice these new steps at home. 

Europe also held an important position in the 369th Infantry of the U.S. 
Army, an all-black regiment known as the “Hellfighters” because of their valor 
in battle. Because of segregation within the U.S. Army, the unit was assigned 
to the 16th Division of the French Army during World War I. Not only was 
Europe the bandmaster for the regiment, but he also was an officer of a machine 
gun company, becoming the first African American officer to lead men in battle 
during the war. Europe and the black troops made a triumphant return to New 
York City in 1919, complete with a parade that took them up Fifth Avenue to 
Harlem. Their success was a source of considerable pride to the black commu- 
nity, who hoped that their contributions during the war would lead to less seg- 
regation and prejudice at home. This did not happen, inspiring unrest in many 
black communities and race riots in major cities. 

Sadly, Europe was stabbed and killed by a jealous musician during a concert 
tour following the band’s return in 1919. Europe’s legacy included several musi- 
cians whose careers he helped establish, including singer-lyricist Noble Sissle and 
ragtime pianist-composer Eubie Blake. Sissle and Blake scored the first all-black 
Broadway musical, Shuffle Along, in 1923. 
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What Was Life Like for African Americans after the Civil War? 
© ‘The Civil War put an end to slavery, and in 1866 the Civil Rights Act gave 

African Americans citizenship and equal rights with whites. 
© The 1896 Supreme Court decision known as Plessy v. Ferguson legalized 

“separate-but-equal” facilities for blacks and whites. 
© Pre-Civil War African American music focused on work songs, field hollers, 

spirituals, and dance music. With the move to urban areas new musical styles 
arose such as the blues. 

© White minstrel performances in blackface began in the 1840s. By the 1870s 
African Americans were performing for white audiences, but only within the 
stereotyped minstrel style. 

© Beginning around 1870, a major influx of new immigrant groups led to new 

hybrid musical forms incorporating African American, African, European, 
and Spanish-Caribbean elements. 

© From the late 1800s to the early 1900s, a newly educated class of African 

Americans was struggling with racism and inequality. Among the early and 

influential African American thinkers to tackle this entrenched discrimina- 

tion were Frederick Douglass and W. E. B. DuBois, who became a leading in- 

tellectual during the Harlem Renaissance of the 1920s. 

What Are the Blues? 

© The name “the blues” has been applied to a wide variety of musical perfor- 

mances beginning in the late nineteenth century and continuing in the 

present. 

© Three types of blues developed in roughly chronological order: (1) country or 

folk blues (late nineteenth century through the 1930s to today); (2) “classic” 

blues (1920s-1940s); and (3) urban or electric blues (post-World War II to 

today). 

© The most common form is the 12-bar blues. 
© Bessie Smith was one of the greatest of the classic blues singers, who was often 

accompanied on record by jazz musicians, including pianist James P. Johnson 

and trumpeter Louis Armstrong. 

What Is Ragtime? 
© Ragtime is a musical style from the late 1800s that adopted the traditional 

multistrain form of marches of the nineteenth century. 

© It is noted for its syncopated rhythms. 

© Scott Joplin was among the first and most important composers of “classic” 

rags. 

How Did Ragtime Influence the Birth of Jazz? 
© Bandleaders like James Reese Europe began incorporating syncopation into 

their playing, “ragging” popular tunes and marches. 
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P 
Study Flashcards 

Pf 

Self-Study Quizzes 

Talkin’ Jazz (Key Terms) 

blue note “ragging” [a melody] 12-bar blues 

blues ragtime urban or electric blues 

classic blues syncopated rhythms/ 

country or folk blues syncopation 

Key People 

Bessie Smith Scott Joplin W. C. Handy 

James P. Johnson James Reese Europe 

Think About This (For Further Discussion and Study) | 
1. What are the primary differences between the various styles of the blues? 

Listen to an example of all three types, and describe the various instrumen- 
tations and approaches. 

2. Discuss the importance of self-expression, as well as ways that you have found 
effective for expressing yourself. Can you relate your approaches to the blues 
in any way? 

3. What are the various components of the ragtime piano style? How does the 
pianist simulate an entire band? 

4. Experiment with syncopation, an important element of ragtime and jazz, by 
having one part of the class clap on all four beats of a bar while the other part 
claps on the offbeats in between their classmates’ claps. 

5. Discuss the relationship between ragtime and early jazz by comparing “Maple 
Leaf Rag” and Jelly Roll Morton’s “King Porter Stomp” (which we will hear in 
Chapter 3, 3rd Chorus). 
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NEW ORLEANS 
JAZZ: 1880s-1920 

New Orleans: The Birthplace of Jazz 

HOW DID THE MIXTURE OF DIFFERENT 
ETHNIC GROUPS IN NEW ORLEANS 
INFLUENCE THE DEVELOPMENT OF JAZZ? 

The roots of New Orleans jazz are complex. Almost since the first jazz was per- 

formed, there have been conflicting accounts and theories about how the music 

began. Most everyone agrees, however, that jazz originated in New Orleans, 

with its African, French, and Spanish colonial heritage and its racially mixed 

and incredibly culturally diverse environment, including African American, 

European American, Spanish-Caribbean, and Creole influences, among others. 

The term Creole is used in many ways, but originally was applied to a 

Louisianan with French ancestry. Creoles of color is a broad term used to de- 

scribe those of mixed race, as long as white American lineage was not part 

of their heritage. By the early nineteenth century, as a result of a revolution 

in what then became known as Haiti, 50 percent of the population of New 

Orleans was Creole of color with Haitian ancestry. As a result of the various 

cultural and racial backgrounds in New Orleans, in some ways racial lines 

were fuzzy, creating a potent environment for the mixing of musical cultures. 

New Orleans in the late nineteenth century was also unique in that as 

part of its international flavor it had a distinctly African identity. Along with 

this, there was a large free black population and white dominance was not 

assumed. As a result, New Orleans had an empowered, sophisticated, and 

outspoken black populace. The development of black labor unions and their 

activism is but one example of this, and these unions were at times involved 

in interracial activism. In addition, beyond the fact that interracial marriage 

was prohibited, freed slaves had equal rights, including the right to vote, and 

schools were racially mixed. 
In New Orleans Style and the Writing of American Jazz History, jazz histo- 

rian Bruce Boyd Raeburn points out the importance of this heritage and its 

impact on New Orleans jazz: 

Ethnic and racial diversity within working-class neighborhoods stimu- 

lated vernacular cultural development in the Crescent City. The prevalence 

© Pictorial Press Ltd./Alamy. 

In this chapter, we'll 
answer these questions: 

© How did the mixture of 
different ethnic groups in 
New Orleans influence the 
development of jazz? 

© Who were some of the key 
early New Orleans jazz 
musicians? 

© Why was Jelly Roll Morton a 
key figure in the development 
of jazz? 

© What was the influence of 
“King” Oliver on early jazz 
music and its performers? 

© Why is Sidney Bechet 
considered the first virtuosic 

soloist in jazz? 

© Why is Louis Armstrong among 
the most influential musicians 

in the history of jazz? 
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Buddy Bolden (standing, second from 

left) with his jazz band. This is the 

only known picture [taken sometime 

before 1895) of Bolden. Band members 
in the photo include valve trombonist 

Willie Cornish (standing, third left) and 

clarinetist Frank Lewis (seated). 

© Lebrecht Music & Arts. 

of music in the streets via marching bands, wagon advertisements, and spasm 

bands meant that musical innovations coming out of the African American 

community were available to everyone within earshot, regardless of the stric- 

tures of segregation that sought to keep whites free from black cultural pene- 

tration. Tremé, the French Quarter, the Seventh Ward, Central City, the Irish 

Channel, and Algiers were “cultural wetlands” characterized by “crazy quilt” 

demographic configurations that predated implementation of segregation in 

the 1890s, interspersing Creoles, Latinos, Jews, blacks, and whites side by side 

within blocks (p. 8). 

As Raeburn notes, New Orleans changed dramatically in the 1890s. The sys- 

temic racism of Jim Crow laws, including segregation, destroyed the notion of 

equality, and economic conditions deteriorated drastically for African Americans. 

Still, music was everywhere in New Orleans, and because of its importance as a 

port city, music from around the world was represented. All New Orleans mu- 

sicians were exposed to a wide variety of musical styles, such as popular tunes, 

marches, rags, light opera, hymns and spirituals, and brass band music. Incor- 

porating these influences, a style of playing came out of the black community. 

This music was performed in formal and informal settings such as dance halls, 

cabarets, speakeasies, houses of prostitution, picnics, and parades. The style hada 

unique and syncopated rhythmic approach that allowed for expressive embellish- 

ment of melodies that made the music new, exciting, and, perhaps most impor- 

tantly, terrific dance and party music. 

WHO WERE SOME OF THE KEY EARLY NEW 
ORLEANS JAZZ MUSICIANS? 
Among the early musicians who contributed to the birth of jazz, some stand out 

as particularly important. These musicians had a breadth of musicality as well 

as a sharp business sense that helped them achieve their 

popularity. At this time, most of these musicians worked in 

segregated bands, an issue that continues to arise in jazz. 

The African American cornetist Buddy Bolden (1877- 
1931) is one of early jazz’s most mythical figures. He is 
often referred to as the first important jazz musician. This 
is problematic, of course, as many musicians are responsi- 
ble for any type of music’s development; but it speaks to his 
abilities and to the impact of his approach upon musicians, 
even though no recordings of Bolden have surfaced. Those 
who heard him, including Louis Armstrong, have spoken 
of his huge, powerful sound on the cornet. Additionally, 
one of the more important aspects of his playing seems to 
have been his individuality. An individual style is perhaps 
the most important element in the birth of jazz. 

In order to make a living, players such as Bolden played many different styles 
of popular music for parties, parades, and dances. ‘They took the popular music of 
the day and put their own stamp on it, distinguishing it from the European tra- 
dition of music making. Bolden’s band stood in contrast to, for example, Creole of 
color violinist John Robichaux’s orchestra, which used written music and played 
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popular dance music in the style that it was written. Bolden’s band was said to 
be particularly exciting because it improvised on popular melodies; introduced 
a swinging, danceable rhythm; and incorporated elements of the blues as part of 
its performances. 

Another important early player was the Creole cornetist Freddie Keppard 
(1890-1933), who followed in Bolden’s footsteps. He was featured with the Creole 

Jazz Band, a band that began as a New Orleans dance orchestra and became a 

nationally known vaudeville act. The band traveled widely and is credited with 
helping to bring the New Orleans style to other parts of the country. The band 

had an opportunity to record in 1916, before the all-white Original Dixieland 
Jazz Band (ODJB) made its first jazz recordings (this chapter, 2nd Chorus); but 

Keppard is said to have refused to do so. Why he declined this opportunity is un- 

clear, but it was common at that time for musicians to concentrate on their live 

playing and touring, which is primarily how they made their living. Musicians 
also could be secretive and unwilling to make their music available, preventing 
others from “stealing” their style. 

Jack “Papa” Laine (1873-1966) was an important early white bandleader in 

New Orleans, and his bands were training grounds for many future jazz musi- 

cians. Laine’s groups used the rehearsal process and improvisation to work out 

set arrangements for their “ragging” of popular material, a similar process that 

was used by Buddy Bolden and the early black jazz bands. While Laine’s musi- 

cians were primarily white, he was also known to have hired light-skinned African 

Americans (who could pass for white) and Creoles. Among Laine’s musicians were 

cornetist Nick LaRocca, later of the Original Dixieland Jazz Band, and clarinetist 

Leon Roppolo, later of the New Orleans Rhythm Kings, a white group that went 

on to be successful in Chicago. Laine’s groups also played a variety of music that 

appealed to audiences for a wide range of functions. 

Somewhat unique to New Orleans was the establishment in 1897 of an area of 

the city where prostitution was “not illegal.” This 12-block area became known as 

“Storyville” and was established as an attempt by the city elders to limit prostitu- 

tion to a controlled area. Large brothels were opened, many run by women, and, 

along with clubs, honky-tonks, and saloons, employed musicians giving steady 

work to pianists and bands. White customers, as well as white musicians, were 

exposed to the developing jazz music when visiting these various establishments; 

thus, the music crossed racial and social barriers that would normally have kept it 

within a single community. 
Because of the public and outdoor nature of New Orleans life, this music en- 

joyed wide influence. In fact, one of the key, and perhaps underappreciated, as- 

pects of New Orleans jazz was its broad and open outlook to the process of making 

music—musicians tended to use all of the musical resources at their disposal. When 

we study contemporary jazz, it will become clear that this tradition of openness 

and musical absorption still exists in much of the jazz world (see Chapter 15). It is 

important to remember that musicians, while enjoying what they do, play music 

for a living. It makes sense that the more successful New Orleans musicians would 

feature the musical styles that audiences hoped to hear. This was necessary for indi- 

vidual musicians to be hired by bandleaders or for bands to keep working. 

The musical traditions born in New Orleans—such as collective improvisa- 

tion, solo improvisation, rhythmic swing and intensity, and group polyphony 

(see Chapter 1)—produced a style that eventually, through a series of develop- 

ments, became jazz. 
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Original Dixieland Jazz Band, ca. 

late 1910s. (Left to right) Tony 
Sbarbaro (drums), Eddie Edwards 

[trombone], Nick LaRocca (trumpet), 

Alcide Nunez (clarinet), and Henry 
Ragas (piano). The first jazz band to 

record, the Original Dixieland Jazz 

Band were a sensation when they 

performed in New York City in the 

late 1910s. 

© Pictorial Press Ltd./Alamy. 

AANey The First Jazz Record 
The Original Dixieland Jazz Band 
While the all-white ODJB was certainly not the original jazz band, their 1917 hit 

recording of “Livery Stable Blues” helped bring jazz to the attention of the public 

beyond those who played and heard the music in New Orleans. The recording es- 

sentially created a new market for jazz. Soon other performers wanted to capital- 

ize on this music that people were excited and energized about. 

The group was led by trumpeter Nick LaRocca, who had previously played with 

“Papa” Laine’s band (see 1st Chorus). Going to Chicago in 1916, they were imme- 

diately successful and subsequently, a year later, were playing in New York, where 

they helped launch a craze for jazz. The New York lineup—LaRocca, clarinetist 

Larry Shields, trombonist Eddie Edwards, pianist Harry Ragas, and drummer 

Tony Sbarbaro—made the first true jazz records. 

The ODJB’s success had a huge impact on other musicians from New Orleans. 

They opened the door for musicians—black and white—to record. However, many 

felt that the ODJB built their sound at the expense of the black musicians who 

originated the music—an early example of white musicians gaining fame and fi- 

nancial success at the expense of blacks. At a time when black musicians had fewer 

opportunities to reach mainstream success, this reflects the economic disparity in 

the jazz field and in American society in general. 

CRG Ferdinand “Jelly Roll” Morton 

WHY WAS JELLY ROLL MORTON A KEY FIGURE 
IN THE DEVELOPMENT OF JAZZ? 

Born in New Orleans, Creole of color pianist-composer-bandleader Ferdinand 

“Jelly Roll” Morton (1890-1941) is one of the more important and colorful char- 
acters in early jazz. Born Ferdinand Lamothe, Morton was a huge self-promoter, 
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listening focus 

“Livery Stable Blues” (1917) by the Original Dixieland o)) 
Jazz Band 

INSTRUMENTATION: Cornet: James “Nick” LaRocca; Clarinet: Larry Shields; Trombone: Edwin 

“Daddy” Edwards; Piano: Henry Ragas; Drums: Tony Spargo (née Sbarbaro). 

“Livery Stable Blues” is most noteworthy for its polyphonic approach and its intensely ~ 

syncopated rhythms. Everyone is playing together, yet each has his or her own part. They. 

are independent but work together to make a complicated texture, like a woven rug with - 

many strands that come together to make a satisfying design. 

This music is clearly planned out and well-rehearsed. For example, listen to the clarinet 

parts in the 1st and 2nd choruses, and notice how similar they are. There is more variation 

in Some other parts but not much. 

After a 4-bar intro (0:00), the 1st chorus (0:07) and 2nd chorus (0:25) are essentially the 
same. In the first 4 bars of the 3rd and 4th choruses (0:42 and 1:00) the trombone creates 

the feel of a series of breaks—even though the band continues to play—that temporarily 

suspend the music's forward motion. After these 4 bars, the pulse and the ensemble 

playing continue. The 5th and 6th choruses (1:18 and 1:36) bring in animal-like sound 

effects. Each horn plays an effect in turn during the first measures and then, as in the 

previous two choruses, moves along in a full ensemble. The 7th chorus (1:53) continues 

with the full ensemble and a new cornet melody. The 8th chorus (2:11) repeats the breaks 

from the 3rd and 4th choruses, while the 9th and 10th (2:29 and 2:47) repeat the “livery 

stable” sounds from before. A short tag ends the tune in typical fashion. 

to say the least; some would even characterize him as an outrageous braggart. 
For example, he claimed to have “invented” jazz in 1902 (when he was twelve!); 

and while this is, of course, a claim that no one can make, he certainly played a 

huge role in jazz’s early development. With good reason, Morton is spoken of as 

one of the very first jazz composers; and his ability—in both his playing and his 

composing—to blend ragtime, the blues, and the latest New Orleans style of 

music was important to the development of jazz. 

Morton became a denizen of Storyville, the area of New Orleans that, from 

1897 to 1917, was allowed to have houses of prostitution and had many establish- 

ments where music was performed. Morton's middle-class family, whose heritage 

could be traced to Haiti, wasn’t pleased to learn he was working in what they con- 

sidered a low-class, disreputable district. The music that was being created there, 

however, lured Morton to cross racial, social, and cultural lines to become part read all about it 

of the Storyville scene. Along with being a musician, he spent time as a pimp, a “The ‘Inventor of Jazz’” 

pool hustler, and a vaudeville entertainer. In his heyday, he was also a flamboyant by Jelly Roll Morton 

dresser swathed in diamond jewelry, including a diamond mounted in his front _? 7 ais 

tooth. Just as it is for many of today’s popular performers, Morton's style of dress _ Walser, Keeping Time, Chapter 7 

announced his status as a high-paid musician. ad eae ei pias 

Storyville was Morton's education and starting point for a career that took ee nt Wee ncecenmerent 

him around the country, including as far away as California, before he settled which Morton discusses his early life 

in Chicago, a leading center for jazz at that time, in 1922. Here he made some and musical influences. 
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Jelly Roll Morton, ca. early 1920s. 

Morton is seated at a fairly fancy 

grand piano in this studio portrait 

made about the time he recorded a 

series of piano solos. 

© Pictorial Press Ltd./Alamy. 

excellent recordings with the New Orleans Rhythm 

Kings, a local white group, marking an early exam- 

ple of integration in jazz. He also created the Red 

Hot Peppers for recording in the studio, with whom 

he made numerous important records, including 

“Black Bottom Stomp.” 

Morton moved to New York City, but once the 

Depression hit, as was true for so many, opportuni- 

ties to perform became less plentiful. In addition, his 

style of music was being displaced by swing. While 

others were able to transition from one style to the 

next, he did not. Ironically, his “King Porter Stomp” 

would prove to be a hitmaker for numerous swing 

bands. Morton’s subsequent move to Washington, 

DC, proved fortuitous as Alan Lomax—one of the 

most important folklorists in American music 

history—took an interest in him. Over the course of 

several weeks in 1938, Lomax interviewed and re- 

corded Morton, who discussed not only his life and 

music but the history of jazz as he sawit, leaving a re- 

markable record of one of the most important early 

stars of jazz and jazz composition. 

AUeaty Joseph “King” Oliver 
and Sidney Bechet 

WHAT WAS THE INFLUENCE 
OF KING” OLIVER ON 
EARLY JAZZ MUSIC AND ITS 
PERFORMERS? 

Joseph “King” Oliver (1885-1938) was extremely influential upon early jazz, par- 
ticularly in the driving swing that made his band famous. He was born in New 
Orleans and, as is typical, began his career playing a variety of jobs; but by 1920 
he was leading his own band and touring with it as far away as San Francisco. He 
opened at Chicago's Lincoln Gardens, a South Side Chicago dance hall, and played 
there from 1922 to 1924. This group became known as King Oliver's Creole Jazz 
Band, which is the band heard here on “Dippermouth Blues.” The band had an 
infectious and swinging feel that was perfect for dancing. His personnel were es- 
sentially all New Orleans musicians (pianist Lil Hardin, who was from Memphis, 
was an exception) including the important early clarinetist Johnny Dodds. Oliver - 
was also an important early mentor to Louis Armstrong, inviting the young musi- 
cian to join his band in Chicago. Oliver's band attracted many local fans, including 
Bix Beiderbecke and up-and-coming jazz musicians from the Chicago area who 
became known as the Austin High Gang (see Chapter 4). 

Oliver's style was full of bluesy mannerisms, and his solos, as seen in 
“Dippermouth Blues,” are simple and straightforward, yet emotionally charged. 
and well-planned. His Creole Jazz Band was extremely tight with highly Sree 
nized arrangements, including the harmonized two-cornet breaks played by 
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listening guide 

“Black Bottom Stomp” (1926), Ferdinand “Jelly Roll” <) 
Morton and His Red Hot Peppers 
INSTRUMENTATION: Piano-Composer: Jelly Roll Morton; Trumpet: George Mitchell; Clarinet: 

Omar Simeon; Trombone: Edward “Kid” Ory; Banjo: Johnny St. Cyr; Bass: John Lindsay; Drums: 
Andrew Hilaire. 

“Black Bottom Stomp” provides an excellent introduction to jazz composition and 

arranging. It is a fully composed, or at least a fully planned out, composition. This is in 

sharp contrast to pieces such as Louis Armstrong's recording of “Hotter Than That” (see 

this chapter, 5th Chorus] as well as many of the small group pieces we will hear, which 

provide a basic structure while leaving many musical choices up to the individual players. 

Morton essentially controls all aspects of this piece. Even the solo sections are planned 

out. The fact that they sound improvised is a testament to Morton's imaginative writing 

and the excellent abilities of these players. 

In “Black Bottom Stomp,” Morton creates a constantly changing texture throughout 

the piece. At its most basic level, this composition has an AB form. The A section is 

16 measures and consists of two 8-measure phrases, each of which can also be divided 

into two contrasting 4-measure phrases. The B section (or “trio”) is 20 measures long 

and consists of an 8-measure phrase and a 12-measure phrase. After an 8-measure 

introduction, the A section repeats three times and the B section is played seven times. 

This form relates Morton’s composition to ragtime, showing the influence of the earlier 

style on jazz. There is never a dull moment as different instruments are featured every 

time a section repeats. For example, even though the B section is repeated seven times, 

each repetition feels fresh and exciting. The B section itself gives life to the piece as it has 

a new rhythmic feel, kicking the piece into a higher gear. 

Morton's melodies provide a terrific balance of repetition and contrast. He regularly 

alternates passages for the full ensemble and more solo-like passages. The alternation 

of ensemble melody and the solo passages also makes for a diverse and varied 

composition. The harmony of the composition is reminiscent of ragtime, again tying it to 

the earlier style. 

This is an upbeat composition that represents the best of New Orleans dance music. This 

band, although put together strictly for recording, has the necessary skills and background, 

including an all-important understanding of how to ‘rag” and swing a melody. The rhythm 

section is particularly well integrated into “Black Bottom Stomp.” The bass plays notes of 

the chords on its own, but at times also plays the same rhythmic figures that the rest of 

the ensemble plays. This gives the piece great ensemble cohesiveness. This arrangement 

includes numerous types of rhythmic devices, such as breaks and stop time, as well as 

playing in 2 (where the bass plays only on beats 1 and 3 of a 4-beat measure] and playing 

in 4 (the bass plays on all 4 beats). continued 
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“Black Bottom Stomp” listening guide continued 

& TIME FORM STYLE 

é Intro The full ensemble plays a lively introduction with the clarinet playing a peppy melody. 

hea The introduction has a 2-beat feel as the bass plays only on beats 1 and 3. Notice how all 

Guide instruments play the last three notes of each phrase together. 

The full ensemble plays with the melody carried first by the trumpet and then by the clarinet. 

The first 4-measure phrase features long, held notes, while the second is more active. Inthe 

second phrase, notice how coordinated the rhythm section is with the front line (trumpet, 

clarinet, and trombone). 

0:22 A2 The trumpet plays a solo-like melody for the first phrase, and the full ensemble responds with 

the second phrase’s melody from A1. 

0:37 A3 Clarinet solo; the same accompaniment continues. 

0:52 Transition The trumpet leads the full ensemble to the trio. The band members play a type of break where 

they play arhythmic figure either behind or in response to the soloist. 

0:56 B1 (Trio) While the trumpet plays the melody, the clarinet plays a busy counter-line and the trombone 

plays a simpler one. This is a classic New Orleans-style ensemble. The bass player plays a 

huge role in driving the rhythm as he alternates between playing in 2 and 4. He also uses a slap 

technique on the bass, which increases its punch and helps propel the ensemble. 

1:01 

2:10 B5 Banjo solo: The banjo plays both chords and melody during this solo. Onivihe bass 

accompanies the banjo, playing the same basic bass line from B1. 

bajo The trumpet plays a lead melody, with the clarinet and trombone playing counter-lines. We 
hear the piano and drums clearly in the ensemble for the first time. The ensemble plays a 
break, and the drummer plays a rhythm on his cymbal. He hits it and grabs it just afterward to 
create a choke” effect. 

2:48 B7 plusatag | Theintensity is much greater as the full ensemble shouts the out-chorus (sometimes referred to 
as the “shout chorus”). The trombone tailgates throughout and plays a powerful tailgating break 
between phrases. The drums finally really kick in here to propel the tune toa rousing finish. 

Compare 

The first phrase ends with a break that is filled with a single trumpet note and then a tailgate 

trombone effect. 

The clarinet plays a solo in its lower, or chalumeau, register; this is a deep, rich area fora 

clarinet’s tone. The solo consists largely of arpeggios. The bass stays in 2 during this clarinet 

solo. The banjo dominates the texture. This strain ends with a type of rhythmic break— 

everyone plays exactly the same rhythm. 

Morton's piano solo is the first time that the piano has a significant role that we can hear. Morton's 

style has elements of stride piano (to be discussed in Chapter 5, 4th Chorus) and ragtime. 

Stop-time solo for the trumpet: The ensemble plays a series of breaks as the trumpet solos 

through them. This is the first time that we can hear some looseness in the ensemble playing 

as not everyone is hitting the rhythmic breaks at the same time. 

x) Listen to these other recordings by Jelly Roll Morton: 
¢ One of Morton's earliest works, “King Porter Stomp” was probably composed sometime 

between 1905 and 1910, a high point for ragtime. He recorded it throughout his career, 

and, just as importantly, it became a swing-era standard that was a hit, or the basis of 

a hit, for a number of the top swing bands, including Fletcher Henderson (we’ll hear 
his version in Chapter 5, 1st Chorus) and Benny Goodman. Morton recorded this piece 
at his first recording session in 1923 as well as his last, placing it as an important work. 

° “Winin’ Boy Blues” was recorded as part of Jelly Roll’s Library of Congress recordings 
=p) made by folklorist Alan Lomax, revealing his talents as a vocalist and as a pianist. 

Compare this with Bessie Smith’s “Back Water Blues” (Chapter 2, 1st Chorus). 



Oliver and Armstrong that were astonishing for the day. 
How could Armstrong know what notes to play to accom- 
pany the main melody when Oliver was extemporaneously 
soloing? While Armstrong’s harmonizing of Oliver’s impro- 
vised breaks seemed mysterious, working musicians must 
be able to create effective harmonies on the spot. Although 
a much stronger player than Oliver, Armstrong took pains 
not to overshadow his leader while playing second cornet 
to Oliver’s lead. 

Lil Hardin, the pianist in Oliver’s band and an import- 

ant musician in her own right (discussed in Chapter 4, 

3rd Chorus), was influential in Armstrong’s career and 

soon became Armstrong’s second wife (of four). However, 

with Lil’s encouragement, Armstrong left Chicago to join 
Fletcher Henderson’s band in New York in 1924. 

By the early 1930s Oliver’s teeth and gums—so important to a trumpet 

player's embouchure (the positioning of a trumpet mouthpiece on the lips)—were 

deteriorating, leading to a decline in his playing. His career also declined, and by 

1936 he was working in a pool hall in Savannah, Georgia, where he died in 1938. 

4th Chorus: Joseph “King” Oliver and Sidney Bechet Ei 

King Oliver's Creole Jazz Band, 

ca. 1923. [Left to right) Honore 
Dutrey (trombone), Baby Dodds 

{drums}, King Oliver (cornet), Louis 

Armstrong (slide trumpet), Lil 

Hardin (piano), Bill Johnson (banjo), 
and Johnny Dodds (clarinet). Note 
the various mutes and the cornet on 

the floor in front of Armstrong. 

© Pictorial Press Ltd./Alamy. 

WHY IS SIDNEY BECHET CONSIDERED 
THE FIRST VIRTUOSIC SOLOIST 
IN JAZZ? 
While Louis Armstrong is at times referred to as the first 

great jazz soloist, clarinetist and soprano saxophonist 

Sidney Bechet (1897-1959) actually preceded him as a vir- 

tuosic soloist. Bechet transformed the clarinetist’s tradi- 

tional New Orleans jazz role from primarily playing fills in 

an ensemble to being a lead voice. His early shift from clar- 

inet to soprano saxophone facilitated his transition into a 

solo performer. The soprano sax is a louder, more forceful, 

and piercing instrument that can compete with the cornet 

or trumpet, as opposed to the more mellow clarinet. 

Bechet’s sound and improvisational approach were 

intense, exciting, and emotionally charged. Bechet and 

Armstrong are largely responsible for helping to stretch 

the concept of playing a solo. They gave more emphasis to 

improvisation in their soloing, as opposed to creating a set 

solo that would be repeated in each performance with slight 

variation. 

Sidney Bechet (1897-1959) was a Creole of color from 

New Orleans. He studied with Creole clarinetists, includ- 

ing George Baquet and Big Eye Louis Nelson, and played in 

many different settings, including parades and dance bands 

as well as working with top cornetists King Oliver and Bunk 

Johnson. 

Bechet’s career took a major turn when he joined the African American com- 

poser and violinist Will Marion Cook’s New York Syncopated Orchestra in 1919. 

Bechet was a featured soloist and brought a blues sensibility to the orchestra 

Sidney Bechet, ca. 1920s. Bechet 

was a pioneer of New Orleans-style 

clarinet before switching to the more 

powerful soprano saxophone. He 

continued to perform into the 1950s. 

The Hogan Jazz Archive, Tulane University. 
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listening focus 

<4) “Dippermouth Blues” (1923) by King Oliver's Creole 
Jazz Band 

1ST CORNET: Joe “King” Oliver; 2nd Cornet: Louis Armstrong; Clarinet: Johnny Dodds; Trombone: 

Honore Dutrey; Piano: Lil Hardin; Banjo: Bill Johnson; Drums: Baby Dodds. 

“Dippermouth Blues” is a sensational example of the polyphonic, contrapuntal, collective 

improvisational New Orleans jazz style. Oliver leads the ensemble as the 1st cornet player, 

Armstrong generally supports him with a harmony or fills, and the clarinet and trombone 

fill out the sound in a typical New Orleans jazz fashion. The ensemble is rhythmically 

driven by this collective improvisation. The most remarkable aspect of this recording, 

however, is the three-chorus cornet solo by King Oliver, an unusually long solo for a 

recording of the period that helped to set the standard of the day. Here he shows his skill 

in using a mute [a device that gets placed into the bell of a brass instrument to provide a 

contrasting, and softer, sound), including the use of his hand or a plunger mute [often the 

rubber end of a toilet plunger) to create a “wah-wah” vocal-like effect. Notice that while 

the other instruments are playing along with him, Oliver is clearly the featured soloist. His 

first chorus (6th chorus, 1:22) is filled with smearing blue notes and is a great example of 

a bluesy feel on the cornet. His 2nd chorus (7th chorus, 1:37) features blue notes as well 

but has a new melodic twist that gets repeated a little differently in each 4-bar phrase. 

His final chorus [8th chorus, 1:53) gets more intense as he plays a little higher and harder, 

before ending this terrific blues solo. The final chorus (9th chorus, 2:08) features a strong 

polyphonic ensemble and abrupt ending. 

read all about it 

“Sidney Bechet’s Musical 
Philosophy” 

Walser, Keeping Time, Chapter 1 

An excerpt from Bechet’s 1960 auto- 

biography Treat /t Gentle, in which he 
discusses his musical roots. 

while also contributing to a wide range of material, including classically oriented 
pieces. When the orchestra toured Europe, Bechet was a sensation. In London, 
Bechet purchased his straight soprano saxophone (as opposed to the curved ver- 
sion of the instrument), the horn that he was to favor. Appreciating the way 
he was treated, Bechet stayed in Europe briefly, paving the way for numerous 
jazz musicians who later moved to Europe to take advantage of a climate that 
seemed more appreciative of their music than American audiences—and less ra- 
cially prejudiced. 

When back in New York, Bechet recorded regularly with pianist, publisher, 
producer, and songwriter Clarence Williams, including “Cake Walking Babies 
(from Home).” It is a terrific example of the New Orleans jazz style and features 
both Bechet and Armstrong, the two greatest and most dynamic soloists in this 
style. This recording is also an example of the incorporation of the New Orleans » 
style into the performance of a popular song. However, the styles of the full band ~ 
and vocal sections are kept quite separate. 

As is true for most musicians, Bechet’s career had its ups and downs. Bechet 
continued to work steadily but did not achieve the kind of commercial success of 
Armstrong, at least in the United States. Bechet returned to Europe in 1951 and 
lived in France until his death in 1959. He was hugely popular there and even had 
a hit with his tune “Petite Fleur.” 



5th Chorus: Louis Armstrong ov. 

“Cake Walking Babies (from Home)” (1924) by the Red 
Onion Jazz Babies 

CORNET: Louis Armstrong; Soprano saxophone: Sidney Bechet; Trombone: Charlie Irvis; Piano: Lil 

Armstrong; Banjo: Buddy Christian; Vocals: Alberta Hunter and Clarence Todd. 

This recording opens with a very inventive and active example of the New Orleans 

collective improvisational style in its 1st chorus. Bechet’s soprano sax almost overpowers 

Armstrong's muted cornet, underscoring how it can stand up to the normally dominant 

cornet or trumpet lead. Both players have distinctive vibratos and are very expressive. The 

2nd chorus (0:59) is a vocal by Alberta Hunter (a blues singer and songwriter who went 

on to a long and important career) with harmony sung by Clarence Todd. These two 

were vaudeville partners who performed under the name “Beatty and Todd.” They are 

accompanied only by banjo and piano. 

The last two choruses (1:40 and 2:23) are brilliant examples of the New Orleans style. 

Armstrong and Bechet aggressively make their own powerful solo statements during 

the polyphonic ensembles. During each player's solo, the other player continues to play 

strongly and inventively, just barely managing not to overshadow his partner. They often 

try to top each other, as in the stop-time choruses played by Armstrong (3rd chorus; 2:06) 

followed by Bechet (4th chorus; 2:49). Bechet's solo is particularly vibrant and powerful, 

and we hear his quick vibrato intensify as the song comes to a sharp and almost surprising 

listening focus 

<))) 

conclusion. 

URGES Louis Armstrong 

WHY IS LOUIS ARMSTRONG AMONG THE MOST 
ATA aa MUSICIANS IN THE HISTORY 

Louis Armstrong (1901-1971) is among the most influential musicians in jazz 

and certainly one of the most important musicians of the twentieth century. His 
playing and singing have influenced performers of virtually all American styles of 

popular music. In both his trumpet playing and singing, Armstrong's approach to 

melodic lyricism and rhythmic phrasing has influenced generations of musicians. 

As a trumpet player, Armstrong had a physical and technical ability that 

stretched the limits of what was thought possible on the instrument. Among 

other qualities, his ability to play all over the horn (low notes and high notes), the 

power and consistency of his upper register, his physical endurance, his bright and 

individualistic tone, and a vibrato like none other set him apart and make him in- 

stantly recognizable. As a singer, it is hard to imagine how someone with a craggy, 

rough-hewn voice like his could be such an influence, yet his approach to shaping 

a melody set a new standard. 

While many factors go into Armstrong's influence, two can be singled out as 

crucial. First is the elasticity of his rhythmic approach to phrasing. Melodies for 
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popular tunes and jazz standards are generally written in a simple and straight- 

forward fashion. If they were played as they are written on sheet music, everyone 

would sound the same and they would all sound rhythmically uninteresting. We 

are now used to vocalists and instrumentalists taking those simple melodies and 

moving the placement of the notes slightly, maybe singing or playing them a little 

sooner or a little later, or perhaps stretching or compressing the phrase. ‘his is 

something that Armstrong pioneered and particularly excelled at. 

Second, while shaping the phrases rhythmically, Armstrong also adorned 

them melodically. This has become the standard way for jazz players to approach 

the playing of a melody—almost never is it played as originally written. Arm- 

strong was able to make a melody his own by adding little bits of melody, con- 

necting notes with others of his choosing, and sometimes slightly changing the 

original melody, while always keeping it completely recognizable. Armstrong did 

this with impeccable taste. Jazz has a rich harmonic tradition that employs what 

are often referred to as “color notes’—parts of the chord that add color as op- 

posed to establishing chord quality such as major or minor. Armstrong's melodic 

and harmonic embellishments do this in a completely natural, subtle manner. His 

playing and singing are incredibly sophisticated yet completely down-to-earth. 

This is a major part of his great appeal. 

Another aspect of Armstrong’s popularity was his contagiously joyful de- 

meanor along with a generous, open spirit. This all comes shining through in his 

playing. Not all musicians give off that kind of feeling. Certainly Armstrong comes 

from a different generation, born out of the tradition of music as entertainment; 

and that was a guiding principle for him always—to make his audience happy. 

Later, beginning in the 1940s, when jazz started to be treated by some musicians 

as listening music as opposed to music to dance to or as entertainment, many 

musicians downplayed their role as entertainers. They often talked as little as is 
possible on stage, perhaps just to announce the tunes and the band’s personnel. 

But Armstrong was an unabashed entertainer. 

Louis Armstrong was born in New Orleans on August 4, 1901, though he liked 

to say his birthday was July 4, 1900. He was raised by his mother and grand- 

mother in the roughest of New Orleans neighborhoods under oppressively diffi- 

cult financial conditions, but this area was also an early hotbed of New Orleans 
jazz. Armstrong lived near an important jazz club and marched (“second-lined”) 
behind bands in parades. Even as a youngster he was paying attention to the im- 
portant artists of the day, such as Buddy Bolden and King Oliver. 

Armstrong had to work from a young age to support himself and his family. 
At times, he worked as a coal delivery boy, assisted a junkman who scrounged for 
discarded items to resell, and sang in a vocal quartet on street corners for change. 
In 1913, after being caught shooting a pistol on New Year’s Eve, he was placed in the 
Colored Waif’s Home, an institution for “wayward boys” (as orphans, abandoned 
children, and runaways were called at the time). There, he received basic musical 
instruction, began to learn the cornet, and eventually became the 1st cornet player - 
of the home's band. This was a life-changing period for Armstrong, and the support 
and discipline that he found at the home after a very chaotic and difficult child- 
hood shaped much of who Armstrong was to become as a person. Along with this, a 
Jewish family, the Karnofskys, for whom he worked, was also extremely supportive 
and influential in his life, as was the example that his mother, Mayann, set for him 
by persevering through incredibly difficult circumstances with pride and integrity. 
| After this, Armstrong worked numerous jobs to help support the family includ- 
ing running errands for his idol, King Oliver, receiving cornet lessons in exchange. 



He also had his first professional jobs as a musician, including playing the blues 
in a brothel. When Oliver went to Chicago in 1917, he recommended Armstrong 
for his vacated position in trombonist Kid Ory’s popular band; and Armstrong 
made a quick and powerful impression with his bold playing that was modeled 

upon what he had learned from King Oliver. He moved from Ory’s band to the 

riverboats, where his musicianship continued to improve under the demanding 

African American dance-band leader Fate Marable. To play with Marable’s band, 

Armstrong had to be able to apply his New Orleans “ragging” approach to a variety 

of musical styles, setting the stage for a long career during which he played many 

types of popular music in his own jazzy style. 

After returning briefly to New Orleans, Armstrong received a telegram from 

King Oliver offering him a job playing 2nd cornet in his band at Lincoln Gardens on 

Chicago's South Side. This was an important engagement for Oliver and an example 

of the widening influence of New Orleans jazz that was now moving throughout 

the country. However, When Fletcher Henderson, a leading New York City dance- 

band leader (Chapter 5, 1st Chorus), offered Armstrong a chair in his band in 1924, 

he accepted and moved to New York. While at first seen by New York musicians as 

coming from what was perceived as an already old-fashioned New Orleans tradi- 

tion, Armstrong quickly made a powerful impact and raised the level of Hender- 

son’s band, while also establishing himself as a major soloist. During this time he 

also recorded with classic blues singers such as Ma Rainey as well as clarinetist and 

soprano saxophonist Sidney Bechet (discussed in this chapter, 4th Chorus). 

Armstrong left Henderson’s band in 1925 and returned to Chicago where, like 

all freelance musicians, he played a variety of jobs. But most importantly, from 

1925 to 1928 he put together a band, the Hot Five, and when expanded, the Hot 

Seven, just for recording in the studio, which made classic recordings that both 

typified and stretched the New Orleans style. While still using polyphonic group 

improvisation, these recordings also allowed players to expand their solos, an im- 

portant innovation that helped to lead to what became a style of music dominated 

5th Chorus: Louis Armstrong El 

<))) 
Author Ben Bierman 

discusses New 
Orleans jazz, focusing 
on Louis Armstrong’s 
“Hotter than That.” 

Louis Armstrong with his Hot Five. 

(Left to right) Armstrong (trumpet), 
Johnny St. Cyr (banjo), Johnny 
Dodds (clarinet), Edward “Kid” 
Ory (trombone), and Lil Hardin 
Armstrong (piano). Armstrong 
used a classic New Orleans lineup 

to accompany his own virtuosic 

performances. 

© Pictorial Press Ltd./Alamy. 
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read all about it 

“What Is Swing?” by Louis 
Armstrong 

Walser, Keeping Time, Chapter 18 

Louis Armstrong discusses how 

swing developed out of his New 

Orleans-style playing. 

by powerful soloists. Lil Hardin Armstrong played piano on some of the record- 

ings, while the rest of the band originally included New Orleans players: Johnny 

Dodds on clarinet, Johnny St. Cyr on banjo (both were in Oliver's band at the 

time), and Kid Ory on trombone. The Hot Seven added tuba and drums. 

Armstrong played in numerous settings during this period in Chicago 

and developed a powerful relationship with the influential pianist Earl “Fatha” 

Hines (1903-1983; see Chapter 4 on Chicago jazz). Armstrong's trumpet playing 

was always brilliant. After joining Luis Russell’s orchestra, an integrated band, 

Armstrong’s worth as a vocalist, something that other bands did not seem to ap- 

preciate, became evident, beginning with his recording of “I Can't Give You Any- 

thing but Love.” 

Armstrong was a hit in Europe in the early 1930s, and his success continued 

in the swing era. While clearly a jazz trumpet player, Armstrong had become a 

pop star; and he began to appear in movies as well. His choice of material and his 

performance style changed to appeal to a pop audience. While distancing himself 

from his New Orleans jazz background in some ways, this focus on entertaining 

the audience was still very much in the spirit of New Orleans musicians. 

While Armstrong was always a popular artist, popularity can prove mercurial. 

Tastes changed in the 1940s, and new styles of jazz developed, leaving Armstrong, 

in some people’s opinions, seeming old-fashioned. To some he even represented a 

negative stereotype with his obvious desire to entertain, an ever-present smile, 

and what some even referred to as pandering to white audiences. But Armstrong 

continued to just be himself—the consummate entertainer who made the entire 

world happy with his virtuosic trumpet playing and tasteful, swinging singing. 

After World War II, he began to work with smaller groups again under the name of 

Louis Armstrong and His All Stars. 

Not known for addressing racism directly, Armstrong surprised some fans 

and critics when he commented on the racial unrest that occurred in 1957 when 

nine black teenagers attempted to attend a Little Rock, Arkansas, high school, 

following an order that the schools had to be integrated by a local judge. Arkansas 

governor Orval Faubus defied the judge, ordering the National Guard to the school 
in order to keep the African American students out. Two weeks later, Armstrong 
was interviewed before playing a concert. “It’s getting almost so bad a colored man 
hasn't got any country,” Armstrong commented, criticizing President Eisenhower 
for having “no guts” because he failed to force Faubus to change his position. When 
Eisenhower finally sent in troops to forcibly integrate the high school, Armstrong 
sent a telegram to him stating, “If you decide to walk into the schools with the 
little colored kids, take me along, Daddy.” The incident also inspired a jazz musi- 
cian of a later generation, Charles Mingus (Chapter 13, 3rd Chorus), to compose a 
piece called “Fables of Faubus,” as another response to this landmark in the grow- 
ing movement for civil rights. 

From the late 1950s through the early 1970s, Armstrong had a steady stream 
of popular records, including “Mack the Knife,” “Hello, Dolly,” and “A Kiss to Build » 
a Dream On,’ worked with the best musicians, made movies, toured continually, © 
and continued to function as an ambassador for jazz as well as America itself until 
his death in 1971. 



listening guide 

“Hotter Than That” (1927) by Louis Armstrong 
and His Hot Five 

INSTRUMENTATION: Trumpet and vocal: Louis Armstrong; Clarinet: Johnny Dodds; Trombone: 

Edward “Kid” Ory; Piano: Lil Hardin Armstrong; Guitar: Lonnie Johnson. 

“Hotter Than That” is an excellent example of the mature New Orleans style that includes © 

polyphonic group improvisation. This performance also displays Armstrong's terrific ’ 

melodic and rhythmic invention both as trumpeter and as vocalist. While Armstrong's 

playing and scat singing (a wordless improvised vocal) clearly stand out, the sophisticated 

guitar playing of Lonnie Johnson, the tailgate trombone of Kid Ory, the clarinet playing 

of Johnny Dodds, the dynamic pianism of Lil Hardin Armstrong, and the powerful New 

Orleans-style introduction and out-chorus [the last chorus or partial chorus of a tune when 

everyone plays forcefully for climactic effect) are all important elements of this recording. 

The composition consists of four 8-measure sections, ABAC, the most common length for 

individual sections in popular songs and traditional jazz tunes. A and B combine to make 

a larger 16-measure section. A then repeats and is followed by C—a variation on B—also 

combining to make a 16-measure section. 

The “frontline” of trumpet, clarinet, and tromboneisacommon one in this style of music. Here, 

the rhythm section is comprised of piano and guitar. Armstrong is the most dynamic soloist, 

and his tone is crisp, sharp, brassy, and focused. Notice that his trumpet style and vocal style, 

while similar, have distinct differences. Armstrong's trumpet soloing tends to be more on top 

of the beat, always pushing the time, while his singing is a bit more relaxed and perhaps even 

more elastic and flexible rhythmically. The trumpet can be a very percussive instrument, 

with the tongue explosively articulating notes or the beginnings of phrases. Though some 

play it in a very relaxed and laid-back way, trumpeters tend to be fairly aggressive with their 

rhythmic approach as they are generally called upon to lead the ensemble and do so with a 

confident rhythmic vitality. A unique element of this performance is Lonnie Johnson’s guitar 

work as he trades melodic phrases with Armstrong. The chord progression (a sequence of 

chords} of this tune is based upon “Tiger Rag,” a New Orleans jazz standard. 

Despite its short, 3-minute length, there is a great deal of variety in the accompaniment 

to this tune. The 1st chorus is dominated by powerful guitar behind Armstrong. Lil Hardin 

dominates during Dodds’s clarinet solo. She pounds out bass notes with her left hand, 

comps (short for “accompanies” and refers to playing the chord progression in support 

of a soloist) with her right hand on all 4 beats of a measure, and occasionally fills (bits of 

melody that fill space between the soloist’s phrases} behind Dodds. Piano and guitar both 

play strongly behind Ory’s trombone solo and the out-chorus. 

There are no drums in this recording, but the guitar and piano create a forceful beat by 

playing solidly on all 4 beats of the measure. It is Armstrong's dynamic rhythmic approach 

that dominates this recording, however. His trumpet playing is hot and intense from the 

first note as he forcefully drives the band by aggressively pushing the beat. In addition, 

Armstrong's scat singing is an example of his incredible rhythmic flexibility that influenced 

all American popular singing that followed. As guitarist Lonnie Johnson keeps a steady 

beat behind him, Armstrong pushes the beat, pulls it back, hesitates, syncopates, and 

stretches the time, doing whatever he can to be rhythmically expressive; yet it always 

feels right and swings like crazy. 

)) 

continued 
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Cc “Hotter Than That” listening guide continued 

TIME FORM’ STYLE 

fnfersctive Intro Armstrong leads an 8-measure introduction that features the full band ina polyphonic New Orleans- 

Listening style collective improvisation. 
Guide 

0:08 Rather than play a written melody, Armstrong jumps right into a hot improvised solo, accompanied 

by the guitar. Armstrong's tone is bright and full with a percussive edge to it that swings the band. 

Compare his intensity to the clarinet solo that follows. 

0:18 There is a 2-measure trumpet break (the band breaks by strongly emphasizing a beat ora rhythmic 

figure while the soloist continues to play) at the end of B (0:25). 

As the chorus comes to a close, Armstrong's intensity builds to a climax at C. 

Perhaps the most dynamic section of the trumpet solo. Clarinetist Johnny Dodds takes a 2-measure 

break into chorus 2. 

Dodds plays in the clarinet’s upper register to match Armstrong's intensity. Piano provides the 

accompaniment. 

Dodds takes a 2-measure clarinet break (1:00). 

Notice that Dodds does not dominate the ensemble in the same manner as Armstrong did. 

Armstrong takes a 2-measure scat singing break (1:18). 

Vocal solo: While Armstrong's voice is craggy, his vocals are warm, appealing, and musically exciting. 

Armstrong begins with simple, solid rhythms, but in the second half of the section begins to play with 

the time. The guitar provides the only accompaniment, managing artfully to keep time on all 4 beats 

while also adding melodic fills to create a lively texture. 

— as 

Armstrong begins the section with a loose rhythmic approach and then solidifies the time toward the 
middle of the phrase and into his 2-measure vocal break (1:36). 

= No ~o 

While Johnson keeps solid time, Armstrong begins a striking series of syncopations that confuse the 
meter for this SHOE sO 

As Armstrong ends the syncopation at C, the swing pecomes even more intense. 

In an unusual arrangement, Armstrong and Johnson trade bites) melodic phrases in arubato 
(rhythmically free} style without piano accompaniment. 

Lil Hardin Armstrong's solo piano break leads the band into the final chorus. 

A great, short, somewhat understated tailgate trombone solo. Ory’s tone is edgy and intense. Notice 
that this solo is considerably simpler than the OMS | in nas pe 

Trambone solo continues. Armstrong has a 2-measure break into fire out-chorus. 
cerns NSS 

oApeeeerene leads the full band ina hot New Olieans ety out-chorus with a high, Rowertal repeated 
Phy taniogigure: 

Armstrong's rhythmic assurance and aggressive approach during an exciting series of breaks insure 
that the beat stays steady and strong. 

Armstrong and Johnson again trade phrases to end the tune. Johnson's final chord leaves fee bit up in 
fuses air. 

RPO Pe crys NEEEnEScurntp 



5th Chorus: Louis Armstron : 

Compare 
« Papen “ ” TY: : : ))) ° “Weather Bird” (1928) by Earl “Fatha” Hines (piano) and Louis Armstrong (trumpet); is ) 
see Chapter 4, 2nd Chorus. 

e “A Kiss to Build a Dream On” (1951) by Louis Armstrong with Sy Oliver’s Orchestra. D 
CH “A Kiss to Build a Dream On” gives us a chance to see Armstrong (or “Satchmo” or C) 

“Pops,” as he is often called) in a bit of a different mode. Here he is more of a pop 

artist and entertainer. While Armstrong plays and sings as well as always, the setting _ 

and the material are more in the pop tradition but with a New Orleans jazz feel, 

particularly in the solo section in the 2nd chorus. Armstrong takes this beautiful © 

and nicely written popular tune and turns it into something very special, from both a 

vocal and an instrumental perspective. 

viewing focus 

“Shine” (1942) by Louis Armstrong and His Orchestra > 

INSTRUMENTATION: Trumpet, vocal: Louis Armstrong; Trumpets: Shelton Hemphill, Bernard 

Flood, Frank Galbraith; Trombones: James Whitney, Henderson Chambers, George Washington; 

Reeds: Rupert Cole, Carl B. Frye, Joe Garland, Prince Robinson; Piano: Luis Russell; Guitar: 

Lawrence Lucie; Bass: John Simmons; Drums: Sid Catlett. 

Armstrong's incredible charisma and vocal and trumpet chops are highlighted in this 

1942 “soundie” film featuring the dancer/comedian “Nicodemus” Stewart. “Shine” was 

a major song hit for African American songwriters Cecil Mack (lyrics) and Ford Dabney 

(music), originally performed by stage star Aida Walker in 1910. The lyrics play on racial 

stereotypes, yet the underlying message is that despite the hero's “pearly” teeth” and 

“curly” hair, his true personality “shines” through. Armstrong first had a recorded hit 

with the song in 1931, and in the same year performed the song in the fitm Rhapsody in 

Blue. If anything, the staging of that film was even more overtly racist than this later clip, 

as Armstrong and his band tote cave-man like outfits in a stage set dominated by soap 

bubbles. In the 1942 performance, you can hear Armstrong's strong vocals [at 0:40) and 

trumpet solo (beginning at 1:20). Also noteworthy is a brief glimpse of drummer Sid Catlett 

(at 1:15) and the eccentric dance routine of Nicodemus (beginning at 2:00). Armstrong 

closes his performance with a soaring cadenza. 
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Study Flashcards 

CODA Chapter Summary 

How did the mixture of different ethnic groups in New Orleans 
influence the development of jazz? 

© The mix of African American, European, African, Latino, and Creole cultures 

in New Orleans created an opportunity for musicians to hear and absorb 

many different influences, including popular tunes, marches, rags, light opera, 

hymns and spirituals, and brass-band music. 

Who were some of the key early New Orleans jazz musicians? 

© Among the first performers and bandleaders were African American cornet 

players Buddy Bolden and Freddie Keppard and white bandleader Jack “Papa” 

Laine. 
© The Original Dixieland Jazz Band was an all-white band from New Orleans 

that made the first jazz record. 

What was the influence of “King” Oliver on early jazz music and 
its performers? 
© King Oliver was known for his blues-flavored playing on the cornet. 
© His long residency in Chicago influenced many young, white, Midwestern 

musicians. 

Why is Sidney Bechet considered the first virtuosic soloist in jazz? 
© Bechet was among the first clarinetists to play solos rather than primarily 

providing fills. He switched from the clarinet to the soprano saxophone early 

in his career, popularizing this instrument. 

Why ts Louis Armstrong among the most influential musicians in 
the history of jazz? 

© As a trumpet player, Armstrong had a physical and technical ability that 

stretched the limits of what was thought possible on the instrument. His abil- 
ity to reshape a melody to give it extra melodic and rhythmic interest helped 
him transform even the most common popular songs into jazz masterpieces. 

© His craggy, rough-hewn voice and approach to shaping a melody set a new 
standard for jazz singers. 

© Finally, he was an enthusiastic and unabashed entertainer, whose love of per- 
forming shone through in every setting. 

DE SC RE LSS OLN A ET Talkin’ Jazz (Key Terms) 
ELE TELE LAN SEIT RET TS ARETE 

arranging Creole scat singing 
chord progression fill tailgate trombone 
comp out-chorus 

composing rubato 
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Key People 
SESSLER LTT TIT TE ETT LSD SNS I I SS ESS ST TR 

Buddy Bolden Original Dixieland Jazz King Oliver 
Freddie Keppard Band Sidney Bechet 

Jack “Papa” Laine Jelly Roll Morton Louis Armstrong 

Think About This (For Further Discussion and Study) P 
1. New Orleans was ethnically diverse, and the music of the city reflected this. sa ana 

Discuss various types of music that you listen to in relation to various cul- 
tural influences that may be present. 

2. What music do you hear in your neighborhood, town, or city; how has this 
influenced your listening? 

Bo Discuss the process through which African Americans in New Orleans devel- 
oped jazz. 

4.. The Original Dixieland Jazz Band’s “Livery Stable Blues” brought jazz to the 
public’s attention. Can you think of a song that did this in a genre that you 
listen to? 

®. What is your experience as you listen to old recordings? Is it difficult for you? 
If so, how? 

6. Discuss the importance of Jelly Roll Morton to the development of jazz as 
well as his influence upon composition and arranging in jazz. 

7. Examine King Oliver’s solo in “Dippermouth Blues” in relation to his use of 
blue notes. 

8. Discuss what makes Louis Armstrong’s playing and singing important in the 
development of jazz. 

9. If you have seen films of Armstrong, what impressions do you have of his 
performance style? 

10. Try putting scat singing syllables to a song everyone knows. 

Look It Up (Key Resources) 
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TIMELINE: 1910-193 
MUSICIANS/MUSICAL WORKS 

e Mary Lou Williams, pianist-composer-arranger, born 

e Artie Shaw, pianist-bandleader, born 

e Milt Hinton, bassist, born 

e W.C. Handy’s “Memphis Blues” is published 
e Gil Evans, arranger-composer, born 

¢ Billie Holiday (b. Eleanora Fagan), vocalist, born 
e Frank Sinatra, vocalist, born 

¢ William Thomas “Billy” Strayhorn, pianist-composer, 
born 

e Scott Joplin records his “Maple Leaf Rag” ona piano 
roll 

e Livery Stable Blues” recorded by Original Dixieland 

Jazz Band, credited as “first” jazz recording 

e John Birks “Dizzy” Gillespie, trumpeter-composer- 
bebop pioneer, born 

e Thelonious Monk, pianist-composer, born 

e Ella Fitzgerald, vocalist, born 

e Lieut. James Reese Europe's Band records W. C. 

Handy’s “Memphis Blues” (1919) 
Nat “King” Cole, pianist-vocalist, born 

Art Blakey, drummer-bandleader, born 

e¢ Mamie Smith records “Crazy Blues,” first major blues 

hit; launches the ‘classic blues” era 

e Charlie Parker, saxophonist-bebop pioneer, born 

e Dave Brubeck, pianist-composer, born 

MAJOR SOCIAL DEVELOPMENTS 
Beginning of the “Great Migration” of African 
Americans from the South to Northern cities 

e Armory Show in New York introduces modern 

European art to American audiences 

e Panama Canal completed 

e World War | 

e Russian Revolution leads to a new Communist 

government 

¢ Prohibition {ban on the sale of alcohol) begins 

ate be ¢ Women get the right to vote 



Shuffle Along, with music by Eubie Blake and lyrics 

by Noble Sissle, opens on Broadway; first musical 

written, directed, and starring black performers 

Charles Mingus, bass player-composer-bandleader, 
born 

Ramon “Mongo” Santamaria, bandleader-conguero, 
born 

The Red Onion Jazz Babies, “Cake Walking Babies 

(from Home),” featuring Sidney Bechet 
King Oliver's Creole Jazz Band, “Dippermouth Blues,” 
featuring Louis Armstrong 

Tito Puente, percussionist-bandleader, born 

Wes Montgomery, guitarist, born 

Lovie Austin and Her Blues Serenaders, “Traveling 

Blues” 

Earl “Bud” Powell, pianist-composer, born 
Max Roach, drummer-bandleader, born 

Jelly Roll Morton and His Red Hot Peppers, “King 
Porter Stomp” 

Miles Davis, trumpeter-bandleader, born 

John Coltrane, saxophonist-bandleader, born 

Bessie Smith, Backwater Blues” 

Louis Armstrong's Hot Five, “Hotter Than That” 

Frankie Trumbauer and His Orchestra, Singin’ the 

Blues,” featuring Bix Beiderbecke 

Duke Ellington and the Washingtonians, “Black and 

Tan Fantasy” 

Duke Ellington's Washingtonians begin a 5-year run 

at Harlem's Cotton Club 

Gerry Mulligan, baritone saxophonist, born 

Anténio Carlos Jobim, composer-vocalist-pianist- 

guitarist, born 

Stan Getz, saxophonist, born 

Earl Hines and Louis Armstrong, Weather Bird” 

Paul Whiteman Orchestra, “There Ain't No Sweet 

Man (Worth the Salt of My Tears)” 
Julian “Cannonball” Adderley, alto saxophonist, born 

Horace Silver, pianist-composer, born 

Chet Baker, trumpeter, born 

Bill Evans, pianist-composer, born 

Cecil Taylor, pianist-composer, born 

Jazz Goes to Town, 1910-1930 

The “Roarin’ '20s"/The Jazz Age 
The height of the Harlem Renaissance, a flowering 

of the arts in New York’s largest African American 
neighborhood : 

The Charleston dance craze sweeps America 

J. Edgar Hoover appointed director of the Bureau 

of Investigation, a precursor to the FBI, which he 
helped found 

Scopes trial challenges the right to teach evolution 

in the classroom 

First “talking picture,” The Jazz Singer, starring Al 

Jolson 

Charles Lindbergh makes first solo flight across the 

Atlantic Ocean 

First Mickey Mouse cartoon is released 

The Great Depression begins 





UHIGAGO JAZZ: 
LATE 1917-1930 
WHY DID A THRIVING JAZZ SCENE 
DEVELOP IN CHICAGO IN THE LATE 1910s 
AND EARLY 1920s? 
The movement of African Americans from the rural South to the indus- 

trial North and West accelerated in the early twentieth century. This social 

movement came to be known as the Great Migration. The opening of major 

rail lines facilitated travel north, and major hubs—particularly Chicago— 

attracted thousands of African Americans searching for new employment 

opportunities and more social freedom. The railroads themselves employed 

thousands of African Americans in jobs from porters to freight handlers. 

Transportation hubs became centers of distribution of all types of goods, 

and these centers needed workers to keep the goods moving. Thus, Chicago 

became one of the fastest growing cities in the early twentieth century, at- 

tracting not only African Americans but large immigrant populations from 

eastern and southern Europe as well, which continued unabated until World 

War I cut off easy travel, followed by more restrictive laws that limited the 

influx of immigrants. The different ethnic and racial groups tended to stay 

within their own neighborhoods, with the largest black population settling 

in the city’s South Side. 

As African Americans moved north, it was natural for musicians and 

entertainers to follow them for employment opportunities. The same trains 

that carried workers out of the South offered musicians a means of traveling 

either to perform in a new city or to move from city to city seeking employ- 

ment more easily. Thus, King Oliver was able to take his band in the early 

1900s to Los Angeles to play, a trip that would have been difficult, if not im- 

possible, just a few years earlier. 
The migration of blacks northward and the large new immigrant 

populations also had an impact within the cities. New York offers just 

one example of how neighborhoods changed during this period of rapid 

population growth. As the city grew, African Americans were displaced 

from neighborhoods such as Manhattan’s San Juan Hill and were settling 

AF archive/Alamy Stock Photo. 

In this chapter, we'll 
answer these questions: 

© Why did a thriving jazz scene 
develop in Chicago in the late 
1910s and early 1920s? 

© How did Bix Beiderbecke’s 
style differ from those of Louis 
Armstrong and other early jazz 

trumpeters? 

© What was Paul Whiteman’s 
role in popularizing jazz? 

© How did Earl Hines 
revolutionize jazz piano 

playing? 

© What role did women play in 
the early decades of jazz? 
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Pullman porter at Chicago's Union 

Station. Ajob as a Pullman Porter 

was viewed as very desirable 

because the pay was good and 

porters were treated well. 

Photo by Jack Delano, Library of Congress. 

Chicago Jazz: Late 1917-1930 

uptown in Harlem, which became a center of black culture in 

the 1920s during the period known as the Harlem Renaissance. 

Major new performing centers, like the Apollo Theater, and 

dozens of smaller nightclubs blossomed there, some catering 

to white audiences who came uptown to be exposed to the 

new black music and dance and others catering to the local 

population. 

Kansas City was another rail hub that would become im- 

portant in the development of jazz. Musicians could use the 

city as a base for playing throughout the Midwest. Just as New 

Orleans was tightening its laws against nightlife, Kansas City’s 

laws were enforced only loosely, if at all, encouraging clubs to 

stay open late, giving musicians many opportunities to work. 

Besides the revolution in transportation, a new techno- 

logical revolution would make it possible for local musical 

styles to spread throughout the country. The development of 

recording technologies and radio had an enormous impact on 

the growth of jazz. Radio links to nightclubs—such as New 

York’s Cotton Club—carried musical performances for hun- 

dreds of miles. In the early days of radio, stations were not tightly regulated, 

and there was little competition outside of the major cities so that programs 

originating out of New York, for example, could be heard through much of the 

northeastern part of the country, quickly spreading the music to new listeners 

and would-be performers. 

Some jazz musicians were at first reluctant to record their music for the 

new phonograph industry. While radio was fleeting, records were more perma- 

nent; and some players feared that if they made a record of their unique 

arrangements, others would steal their music from them and thus deprive 

them of their livelihoods. However, with the success of the first jazz recording 

made in 1917, the floodgates were open and musicians saw recording as an- 

other means of augmenting their income and promoting their music through- 

out the country. Jazz was a musical style that you had to hear, so while sheet 

music of jazz pieces continued to sell, it was these records that actually helped 
musicians learn the new musical style and begin to perform it in their own 
hometowns. 

During this period, it seemed like all roads—at least all railroads—led to 
Chicago. The biggest industrial town in the Midwest, Chicago provided excel- 
lent employment opportunities for musicians. The city’s booming industries— 
particularly the meat packing business—along with its status as a center of 
distribution for goods moving both east and west had already attracted many 
Southern and Midwestern African American workers as part of the Great 
Migration to the booming Northern and Midwestern cities. Naturally, black 
migrants to Chicago's South Side created a substantial audience for African 
American entertainment. Early black jazz entertainers such as clarinetist 
Wilbur Sweatman had been popular in Chicago with both black and white 
audiences as early as 1906. New Orleans instrumentalists came to the city 
bringing their musical style with them, including cornetist Freddie Keppard, 
clarinetist JED Noone, trombonist Kid Ory, Jelly Roll Morton, and later 
King Oliver’s band with Louis Armstrong (see Chapter 3). While these musi- 
cians worked in Chicago, that does not imply that they permanently resided 
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in Chicago; many came and went as part of their touring 
and itinerant employment, as we have seen with Louis 
Armstrong. 

As jazz spread, the music evolved from an emphasis 
upon a polyphonic ensemble texture toward individual so- 
loists. Armstrong’s virtuosity and invention influenced a 
second generation of jazz musicians who arrived in Chicago 

from around the Midwest such as cornetist Bix Beiderbecke 

and saxophonist Frank Trumbauer, as well as a group of 
young white musicians who became known as the Austin 

High Gang. Players such as these were also among the first 
to be introduced to jazz through recordings, such as those 

by the Original Dixieland Jazz Band (see Chapter 3, 2nd 
Chorus). 

The Austin High Gang all went to Austin High 

School in Chicago and included cornetist Jimmy McPartland, guitarist Dick 

McPartland, tenor sax player Bud Freeman, clarinetist Frank Teschemacher, 

and drummer Dave Tough, all of whom went on to significant musical careers. 

Other Chicago-based musicians—including clarinetists Benny Goodman 

(who went on to be one of the stars of the swing era, discussed in Chapter 7, 

1st Chorus) and Pee Wee Russell, banjo player Eddie Condon, and drummer 

Gene Krupa (who also was a star in the swing era)—were part of this scene. 

Together they became known as “the Chicagoans,” and the style they played 

was called “Chicago jazz.” Beiderbecke and Trumbauer were particularly influ- 

ential upon this style, and they were among the first white jazz players consid- 

ered to be jazz innovators. 

Bix Beiderbecke and Paul Whiteman 
HOW DID BIX BEIDERBECKE’S STYLE DIFFER 
FROM THOSE OF LOUIS ARMSTRONG AND 
OTHER EARLY JAZZ TRUMPETERS? 
Leon “Bix” Beiderbecke 
Leon “Bix” Beiderbecke (1903-1931) was born in Davenport, Iowa, a north- 

ern port city on the Mississippi River. His mother played piano and organ and 

Beiderbecke displayed an excellent musical ear at a very young age, eventu- 

ally teaching himself both the piano and the cornet. The knowledge he gained 

from playing the piano made his melodic and harmonic invention particularly 

unique. While an excellent cornet player, his was not a virtuosic style in the 

mode of Louis Armstrong. Beiderbecke primarily played in the cornet’s middle 

register and had a bell-like tone that he opened or burnished depending on 

the character of the solo or passage. As his melodies unfold, it is almost as if 

we can hear him thinking as he carefully crafts his lovely solos that are often 

gentle in character yet also hot and swinging. While it is his cornet playing he 

is primarily known for, he also continued to play and compose for the piano, 

including a forward-looking and impressionistic, classically-oriented compos- 

ition, In a Mist. 

Cabaret Performers in a Chicago 

nightclub, 1941. 

Photo by Russell Lee, Library of Congress. 
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<))) 
Author Ben Bierman 
discusses how jazz 
musicians create 
an individual sound 
and style, focusing 
on the work of Bix 
Beiderbecke and 
Frank Trumbauer. 

The Wolverines making a record at 

the Gennett studios. Bix Beiderbecke 

is seated holding a trumpet, second 

from the right. Note the acoustic 

horn used to make the recording on 

the back wall. 

© Pictorial Press Ltd./Alamy. 

One of Beiderbecke’s earliest important influences was hearing the Original 

Dixieland Jazz Band’s recording of “Tiger Rag” when he was fourteen, an example 

that shows how important early recordings were in spreading jazz throughout the 

country. Living on the Mississippi also gave Beiderbecke the chance to hear jazz as 

the steamboats came through town. His early interest in jazz alarmed his parents, 

who sent him to boarding school at Lake Forest Academy, just north of Chicago, 

hoping this would set him on the path to a “normal” career. This plan backfired 

as the school’s close proximity to Chicago allowed Beiderbecke to easily travel to 

town to be part of the city’s thriving jazz scene, including hearing Armstrong with 

King Oliver at the Lincoln Gardens nightclub and later with the Carroll Dickerson 

Orchestra. 

Frank Trumbauer 
In 1923 Beiderbecke joined the Wolverines, a group of Northern whites who 

formed a traditional New Orleans ensemble. Their recordings from 1924 clearly 

show Beiderbecke’s early maturity and his calm, thoughtful style; and his influ- 

ence began to grow as a result. Later in the same year, Beiderbecke joined the 

Sioux City Six, partnering with saxophonist Frank Trumbauer (1901-1956). 

Trumbauer’s smooth, lyrical style also showed new stylistic possibilities and 

was extremely significant, influencing future saxophonists such as Lester Young 

(Chapter 6, 4th Chorus) and saxophonist-trumpeter-arranger-bandleader Benny 

Carter (Chapter 5, 2nd Chorus). 

Trumbauer and Beiderbecke continued to play together in Detroit band- 

leader Jean Goldkette’s excellent bands and then moved on to work for one of 

the leading bandleaders of the day, Paul Whiteman. There, at the top of the 

music business, Beiderbecke and Trumbauer were star instrumentalists and 

became leading figures in jazz. “Singin’ the Blues,” recorded under the name 



Ist Chorus: Bix Beiderbecke and Paul Whitem 

listening guide 

“Singin’ the Blues” (1927) by Frankie Trumbauer 
and His Orchestra 

INSTRUMENTATION: Cornet: Bix Beiderbecke; C-melody saxophone: Frankie Trumbauer; 

Trombone: Bill Rank; Clarinet: Jimmy Dorsey; Alto saxophone: Doc Ryker; Piano: Paul Mertz; 

Guitar: Eddie Lang; Drums: Chauncey Morehouse. 

%) 

After a short introduction, this Tin Pan Alley song is comprised of four 8-measure © 

sections, ABA'C. A and B comprise the first half of the tune. A’ is a repetition of A with 

some variation and is the beginning of the second half of the form, while the ending 

section, C, is quite different from B. Early jazz was frequently blues-based or composed 

ina multistrain format; this Tin Pan Alley popular song signals the beginning of a change 

in repertoire in jazz. During the following decades, a great deal of jazz repertoire was 

drawn from popular songs. 

Trumbauer is featured in the 1st chorus as he plays a mixture of the melody and an 

improvised solo. During Beiderbecke’s solo on the 2nd chorus, as opposed to stating 

and slightly varying the melody of this tune—which was the common practice of the 

day—he uses the underlying chord structure of this tune to create his solo, hinting at 

a new direction in jazz. The harmony is interesting and varied throughout and moves 

through a variety of keys. 

Both Beiderbecke and Trumbauer emphasize simple, understated, and graceful melodic 

playing. Beiderbecke’s playing markedly contrasts with Armstrong's; he has a much 

gentler approach to the cornet and does not attempt to display a virtuosic technique. 

For example, he plays in a rather narrow range of the horn, instead focusing on melodic 

content. While sometimes he seems to float over the ensemble, at other times he digs in 

with a subtle yet insistent swing and driving quarter notes. Beiderbecke’s note choices 

are consistently lovely, and he varies his rhythmic figures throughout. Trumbauer’s 

legato (smooth) and lyrical playing is full of expressive slurs and bends with a very 

light vibrato. Like Beiderbecke, he has a gentle approach that differs from the more 

intense playing we often hear in early jazz. Here, Trumbauer plays the C-melody sax, an 

instrument essentially no longer in use. 

As we find in many of these old recordings, it is hard to hear the accompanying 

instruments. The guitar is right up front and is clearly highlighted, while the piano is 

barely heard in the background. The drums are largely confined to cymbal splashes 

and choked cymbal sounds—the manual damping of a cymbal after it has been struck. 

Eddie Lang’s remarkable guitar playing is the essential element of the accompaniment 

for this entire arrangement. He manages to keep time and propel the music by playing 

a steady pulse while also playing fills and counterlines throughout. These function in 

three ways: they are melodically important, they create the rhythmic pulse, and they 

outline the harmonies. Without his guitar playing, this would be an entirely different and 

less compelling recording. continued 
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Interactive 
Listening Guide 

“Singin’ the Blues” listening guide continued 

“SINGIN’ THE BLUES” LISTENING GUIDE 

TIME FORM STYLE 

Intro A harmonized introduction by the horns begins this tune. Colorful and rhythmic cymbal splashes 

are the only accompaniment here. 

Frankie Trumbauer’s solo includes portions of the original melody, and his playing is gently sweet 

and lyrical. Note how Trumbauer’s solo and Eddie Lang's guitar hook up together rhythmically. 

Lang keeps solid time as he chunks along on all 4 beats but also regularly plays lovely and inventive 

melodic counterlines and fills. 

Beiderbecke’s solo is gentle and relaxed, but his subtle rhythmic variation and tasteful note choices 

make this very sophisticated. Note the regular use of blue notes. Beiderbecke easily floats above 

the ensemble for much of the solo. He plays right on the beat but not forcefully. He ends the B 

section with a break. 

At A' Beiderbecke rips into his first phrase and plays more forcefully for the first few measures, 

including sharply emphasizing three quarter notes. He then quickly returns to his lighter playing 

and ends his solo as simply and in as relaxed a manner as he started. 

The whole group enters and plays a New Orleans-style ensemble. The actual melody of the tune is 

played here for the first time. 

Jimmy Dorsey plays a clarinet solo. He continues the simple, melodie character of the other 

soloists. He also ends his solo with a break. 

The ensemble again enters with collective improvisation. The melody of the tune is played again, 
this time more forcefully by Beiderbecke. 

The polyphony continues and becomes stronger to end the song with a bit of a bang. Beiderbecke in 

particular plays more insistently. Lang has a nice break in the middle of this section. 

Compare 

“There Ain’t No Sweet Man (Worth the Salt of My Tears)” (1928) by the Paul Whiteman 
Orchestra. This track gives us a chance to hear Beiderbecke and Trumbauer in a more 
commercial context. In “Singin’ the Blues” they each improvised whole choruses, but 
here, while there are solos by Beiderbecke and Trumbauer, Beiderbecke’s primary 

role is to play the melody with the orchestra. The melody is presented clearly here, 
while in “Singin’ the Blues” it was initially largely avoided. As the featured soloist, 
Beiderbecke still manages to make the melody hot; Trumbauer also is given a 
little room to display his sweet and pretty way with a melody. We also get to hear 
lovely orchestrations and how a mixed ensemble of winds and strings with vocals 
was used in popular music, as well as how “hot” jazz was fused with a popular and 
“sweet” orchestra style. A “sweet” style generally implies less improvisation, a more 
straightforward presentation of the melody throughout the tune, and a lighter 
groove than a “hot” jazz band would normally create. Bing Crosby’s vocal is a crucial 
element in this recording and a nice introduction to this extremely popular singer. 
Here, he sings as part of a vocal trio. 
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Frankie Trumbauer and His Orchestra, displays both of their styles clearly and 
elegantly. 

Beiderbecke unfortunately became a model for the “tortured artist.” He de- 
veloped a dependence on alcohol that led to a tragic early death at the age of 
twenty-eight. Beiderbecke’s influence was profound, however, offering an alterna- 
tive approach to the Herculean, but no less melodic, cornet playing of Armstrong. 
His solos have been transcribed and played by cornet and trumpet players ever 
since, instilling his musicality and gentle, yet hot, melodic invention into the rep- 
ertoire of styles in jazz. 

Paul Whiteman 

WHAT WAS PAUL WHITEMAN’S ROLE 

IN POPULARIZING JAZZ? 

Paul Whiteman (1890-1967) led a highly successful dance orchestra in the 1920s 

and 1930s and continued a successful career through the 1950s. He was an ex- 
cellent musician and showman, as well as an extremely savvy businessman who 

brought together some of the best instrumentalists, including Beiderbecke and 

Trumbauer, as well as top arranger-composers such as Bill Challis and Ferde Grofé 

to produce numerous hits of a consistently high quality. 

Whiteman was highly successful in performance, recording, and the sale of 

sheet music. His relationship to jazz has always been a source of controversy, 

however, as he had a self-proclaimed desire to make jazz more appealing to the 

masses. 

Whiteman’s was one of the first attempts to fuse the excitement of impro- 

vised jazz and other African American elements with a compositional approach 

drawn from European classical music. His style is often referred to as “sym- 

phonic jazz” (Whiteman is credited with creating this term) or “concert jazz.” 

Whiteman’s approach downplayed improvisation, aggressive soloing, and a heavy 

beat for a sweeter orchestral sound. However, the notion of “uplifting” jazz to a 

more legitimate place in the American mainstream through mixing it with a more 

European-based compositional sensibility implies that jazz needed to be legiti- 

mized somehow—a misguided concept at best. 

Paul Whiteman, the son of a prominent music teacher, began his career 

as a violist, playing with the Denver and San Francisco symphonies. After 

forming his own band and performing in San Francisco, Los Angeles, and 

Atlantic City, he had great success playing in New York City. In 1920, he had 

hits with “Whispering” and “Japanese Sandman.” As Whiteman attempted to 

blend a dance band with an orchestra, some at the time referred to his efforts 

as “making an honest woman out of jazz.” Whiteman’s response was that “he 

never questioned her honesty, I simply thought she needed a new dress.” The 

“new dress” presented the melodies and feel of jazz in a style reminiscent of 

the European popular orchestra tradition. It featured arrangements that were 

carefully crafted and extremely well played, and improvisation was limited to 

short solo spots. Whiteman’s music appealed to different listeners than the 

traditional jazz audience. 

While some question his place in the history of jazz, Whiteman certainly 

was responsible for commissioning some very important early concert jazz 

works. His 1924 concert at New York’s Aeolian Hall, which he named “An 

‘io 
a 

read all about it 

“The Man Who Made a 
Lady Out of Jazz” by Hugh 
C. Ernst 

Walser, Keeping Time, Chapter 12 

The original program notes for 

Whiteman’s famous Aeolian Hall 

concert. 
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Bandleader Paul Whiteman (center 
with baton) leads his Ambassador 
Orchestra, ca. late 1920s. 

Whiteman’s large band could play 

everything from sweet dance music 

to lightly syncopated jazz. 

Chicago History Museum/Getty Images. 

Experiment in Modern Music,” included George Gershwin’s Rhapsody in Blue, 

performed with Gershwin at the piano. Rhapsody in Blue helped to set in motion 

a movement that attempts to combine classically oriented compositional con- 

cepts with jazz, often resulting in more extended compositions than is usual 

for the genre. 

Whiteman, sometimes referred to as the “King of Jazz,’ was responsible for 

other innovations. He led the first dance band to have a full-time vocalist, Bing 

Crosby, who went on to become one of the most successful singers in American 

popular music. Crosby heard Louis Armstrong at this time and was heavily influ- 

enced by Armstrong’s approach. 

Whiteman also decided to include jazz soloists in his orchestra—such as 

Beiderbecke and Trumbauer—as a means of creating a more jazzy sound. While 

these soloists did not have the same kind of room to play as they did in smaller 
band settings, they were now with a top band and making an excellent salary. 

Whiteman brought on board other prominent players including violinist Joe 

Venuti, trumpeter Bunny Berigan, trombonist Jack Teagarden, and guitarist 

Eddie Lang. 

Salvatore “Eddie” Lang helped popularize the guitar as a lead instrument in 

jazz. Early jazz bands had featured tenor banjos to provide chordal accompaniment 

because they were loud enough to be heard over a small ensemble. With the intro- 

duction of larger and louder guitars, the more mellow-voiced stringed instrument 

began to be used but again primarily as an accompaniment. Lang helped to intro- 

duce the guitar as a melody instrument. Often working with his childhood friend, 

violinist Joe Venuti, Lang influenced generations of musicians, beginning with 

guitarists Django Reinhardt and Charlie Christian (see Chapter 7, 1st Chorus). 
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ARB Earl “Fatha” Hines 

HOW DID EARL HINES REVOLUTIONIZE 
JAZZ PIANO PLAYING? 

Earl Hines 
Earl “Fatha” Hines (1903-1983), one of the great pianists in jazz, had a long and 
varied career. He worked as a solo pianist and accompanist, played in small groups 
with most of the important names in jazz, and was an influential big-band leader. 

Hines was known for his ability to fuse a variety of styles into one 

forward-thinking approach that embodied the history of jazz-oriented piano 

styles up to that time. He thoroughly absorbed the stride piano school and was 

an adept accompanist, yet it was his melodic playing that made him stand out. 

Hines’s major influences were the stride piano players from the East Coast, such as 

Fats Waller (Chapter 5, 4th Chorus) and James P. Johnson (Chapter 2, 1st Chorus, 

and Chapter 5, 4th Chorus). But Hines was much freer with his left hand, allow- 

ing himself to at times establish a clear stride pattern of bass notes and chords, 

while at others not completely spelling out the time 

in the left hand. Hines’s groundbreaking style was 

particularly influential in leading to a new modern 

jazz piano style with more emphasis on melodic in- 

vention in the right hand, which helped move the 

stride piano style into the swing era. 

Another important element of Hines’s solo style 

is his use of octaves in the right hand while using 

phrasing that is closer to that of trumpet players 

than to that of pianists of the period. As often hap- 

pens, his style developed from a practical concern. 

As he soloed with a large group it was difficult to 

be heard, so doubling his solo in octaves gave him 

much more force and volume so he could be heard 

over the ensemble. His early background playing 

the cornet undoubtedly had an influence as well. 

One huge difference between horn players and pi- 

anists and guitarists is that horn players have to 

take breaths between phrases. This automatically 

gives shape to phrases. Pianists and guitarists can 

play endless streams of notes, an approach that can 

often become shapeless and even monotonous, so 

Hines’s horn-style phrasing made him unique. He 

even managed to simulate a horn player’s vibrato on 

a held note with a slight tremolo of his octaves. In 

Chapter 5, 4th Chorus, we examine a video that fea- 

tures Hines discussing various piano styles, includ- 

ing this “trumpet style” of playing that he developed. 

Earl “Fatha” Hines was born and raised just out- 

side of Pittsburgh. His father was a cornet player Pence ocean an overseed 

and bandleader. At an early age, Hines was able to recall and play songs on the piano piano keyboard, ca. late 1940s. 

that he heard at shows or concerts. He went on the road at seventeen and moved _Photo Gilles Petard. Redferns/Getty Images. 
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listening focus 

“Weather Bird” (1928) by Earl “Fatha” Hines (piano) 
and Louis Armstrong (trumpet) 

1929 was an exciting time for Hines and Armstrong, because both young men were 

enjoying blossoming careers and exploring new musical styles. Their joy in playing 

together is palpable in “Weather Bird,” which shows the type of rapport that develops 

between players who know each other well. The performance feels casual, almost as 

if they are playing in our living room for fun as they push and prod each other to “go for 

it.” This kind of “live” feel is quite difficult to capture in the recording studio. This is one 

reason that it is crucial for your jazz experience to hear jazz live. 

Another manifestation. of this rapport is Hines and Armstrong's ability to transcend 

the normal relationship of soloist and accompanist; the relationship between the two 

continually shifts. Additionally, when Hines does function as accompanist he does so with 

a freedom that goes beyond the normal role of the pianists of the period, namely, a stride 

style with left-hand bass and chords clearly delineating the beat and chord progression 

with the right hand playing chords and filling. In addition, without drums or bass or a 

constant left-hand stride from Hines, the time of this performance is often implied and 

felt as opposed to being spelled out. 

The first strain, A (0:04), is an example of a relatively traditional accompaniment. At the 

first B strain (0:22) Hines becomes freer and does not keep the stride left hand going 

at all times. He is also melodically active underneath Armstrong's melody, creating a 

complementary melody behind him. Though Armstrong dominates the texture at the 

second C strain (1:43], the roles are not clear. Hines sometimes accompanies, but at other 

times he is an equal partner, pushing the rhythmic envelope. The following C strain (2:00) 

is fascinating as it is primarily a Hines solo and Armstrong takes to an accompanist role 

as his melodies function more as counterlines that are meant to spell out the harmonies 

and support the soloist (2:02-2:12). Armstrong then takes over at the end of the strain. 

In this performance there are also examples of these players making adjustments as 

they go. As Armstrong and Hines play a short interlude as a way into Hines’s solo (1:14), 

Armstrong plays a repeated note and plays with the time to the point that the beat gets 

confused; so Hines takes over by jumping right back into the hard-driving tempo (1:23). 
Later, after trading the lead back and forth (2:19), they seem to not quite know how they 
will end the piece. Hines actually just stops and hopes Armstrong will make everything 
clear (2:33). Armstrong takes the lead, playing an ascending cadenza that clearly will 
reach a final note, which Hines then embellishes with a chord that ends the tune. This type 
of spontaneity and looseness is part of what makes “Weather Bird” a special recording 
and gives us insight into the way players interact to create a piece of music on the spot. 

to Chicago in 1925. One of his early gigs there was with Carroll Dickerson, and 
after meeting and quickly establishing a musical rapport with Louis Armstrong 
Armstrong joined him in Dickerson’s band. Their relationship continued and aot 
as both were becoming leading figures in Chicago and in jazz. Hines eventually 
replaced Lil Hardin Armstrong for some of the Hot Five recordings, and their 
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viewing focus 

“Love Is Just Around the Corner” (c. 1955) by the Earl > 
Hines Trio 

INSTRUMENTATION: Piano, leader: Earl Hines; Bass: Johnny Green; Drums: Earl Watkins. 

In this live television appearance on journalist Ralph Gleason's Jazz Casual, Hines 

spontaneously calls out a tune for his trio: “Let’s have some fun and see what happens.” © 

As the tune progresses we see bassist Green and drummer Watkins follow Hines without 

knowing what's coming next, and this is the type of performance that happens on an every- 

night basis with jazz groups. The ability to follow along and make quick adjustments is a 

necessary skill for a working jazz musician. 

Hines plays the peppy AABA melody at a quick tempo (0:05) and then moves into his solo 

(0:32). During his solo Hines blurs the lines between sections as well as his two choruses. 

Johnny Green takes a walking bass solo for one chorus as Hines comps gently behind him 

(1:26) and Watkins plays lightly on his high-hat cymbal. Earl Watkins takes a drum solo 

(1:52) and Hines adds in rhythmic accents as Green tries to anticipate them as best he 

can. Toward the end of the chorus Hines jumps in and solos again. Without any warning or 

visual cue, Hines slows the tempo by half as the show comes to a close (3:05). In this short 

and spontaneous clip Hines essentially gives a lesson in the history of jazz piano, and in 

Chapter 5 Hines discusses these various styles in a Viewing Focus. 

recordings produced some of the highlights of early jazz, such as “West End Blues” 

and the duet “Weather Bird.” 
Hines hit it big when he became bandleader of an orchestra at Chicago’s Grand 

Terrace Café, performances that were locally and nationally broadcast on the 

radio. Many important musicians came through this band, and eventually the 

band became a breeding ground for the players who were beginning to develop 

bebop (discussed in Chapter 10), including Charlie Parker and Dizzy Gillespie 

(Chapter 10, 1st Chorus), making this band an important bridge between swing 

and bebop styles, much the way that Hines helped to move piano playing from 

stride toward swing. 
Hines rejoined Armstrong in the late 1940s and then began touring on his 

own again. After a brief near-retirement from music, Hines was “rediscovered” in 

the 1960s and became a star once again, both playing solo piano and playing with 

the biggest names in jazz. 

Midis Lovie Austin and Lil Hardin Armstrong 

WHAT ROLE DID WOMEN PLAY IN THE EARLY 

DECADES OF JAZZ? 

Women have been active in jazz since its early history, yet they have had a dif- 

ficult time in the male-dominated jazz field. Along with this, women have been 

very poorly represented in its written and recorded history, though this is slowly 
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changing. Lovie Austin and Lillian Hardin are stellar examples of women who 

made vital contributions to jazz, yet have been largely ignored in discussions of 

jazz history until recently. While Austin and Hardin were not spotlighted like star 

soloists such as Armstrong and Beiderbecke, both women were talented and im- 

portant bandleaders, arrangers, composers, and promoters. Their backgrounds, 

skills, and careers also provide an opportunity to examine issues surrounding 

women musicians during this period. 
Parlor music—music performed by amateur pianists and singers in the 

home—reached the height of its popularity during the late nineteenth century. 

It was an important part of the socialization of women during this period, and 

parlor music skills were considered desirable and an important element of wom- 

en’s domesticity. In “Passed Away Is the Piano Girl: Changes in American Musical 

Life, 1870-1900,” Judith Tick discusses the vast changes that occurred during 
this period for women musicians as a result of numerous cultural and sociological 

changes. The number of women becoming professional instrumentalists and com- 

posers grew exponentially, and the instruments that were considered “acceptable” 

for women to play expanded a great deal. Also, as the piano became an essen- 

tial element of the jazz band, space was made for women instrumentalists in the 

jazz field that had previously excluded them. Pianists Lil Hardin and Lovie Austin 

grew up during this rapidly changing period. 

Lil Hardin Armstrong at the piano 

with trumpeter Peanuts” Holland, 

1936. 

AF archive/Alamy Stock Photo. 
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These two important artists’ musical literacy stood both of them in good stead, 
as we will see with Austin’s major roles as bandleader, music director, and staff 
accompanist, and Hardin's success in numerous important groups as well as her 
ability to create lead sheets for artists such as King Oliver and Louis Armstrong. 
Both women were influenced by Jelly Roll Morton, and in fact Austin created 
piano scores of Morton’s music for him as he played for her at her Chicago home. 
Both women were also from Tennessee; they performed with many of the same 
artists, such as King Oliver and Alberta Hunter; and like many other women at 
this time, Austin and Hardin largely performed in an accompanist’s role and were 

rarely featured as soloists. Although not as glamorous as being a soloist, the role 

of accompanist is a crucial one and often goes unnoticed and underappreciated. 

Both Hardin and Austin exemplify other characteristics of the period: formal 
music study at the college level, classical music background, and transitioning 

from classical to popular or jazz music. Also, as discussed by Tammy Kernodle in 

Soul on Soul: The Life and Music of Mary Lou Williams (see Chapter 6, 1st Chorus), 

playing music was one of the few fields available for African American women in 

particular to escape the drudgery and poor wages of domestic work. 

Lovie Austin 
Pianist and bandleader Lovie Austin (born Cora Calhoun, 1887-1972) from 

Chattanooga, Tennessee, studied classical music formally at Roger Williams 

College and Knoxville College. As discussed above, at this time studying the piano 

was often part of a young woman’s overall education, without necessarily lead- 

ing to a career in music; but Austin took music seriously early on. As a youngster 

she would sneak off—along with Bessie Smith, another Chattanooga native (see 

Chapter 2, 1st Chorus)—to hear the great classic blues singer Ma Rainey. 

Austin eventually settled in Chicago in 1923 and went on to be an important 

performing and recording artist, playing live shows, including vaudeville variety 

shows, and accompanying blues artists. Austin was the music director and pianist 

for the Monogram Theater, a vaudeville house on the South Side of Chicago, as well 

as being house pianist for Paramount Records, a leading record label for blues sing- 

ers. These were important positions, and both jobs required great versatility; so 

clearly Austin was a top Chicago musician. The great pianist-composer-arranger 

Mary Lou Williams (see Chapter 6, 1st Chorus) spoke of Austin reverentially 
as her most important influence and recalled seeing Austin in a theater playing 

piano with her left hand while writing out the arrangements for the next act with 

her right hand. Austin accompanied a who’s-who list of performers in the 1920s, 

including Ma Rainey, Ethel Waters, Alberta Hunter, and Butterbeans and Susie, 

as well as leading her own band, Lovie Austin and Her Blues Serenaders. She re- 

mained active throughout her life, recording as late as 1961. 

Lil Hardin Armstrong 
Lil Hardin Armstrong (1898-1971)—whom we have already encountered as pian- 

ist for King Oliver and Louis Armstrong (see Chapter 3)—was also an important 

Chicago pianist. She was playing in several groups in Chicago, eventually leading 

to her playing with King Oliver, where she met Armstrong when he joined the 

group in 1922. She took it upon herself to introduce Armstrong to the Chicago 

lifestyle. They married in 1924, and she strongly encouraged Armstrong to take a 

more aggressive approach to his career by coming out from Oliver's shadow and 

allowing his skills to shine and blossom. Her influence upon his career was power- 

ful, encouraging him to join Fletcher Henderson in New York as well as to return 
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listening guide 

<)) “Traveling Blues” (1924) by Lovie Austin 
and Her Blues Serenaders 

INSTRUMENTATION: Piano: Lovie Austin; Cornet: Tommy Ladnier; Clarinet: Jimmy O’Bryant. 

“Traveling Blues” isan excellent example of Lovie Austin’s skills asa powerfulaccompanist 

and thoughtful and skillful bandleader. She takes the role of the entire rhythm section 

here—there are no bass or drums—and her playing in this song is state-of-the-art piano 

playing at this time. Although she doesn't take any solos, Austin’s full piano sound can 

be heard in her commanding rolling left-hand bass and an authoritative right hand. She 

rocks this tune, and her playing behind the trumpet and clarinet helps us to understand 

why she was an in-demand accompanist and music director, both for blues artists and for 

a wide variety of other acts. Certainly, her skills and the music she produced are worthy 

of much wider note than has been the case in much of written jazz history. 

Unlike most music we will hear, there is only one texture in this piece: all three players play 

all the time. The variety comes in different ways, but primarily through a very interesting 

form. “Traveling Blues” is a hybrid form in two main sections. The first section has five 

choruses of 12-bar blues that create their own ABA form. The second section moves on 

to a familiar chord progression reminiscent of numerous popular tunes from this period. 

However, it has its own AB form and consists of three repeats of (AJ, a 16-measure section 

consisting of two different 8-bar phrases, followed by (B], two 16-measure sections, each 

of which consists of two eight-measure phrases with the same chord progression. As 

was true for Jelly Roll Morton's “Black Bottom Stomp” (Chapter 3], this is a fully planned 

composition, but here there is more room for the musicians to improvise within the 

structure of the written composition. Remember that Austin spent time with Morton 

helping him notate his compositions, so comparisons are apt. 

% “TRAVELING BLUES” LISTENING GUIDE 

TIME FORM 
Interactive 
Listening Guide 

1st 0:00 A series of breaks begins the composition with the horns in harmony. Ladnier then plays the 
2nd 0:13 melody on cornet as O’Bryant plays fills. The entire chorus repeats. While Ladnier’s cornet leads 

the ensemble, clarinetist O’Bryant generally has more freedom as he plays inventively behind 
and around Ladnier’s lead lines. 

3rd 0:26 The cornet plays a different melody for this chorus. The clarinet plays two roles, seamlessly 
AthO:40 | | playing harmony for the cornet’s short melodic phrase and then playing fills to finish the phrase. 

The chorus repeats. 

5th 0:53 The return of the first chorus with its series of breaks is very effective and leads to the next major 
| section. 

ee Se a ee ee eee 
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“Traveling Blues” listening guide continued 

| Ist 1:06 The clarinet takes the lead in this new section and solos for the first 16 measures as the cornet 

plays simple rhythmic figures as backgrounds. 

2nd 1:24 The cornet and clarinet play a short repeated riff in harmony for the first 8 measures of the 

EaNeeS As the cornet finishes the phrase, the clarinet fills. 

3rd 1:41 The section repeats with a slightly different riff. 

Ist 1:59 | Asis typical, the tune moves to the key of the fourth giving this second section the feel of almost 

being its own tune. The clarinet again has the lead as the cornet fills simply. A short break for 

clarinet occurs at 2:06. 

2nd 2:17 This section repeats as the clarinet again leads. A cornet and clarinet break occurs at 2:23 and 

the tune has a quick and simple ending. 

to Chicago as a featured artist and bandleader, where they were to collaborate 

on many of Armstrong’s most important recordings. As Armstrong’s career de- 

veloped he, of course, toured extensively, while Hardin Armstrong continued a 

solid career as pianist and bandleader, largely in Chicago. In the 1950s, during the 

revival of interest in New Orleans jazz, Hardin Armstrong recorded her memoirs; 

and in 1961 she made a final album of her piano playing. 

CODA Chapter Summary 

Why did a thriving j ee develop in Chicago in the late 
1 ol Os and early 1920s? 
© With its thriving and diverse music scene, Chicago, as early as the 1910s, pro- 

vided excellent employment opportunities for musicians. 

© The city’s booming businesses had attracted many Southern and Midwestern 

African American workers. These black migrants to Chicago’s South Side cre- 

ated a substantial audience for African American entertainment. 

© New Orleans instrumentalists, including Jelly Roll Morton and later King 

Oliver’s band with Louis Armstrong, brought the New Orleans style to Chicago. 

© White musicians from the greater Chicago area were attracted to the city’s 

nightclub scene and were able to experience jazz firsthand from masters like 

Oliver and Armstrong. 

How did Bix Beiderbecke’s style differ from those of 
Louis Armstrong and other early jazz trumpeters? 

© Armstrong’s playing emphasized his virtuosity on the cornet (later trumpet), 

his ability to exploit the full dynamic and tonal range of the instrument, his 

imaginative and fiery solo playing, and his warm personality. 
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Study Flashcards 

© Beiderbecke primarily played in the cornet’s middle register and had a bell- 

like tone that he opened or burnished depending on the character of the solo 

or passage. 

© Beiderbecke carefully crafted his lovely solos that were often gentle in charac- 

ter yet also hot and swinging. 

What was Paul Whiteman’s role in popularizing jazz? 

© Whiteman led the most successful dance orchestra in the 1920s and 1930s. In 

his band, he brought together some of the best instrumentalists as well as top 

arranger-composers to produce numerous hits of a consistently high quality. 

© Whiteman mixed jazz with a more European-based compositional sensibility 

to create what he called “symphonic jazz.” 

How did Earl Hines revolutionize jazz piano playing? 

© Hines went beyond earlier blues-based and stride piano styles through his em- 

phasis on melodic invention in the right hand. 
© He based his solo playing on the way trumpeters phrased and shaped the 

melody, rather than on the style of other pianists. He played the melodies in 

octaves to increase the volume and impact of his soloing. He even managed 

to simulate a horn player’s vibrato on a held note with a slight tremolo of his 

octaves. 

What role did women play in the early decades of jazz? 
© Despite the prejudice and difficulties that they encountered, women often 

served important roles as bandleaders, accompanists, and arrangers in the 

early days of jazz. 

© Lovie Austin was an important bandleader and performing and recording 
artist, playing live shows and accompanying blues artists. 

© Lil Hardin Armstrong was a pianist, arranger, and composer who played 

with King Oliver’s band in Chicago and then oversaw the early career of her 

then-husband, Louis Armstrong. She later led several big bands and partici- 
pated in the New Orleans revival. 

Talkin’ Jazz (Key Terms) 
SARL LLL SLE IEEE LO SIT TIN IES EE TE DA OTE EH OSS TS a . 

lead sheet transcribed/transcription vibrato 
legato tremolo 

Key People 
SSSR SSS EN PS TE SSRIS SE RE EERIE RRR ETS 

Bix Beiderbecke Eddie Lang Lil Hardin Armstrong 
Frank Trumbauer Earl Hines 

Paul Whiteman Lovie Austin 



Think About This (For Further Discussion and Study) 
1. What were the conditions that set the stage for jazz in Chicago? 
2. How did Bix Beiderbecke’s trumpet style differ from Louis Armstrong’s? 
3. Discuss the differences between “Singin’ the Blues” and “There Ain’t No Sweet 

Man (Worth the Salt of My Tears).” 
4. Discuss the various ways that Earl “Fatha” Hines revolutionized jazz piano 

playing. 

9. Earl “Fatha” Hines and Louis Armstrong had a strong musical rapport, as can 
be seen in “Weather Bird.” What artists who you listen to display this type of 
musical relationship, and how does it manifest itself? Can you think of ex- 
amples of spontaneous interaction in music that you are familiar with? 

6. Can you make any comparisons regarding women’s involvement in early jazz 
and women’s role in the workplace today? 
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NEW YORK JAZZ 
1920s-1930s 

Fletcher Henderson 

HOW DID NEW YORK CITY BECOME 
A MAJOR JAZZ CENTER? 

New York City has served as the jazz capital of the world since the late 1920s, 

and to a certain degree New York City is still considered “the place to be” 

to make a high-level career in jazz. New Orleans, Kansas City, Chicago, and 

Los Angeles were important centers as well in the history of jazz; but all the 

bands and musicians understood that New York was the place to “make it.” In 

addition, New York City was rich with possibilities for performance, record- 

ing, publishing, and radio broadcasts. European immigrants added to the 

mix by working as music publishers and songwriters. Important artists from 

other areas came to New York City to perform and record, including Louis 

Armstrong (who eventually made his home in New York) and Jelly Roll 

Morton, as well as Bix Beiderbecke and Frank Trumbauer, who, along with 

the arranger Bill Challis, left Jean Goldkette to join the most successful 

bandleader of the period, Paul Whiteman, also based in New York at the time. 

We have already listened to some early bands and musicians centered in 

New York, such as the society and military bands of James Reese Europe and 

the stride pianist James P. Johnson. In the following choruses we will examine 

other bands and musicians who reigned supreme in New York City, such as the 

bands of Fletcher Henderson, Chick Webb, and Benny Carter, as well as that of 

the Cuban flute player and bandleader Alberto Socarras, along with a deeper 

look at the stride piano style and one of its greatest practitioners, Art Tatum. 

HOW DID POPULAR SONGWRITERS 
INFLUENCE THE JAZZ REPERTOIRE? 
The business of writing, publishing, selling, recording, and performing songs 

was an important part of the music business as well as New York’s cultural 

life. New York City’s Tin Pan Alley was the center for popular songwriters 

and music publishing from the late nineteenth century until the 1950s and 

1960s. Originally on 28th Street, Tin Pan Alley in midtown Manhattan 

William P. Gottlieb Collection/Library of Congress 

In this chapter, we'll 
answer these questions: 

© How did New York City become 
a major jazz center? 

© How did popular songwriters 
influence the jazz repertoire? 

© What role did Fletcher 
Henderson play in developing 

the New York jazz scene? 

© How did the successful New 
York ballrooms and nightclubs 

influence the development of 
jazz? 

© What role did star soloists 

play in these bands? 

© What are the distinguishing 
characteristics of stride piano? 

© How has Spanish-Caribbean 
music influenced jazz? 
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read all about it 

“Looking Back at the ‘Jazz 
Age’” by Alain Locke 

Walser, Keeping Time, Chapter 19 

One of the leading intellectuals of 

the Harlem Renaissance gives his 

opinion on the importance of jazz 

and its popularity in the 1920s. 

employed a remarkable collection of brilliant composers and lyricists such as 

George Gershwin, Cole Porter, Irving Berlin, Jerome Kern, Richard Rodgers, and 

Oscar Hammerstein II. Many of their tunes have become jazz standards and serve 

as the core repertoire for jazz musicians—a collection of songs, referred to as 

standards, that all professionals must know. This area dominated popular music, 

even through the 1950s and 1960s, at which time the center of activity had moved 

to the Brill Building at 49th and Broadway in Manhattan, with such pop songwrit- 

ers as Carole King, Jerry Lieber and Mike Stoller, and Ellie Greenwich. Many of 

the early Tin Pan Alley songwriters and publishers were Jewish immigrants from 

eastern Europe. 

The most common type of Tin Pan Alley song form combines two traditional 

forms, AABA (and its variation, AABC) and verse-chorus, becoming a form that 

includes a verse and an AABA refrain. The verse is generally played once, essen- 

tially serving as a long introduction. The AABA form then repeats as many times 

as the lyrics require. Jazz instrumentalists have traditionally relied upon this 

form (as well as the 12-bar blues discussed in Chapter 2) for a huge portion of 

their repertoire. They generally don't play the verse, however, making the AABA 

form central to the jazz repertoire. 

Black songwriters also had success on Broadway and greatly contributed to both 

American popular song and the jazz repertoire. The violinist and composer Will 

Marion Cook had early success on Broadway, followed by pianist-composer Eubie 
Blake and the lyricist Noble Sissle with their hit show Shuffle Along in 1921. Others 

followed, including Duke Ellington and Fats Waller, as well as numerous important 

songwriters in the Tin Pan Alley tradition such as Clarence Williams (1893-1965), 

Spencer Williams, James P. Johnson (see this chapter, 4th Chorus), Shelton Brooks, 

and Chris Smith. Blake and Sissle’s Shuffle Along also helped to usher in the Harlem 
Renaissance, an important cultural movement in the 1920s and 1930s. 

The Harlem Renaissance 
Harlem, in upper Manhattan, was once an isolated white, middle-to-upper- 

middle-class neighborhood; but with accessibility through public transportation 

as well as a concentrated effort by realtors to attract both African Americans from 
the South looking for work as part of the Great Migration as well as educated 
middle-class blacks, Harlem became an African American neighborhood by 1920, 
its own city within a city. The musical life of Harlem was exciting, vibrant, and 
completely dominated by African American musicians. 

The Harlem Renaissance was a literary and artistic movement, primarily 
from 1920 until the mid-1930s, based upon the idea that racial pride and progres- 
sive social change could improve African Americans’ place in American society 
through cultural, intellectual, and artistic work. Philosophers like Alain Locke 
and W. E. B. DuBois promoted the idea of the “New Negro,” encouraging blacks to 
emulate the educational and artistic standards of white European culture. While 
all arts and literature are generally included in the movement, its relationship to - 
jazz was problematic. There was a distinct split between the Harlem Renaissance 
in art and literature and the world of music and musical theater. Some in this 
movement believed that black “popular” music—such as jazz, popular songs, and 
musical theater—did not have the same “high-culture” value as works by musi- 
cians such as composer William Grant Still and composer-violinist-conductor Will 
Marion Cook, who incorporated concert music traditions in their work. 

Despite differences among members of the movement, the Harlem 
Renaissance brought African American culture into mainstream American society. 
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A few well-known members of the movement were the writers Langston Hughes 
and Zora Neale Hurston; intellectuals and activists W. E. B. DuBois, James Weldon 
Johnson, and Alain Locke; visual artists Palmer C. Hayden and Laura Wheeler 
Waring; and the actor Paul Robeson. 

WHAT ROLE DID FLETCHER HENDERSON PLAY 
IN DEVELOPING THE NEW YORK JAZZ SCENE? 
Fletcher Henderson 
Some important early big bands also flourished in New York City that greatly 

influenced the swing era, including Fletcher Henderson’s orchestra. Fletcher 
Henderson (1897-1952) was an early important composer-bandleader-pianist in 
New York City and influenced Duke Ellington’s early approach (see Chapter 8). 

Henderson was originally inspired by Paul Whiteman’s sound and success (see 

Chapter 4, 1st Chorus) and had the same ability to recognize, showcase, and de- 

velop talented players and arrangers. 

Born in Cuthbert, Georgia, Fletcher Henderson earned a degree in chemistry 

at Atlanta University (originally a school for freed slaves) and moved to New York 

City with the intention of continuing his studies. He shifted to music, however, 

and worked as a song plugger (someone who promoted songs to performers, 

hoping they would make them hits) for W. C. Handy’s (Chapter 2, 3rd Chorus) 

music publishing company and as an accompanist, including working with blues 

singer Ethel Waters. As Henderson established himself on the New York scene, 

he was selected as a bandleader by other musicians who believed that his educa- 

tion and personal and business manner would give them their greatest chance 

of success. His band gained early recognition through a long engagement at 

Roseland Ballroom in midtown Manhattan beginning around 1923, playing for an 

1) 
Author Ben Bierman 
discusses jazz in New 
York City in the 1920s 
and 1930s, including 
the work of Fletcher 

Henderson. 

Fletcher Henderson and His 

Orchestra, ca. late 1920s. 

Henderson's band was highly 

influential, and his arrangements 

formed the backbone of swing music 

inthe 1930s. 

© Pictorial Press Ltd./Alamy. 
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exclusively white clientele as was common at the time. Along with “hot” jazz, his 

band played a wide variety of standard dance music of the day. 

In 1928, Henderson was in an automobile accident in which he suffered injuries 

to his head and shoulder. According to his wife, this led to a declining interest in 

leading his own band. In 1931, he began arranging for a number of other orchestras, 

and by the mid-1930s he was writing arrangements for Benny Goodman's successful 

big band (see Chapter 7, 1st Chorus). In 1939, Henderson joined Benny Goodman's 

band, disbanding his own group. In the mid-1940s, Henderson again began leading 

his own bands on occasion and toured with Ethel Waters from 1948 to 1949. He suf- 

fered a stroke in 1950 that effectively ended his career, and he died two years later. 

At the height of his success, Henderson attracted many of the greatest jazz mu- 

sicians to his band. Louis Armstrong (Chapter 3, 5th Chorus) was briefly amember 

of Henderson’s band in 1925, followed by trumpeters Rex Stewart (who went on to 

fame with Duke Ellington) and Roy Eldridge (see this chapter, 3rd Chorus), as was 

Coleman Hawkins (also discussed in the 3rd Chorus), one of jazz’s most prominent 

tenor saxophone soloists. Saxophonist-arranger-composer Don Redman was an 

essential member of the band through both his playing and arranging. Redman’s 

writing not only helped the band develop musically and commercially but also 

helped to create the soon-to-be standard big-band concept of trumpet, trombone, 

saxophone, and rhythm sections that worked independently and as an ensemble. 

When playing as an ensemble, this style replaced the New Orleans concept with 

a homophonic sound that features a clear melody accompanied by a section (or 

sections) harmonizing and accompanying it. 

Henderson had other excellent arrangers, such as Benny Carter (see this 

chapter, 2nd Chorus), Edgar Sampson, and Fletcher’s brother Horace. Henderson 

became a good arranger as well and was known for his use of call-and-response 

head arrangements, generally resulting from players spontaneously creating a 

series of riffs (see the discussion of Kansas City jazz in Chapter 6). Head arrange- 

ments are often not written down but at times eventually become formalized in a 

chart. Henderson sold his arrangements to other bands. 

“New King Porter Stomp” is a Fletcher Henderson arrangement derived 

from the Jelly Roll Morton composition “King Porter Stomp” (see Chapter 3, 3rd 

Chorus). When finally published in 1924—it was composed around 1906—it ap- 
peared as both a solo piano piece and in a stock arrangement that any band 
could adapt to fit its own needs. Numerous groups recorded “King Porter Stomp,” 
including an early version by King Oliver (see Chapter 3, 4th Chorus). Fletcher 
Henderson’s orchestra recorded the composition several times and became closely 
associated with it. Later, a Henderson arrangement of the tune helped launch the 
successful career of bandleader Benny Goodman (see Chapter 7, 1st Chorus). 

AAS New York Bands: Benny Carter, Chick 
Webb, Cab Calloway, and Jimmie Lunceford 
New York City’s many nightclubs, dance halls, and informal performance spaces 
encouraged musicians to form their own bands. The demand for musicians and 
bands from the mid-1920s to the early 1930s was great, thanks to the boom in 
the number of speakeasies and other illegal establishments that served up hot 
jazz, dancing girls, and illegal alcohol. The Depression moved the action uptown to 
Harlem, where rent parties were often held as a means of raising money to pay 
for basic household needs, providing even more work for musicians. 
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listening guide 

f 

“New King Porter Stomp” (1932) by Fletcher | <)) 
Henderson's Orchestra 

INSTRUMENTATION: Piano-arranger: Fletcher Henderson; Trumpet: Bobby Stark (1st trumpet 

solo), Rex Stewart (2nd trumpet solo}, Russell Smith; Alto saxophone: Hilton Jefferson, Russell 
Procope; Tenor saxophone: Coleman Hawkins; Trombone: Sandy Williams (first trombone solo), 

J. C. Higginbotham [second trombone solo]; Bass: John Kirby; Drums: Walter Johnson; Guitar:. 
Freddie White. 

Rather than using the various melodies of the original four strains, this recording uses a 

head arrangement as a vehicle for soloists and riffs based upon the chord progression of 

Morton's “King Porter Stomp.” Henderson also makes significant changes to the original 

form. The 16-measure A section is only played once—it is repeated in Morton's version— 

and there Is little beyond the chord progression that connects this to the original version 

because the melody is not played at all. The second theme is not used, and is replaced by 

the original third strain (or trio). This is used as the basis for sax riffs behind the soloists 

rather than as a melody. Two shout choruses follow to close out the tune. 

The rhythm section has a lighter yet powerful groove compared to the early jazz recordings 

we have heard so far. The use of string bass instead of tuba contributes greatly to this 

lightness. Riffing arrangements get their momentum from hitting a solid groove and not 

letting up, allowing the intensity to build naturally. Played live, the soloists often had the 

freedom to play as many choruses as they wished; a live performance of this tune must 

have been wildly exciting for listeners and dancers. This is a developing swing sound, 

leading us to the swing era [see Chapters 7-9), as opposed to the New Orleans or Chicago 

music we have heard so far. 

In addition to the rhythm section, the sax section creates a constant accompaniment to 

the soloists throughout the tune as they riff from beginning to end. The sax riffs swing 

very hard and create a terrific foundation for the soloists. 

“NEW KING PORTER STOMP” LISTENING GUIDE & 

‘STYLE . TIME FORM 
Interactive 

The introduction flows right into the A section, making it difficult to tell if this is really an Pets 

introduction. It is played at a fast tempo with the bass playing in 4 [on all 4 beats). 

Trumpeter Bobby Stark, playing in a cup mute (a cardboard mute], starts blazing with a hot solo. 

To be heard over the rest of the band the soloist has to blow harder than he normally might, 

giving the otherwise mellow sound of the cup-muted tone a nice edgy quality. While the bass and 

drums dominate the rhythm section, the constant presence of saxophone riffs is an essential 

element to the swinging accompaniment. 

The full ensemble; this is the first time in this arrangement that Henderson uses Morton's melody. 

Trumpet solo continues. His playing is melodic and has rhythmic punch. From here until the 

first shout chorus (C] the saxes play background riffs behind the soloists that are portions—or 

variations of portions—of Morton's trio melody. The rhythm continues to chug along on all 4 

beats; they do not particularly accent the ensemble or the soloist’s rhythmic figures. 

continued 
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STYLE 

Coleman Hawkins plays a tenor saxophone solo. His solo floats over the time a bit more than the 

trumpet solo and is a bit more florid, as is often the case with saxophone versus trumpet solos. 

1 Sandy Williams plays a trombone solo in straight mute. The straight mute is made of metal, so it 

has an edgier sound than the cardboard cup mute. 

Compare 

Trumpeter Rex Stewart plays a solo, also in cup mute. Stewart plays a dramatic, long, held 

note (a high D-flat] that is then repeated in a rhythmic and syncopated fashion. He ends it by 

glissing (sliding) up to high F—these are very high notes for the trumpet and show his virtuosity 

as a performer. 

J. C. Higginbotham plays a trombone solo in open horn. He uses a repeated riff throughout this 

chorus. At 1:53 he uses lip slurs—the quick alternation of two notes accomplished through the 

use of the lips and tongue only—which is a common technique for brass players. 

For this chorus, Higginbotham growls into the trombone for a bluesy sound and uses a 

combination of a repeated riff and more melodic playing. 

The full band plays a second shout chorus. The brass and reeds play a bluesy call and response 

with each other. This is the climax of the arrangement and the rhythm’s intensity is at its highest. 

A short tag with a quick ritardando (slowing down of the tempo) ends this tune. 

Listen to these other versions of “King Porter Stomp” 
e Jelly Roll Morton, piano solo, 1923 (see Chapter 3, 3rd Chorus). This version is fully 

composed rather than consisting of riffs and solos. 

e Benny Goodman, big-band arrangement, 1935. This is a slower version of the 

arrangement with consiberably less soloing than the Henderson recording. It also 

alludes more to the original composition, including an early use of Morton’s original 
third strain. 

<))) 
Benny Carter 
discusses his family 
and their influence on 
his music. 

Benny Carter 
Saxophonist-trumpeter-arranger-composer-bandleader Benny Carter (1907-2003) 
was among the important musicians in New York City during this period. Carter 
was a gentle and soft-spoken man who was considered the epitome of a musician’s 
musician. Although Carter had an uncommonly long and productive career, he 
was not particularly famous outside of the jazz world; but he was important for 
numerous reasons. Carter was a lyrical and melodic alto saxophonist who helped 
to set the lead alto style for the bands to come. He was a composer whose hits 
included the standard “When Lights Are Low,” but most importantly a terrific and 
innovative arranger who helped to craft the overall approach to big-band writing 
and created an innovative style of ensemble writing for the saxophone section of 
a big band. 

Born in New York City, Carter began on trumpet after being inspired by his 
Harlem neighbor, Bubber Miley, Duke Ellington's early trumpet star (see Chapter 8, 
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ist Chorus). Later, Carter switched to alto saxophone as his primary instrument, 
though he continued to perform on trumpet as well as other saxophones and clar- 
inet. Carter’s first notoriety came during his stint with the Fletcher Henderson 
Orchestra. He then followed Don Redman, whom he had worked with in Henderson’s 
band, as the bandleader for McKinney's Cotton Pickers, an excellent and influential 
band out of Detroit. 

Carter briefly formed his own band in New York but then moved to Europe, 
where he stayed and toured extensively until 1938. After returning to New York, 
he again led a band, including playing at the Savoy Ballroom. In 1942, he per- 
manently relocated to Los Angeles, where he went on to compose and arrange 
music for film and television, helping to open subsequent opportunities for 

African American musicians there, including composer-arranger-producer Quincy 

Jones, who also became a top writer for film and TV as well as one of music’s top 

producers (including Michael Jackson’s album Thriller) and entrepreneurs. While 

working in the studios during this later period of his career, Carter also became 

a popular arranger for many of the major jazz and popular singers, including 

Billie Holiday (see Chapter 9, 1st Chorus), Sarah Vaughan, Louis Armstrong (see 

Chapter 3, 5th Chorus), Ella Fitzgerald (see Chapter 9, 1st Chorus), Ray Charles, 

Lou Rawls, and Peggy Lee. 

Carter began to perform more regularly again in the 1970s. His level of recogni- 

tion was raised considerably as a result of touring and numerous awards, including 

Grammy Awards for lifetime achievement (1987) and best jazz composition (1992). 

Before his retirement in 1997, Carter, nicknamed “the King” by his colleagues, hada 

nine-decade career as one of the most accomplished musicians in jazz. 

HOW DID THE SUCCESSFUL NEW YORK 
BALLROOMS AND NIGHTCLUBS INFLUENCE 
THE DEVELOPMENT OF JAZZ? 
New York was home to several large dance halls that employed house bands to 

keep the dancers on their feet through closing time. One of the best-known and 

most successful was Harlem’s Savoy Ballroom, which featured the country’s hot- 

test big bands and some of the most stylish and accomplished dancers. The undis- 

puted king of the Savoy Ballroom was drummer Chick Webb, who led the house 

band at the Savoy from 1933 until his death in 1939. At the Savoy bands would 

face off in good-natured but intensely serious battles of the bands. The audience 

consisted of some of the most knowledgeable fans and dancers, and the dancers 

would pass judgment on whose band was superior that night. As the house band, 

Webb’s band took on all comers and rarely lost a battle. 

Chick Webb 
William Henry “Chick” Webb (ca. 1905-1939) was from Baltimore and moved to 

New York in 1925, where he quickly became a bandleader and one of the top drum- 

mers of the 1930s. Despite his diminutive size and hunchbacked posture from a 

serious spinal deformity, his drumming was powerful and dynamic and included 

a wide variety of sounds including exotic wooden temple blocks (we hear them at 

2:13 of “Go Harlem”). His playing influenced other important swing drummers 

such as Gene Krupa, Jo Jones, Buddy Rich, and Sid Catlett. One of his best-known 

recordings is “Stompin’ at the Savoy,” which became a swing staple and a hit for 

many bands, including that of Benny Goodman. 
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X))) “Symphony in Riffs” (1933) by the Benny Carter 
Orchestra 

INSTRUMENTATION: Trumpets: Eddie Mallory, Bill Dillard, Dick Clark; Trombones: J. C. 

Higginbotham, Keg Johnson, Fred Robinson; Alto saxophones: Benny Carter {lead alto), Wayman 

Carver, Glyn Paque; Tenor saxophone: Johnny Russell; Piano: Teddy Wilson; Guitar: Lawrence 

Lucie; Bass: Ernest Hill; Drums: Sidney Catlett. 

Along with “Lonesome Nights” and “Keep a Song in Your Soul,” “Symphony in Riffs” is 

a classic early example of Benny Carter's writing. The band is tight and exhibits many 

characteristics of the early big-band arranging style that Carter—along with Fletcher 

Henderson, Don Redman, and others—was beginning to create and standardize. Carter's 

lead alto sound, his writing for the saxophone section, the strong soloists, and a two-part 

form are outstanding elements of this recording. This Carter composition was recorded 

many times, including by other major bands such as those of Artie Shaw, Tommy Dorsey, 

and Glenn Miller (for more about these three band leaders, see Chapter 7, 2nd Chorus}. 

The first section consists of two choruses. In Chorus 1, the A sections (0:00 and 0:24) 

feature a bouncy, cheerful, and punchy brass melody, while the B section (0:16) features a 

piano solo over held notes in the brass. The A sections of Chorus 2 [0:33] use a composed 

and harmonized melody over the chord progression [also referred to as changes} played 

by the saxophone section. It is an excellent example of the innovative arranging style 

that Carter created for the big-band sax section. The lead alto plays the melody, and 

the other saxophones are written in a full-sounding harmony below it that follows the 

melodic and rhythmic contour of the melody—a homophonic texture, often referred to as 

block-chord style writing. At times, particularly the last A (0:59), the writing is rhythmically 

complicated and technically difficult. Carter's lead alto sound is round, full, and smooth; 

his extreme bending of pitches is typical of his playing. (Lead alto player Johnny Hodges, 

who was a Star with the Duke Ellington Orchestra, also used this technique.) The bridge 

(0:50) is a trombone solo played over long held notes by the sax section. 

A brass interlude (1:07) modulates to a lower key [from E-flat to D-flat) and leads to 

chorus 3 and the second distinct section of the piece. Chorus 3 [1:12] is a new section 

and also uses the AABA form, but in 4-measure phrases, which is unusual. The bridge 

of this section is quite interesting and a bit unusual, moving from A’ to D-flat major. The 

saxophones play another ensemble here. Chorus 4 [1:29] uses the same form and is a 

trumpet solo over saxophones playing long held notes. Chorus 5 (1:47) is a tenor sax solo 

with a punchy brass background for the A sections and long notes for the bridge. Chorus 

6 (2:04) is a trombone solo over another smooth sax background. Chorus 7 (2:22) is a piano 

solo with drums and the bass in two. The 8th and final chorus (2:40) is a full-ensemble 
shout chorus that takes this tune out. The brass and reeds alternate and come together 
at the very end. 

Along with his drumming prowess, Webb was an excellent bandleader. The 
rhythm section, driven by his drumming, was the locomotive of the band; and it 
played a hard-driving swing with a powerful forward momentum. His bands were 
extremely well rehearsed and played with an exacting precision that fueled an 

intense swing. They also had uncommonly good control of their dynamics (how 
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loudly or softly they played) and used them to dramatic effect (we will hear this in 

“Go Harlem”). As the house band at Harlem’s Savoy Ballroom, Chick Webb’s band 

knew dancing; and as a drummer and leader, Webb was in the perfect position to 

fill the dancers’ needs with the correct tempos and the right rhythmic feels. Webb 

also employed several influential musicians, including trumpeters Bobby Stark 

(who had previously played for Fletcher Henderson; see the previous Listening 

Guide) and Mario Bauza (a crucial figure in the incorporation of Latin music in 
jazz; see Chapter 10, 1st Chorus). 

The addition of the dynamic and hard-swinging sixteen-year-old vocalist Ella 

Fitzgerald (Chapter 9, 1st Chorus), who would go on to become one of the great 

singers in jazz (or any style of music, for that matter), brought Webb’s band na- 

tional notoriety; and a novelty vocal tune, “A-Tisket, A-Tasket,” was a huge hit. 
Every bandleader who was not a composer-arranger needed an arranger to help 

shape the style and sound of the band, and saxophonist-arranger Edgar Sampson 

played that critical role for Webb. Sampson’s arrangement of “Go Harlem,” a com- 

position by James P. Johnson (see this chapter, 4th Chorus) and Andy Razaf, is an 

excellent example of his writing. 

The Cotton Club was another Harlem nightspot located close by the Savoy. It was 

also an incubator for great bands and a premier venue. Unlike the Savoy Ballroom, 

whose clientele was mixed but primarily African American from its Harlem neighbor- 

hood, the Cotton Club was a whites-only nightclub that featured black entertainment. 

Fletcher Henderson’s band performed there in 1923, and Duke Ellington led the house 

band from 1927 to 1931 and established his early reputation there (see Chapter 8). 

Chick Webb at the drums; notice the 

different percussion instruments he 

has lined up for his use. 

© Pictorial Press Ltd./Alamy. 
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listening focus 

“Go Harlem” (1936) by the Chick Webb Orchestra 

INSTRUMENTATION: Trumpet: Mario Bauza, Bobby Stark, Taft Jordan; Trombone: Sandy Williams, 

Nat Story; Alto saxophone: Edgar Sampson [and arranger of this tune], Pete Clark; Tenor saxophone: 

Teddy McRae, Wayman Carver; Piano: Don Kirkpatrick; Guitar/banjo: John Trueheart; Bass: Bill 

Thomas; Drums: Chick Webb. 

“Go Harlem” is a terrific example of a groove that is pulsing yet subtle as Webb swings 

hard while not hitting you over the head with it. The dancers can choose how to handle 

this type of feel; they can smoothly glide across the floor or they can Lindy Hop like crazy. 

It suits everyone! 

“Go Harlem” chugs along with a steady beat that never lets up. After the melody, the 

arrangement follows the typical pattern of moving back and forth between ensemble 

sections and short solo spots. The tune concludes with a restatement of the melody with 

solos mixed in and a coda [an ending section that is at times extended). An important 

factor at times here is the dramatic use of dynamics, a specialty of Webb's band. As they 

come out of the bridge (B, 0:29), they quickly drop down to a whisper (subito piano) before 

building back up again as they play the last A section. While we cannot hear Webb as much 

as we would like, his drumming and overall approach set the tone for this arrangement. 

Everything the band plays falls in line with his playing and is completely solid, precise, 

and right in the groove. 

read all about it 

“The Caucasian Storms 

Harlem” by Rudolph Fisher 
Walser, Keeping Time, Chapter 16 

An African American physician and 

novelist during the Harlem Ren- 

naisance discusses the draw of 

the Harlem jazz clubs during the 

Roarin’ ‘20s. 

Two other top New York bands, led by Cab Calloway and Jimmie Lunceford, followed 

Ellington at the Cotton Club (in 1931 and 1934, respectively). 

Cab Calloway 
Cab Calloway (1907-1994) was a terrific singer, entertainer, and frontman. His 

trademark was a flamboyant style and a wildly outgoing and energetic stage per- 
sona. Calloway’s personality dominated his shows, but he had a series of excel- 
lent bands behind him that featured top soloists such as tenor saxophonists Ben 
Webster and “Chu” Berry. In 1939 he hired the young and inexperienced trum- 
peter Dizzy Gillespie, who went on to become one of the innovators of bebop 
(Chapter 10, 1st Chorus), and the stalwart bass player Milt Hinton (Chapter 14, 
2nd Chorus), one of the most recorded jazz musicians, anchored the band. 
Calloway specialized in novelty numbers; “Minnie the Moocher” was a big hit for 
him, producing his signature line “Hi-de-ho!” The band was hugely successful, and 
live broadcasts from the Cotton Club helped to make Calloway nationally famous. 

Jimmie Lunceford 
Jimmie Lunceford’s (1902-1947) band followed Calloway into the Cotton Club. It 
was known for its precise ensemble playing and perfect appearance on the band- 
stand, as well as for its elaborate and accomplished showmanship. The group put 
on an enthusiastic and energetic choreographed show with trumpet players flip- 
ping their horns, trombonists waving their slides in the air, the various sections 
swaying in rhythm, the drummer flipping his sticks, and the bass player spinning 
his bass. The band was also known for terrific arrangements. 
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Trumpeter Sy Oliver was a particularly innovative arranger for Lunceford. 
Oliver’s arrangement of “Organ Grinder’s Swing” was a Lunceford hit and is a 
lovely arrangement that uses a wide variety of colors created through the use of 
clever combinations of instruments. It begins with clarinet, muted trombone, and 
temple blocks and moves on to growling trumpet, baritone sax, bass, and drums. 
Oliver went on to fame with swing bandleader Tommy Dorsey (see Chapter 7, 2nd 
Chorus) and, along with Fletcher Henderson and Benny Carter, helped to establish 
the big-band arranging style. 

CRAY Instrumental Masters: 
Roy Eldridge and Coleman Hawkins 

WHAT ROLE DID STAR SOLOISTS PLAY IN 
THESE BANDS? 

The major New York bands produced a group of noteworthy instrumental solo- 

ists who would go on to have long and successful careers. Many worked simulta- 

neously with a big band and smaller ensembles and, thus, were able to establish 
themselves as major stars on their own. 

Instrumental soloists were vital to the success and appeal of the big bands. 

Their playing brought an individual character to the band, and audiences looked 

forward to these bursts of personal expression as elements vital to the spirit of 

the music. Some soloists were extroverted and exciting, while others were more 

subdued and subtle. Some displayed incredible technical virtuosity, while others 

depended more upon a lyrical, personal style. Generally, the solos were short and 

just one part of the musical fabric within the context of big-band arrangements. 

At times, however, arrangements featured the star players of an ensemble, putting 

them in the spotlight as they stood up from their section or went out in front of 

the band. 

Roy Eldridge 
After Louis Armstrong established the trumpet as a key melodic instrument in 

jazz, Roy Eldridge set a new standard for trumpet virtuosity, greatly influencing 

and inspiring the next great jazz trumpet virtuoso, Dizzy Gillespie (see Chapter 

10, 1st Chorus). Eldridge had a powerful and edgy sound, at times almost as if it 

was on the verge of being out of control. He was always in command, however, 

playing solos that regularly included flurries of rapid notes cascading all over the 

horn while playing either uptempo numbers or ballads, displaying the influence of 

saxophonists such as Coleman Hawkins on his playing. 

Born in Pittsburgh, Roy Eldridge (1911-1989) moved to New York in 1930. He 

had important early jobs with Teddy Hill and Fletcher Henderson and led small and 

large groups in the late 1930s. “After You've Gone” from this period was a classic 

feature for him that displayed his style at its best. His clarion calls, fearless breaks, 

and rapid yet highly melodic playing keep up a remarkable intensity. This intensity 

carried over to other areas as Eldridge was fiercely competitive in jam sessions, 

including those at New York’s Minton’s Playhouse, the early home of bebop (see 

Chapter 10). Eldridge joined white drummer Gene Krupa’s band as featured soloist 

in 1941 in an early example of racial integration. In “Rockin’ Chair,’ a Benny Carter 

arrangement that Eldridge recorded with Krupa’s band, he displays both his fear- 

lessness and lyricism along with his virtuosity, ending on a signature high note. 
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listening focus 

c)))) “Rockin’ Chair” (1941) by Roy Eldridge with Gene Krupa 
and His Orchestra 

INSTRUMENTATION: Trumpets: Roy Eldridge, Norman Murphy, Torg Halten, Graham Young; 

Trombones: John Grassi, Jay Keliher, Babe Wagner; Saxophones: Mascagni “Musky” Ruffo, Sam 

Musiker, Walter Bates, Sam Listengart; Piano: Milt Raskin; Guitar: Ray Biondi; Bass: Ed Mihelich; 

Drums and leader: Gene Krupa; Arranger: Benny Carter. 

The primary texture of this recording is Eldridge soloing over saxophone backgrounds. 

This provides a nice contrast between his powerful, brassy sound and the mellow 

saxophones masterfully arranged by Benny Carter. In the introduction (0:00), Eldridge 

plays a cadenza accompanied by only the saxophones. At A (0:21), the rhythm section 

joins in and continues through B (0:42) and C (1:03). The full ensemble comes in at the 

second C (1:46) for a big finish, which allows Eldridge to scream over the accompaniment 

in true high-note trumpet player style. At the coda, Eldridge plays an unaccompanied 

cadenza that ends ona powerful yet beautifully controlled high note to cap this bravura yet 

sensitive performance. Clearly, this cadenza is largely planned rather than improvised, 

because we hear a call and response between Eldridge and a clarinet. 

Eldridge went on to play with many important bands as well as lead his own 

groups. The 1970s found him leading the house band at the well-known New York 

jazz club Jimmy Ryan’s. He continued to be an inspiration to trumpeters and 

up-and-coming musicians, such as the spectacular trumpet player Spanky Davis 

(1943-2014), who followed Eldridge into this club. 

Coleman Hawkins 
In much the same way that Louis Armstrong revolutionized the trumpet and cre- 

ated a new approach to playing it, Coleman Hawkins (1904-1969) brought the 

sax, and particularly the tenor sax, to the fore in jazz. With his strong and as- 

sertive, yet sensitive, approach to the tenor sax it became a fluid, melodic, and 
powerful instrument able to rival the trumpet as a jazz voice. Along with other 
terrific players that we have listened to, such as Benny Carter (see this chapter, 
2nd Chorus), Frank Trumbauer (see Chapter 4, 1st Chorus), and Sidney Bechet (see 
Chapter 3, 4th Chorus), Hawkins helped to create a new improvisational concept 
that involved the sophisticated use of chords for melodic and harmonic invention 
that is still the basis of jazz improvisation today. 

Hawkins was born in St. Joseph, Missouri, and was already playing at local 
clubs when he was just twelve years old. He moved to Chicago and then Kansas 
City, where he was hired by well-known blues singer Mamie Smith in 1921, with - 
whom he made his first recordings. Hawkins came to prominence as a member of 
the Fletcher Henderson band, which he joined in 1923. While the Henderson band 
was helping to establish the swing style, Coleman Hawkins was a member of its sax 
section from 1923 to 1934 setting the standard for jazz tenor saxophone playing. 
His earliest solos with Henderson display an older style of playing popular at that 
time. Saxophonists would pop the reed with their tongue (slap-tongue), making 
the sax almost a percussion instrument. Over the years, his legato (smooth) yet 
rhythmically charged style emerged. 
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Coleman Hawkins, performing in 

New York City, ca. 1947. Hawkins is 

SoRiwaenat He credited with bringing a new level of 

: virtuosity to the tenor saxophone. 

Photo by William P. Gottlieb. William P. 
Gottlieb Collection/Library of Congress. 

After leaving Henderson, Hawkins was hired for a tour in England. As was 

true for so many African American jazz players who toured Europe, he found some 

relief there from the racial prejudice in America, while also experiencing music 

fans who had a greater interest in his music than those at home. Hawkins wound 

up staying in Europe for five years. Upon his return, he faced a new generation 

of serious rivals, including Ben Webster (see Chapter 8, 2nd Chorus) and Lester 

Young (see Chapter 6, 4th Chorus). Shortly after, Hawkins had a 1939 record date 

for his nine-piece band that he was working with in a New York City nightclub. 

After working through three difficult tunes and needing one more, a canny pro- 

ducer convinced a reluctant Hawkins to record an unrehearsed version of the pop- 

ular and much performed tune “Body and Soul.” The result is one of the classic 

recordings of jazz. 
In the same way that Hawkins helped to transform the approach to soloing 

and the tenor sax, he also adapted to new styles. As bebop began to take shape, he 

performed with leaders of the movement, such as Dizzy Gillespie, pianist Theloni- 

ous Monk, and drummer Max Roach (all discussed in Chapter 10), and influenced 

many younger players, including one of jazz's leading tenor sax players, Sonny 

Rollins (see Chapter 14, 2nd Chorus). Hawkins spent his later career as a freelance 

featured soloist and bandleader. 



102 Chapter 5 New York Jazz: 1920s—1930s 

1) “Body and Soul” (1939) by Coleman Hawkins and His 
Orchestra 

INSTRUMENTATION: Tenor saxophone and bandleader: Coleman Hawkins; Trumpet: Tommy 

Lindsay, Joe Guy; Trombone: Earl Hardy; Saxophones: Jackie Fields, Eustis Moore; Piano: Gene 

Rodgers; Bass: Oscar Smith; Drums: Arthur Herbert. 

“Body and Soul” is an AABA Tin Pan Alley popular tune and a jazz standard that all jazz 

musicians must know. If someone on a job or at a jam session is going to call a jazz 

ballad, particularly for a saxophonist, the chances are good that they will choose “Body 

and Soul”; and most tenor players, at some point, use it as a feature for themselves. A 

primary reason for this is the immense popularity of Hawkins’s amazing playing on his 

1939 recording. 

“Body and Soul,” along with being a beautiful song, presents unique challenges to the 

player. It is in D-flat, an uncommon key in jazz; and the bridge presents a challenge as it 

moves relatively quickly through the keys of D major {also unusual in jazz) and C major. 

This is another reason it has become a test piece for saxophonists because it allows them 

to show off their talent and skill. 

Just as Roy Eldridge did in “Rockin’ Chair,” Hawkins takes huge liberties with the melody of 

“Body and Soul.” Hawkins plays the melody of the first A (0:09) relatively straightforwardly 

with melodic fills between phrases. By the time he gets to the second A (0:30), he hints 

at the melody occasionally, and by the time he gets to the bridge, B (0:50), he has left the 

melody far behind. In its place, he plays lovely nonstop melodic invention based upon the 

chord changes of the song. Even though we may not hear him actually playing the melody, 

it is informing his soloing. 

AUneatss Harlem Stride Piano 

WHAT ARE THE DISTINGUISHING 
CHARACTERISTICS OF STRIDE PIANO? 

Along with big bands in dance halls and nightclubs, Harlem produceda piano style 
? referred to as the “Harlem style,” “Harlem stride piano,” or simply “stride piano,” 

as the style was not exclusive to Harlem. Developing naturally out of ragtime, the 
main element of the stride style also gives the genre its name: the left hand of the 
pianist “strides” up and down the lower part of the piano as it booms out powerful 
bass notes on beats 1 and 3 and chords on beats 2 and 4. This is a virtuosic style of 
playing, and many of its players had classical training and incorporated aspects of 
the classical repertoire into their playing and composing. 

These pianists were held in great esteem and found plentiful work in clubs and 
saloons as well as at rent parties thrown in apartments to quickly raise money 
for rent or other necessities. They were also fiercely competitive with each other, 
at times engaging in “cutting contests,” which were public and informal competi- 
tions that were fun and exciting yet also quite serious. These pianists were well 
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viewing focus 

“Your Feet’s Too Big” by Fats Waller (c. 1940) 

Demonstration of Piano Styles by Earl Hines (c. 1955) bs 

- 

Thomas Wright “Fats” Waller (1904-1943) was a leading stride pianist and organist and 

a prolific composer—“Honeysuckle Rose” and “Ain't Misbehavin’” are two of his most 

famous songs. He was also one of the top entertainers of the day, andinthis short soundie . 

we see that fun side of him as he plays to the camera while singing the novelty tune, “Your - 

Feet’s Too Big.” 

Pianist Earl Hines embodied the history of jazz piano, including stride piano, and moved 

it forward to a modern jazz piano style that had a great influence on the pianists that 

followed. On a television show, journalist Ralph Gleason's Jazz Casual, Hines performed 

with a trio and discussed a variety of styles. 

e He begins with a brief demonstration of ragtime (0:28). 

¢ Displays atechnique—playing in tenths (1:45)—and then applied to both hands (3:00). 

e Discusses playing solo piano for dancers (3:25). 

¢ Briefly introduces adding bass and drums [4:15). 

e Describes the simplifications needed to make to play in band situations (5:08). 

e Recalls how he began to play in “trumpet style”—playing in octaves—including the 

use of tremolo to simulate sustain (5:50). 

e Discusses the use of drums in the ensemble (7:35). 

respected and known for their fancy clothing and jewelry. Technique was only 

part of their appeal and importance, however, as these pianists helped to expand 

the harmonic palette, not only of jazz but also of all Western music. Jazz has a 

very unique and sophisticated approach to harmony, and much of this tradition 

stems from its pianists. 

Among these pianists, a number were pianist-composers, such as Eubie 

Blake (“I’m Just Wild About Harry”), James P. Johnson (“Charleston”), and Fats 

Waller (“Honeysuckle Rose”). Along with Willie “The Lion” Smith, Earl Hines (see 

Chapter 4, 2nd Chorus), and Teddy Wilson (see his work with swing bandleader 

Benny Goodman, Chapter 7, 1st Chorus), they were part of an elite group of in- 

strumentalists and composers. Their works were extremely sophisticated, with 

excellent melodic invention, harmonic sophistication, compositional distinction, 

and striking rhythms, including amazingly fast tempos and powerful swing. 

James P. Johnson 
Pianist and composer James P. Johnson was born in New Brunswick, New Jersey. 

His playing and composing were extremely influential upon the stride piano 

style, and along with Jelly Roll Morton, Johnson’s playing and composing helped 

bridge ragtime with jazz styles. In Chapter 2 we heard him playing in a blues style 
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James P. Johnson in the early 1920s. 

Johnson gained fame in 1923 thanks 

to his hit song “The Charleston.” 

© Pictorial Press Ltd./Alamy. 

in his accompaniment of Bessie Smith’s “Back Water Blues,” 

and we also saw him leading the band for her “St. Louis 

Blues” film feature. 

Johnson also composed songs for Broadway shows, in- 

cluding the popular dance hit “The Charleston” of the 1920s, 

as well as more complex concert pieces, including an ex- 

tended piano work called Yamekraw (1928) and his orches- 

tral work Harlem Symphony (ca. 1930s), which was performed 

at Carnegie Hall in 1945. To hear Johnson's stride piano 

playing, works such as “Carolina Shout” and “You've Got to 

Be Modernistic’” are excellent examples. Johnson’s influence 

on jazz has been powerful and continues to today as can be 

seen, for example, in contemporary pianist-composer Jason 

Moran’s (see Chapter 15, 1st Chorus) tribute to Johnson 

with his version of “You've Got to Be Modernistic.” 

Art Tatum 
Art Tatum (1909-1956) learned from the masters, such as 

his idol Fats Waller, James P. Johnson, and Willie “The Lion” 

Smith. However, his dazzling piano technique was even further advanced than 

his mentors and inspired awe in jazz musicians as well as classical performers, 

conductors, and composers. As is true for all of these great pianists, he played with 

great musicality and harmonic invention. 

From Toledo, Ohio, Tatum was born legally blind. He came from a musical 

family—his father, a church elder, played guitar and his mother, the piano—and 

he had perfect pitch (the ability to identify and reproduce a note after hearing 

it played), which helped him to learn to play by ear at a very young age. In 1927, 

he began playing on local Toledo radio, and a year later, at a local club. In 1931, 

singer Adelaide Hall was passing through town, heard him play, and subsequently 

took him on tour as her accompanist; a year later, she brought him to New York 

to accompany her performance at Harlem’s Lafayette Theater (a competitor to the 

popular Apollo Theater) and also used him for a recording session, his first appear- 
ance on record. 

Tatum soon established himself as a leading pianist on New York’s highly 
competitive jazz scene. In 1933, he won a famous cutting contest against Fats 
Waller, James P. Johnson, and Willie “The Lion” Smith with his version of the pop 
standard “Tea for Two.” In the mid-1930s, Tatum toured the Midwest and then 
returned to New York in 1937. The next year, he made a tour to Europe, continuing 
to build his reputation as an innovative pianist. In 1941, he scored his only pop hit 
accompanying Big Joe Turner on “Wee Wee Baby Blues.” 

Besides for a brief period in the mid-1940s playing in a trio setting, Tatum 
performed and recorded as a soloist. His playing was so harmonically rich and 
rhythmically daring that it was probably difficult for others to accompany him. ’ 
He recorded extensively in the late 1940s and 1950s, often for promoter-record 
label owner Norman Granz. Although his recordings and live performances were 
revered by most jazz musicians, Tatum did not reach the level of stardom that one 
would have expected. From 1954 to his death, Tatum had a regular job at a small 
jazz club in Detroit. He died in Los Angeles in 1956 of kidney failure. 

Tatum’s version of the popular tune “Liza” displays his astonishing virtuosity 
that evolved beyond the stride style, incorporating a number of techniques along 
with stride. In this performance, he greatly expanded the harmonic palette of jazz. 
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listening focus / viewing focus 

“Liza” (1934, Take D) and “Yesterdays” (1954) | 2) 
by Art Tatum (piano) 

“Liza” is a typical AABA Tin Pan Alley tune with 8-measure sections. On this recording, we 
Tatum plays 5 choruses, and each is quite different. The 1st chorus (A 0:00, 0:11, B 0:20, a) 

A 0:31) is played rubato—the use of flexible rhythm, generally for expressive purposes. interactive 

Though it is rhythmically free and does not sound like a fast melody, the harmonic and ~ Uistaniing Guide 
melodic rhythm is actually moving in cut-time—generally a fast tempo played with a- 

2-feel—and goes by very fast. The 2nd chorus is even more rhythmically free and has 

many long fills that further stretch the form. Tatum still manages to give a feel of tempo, 

however. In this chorus, the A section (0:43, 0:53) overlaps with B (1:01), which has a 

significant added tag that consists of an amazing turnaround. This turnaround leads into 

an extended last A (1:17). By lengthening this phrase, Tatum increases the tension for the 

listener. The tension is then released at the 3rd chorus (A, 1:32, 1:37, B 1:43, A 1:48) when 

Tatum starts a series of incredibly fast choruses that boggle the mind with their technical 

and musical perfection as he stretches the limits of what a pianist can do. Chorus 4 

(A 1:53, 1:58, B 2:04, A 2:09) flows directly from Chorus 3. This is something that soloists 

often try to do: to make the choruses fluid enough so that the solo is unified, rather than 

sounding like a series of separate parts. 

Chorus 5 begins with a syncopated figure in the first two As (2:14, 2:19], and the bridge 

(B, 2:25) is a series of furious runs as Tatum’s left hand continues to keep the tempo. 

Chorus 6 strays more from the melody and Tatum makes extensive use of blue notes here. 

While the left hand continues to fly, his melody slows down and becomes a bluesy shout 

chorus that repeats for the first two A sections (2:35, 2:41). B (2:46) is a flurry of runs 

without a hint of melody. The last A of the tune (2:51) gives us the melody one more time 

and Tatum finishes with a flourish. 

Another example of Tatum’s creative interpretation of popular songs can be seen in a 

short clip taken from a live television broadcast in 1954, filmed shortly before Tatum’s > 

death. Init, Tatum plays “Yesterdays,” a popular standard by Jerome Kern, again showing 

a great deal of variety in his interpretation. He begins with a dramatic, rhythmically free 

introduction (0:00), slowly exploring the melody and harmony, ending with a repeated 

melodic figure played first in the bass, midrange, and finally upper octaves [0:23]. This 

gives way to a rhythmic pattern in the left hand that introduces a series of explorations 

of the song's theme [at around 0:40). The melody nearly disappears in a sea of dramatic 

scale runs and figures out of which emerges the final melodic statement as he again 

breaks the rhythm, recalling the contemplative opening [1:27]. Tatum ends with a coda- 

like section (1:41). 

One of the great joys in jazz, and one of its greatest accomplishments, is its use of 

traditional triadic harmony (chords based on the basic unit of the triad or three- 

note chords) and the way that jazz musicians have taken these basic harmonic prin- 

ciples and stretched them. They have done this largely by increasing the level of 

intensity and color through the use of added tones. A chord has three basic tones— 

the root, 3rd, and 5th—and a fourth tone, the 7th, is common in jazz. After that 

come 9ths, 11ths, and 13ths; these can be handled in a variety of ways as well. 
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Art Tatum, ca. 1946-1948. Tatum 

was highly influential as a pianist 

who opened up new rhythmic and 

harmonic possibilities for the 

instrument. 

William P. Gottlieb Collection/Library of 

Congress. 

It is these added tones that help to create the colorful chords 

used in jazz. One way that this is reflected is in the rehar- 

monization of a melody. A melody is originally written with 

a chord progression in mind, but the adventurous player or 

arranger can take this melody and put a variety of alternate 

chord progressions to it as well. Art Tatum was brilliant at 

this skill, and “Liza” shows Tatum taking the same melody 

and creating an impressive variety of alternate changes 

(alternate chord progressions) for this popular tune. He also 

places it in a variety of rhythmic contexts. 

Uneasy Spanish-Caribbean 
Influence on Jazz: Alberto Socarras 

HOW HAS SPANISH-CARIBBEAN 
MUSIC INFLUENCED JAZZ? 

A Spanish-Caribbean influence has been present in 

American music since the nineteenth century and has 

been an extremely powerful influence on popular music 

in the United States. Of course, this is a cultural exchange 

as jazz and American popular music have also had a pro- 

found influence upon Spanish-Caribbean styles. (The term 

“Spanish-Caribbean” will be referred to as “Latin” throughout the book, as is 

common practice.) This exchange of musical styles led to the development of 

“Latin jazz’—a hybrid musical style whose influence continues to steadily grow 

in jazz and in American popular music—and Latin music and Latinx musicians 

have had a profound overall effect on jazz as well. New Orleans, the birthplace of 
jazz (see Chapter 3), was heavily influenced by Caribbean music; and none other 

than Jelly Roll Morton (see Chapter 3, 3rd Chorus) spoke of the importance of the 

Latin “tinge” to jazz style. Tango and habanera rhythms found their way into the 

stride piano style (see this chapter, 4th Chorus) and into the music of W. C. Handy 
(see Chapter 2, 3rd Chorus), including one of his most famous compositions, 
“St. Louis Blues,’ which contained a tango rhythm. 

A wave of Caribbean dance styles swept American popular music from the turn 
of the century onward. Tango numbers such as “La Comparsita” and “Jalousie” were 
popular in the 1920s. The international hits of Cuban composer Ernesto Lecuona 
were also popular, such as “Siboney,” and combined traditional Cuban styles with 
forms and harmonic and melodic content influenced by Western classical music. 
The rumba era (rumba in this sense is a generic term and is different from tradi- 
tional Cuban rumba) began in the 1930s spurred on by a huge hit, “El Manisero” 
(“The Peanut Vendor”), by the Cuban Don Azpiazu (see Chapter 7, 4th Chorus). 
In the 1920s and 1930s a Latin influence could be found on Broadway and other 
theater productions, and Latin music was performed at dance halls such as the 
Roseland Ballroom in midtown Manhattan. 

Also in the 1920s, Latinx musicians—particularly Puerto Ricans and Cubans 
during this early period—were heavily involved in the musical life of New York 
City. El Barrio—or East Harlem, a large Spanish-Caribbean community on the 
upper east side of Manhattan—created a demand for Caribbean music. While 
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Latin musicians had been traveling to New York and other places in the United 
States for quite some time, the 1920s saw new Latin music created in the United 
States. In addition, many Cuban and Puerto Rican musicians had the advantage of 
excellent conservatory training as well as broad-based practical professional expe- 
rience. In New York, this made them quite employable, and many wound up play- 
ing in American jazz ensembles. During the 1920s and 1930s, the American bands 

gained experience from their Latin counterparts, and the Latin players brought 

back to Latin ensembles skills learned in jazz bands. In this manner, bands from 

the 1930s led by Cuban flutist Alberto Socarrds and Puerto Rican trumpeter 

Augusto Coen, who played with Duke Ellington and Fletcher Henderson, became 
some of the first to incorporate both jazz and Latin styles. 

Alberto Socarras 
Flutist-bandleader Alberto Socarrds (1908-1987) is one of many musicians who 

made an impact on jazz but has received very little credit or recognition. Born in 

Manzanillo, Cuba, Socarras studied at the Santiago de Cuba conservatory of music 

and later moved to Havana, where he began a successful career playing in a theater 

orchestra and an early Cuban jazz band. 

After arriving in New York in the late 1920s, Socarrds quickly found steady 

studio recording work and freelance performing opportunities. He was an early 

Latin jazz pioneer who moved freely between the worlds of Latin music and 

jazz, and is credited with playing the first jazz flute solo on record on Clarence 

Williams’s “Shootin’ the Pistol” in 1927. He also played in Benny Carter’s big band 

(see this chapter, 2nd Chorus) as well as other jazz big bands, becoming a featured 

soloist along with Augusto Coen in musical revues. 

Socarras led his own band which had a repertoire that included and combined 

Cuban, jazz, and light classical music and led a theater pit-band in the burgeon- 

ing Latin community of El Barrio that brought a jazz inflection to Latin material. 

Alberto Socarras (standing, in white 

suit) and his band, August 1936, in 

New York City. 

BenCar Archives. 
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Socarras’s band played at Harlem’s Apollo Theater on a bill with Bessie Smith, 

played at the Cotton Club opposite Duke Ellington (see Chapter 8) and Cab 

Calloway (see this chapter, 2nd Chorus), played opposite Glenn Miller (see 

Chapter 7, 2nd Chorus) at the Glen Island Casino (in New Rochelle, just north of 

New York City), as well as opposite the Ella Fitzgerald Orchestra (see Chapter 9, 1st 

Chorus) after she took over the Chick Webb band (see this chapter, 2nd Chorus). 

Socarrs’s recording of “Masabi” gives us a picture of what a Cuban-influenced 

orchestra playing in a New York City ballroom or nightclub in the 1930s sounded 

like. This is essentially a “blowing tune,” meaning its primary feature is impro- 

vised melody. So far we have heard improvising in jazz, yet it is important to note 

that improvising in some fashion can and does occur in many, if not most, styles 

of music from around the world. In “Masabi,” we hear a tipico—traditional— 

improvisational style in a Latin context. This style generally features uncompli- 

cated melodic playing with a laid-back feel, most often over chord progressions 

with one or two chords. 
Socarr4s recorded through the 1950s as well as with Tito Puente (see 

Chapter 11, 3rd Chorus), and in the 1960s he benefited from the popularity of 

charanga, a Cuban ensemble featuring flute and violin along with a vocalist and 

rhythm section. In later life, Socarrds, a lovely and gentle man, concentrated on 

teaching—he was the go-to solfége teacher in New York City, particularly for 

Latin musicians. Socarrds employed his Cuban conservatory training, based on 

an old-school European system of solfége that uses syllables when singing, to 

help musicians (including this author) improve their ear and overall musician- 

ship. While this system is taught at many conservatories, Socarras brought an 

interesting twist to the lessons by insisting all exercises also be interpreted, in an 

improvised fashion, while finger-snapping clave and creating various phrasings 

that fit the clave pattern. 

Clave and Afro-Cuban Polyrhythms 
Generally, styles of Cuban music are often referred to by their relationship to a 

particular dance or genre, such as rumba, son, guaguancé, chachacha, or mambo. 

Each has an implied tempo range and rhythmic pattern connected to it. One 
common denominator is clave. Clave is a two-measure repeating rhythmic pat- 
tern with one measure being a 3-side and the other a 2-side. As a basic principle, 
one way or another, every instrumental and vocal part must fit with the clave. 
Example 5.1 reflects a 3-2 clave (this can be reversed to be 2-3) with two typical 
accompanying rhythms, showing how multiple and independent rhythms interact 
and intersect with clave and each other. 

3-2 Clave 

rae = 
Two typical accompanying rhythms 

ie: 

= ee 

ee 
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listening focus 

“Masabi” (1935) by Alberto Socarras y Su Orquesta | 
Cubanacan 

INSTRUMENTATION: Flute and leader: Alberto Socarras; unknown personnel of four saxes, three 

trumpets, two violins, trombone, piano, bass, drums [a combination drum set that combines Latin 

percussion with elements of a standard drum kit), maracas; Composer: Roberto Ravelo-Friol. 

The form of “Masabi” is quite different from anything we have heard yet. It is both simple ~ 

and complex: simple because it is divided into two main sections; and complex because 

the first section of the tune has a somewhat involved structure. The first section, which 

repeats twice, includes a 5-bar introduction, a 10-measure melody played by the saxes 

(0:07), a repeat of the melody [this time 12 measures long) with Socarras soloing over it 

(0:19), asolo section for Socarrds over a different chord progression (this time a simple V-| 

progression that is common in solo sections of many Latin styles), a3-measure interlude 

(0:33), and finally a 7-measure solo section, again using a V-| progression (0:49). This 

entire section repeats verbatim (beginning at 1:00). The second section (1:48) is an “open 

vamp’: in performance, this chord progression could be played as long as the performers 

choose until the bandleader “cued” the band to end the tune. It uses the V-I progression 

from the first section, and Socarras on flute and a trumpeter (playing in straight mute) 

trade 10-measure solo “choruses” until a short ending (2:55) closes the tune. Normally, 

however, this second section would be a place for a montuno. 

Clave is the essential pulse of this music. We hear the click of the clave pattern played by 

the claves—two sticks that are hit together—beginning at 0:07. Though the clicks are not 

always present throughout the tune, the clave rhythm is implied at all times. 

Among the many reasons the Latin influence has been so important to jazz, 

the most important is the polyrhythmic character of the music. Many musicians 

over the years, including one of jazz’s greatest stars, trumpeter Dizzy Gillespie 

(see Chapter 10, 1st Chorus), have felt hemmed in by the specificity and lack of 

variation in jazz rhythm. Up until fairly recently, jazz has been performed primar- 

ily in ; time (there are also many jazz waltzes, which are in 3) and has as its basic 

driving unit a common cymbal pattern and an emphasis on beats 2 and 4 (the 

backbeat) with the bass playing either in 2 or in 4, as seen in Example 5.2. 

Ride cymbal pattern 

= eae 
L— 3— 

Backbeat on beats 2 and 4 

aad pepe 
Ree aaa = ee 

Bass playing in two Bass playing in four 

an SSeS Example 5.2 

))) 
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Latin music has a more varied and complex approach to rhythm. There are 

many types of rhythms, and each has a specific role, function, and prescribed 

rhythmic pattern. Also, jazz most commonly has one drummer, while a Latin band 

frequently will have a bongocero playing bong6, a conguero playing conga, and a 

timbalero playing timbal (or timbale), as well as other musicians in the band play- 

ing percussion instruments such as maracas, guiro, and claves. This necessarily 

creates more complex rhythms through the use of polyrhythms, because each 

percussion instrument plays a unique role in the overall rhythmic pattern. 

How did New York City become a major jazz center? 
© New York has always been considered a major center for performing, record- 

ing, and music publishing. 
© A large, thriving African American community in Harlem built an audience 

for jazz. 
© During the pre-jazz years, bandleaders like James Reese Europe had trained 

and nurtured talented musicians who would go on to play significant roles in 

New York jazz. 

How did popular songwriters influence the jazz repertoire? 
© New York City’s Tin Pan Alley was the center for popular songwriters and 

music publishing from the late nineteenth century until the 1960s. 

© Many of these popular songs became jazz standards and serve as the core rep- 

ertoire for jazz musicians—a collection of songs that all professionals must 

know. 

What role did Fletcher Henderson play in developing the New York 
Jazz scene? 
© Fletcher Henderson led one of the most influential New York bands, employ- 

ing master soloists including Coleman Hawkins and Louis Armstrong. 
© His arrangements were used by leading bandleaders like Benny Goodman, be- 

coming major hits during the swing era. 

How did the successful New York ballrooms and nightclubs 
influence the development of jazz? 
© Dance halls like Harlem’s Savoy Ballroom employed several bands a night to 

play for large crowds of dancers. 
© Drummer Chick Webb’s band was one of the most popular at the Savoy 

Ballroom. 
© The Cotton Club produced lavish floor shows featuring singers, dancers, and 

jazz bands that attracted wealthy white clientele to Harlem. Duke Ellington’s 
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band was first established there, followed by popular bands led by Cab 
Calloway and Jimmie Lunceford. 

What role did star soloists play in these bands? 
© Trumpeter Roy Eldridge’s clarion calls, fearless breaks, and rapid yet highly 

melodic playing set a new standard for the instrument, influencing the next 
generation of players, notably Dizzy Gillespie. 

© Coleman Hawkins brought the tenor sax to the fore in jazz. With his strong 
and assertive yet sensitive approach to the instrument, it became a fluid, me- 

lodic, and powerful instrument able to rival the trumpet as a jazz voice. 

What are the distinguishing characteristics of stride piano? 
© The left hand of the pianist “strides” up and down the lower part of the piano 

as it booms out powerful bass notes on beats 1 and 3 and chords on beats 2 
and 4. 

© Leading stride pianists included James P. Johnson, Fats Waller, Willie “The 

Lion” Smith, and Teddy Wilson. 

© Their works were extremely sophisticated, with excellent melodic invention, 

harmonic sophistication, compositional distinction, and striking rhythms, 

including amazingly fast tempos and powerful swing. 

© Pianist Art Tatum built upon their work and took jazz piano playing to new 

technical and harmonic heights. 

How has Spanish-Caribbean music influenced jazz? 
© A wave of Latin dance styles swept American popular music from the turn of 

the century onward, among them Argentinian tango and Cuban rumba. 

© A Latin influence could be found in Broadway and other theater productions, 

and Latin music was performed at popular ballrooms. 

© In the 1920s, El Barrio, a large Spanish-Caribbean community on the upper 

east side of Manhattan, created a demand for Latin music. 

© Bands from the 1930s, such as one led by Cuban flutist Alberto Socarras, 

began to incorporate both jazz and Latin styles. 

iene 

Talkin’ Jazz (Key Terms) ; 
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Study Flashcards 
alternate changes head arrangements song plugger 

battle of the bands lead alto style speakeasy 

changes montuno stock arrangement 

charanga rent parties straight mute 

clave rubato turnaround 

cutting contest slap-tongue 
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Self-Study Quizzes 

Key People 
a 

al 

Fletcher Henderson Cab Calloway Coleman Hawkins 

Benny Carter Jimmie Lunceford Art Tatum 

Chick Webb Roy Eldridge Alberto Socarras 

Think About This (For Further Discussion and Study) 

1. What were the reasons for New York becoming a center for jazz? Can you name 

a center, or centers, for a style of music that you listen to? 

2. Tin Pan Alley songs were important in the development of jazz. Considering a 

musical style that you are familiar with, can you name another style that it is 

dependent upon for its development? 

3. Discuss the importance of the Harlem Renaissance. Do you think the arts can 

help society today? If so, how? 

4. Considering the importance of ballrooms and nightclubs to jazz, what types of 
venues are important to the music you listen to, and how are they important? 

5. Star instrumentalists such as Coleman Hawkins and Roy Eldridge were im- 
portant to the success of big bands. Who is important in today’s music? Are 
instrumentalists featured? If so, who and in what bands? 

6. Discuss the characteristics of stride piano. Can you hear the differences in the 
various styles in the first part of Art Tatum’s “Liza”? 

7. Stride pianists were expected to dress well. What are the various expectations 
for entertainers today in terms of dress in various styles of music? 
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KANOAS CITY JAZZ: 
1920s-1940 
aaa Kansas City and Territory Bands In this chapter, we'll 

answer these questions: 
Prior to the beginning of the swing era and continuing through it, the middle 
of America had a thriving music scene. It included hard-swinging bands such © Why was Kansas City a center 
as Walter Page’s Original Blue Devils, Bennie Moten’s band, Andy Kirk’s for the early development of 

Twelve Clouds of Joy, and, most importantly, Count Basie, all of whom had swing music? 

great influence on the swing era. Some of these bands were located in a partic- 

ular city, but most toured the Midwest and Southwest extensively. © What is boogie-woogie? 

© What were the key elements of 
WHY WAS KANSAS CITY A CENTER FOR THE Count Basie’s early style? 

EARLY DEVELOPMENT OF SWING MUSIC? @ Howdd brceoceneaieean 
Kansas City, Missouri, the “Paris of the Plains,” was an important city in the years after World War II? 

westward migration because of both its position at the convergence of the 

Missouri and Kansas Rivers and as a hub for the railroads as they moved 

west. It also was the major hub of musical activity for the Midwest and South- 

west regions as well as a major center of jazz, and its relative isolation from 

Chicago, New York, and New Orleans helped to give it a unique sound. The 

political climate was also unique. From 1926 to 1939, the city was run by Tom 

Pendergast and his corrupt and dominating political machine. Pendergast’s 

administration turned a blind eye to alcohol, prostitution, and gambling, 

making Kansas City a booming city even as most of the rest of the country 

suffered during the Great Depression. Consequently, nightlife thrived with 

hundreds of clubs that had live bands and jam sessions, bringing musicians 

from around the country to take advantage of the available work. 

The sound of Kansas City had many sides and was both sophisticated 

and down-home, and everything from solo boogie-woogie pianists (see the 

2nd Chorus of this chapter) to big bands could be found there. The blues was 

crucial to its sound and became the foundation of the early Count Basie band 

(see the 3rd Chorus of this chapter) as well as other bands and styles of the 

area. In Swingin’ the Dream: Big Band Jazz and the Rebirth of American Culture, 

Lewis Erenberg discusses Kansas City’s relationship with the blues: 

Symbolized by the blues, Kansas City fostered and preserved more tra- 

ditional elements of black preindustrial oral culture than did New York. 

William P. Gottlieb Collection/Library of Congress. 
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Compared to those of New York and Chicago, its black middle class was small 

and its ideology of progress and assimilation negligible. Instead, its black pop- 

ulation drew its cultural identity from employment in meat packing, the river 

trade, and construction. Proximity to the South and the absence of opportunt- 

ties for social mobility maintained the strength of rural culture (pp. 102-103). 

As the city was rich in bands, the bands themselves competed for the top 

talent. It wasn’t unusual for band members to be lured away by the chance of more 

regular work at better venues for better pay. Even the bandleaders moved from 

band to band on occasion; Walter Page, who led his own band, would eventually 

join Count Basie’s group, which was more successful nationally. 

Territory Bands 
Bands that had an area they were known for touring regularly were called 

territory bands. Communities covering the huge expanse of America, includ- 

ing the Midwest and the Southwest, from Texas to North Dakota and St. Louis 

to Colorado, all had ballrooms that regularly featured these territory bands as 

well as better-known nationally touring bands. These ballrooms were in steady 

use through the 1980s with numerous small bands still able to work seven nights 

a week while touring the Midwest and Southwest in buses and cars. 
Territory bands were based in a town, but that base was far less important than the 

areas that they toured, which were often quite large. Other bands that wished to play 

in the same territory essentially had to ask permission from the leading band. Bands 

earned their place as leaders of the territory by being the hottest and most popular. 

Kansas City, with its many clubs and wild nightlife, was a favorite touring destination. 

During the 1920s and 1930s, there were thousands of territory bands—both 

white and black bands and some all-female bands (see Chapter 7, 3rd Chorus)— 

providing steady work for many musicians. This was hard work, however. Often com- 

munally run with members sharing profits evenly, these bands played anywhere they 

could. They were constantly on the move, traveling in whatever vehicles they had 

and under difficult conditions. They performed anywhere, in venues ranging from a 

ballroom to a field. And since the Midwest and Southwest cover such a vast area that 

is extremely diverse, these bands necessarily had to be able to play the music that 

was popular in each area and to please the different audiences they might encounter. 
Their material needed to be extremely varied, with waltzes and polkas, western-style 
hoedowns, sweet popular music, the blues, and swinging jazz all at their fingertips. 

Walter Page’s Blue Devils 
One of the best-known and finest of the territory bands was Walter Page’s Origi- 
nal Blue Devils, who were based in Oklahoma City beginning in 1925. Walter Page 
(1900-1957) grew up in Kansas City and played there with Bennie Moten before 
creating and leading the Blue Devils. Along with bassist Wellman Braud from Duke 
Ellington's band, Page is credited with helping to create the walking bass style, with 
the bass playing in 4, and had a huge sound as well. Page was known for having an 
extensive collection of arrangements that allowed the band to fit any circumstance 
and style. This is in contrast to many other territory bands that used simpler ar- 
rangements that were often played from memory or perhaps made up on the spot or 
developed over a period of time (so-called head arrangements). Page’s band also 
featured an extraordinary stream of outstanding musicians such as tenor saxophon- 
ist Lester Young, singer Jimmy Rushing, and trumpeter-vocalist Oran “Hot Lips” 
Page (no relation), some of whom went on to star together in Count Basie’s band. 
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Page’s Blue Devils band was known for outplaying all other territory bands, 

and Page always had his sights set on besting Bennie Moten’s band, a top band in 

Kansas City. Head-to-head competition was the best way to accomplish this, so he 

moved his base to Kansas City. Moten, however, avoided battling the Blue Devils; 

instead, he little by little began hiring top members away from Page’s band. 

Bennie Moten 
Bennie Moten (1894-1935) was a pianist and bandleader and a Kansas City native. 

Moten led what was considered to be the top band in Kansas City and helped to 

usher in and perfect the blues-based, riff-oriented sound that Kansas City and the 

Southwest were known for. One key to keeping his excellent pool of musicians was 

to work steadily, and Moten was a smart businessman in this regard. 

In a savvy move, Moten and his guitarist-valve trombonist Eddie Durham 

brought Count Basie into the band to play piano as well as to work with Durham 

on creating a new musical direction for the band. The band began to incorporate 

some of the more polished aspects of the eastern bands into their bluesy sound 

as Moten’s goal was not to just be a top Kansas City band but to compete with 

Ellington, Fletcher Henderson, and Chick Webb’s bands. The addition of vocalist 

Jimmy Rushing, the Blue Devil’s star singer, was a coup for the band. 

Moten’s band went on a series of tours, mixed with residencies as a top band in 

Kansas City. They were continually in the process of reinventing themselves, even- 

tually coming up with a successful sound that melded their hard-driving, stomp- 

ing, and riffing style with a polished approach to arranging. After controversy 

surrounding a possible merger with another band, Moten was voted out and Basie 
became the new leader. He had at his side bassist Walter Page, formerly leader of 

the Blue Devils. Moten continued to lead a band until his untimely death from an 

unfortunate accident during a routine tonsillectomy in 1935. 

: fi 

The Bennie Moten Orchestra poses 

for a studio portrait, United States, 

1931. The Moten band was one of 

the best of the Kansas City outfits; 

it became the basis for Count 

Basie’s orchestra. Basie is shown 

second from left; Bennie Moten is 

standing at rear center and vocalist 

Jimmy Rushing, at rear right. 

Photo Gilles Petard. Redferns/Getty Images. 
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Author Ben Bierman 
discusses Kansas City 
jazz. He focuses on 
Mary Lou Williams's 
work with Andy _ 
Kirk and His Twelve 
Clouds of Joy. 

Andy Kirk’s Twelve Clouds of Joy 
One of the local Kansas City bands that achieved national recognition was Andy 

Kirk’s Twelve Clouds of Joy. Andy Kirk (1898-1992) was raised in Denver, Colorado; 

studied music with Paul Whiteman’s (see Chapter 4, 1st Chorus) father; and re- 

ceived his initial professional training when he joined an early touring band. He 

moved through several other bands while also hearing the jazz bands that were be- 

ginning to tour through Denver. Kirk wound up in Texas with Terrence “T” Holder's 

band, the Dark Clouds of Joy, and eventually became its leader. Kirk moved the 

band to Kansas City when the group was hired for an extended engagement there. 

Kirk, who played tuba and bass saxophone, was primarily known for his 

acumen as a bandleader. He hired a string of brilliant musicians such as tenor 

saxophonists Ben Webster, Lester Young, and Buddy Tate. Kirk’s band achieved 

national recognition through their hit recordings of “Christopher Columbus” and 

“Until the Real Thing Comes Along. These hits were propelled through the power 

of their intense and compelling Kansas City swing feel, honed through the com- 

petition with other Kansas City and territory bands. The musical powerhouse that 

rocked this band, however, was pianist-arranger Mary Lou Williams. “The Count” 

is an excellent example of Mary Lou Williams's arranging and piano playing and 

clearly shows how valuable she was to the sound of Andy Kirk’s band. 

Mary Lou Williams 
Mary Lou Williams (1910-1981) had a unique and important career as an inter- 

nationally known female instrumentalist and composer in jazz. Raised in Pitts- 

burgh, Pennsylvania, her family’s background sheds light on difficult aspects of 
the Great Migration as well as issues of employment for African Amercans at this 

time. Tammy Kernodle’s Soul on Soul: The Life and Music of Mary Lou Williams exam- 

ines these issues through Williams’s family’s work life. 

Williams was the grandaughter of former slaves, and as was generally true for 

black women in the South, her mother, Virginia Riser, had limited opportunities 

for employment, primarily agriculture, laundry, and domestic work. Agriculture 

was physically debilitating and very poorly remunerated work; and domestic ser- 

vice involved long hours and often entailed living at one’s place of employment, as 
was true for Riser. Consequently, Williams’s mother began taking in laundry to 
allow her to have more time at home, and while it provided an income, the family 
still lived in poverty. As did so many others, in 1915 Riser moved with her two 
daughters and new husband to Pittsburgh, a northern industrial city, to escape the 
extreme poverty and limited opportunities in the South. While there were advan- 
tages, the Northern industrial cities didn’t always prove to be as fruitful as hoped. 

Systemic racism—including being forced to live in neighborhoods with 
sub-standard housing and lower wages than their white conterparts—along with 
the drop-off in employment in the steel industry made life in Pittsburgh difficult 
for black migrants. But between Riser’s husband working as a low-paid laborer and 
Riser taking in laundry, they managed, though they were still financially marginal 
and found other means of additional income. 

Williams originally taught herself to play the piano at a very young age by 
listening to records, the family player piano, and practicing and performing at her 
neighbors’ homes. She was performing at parties before the age of ten, and by the 
time she was a teenager she was already a well-known professional musician in 
Pittsburgh and adding important income to the family. By the time she was four- 
teen she was working on the Orpheum Theater circuit making excellent money 
and continuing to help the family financially. It was on this circuit that she met 
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“The Count” (1940) by Andy Kirk and His Twelve — ree 
Clouds of Joy 

INSTRUMENTATION: Piano-arranger: Mary Lou Williams; Trumpets: Clarence Trice, Harold 

“Shorty” Baker, Harry Lawson; Trombones: Ted Donnelly, Henry Wells; Saxophones: John 

Harrington, Rudy Powell, Dick Wilson; Guitar: Floyd Smith; Bass: Booker Collins; Drums: Ben 

Thigpen; Bandleader: Andy Kirk. 

This AABA tune features an arrangement by Mary Lou Williams of Tom Gordon's composition, 

“The Count,” for Andy Kirk’s band. It also features her crisp, swinging, and elegant piano 

playing in a stride style. The melody is a fun trombone feature and shows the trombonist’s 

skill with a plunger mute. Williams creates a variety of textures throughout the arrangement, 

always keeping things fresh, including an interesting and forward-looking interlude. 
We 

“THE COUNT” LISTENING GUIDE enna case 

TIME FORM STYLE 

0:00 | intro Punchy brass and smooth reeds alternate throughout this introduction. 

fon | AA Trombone with a plunger mute plays the A section melody with saxophones playing a background. 

olf The bridge (B) features the trumpet section, again with saxophone background. 

[Bridge] 

foo [A The trombone melody is repeated. 

The chorus begins with a brief ensemble that leads into a Mary Lou Williams peppy stride piano 

solo, which provides a sharp contrast in texture. The saxophones provide a brief background in the 

2nd A (1:00). 

For another contrast, the bridge has a clarinet solo with brass behind it. The brass lead into the final 

| Aof this chorus. 

aaa Williams's piano solo continues. 

A hot, yet bluesy 16-bar trumpet solo functions as an interlude, creating another strong contrasting 

texture. It has a new, and simpler, chord progression and a spare accompaniment that features light 

comping by the guitar and drums using brushes. The band plays a strong lead-in to the third chorus. 

The chorus finishes with a band ensemble with a trombone lead, which is fitting considering the 

melody is a trombone feature. 

continued 
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“The Count” listening guide continued 

TIME FORM STYLE 

The band plays an ensemble for the first A section. The brass and reeds alternate for the first four 

bars, then play an ensemble together for the second four. 

The original trombone melody is played for the last time, again with a saxophone background 

In an unusual twist, the tune ends with a powerful ensemble played over the bridge, with no finalA 

to follow. 

Compare 

oD) Bennie Moten’s Kansas City band performed a version of the “The Count” in 1930 

g that has been released on numerous recordings, but it has no resemblance to this 

composition. In 1941-1942, clarinetist-bandleader Benny Goodman (see Chapter 7, 1st 

Chorus) performed this arrangement as well numerous times for live broadcasts that 

were recorded but performed at a slower tempo, giving the arrangement quite a different 

feel. Interestingly, pianist-arranger Mel Powell was given credit for the arrangement, 

though it is essentially identical to the Williams version. 

saxophonist John Williams, who went on to become her common law husband. 

It was also on this circuit that the seventeen-year old Williams found herself in 

Harlem where she met and interacted with Duke Ellington, Jelly Roll Morton, and 

Fats Waller, among others. From there she and her husband continued living the 

lives of itinerant musicians together. 

When Andy Kirk and His Twelve Clouds of Joy began a long engagement in 

Kansas City, Williams joined her husband part-time in the band, eventually be- 

coming the band’s pianist and arranger in 1931. Her remarkable arrangements, 

compositions, and piano playing drove the success of the band. Williams also 

wrote arrangements for other swing big bands, such as those of Benny Goodman 

(see Chapter 7, 1st Chorus), Tommy Dorsey (see Chapter 7, 2nd Chorus), and Earl 
Hines (see Chapter 4, 2nd Chorus). 

In the early 1940s, Williams formed a small group with her soon-to-be second 
husband, trumpeter Harold “Shorty” Baker from the Kirk band; and she soon 
joined Ellington as staff arranger. After leaving Ellington in the mid-1940s, she 
was hired to be pianist at the Café Society (see Chapter 9, 1st Chorus), a Greenwich 
Village nightclub. 

Barney Josephson opened the Café Society as a means to present the artists 
he believed in as well as a range of African American musical styles, and it was 
the first major nightclub to be integrated, where black and white customers were 
treated equally. The club also provided support for causes with a strong leftist po- 
litical bent. Café Society became known as home to a who’s-who of jazz, including 
Kansas City musicians such as Joe Turner, Pete Johnson, and Mary Lou Williams, 
as well as Billie Holiday (she introduced the moving civil rights song “Strange 
Fruit” at the club; see Chapter 9, 1st Chorus), Hazel Scott, Sarah Vaughan, and an 
endless list of jazz stars and folk artists. 

Williams was very forward-thinking and sympathetic to new trends in jazz 
particularly the developing bebop movement. During the mid- to later 1940s, 
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she became a mentor to early bebop pioneers such as pi- 
anist Thelonious Monk and trumpeter Dizzy Gillespie 
(see Chapter 10). Orchestrated versions of her extended 
and harmonically adventurous composition Zodiac Suite, 
originally written for solo piano and piano trio, were per- 
formed twice in New York, in 1945 and 1946. 

After briefly retiring from performing in 1956, 

Williams converted to Roman Catholicism. She quickly 

returned to an active career that included writing jazz- 

based works on liturgical themes and performing, as well 

as business ventures including establishing a record label 

and publishing company. Her playing and writing were 

largely couched in the blues in some fashion, and she was 

able to incorporate styles from multiple eras, including 

swing, bebop, and later the avant-garde, as evidenced by 
her performing with avant-garde pianist Cecil Taylor (see 

Chapter 12, 3rd Chorus). Williams had a remarkable abil- 

ity to continue to grow in her writing and playing and to 

stay current and modern, all while maintaining her musi- 

cal personality. 

ANA ES Boogie-Woogie: “Big” 

Joe Turner and Pete Johnson 

WHAT IS BOOGIE-WOOGIE? 

Another style that was prominent in Kansas City and the Midwest and Southwest 

was boogie-woogie, a rocking and exciting blues piano style that features a con- 

stant and aggressively hard-driving, rolling, repeated left-hand figure. Some im- 

portant boogie-woogie pianists are Meade Lux Lewis (“Honky Tonk Train Blues”), 

Albert Ammons, Clarence “Pine Top” Smith (“Pine Top’s Boogie Woogie”), and Pete 

Johnson (1904-1967). Johnson was a popular fixture in Kansas City and along 

with vocalist “Big” Joe Turner (1911-1985) helped establish the barrelhouse boogie- 

woogie style, while also pushing it toward a jazz style as well as toward rock and roll. 

“Big” Joe Turner and Pete Johnson 
Johnson and Turner both came from fatherless homes in Kansas City. Johnson was 

sent to an orphanage when his father died but after dealing with difficult conditions 

there managed to escape and returned to his home. Johnson only made it to the 

fifth grade in school, at which time he began to work as a laborer with his uncle, 

who was also a working pianist. He began to play the drums, eventually switched 

to the piano, and soon was substituting for his uncle on gigs (musicians’ slang for 

performing and recording) as well as playing at parties and in bars for tips. 

Having left school in the sixth grade, Joe Turner also got an early start by 

helping a blind blues singer as he sang for change on the streets and in restaurants, 

as well as singing along with jug bands on the streets of Kansas City. Turner's sing- 

ing career moved forward when he took a job as a singing bartender. While selling 

beer, Turner would also sing with the house band that included Pete Johnson; and 

they also worked together regularly as a duo. Turner would go outside and shout 

Mary Lou Williams at the piano, 

ca. 1946. A talented pianist and 

arranger, Williams also was 

sympathetic to new trends in jazz 

and encouraged the young players 

developing bebop in New York during 

the early 1940s. 

William P. Gottlieb Collection/Library of 
Congress. 
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listening focus 

“Roll ‘em Pete” (1938) by Big Joe Turner (vocal) 
and Pete Johnson (piano) 

This is a standard boogie-woogie 12-bar blues with a I-IV-V chord progression. Unlike 

the stride style, boogie-woogie keeps the harmony simple and straightforward. Turner’s 

vocal is an excellent example of a traditional shouting blues. It’s simple, he leaves plenty 

of space in between phrases, and makes extensive use of blue notes and traditional 

blues melodies. On choruses 8 through 11, Turner uses simple lyrics to create repetitive, 

swinging rhythmic phrases [“Yes, Yes,” “Well alright, there,” “Bye, Bye”), just as a 

big-band horn section does playing riffs at the end of a tune. On chorus 11, “Bye, bye” is 

delivered with an extra layer of intensity and is an indication of where this song could go if 

they were playing an extended version in a live setting. 

the blues in front of the club to bring in customers. Johnson and Turner developed 

a strong musical rapport and were an integral part of the nightlife and musical 

scene of Kansas City. Very few musicians, however, are able to stay in one place 

and continue to make a living. They are generally ambitious to establish national 
careers as they want others to hear them, of course; but in order to support them- 

selves, they have to build a larger audience. Besides the kind of touring most of 

them were used to as part of the territory band tradition, all of these musicians 

and bands traveled to the other centers of jazz, such as Chicago and New York, 
with varying degrees of success. 

Turner and Johnson were fortunate that they were “discovered” by John 

Hammond (1910-1987), a top talent scout, record producer, and social activist, who 

took them to New York. A great-great-grandson of the industrialist and philan- 

thropist Cornelius Vanderbilt and related to numerous influential politicians, 

Hammond was committed to social reform. He expressed this through his work 

in promoting African American music and racial integration in a variety of ways. 
Hammond got Turner and Johnson a job at New York’s Famous Door, a 52nd 

Street nightclub. But after that, work was scarce and they returned to Kansas 
City. Hammond was determined to bring them back to New York and included 
them in his famous 1938 Carnegie Hall concert that he titled “From Spirituals to 
Swing.” The concert presented a range of performers who represented the history 
of African American music, including gospel, the blues, and jazz. Count Basie’s 
jazz big band headlined the bill, while his terrific rhythm section (discussed in the 
3rd Chorus of this chapter) functioned as the house band for the other artists. The 
concert was sold out and a huge hit. Turner set aside the microphone provided for 
him and thrilled the audience with his bold and powerful performance. With its 
emphasis on Kansas City artists and styles, this concert helped to solidify Kansas 
City’s reputation as‘an important center of jazz. The concert’s success led to Turner 
and Johnson's engagement at Café Society, performances on Benny Goodman’s 
national radio show, and their first recording, “Roll ’em Pete,” thrusting them into 
the national spotlight. 

While both Turner and Johnson remained active through the 1940s and 
1950s, it was Turner's signing with Atlantic Records in 1951 that took his career 
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to its next level. For Atlantic, Turner recorded an early and influential rock and 
roll hit, “Shake, Rattle and Roll.” The popular and short-lived rock and roll star 
Bill Haley’s cover version of Turner’s tune was a million-seller. Ironically, it was 
rock and roll’s success that eclipsed the older blues and jazz musicians such as Joe 
Turner and Pete Johnson. Turner was eventually inducted into the Rock & Roll 
Hall of Fame thanks to his pioneering work in that genre. 

CReodss William “Count” Basie 
“Count” Basie (1904-1984) led one of the most important big bands in jazz from 

1935 until his death in 1984. He was a wonderful pianist known for his impec- 

cable taste and musicianship rather than his technical prowess. His solos and 

accompaniment were generally sparse but always flawless and highly effective. 

Basie also had a great eye for talent in his choice of musicians and arrangers and 

knew how to showcase his band and musicians to their best effect. His band was 
steeped in the blues, and was known for an intense 

swing anda laid-back, relaxed feeling, a combination 

that is both difficult and rare. In addition, the Basie 

rhythm section set a new standard for big bands. 

Basie was from Red Bank, on the New Jersey 

shore. His early listening experiences were hearing 

music at carnivals, circuses, and vaudeville shows. 

Basie was influenced by both ragtime and stride 

piano and spent time in New York City in the mid- 

1920s among the greatest stride pianists such as 

Fats Waller, who became his friend. Then, Basie went 

on the road with vaudeville acts, which was when he 

first spent time in Kansas City, a musical environ- 

ment that impressed him. While appearing in Tulsa, 

Oklahoma, Basie heard, and was tremendously ex- 

cited by, Walter Page’s Blue Devils (this chapter, 

1st Chorus). He joined the band, setting his career 

as a big-band player and leader in motion. Basie 

moved on to Bennie Moten’s band (this chapter, 1st 

Chorus), who was based in Kansas City, eventually 

becoming its leader. The band’s popular radio broad- 

casts from the city’s Reno club established his career 

as a bandleader and led to his being “discovered” in 

1936 by John Hammond, who arranged to have the 

band signed with a major booking agency. 

WHAT WERE THE KEY 
ELEMENTS OF BASIE’S 
EARLY STYLE? 
Early arrangements for Basie’s band were based 

on the blues. They were largely head arrangements that the band created. Head 

arrangements generally consist of a series of riffs (short, rhythmic, repetitive 

phrases). These riffs serve as the melody of the arrangement, as backgrounds 

Count Basie folio, ca. 1940s. 

Collections like this were popular 

among home pianists who wanted 

to emulate the style of popular jazz 

players like Basie. 

BenCar Archives. 
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viewing focus 

> 

> 

“Air Mail Special” by Count Basie and His Orchestra _ 
(1941) and “Take Me Back Baby” by Count Basie and His 
Orchestra featuring Jimmy Rushing (c. 1940) 

This brief film gives a great picture of the classic Basie band at the height of its power 

playing one of their most popular numbers, “Air Mail Special.” It opens with Basie giving a 

little rap-like introduction, followed by the band launching into an energetic performance. 

Soloists seen in the film include Basie himself on piano [from about 1:05-1:30, intercut 

with dance footage); trumpeter Harry “Sweets” Edison (at about 1:48]; and saxophone 

player Don Byas (at about 2:12}. Also briefly visible are drummer Jo Jones and guitarist 

Freddie Green. Although the band was performing to a pre-recorded soundtrack, the film 

gives a fairly good representation of how they performed at countless dances and stage 

shows. The film supposedly depicts a dance contest where a group of dancers [actually 

the popular stage dancers Whitey’s Lindy Hoppers} dance themselves to exhaustion, with 

the winner taking home a trophy. The “winner” is portrayed by the rotund vocalist Jimmy 

Rushing who was featured with the band! 

In the soundie, “Take Me Back, Baby,” we get to hear Jimmy Rushing—known as “Mister 

Five By Five” because of his short and stocky stature—sing a medium tempo blues with 

the Basie band. The band sounds strong, confident, and sophisticated, while also down 

home and bluesy. The story line has Rushing sitting in the saxophone section in a dream- 

like state as he imagines himself singing “Take Me Back Baby” to a woman in an upstairs 

window (0:53). She invites him up and the humorous lyrics allude to his weight: “Take me 

back baby, I’m kind of plump, that’s true. Take me back baby, here’s what I’m gonna do. 

ILL go on a diet until my shape suits you” (1:18). It’s all going well until he shows her a list 

of women’s phone numbers. She then angrily shakes him and the dream ends as Basie is 

shaking him awake to join back in with the sax section (2:04). The band takes the tune out 

in classic fashion. 

behind soloists, and as polyphonic shout choruses that conclude the arrange- 
ments. Each section of the band makes up its own lines and creates its own 
harmonies. The players listen to each other, making constant adjustments, and 
eventually finalize an arrangement that becomes a set routine without ever 
having been written down. These head arrangements have the potential to create 
a thrilling momentum as chorus builds upon chorus, creating a wildly intense 
groove that never lets up. They also provide room for soloists to “stretch out” 
(play long solos), which, in the right hands, can generate incredible excitement 
and energy. This type of flexible arrangement is terrific for dancing. The band’s 
skill with these arrangements was critical to its early success. Another important 
factor in their success was Basie’s uncanny ability to always set the correct tempo 
for a song or situation. 

The Basie Rhythm Section 
The Basie rhythm section—often referred to as “The All-American Rhythm 
Section’—created a driving, yet relaxed, 4-beat feel; and this groove is one of the 
band’s most important trademarks and contributions. Basie sets the tone for the 
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rhythm section and the band with his tasteful and spare piano introductions, ac- 
companiments, and solos. Drummer Jo Jones contributed a propulsive, yet light, 
touch that kicked the band and the soloists with well-placed accents on his bass 
drum while keeping time on his cymbals. Freddie Green set the standard for big- 
band guitar accompaniment. He strummed chords on every beat with an insistent 
but relaxed feel, and his sound and style make the Basie rhythm section immedi- 
ately recognizable. Anchoring the early rhythm section was bassist Walter Page 
(formerly the leader of the Blue Devils), who, from his long experience in these 
types of grooving bands, knew exactly how to drive a band with his big sound 

while also staying subtle and relaxed. This rhythm section bubbled along in sup- 

port of the powerful ensembles and solos but also provided a crucial texture when 

they played on their own in between full-ensemble choruses and solos, as we hear 
in “One O’Clock Jump.” 

The early Basie band was full of great soloists such as saxophonists Herschel 

Evans, Buddy Tate, Illinois Jacquet, and Don Byas; and trumpeters Harry “Sweets” 

Edison and Buck Clayton. The biggest star, however, was the tenor saxophonist 

Lester “Prez” Young (4th Chorus, this chapter). “One O’Clock Jump” is an excellent 

example of Kansas City blues, an important early swing-era style. 

HOW DID BASIE’S BAND CHANGE IN THE 
YEARS AFTER WORLD WAR II? 
The early version of the Basie band, with its swinging, bluesy style and power- 

house soloists, enjoyed great success through the 1940s. As was true for most 

bands after World War II, touring became economically difficult. Consequently, 

Basie broke the band up briefly in 1950 and toured with a smaller group. Basie re- 

formed the big band in 1952 and managed to completely change the band’s style. 

Basie’s Arrangers 
Along with its patented driving yet relaxed style, the band became known for its 

terrific arrangements and powerful and precise ensemble playing with the help 

of arrangers such as Neal Hefti, trumpeter-cornetist Thad Jones (who went on 

to lead the Thad Jones/Mel Lewis Orchestra—see Chapter 14, 3rd Chorus—and 

was one of jazz’s great arrangers as well as a lovely and tasteful soloist), tenor sax- 

ophonist Frank Foster (his composition and arrangement “Shiny Stockings” is a 

Basie classic), and Quincy Jones. 

Joe Williams 
Basie kept the band’s relationship to the blues, however, through his soloists and 

the vocalist Joe Williams, a singer very much in the blues tradition. Williams 

was not a blues shouter, however; he had a sophisticated and calm demeanor that 

matched the Basie vibe, plus he was as comfortable with a jazz standard as he was 

with the blues. Basie and Williams’s version of the classic blues “Every Day (I Have 

the Blues)” (see Chapter 2, 1st Chorus for B. B. King’s version of this standard 

blues) was a hit for the band and is a terrific example of their work together and 

of Williams’s style. 

The band’s success in the 1950s and 1960s is an example of swing’s continued 

popularity well after its heyday had supposedly passed. They also worked accom- 

panying popular vocalists such as Frank Sinatra (see Chapter 9, 2nd Chorus), Ella 

Fitzgerald (see Chapter 9, 1st Chorus), and Tony Bennett. 
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listening guide 

~)) One O'Clock Jump” (1937) by the Count 
Basie Orchestra 

INSTRUMENTATION: Piano and leader: Count Basie; Trumpets: Buck Clayton, Ed Lewis, Bobby 

Moore; Trombones: Eddie Durham, George Hunt, Dan Minor; Saxophones: Earl Warren, Jack 

Washington, Herschel Evans, Lester Young; Guitar: Freddie Green; Bass: Walter Page; Drums: Jo 

Jones; Arrangers: Eddie Durham, Buster Smith. 

“One O'Clock Jump,” Count Basie’s theme song, is a classic 12-bar blues consisting of an 

introduction and ten blues choruses. It is played ina typical Kansas City head arrangement 

style featuring riffs and solos. It concludes with an ensemble that has become a classic 

swing melody on the blues, as the sax section riffs for choruses 9 and 10 eventually 

transformed from a head arrangement into a standard blues that many bands went on 

to play. The simple riffs throughout this tune are intended to create a steady swing for 

tthe dancers and are full of blue notes, a crucial element in the blues. These are most 

commonly the 3rd and 5th degrees of a scale that are slightly flattened and give the blues 

its characteristic sound. Short solos are played by the band’s excellent soloists (Count 

Basie, piano; Herschel Evans, tenor sax; George Hunt, trombone; Lester Young, tenor sax; 

and Buck Clayton, trumpet], a common style in big-band playing. Creating an effective 

solo within one or two choruses is a particular skill and art. 

This tune is in a moderate tempo but has an insistent and steady groove that builds in 

momentum. This building upon itself is a crucial feature of the blues and goes hand in 

hand with its simple and repetitive form. The rhythm section chugs along steadily and 

gradually builds in intensity, leading up to the final three choruses of ensemble figures 

from the horns. Much of the accompaniment, however, consists of background riffs by the 

horn sections. 

% “ONE O'CLOCK JUMP” LISTENING GUIDE 

Interactive TIME FORM 

Listening Guide - 

0:00 | intro: 8bars Count Basie plays a rolling boogie-woogie-like introduction to this blues. 

0:10 1st chorus Joined by the rhythm section that provides a subtle but strong pulse, Basie plays asimple tei 
effective solo. 

0:27 2nd chorus Basie’s solo continues with a slight increase in energy as the chorus begins with octave trills in 
his right hand [as we heard from Earl Hines). He modulates to a new key at the end of his solo. 

0:44 3rd chorus Herschel Evans on tenor sax plays a bluesy chorus using many heavily bent notes with a brass 
background in straight mutes [the mutes create an edgy but softer sound). 

1:01 4th chorus George Hunt plays a trombone solo over a bubbling saxophone section background. He plays lip 
trills and smears notes with his slide for effect. 

ile 18 5th chorus Tenor sax star Lester Young jumps in and immediately raises the intensity as he blows hard on 
one note. The brass joins in briefly in the background, again in straight mutes. 



4th Chorus: Lester You 

“One O'Clock Jump” listening guide continued 

Trumpeter Buck Clayton plays a reserved and simple solo over a sax background. 

7th chorus The rhythm section plays simply through this chorus on its own. Basie plays almost nothing and 

Walter Page plays powerfully on all four beats. Freddie Green continues his strumming on all 

four beats while Jo Jones plays simply. 

9th chorus The trumpets and trombones continue their riffs, and the saxes move on to the melody that has 

come to be known as “One O'Clock Jump.” 

10" chorus The trumpets and trombones stay with the same riffs, and the saxophones shift to another riff 

that helps this tune build to a conclusion and its abrupt ending. ~ 

2:09 8th chorus After the solos the ensemble takes over. The saxes, trumpets, and trombones each have their 

own riffs. 

. | 

Compare 

“Li'l Darlin’”” (1957) by the Count Basie Orchestra is a Neal Hefti composition and ) 

arrangement. Hefti was an important arranger for numerous big bands, but he was g 

most associated with Count Basie. “Li’] Darlin” is one of the prettiest original ballads 

in the big-band tradition and also one of the swingingest, a remarkable and difficult 

feat to accomplish. This arrangement and recording became a mid-period Basie 

standard, and it continues to be a popular tune with big bands of all levels, from 

student to professional. 

AUmeasy Lester Young 

HOW DID LESTER YOUNG CREATE A NEW 
STYLE OF SAXOPHONE PLAYING? 

Saxophonist Lester Young (1909-1959) gained fame as a featured soloist with 

the Count Basie Orchestra. Young took up the tenor sax mantle from Coleman <)) 

Hawkins and ran with it. The inspired melodic fluidity of Young’s playing makes 

him an important precursor to bebop alto saxophonist Charlie Parker (see _-mumpeter Art 

Chapter 10, 1st Chorus) and places him as one of jazz’s greatest and most import- hisreatonship with 
ester Young. 

ant and influential tenor saxophone soloists. 

Young’s mellow, less aggressive tone and melodic lyricism were particularly 

well suited for small group playing. The openness of the riff and blues—oriented 

Basie band was also a perfect medium for Young’s style, giving him the room and 

freedom to let his lyricism blossom and float over the rolling, rocking Basie rhythm 

section. A more heavily arranged band would have inhibited a free-spirited soloist 

like Young. 

“Prez,” Young’s nickname, was stylish and individualistic in other ways as well. 

He was known for his signature porkpie hat and was extremely creative with his 
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Lester Young on stage in 1940. 

Young's eccentric personality was 

reflected even in the way he held the 

saxophone. 

© Lebrecht Music & Arts. 

language, inventing his own expressive slang vocabulary. 

He certainly was comfortable in the jazz world, however, 

which accommodated his nonconformist ways, perhaps be- 

cause the jazz world has always been full of nonconformists 

and manages to handle musicians’ eccentricities. However, 

Young’s gentle yet insistent individualism made his rela- 

tionship with the rest of society difficult. 

Lester Willis Young was born near New Orleans, re- 

ceived musical training from his father, and gained early 

experience touring the Midwest carnival circuit playing 

numerous instruments with his family’s band. Young then 

toured with several important bands including King Oliver 

and the Original Blue Devils, and in 1933 he based himself 

in Kansas City, where he joined the Count Basie band. 

Young also enjoyed an association on record with the 

great jazz vocalist Billie Holiday (see Chapter 9, 1st Chorus), 

accompanying her on several sessions during 1937-1942. 

From 1940 to 1943, Young broke from Basie to play in 

smaller groups but returned to Basie’s band for ten months 

before being drafted into the army in September 1944. 

The result was disastrous, as his personality and personal 

habits did not fit with the regimentation of the service. He 

was convicted of marijuana use and spent nine months in 

detention before leaving the service. 

Over the next decade, Young regained his place as a top 

tenor player, but alcoholism, and perhaps personal frus- 

tration, took its toll. His skill and drive faded, but his lyricism was often still in 

evidence. He was admitted into a psychiatric hospital in late 1955 but recovered 

enough to continue to record and tour over the next few years. Young and Holiday 

reunited to perform a moving version of “Fine and Mellow” in 1957 for a perfor- 

mance on a television program, “The Sound of Jazz,” produced by critic Nat Hentoff. 

Two years later, following a tour to Europe, Young finally succumbed to the long- 
time effects of alcoholism. 

His playing style is quite different from that of Coleman Hawkins. Rather 
than play in an almost vertical fashion that “spells” the chords, he rides over the 
chords, creating long, lyrical, linear melodies that almost transcend the chord 
progression while still clearly articulating it. Young spoke of the lyricism of sax- 
ophonist Frank Trumbauer as an important influence, mentioning Trumbauer’s 
playing on “Singin’ the Blues” as particularly important to him (see Chapter 4, 
1st Chorus). Even today young jazz students and professionals are incorporating 
aspects of Hawkins’s and Young’s two styles, and combined, they help to define 
jazz improvisation. 

Important early recordings that Young made with Basie include “Oh, Lady . 
Be Good” and Penge Shine Boy” (both recorded by a Count Basie quintet) and 
“Lester Leaps In,” with the Basie band. On “Lester Leaps In,” Young is featured 
in an uptempo version of “rhythm changes,” meaning that the chords of the song 
are based on George Gershwin's tune “I Got Rhythm.” Next to the blues, rhythm- 
changes tunes are the most commonly played in jazz; and these are two types of 
panes that Young thrived on. Adding to the lineage of instrumental soloists in 

jazz, his solos were so outstanding that saxophone players have copied Young’s 
solos as trumpet players have copied Armstrong and Beiderbecke. 
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listening guide 

é 

“Lester Leaps In” (1939) by Count Basie’s Kansas ) 
City Seven 

INSTRUMENTATION: Piano and leader: Count Basie; Tenor saxophone: Lester Young; Trumpet: 

“Buck” Clayton; Trombone: Dicky Wells; Guitar: Freddy Green; Bass: Walter Page; Drums: Jo Jones. 

“| Got Rhythm,” the basis for this tune, is a typical AABA tune, and the band plays six ~ 

choruses. Young is primarily featured, but Basie and bassist Walter Page also get chances — 

to shine. The melody of this tune is a simple harmonized riff over the A section of the tune 

(0:08). The B section—the bridge—does not even have a melody. 

During his solo, Young floats over the band, mixing beautiful melody with a series of riffs, 

fitting in with the riffing style of both the melody and the arrangement. In addition, this 

Lester Young feature in a small group setting has an arrangement that is quite varied and 

that uses many typical stylistic arranging techniques. 

The rhythm section is primarily supporting Young in this tune, but it also gives us a terrific 

chance to hear Count Basie’s understated style. While the rhythm section calmly cooks, 

Young pushes this tune and makes it hot—with a cool demeanor—and his relaxed rhythmic 

intensity can be heard when he plays by himself during numerous breaks. His rhythmic 

sense is buoyant, on top of the beat, and gentle yet quite insistent, an important element 

in his unique and influential style. 

In the 3rd chorus, during a stop-time section, it seems Basie did not realize—or he just 

forgot—that Young was still supposed to solo. Basie begins to play a solo at the start of the 

chorus, and it takes him almost an entire A section to realize his mistake! This probably 

indicates that there was little or no rehearsal for this particular cut. It also shows a 

very different approach to recording from what we see in popular music today, where 

a recording is often labored over extensively to make it “perfect.” This kind of relaxed 

looseness is refreshing and, like “Body and Soul,” resulted in a classic recording. 
We 

Interactive 

“LESTER LEAPS IN” LISTENING GUIDE Listening Guide 

TIME FORM STYLE 

The rhythm section plays a hot 4-bar intro that immediately sets a swinging tone. 

B (The The B section does not have a melody. The rhythm section—displaying a typical Basie-esque 

anes restraint—plays throughout as if it is continuing to accompany a melody or a solo. 

The riff melody is repeated for the last A. 

0:08 AA The horns play the melody for the A sections of the 1st chorus. Even though the tenor sax is lower 

than the trumpet and would normally play a harmony below it, Young plays the melody. The melody 

is asimple harmonized riff ina Kansas City style. Bassist Walter Page plays in 4 throughout this 

tune; Basie and Jones play simply but add to the drive. 

continued 
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“Lester Leaps In” listening guide continued 

q)))) 

STYLE 

During his solo, Young plays a seemingly endless stream of beautiful melody—it feels like he could 

go on forever—while also mixing in numerous riffs that are characteristic of the blues and Kansas 

City style. Notice Basie’s tasteful fills throughout Young's solo. 

Young continues to solo. The rhythm section plays stop time, hitting only on beat 1 every 2 bars 
for the A sections of this chorus. This provides a series of breaks for Young to show his stuff. His 
rhythmic drive is highlighted during these breaks along with his lovely melodic sense. 

The rhythm section discontinues the stop time for variation. 

The rhythm section again plays stop time for the last A of this chorus. 

The 4th chorus uses another typical jazz technique, “trading 4s.” Basie and Young alternate 4-bar 

solos for the entire chorus. Notice how much more space there is in Basie’s solos than in Young's. 

The rhythm section keeps chugging along in a powerful but understated and tasteful manner. 

measures, and then Young solos for the second 4 measures. 

After a band riff, Page’s walking bass is featured for the second 4 measures of the first two A 
sections, with Basie playing light fills. 

Page continues his powerful walking, while the band plays underneath him, allowing his playing to shine. 

Ena After one last band riff, the band hits a typical ending. 

Compare 

Listen again to Coleman Hawkins’s performance on “Body and Soul.” How do the styles 
of these two innovative saxophonists differ? What sets Young’s playing apart? 

CODA Chapter Summary 
Pee NE = lake NA EEO Ee eS Tt ATT tee ae 

Why was Kansas City a center for the early development of 
swing music? 
© It was the major hub of musical activity for the Midwest and Southwest re- 

gions. Its relative isolation from Chicago, New York, and New Orleans helped 
to give it a unique sound. 
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© Hundreds of clubs employed live bands and sponsored jam sessions. The pro- 
liferation of bands to meet the demand for live music led to competition for 
the best players and arrangers. 

What ts boogie-woogie? 
© Boogie-woogie is a rocking blues piano style that features a constant and ag- 

gressively hard-driving, rolling, repeated left-hand figure. 

What were the key elements of Basie’s early style? 
© Early arrangements for the band were based on the blues and often head ar- 

rangements that the band created based on a series of riffs. 

© The Basie rhythm section created a driving, yet relaxed, 4-beat feel, which is 

one of the band’s most important trademarks. 

© Basie’s piano playing was spare but tasteful. 

How did Basie’s band change in the years after World War II? 
© Along with its patented driving, yet relaxed, style, the band became known for 

its terrific arrangements and powerful and precise ensemble playing. 

© Basie kept the band’s relationship to the blues through his soloists and the 

vocalist Joe Williams. 

How did Lester Young create a new style of saxophone playing? 
© Lester Young gained fame as featured soloist with the Count Basie Orchestra. 

In contrast to Coleman Hawkins, Young had a mellow, less aggressive tone and 

melodic lyricism; and it was particularly well suited for small group playing. 

eee AREY Nev cer rh a i £ 
boogie-woogie head arrangements territory bands Snady Hascarts 

gigs riffs 

Key People 

Walter Page’s Original Mary Lou Williams Count Basie 

Blue Devils “Big” Joe Turner Lester Young 

Bennie Moten Pete Johnson 

Andy Kirk’s Twelve Clouds 

of Joy 

Think About This (For Further Discussion and Study) Pp 

1. Describe the conditions that led to Kansas City becoming a center of jazz. Self-Study Quizzes 

. Describe the elements of the Kansas City style. 

What is a territory band, and who were some of the popular bands in the 

Southwest? Are there any modern-day equivalents of them? 

4. Discuss the lifestyle of territory band musicians. 

5. Discuss the importance of Mary Lou Williams to Andy Kirk and the Twelve 

Clouds of Joy, as well as to jazz in general. 
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6. After listening to “Roll ’em Pete,” use your own words to describe the 

boogie-woogie piano style of Pete Johnson. 

7. Describe the key elements of the Basie band’s style, in both its early and later 

iterations. 

8. Describe the key elements of tenor saxophonist Lester Young's style. 
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ERVIEW 

TIMELINE: 1930-1 
MUSICIANS/MUSICAL WORKS 

Don Azpiazu and His Havana Casino Orchestra, 

“El Manisero” 

Bix Beiderbecke dies 

Fletcher Henderson, ‘New King Porter Stomp” 

Benny Carter Orchestra, “Symphony in Riffs” 

Bessie Smith makes her last recordings; Billie Holiday 

makes her first recordings 

Count Basie forms a big band in Kansas City 

GLUES BY BASIE 

Chick Webb Orchestra, Go Harlem 

Count Basie, “One O'Clock Jump” 

Big Joe Turner (vocal) and Pete Johnson [piano], “Roll 
‘em Pete” 

Benny Goodman Orchestra, “Swingtime in the Rockies” — 

Artie Shaw, “Begin the Beguine” 

Glenn Miller’s band is formed 

Coleman Hawkins, “Body and Soul” 

Count Basie’s Kansas City Seven, “Lester Leaps In” 

Billie Holiday with Orchestra, “Strange Fruit” 

MAJOR SOCIAL DEVELOPMENTS 

Black teenagers known as the Scottsboro Boys 

imprisoned following being falsely charged with 

raping two white women 

Empire State Building opens 

Franklin Delano Roosevelt elected president; launches 

New Deal to bring country out of the Depression 

Amelia Earhart is the first woman to fly solo across 

the Atlantic 

Adolph Hitler named chancellor of Germany 

Prohibition ends in the United States 

Outlaws Bonnie and Clyde are killed in a stakeout 

Board game Monopoly is introduced 

Social Security is enacted 

African American athlete Jesse Owens wins four gold 
medals at the Berlin Summer Olympics 

Boxer Joe Louis becomes the heavyweight champion 
of the world 

Hitler annexes Austria 

First Superman comic published 

World War Il begins in Europe 
Hattie McDonald becomes the first African American 
actress to win an Academy Award for her role in Gone 
with the Wind 
Opera star Marian Anderson is initially denied 
permission to sing at a Washington, DC, hall run by 
the Daughters of the American Revolution; instead 
appears at the Lincoln Memorial, attracting a crowd 
of 75,000 listeners 



Minton’s Playhouse becomes a key meeting place for 

young musicians who would go on to develop bebop 

Andy Kirk and His Twelve Clouds of Joy, “The Count,” 
featuring Mary Lou Williams as pianist and arranger 

ay 

Duke Ellington and His Famous Orchestra, “Ko-Ko” 

Roy Eldridge with Gene Krupa and His Orchestra, 

“Rockin’ Chair” 

Duke Ellington's orchestra performs Black, Brown, and ae 

Beige at Carnegie Hall in New York 

The King Cole Trio, “Straighten Up and Fly Right” 

Tommy Dorsey, ‘On the Sunny Side of the Street” 

The International Sweethearts of Rhythm, “Blue Lou” 
Glenn Miller, bandleader, dies while serving in World 

War Il 

Charlie Parker and Dizzy Gillespie, “Shaw ‘Nuff” 

Mary Lou Williams gives the first performance of her 

Zodiac Suite 

Ella Fitzgerald, with Bob Haggart and His Orchestra, 

“Lady Be Good” 
Dizzy Gillespie Orchestra featuring Chano Pozo, 

“Manteca” 
Woody Herman's Second Herd, “Four Brothers” 

Tadd Dameron and His Orchestra, “Sid's Delight” 
Miles Davis Nonet, arranger Gil Evans, “Boplicity” 

Be 

From Swing to Bop, 1930-1950 

Richard Wright's Native Son published, addressing 
race relations in the United States 

Japanese attack American battleships at Pearl 

Harbor on December 7, bringing the United States 

into World War II 

Mount Rushmore completed 

Training begins of the Tuskegee Airmen, first all-black 

flying force, who serve heroically in World War II 

Singer Lena Horne and dancer Bill “Bojangles” 
Robinson star in all-black musical film, Stormy 

Weather 

United States drops atomic bombs on Hiroshima and 

Nagasaki; Japan surrenders 

World War Il ends 

Ebony, African American weekly magazine, is founded 

First tape recorder manufactured in United States 

State of Israel founded 

The military is desegregated by the order of 

President Harry Truman 

Long-playing record introduced by Columbia Records 

Mao-Tse Tung’s Communist Party takes controlin China 

Germany divided into East and West sectors 





THE SWING ERA 

WHAT ECONOMIC AND SOCIAL In this chapter, we’ll 
DEVELOPMENTS IN THE COUNTRY LED answer these questions: 

TO THE SWING ERA? © What economic and social 
The Great Depression that began in October 1929 marked the end of an era of developments in the country 

growth and prosperity in the United States. For the African American com- led to the swing era? 

munity, which always suffered from more limited economic and social oppor- 

tunities, the Depression only made living conditions worse. With work hard © What is swing music? 

to come by, racial tensions grew as white and black Americans vied for the ; 
few jobs that were available. The Depression also hit the music industry hard, © Why is Benny Goodman 

particularly the recording companies, which saw sales drop due to the pop- generally credited with 

ularity of “free” music transmitted by radio. Nightclubs that had prospered launching the swing era? 

during the 1920s found it more difficult to survive in the 1930s, although @ Whi were some other 

the repeal of Prohibition in 1932, making it legal once again to serve and { 
sell alcohol, did boost club attendance and led to renewed opportunities for popular bandleaders during 

musicians to perform. the swing era? 

the Depression era saw the rise of a new style of jazz, known as big band © What were the unique 

or swing music. During this period, jazz bands enjoyed great popular success, 

on record, on radio, and as attractions at large dance halls that had been built challenges faced by the 

around the country. Many of the most commercially successful bands were led all-girl bands during the 

by white musicians, including notably Benny Goodman, Artie Shaw, the Dorsey Swing era? 

brothers, and Glenn Miller, although Count Basie and Duke Ellington also 

prospered thanks to the increased popularity of jazz. Some consider Goodman 

to have been controversial, as he employed black arrangers, notably Fletcher 
Henderson, so his band’s success was seen as an example of a white group cash- the 1930s? 

ing in on the creative work of black musicians. On the other hand, Goodman 
was among the first to feature African American musicians like Charlie Chris- 

tian and Lionel Hampton in his smaller groups, helping to break down the color 

barrier in jazz. MAJOR MUSICAL STYLES 

In a reaction to the Depression, left-leaning social movements flour- 

ished, many advocating for equal rights for America’s black citizens, as 

well as better working conditions and pay for the working poor. In the late 

1930s to early 1940s, small clubs in major cities flourished, appealing to an » Jazz vocalists 

integrated and politically progressive audience. Clubs like New York's Café 

© How did Latin bands continue 

to influence mainstream jazz in 

* Swing 

1935-1945 * Big-band era 

; : L ca. 1943-1950  »* Bebop 
Society were among the first to be open to integrated audiences, featuring a 

BenCar Archives. 



African American artillery troops on 

march in Belgium, November 1944. 

Library of Congress. 

mix of black and white performers as well. Jazz musicians often played benefits for 

union groups and other progressive causes, as is still true today. Individual cases 

like the trial and conviction of a group of black teenagers, known as the Scottsboro 

Boys, who supposedly raped a young white girl in the rural South, became rallying 

points for the socially active. 

With the outbreak of World War II, many of the big bands lost key members 

who were drafted into the service. Ironically, with many men gone, all-female 

bands—many formed as “novelty groups” during the mid-1930s—were able to 

pick up more work. The war affected musicians’ lives in other ways: gasoline ra- 

tioning made it more difficult for bands to tour, and rationing of materials used in 

making records, as well as a musicians’ strike, led to fewer opportunities to record. 

Although the army was not yet integrated, World War II brought together peo- 

ples of all races and backgrounds in a way that would have a lasting impact on 

American life. Soldiers got a chance to share not only the experience of warfare 

but also their interests in music, dance, and culture. The army produced special 

records known as V-Discs (for Victory Discs) that exposed soldiers to jazz and 

other popular forms of music, as did Armed Forces Radio and USO tours of pop- 
ular bands. Because big-band jazz was among the most popular musical styles of 
the day, it was natural for this music to be prominently used as a morale booster . 
for the fighting forces. 

WHAT IS SWING MUSIC? 
By the mid-1930s, jazz had come into its own. Louis Armstrong had revolu- 
tionized jazz musicians’ approach to the genre, while also heavily influencing 
American popular music; and composer-arrangers such as Duke Ellington, 
Fletcher Henderson, and Benny Carter had developed a format and set a standard 



for big-band music that was highly artistic and “hot,” yet also commercially 
viable as dance music. While jazz was flourishing artistically, however, the Great 
Depression crushed America’s economy. The economic crash cut record sales by 
90 percent and the musicians’ union membership by one-third. Musicians and 
the music persisted, however. Rising out of the economic and social ruin of the 
Depression, the mid-1930s swing era burst free as dancers and listeners across 
the country grabbed hold of swinging bands, vaulting jazz to the forefront of 
American culture as a popular music of the day. 

Swing music is commonly defined as: 

1. Music for dancing. Big bands played in large ballrooms for dancers, and the 
music had to get them up on their feet. 

2. Music with a “swing” feeling. The rhythm had an easy, loping feeling that cre- 

ated rhythmic drive by emphasizing the offbeats (beats 2 and 4 in time). 

3. Music performed by big bands divided into two sections: melody instruments 

(trumpets, trombones, and saxophones); and the rhythm section (piano, bass, 

guitar, drums). 

Swing became exceptionally popular in the mid-1930s thanks to the success 

of bands like those led by Benny Goodman. As a noun, the term is used to cate- 

gorize a style of music; but more importantly, “swing” as a verb is a feel. It is im- 

possible to define it—in fact, nearly all music swings in its own way—but we have 

chosen recordings that will help you understand and feel it by getting your head 

bobbing, your feet tapping, and your fingers snapping. It is a style of music that is 

infectious in its enthusiasm and unflagging in its energy, played with great skill 

by musicians often working in very difficult conditions. It has long transported its 

fans into states ranging from the euphoric, ecstatic state of dancers who packed 

ballrooms across America to a relaxed memory of wonderful days gone by. 

While the Goodman band is often credited with introducing swing music, its 

history is, of course, much more complicated. Bands had already been playing and 

developing the swing style in the 1920s and early 1930s. There were also many 

bands that were on the sweet jazz side, playing popular dance music that was a 

hybrid of jazz-oriented and popular music. These bands (sometimes pejoratively 

labeled “Mickey Mouse” or “Mickey” bands), such as those led by Guy Lombardo 

and Kay Kaiser, were extremely successful, remaining popular even well into the 

1980s. Another way to distinguish sweet from hot is to think of sweet as more 

commercially oriented, “prettier,” and more middle-of-the-road, tailored to please 

a wide variety of audiences. Hot is often a more extroverted, rhythmically dy- 

namic style with more emphasis on jazz soloists. 

More importantly, however, many bands were playing music on both the hot 

and sweet sides. This is one of the most important and interesting facts about 

swing music: the movement had its finger on the pulse of the commercial mar- 

ketplace, yet was also producing innovative and hard-driving music that pleased 

jazz lovers. It appealed to youth culture, while suiting the political and economic 

climate, and became an important musical expression of the country. 

It’s difficult to pin down the time frame of the swing era, but it blossomed 

through the early 1930s and was an important part of popular culture from 1935 

to 1945. The era really began in the 1920s, however, as we saw with composer- 

arranger-bandleaders such as Henderson and Benny Carter (see Chapter 5). The 

onset of World War II (1939), and the resultant patriotic energy that accompanied 

it, helped to fuel the swing era; and the war’s end in 1945 in many ways signaled 



Chapter 7 The Swing Era 

the beginning of the end as the swing bands were beginning to fade and bebop was 

changing the music scene (see Chapter 10). 

The swing era is the only time when jazz was one of America’s popular forms 

of music and an important part of youth culture and the popular airwaves. This 

idea of the swing era is often discussed as limited to the mid-1930s to the mid- to 

late 1940s, at which time the big bands became less feasible economically and 

began to disappear as touring units. However, the swing culture continued in an- 

other, more subtle fashion. Many of its arrangers and players went to Hollywood, 

where they continued to dominate the recording of popular artists such as Frank 

Sinatra and Nat King Cole (see Chapter 9), as well as film and television music. 

Many bands also continued to tour. 

Racial Issues in the Swing Era 
In a society that continues to struggle with systemic racism and gender inequity 

(discussed further in the 3rd Chorus of this chapter), it should be no surprise that 

race and gender have always played a role in jazz, both socially and economically. 

As Ingrid Monson points out in Freedom Sounds: Civil Rights Call Out to Jazz and 

Africa, “The music business until the mid-1960s was astonishingly segregated. 

Musicians, critics, record producers, booking agents, and club owners all worked 

within a hierarchical entertainment industry whose institutional configurations, 

power relations, and racial conventions had been forged during the consolidation 

of the popular music industry in the 1930s” (p. 29). There were, however, initial 

efforts to integrate bands in the late 1930s swing orchestras. 

While some of the white bands of this era soared to great economic success, 

many of the black bands, other than the most popular, struggled. One reason is 
that the circuit in the North that catered to black audiences was small and only 

the very top bands were hired to play at the white ballrooms. As a result, in an 

ironic twist, black bands were almost forced to tour the South, a very difficult 

and dangerous proposition. Jim Crow laws enacted in the South during the late 

1800s after Reconstruction mandated segregation, including in restaurants, 

hotels, schools, and restrooms, while also prohibiting interracial marriage and 

even racial mixing on stage. These laws necessarily prohibited bands—both men’s 
and women’s—from being integrated as this included the prohibition of black and 
white musicians traveling together. As a result of these laws, the difficulty finding 
accommodations and restaurants—and the constant harassment—made South- 
ern tours extremely problematic for black or integrated bands. It’s important to 
note that while actual Jim Crow laws were a Southern phenomenon, issues of seg- 
regation were found throughout the rest of the country as well. 

While these laws and attitudes had profound effects, segregation in bands does 
not only have to do with legal or societal impositions. While being a good player 
is always important, jazz has always been a social music, and who gets hired in 
what band often has to do with who the band is comfortable with and what types 
of cultural values and experiences they share. After all, relationships in bands, ’ 
particularly on the road, become extremely close. In addition, limited opportu- 
nities for black and Latinx musicians have at times made them more inclined to 
hire each other, as white musicians had—and still have—more opportunities in 

a wider array of musical settings for employment. For example, during the swing 
era, white segregated musicians’ unions controlled much of the most lucrative 
work, and it took years before black players and arrangers managed to get involved 
in the recording business. Latinx musicians often were, and continue to be, mar- 

E, 4 “ a “ 4 , 

ginalized and stereotyped as “Latin” or “Latin jazz musicians.” In other words, 



issues of race, gender, and economics in jazz and the swing era, or any period for 
that matter, are as complicated and fraught as they are in society in general. 

That said, jazz was a place during this period where bandleaders made im- 

portant attempts to integrate their bands, though it was quite challenging. Benny 

Goodman's 1936 hiring of African American pianist Teddy Wilson—and later 

vibraphonist Lionel Hampton and guitarist Charlie Christian—was a major step 

that led to more integration in later years. Clarinetist and bandleader Artie Shaw 

also was an early socially progressive bandleader to make attempts at integration 

with his hiring of African American vocalist Billie Holiday and trumpeter “Hot 

Lips” Page (see the 2nd Chorus of this chapter). 

Some suggest that Benny Goodman's tremendous financial success, which 
was certainly at least partially built on the musical skills of black arrangers, is an 

example of cultural appropriation. While this type of appropriation is certainly 

a crucial issue in jazz and other musical styles, it is also important to separate 

the music industry and business strategies from individual artists attempting to 

instigate social change. For example, as David Stowe points out in Swing Changes: 

Big Band Jazz in New Deal America, Goodman’s greater financial success with Count 

Basie’s “One O’Clock Jump” (see Chapter 6, 3rd Chorus), “reflected the structural 

bias built into the music industry, not insidious intent on the part of Goodman, 

who went out of his way to credit Basie.” 

Interestingly, early black bandleaders such as Fate Marable (discussed in 

Chapter 3, 5th Chorus in relation to Louis Armstorng’s early career) and Benny 

Carter (see Chapter 5, 2nd Chorus) are said to have had mixed bands earlier than 

Goodman, and in early jazz it was accepted for whites to play in black bands. The 

problems arose when mixed bands were hired to play in “white” venues. By the late 

1930s, however, more white bands were integrated, and by 1943 black bandlead- 

ers such as Earl Hines (see Chapter 4, 2nd Chorus) and Lucky Millinder had hired 

white players. 

A mixed-race all-star big band 

recording a special broadcast for the 

troops during World War Il, during 

August 1945. Count Basie (pianol, 
Illinois Jacquet (sax), Tommy Dorsey 

{trombone}, Artie Shaw (clarinet), 

Ziggy Elman (trumpet), Buddy Rich 
(in rear on drums}, Lionel Hampton 

(vibes), unknown player (bass). 

© Everett Collection Inc/Alamy. 



Chapter 7 The Swing Era 

Side Musicians 
We always know who the bandleader is, and names like Benny Goodman, Artie 

Shaw, Duke Ellington, and Count Basie are the ones most casual listeners remem- 

ber. The leaders stand up front, maybe they wear a different outfit, they make the 

announcements and introductions, and the band is usually named for them. But 

the leader is nothing without side musicians. The swing era gives us an excellent 

opportunity to use some of this wonderful music to point out some of the neces- 

sary skills that go into being a successful side musician. 

One of the most important and least noticed and appreciated side musician 

responsibilities is to play effectively in an ensemble. For example, if there are four 

trumpets, they must precisely play the exact same rhythms. They also have to 

articulate—how they attack, sustain, and release a note—all of their notes in 

exactly the same way, their phrasing—where they take breaths and articulate— 

must be the same, their dynamics—how loudly they play—must match, and 

they must crescendo and decrescendo—get louder and softer—together. The 

arranger makes articulation and dynamic marks on the score to tell the musicians 

what to do, and the lead trumpet and lead alto interpret them and set the phras- 

ing. The excellent side musician has to be able to hear how the lead players are 

playing the phrases and articulations and immediately imitate them. Each player 

in the section has slightly different responsibilities, but they are all working to 

support the lead player (who is also a side musician but has more responsibilities). 

Freelance side musicians are expected to fulfill these responsibilities almost in- 

tuitively as they are playing with many bands, perhaps even playing some of the 

same numbers but with different phrasings and articulations. 

Small group side musicians have different types of responsibilities. Primar- 

ily, they must have a huge repertoire of tunes that they know as each band they 

play with has a different repertoire and often has no music for the side musician 

to read. They must be able to play the melody, of course; but they also have to 

know the chord progressions of the songs as they will be required to play impro- 

vised solos. They have to be able to play the songs in any key and should also be 

able to create harmony parts. If the small group features original compositions— 

such as the groups of pianist-composer-bandleader Horace Silver and drummer- 

bandleader Art Blakey (we will examine both in Chapter 11, 2nd Chorus)—the 

side musicians are also responsible for memorizing the tunes and chord progres- 

sions and doing so very quickly, probably in time for their first gig with the band. 

Along with musical responsibilities, there are also the everyday professional 
responsibilities that go along with most jobs, such as being reliable, on time, and 
generally handling yourself in a professional manner. In the music business, how- 
ever, at times these expectations are stretched a bit thin. While the lifestyle of 
swing musicians could be relatively normal compared to others who traveled for 
a living—including having families at home—often there were some differences. 
Many were career road musicians, meaning they went from band to band or per- 
haps played with a busy touring band for many years. (For example, Harry Carney, ° 
Ellington's long-time baritone saxophone player, was with Ellington for forty-five | 
years.) These musicians often spend very little time at home, which obviously can 
create difficulties in other parts of their lives. Some side musicians had substance 
abuse issues, and this was common enough that, essentially, bandleaders were 
used to dealing with them. 

Finally, imagine a big swing band full of high-level, professional, extremely 
experienced side musicians as a group of strong, grown men and women that push 
as much air as possible through their horns—all night long—in a concerted and 



precise effort to create the amazingly powerful sound you hear in the recordings 
of these big bands. It is certainly a very dramatic and moving experience when 
you stand in front of, or play in, a big band. Side musicians don’t get a lot of credit 
or recognition from the public, but savvy bandleaders, as well as their colleagues, 
greatly appreciate the good, solid player who toils in the trenches of the music 
business making it all happen. 

Because of the incredible amount of musical activity of this period, we will 
devote three chapters to the swing era. The remainder of this chapter examines 
popular headlining bands of the swing era, such as those of Benny Goodman, Artie 
Shaw, Tommy Dorsey, Glenn Miller, and an all-woman big band, the International 
Sweethearts of Rhythm, as well as the beginnings of the rumba craze of the 1930s 
with Don Azpiazi and His Havana Casino Orchestra. Chapter 8 focuses on Duke 
Ellington, while Chapter 9 examines some of the vocal stars of the swing era. 

Benny Goodman 

WHY IS BENNY GOODMAN GENERALLY 
CREDITED WITH LAUNCHING THE SWING ERA? 

One event is often credited with launching the swing era. In August 1935, Benny 

Goodman (1909-1986), a sensational clarinetist and up-and-coming bandleader 

who had been featured on national radio, was in the midst of a national tour. Play- 

ing it safe, he was giving the public what he thought they wanted: sweet jazz, 

a somewhat easier listening and dancing style than hot jazz. The tour was not 

going well, however. At the Palomar Ballroom in Los Angeles, the band pulled 

out its hot charts, including some written by Fletcher Henderson (see Chapter 5, 

1st Chorus). Goodman had played these arrangements on his “Let’s Dance” radio 

broadcasts from New York, but not on the road. When the band broke out these hot 

arrangements, the response was tremendous. It was around this time that swing 

became ubiquitous on radio and in dance halls. Countless bands, both well known 

and locally popular, toured their local territories, the country, and the world, cre- 

ating huge hits and making stars out of their leaders, soloists, and vocalists. 

Benny Goodman’s tremendous success can be traced to a confluence of circum- 

stances. First, Goodman was an outstanding clarinetist who helped set the stan- 

dard for swing-style clarinet playing. As a precocious youth in the Chicago slums 

(his father, a Polish immigrant, was a worker in the Chicago stockyards), he was 

fortunate to receive excellent formal classical training from a Chicago Symphony 

player who taught at a settlement house. Growing up in Chicago he heard the best 

jazz clarinetists of the day, including Jimmy Noone, who was a huge influence 

on Goodman, as well as New Orleans clarinetists Johnny Dodds (who we have 

heard with Louis Armstrong) and Leon Roppolo (from the New Orleans Rhythm 

Kings). By the age of fourteen, Goodman was already playing in a band with Bix 

Beiderbecke, and by the age of sixteen he was playing in top Chicago bands. He 

absorbed both the jazz and the classical worlds, and his ability to fuse these styles 

served him well in the music business. 

Certainly the arrangements of Fletcher Henderson, Benny Carter, and Edgar 

Sampson (who also wrote for Chick Webb) were essential to Goodman’s band’s 

“hot” reputation. Goodman also had star soloists such as the phenomenal trum- 

peters Harry James (who went on to fame with his own band), Bunny Berigan, and 

Ziggy Elman; the exciting and showy drummer Gene Krupa (Goodman's fellow 

Ist Chorus: Benny Goodman F 143 
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Author Ben Bierman 
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era, including 
Benny Goodman’s 
“Swingtime in the 

Rockies.” 
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Benny Goodman Quartet, ca. 1940. 

Goodman took a considerable 

chance by integrating his small 

groups. [Left to right) Lionel 
Hampton (vibes), Teddy Wilson 
(piano), Benny Goodman (clarinet), 
and Gene Krupa (drums). 

© Pictorial Press Ltd./Alamy. 

Chicagoan who also went on to lead a successful band and was featured on hit 

numbers such as “Sing, Sing, Sing”); and the sensational and influential guitarist 

Charlie Christian, who pioneered the use of the electric guitar in jazz and was an 

important early contributor to bebop (see Chapter 10). 

Goodman also managed to fuse the worlds of popular Tin Pan Alley songs and 
ahot style in a way that seemed to resonate deeply with fans of both styles, making 

him the kind of star that Elvis Presley or the Beatles would later become. He was 

also an exacting taskmaster as a bandleader (he was famous for “the ray,” a bru- 

tally disapproving stare) whose band produced a tight and hard-swinging sound. 

The early period of the Goodman band’s great success culminated in a ground- 

breaking 1938 concert that presented a full night of jazz at New York’s Carnegie 
Hall for the first time. It was an integrated concert that also featured members of 

Duke Ellington's and Count Basie’s bands. A recording of this concert, including 
“Swingtime in the Rockies,” displays the band at its peak. 

In addition to his big band, Goodman led smaller ensembles that were im- 
portant in both musical and social terms. In 1935, he began to perform and record 
with a trio that featured his charismatic drummer Gene Krupa and African Amer- 
ican pianist Teddy Wilson. Creating an interracial group was daring and an early » 
step toward breaking down racial barriers that unfortunately still exist today 
in some forms. Goodman expanded to a quartet and further pushed the racial 
envelope with the addition of the electrifying vibraphone (vibes) player Lionel 
Hampton (who went on to lead his own big band that was highly successful through 
the 1980s). The group later expanded to a sextet and then a septet and included the 
sensational electric guitarist Charlie Christian (introduced to Goodman by John 
Hammond, discussed in Chapter 6, 2nd Chorus), who also encouraged Goodman 
to integrate his bands. Goodman’s small bands were more intimate showcases for 
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listening guide 

“Swingtime in the Rockies” (1938) by the Benny a) 
Goodman Orchestra 

INSTRUMENTATION: Clarinet and leader: Benny Goodman; Trumpets: Harry James, Ziggy Elman, 

Chris Griffin; Trombones: Red Ballard, Vernon Brown; Saxophones: Hymie Schertzer, George 

Koenig, Arthur Rollini, Babe Russin; Piano: Jess Stacey; Guitar: Allen Reuss; Bass: Harry Goodman; 

Drums: Gene Krupa; Arranger: Jimmy Mundy. Recorded live at Carnegie Hall in 1938. 

“Swingtime in the Rockies” was arranged by the arranger-composer Jimmy Munday. It is 

a hard-swinging tune that is terrific for keeping the dance floors packed with energized 

dancers as the composition builds in intensity throughout the arrangement. The fact that 

this is a live recording adds excitement to the performance. 

“Swingtime in the Rockies” is a riff-based tune that stems from the school of head 

arrangements that is so vital to jazz and jazz big bands. It consists of 5 AABA choruses, 

one of the most common forms in jazz. The A and B sections are both 8 measures long, 

and in turn can be broken into 4-measure phrases. You can count 4 beats 8 times for each 

section, but each section goes by very quickly at this fast tempo. The trickiest aspect of 

following this form—and even musicians can have a hard time with this—is to keep track 

of the A sections as there are actually three of them after the B section. It is easy to get 

lost as aresult, but generally the section divisions are quite clear. 

The first two choruses are a series of riffs played by the various horn sections. The other 

three choruses also consist of a series of riffs but feature solos, including an entire 

chorus by the leader, Benny Goodman, on clarinet. 

While there are a variety of melodies in this tune, they function more as a Series of riffs than 

as an actual melody. The A section is a variation on “rhythm changes” (based on the George 

Gershwin tune “I Got Rhythm’), but the B section (the bridge) is not based on the Gershwin 

tune, making this one of many tunes that are loosely based on that basic chord progression. 

The rhythm section hits a groove and never stops, and they vary their volume and level 

of intensity according to the dynamics of the arrangement. The maintaining of a constant 

groove builds a powerful intensity. As is true for most big-band arrangements, the 

various horn sections are as much a part of the accompaniment as is the rhythm section. 

While the rhythm section keeps the groove, the horn sections provide backgrounds for the 

soloists and help to spur them on. Me 

g 

“SWINGTIME IN THE ROCKIES” LISTENING GUIDE Pepa 

FORM STYLE 

There is no introduction to this tune; the sax section jumps right into a swinging riff. 

The rhythm section sets a fast tempo and chugs away solidly on all 4 beats. They build 

intensity throughout by maintaining this hard, solid groove. 
ee a 

The sax riff repeats. 

continued 
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“Swingtime in the Rockies” listening guide continued 

TIME FORM STYLE 

On the bridge, the trumpets join in while the saxes play a new and busier riff. It is hard to tell 

who has the melody here; it is more like two riffs on top of each other creating a swinging 

polyphony. As the trumpets enter and crescendo (get louder], the rhythm section also begins 

to play a bit louder. 

The first sax riff repeats once more. The rhythm section brings the volume back down once 

the brass is no longer playing. 

The saxes and trumpets have a call and response with short riffs; they end the section 

playing together. The rhythm section gradually crescendos through the next few sections as 

the brass increases the intensity. 

The previous A section repeats. 

The trumpets take over with arrhythmic melodic line. It is less repetitive and longer, so it is 

not really a riff. The saxes play long notes underneath. 
=) (=) _— Ww oS Oo 

0:51 The last Ais a newriff. The trumpets and saxes play a syncopated riff with a short ending. The saxes 

play trills, while the trumpets hold steady notes. The trills add a dynamic quality to the figure. 

The trombones play a short riff answered by the trumpets. 

The previous A section repeats. 

We hear our first solo. An alto sax blows a short solo, with the saxes riffing underneath. The 

sax solo is melodic and rhythmically plays tightly in the groove. The rhythm section drops in 

volume to allow the soloist some room to build his solo. 

1:20 The trombone and trumpet A section repeats again. 

een The leader and clarinetist Benny Goodman takes a solo over a band riff. Fittingly, it is the 
longest solo of the tune as Goodman plays over an entire chorus (once through the AABA 

form). The drummer becomes gradually more dynamic. 

1:34 Goodman's solo continues, using a legato style that almost floats over the hard-driving 

rhythm section and horn sections as they provide ewe 

1:41 Goodman continues his solo, but the band riff is dropped. The Thy thin section turns it on here, 

and the drummer plays louder and more aggressively. It is hardest to hear the form here as 
the break peryecn A ang B sections is purposely not as ook 

1:48 The band riff returns. The Avene section calms back conn There are 2 extra bars in this A 
section that create just a touch of anticipation and suspense. 

{Ray A A trumpet solo over a band riff functions as the climax of this hot tune. It is the most 
| aggressive of the three solos and Is often in a riffing style. Listen to how effectively the 
trumpeter bends his notes. The band gradually raises its level of intensity as it builds toward 

| the end of the tune. 
rN 

| The trumpet ie continues. 

The trumpeter plays in his Upper ranicteh to rise up over the band: Ss powerful riffing. 

2:18 A | The entire band blasts the original riff to coneltdemrereneaine drummer powers the tune to 
| a rousing finish. 

oases csr 
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Compare 

“Seven Come Eleven” (1939) by the Benny Goodman Sextet. Goodman’s small-group 

recordings tend to be more adventuresome than his big-band records. We also get 

a chance to hear some of the key soloists in the band, including the innovative jazz 

guitarist Charlie Christian and vibes player Lionel Hampton. Bandleader-arranger 

Fletcher Henderson (see Chapter 5, 1st Chorus) lends a hand on the piano, although we 

rarely can hear him in this recording. 

the players because a smaller group allows for a different type of playing. In a 

big-band setting, the band is necessarily loud, and a soloist often has to play loud 

and high to cut through the band. But a small group encourages a wider range of 

expression by also allowing softer playing, as well as by giving each musician a bit 

more room to “stretch out” (to play longer solos). 

In the 1940s Goodman hired the arranger Eddie Sauter, an important progres- 

sive jazz composer and arranger. Mel Powell—a pianist, composer, and arranger 

who went on to become an important contemporary classical composer—also 

contributed to a more progressive sound during this period. Goodman remained 

active until his death in 1986, including playing standard classical repertoire (such 

as Mozart’s Clarinet Quintet in A Major, K. 581) and premiering classical compo- 

sitions by composers such as Aaron Copland, Béla Bartok, and Leonard Bernstein, 

as well as commissioning works for clarinet with symphony orchestra. 

AAS Big-Band Innovators: Artie Shaw, Glenn 
Miller, and Tommy Dorsey 

WHO WERE SOME OTHER POPULAR 
BANDLEADERS DURING THE SWING ERA? 

Artie Shaw 
The extremely popular clarinetist-bandleader Artie Shaw (1910-2004) was an ex- 

cellent clarinetist who had a terrific big band that recorded some of the major hits 

of the swing era, including “Begin the Beguine,” “Stardust,” and “Frenesi.’ Born in 

Manhattan’s Lower East Side Jewish ghetto, Shaw, like Benny Goodman, was the 

son of recent immigrants. A professional at an early age, Shaw had an expansive 

musical life that saw him working in the studios during the day and the jazz clubs 

at night. 

Shaw’s musical vision and goals were quite different from those of many of 

the other major bandleaders of the period. As a bandleader, he doggedly pur- 

sued the goal of employing his interests in contemporary classical music and jazz 

through innovative instrumentation (for example, the extensive use of strings) 

and his choice of composers and arrangers. He employed a number of innova- 

tive arrangers, including staff-arranger Jerry Gray (who arranged the hit “Begin 

X)))) 
Artie Shaw discusses 

the pressure to 
record hit songs, and 
the time he met Cole 
Porter, the composer 
of Shaw’s hit, “Begin 

the Beguine.” 
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listening focus 

=D) “Begin the Beguine” (1938) by Artie Shaw and His 
Orchestra 

INSTRUMENTATION: Bandleader, clarinet: Artie Shaw; Trumpets: John Best, Claude Bowen, 

Chuck Peterson; Trombones: George Arus, Ted Vesely, Harry Rogers; Saxophones: Hank Freeman, 

Tony Pastor, Ronnie Perry, Les Robinson; Piano: Les Burness; Guitar: Al Avola; Bass: Sid Weiss; 

Drums: Cliff Leeman; Arranger: Jerry Gray. 

After an introduction that pits relaxed saxes against crisper brass figures (trumpets and 

trombones}, the A section consists of Shaw’s lovely and simple clarinet playing over a sax 

background (0:07). For the 2nd A, the sweet, commercial-sounding saxes play the melody 

as the muted brass section plays simple fills (0:34). B is a new melody that is passed 

around between the sweet saxes and the sassier and more biting brass section (1:01). The 

3rd A is primarily a tenor sax solo version of the melody (1:28). The arrangement takes 

on new life as the C section features a powerful yet relaxed brass melody with a sax and 

clarinet background (1:55). Just as the tune seems to be winding down, the brass once 

again hits the 2nd C section melody (2:23). The tune then winds down once again before 

Shaw ends ona high note. While this tune does not particularly feature him, Shaw's solos, 

fills, and pieces of melody throughout add his unique flavor to the entire arrangement. 

the Beguine”; see “Listening Focus”), the important African American composer 

William Grant Still (who arranged Shaw’s hit “Frenesi”), Ray Conniff, and the com- 

poser Paul Jordan (who wrote some interesting extended compositions, including 

“Evensong” ). Shaw was an early progenitor of progressive jazz composition (see 

Chapter 11, 1st Chorus), as were Goodman and other swing-band leaders such as 

vibraphonist “Red” Norvo. Through its use of compositional resources more often 

associated with classical music—such as extended forms and the use of various or- 
chestral instruments—progressive jazz broadened the scope of jazz composition. 

Shaw’s hit song “Begin the Beguine” (based on Cole Porter’s 1935 pop song) 
takes a brilliant multisection composition and makes it even better with his 
band’s sound that combines hot and sweet styles in a convincing and unique 
manner. The popularity of this tune helped propel Shaw and his band to stardom. 
This star status gave Shaw a platform for his socially progressive beliefs, as seen 
through the hiring of Billie Holiday during this period in an early example of 
integration of a big band. Holiday’s time with a the band was short and difficult 
however, due to indignities such as not being allowed to sit on the bandstand bes 
cause of her race and being the only band member to be required to enter a hotel 
through the back door. 

Though he was making huge sums of money asa result of his popular record- 
ings, Shaw had lofty musical ambitions beyond the normal commercial swing- 
era fare. Ironically, these goals were somewhat thwarted by his huge hits such 
as “Begin the Beguine” and “Stardust.” Shaw became bitter about the public’s 
constant craving for these tunes at the expense of his more ambitious material. 
He seems to have been frustrated, or at least restless, in other ways as well: he 
was married eight times, including high-profile marriages to the starlets Lana 
Turner and Ava Gardner. He led many variations of his band and retired off and 
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“In the Mood” by the Glenn Miller Orchestra, Led by Tex 
Beneke (1946) 

After Glenn Miller's tragic death, tenor saxophone player Tex Beneke took over leading 

the band to play Miller's many hits. This film of “In the Mood” was made in 1946 with many 

veterans of the previous Miller bands on hand and is based on the original arrangement. 

As in the original, Beneke “steps out” from the sax section [at around 1:00 into the film) 

to battle first with alto player Sol Libero and then they are joined by fellow tenorman — 

Stanley Aaronson. Unlike other film shorts that placed musical performances into an 

often minimal storyline, this one is a pure record of the band’s performances, including 

the dramatic coordinated choreography of the sax and trombone sections. Besides 

the soloists, you can also catch glipmses of guitarist Bobby Joe Gibbons and drummer 

Jack Sperling in this video. A young Henry Mancini—the well-known composer of film 

soundtracks such as The Pink Panther and Breakfast at Tiffany’s—was working as the 

band’s pianist at this time, but he doesn’t appear in the film. 

on for a variety of reasons, including nervous breakdowns, and suddenly left 

public life in 1954. 

Glenn Miller 
Trombonist-bandleader Glenn Miller (1904-1944) led one of the most popular 

big bands during the swing era. His reputation for being less jazz-oriented than 

the other headlining big bands is warranted but also casts his excellent band in 

an unnecessarily negative light. Miller had worked his way up through jazz bands 

as a side musician, soloist, and arranger, including playing in Benny Goodman's 

band. However, as a leader he took a commercial path playing in a simple and 

direct manner, while also creating a signature sound and repertoire that clearly 

had strong appeal for much of the swing audience. 

Miller’s huge hit “In the Mood” has essentially been a required dance number 

at parties when it comes time for a “swing” number. His other hits, including 

“String of Pearls” (with a lovely trumpet solo by Bobby Hackett), the pretty ballad 

“Moonlight Serenade,” and the uptempo “Tuxedo Junction,” helped define swing 

music for millions of listeners. 
While Miller intentionally was not as “hot” as other bands, he did have a ter- 

rific band with a sound that still resonates with swing fans. During World War II, 

Miller enlisted in the armed forces and led a large ensemble in the service until his 

tragic accidental death in a mysterious plane crash. 

Tommy and Jimmy Dorsey 
Two other influential and popular bandleaders of this era were trombonist Tommy 

Dorsey (1905-1956) and his brother, saxophonist-clarinetist Jimmy Dorsey 

(1904-1957). The Dorsey brothers are an interesting example of career swing mu- 

sicians who worked their way up through the ranks of various bands, including 
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Tommy Dorsey, ca. 1940. Trombonist 

Tommy Dorsey’s band was 

enormously popular in the 1940s, 

thanks to his lightly swinging 

arrangements and his vocalist, 

Frank Sinatra. 

BenCar Archives. 

Paul Whiteman’s popular ensemble (see 

Chapter 4, 1st Chorus). They both ex- 

celled as hot and sweet players and man- 

aged, with the help of skillful and canny 

arrangers, to create bands in the same 

mold that appealed to a wide variety of 

audiences who were neither too hip nor 

too square. 

After briefly coleading a band, both 

men went on to form their own success- 

ful big bands. Tommy Dorsey’s band 

featured vocalist Frank Sinatra (see 

Chapter 9, 2nd Chorus), who went on to 

superstardom. While the band was ex- 

tremely popular, being labeled a sweet 

band eventually frustrated Dorsey. In 

response, he hired Sy Oliver, Jimmie 

Lunceford’s arranger (see Chapter 5, 

2nd Chorus), who added a hot element 

to the band while also keeping the com- 

mercial sound that made Dorsey’s band 

popular. While this may not have been 

the best formula for artistic innovation, 

it appears to have made commercial 

sense. Tommy’s band, including his use 

of strings (see “Listening Focus”), did 

manage to gently push the musical enve- 

lope at times. 

While Tommy Dorsey may not have 

been the most inspired improviser, his 

beautifully legato and lyrical trombone 

playing was essentially unparalleled. 

You can hear this on his famous hit “I’m 

Getting Sentimental Over You,” which 

features his rendition of this ballad’s 
melody that is exceptionally smooth and expressive with a vocal-like quality. 
Sinatra, Dorsey’s star vocalist, stated that he learned to phrase his own vocal 
lines from listening to Dorsey play every night. 

Many top musicians passed through the Dorsey band, including trumpeters 
Bunny Berigan, Ziggy Elman, Charlie Shavers, and Doc Severinsen (well known as 
the bandleader for NBC’s Tonight Show Orchestra when it was hosted by Johnny 
Carson) and drummers Buddy Rich and Gene Krupa (who both became star band- 
leaders), as well as vocalists Sinatra and Jo Stafford. The Dorsey brothers even-. 
tually reunited in the early 1950s when they hosted their own television show, 
attesting to their popular appeal. 

As has been true for many of the better-known big bands, the Tommy Dorsey 
band was taken over and continued to perform under the Dorsey name after his 
death. These bands that continue after the death of a leader are often referred to 
as ghost bands. 
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viewing focus 

Medley of Popular Songs by the Dorsey Brothers Band > 
featuring Alice Boulton, vocalist (1929) 

This early sound film shows the Dorsey Brothers when they were still playing very much 

in the style of Paul Whiteman and the white Chicago-based bands of the 1920s (see 

Chapter 5). The band is posed wearing party hats in front of a translucent screen where 

singer Alice Boulton is shown suggestively in silhouette as she prepares to sing. Under 

the opening credits, the band plays “Nobody’s Sweetheart,” which had been a hit for one 

of the many Austin High Gang groups in 1927. This is followed by “Get Out, Get Under the 

Moon,” another pop number. Jimmy can be seen to the left of the silhouetted Boulton 

playing clarinet, while Tommy is to her right, playing trombone. 

Boulton then sings two numbers, “Easy Come, Easy Go” (1:12}, the title song from a 

Broadway musical that opened in early 1929, followed by “The One that | Love Loves Me” 

(3:25). Boulton had been a popular vocalist/female lead on Broadway and would also appear 

in early films. She's dressed like a typical 1920s “flapper” in a silky dress with a beaded 

necklace. The instrumental arrangements are typical of the “sweet” bands of the era. 

listening focus 

“On the Sunny Side of the Street” (1944) by Tommy <)) 
Dorsey and His Orchestra 

INSTRUMENTATION: Bandleader, trombone: Tommy Dorsey; Trumpets: George Seaburg, Mickey 

Mangano, Dale Pierce, Roger Ellick; Trombones: Nelson Riddle, Red Benson, Tex Satterwaite; 

Saxophones: Buddy DeFranco (known for his terrific clarinet playing], Al Cooper, Al Klink, Gail 

Curtis, Bruce Branson; Piano: Milt Golden; Guitar: Bob Bain; Bass: Sid Bloch; Drums: Buddy Rich; 

String Section; Harp: Reba Robinson; Tuba: Joe Park; Vocals: The Sentimentalists; Arranger: 

Sy Oliver. 

In the intro, we hear smooth strings, strong brass, and a powerful baritone sax honking 

out low notes. In the 1st chorus the trumpets in cup mutes play a version of the melody of 

the first two A sections. It has a mellow character as a result of the mutes, yet also swings 

hard because of the interesting and precise rhythmic phrasing (0:16). The bridge creates 

a contrast as the trombones play full out with smooth saxes behind them, which then take 

over the last part of the bridge melody and carry over to play the last A (0:48). After the 

1st chorus, there is an interlude with a growling trumpet over the rhythm section followed 

by a brief ensemble with brass and then reeds [1:24]. The 2nd chorus features a vocal by 

the Sentimentalists (1:56). Their rhythmic phrasing is fun and hip, as are their extremely 

tight and effective harmonies, a common vocal group style of the period, and slightly 

altered and humorous lyrics. The rhythm section and subtle and effective strings support 

the vocal. The tune concludes with a short but full ending from the whole band. 
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read all about it 

“It Don’t Mean a Thing If It 
Ain't in the History Books” 
by Sherrie Tucker 

Walser, Keeping Time, Chapter 26 

Sherrie Tucker's work on women 

in the swing era has helped bring 

new attention to the achievements 

of these musicians. In this essay, 

she discusses some of the reasons 

that women’s contributions to jazz 

during this period were not widely 

recognized. 

eke Women in Jazz: “All-Girl” Swing Big Bands 

WHAT WERE THE UNIQUE CHALLENGES 
FACED BY THE “ALL-GIRL” BANDS DURING THE 
SWING ERA? 

Racial segregation was a characteristic of the swing era. As discussed earlier there are 

numerous political, social, cultural, and even practical reasons why this occurred. 

But while we examined the significant contributions and musical professionalism 

of Lovie Austin and Lil Hardin Armstrong (see Chapter 4, 3rd Chorus), as well as the 

fact that Mary Lou Williams was an extremely influential member of Andy Kirk’s 

band and an important pianist and composer (see Chapter 6, 1st Chorus), we have 

yet to discuss the gender segregation that was present in the swing era. 

For a variety of reasons, the top swing bands were male enclaves. But that 

does not mean that there were no female musicians to fill these bands or that 

women were not good enough to be in them. Thanks to new research, we now 
know that there were plenty of excellent female jazz musicians who were ready, 

excited, and more than willing to play in jazz big bands—so many, in fact, that 

during the 1930s and 1940s there were hundreds of “all-girl” bands (while the 

term “all-girl” might be archaic and politically incorrect today, it is how the bands 

were commonly referred to and is used here with this caveat). 

The presence of so many female musicians and all-girl bands during this era 

has not, until recently, been a part of the written history of jazz; and it still gen- 

erally plays a minor role, at best, in most histories. Other than a few musicians, 

swing-era women were not well represented in the popular press, and African 

American female bands, while they were covered in the black press during this 

period, have largely been ignored in jazz histories. 

Regarding the white all-girl bands, Sherrie Tucker, in her influential study, 

Swing Shift: “All-Girl” Bands of the 1940s, points out that “despite their skill as mu- 

sicians, their ability to reproduce images of idealized white womanhood... wasa 

key element assuring their visibility in the entertainment industry and no doubt 

helped secure them a limited place in history as well” (p. 11). These bands had to 
not only sound good but also “look good.” Female swing musicians consequently 
had a unique set of difficulties: heavier women were asked to lose weight, older 
musicians were required to try and appear younger, and those who wore glasses at 
times had to find ways to handle playing without them. 

These all-girl bands were also generally ghettoized by being placed into partic- 
ular types of venues; and unfortunately, their work was often not valued enough 
to be recorded, which necessarily limited their visibility and commercial potential. 
In addition, write-ups about the bands often emphasized their extramusical qual- 
ities, for example, depicting the all-girl bands as a novelty, rather than describing 
their musicianship. During World War II, these jazz women’s place in the wartime 
effort was emphasized. Because many male musicians either joined the war effort 
or were drafted, there were new opportunities for the all-girl bands that already 
existed and created the need for more, consequently improving female jazz musi- 
cians’ ability to find work. 

Another way that women’s roles in swing bands were marginalized is that 
most women were employed as vocalists. These big-band singers were often re- 
ferred to as “girl singers” or “canaries,” the latter a term that seems to refer more 
to their place as cute and adorable decoration than to their musical value. This 
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certainly does not convey the importance of, for example, Ella Fitzgerald’s overall 
musical and commercial importance to Chick Webb’s big band (see Chapter 5, 2nd 
Chorus, and Chapter 9, 1st Chorus). 

In the past, some musicians and writers have expressed the unfortunate and 
obviously inaccurate and specious notion that jazz is a man’s business and that 
women are not able to play jazz well. A common feeling was that women were too 
small and dainty to handle big instruments like the tenor sax or electric guitar. 
Another common stereotype was that women were less able to endure the tough 
life of being on the road or even that the presence of women ina big band would be 
disruptive to the other musicians, much like the argument that was made about 
introducing women into the army. 

The idea that women’s smaller hands or less muscular frames would make 

them somehow less able to tackle the physical demands of playing jazz has happily 

been debunked by generations of players. Women also are certainly hardy enough 

to endure the difficulties of being traveling musicians. Even though the jazz busi- 

ness is still more difficult for women, the situation has certainly improved; and 

there are many women in jazz, some of whom are particularly influential and ex- 

amined throughout the book. 

Clearly, their presence on the jazz scene, as well as the fact that until recently 

we have known so little about this, makes female jazz instrumentalists and all- 

girl bands an important topic in terms of a more complete and accurate history of 

jazz and the wider role of women in jazz. 

Phil Spitalny’s “Hour of Charm”/Ina Ray Hutton’s Melodears 
Unfortunately, just like their male counterparts, the all-girl swing bands tended 

to be segregated along racial lines. Phil Spitalny’s “Hour of Charm” was a white all- 

girl band that was one of the best known and most successful. In the world of all- 

girl big bands it became a touchstone for what a band could—and couldn’t—be. 

The band included a string section and harp (instruments traditionally associated 

with women). It was nationally commercially successful for twenty years, includ- 

ing performing on live broadcasts for Armed Services and NBC radio, quite a feat 

for any band. 
Ina Ray Hutton’s Melodears was another successful all-white band. Finan- 

cially backed by the powerful agent Irving Mills’s organization (Mills also was 

Duke Ellington’s manager and was instrumental in establishing his early success), 

the Melodears became one of the most popular all-girl bands of the 1930s. Origi- 

nally a dancer, Hutton was known as the “Blond Bombshell of Rhythm” and served 
as frontwoman of the band, changing glamorous costumes throughout the night. 

The band was musically successful as well and included such excellent players as 

trombonist Alyse Wills, who also toured with Tommy Dorsey (see this chapter, 

2nd Chorus). 

The Prairie View Co-Eds 
Many of the black bands came out of all-black educational institutions. Two of 

the most popular were the Prairie View Collegians and the International Sweet- 

hearts of Rhythm. The historically black institution Prairie View College in Texas 

(now known as Prairie View A&M University) sported a well-known dance band, 

the Prairie View Collegians. This band was decimated by band members being 

drafted or joining the military. In response, its leader, Will Henry Bennett, cre- 

ated a women’s dance band, the Prairie View Co-Eds, to play for local dances as 
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The International Sweethearts of 

Rhythm, led by Anna Mae Winburn 

(in front, conducting), 1946. The 
Sweethearts were one of the leading 
all-female jazz bands. 

Photo Gilles Petard. Redferns/Getty Images. 

well as to perform at local military camps. Bennett recruited more players—such 

as the excellent trumpeter Clora Bryant (who went on to a long musical career in 

Los Angeles) and drummer Helen Cole—and the band wound up providing a rare 

training ground for female jazz musicians. The band eventually toured, including 

performances at Harlem’s Apollo Theater. 

The International Sweethearts of Rhythm 
Founded in 1937, the International Sweethearts of Rhythm was an extremely pop- 

ular all-girl band. Originally a product of Piney Woods Country Life School, a school 

for poor and orphaned African American children, the band broke away from the 

school’s sponsorship in 1943. The Sweethearts was considered a black band, but the 

term “international” refers to the fact that some of the band’s players came from 

mixed ethnic backgrounds and eventually also included two white players. 

Tucker points out that “the proud history of black education traveled with the 
Sweethearts” and that they “reflected a history of African Americans providing 

basic education for poor black children.” She further states that both the Prairie 

View Co-Eds and the International Sweethearts of Rhythm “served as reminders 

of the struggles of African Americans for education as a mode of resistance, free- 

dom, and progress” (p. 165). The band disbanded in 1949. 

The band toured extensively, appearing at major black theaters such as 

Harlem’s Apollo and the Howard Theater in Washington, DC, dance halls, and U.S. 

military camps with the USO (the United Services Organization). They were the 

first African American group to tour Europe with the USO to provide support and 

entertainment for the troops during World War II. As was true for all big bands, 
travel conditions were difficult, even though the Sweethearts had their own bus 

with sleeping berths. In addition, because of segregation laws, black bands had a 

much more difficult time on the road, often facing extreme difficulties finding ac- 
ceptable food or lodging, as well as experiencing harassment from the police. The 

fact that the Sweethearts traveled with two white players at times made things 
particularly difficult as southern authorities carefully guarded the “color line” 
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“Blue Lou” (1944) by the International Sweethearts ) 
of Rhythm 

INSTRUMENTATION: Bandleader: Anna Mae Winburn; Trumpets: Tiny Davis, Ray Carter, Mim 

Polak, Johnnie Mae Stansbury; Trombones: Ina Belle Byrd, Helen Jones, Jean Travis; Saxophones: 

Vi Burnside, Rosalind “Roz” Cron, Willie Mae Wong, Grace Bayron, Helen Saine; Piano: Johnnie Mae 

Rice; Bass: Marganot “Trump” Gibson; Drums: Pauline Braddy. 

This Edgar Sampson composition has been played and recorded by many swing bands, 

including Benny Carter, Chick Webb, Fletcher Henderson, and Benny Goodman, among 

others. The recording consists of 4 choruses of this AABA tune and features extended 

solo spots for tenor sax and trumpet. The International Sweethearts of Rhythm take this 

tune at a much faster tempo than originally recorded, making this an exciting version of 

this song. 

Pa I, 

9 
"BLUE LOU” LISTENING GUIDE eocre 

TIME FORM STYLE 

After a quick 4-measure introduction, the saxophones play the melody for the A sections. The brass 

_ play punchy fills and join in for the last part of the melody. 

| The full band plays the bridge melody powerfully and dynamically. 

The A section repeats note-for-note. 

figures behind the soloist during the first four bars. 

The smooth and lyrical sax solo continues over the bridge without brass background. 

The sax solo continues with the brass figures from the first two A sections. 

The 3rd chorus features a bluesy trumpet solo. She bends many notes throughout the A sections to 

create this effect. The saxophones play a simple background throughout the entire chorus as the 

rhythm section bubbles along. 

The full band plays a varied version of the A section melody in shout chorus fashion. The brass and 

reeds play the first phrase and then have a call and response for the second phrase. 

The brass play a powerful and shortened two measure version of the bridge melody, leaving room 

for the drums to be briefly featured. 

The band repeats the varied version of the A section melody. A brief solo trumpet flourish and 

powerful drumming bring this hot tune to a close. 
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based on Jim Crow laws that mandated racial segregation. Travel difficulties were 

even further exacerbated during World War II because of wartime rationing of 

gasoline and tires. 

We are fortunate to have a few recordings of this excellent band. They re- 

corded several tunes for record labels, but they also performed live for the 

Armed Forces Radio Service’s show Jubilee. This show was regularly recorded, 

and releases from this collection provide us with important historical record- 

ings. The band also recorded a soundie (short films played on jukebox-like ma- 

chines in public places) in 1946, which gives us a great opportunity to hear how 

well the band played as well as how entertaining they were to watch. The stylish 

bandleader Anna Mae Winburn leads the band and is featured as vocalist. In 

> “Blue Lou” we hear that the International Sweethearts of Rhythm was a hot and 

hard-swinging band that featured strong star soloists such as trumpet player 

Ae al ie Ernestine “Tiny” Davis and tenor sax player Vi Burnside. This recording of “Blue 

ae ; Lou” is from a 1944 Jubilee broadcast. 

AUGoatSy Latin Styles During the 1930s 

HOW DID LATIN BANDS CONTINUE TO 
INFLUENCE MAINSTREAM JAZZ IN THE 1930s? 

In Chapter 3, we began our discussion of how Latin music has been an important 

part of American musical life, including its influence in early jazz in New Orleans 

as well as in Latinx communities throughout the United States. We also discussed 

the Cuban influence in New York through listening to flutist-bandleader Alberto 

Socarras in the context of early jazz big bands in New York City (see Chapter 5, 

5th Chorus). This influence increased with the “rumba craze” of the 1930s as Latin 

bands regularly performed at ballrooms such as New York’s Savoy. Mainstream 

jazz bands also began incorporating Latin styles into their repertoire for dancers. 

The proximity of El Barrio, or East Harlem, and Harlem (they lay next to each 

other in upper Manhattan)—as well as the fact that these Latin bands and big 

bands played alongside each other in ballrooms and shared some of the same 

musicians—created an environment that encouraged a fusion of the styles. The 
same way that early big bands—and early New Orleans bands for that matter— 
played a wide variety of music for a diverse clientele, the Latin bands had to please 
traditionally oriented audiences who appreciated a nostalgic approach as well as 
younger dancers and listeners who expected some elements of swing that they 
were hearing all around them. As a result, the Latin bands were actually creating 
a new style that incorporated elements of jazz while also taking new approaches 
to Latin musical styles. 

Don Azpiazu’s Havana Casino Orchestra 
While Alberto Socarras’s band played a slightly generic version of Cuban music 
tailored to the tastes of the American public, the burgeoning Latinx community 
in the 1930s in El Barrio in New York City provided a market for authentic Cuban 
styles. These bands featured more traditional instrumentation such as a full per- 
cussion section, which normally includes some combination of bongé, conga, 
guiro, maracas, timbales, campana (bell), and claves. This new era in Latin music 
in the United States was ushered in by Don Azpiazu’s Havana Casino Orchestra 
in 1930 with their huge hit “El Manisero” (“The Peanut Vendor”). During a 1930 
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performance of “El Manisero” at Broadway's Palace Theater in New York City, 
Azpiazt’s (1893-1943) show also introduced the rumba dance style to the 
American public. Many artists, including Red Nichols and Louis Armstrong, cov- 
ered the tune; and a well-known instrumental version was recorded by bandleader 
Stan Kenton’s (see Chapter 11, 1st Chorus) big band in 1947. 

“El Manisero’” is still a standard (it has been recorded over 160 times and over 
1 million copies of the sheet music have been sold). Along with a few other import- 
ant tunes such as “Siboney” and “Mama Inez,” it typifies the Cuban style heard 
in the United States during this period. While these types of compositions are 
popularly referred to as “rumbas,” many were actually derived from a Cuban style, 
son, which is the main basis for salsa, an important Latin style based upon Cuban 
dance music and popularized in New York City. 

While Cuban styles dominated during this period, other Latin forms were also 

extremely popular. Songs from Mexico in an “international” Latin style (mean- 

ing they are difficult to classify in a more specific manner) played an important 

role. “Cuando Vuelva a Tu Lado,” better known to English-speaking audiences as 

“What a Diff’rence a Day Made,” is a standard; and versions by singers from many 

styles, including jazz singers such as Dinah Washington (discussed in Chapter 9, 

3rd Chorus) and Esther Phillips (who covered Washington’s version but with a 

disco feel in the 1970s), have kept this song in the public eye. The Mexican folk 

tune “La Cucaracha” became so ubiquitous that its roots in Mexican folk culture 

have become obscured. As a final example, a Brazilian tune, “Aquarela do Brasil” 

(“Brazil”), became a hit during the late 1930s and is still popular to this day. 

Other Latin Entertainers of the 1920s and 1930s 
Along with its relationship to jazz and American popular music, Latin entertain- 

ers were becoming extremely popular during the 1920s and 1930s. Three of the 

most prominent Latin entertainers were the bandleaders Xavier Cugat and Desi 

Arnaz and the singer-dancer Carmen Miranda. Cugat (1900-1990), a Spaniard 

who moved to Cuba at the age of five, was one of Latin music’s most visible en- 

tertainers through recordings, radio, and film. He presented a hybrid of Latin 

styles in a manner that he believed was more palatable to American audiences 

than traditionally authentic Cuban music. Desi Arnaz (1917-1986), who briefly 

worked with Cugat, was a frontman and entertainer and, like Cugat, helped to 

popularize Latin music with American audiences. His greatest visibility came in 

his role as the Cuban bandleader Ricky Ricardo on the I Love Lucy Show, where he 

also played Lucille Ball’s husband (they were married in real life). Carmen Miranda 

(1909-1955) was born in Portugal and raised in Brazil, where by the 1930s she 

was already a star through her recordings, movies, and the radio. Her trademark 

was an outlandish hat covered with fruit. She performed on Broadway in 1939 and 

went on to become a Hollywood film star. 
Another influential Latin musician was Puerto Rican pianist Noro Morales 

(1912-1964), who immigrated to New York City in the mid-1930s. His early pro- 

fessional experiences there were with Alberto Socarras (see Chapter 5, 5th Chorus) 

and trumpeter-bandleader Augusto Coen. These experiences introduced him to a 

sound that incorporated elements of the swing big-band style, including a similar 

instrumentation and approach to arranging for a large ensemble. 

Big-band leader Stan Kenton was inspired to seriously incorporate Latin styles 

into his music when he and his arranger, Pete Rugolo, heard Morales play in New 

York City in 1946. Kenton brought Latin styles into a wider public's consciousness 

while also incorporating them into progressive jazz (see Chapter 11, 1st Chorus). 
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=) “El Manisero” (1930) by Don Azpiazu and His Havana 
Casino Orchestra 

INSTRUMENTATION: Bandleader, piano: Don Azpiazu; Vocal: Antonio Machin; Trumpets: Julio Cueva, 

Remberto Lara; Saxophones: Julio Brito, Alfredo Brito; Bass: unknown; Percussion: unknown. 

Several elements create a unique style in “El Manisero,” such as the repeated ostinato 

and its polyrhythmic character. The rhythmic phrasing of the melodic lines, however, is 

particularly important to this Cuban style as the phrasing has a very different feel and 

approach from non-Latin popular styles. Without an understanding of this type of phrasing, 

a musician cannot effectively play this style of music. It has a relaxed, laid-back quality 

that is very appealing and idiomatic. The form is quite simple; after an introduction the 

vocalist—or soneo—and a solo trumpet alternate phrases as the rhythm and percussion 

sections continue their simple ostinato behind them. 

mae TIME... FORM STYLE * 

Teen Intro The tune begins with a repeated piano figure—a vamp—that is universally recognized as 

Listening Guide “El Manisero.” The clave, multiple percussion instruments, and the bass quickly join in, 

immediately followed by the trumpet. The trumpet soloist here plays with a straight mute 

[a metal mute that creates a sharp and nasal timbre) ina tipico (typical) soloing style. 

0:18 The soneo joins in with his street vendor cry, Mani” (“Peanuts”). He sings of the joy of eating 
a cucuruchito de mani—a cone filled with peanuts and coconut. With the relaxed feel of the 

music we can imagine the quiet and relaxed streets of Cuba. 

The trumpet returns and we begin the stylistic trading back and forth of the soneo anda 

soloist that is typical in this style of music. Notice the fast vibrato and simple phrasing of the 

trumpet. Unlike jazz improvisation that focuses on elaborating on the melody or harmony, 

tipico style focuses on phrasing and rhythm over a vamp with a simple chord progression. 

The soneo re-enters, singing to the housewives, warning them not to wait as they'll regret 

having missed out on his rich and toasty peanuts. The trumpet fills occasionally. 

The trumpet continues his simple and rhythmic melodies in between the soneo’s vocal 

phrases. The melodies are kept simple, straightforward, and pretty. 

The vendor says he is leaving—"Manisero se va” —and the housewives shouldn't go to sleep 
without eating their cucurucho de mani! The soneo is very expressive as he holds a long note 
on “va” (1:30). 

The trumpet briefly re-enters and plays melodies that are slightly more complicated. 

The soneo continues down the lonely streets singing his “pregon” or street cry, and if the 
young girls want his peanuts (a sexual innuendo?) they should call from their balcony. The 
trumpet fills between phrases and behind the vocal. 

A Eee 

The trumpet is again featured. 

The soneo and trumpet continue their dialog as the girls call for the vendor's wares “te 
their balconies. 

2:41 | The trumpet makes one last statement before el manisero leaves. 
EEE 

2:52 The vendor plaintively calls out “Me voy” (“I’m leaving”) as the Saxophone section plays 
simply behind him as this lovely and gentle tune that has proven to be universally popular 

! comes to aclose. 



Morales also gave Chico O’Farrill, one of Latin jazz’s most innovative arrangers, 
his first job. 

Morales played in East Harlem with numerous groups and performed with 
Tito Puente (see Chapter 11, 3rd Chorus) and Tito Rodriguez (who was a singer 
in Morales’s band), two of the top bandleaders who successfully incorporated jazz 
big-band sounds into Latin big bands in the 1950s and 1960s (and, in the case of 
Puente, through the 1980s). Morales made his name, however, in the midtown 
Latin dance scene with a smaller group that played at clubs such as El Morocco 
and the Stork Club along with more rumba-oriented bands such as those of Xavier 
Cugat and Don Azpiazu that appealed to Anglo audiences. Morales had a hit in 
1942 with “Serenata Ritmico” with a quintet that showcased his ability as a piano 
soloist and that presented music that was a fusion of American popular music and 
Latin styles. 

Sees ANLELO LUTEAL emmys rere 

What is swing music? 
© Swing music is for dancing. 

© It has a “swing” feeling, emphasizing the weaker beats, or offbeats. 

© It is typically performed by big bands. 

© It became exceptionally popular in the mid-1930s. 

Why is Benny Goodman generally credited with launching the 
swing era? 
© Goodman was an outstanding clarinetist who set the standard for swing-style 

clarinet playing. 

© The arrangements of Fletcher Henderson, Benny Carter, and Edgar Sampson 

were essential to Goodman’s band’s success. 
© Goodman fused the worlds of popular Tin Pan Alley songs and a hot style ina 

way that resonated deeply with both sweet and hot dance-band fans. 

Who were some other popular bandleaders during the swing era? 
© Artie Shaw was an excellent clarinetist who had a terrific big band that re- 

corded some of the major hits of the swing era, including “Begin the Beguine.” 
© Glenn Miller led a popular band that had a more “sweet” than hot style. He 

had a major hit with “In the Mood.” 
© Tommy Dorsey’s band featured vocalist Frank Sinatra and successfully wed 

popular and swing elements. 

What were the unique challenges faced by the “all-girl” bands 
during the swing era? 
© There was a general prejudice against women playing jazz. 

© Band members had to not only sound good but also “look good.” Critics tended 

to focus on the players’ looks and the novelty of all-female bands rather than 

on their musicianship. 
© All-girl bands were generally ghettoized by being placed into particular types 

of venues. 
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© Their work was often not valued enough to be recorded, which necessarily lim- 

ited their commercial potential. 

© Until recently, most jazz histories have not recorded their achievements. 

How did Latin bands continue to influence mainstream jazz 

in the 1930s? 
© The proximity of El Barrio and Harlem—as well as the fact that these Latin 

bands and big bands played alongside each other in ballrooms and shared 

some of the same musicians—created an environment that encouraged a 

fusion of the styles. 

© The popularity of the dance form the rumba encouraged dance bands to play 

Latin-flavored music. 

Pp Talkin’ Jazz (Key Terms) 

Ree tana “all-girl” bands ghost band salsa 

articulation hot jazz son 

charts offbeat soundies 

crescendo ostinato straight mute 

cup mute phrasing sweet jazz 

decrescendo progressive jazz tipico 

dynamics rumba 

HAE 
Benny Goodman Ina Ray Hutton’s Melodears Xavier Cugat 

Artie Shaw Prairie View Co-Eds Desi Arnaz 

Glenn Miller International Sweethearts Noro Morales 

Tommy and Jimmy Dorsey of Rhythm 

Phil Spitalny’s “Hour of Don Azpiazt’s Havana 

Charm” Casino Orchestra 

Think About This (For Further Discussion and Study) 
BS . PEAS 

PP 
EIT IT POSSE DY OL IEEE DDE ER OSE ELEE TSE SEY LST 

Self-Study Quizzes 1. Did Benny Goodman really launch the swing era? 

2. When was the swing era, and how did it continue to thrive after the fade of 
the era itself? 

3. Discuss racial issues in the swing era. How do they compare to today’s issues 
surrounding race? | 

4. What are the qualities and elements of swing music? 

©. Discuss the roles and duties of side musicians. 

6. Discuss issues regarding women in jazz. How does the situation of female mu- 
sicians in the current music scene compare to that in the swing era? 

¢. What do you think about all-women bands or festivals of only music by 
women? Is it a necessary or effective tool to improve the situation for women 
in the music business? 



8. Discuss the differences in rhythmic approach between the swing recordings in 
this chapter and those in “El Manisero.” 

9. Clap clave along with the recording of “El Manisero.” Also, go back to 
Chapter 5, 5th Chorus, and clap clave to Alberto Socarras’s “Masabi.” See if 
you notice anything about how the relationship to clave and the phrase struc- 
ture changes in this recording. 
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DUKE ELLINGTON 

WHY IS DUKE ELLINGTON CONSIDERED 
ONE OF AMERICA’S MOST IMPORTANT 
COMPOSERS AND BANDLEADERS? 
Duke Ellington (1899-1974) was one of American music’s most important 

composers and bandleaders. His music transcends the swing era, the big-band 

genre, and even the jazz world, as Ellington created a sound, a compositional 

repertoire, and a musical institution that are unique and vastly influential. 

Though known for his incredibly rich and varied collection of short instru- 

mental works in the jazz tradition, Ellington wrote music in many genres, 

such as jazz, blues, pop, soundtracks for film and television, suites, ballets, and 

extended works. Ellington was also a consummate pianist, showman, and 

entrepreneur. He had one of the most illustrious and creatively productive 

careers in jazz and American music that spanned over fifty years. 

Ellington was articulate yet careful with his words. As a person, he was 

handsome, suave, and scrupulously groomed and attired; and while his 

manner on stage was warm and welcoming, Ellington still kept his profes- 

sional distance with a “cool” demeanor. His refusal to be limited by either 

musical or racial labels and stereotypes has been musically and socially 

inspirational to other jazz musicians. Ellington’s ability to create music 

steeped in the past while looking forward adventurously was another of his 

greatest strengths. 

Early Ellington 
Ellington was born in Washington, DC, to a middle-class family. Though 

having an early interest in visual art, Duke quickly gravitated to music, witha 

particular interest in stride piano, a style that he emulated as a young pianist 

and composer. Perhaps inspired by his father’s entrepreneurial spirit—he 

was a butler but also contracted catering side jobs for social functions—while 

still in high school Ellington was leading his own band and sending out musi- 

cians to fill gigs he contracted in the Washington area. 

William P. Gottlieb Collection/Library of Congress. 

In this chapter, we'll 
answer these questions: 

© Why is Duke Ellington 
considered one of America’s 

most important composers and 

bandleaders? 

© What were the stylistic 
hallmarks of the early 
Ellington band? 

© What impact did the hiring of 
Billy Strayhorn have on the 

Ellington band? 

© How did Ellington's style 
change in his later years? 



164) Chapter 8 Duke Ellington 

read all about it 

“Duke Ellington Explains 
Swing” 

Walser, Keeping Time, Chapter 24 

Ellington offers his thoughts about 

his approach to swing music and his 

own compositions. 

WHAT WERE THE STYLISTIC HALLMARKS 

OF THE EARLY ELLINGTON BAND? 

Ellington moved to New York City in 1923 and shortly after that began leading a 

band called the Washingtonians at the Kentucky Club. Many of the band members 

had worked with Ellington in his native Washington, and they became the nucleus 

of Duke’s band as it moved forward. The band received excellent reviews, success- 

fully toured and recorded, and secured professional management. 

After this move, Ellington’s original trumpet player, Arthur Whetsol, was 

replaced by trumpeter James “Bubber” Miley who proved to be hugely influ- 

ential on Ellington’s style. Miley introduced a growling, gritty, bluesy sound 

to the band that sent Ellington in a new musical direction. “Black and Tan 

Fantasy” gives us an opportunity to hear Miley’s effective blues playing. Miley 

also contributed the main melodic line of the piece. While it is a collaborative 

work between Ellington and Miley, the multisection character of the compo- 

sition gives an early indication of Ellington’s mastery of short-form composi- 

tions. Another key player who also contributed to the piece’s bluesy feeling was 

trombonist Joe “Tricky Sam” Nanton. Like Miley, Nanton used a mute to create 

a “wah-wah” effect, imitating a guttural vocal sound; he also was known for 

his growling low notes. This 3-minute piece is a study in contrasts, presenting 

three different moods in a remarkably short period of time. The title refers 

to the few venues that allowed both blacks and whites to attend, nicknamed 

“black and tan” clubs. 
Ellington and the band got one of their biggest breaks when they were hired 

as the house band for the Cotton Club, a top Harlem nightclub (see Chapter 5, 2nd 

Chorus), one of the numerous Harlem venues with an all-white clientele. Unfor- 

tunately the elaborate shows at the club often catered to African American racial 

stereotypes through racist primitivist imagery. This segregated club created its 

own negative imagery as white patrons came to “experience” black culture in the 

midst of Harlem, a proud African American neighborhood, essentially a city unto 

itself in the midst of the Harlem Rennaissance. It was, however, a terrific learning 

experience for Ellington because he had the opportunity to work with lyricists, 

accompany stage shows and dancing, and create vocal arrangements; and he de- 
veloped a sound that was referred to as his jungle style, at least partially due to 
the growling duo of Miley and Nanton. Ellington became a star through the live 
shows and radio broadcasts from the club. 

To suit the needs of the shows at the Cotton Club, the band continued to 
expand in size. Ellington added musicians who would be with him through much 
of his career and who helped to shape the sound of his orchestra, such as Johnny 
Hodges (lead alto saxophone), Harry Carney (baritone sax), and Cootie Williams 
(trumpet). Duke was particularly known for featuring his musicians in solo spots 
as well as cleverly taking advantage of his side musicians’ musical strengths by 
writing specifically for them and their playing styles. 

Duke Ellington freely admitted that he borrowed melodic ideas—and some- 
times entire tunes—from his band members in shaping his music. Although 
Ellington added his own name at the time, “Caravan” was composed by Puerto 
Rico-born band member Juan Tizol. In addition to taking credit for entire pieces, 
Ellington is said to have borrowed riffs from saxophonists Johnny Hodges, for 
several of his bigger hits including “Don’t Get Around Much Anymore,” and Otto 
Hardwick, for “Sophisticated Lady.” Hodges, for one, was angered for years that he 
didn't get credit for his contributions. 



Ist Chorus: Early Ellington 

listening focus 

“Black and Tan Fantasy” (1927 Victor version) by Duke <p) 
Ellington and the Washingtonians 

INSTRUMENTATION: Piano and leader: Duke Ellington; Trumpets: Bubber Miley, Louis Metcalf; 

Trombone: Joe “Tricky Sam” Nanton; Saxophones: Otto Hardwick, Rudy Jackson, Harry Carney; 

Banjo: Fred Guy; Bass: Wellman Braud; Drums: Sonny Greer. 

LISTENING HIGHLIGHT, STYLE: The initial melody is played by Miley, with Nanton 

playing in harmony, both in mutes. It is the solos that follow that stand out here, 

however. They are terrific examples of intense blues playing in a jazz-band concept. 

Miley begins with a quiet yet intense high note (0:57). Through his 2 choruses he gives 

a tutorial on how to use a plunger mute, creating a wide variety of gritty and bluesy 

sounds, some of which are extremely vocal-like. His closing chorus (1:22) also includes 

a remarkable display of rhythmic flexibility and expressiveness in the first 8 measures. 

Miley’s extensive use of blue notes is a major element of this solo as well as his overall 

style of playing. 

Ellington's solo {1:46] manages to blend the sensibilities of the blues (“Black”) with 

the second section’s harmonic adventurousness (“Tan”}. He solos on a blues but plays 

a harmonically sophisticated chord progression that expands its harmonic vocabulary. 

Nanton’s bluesy plunger solo (2:10), remarkably, produces an even more vocal-like sound 

as well as a number of sound effects including an intense growl that he uses throughout. 

His playing is also rich with blue notes. 

The Cotton Club was famous for 

its lavishly costumed reviews, 

featuring beautiful dancers. This 

photo shows Maude Russel and Her 

Ebony Steppers at the Cotton Club 

in the 1929 revue Just a Minute. 

Photo by Michael Ochs Archives. Getty 

Images. 
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Of course, Ellington did much to enhance the material that these musicians 

created. And it wasn’t unusual at the time for bandleaders to take credit for the 

work of their employees, who after all were paid to work for them. There also is 

a big difference from coming up with a short melodic idea and composing and 

arranging a song. Still, Ellington could have shared credit with his side musicians 

if he had wanted to, which would have meant they all would have benefited finan- 

cially from their successful numbers. This led some of the key players to leave the 

band because they felt they could do better on their own. 

AAG aSy Later Ellington 

WHAT IMPACT DID THE HIRING OF BILLY 
STRAYHORN HAVE ON THE ELLINGTON BAND? 

Billy Strayhorn 
While playing an engagement in Pittsburgh in 1938, Ellington was introduced to a 

young composer-arranger-pianist, Billy Strayhorn, who showed Ellington some of 

his arrangements and compositions. There was an immediate connection between 

the two, and Ellington asked Strayhorn to join his band early the following year. 

Strayhorn went on to work as Ellington’s arranger/right-hand man for the next 

twenty-five years, and until his death in 1967 was a crucial composing and arrang- 

ing partner for Ellington. 

William Thomas “Billy” Strayhorn (1915-1967) was born in Dayton, 

Ohio, although he was primarily raised by his grandmother, who lived in 

rural North Carolina. She owned a piano on which the young man learned to 

play hymns and popular songs. When he was a teenager, he attended school 

in Pittsburgh, Pennsylvania, where his mother and father lived, including a 

period studying classical music in a local conservatory. Inspired by Art Tatum 

(see Chapter 5, 4th Chorus), he started to explore jazz harmonies and arrang- 

ing on the piano. Strayhorn began composing songs for local amateur and 

semiprofessional productions. 

Strayhorn’s early interest in classical music influenced his rich harmonic ap- 
proach throughout his career. Strayhorn’s composition “Lush Life,” written while 
he was still a teenager, is one of jazz's most beautiful and poignant ballads. Though 

some have said Ellington's and Strayhorn’s works are indistinguishable and inter- 
changeable, the two had distinctly different writing and playing styles that com- 
plemented each other's strengths. Strayhorn’s compositions—such as the band’s 
theme “Take the A Train,” the lovely ballad “Chelsea Bridge,” and collaborations 
with Ellington such as the hit “Satin Doll’—are central works in the Ellington 
repertoire. While one of jazz's great composers and arrangers, Strayhorn primarily 
spent his career out of the public limelight, which perhaps suited his personality 
and his need for privacy. Yet Strayhorn’s presence was crucial to Ellington’s abilit 
to be as productive as he was. 

Ellington of course provided advantages for Strayhorn, including steady work. 
Along with this, Strayhorn was openly gay, which was highly unusual for a jazz 
musician at the time, and the support from Ellington was crucial in that regard. 
In Lush Life: A Biography of Billy Strayhorn, David Hadju quotes a close friend of 
Strayhorn’s who was also a gay black musician: 

For those of us who were both black and homosexual in that time, acceptance was 
of paramount importance, absolutely paramount importance. Duke Ellington 



afforded Billy Strayhorn that acceptance. That was some- 

thing that cannot be undervalued or underappreciated. To 

Billy, that was gold. . . . We all hid, every one of us, except 

Billy. He wasn’t afraid. We were. And you know what was 
the difference? Duke Ellington (p. 79). 

There was considerable prejudice in the jazz (and larger 

African American) community against gays, which must 

have made it difficult for Strayhorn. However, his long associ- 

ation with Ellington helped protect him from repercussions 

in his career while also providing a vehicle for his creative 

work. Strayhorn was also a vocal supporter of Martin Luther 

King and the civil rights movement of the late 1950s and 
early 1960s. In 1964, he was diagnosed with cancer and 
three years later died from the effects of the disease. 

Along with Ellington and Strayhorn’s formal arrange- 

ments, Ellington often worked directly with the band (often 

late at night after a gig) to create compositions and arrange- 
ments. Players would try ideas and discuss them back and 

forth, and Ellington would make decisions and eventually 

finalize the arrangements. 

Jimmy Blanton and Ben Webster 
Innovative bassist Jimmy Blanton and tenor saxophon- 

ist Ben Webster also joined the Ellington band in 1939. 

Their tenure inaugurated the “Blanton/Webster” edition 

of the band, which produced some of its greatest recordings, including the clas- 
sics “Ko-Ko” and “Concerto for Cootie” (see “Compare” in the Listening Guide for 

“Ko-Ko,” this chapter). While Ellington experimented with musical formats— 

such as popular songs, extended compositions, suites, and movie soundtracks— 

the short-form composition was his greatest strength. The recording medium of 

the day, 78-rpm discs, were limited to about three minutes of playing time, so 

popular music recordings were necessarily short. 

“Ko-Ko” is an outstanding example of Ellington’s ability to fit an incred- 

ibly exciting, engrossing, and action-packed composition into 2 minutes and 

44 seconds; based on a standard 12-bar blues progression, it has the feel of 

a much longer work. This minor blues (in the particularly dark-sounding key 

of E-flat minor, an unusual key for jazz) has a dark, brooding quality. The 

use of lower-register instruments—trombones and baritone saxophone— 

adds to this quality. It inexorably builds from its initial quiet intensity to a 

screaming climax. 
While Ellington wrote many types of compositions, the blues is the founda- 

tion of his repertoire. Through that foundation Ellington sought to create what he 

referred to as “a genuine contribution from our race,” stating that his music was 

“always intended to be definitely and purely racial” (Ellington 1939, pp. 2, 16-17). 

Clearly, both his musical and social goals were lofty. 

“Ko-Ko,” a blues, features the orchestra at its full-throated best and showcases 

two of its trombonists, Juan Tizol and Joe “Tricky Sam” Nanton. Valve trombonist 

Tizol was a longtime fixture in the orchestra and contributed to the repertoire as 

composer (“Caravan,” “Perdido,” and “Conga Brava”) as well as filling the import- 

ant role of music copyist, creating written parts and documenting arrangements. 

Billy Strayhorn, working on a score 

backstage, ca. 1946. 

William P. Gottlieb Collection/Library of 
Congress. 

read all about it 

“A Jazz Masterpiece” 
by Andre Hodeir 
_Sesucavawnsasnwessnatore seoaaseconsesoue stove stern sacouooscovacmuyseeuangannarnenacanccce ose peceossscins 

Walser, Keeping Time, Chapter 36 

Famed Jazz critic-historian Andre 

Hodeir gives a detailed discussion 

of Ellington's “Concerto for Cootie” 

in this essay. 

<p) 
Author Ben Bierman 

discusses the life 
and career of Duke 

Ellington and his 
lasting impact on the 

world of jazz. 
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Duke Ellington and His Orchestra, 

1938. Note Sonny Greer’s elaborate 
drum set, including bells anda 

large gong. 

© Everett collection Historical/Alamy. 

=p) 
Gerald Wilson 
discusses how he 
came to arrange 
two pieces for Duke 
Ellington, overnight, 
in 1947. 

Nanton played in the Ellington band for much of his career and was an important 

featured trombone soloist. He was particularly famous for his use of the plunger 

mute to create a “wah-wah” sound, and he uses it here in combination with a metal 

mute inside the bell of the trombone to give his trombone an uncanny vocal-like 

quality. This distinctive, growling, bluesy sound, in combination with Ellington’s 

and Strayhorn’s supremely sophisticated and individualistic compositions and ar- 

rangements, created one of the most compelling sounds in American music, often 

referred to as the “Ellington effect,” a term coined by Billy Strayhorn. This unique 

sound along with Ellington’s approach to instrumental combinations always set 

him clearly apart from other big-band writers. 

HOW DID ELLINGTON’S STYLE CHANGE 
IN HIS LATER YEARS? 
The Ellington Orchestra played a Carnegie Hall concert in 1943 that featured 
an important yet controversial extended work, Black, Brown and Beige. Some 
jazz critics questioned Ellington’s ability to write effective extended works, 
and some feel that Black, Brown and Beige is an inferior work compared to his 
shorter pieces. While Ellington primarily wrote in short form, he certainly had 
the ability to write longer works. A Tone Parallel to Harlem, a 1952 extended 
work, for example, is a particularly strong composition (discussed in “Listening 
Focus”). This 13-minute, 47-second work is considered to be a premier exam- 
ple of Ellington’s more extended compositions that resemble concert, or sym- 
phonic, works. 

Originally commissioned by the NBC Symphony Orchestra, A Tone Parallel to 
Harlem was performed and recorded by the Ellington Orchestra but also presented 
in a version expanded to include symphony orchestra. In his biography, Ellington 
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listening guide 

“Ko-Ko” (1940) by Duke Ellington : ct) 
and His Famous Orchestra 

INSTRUMENTATION: Piano and leader: Duke Ellington; Trumpets: Rex Stewart, Cootie Williams, 

Wallace Jones; Trombones: Joe “Tricky Sam” Nanton, Juan Tizol, Lawrence Brown; Saxophones: 
Johnny Hodges, Barney Bigard, Otto Hardwick, Ben Webster, Harry Carney; Guitar: Fred Guy; Bass: 

Jimmy Blanton; Drums: Sonny Greer. 

“Ko-Ko" takesasimple 12-bar blues form and turns itinto something almost unrecognizable 

as a blues. We hear in it an indication of the basic blues progression, I-IV-V, and the initial 

choruses are distinguished by different instrumentation. But, as the piece progresses 

through seven blues choruses, the divisions between choruses are sometimes quite veiled 

as the powerful ensemble and rolling polyphonic riffs create an almost impenetrable 

block of sound. Although this is such an effective and well-integrated composition based 

on a blues progression, in a way it is a riff tune taken to the highest level of sophistication 

and accomplishment while also maintaining an intense and raw quality. 

While this trombone-heavy composition features the low brass, the texture is quite full 

throughout, with all sections playing an accompaniment role. This all-in approach makes 

this one of Ellington’s most intense pieces. Drummer Sonny Greer plays a relatively 

understated role in this recording. It is the bass playing of Jimmy Blanton that stands out 

as the driving force of the rhythm section. 

WW 

a 
Interactive 

“KO-KO” LISTENING GUIDE Listening Guide 

TIME FORM STYLE 

Intro (8 bars) 

0:12 1st chorus 

4th chorus 

The trombones play a riff that is anchored by Harry Carney’s distinctive and powerful baritone 

sax playing. Jimmy Blanton plays in a hard-driving 4, and Sonny Greer helps set the exotic 

mood on his tom-toms. 

Juan Tizol’s valve trombone melody functions as a theme to be used by the band in numerous 

ways throughout the piece, immediately setting this composition apart from the standard 

head-solos—-head jazz arrangement. The sax section fills in between Tizol’s phrases. Blanton 

continues to play powerfully in 4, at times playing in a higher register than was common during 

this period. His sound is big and unusually percussive. Greer keeps insistent yet subtle time. 

The wailing vocal quality of “Tricky Sam” Nanton’s trombone playing is eerily expressive 

and communicative. Behind the trombone solo, the saxes largely play sustained notes that 

draw from Tizol’s initial line, while the trombones play a syncopated wah-wah figure with 

plunger mutes. 

Nanton continues his vocal-like wails. The divisions of the 12-bar blues form as well as the 

sound of a typical blues progression become blurred. 

Ellington solos and pierces this texture by pounding dissonant piano clusters (that interlock 

with the syncopated wah-wah figure at times), glisses, and the use of the whole-tone scale, 

a symmetrical 6-note scale not often heard in jazz at that time. This all adds to the dark and 

almost sinister sound of this piece. The saxes continue their rolling line, and the trumpets take 

over the syncopated wah-wah riff. 

continued 
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“Ko-Ko” listening guide continued 

TIME FORM 

Coda (4 bars) 

Compare 

STYLE 

The full band plays a wild, almost chaotic polyphonic ensemble, with each section playing its 

own independent but interlocking line, noticeably raising the level of intensity. 

The whole ensemble, again each section with its own line, trades 2-bar phrases with Blanton’s 

dynamic and driving walking bass. 

The whole ensemble shrieks in a wildly intense and polyphonic shout chorus. The sax 

section plays a riff, and the trumpets and trombones blast intense, thick, and almost 

dissonant chords. The power and intensity are similar to what a great rock band 

creates today. 

The composition immediately calms down as the trombone and baritone sax riffs from the 

introduction are repeated. 

“Concerto for Cootie” (1940), like “Ko-Ko,” was recorded by the Jimmy Blanton/Ben 

Webster version of the Ellington Orchestra but provides a strong musical contrast 

to “Ko-Ko.” It features one of Ellington’s star trumpet players, Cootie Williams, in 

a “concerto”—a classical music term for a work that prominently features a soloist. 

Williams presents a series of melodies and solos in this recording that combines 

an AABA tune (beginning at 0:17 and a final extended A at 2:38) and a C section 

(1:57). He creates numerous timbres by using various mutes and his open horn 

and is accompanied by the band throughout. Compared to “Ko-Ko,” the feel of the 

band is relaxed and the melodies are simple and appealing, creating one of Duke’s 

loveliest compositions. 

spoke of the work as a “tour” of Harlem, depicting various parts of the neighbor- 
hood and a variety of activities including a nightclub floor show and a sermon ata 
church service. It is a powerful and effective piece that uses a great deal of motivic 
writing, meaning that a musical motive, or idea, is used many times in a varied 
manner. Most of jazz composition is not particularly motivic—a significant sty- 
listic difference between jazz and classical composition—which makes this work 
stand out in both jazz and Ellington’s repertoire. 

These critiques of this work and Ellington’s other longer compositions raise 
some essential questions regarding the reception of jazz composition and jazz 
in general. Comparing Ellington to white European classical composers who 
were working in a different time and under far different circumstances again 
raises issues of race and culture in American music. Should African American 
composers (in any style) emulate European models? Should jazz composers be 
compared to classical composers when discussing issues of quality? Does differ- 
entiating jazz from classical music necessarily ghettoize it as a “popular” genre 
as opposed to “art music”? And does attempting to equate jazz with classical 
music, or to discuss jazz as “America’s classical music,” necessarily denigrate 
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“! Got It Bad (And That Ain’t Good)” by Duke Ellington 
and his Orchestra, featuring vocalist Ivie Anderson 
(later 1940s) 

During the 1930s, most big bands featured vocalists as an “added attraction” for their 

performances at dance halls and in concert. Ellington's band did not have a regular 

vocalist until he hired singer lvie Anderson in early 1931. Anderson's singing was a perfect 

complement to the sophisticated and smooth sound of the Ellington band of this period. 

Anderson was a major draw for the band, with her name prominently featured in posters 

and advertisements for shows (unlike the band members, or even Billy Strayhorn, who 

were rarely mentioned]. She was also a talented actress and appeared as the lead in 

Ellington’s musical Jump for Joy that had a short run in California in 1941, which featured 

this hit song. Suffering from chronic asthma, she left the band in 1942. 

Like many other short films, this was shot without sound with the band playing along 

to a recording. The performance is fairly subdued, with a focus on the vocalist, who 

appears in asimple dress rather than the more elaborate stage clothing she wore for club 

appearances. Ellington takes a short solo at the opening of the video (at about 0:25), but 

otherwise the other band members are only shown fleetingly and take no solos. While not 

as exciting as Ellington's instrumental numbers, pop songs like this were strong sellers 

viewing focus 

and important to the band’s continued success on the road. 

jazz by assuming classical music’s cultural superiority? These are complicated 

questions that bring in social issues such as race as well as cultural issues. Taken 

on its own terms, however, Ellington’s music holds a unique and lofty place in 

American music. Comparisons are not needed to understand Ellington’s impor- 

tance. (The relationship of classical and jazz composition is discussed further in 

Chapter 11, 1st Chorus.) 

Perhaps in response to criticisms of Black, Brown and Beige, as well as being 

aware of his greatest strengths, Ellington spent much of his later work composing 

suites—collections of small compositions intended to be heard as a unit. A group 

of songs in a suite creates an extended piece, but there is no assumed motivic 

connection between the pieces, essentially creating a series of short-form com- 

positions that then form a larger work. One of these suites is The Far East Suite, 

composed jointly by Ellington and Strayhorn. 

Ellington's reputation grew in the late 1940s and early 1950s, but the band had 

financial difficulties as well as a large turnover in important personnel. Ellington's 

career was revitalized by the band’s huge success at the Newport Jazz Festival 

in July 1956. At this concert, tenor saxophonist Paul Gonsalves galvanized and 

electrified the crowd with an incredible extended solo during Diminuendo in Blue 

and Crescendo in Blue. The live album became a best seller and put Ellington back 

into the limelight. His career continued to blossom as he wrote film scores (Anat- 

omy of a Murder and Paris Blues), numerous suites (including Such Sweet Thunder, 

> 
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based on Shakespeare texts; The Far East Suite; and Suite Thursday), and ext
ended 

works (A Tone Parallel to Harlem; see “Listening Focus”). Duke recorded prolifi- 

cally with his band as well as on albums that paired him with important contem- 

porary players such as John Coltrane (Duke Elllington & John Coltrane), Charles 

Mingus, and Max Roach (Money Jungle). Late in his career Elli
ngton concentrated 

on works that addressed religious themes, which became increasingly important 

to him, resulting in the albums Concert of Sacred Music, Second Sacred Concert, and 

Third Sacred Concert. 

~— DubelMington's 
RHYTHMOODS 

Original Compositions Arranged For Piano 

Contents. 

CARAVAN 

SOPHISTICATED LADY 

MISSISSIPP] MOAN 

THE CREEPER 

SLOPPY JOE 

NEW ORLEANS LOW DOWN 

HIGH LIFE 

RUB-A-TUB-LUES 

DOWN IN OUR ALLEY BLUES 

Price 50¢ 

Duke Ellington music folio, ca. 1945. 

This collection of Ellington hits 

emphasizes both the hot “rhythms” 
and the emotional “moods” that his y 2 

piecesconveyedtolisteners. | | (zeae ee 3 4 

BenCar Archives. 



listening focus 

A Tone Parallel to Harlem (The Harlem Suite) (1951) 2) 
by Duke Ellington and His Orchestra 

INSTRUMENTATION: Piano, leader, composer: Duke Ellington; Trumpets: Willie Cook, Clark Terry, 

Francis Williams, Ray Nance [on this recording session he also played violin and sang); Trombones: 

Quentin Jackson, Britt Woodman, Juan Tizol; Saxophones: Jimmy Hamilton, Russell Procope, Willie 

Smith, Paul Gonsalves, Harry Carney; Piano: Billy Strayhorn; Bass: Wendell Marshall; Drums: 
Louie Bellson. 

The way that Ellington shaped this extended work makes it stand out from his other longer 

works. The piece is not in movements, as are Black, Brown and Beige and Ellington's suites. 

As discussed by John Howland in his book Ellington Uptown: Duke Ellington, James P. Johnson, 

and the Birth of Concert Jazz, “Harlem” has three main sections, each with a wide variety of 

musical ideas and rhythmic feels. A long, slow introduction begins with a 2-note musical 

motive declaring “Harlem,” a motive that is heard throughout the piece in many different 

ways. The first section (beginning at 1:16) continues at a slow pace, including many more 

statements of the 2-note motive. Section 2 (4:39) takes off at a fast tempo [initially with a 

rumba beat). It eventually moves into a series of 8 blues choruses, and ends with screaming 

brass, and the return of the “Harlem” motive (7:16). A clarinet cadenza takes us into section 

3 (7:19), which is again slow and uses the 2-note motive. A hymn-like melody stands out in 

this section (8:57) that is heard three times with different instrumentation. It is followed by 

a bridge (10:16) and then two final statements of the hymn (10:43 with full band and 11:13 

featuring solo trumpet over a choir-like accompaniment without the rhythm section), each 

giving us a chance to hear Duke's use of colorful and varied orchestration. The piece has a 

concluding section (12:05) that includes the hymn, the 2-note motive, and screaming brass, 

bringing this Ellington masterpiece to a dramatic and stirring conclusion. 

CODA Chapter Summar 
SAB NS RIAA RES IT DIELS NEEL TPES OL DEAE OLED EIST TERR RELL LE ENING ESET NEN LEELTE NOG EISELE DTI 

Why is Duke Ellington considered one of America’s most important 
composers and bandleaders? 
© Ellington’s band was one of jazz’s trendsetters in the late 1920s and the early 

1930s and played a crucial role in popularizing jazz during the swing era. 

© However, Ellington’s music transcends the swing era, the big-band genre, and 

even the jazz world. 
© Ellington created a sound, a compositional repertoire, and a musical institu- 

tion that are unique and vastly influential. 
© Though known for his incredibly rich and varied collection of short instru- 

mental works in the jazz tradition, Ellington wrote music in many genres, 

such as blues, pop, soundtracks for film and television, suites, ballets, and ex- 

tended works. 

© Ellington was also a consummate pianist, showman, and entrepreneur and 

had one of the most illustrious and creatively productive careers in jazz and 

American music that spanned over fifty years. 
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PP 

Study Flashcards 

LP 

Self-Study Quizzes 

What were the stylistic hallmarks of the early Ellington band? 

© Ahallmark of the early Ellington band was a growling, gritty, bluesy sound in- 

troduced by trumpeter “Bubber” Miley and trombonist “Tricky Sam” Nanton. 

© Ellington was particularly known for featuring his musicians in solo spots as 

well as cleverly taking advantage of his side musicians’ musical strengths by 

writing specifically for them and their playing styles. This, along with his col- 

orful and unique orchestration, was known as the “Ellington effect.” 

What impact did the hiring of Billy Strayhorn have on the 
Ellington band? 

© Strayhorn was responsible for many of Ellington's greatest arrangements and 

hits, including the band’s theme song “Take the A Train.” 

© Until his death in 1967 Strayhorn was a crucial composing and arranging 

partner for Ellington. 

How did Ellington’s style change in his later years? 
© Ellington continued to create classic short-form jazz compositions, inspired 

by new band members like Jimmy Blanton and Ben Webster, such as “Ko-Ko” 

and “Concerto for Cootie.” 

© However, he increasingly began focusing on longer-form works after World 

War II, at times emulating classical music forms. 

© Late in his career Ellington concentrated on works that addressed religious 

themes, which became increasingly important to him. 

Talkin’ Jazz (Key Terms) 
BARN ESLER TG ARG LNAI N RE DE OII EE S BE E  D I TORE LOO EIN R I RB RR IT 

“black and tan” clubs jungle style motivic writing 

Ellington effect 

ESAS AAT OIA I LIT SETI ISR IE SRST TE ro Key Peopl 
Duke Ellington Johnny Hodges Billy Strayhorn 
James “Bubber” Miley Harry Carney Jimmy Blanton 
Joe “Tricky Sam” Nanton Charles “Cootie” Williams | Ben Webster 

SES ESAS. Think About This (For Further Discussion and Study) REIL SSL ES OSE RS OS IRAE 

1. Discuss Duke Ellington’s importance as a composer and bandleader. How did 
his work change jazz? 

2. What were the stylistic qualities that made Ellington unique? 
3. What is the “Ellington effect”? 

4. Listen to an early and a late Ellington piece and discuss the differences and 
similarities between them. 



Look It Up (Key Resources) 
ALAA SALERNO LANSING BO ZAR BE TES SSL ELE IORI SOT SDE SI SOIT 

Dance, Stanley. The World of Duke Ellington. New York: Scribner, 1970. 

Ellington, Duke. “Duke Says Swing Is Stagnant.” Downbeat (February 1939): 2, 16-17. 

. Music Is My Mistress. Garden City, NY: Doubleday, 1973. 

Ellington, Mercer, and Stanley Dance. Duke Ellington in Person: An Intimate Memoir. 

Boston: Houghton Mifflin, 1978. 

Hajdu, David. Lush Life: A Biography of Billy Strayhorn. New York: Farrar, Straus and 

Giroux, 1996. 

Hasse, John Edward. Beyond Category: The Life and Genius of Duke Ellington. New York: 

Simon and Schuster, 1993. 

Howland, John. Ellington Uptown: Duke Ellington, James P. Johnson, and the Birth of Con- 

cert Jazz. Ann Arbor, MI: University of Michigan Press, 2009. 

Tucker, Mark. Ellington: The Early Years. Urbana, IL: University of Illinois Press, 1991. 

, ed. The Duke Ellington Reader. New York: Oxford University Press, 1993. 

Van de Leur, Walter. Something to Live For: The Music of Billy Strayhorn. New York: Oxford 

University Press, 2002. 

oe 
Coda: Chapter Summecy 

wa 



ae
 

e
e
 



Besides the bands themselves, the swing era produced a group of vocalists 

who would go on to have long careers. Many worked simultaneously with a 

big band and smaller ensembles and thus were able to establish themselves 

as major stars on their own. After the big-band era died, they would continue 

to perform as individuals. 

In the swing era, much of a night of dancing was instrumental, but there 

was always a featured vocalist or two, or even a vocal quartet, who would 

come on stage and bring a different type of entertainment to the show. While 

most big bands had vocalists, their level of importance to the band was quite 

varied. For example, Frank Sinatra became a huge star with Tommy Dorsey’s 

band and was crucial to the band’s success. Ella Fitzgerald became a vital 

element in Chick Webb’s appeal and eventually became the bandleader. On 

the other hand, Duke Ellington had wonderful vocalists such as Ivie Anderson 

and Al Hibbler, but it was always the orchestra and the compositions that 

were featured. 
Being a featured vocalist was one of the few completely accepted roles for 

women in swing-era big bands. While some, such as Billie Holiday and Ella 

Fitzgerald, became headliners, many female vocalists spent their careers as 

band singers, or “canaries,” a somewhat derisive nickname for female vocalists 
in bands alluding to the unfortunate fact that their appearance was at times 

considered by some to be as important as their vocal ability. While the 1st and 

3rd Choruses discuss Billie Holiday, Ella Fitzgerald, and Dinah Washington, 

all African American female vocalists, white female vocalists—and in the 

case of Mildred Bailey, Native American—were crucial to the popularity of 

the swing-era big bands as well as being influential in their own right. 

Mildred Bailey, raised in Idaho on the Couer d’Alene Reservation, was a 

star with Paul Whiteman’s orchestra (see Chapter 4, 1st Chorus) and went 

on to partner with her third husband, vibraphonist Red Norvo, as well as 

many top jazz artists and bands. Lee Wiley was a singing star, also with 

Paul Whiteman as well as others, and was a popular radio performer. Helen 

Forrest sang with Benny Goodman and Harry James, and was with Artie 

Shaw, including a period where both she and Billie Holiday were on the 

band together. Connee Boswell was not known for being a big-band singer, 

but she was extremely popular during the swing era, as was her vocal and 

William P. Gottlieb Collection/Library of Congress. 

In this chapter, we'll 
answer these questions: 

© Who were key jazz vocalists 
during the swing era? 

© How did some vocalists cross 
over from jazz to become 

popular music stars? 

X)))) 
Author Ben Bierman 
discusses the work of 
the great swing-era 

vocalists 
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read all about it 

“The Gal Yippers Have No 
Place in Our Jazz Bands” 
by Ted Toll; “Why Women 
Musicians Are Inferior,” 
an unsigned article; and 
“How Can You Blow a Horn 
with a Brassiere?” by 
Peggy Gilbert 

Walser, Keeping Time, Chapter 25 

These three short essays in Down 

Beat, a trade and fan magazine, 

are included ina larger collection 

of essays exemplifying—and in the 

case of “How Can You Blow...” 
countering—negative and derogatory 

stereotypes regarding women 

vocalists and instrumentalists 
during the swing era. 

instrumental trio, the Boswell Sisters, which included her sisters Martha and Vet. 

Anita O’Day was with Gene Krupa’s band where she was paired with trumpeter 

Roy Eldridge (see Chapter 5, 3rd Chorus) for their popular and fun vocal duet, “Let 

Me Off Uptown,’ an early example of racial integration in big bands. She also sang 

with Stan Kenton’s Orchestra, and was followed there by June Christy, another 

fine vocalist. 

The intersection of jazz and popular music in the swing era is vividly evident in 

the work of the vocalists of the period. In fact, just what constitutes a “jazz singer” 

as opposed to a “popular singer” during this period is very much up for debate. 

For example, Ella Fitzgerald could scat sing a solo as exciting and profound as any 

instrumentalist, yet she also brought that same profundity to simpler popular tunes 

such as “A-Tisket, A-Tasket.” Frank Sinatra never considered himself a jazz singer 

because of the wide variety of popular music that was a major part of his repertoire, 

yet his vocal approach and phrasing were influential to many jazz singers and 

certainly swing while drawing on the jazz tradition. Nat King Cole was a terrific and 

important jazz pianist and singer who also sang a wide variety of music including 

very light popular tunes such as “Ramblin’ Rose” and “Those Lazy-Hazy-Crazy Days 

of Summer.” Some decry their use of popular material, but these singers certainly 

brought integrity as well as a jazz sensibility to all of their material. 

In this chapter, we will look at six vocalists whose careers were built during 
the swing era and then kept the swing style popular well into the 1950s and 1960s. 

They all have an instrumental quality to their singing, allowing them to appeal to 

the popular market, to more musically sophisticated listeners, and to musicians. 

These six singers each present a different approach to swing phrasing as well as 

contrasting vocal styles. 

Swing Vocalists: 
Billie Holiday and Ella Fitzgerald 

WHO WERE KEY JAZZ VOCALISTS DURING THE 
SWING ERA? 
Billie Holiday 
Billie Holiday (born Eleanora Fagan, 1915-1959) is the quintessential jazz singer. 
Though she sang standards from the popular song repertoire, there is no pop 
music in Billie Holiday. She has an intimate style, best suited for small bands, 
that forces us to listen to and feel every word she sings. Her life was challenging 
in many ways, and she seems to communicate this to us through the emotions 
that imbue her music. Her music combines jazz phrasing and articulation with a 
profound understanding of the blues. 

Holiday cited Louis Armstrong as a major influence on her singing, and 
indeed she is credited with furthering Louis Armstrong’s revolutionary approach’ 
to phrasing. Armstrong sang very much like he played melodies on his trumpet, 3 
flattening notes, stretching the beat, and subtly manipulating the phrasing. He 
was also a talented scat singer, an important jazz singing technique. While Holiday 
is not a scat singer, her manipulation of a song’s rhythm is incredibly creative yet 
always feels spontaneous and natural. Her wonderful rhythmic phrasing and her 
emotional directness immediately stand out, and her fragile, gentle, and slightly 
nasal voice with its limited range has an incredible vulnerability that is heart- 
wrenching. Her delivery became even more emotionally vulnerable as her career 
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Billie Holiday performing in New 

York, ca. 1947. Holiday's smoky 

sound was one of the most unique 

among all jazz vocalists. 

William P. Gottlieb Collection/Library of 
Congress. 

moved along and as the difficulties of her life and upbringing, along with her drug 

and alcohol dependence, took a steady toll on her physically and emotionally. 

While we prefer not to dwell on the sensational aspects of an artist’s life, 

with Holiday it is difficult not to discuss them. She was born to a single mother 

in Philadelphia and was raised from a young age in Baltimore by abusive family 

members. This in turn led her to be placed in reform school when she was 10. 

Holiday moved to New York City to live with her mother in 1929. Both mother and 

daughter supported themselves at times through prostitution and doing menial 

work such as cleaning homes. 

Through all of this, Holiday created a singing career for herself in New York 

City. The producer-talent scout John Hammond (see Chapter 6, 2nd Chorus) 

heard her in 1933 and arranged her first recording date with Benny Goodman, as 

well as a series of star-studded dates led by the important pianist Teddy Wilson. 

These recordings included members of the Basie band, most significantly Lester 

Young (see Chapter 6, 4th Chorus) with whom Holiday developed a remarkably 

close personal and musical kinship. It was Young who gave her the affectionate 

nickname “Lady Day.” 
Holiday sang with Basie’s big band, and then Artie Shaw (see Chapter 7, 2nd 

Chorus) hired her to tour with his band; but she had to leave him because integrated 
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bands were still not accepted. But because of her intimate style, Holiday is best 

known, and was better suited for, singing with smaller bands. She cowrote and made 

popular “God Bless the Child,” “Don’t Explain,” and “Fine and Mellow,” and is k
nown 

for songs such as “Easy Living” and “Strange Fruit” (see “Listening Focus”), which 

Holiday first sang at Café Society in New York City (see Chapter 6, 4th Chorus). 

The lyrics for “Strange Fruit” convey devastating imagery depicting the lynch- 

ing and burning of African Americans in the South. Billie Holiday’s rendition is 

emotionally striking, powerful, and direct. In fact, her version is so perfect and 

iconic that it is essentially her song; and until recently, the song was often credited 

to her as songwriter. It was, however, written by Abel Meeropol, a New York City 

high school teacher, social activist, and writer, who composed it under the pen name 

Lewis Allan. Until recently, Meeropol was better known for having adopted the or- 

phaned children of Ethel and Julius Rosenberg after their controversial execution 

for alleged espionage for passing secrets to the Soviet Union about the atomic bomb. 

While much of the lyric straightforwardly portrays the horrific images of a 

lynching and the burning of a human being, the 2nd verse takes a different ap- 

proach and ironically pairs the notion of a “gallant South” with “the bulging eyes 

and the twisted mouth” of an innocent victim killed because of the color of his 

skin. The song was so controversial that Holiday’s label refused to issue it, so her 

producer Milt Gabler issued the record on his own Commodore label. 

Beginning in the early 1940s, Holiday’s life was plagued with drug addiction, 

alcoholism, and troubled relationships. 1n 1947-1948 she spent eight months in 

jail for possession of narcotics, resulting in the loss of her cabaret card, or license 

to perform in clubs where alcohol was served. Under New York City law, all per- 

formers had to have a cabaret card in order to legally appear in nightclubs; a drug 

arrest of any kind would lead to the loss of this license. Without it, Holiday could 

not work, significantly limiting her ability to make a living. 

In the later 1950s, Holiday’s health suffered and her voice deteriorated, yet 

her direct and emotional approach to her singing and to her songs continued to 

be mesmerizing. Holiday continued to record and performed powerfully to two 

sold-out houses at Carnegie Hall in 1956. Another late-career performance that 

saw her in good form is the television feature “The Sound of Jazz.” This wonderful 
version of the blues, “Fine and Mellow,” gives us the opportunity to see Holiday in 
fine form and to experience her emotional reconnection with her longtime musi- 
cal ally, Lester Young. Holiday died a sad death at age forty-four; as she lay dying 
in a hospital bed, she suffered the ignominy of her third drug arrest. 

Ella Fitzgerald 
Ella Fitzgerald (1917-1996) had an incredible set of vocal skills, including a 
4-octave range, perfect intonation, a tonal quality that could range from light to 
husky, and an impeccable sense of rhythm. These qualities place her as one of the 
great singers of the twentieth century regardless of genre. She was right on top 
of the beat, always pushing it; and the power of her incredible timing and bright, ’ 
hard-swinging style cannot be overstated. She swung as hard as, if not harder’ 
than, any instrumentalist in jazz; and her scat singing solos were instrumental 
gems. She is one of a small group of singers that we would refer to as a “musician's 
musician.” A few others are Sarah Vaughan, Carmen McCrae, Blossom Dearie, and 
Nina Simone, all excellent pianists as well as marvelous singers. There are also 
singers who specialize in scat singing and vocalese singing—the singing and set- 
ting of words to instrumentalists’ solos—such as Eddie Jefferson, Jon Hendricks, 
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“Strange Fruit” (1939) by Billie Holiday with Orchestra 

AUDIO INSTRUMENTATION: Vocal: Billie Holiday; Trumpet: Frank Newton; Saxophones: Tab 

Smith, Kenneth Hollon, Stanley Payne; Piano: Sonny White; Guitar: Jimmy McLin; Bass: Johnny <)) 
Williams; Drums: Eddie Dougherty. 

VIDEO INSTRUMENTATION: Vocal: Billie Holiday; Piano: Mal Waldron. Bs 

“Strange Fruit” is a slow ballad, which of course befits the chilling and terrifically — 

disturbing subject matter. This version begins with an unusually long introduction. The 

initial part of the introduction, a haunting melody played by a trumpet in cup mute over 

long notes from the other horns, is played rubato. The rhythm section featuring the piano 

goes into tempo to continue this long introduction (0:28). When the vocal starts (1:09), the 

bass keeps things moving by playing in an almost plodding 4. 

The form of “Strange Fruit,” ABC, could almost be called through-composed—meaning “He 

the composition does not rely upon the repetition of individual sections in the way, for 

example, the form AABA does. Still, like most song forms we have seen, there are clear ne bee ee 
istening Guide 

8-measure sections, each divided into two 4-bar phrases (a 2-measure instrumental fill 

follows the 1st section}. While all three sections are similar—they focus on the key of 

B-flat minor and its closely related chords—each section has some melodic differences. 

Holiday sings one time through the ABC form of the song. 

In February 1959, Billie Holiday performed “Strange Fruit” for the BBC in London, with 

a spare accompaniment by pianist Mal Waldron. In visibly poor health, she nonetheless 

gives a powerful performance of this signature number, showing how moving it 

must have been to hear her perform this live at nightclubs like Café Society. The clip 

opens with the producer of the original recording, Milt Gabler, and vocalist Annie Ross 

discussing the importance of the song and how Holiday's record label refused to record 

it. The performance itself begins at about 2:50. This recording is among Holiday's last 

appearances, as she passed away five months later. 

and Kurt Elling (see Chapter 15, 4th Chorus for Elling’s “She’s Funny That Way,” 

which he sets to a Lester Young solo). In 1959 Jon Hendricks also partnered with 

vocalists Dave Lambert and Annie Ross to create Lambert, Hendricks & Ross, a 

vocal trio that specialized in scat singing and vocalese numbers such as Ross's 

“Twisted.” 
Fitzgerald radiated a wonderful and uplifting sense of joy and happiness that 

could be seen in performance and heard on recordings. She appeared to relish every 

opportunity to sing, always giving everything she had, physically and emotionally. 

Through her expression of joyfulness and pleasure, she was attempting to bring us 

to her blissful, almost ecstatic state by sheer will. You could not help but smile and 

feel terrific when watching her perform. 

Fitzgerald was raised in Yonkers and moved to Harlem to live with her aunt 

upon the death of her mother. She soon dropped out of school and was essentially 
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Ella Fitzgerald backstage, ca. 1947. 

Among her many talents, Fitzgerald 

was a pioneer in performing bop-like 

melodies as a Scat singer. 

“Oh, Lady Be Good” (1947 version) by Ella Fitzgerald, 
accompanied by Bob Haggart and His Orchestra 

INSTRUMENTATION: Vocal: Ella Fitzgerald; Trumpets: Andy Ferretti, Chris Griffin, Bob Peck; 

Trombones: Will Bradley, Jack Satterfield, Fred Ohms; Baritone sax: Ernie Caceres; Piano: Stan 

Freeman; Guitar: Danny Perri; Bass and leader: Bob Haggart; Drums: Morey Feld. 

This George and Ira Gershwin tune essentially becomes an instrumental feature for 

Fitzgerald. After singing the melody once, she takes off and scats an incredible solo 

straight through the entire recording. This tune is all about her and her soloing “chops — 

meaning her musical skills. Fitzgerald's note choices during her scat solo are nothing 

short of amazing. Vocalists generally have different types of musical elements that they 

concentrate on, but their primary role is generally to present the melody of a song. Ella, 

however, is a Scat singer almost without peer as she sings ‘the changes”—singing in such 

a way that we clearly hear how the note choices soloists make musically relate to the 

chord progression—with uncanny accuracy, at times even perfectly arpeggiating chords 

(singing the chords in a linear fashion as opposed to vertically). This is one of the many 

reasons that musicians love her singing. 

ture her. 

positive and loving spirit was always present. 

William P. Gottlieb Collection/Library of 

Congress. 

taking care of herself by the time of her first big break in 

1934, when she won the famous Apollo Theater Amateur 

night at age sixteen in front of a notoriously tough and bois- 

terously vocal crowd. Bandleader-drummer Chick Webb 

(see Chapter 5, 2nd Chorus) hired her (and later became her 

guardian) though she didn’t physically fit the typical “song- 

bird” or “canary” (female vocalist) mold. She was such a hit 

with audiences that Webb actually tailored the band to fea- 

Though her young voice initially was best suited for 
light novelty numbers such as her breakout hit “A-Tisket, 
A-Tasket,” Fitzgerald became a wonderfully convincing in- 
terpreter of all types of material, though she was never able 
to hide her ebullience. When bebop (see Chapter 10) came to 
the fore, her marvelous scatting was given free reign, setting 
an extremely high standard for all jazz vocalists. 

Throughout her career Fitzgerald recorded with all the 
greats of jazz. During the 1950s, she was featured with the 
popular touring “jam session” format presented by producer 
Norman Granz, Jazz at the Philharmonic. She also recorded 
a wonderful series of records with Granz, each featuring a 

_ composer or lyricist, including George Gershwin, Cole Porter, 
and Johnny Mercer. Her later career was made difficult by 
poor health and visual impairment due to diabetes, yet her 
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HOW DID SOME VOCALISTS CROSS OVER FROM 
JAZZ TO BECOME POPULAR MUSIC STARS? 
Several major pop singing stars of the 1950s got their start during the swing era. 

Nat King Cole was a talented pianist who led a popular trio and became a vocal 

star almost by accident. He originally focused on his piano playing, singing only 

occasionally; however, once he began singing, he enjoyed great success on the pop 

charts, taking his jazz style in an entirely new direction. Frank Sinatra began 

his career singing with big bands, becoming a teen idol in the 1940s. During the 

1950s, he transformed himself into a major pop singer, developing a style that 

highlighted his unique personality as the ultimate macho vocalist. 

Nat King Cole 
Although not originally a big-band singer, Nat King Cole (1919-1965) rose to fame 

during the swing era asa result of his piano artistry and his vocal talent. Like Fitzger- 

ald, his singing, playing, and performing always gave off great warmth and charm. 

Nat King Cole at the keyboards, 

ca. 1947. Cole crossed over easily 

from jazz to pop styles thanks to his 

relaxed yet swinging vocal style. 

William P. Gottlieb Collection/Library of 

Congress. 
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Cole was raised in Chicago and influenced by the city’s jazz scene at an early age. 

He began to lead his own group asa teenager and was first known for his innovative 

piano trio, the King Cole Trio, witha nonstandard instrumentation of piano, guitar, 

and bass (the most common piano trio is piano, bass, and drums). This format was 

then also used by other piano greats including Art Tatum and Oscar Peterson. 

Cole was a terrific jazz pianist, and the arrangements for the trio were neat and 

slick yet felt spontaneous and light. He also sang with the trio, and his smooth, 

richly warm voice, with its perfect intonation and wonderfully precise yet relaxed 

and soft-edged swing, gradually came to the fore as the most popular element 

of the group’s work. He sang standards such as “Sweet Lorraine” and “It’s Only a 

Paper Moon,” but it was a novelty number he composed, “Straighten Up and Fly 

Right,” and a light blues number, “Route 66,” that became hits and made hima star. 

As a singer-pianist, Cole became a hugely successful pop star. His vocals were 

soon placed in orchestral and big-band settings with terrific arrangements, gener- 

ally written by arrangers such as Billy May and Nelson Riddle from the swing era. 

Some of these were jazz-oriented, while others were more commercial in nature 

including the use of thickly layered strings. He also became one of the first African 

Americans to have his own television show, The Nat King Cole Show, a variety show 

on NBC that featured his playing and singing as well as many of the important 

jazz and pop artists of the day. Because of his race, Cole’s hosting of this show 

was controversial; despite support from many leading entertainers, the program 

ended after a year because NBC was unable to find a national sponsor. 

Along with Cole’s popularity came a change in his material. His later reper- 

toire included beautiful renditions of pop material such as “Mona Lisa,” “L-O-V-E,” 

” “When I Fall in Love,” and “Unforgettable.” He brought to these perfor- 

mances an unexpected beauty and seriousness, as well as his jazz sensibilities and 

instrumental and vocal skills. Cole also recorded several albums drawing on Latin 

musical styles. Recorded in Havana, Cuba, Cole Espariol (1958) was sung in Spanish 

and included the great Cuban trumpeter “Chocolate” Armenteros. This was followed 
by A Mis Amigos (1959) and More Cole Espariol (1962). 

It is a common occurrence for jazz artists who cross over to other genres, 
particularly pop music, to be criticized by jazz musicians, journalists, and critics, 
often for “selling out.” Cole is no exception as many expressed disappointment at 
his supposed abandonment of his jazz roots. His range of material can be seen, 
however, as a continuation of the pop-jazz sensibility we see throughout the swing 
era, carried into the 1950s and 1960s, with songs such as “Ramblin’ Rose” (which 
had a country music flavor), “(I Love You) for Sentimental Reasons,” and “Those 
Lazy-Hazy-Crazy Days of Summer.’ Cole brought the same musical integrity to 
everything he did, which led to this long series of hit singles throughout his career. 
His daughter from his second marriage, Natalie, was also a popular singer; her 
clever and lovely duo version of her father’s hit “Unforgettable,” with Nat Cole’s 
singing edited in posthumously, was a huge hit. A committed smoker—he believed 
it helped his voice—Cole died at age forty-five from lung cancer. ; 

“Straighten Up and Fly Right,” composed by Nat King Cole, was one of the 
King Cole Trio’s biggest hits, charting on the Harlem Hit Parade (as the chart was 
known at the time) and the pop and country charts. Numerous artists from a 
variety of musical backgrounds have covered the tune. This is an excellent early 
example of a crossover style that led to Cole becoming one of jazz and popular 
music’s biggest vocal and instrumental stars. 

Cole attributed the lyrics to a folk tale that his father, a pastor in Alabama, 
used for one of his sermons. Like many African American folktales, the story 
hinges on a trickster figure—here the monkey protagonist—who seems to be 

“Smile, 
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“Straighten Up and Fly Right” (1943) by the King Cole Trio 
INSTRUMENTATION: Piano, vocal, and leader: Nat King Cole; Guitar: Oscar Moore; Bass: Johnny Miller. <)) 

As a trio without drums, the King Cole Trio had a unique sound that required a different 

approach to playing. Because drums are not keeping time, it is up to the other players to 

create the swing for the group. Notice that we don't miss the drums at all. Because guitar 

and piano both have “comping” roles, it is challenging for them not to conflict with each ~ 

other. Both Cole and Oscar Moore leave plenty of space for each other, which contributes 

to the light and airy feel that the group gets. The three instrumentalists play melodic lines 

together and in harmony throughout this arrangement, a key element of the group’s style. 

After an 8-bar introduction featuring a guitar riff, Cole sings the first verse (0:12) with 

instrumental breaks. He alternates verses with a chorus [all three members sing parts of 

the chorus]: “Straighten up and fly right . . .,” and a bridge (0:47). The piano solos for two A 

sections (1:10), the guitar solos on the bridge (1:33), and the piano plays the last A (1:45). The 

guitar repeats the introduction riff, and they close out this fun tune with a final chorus (2:08). 

taken in by the wily buzzard but actually outsmarts his opponent. This entertaining 
and musically rewarding version of the song mixes the folk tale with African 

American slang, along with a terrific vocal delivery and slick musical arrangement. 

This approach to jazz as entertainment takes us back to the joyous performances 

of Fats Waller (see Chapter 5, 4th Chorus) and ahead to other jazz performers who 

used humor so effectively during their performances, such as saxophonist James 

Moody and trumpeters Dizzy Gillespie and Clark Terry. 

Frank Sinatra 
Frank Sinatra (1915-1998) was one of the biggest vocal stars of the swing era. 

He went on to a long career as the standard-bearer of American popular song. 

In his early career, Sinatra was a heartthrob. His romantic, intimate vocal style 

appealed strongly to young listeners. He had slender, almost vulnerable little-boy 

good looks; and women screamed, sobbed, and swooned for him like they did for 

the Beatles in the 1960s. But he also had a masculine side to him—in later years it 

would be better characterized as a macho swagger—that appealed to men as well. 

Influenced by Bing Crosby, Sinatra was initially primarily known for his 

smooth, lush voice and his emotion-laden performance of romantic ballads. As 

his career progressed, his command of phrasing, including long-lined phrases 

that required great breath control, set the standard for swinging a melody. His 

voice became deeper, stronger, and edgier; and he became a powerful, assured, and 

charismatic singer and performer. 

Sinatra carefully crafted his vocals to present the meaning of the lyric as effec- 

tively and directly as possible. His extensive early big-band background and stu- 

dious approach to singing paid great dividends as Sinatra always cannily planned 

his phrasing to move with—and accentuate—crucial elements in the outstanding 

arrangements used on his recordings. Throughout his career he always took care 

to give his arrangers credit during performances, a very unusual custom. His close 

relationship with his arrangers, as well as his appreciation of their work, helps to 
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Frank Sinatra recording for 

Columbia Records, ca. 1947. 

Sinatra was a great master of the 

microphone, using It to develop his 

smooth, lush style. 

William P. Gottlieb Collection/Library of 
Congress. 

highlight the importance of the arranger to the success of 

musical stars such as Sinatra, Cole, and Fitzgerald. 

Born in Hoboken, New Jersey, Sinatra’s early singing 

career began with the Harry James Orchestra. He went on 

to great acclaim as the featured vocalist with Tommy Dorsey 

(Chapter 7, 2nd Chorus) and then began a storied solo career. 

After World War II, his career briefly declined. Changing mu- 

sical tastes of young listeners, his lack of participation in the 

war effort, and negative publicity generated by his personal 

romantic entanglements all led to a dip in his popularity. 

However, he quickly revived his singing career while also ex- 

panding his forays into acting, including his 1953 Academy 

Award-winning performance in the movie From Here to 

Eternity, which relaunched his career. Sinatra continued to 

star in movies, including serious dramatic films; musicals 

such as Pal Joey, Guys and Dolls, and On the Town; and lighter 

fare such as the original Oceans 11. 
Also in the 1950s, Sinatra began a series of LPs in col- 

laboration with a number of top arrangers. He had a partic- 

ularly close and long relationship with Nelson Riddle, who 

often showcased Sinatra in a lush yet swinging sound that 

included strings and woodwinds in addition to a standard 
big band, bringing him full circle back to his work with the 

Tommy Dorsey band (we heard Dorsey’s band with strings 

in Chapter 7, 2nd Chorus). Working with these arrangers, Sinatra also was an 

early artist to create concept albums, such as his favorite record, 1958’s Only the 

Lonely, a remarkably lovely and moving collection of ballads arranged by Riddle. 

“Come Dance with Me,” from an album of the same name, showcases his relation- 

ship with Billy May, who arranged and conducted the entire album. 

During the later 1950s and early 1960s, Sinatra’s persona took on a larger- 

than-life, rough, and blustery aspect. His antics as the de facto leader of the “Rat 

Pack,” a group of stars that included Sammy Davis Jr., and Dean Martin sensation- 

alized a Las Vegas—type lifestyle of drinking, gambling, brawling, and, of course, 

singing in the top Vegas venues. Rumors of his association with leading members 
of the Mafia were rampant in this era and continued to plague Sinatra over the 
years. From the mid- to late 1960s, he returned to the pop charts with songs like 
“Strangers in the Night” and the anthemic “My Way.” 

Although he announced his retirement in 1971, Sinatra was back to performing 
by the mid-1970s, becoming a fixture on the American entertainment scene. Late 
career successes include his hit recording of “New York, New York” in 1980 and his 
early 1990s albums Duets and Duets II, which paired Sinatra with a long list of pop 
singers from many styles. Sinatra died in 1998 following a series of heart attacks. 

Sinatra epitomizes the junction of pop and jazz and consequently exemplifies. 
the confusion that surrounds the labeling of musical styles. He never spoke of 
himself as a jazz singer, yet, even with popular material, he generally performed 
in jazz-oriented contexts with big bands, including, for example, recording one 
of the hardest-swinging live vocal albums ever, Sinatra at the Sands, backed by a 
stellar and smoking Count Basie Orchestra conducted by Quincy Jones. However, 
many of his recordings straddle the difference between the two styles. In “Come 
Dance with Me” two things stand out: there are no solos in this recording and the 
instrumental interlude is quite short. In other words, this recording features the 
vocal performance above all else, which is much more common in pop music than 
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“Come Dance with Me” (1959) by Frank Sinatra with Billy 4)) 
May and His Orchestra 

INSTRUMENTATION: Vocal and leader: Frank Sinatra; Conductor and arranger: Billy May. 

“Come Dance with Me” shows Sinatra at his peak. He displays his relaxed and romantic 

side during the 1st chorus (0:07-1:04) and a bit more of the powerhouse swinger in the 4 

2nd chorus (1:14). His voice is confident, rich, and full with a little bit of gritty edge; and 

he is in complete control of his phrasing as well as his relationship with the band and the 

arrangement. His swinging style here is crisp and mostly on top of the beat, an approach 

that helps to propel the band. 

In singing the lyrics, Sinatra at first presents himself in a bit of an innocent, flirtatious 

manner as he asks a woman to join him on the dance floor: “Come on and dance with me/ 

romance with me on a crowded floor.” At the same time, his vocal style and tonal quality 

display a confident and muscle-bound swagger that doesn’t expect to be denied. 

Billy May’s arrangement emphasizes crisp and powerful brass lines in the introduction, 

between Sinatra’s vocal lines, in the short musical interlude (1:05), and in the powerful 

ending (2:05). Underneath Sinatra's vocal the saxes bubble along more gently, keeping 

things moving. The setting of this tune is a perfect example of the marriage of pop and 

swing styles that continues to show the influence of the swing era. 

in jazz, even in regard to jazz vocal performances. For example, a Billy Holiday 

recording might very well feature Lester Young’s soloing and background playing 

as much as it does Holiday’s vocal. But the arrangement of “Come Dance with Me” 

certainly reflects a big-band jazz perspective in support of a star popular vocalist. 

Jazz players and singers clearly influenced Sinatra. The reverse is true as well 

because numerous jazz artists, from Louis Armstrong to Miles Davis, have ex- 

tolled his virtues and his influence upon them. So while much of his material was 

firmly in the pop vein, as was true for Nat King Cole, his work and his acclaimed 

musical arrangements always reflected his jazz background. 

SCM atey Louis Jordan and Dinah Washington 
Louis Jordan 
Two artists who are difficult to categorize and consequently often get lost in the 

shuffle of jazz history are saxophonist-vocalist-bandleader Louis Jordan and vo- 

calist Dinah Washington. Louis Jordan (1908-1975), “King of the Juke Box,” is 

a fascinating combination of the soloists and vocalists examined in this unit so 

far. Like Nat King Cole, he is an instrumentalist and vocalist; but Jordan brings 

a heavy dose of rhythm and blues to his jazz and popular music approach, and he 

was a terrific all-around entertainer. Jordan, like Sinatra, was a Las Vegas main- 

stay. His combination of energetic rhythm and blues, blues, jazz, and pop made 

him a huge mainstream crossover star with both black and white audiences. 
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Louis Jordan (right, with saxophone] 

and His Tympany Five, ca. 1946- 

1948. Jordan's swinging ensemble 

and humorous songs forecast the 

coming R&B explosion of the 1950s. 

William P. Gottlieb Collection/Library of 
Congress. 

Early in his career Jordan worked with Chick Webb’s band at the Savoy Ball- 

room (see Chapter 5, 2nd Chorus), but is best known as a leader with his group 

the Tympany Five. In contrast to Cole, Jordan’s instrumental work and his 3-horn 

front line (Jordan’s alto sax, trumpet, and tenor sax) were featured on his records, 

with his vocals as an additional element that appealed to a broader pop audience. 

“Saturday Night Fish Fry” and “Choo Choo Ch’Boogie” were hits for Jordan, and 

Jordan’s tune “Caldonia,” also a huge hit, is a fun example of his work. 

Along with Jordan, a few other top sax players who have brilliantly bridged 

the R&B-jazz gap are King Curtis, Arnett Cobb, and Eddie “Cleanhead” Vinson. 

This type of sound and approach has been influential and can be heard in the 

sound of 1960s players such as Junior Walker and contemporary pop and R&B 

sax players David Sanborn and Lenny Pickett (the saxophonist and bandleader 

of NBC’s Saturday Night Live TV show). Jordan and his music are also credited as 

hugely influential on early rock and roll. 

Dinah Washington 
Dinah Washington (1924-1963, born Ruth Lee Jones), known both as “Queen of the 

Blues” and “Queen of the Juke Boxes,” was an extremely versatile vocalist who had 

a string of jazz and blues hits from the 1940s through the early 1960s. Washing- 

ton also had numerous popular crossover hits, but her success performing popular 
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“Caldonia” (Late 1944-early 1945) by Louis Jordan and b> 
His Tympany Five 

INSTRUMENTATION: Tenor Saxophone and Vocal: Louis Jordan; Trumpet: Eddie Roane; Piano: 

William Austin; Bass: Al Morgan; Drums: Alex “Razz” Mitchell. 

Louis Jordan's “Caldonia” is a jump blues novelty number with a shuffle feel in the rhythm 

section, simple riffs by the horns, and a Jordan vocal. An excerpt from the short film — 

Caldonia has Jordan and a small version of his group ostensibly performing “Caldonia” 

at a party in a casual apartment setting. It begins with a solo walking bass and Jordan 

jokingly chiding the bassist for playing the wrong tune. The full band quickly enters and 

the tenor sax and trumpet play simple riffs for two choruses as an introduction (0:15). 

Jordan sings two choruses of the novelty-style lyrics (0:49) with the full band and trumpet 

fills. We then get to hear Jordan’s tenor sax soloing in a classic rhythm-and-blues style 

for three choruses with trumpet riffs behind him (1:22). Jordan talks over a chorus (2:13) 

before the band sings the signature lyric from the song and finishes up with horn riffs 

and a stylistically typical ending (2:29). “Caldonia” was later covered by Woody Herman 

(see Chapter 10, 3rd Chorus) and blues star B. B. King (see Chapter 2, 1st Chorus). 

material should not overshadow her work as a jazz and blues singer. Her work, for 

example, on the 1954 record Dinah Jams—which included members of the then ex- 

tremely popular Clifford Brown—Max Roach Quintet (see Chapter 11, 2nd Chorus) 

as well as trumpeters Clark Terry and Maynard Ferguson—is a powerful testament 

to Washington’s jazz artistry with her deep blues feeling ever-present. 

Washington began working in clubs by the time she was fifteen years old 

and eventually became a highly paid star. As opposed to vocalists such as Sarah 

Vaughan, Ella Fitzgerald, and Billie Holiday, her early popularity was primarily 

with black audiences, but this was changing by the mid-1950s. In Queen: The Life 

and Music of Dinah Washington, Nadine Cohodas quotes Quincy Jones who wrote 

arrangements for Washington as her career was soaring: 

[Washington] could take the melody in her hand, hold it like an egg, crack it open, 

fry it, let it sizzle, reconstruct it, put the egg back in the box and back in the refrig- 

erator, and you would ve still understood every single syllable of every single word 

she sang. Every single melody she sang she made hers. Once she put her soulful 

trademark on a song, she owned it and it was never the same (pp. 198-99). 

Washington made the Billboard pop charts for the first time with her 1959 hit 

“What a Diff’rence a Day Makes’—an internationally popular song originally 

titled “Cuando vuelva a tu lado” by Mexican songwriter Maria Grever—greatly 

broadening her audience; this recording won the 1959 Grammy Award for Best 

Rhythm & Blues Performance. Washington’s voice is unmistakable and poignant 

as she soars over the lush string and chorus background. 

Washington had a life of constant touring and recorded regularly. She was a 

flamboyant and well dressed performer and had a tumultuous personal life that 

included seven marriages. Her untimely death at the age of thirty-nine came as a 

result of an overdose of prescription barbiturates. 
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<1) “Teach Me Tonight” (1954) by Dinah Washington with 
Hal Mooney and His Orchestra 

INSTRUMENTATION: Vocal: Dinah Washington; Orchestral Accompaniment: Hal Mooney and His 

Orchestra. 

The popular standard “Teach Me Tonight” is an excellent example of Dinah Washington's 

ability to blend jazz, blues, rhythm & blues, and popular styles seamlessly, which was 

crucial to her success and popularity. Washington first sings through this often covered 

AABA tune one time (AA 0:00, B 0:54, A 1:22). As is always true, her pitch is perfect yet 

flexible-as she ornaments nearly everything she sings during this popular song in a 

bluesy manner. We particularly hear that as she ends the bridge (1:15). The same is true 

for her rhythm as her phrasing at times is crisp and tight and others loose and flexible. 

Her fast vibrato and slightly nasal quality are also signature elements throughout all of 

Washington’srecordings. The band accompaniment of this moderate tempo balladis simple 

and straightforward throughout. As is common, they immediately jump to the bridge (B 

1:45), skipping the first two A sections to shorten up the performance or recording. After 

a smooth and melodic four-bar tenor saxophone solo Washington sings the second half 

of the bridge. For the last A section (2:14) they modulate up a half-step and Washington 

brings this recording to a powerful conclusion. Listening to Nancy Wilson's 1960 version of 

“Teach Me Tonight” and Esther Philips’s 1975 disco-like hit version of “What a Diff’rence a 

Day Makes” clearly shows the powerful influence of Washington's singing style. 

CODA Chapter Summary 
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Who were key jazz vocalists during the swing era? 
© Billie Holiday's wonderful rhythmic phrasing and emotional directness 

immediately stand out; and her fragile, gentle, and slightly nasal voice with its 
limited range has an incredible vulnerability that is heart-wrenching. 

© Ella Fitzgerald possessed an extraordinary set of vocal skills, including a 
4-octave range, perfect intonation, a tonal quality that could range from 
light to husky, and an impeccable sense of rhythm. Her more sunny tone and 
approach contrasts with Billie Holiday’s darker sound. 

How did some vocalists cross over from jazz to become popular 
music stars? 
© Nat King Cole's singing, playing, and performing always gave off great warmth and: 

charm. His recordings of pop songs like “Unforgettable” made hima major starinthe 
1950s, one of the few black artists to have his own show on mainstream television. 

© Frank Sinatra transformed himself from a big-band singer and teen idol into 
a highly successful recording artist and actor. In the 1950s to early 1960s, he 
came to embody the ultimate swinging vocalist. 

© Louis Jordan helped create small-combo R&B through his often humorous 
recordings. 

© Dinah Washington was a terrific blues singer and a wonderful jazz singer. But 
much of her popularity came from her crossover, popular hits, such as “What 
a Diff’rence a Day Makes.” 



Talkin’ Jazz (Key Terms) 
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arpeggiating chops through-composed 
cabaret card concept albums 

Rey People | 
Billie Holiday Nat King Cole Louis Jordan 

Ella Fitzgerald Frank Sinatra Dinah Washington 

Think About This (For Further Discussion and Study) 
1. Discuss the importance of vocalists during the swing era. 

2. Discuss the differences and similarities between the styles of Billie Holiday 
and Ella Fitzgerald. 

3. Discuss the differences and similarities between the styles of Frank Sinatra 
and Nat King Cole. 

4, Discuss the differences and similarities between the accompaniments for the 
four songs discussed in the 1st and 2nd Choruses. 

3. What are the reasons that some of the vocalists discussed in this chapter were 
able to successfully cross over from jazz to become popular music stars? What 
crossover vocalists can you think of in contemporary music? 
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BEBOP AND 
BEYOND: 1940s 
WHAT IS BEBOP? 
Bebop developed in the early and mid-1940s, primarily among younger 

African American musicians. Already veterans of swing-era dance bands, 

they favored smaller groups such as quintets that allowed for more solo im- 

provisation than the highly regimented music of the big bands. Meeting for 

jam sessions in off-hour clubs, these musicians were interested in exploring 

twentieth-century developments in areas such as classical composition and 

Latin music styles. They were particularly focused on the expansion of trad- 

itional notions of melody, rhythm, and harmony, and worked to transform 

not only the musical vocabulary of jazz but also the role of each instrumen- 

talist within the jazz ensemble. The repercussions of their explorations are 

still felt in jazz today. 

As a precursor to bebop, the swing era represented an important mile- 

stone for black musicians. They found steady employment and also enjoyed a 

higher professional status by working in the big bands. In The Birth of Bebop, 

Scott DeVeaux notes that this group of musicians were “skilled professionals 

who had proved their worth in open competition with their white counter- 

parts, [so that they] were uniquely positioned to further the cause of black 

social and economic progress.” This led many more to enter the business in 

order to attain “a level of material gain, social freedom, and respect from 

white America that could not even have been imagined a few decades earlier” 

(p. 27). 
DeVeaux discusses the birth of bebop as a reaction to racial and economic 

inequality and presents reasons why these musicians eventually turned 

away from the more commercial swing styles to experiment with this new 

music: the decline of the swing era led to fewer jobs and more competition 

for musicians; and segregation, both in the music business ahd in society in 

general, gave an advantage to white musicians. Consequently, young black 

musicians—frustrated by both the racial and economic inequalities experi- 

enced in relation to both white musicians and older, better-connected African 

American players—reacted to this new reality by creating a new “space” for 

themselves. They created bebop, a new and revolutionary musical genre that 

focused on the virtuosic improvising soloist. 

William P. Gottlieb Collection/Library of Congress. 

In this chapter, we’ll 
answer these questions: 

© What is bebop? 

© Why are Charlie Parker and 
Dizzy Gillespie considered the 
prime movers behind the bebop 
movement? 

© How did Thelonious Monk and 

Bud Powell create a new role 

for pianists in bebop music? 

© What role did big bands play in 
the bebop era? 
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Musicians working in the big bands had limited opportunity to build on their 

solo skills. Their solo slots were short, and they had to play essentially the same 

solo night after night. To stretch themselves musically, players often congregated 

to try new things in after-hours jam sessions. These sessions were informal 

(in someone’s house or apartment) or a bit more formal (in a nightclub). They 

also often functioned as cutting contests, a time for some serious competition 

between players. Bebop developed in this atmosphere of free experimentation 

among musicians. Two places that were particularly important in this regard were 

Minton’s Playhouse and Monroe’s Uptown House, both in Harlem. 

Young players, more established veterans, players interested in new 

approaches, and others who were curious but cautious about new trends all came 

to these clubs to listen and play. These were places to learn and develop among 

your peers. Out of these settings came bebop, a new and extremely influential jazz 

style. After being formed in the jam sessions at places like Minton’s, the music, 

fully formed, moved to 52nd Street, “Swing Street” in New York City, in the later 

1940s. 

The bop lifestyle forecast the era of the beatniks of the later 1950s and the 

hippies of the 1960s; rebelling against society’s norms, boppers dared to dress 

differently, developed their own slang, and played music that to some listen- 

ers sounded jarringly fast and aggressive. A controversy ensued as tradition- 

alists criticized bop for its angular melodies, its fast rhythms, and its players’ 

supposed disregard for pleasing the audience. We have seen aesthetic splits 

such as this in other eras as well, including in the 1980s with some of the neo- 

traditionalists’ negative attitudes toward contemporary jazz styles that differed 

from “traditional” jazz (discussed in Chapter 14). Fortunately, attitudes have 

become more open, and most in jazz have always tended to have open minds 

regarding jazz styles as well as other types of music, including music from 

around the world. 

Bebop was a wildly exciting music that challenged many aspects of jazz as 

well as the technical capabilities of instrumentalists. The music was also chal- 

lenging from the audience's point of view. The melodies are quirky and technically 
demanding, particularly considering that the tempos were sometimes taken at 
breakneck speed. The solos often consist of a flurry of rapid notes and often are 
far more independent of the actual melody of a song than in earlier jazz. When it 
first arose, there was some controversy among musicians, critics, and audiences 
surrounding this music. Some audiences and musicians thought the music was 
too technical and didn’t swing. In fact, the notion of swing itself was changing 
from the typical big-band swing feel, becoming a bit subtler in bebop, yet just as 
hard-driving. 

In fact, the role of the rhythm section went through a huge revolution as 
bebop was created. The individual instrument’s roles—for piano, guitar, bass, 
and drums—became more delineated and separated. The piano no longer had 
to supply both bass notes and chords as it did with ragtime or stride. Though it’ 
was not a new concept, pianists, such as Thelonious Monk and Bud Powell, began 
to perfect the art of comping, laying down the harmonic foundation in a variety 
of ways, such as crisp rhythmic figures and more leisurely held chords. The bass, 
exemplified by Oscar Pettiford’s playing, largely played in 4, essentially became 
the most important timekeeper. The drums—in the hands of Kenny “Klook” 
Clarke, Max Roach, and Roy Haynes—also propelled the band but no longer by 
simply playing all four beats on the bass drum as was common up until bebop. 



The ride cymbal became a constant but lighter and more varied pulse, and the 
snare and bass drums were used to play accents that would highlight the soloists 
or parts of the drummer’s ride cymbal pattern. Hitting the bass drum accents was 
called dropping bombs. 

Perhaps the most important change was that this was no longer primar- 
ily music for dancing. Certainly, in some ballrooms and clubs people danced to 
bebop; but at the really fast tempos dancing was difficult. This music was primar- 
ily created for listening. It was born in the nightclubs, and this is where it lived, 
with forays into the concert hall as well. 

Bird and Diz 
WHY ARE CHARLIE PARKER AND DIZZY 
GILLESPIE CONSIDERED THE PRIME MOVERS 
BEHIND THE BEBOP MOVEMENT? 
There were numerous musicians who contributed to the creation of this new style, 

such as alto saxophonist Charlie Parker, trumpeter John Birks “Dizzy” Gillespie, 

pianists Thelonious Monk and Earl “Bud” Powell, and drummers Kenny “Klook” 

Clarke and Max Roach. However, Parker (nicknamed “Yardbird,” or simply “Bird”) 

and Gillespie were the leaders of the movement; and it is their names that are 

most associated with bebop. 

CHARLIE PARKER 
Alto saxophonist Charlie Parker (1920-1955) had an extraordinary melodic gift 

and regularly created solos that consisted of long-lined melodies, each of which 

was an elegant improvised composition unto itself. As we listen today, these gor- 

geous melodies seem to effortlessly flow out of his horn: each has a rhythmic grace 

that seems almost casual, yet also swings very hard. His playing feels natural and 

unstudied, yet the skill was hard-won through years of diligent practice and con- 

stant work. Building on the legacy of Coleman Hawkins and Lester Young, Bird 

profoundly influenced all jazz musicians who followed him. 

While Parker’s drive and determination are obvious in his astonishing musi- 

cal accomplishments, he was a larger-than-life person with a self-destructive dark 

side that created a life very much on the fringe. Drug and alcohol dependence was 

a constant in his life, not only cutting it short but also seriously affecting his pro- 

ductivity and ability to function, both in music and in society. He was generally 

broke, he didn’t show up for work at times and would even pawn his horn, and he 

was unreliable with friends and colleagues and in his relationships. 

Charles Parker Jr. was born on August 29, 1920, in the musical hotbed of 

Kansas City. He began his career as a seemingly untalented saxophonist who 

suffered numerous musical embarrassments, but he persisted. Parker practiced 

incessantly, went on the road with territory bands, and eventually worked his way 

up to a chair in the Jay McShann Orchestra in 1938. In the spirit of this band and 

of Kansas City, Bird had a tremendous feel for the blues, eventually developing an 

extremely sophisticated approach to the genre. 

Bird moved to New York City in 1939, where he initially washed dishes at 

a restaurant in Harlem and immersed himself in the musical life around him. 

1st Chorus: Bird and D. 

X))) 
Saxophonist Phil Woods 

recalls how Lennie Tristano 
took him to meet Charlie 

Parker. 
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read all about it 

To Be or Not... To Bop, 
by Dizzy Gillespie 

Walser, Keeping Time, Chapter 32 

In this excerpt from his autobiog- 

raphy, Gillespie addresses several 

common misperceptions about 

bebop and tries to set the record 

straight about the seriousness of the 

musical style. 

Tommy Potter (bass), Charlie Parker, 
and Miles Davis (trumpet) at New 
York’s Three Deuces, ca. 1947. 

Parker helped launch bop music 

along with Dizzy Gillespie, and his 

saxophone style was widely imitated 

for decades to come. 

William P. Gottlieb Collection/Library of 
Congress. 

Within a year, he returned to Kansas City to play with McShann’s band again; but 

the relationship soured as a result of Parker's substance abuse, and Parker was 

fired and went back to New York. 

Bird met Dizzy Gillespie in the early 1940s, and the two went on to become 

the faces of bebop, though for very different reasons and with very different 

approaches to business and to life in general. They joined Earl Hines’s big band in 

1942, and later both joined Billy Eckstine’s big band, with Gillespie as musical dir- 

ector. Eckstine, formerly a vocalist with Earl Hines’s big band, was one of the first 

to incorporate the new sound of bebop into a big-band context. 

Parker and Gillespie worked together on and off until 1946 and reunited oca- 

ssionally for concerts and recordings. Together they took New York bebop to the 

West Coast for the first time for a tempestuous tour disrupted by Parker’s heavy 

drug use. When Gillespie returned home, Parker stayed, even more deeply affected 

by his substance abuse, and wound up committed to a state hospital. Bird returned 

to New York in the late 1940s, where he continued to work and record, including 

some of his most important material. 

After his early partnership with Dizzy Gillespie, Charlie Parker went on to 

become a bandleader and solo artist. As is true for most jazz musicians, Parker 

had a wide-ranging taste in music. This included a love of classical music, and 

along with this came a desire to play with strings. The Charlie Parker with Strings 

recordings exhibit his uncanny melodic sensibilities, both in his ability to play 
written melodies gorgeously and in his lovely lyrical improvising. They were the 

best-selling recordings released by Parker in his lifetime and present Bird in a 

more “commercial” setting accompanied by a jazz rhythm section and a small 

string section. The strings, plus oboe and harp, add a “sweetness” to these record- 

ings. However, Parker's career continued to be derailed as a result of his continued 



lst Chorus: Bird and Di ba 

viewing focus 

“Hot House” (1951) by Charlie Parker and Dizzy Gillespie; DS 
composed by Tadd Dameron 

INSTRUMENTATION: Alto saxophone: Charlie “Yardbird” Parker; Trumpet: John Birks “Dizzy” 

Gillespie; Piano: Dick Hyman; Bass: Sandy Block; Drums: Charlie Smith. 

Very little film survives showing Gillespie and Parker performing together during their 

prime, so this 1951 clip from a television program hosted by gossip columnist Earl Wilson 

is particularly important. In the introduction, journalist Leonard Feather and Wilson 

present Gillespie and Parker with their 1951 DownBeat awards. At about 2:30, the group 

begins playing “Hot House,” with Parker and Gillespie stating the opening theme in unison. 

Then there are a series of solos by Parker (3:08), Gillespie (3:50), Hyman (4:32), and a 

drum solo by Charlie Smith with Parker and Gillespie playing brief phrases in alternation 

with Smith's drum lines. The main theme then returns at 5:45 stated in unison. 

substance abuse. He suffered physically as well, appearing much older than his 

thirty-four years when he died in 1955. 

John Birks “Dizzy” Gillespie 
Dizzy Gillespie (1917-1993) was the next great trumpet virtuoso after Roy 

Eldridge (see Chapter 5, 3rd Chorus). Gillespie’s exciting and flashy style 

complemented Parker’s melodic inventiveness, making them a remarkable 

combination that set the bar extremely high for anyone aspiring to play bebop 

from the outset. Gillespie’s style is marked by an astonishing fleetness and a tre- 

mendous range, often sending his solos into the stratosphere of the trumpet’s 

upper register with flurries of high notes, while always remaining musically 

interesting. Gillespie, in contrast to Parker, was also an outgoing performer 

who created a wonderful rapport with his audience. His sense of personal 

style also distinguished him. He played a trumpet with a bell bent upward; 

his cheeks puffed out enormously as he played; and he had a cool, “hip” look, 

wearing a beret and big glasses while also sporting a goatee. These were all part 

of his tremendous appeal. 

An important element in Gillespie’s presentation was his showmanship: he 

was fun, funny, lively, and engaging as he played, led the band, and danced across 

the stage. His humor could also be irreverent with a slight satirical edge, so that 

you were not always sure if he was laughing with you or at you. While known for 

his antics, Gillespie was extremely thoughtful and professional in his approach to 

music, performance, and business. He brought a studious pianist’s sensibility to 

bebop, helping to expand the harmonic language of jazz while also imparting his 

knowledge and concepts to his colleagues. In addition, he carefully cultivated an 

image and connected with the public as the face of bebop, while also slyly poking 

fun at the establishment along the way. 

Born in Cheraw, South Carolina, John Birks Gillespie was a precocious 

musician. His father was a bandleader, so the young Gillespie had access to a 
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«)) Bloomdido” (1950) by Charlie Parker 
and Dizzy Gillespie 

INSTRUMENTATION: Alto saxophone and composer: Charlie “Yardbird” Parker; Trumpet: John 

Birks “Dizzy” Gillespie; Piano: Thelonious Monk; Bass: Curley Russell; Drums: Buddy Rich. 

“Bloomdido” is a classic bebop blues tune with a “head” composed by Charlie Parker. 

It has a quick and active melody, which is very much in the new bebop style, and, while 

using the standard 12-bar format, the chord changes are significantly more elaborate 

than was the case before bebop. This allows the players to use their skill of “playing 

changes”—navigating the chord progressions—while they also take advantage of the 

more complicated progression to display their use of advanced harmonic techniques such 

as concentrating on extended and colorful chords. At the same time, playing the blues 

shows the strong connection of bebop to the history of jazz. Being from Kansas City and 

beginning his career with the blues-based bands of that city, Parker is a natural blues 

player, and we hear that here. In this recording we also get to hear pianist-composer 

Thelonious Monk, another of the bebop innovators (see this chapter, 2nd Chorus). This 

recording is from the last studio recording featuring both Parker and Gillespie. 

The soloing style of bebop is often a rapid and steady stream of eighth notes. Of course, 

there are breaks where the player has to breathe; and they also vary the rhythms they 

play for much needed variety. Dizzy and Bird’s solo styles are different from each other, 

of course; but their styles are also quite complementary, making them the original and 

ultimate front line for a bebop band. Their level of playing and excitement are so well 

matched that they complement and challenge each other. Bird plays a steady stream 

of notes, yet it is the beauty of his nonstop melodic invention that makes him stand out 

among all players of any era. Dizzy’s style was so unique that most trumpet players were 

not able to follow his lead. His fearlessness and his ability to play extremely fast all over 

the horn, including way up into its upper register, display how heavily he was influenced 

by Roy Eldridge {see Chapter 5, 3rd Chorus). This solo shows Dizzy at the top of his form, a 

level that few were, or are, able to match. In this solo, while largely playing lines of steady 

eighth notes, he breaks it up regularly with a variety of rhythmic figures. 

The fast tempos common in bebop are challenging for all the musicians; but itis the rhythm 

section (piano, bass, and drums] that is responsible for keeping the time. In much of what 

we have heard before bebop, the instruments in the rhythm section emphasized all four 
beats of a bar, but in this style each instrument has its own role. The piano “comps,” the 
bass “walks” (playing in 4], and the drums play a freer cymbal pattern that becomes more 
important than in earlier styles while accenting, on the snare and bass drum, important 
parts of melodic figures and other elements of players’ solos. 

Cs “BLOOMDIDO” LISTENING GUIDE 

g TIME FORM 
Interactive : : 

Listening Guide Intro The rhythm section plays a brief introduction. The drummer dominates with interjections from 
piano and bass. 

Ist chorus The melody is played for two choruses by the alto sax (Bird) and trumpet with a cup mute 
2nd chorus (Dizzy]. The melody is complicated and technically difficult (the trumpet even leaves out a 

small portion every time], which is characteristic for bebop melodies. Notice that it’s a far cry 
from any blues we have heard so far. 



1st Chorus: Bird and 

“Bloomdido” listening guide continued 

3rd chorus 

4th chorus 

5th chorus 

6th chorus 

Bird plays a solo over four choruses of the blues. He plays a steady stream of eighth notes 

but also breaks it up with rests and a wide variety of rhythmic figures. While Bird is playing 

more notes than we have heard on earlier blues tunes he still maintains a strong blues 

character including the use of blues notes. His melodic invention is remarkable throughout 
the solo. 

Dizzy plays a solo over three choruses. He still has the cup mute in his trumpet giving it a 

compressed, Intense, yet softer sound than with an open horn. Like Bird, his solo is oftena 

| stream of eighth notes but he breaks it up regularly with other rhythmic figures. He plays 

in all registers of the trumpet’s range. His style is less bluesy than Parker's, and he often 

concentrates on colorful notes that are examples of the chord extensions characteristic of 
bebop. 

2:03 10th chorus Thelonious Monk plays two choruses of the blues. His style is quirky, more percussive, and 

Ppltay 11th chorus less reliant on strings of eighth notes. It’s also sparer, though he does play some quick runs. 

12th chorus 

13th chorus 

7th chorus 

8th chorus 

9th chorus 

Buddy Rich, more known as a swing drummer and big-band leader, plays a solo for two 

choruses. He plays all four beats of every bar on his bass drum during his solo making 

it easier to follow. His playing is dramatic and powerful on his drums and cymbals and 

contrasts strongly from his subtler playing as an accompanist during the rest of the | 

recording. 

2:54 14th chorus Bird and Dizzy play the melody twice to end the recording. The tune ends suddenly on the last 

3:08 15th chorus | note of the melody. | 

Compare 

“Parker's Mood” (1948) contrasts with “Bloomdido” and lets us hear Parker display 

his bluesy roots on a slow blues. While Bird plays a down-home blues including some CG 

standard blues licks, he also plays beautiful lyrical melodies throughout his solo. The 

singer and lyricist King Pleasure put words to Parker's melody and solo from this 

recording. His words to Bird’s introduction, one of the most famous introductions in 

jazz, refer to Parker’s Kansas City roots: “Come with me, if you want to go to Kansas 

City!” This recording includes drummer Max Roach as well as pianist John Lewis, 

who went on to lead an important group, the Modern Jazz Quartet (see Chapter 11, 

1st Chorus), which experimented with combining jazz and a classical chamber music 

sensibility. 

number of instruments and began to experiment on the piano when he was 
p ) 

just four years old. By age twelve, he was playing both trumpet and trombone q ) 

and soon after received a scholarship to the Laurinburg Institute in North Juste ys 

Carolina—an historically important African American preparatory school—to the bebop pioneers 

play in their band. He then followed his family to Philadelphia, playing in local Dizzy ies 
. . examinin 

bands, and eventually reached New York by the mid-1930s. His excellent play- the recording of 
“Bloomdido.” 

ing and overall musicianship helped him get jobs with Teddy Hill's and Edgar 

Hayes’s bands. Gillespie then hit the big time with Cab Calloway’s popular big 

band in 1939 (see Chapter 5, 2nd Chorus). While Calloway treated the band 

very well and provided an excellent model as an entertainer, Gillespie, as was 

true for many other young musicians, was ambitious beyond the confines of 

the big band. 
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1) 
Trombonist J. J. Johnson 
discusses his relationship with 
Dizzy Gillespie. 

Dizzy Gillespie, in his trademark 

beret and black plastic glasses, ca. 

1947. A colorful performer, Gillespie 

came to embody the image of a 

bebopper in the public's mind. 

William P. Gottlieb Collection/Library of 
Congress. 

After being fired by Calloway for his typically “dizzy” antics (this final 

time he was falsely accused, however), Gillespie went on to freelance in New 

York City, as well as serving as a leader in the musical movement leading 

toward bebop. He led the first bebop quintet at Kelly’s Stables on New York’s 

52nd Street in 1943 with personnel that included bebop innovators Oscar 

Pettiford (bass) and Max Roach (drums), as well as Don Byas on tenor sax and 

George Wallington on piano. That same year, he joined Earl Hines’s big band, 

where he first worked with Charlie Parker. The two moved soon after to Billy 

Eckstine’s band. In 1945-1946, Gillespie and Parker teamed up to create the 

signature front line of bebop. Their small-group recordings not only introduced 

the bebop style but established several pieces as standards, including Parker's 

“Bloomdido” (see the Listening Guide) and Parker and Gillespie’s “Shaw Nuff” 

(see the Listening Focus). 

After Parker and Gillespie broke up, Gillespie started his own big band, which 

was successful through 1950. The charts were exciting, and the band had an 

intensity coupled with a fun looseness. Gillespie also incorporated his interest in 

Afro-Cuban music into this band (see “Mario Bauza”). Later in his career, Gillespie 

led the life of an elder statesman of jazz, performing predominantly with small 

groups. He continued to be the face of bebop but also 

was a leading international jazz figure until his death in 

1993: 

Mario Bauza 
Dizzy Gillespie is one of many jazz players who were 

influenced by Latin music. Gillespie was first exposed 

to Cuban music and its rhythms by trumpeter Mario 

Bauza (1911-1993). The two first worked together in 

Chick Webb’s orchestra and then in Cab Calloway’s 

band (both discussed in Chapter 5, 2nd Chorus). 

Gillespie’s experience with Bauza, combined with his 

frustration with what he perceived as the rhythmic 

limitations of jazz, led him to experiment with combin- 

ing the two idioms in his short-lived but extremely ex- 
citing big band. This style came to be known as cubop, 
a fusion of Afro-Cuban music and bebop, an early form 
of Latin jazz. Bauza introduced Gillespie to master 
Cuban percussionist Chano Pozo, whose brilliant and 
intensely energetic conga playing infused Gillespie’s 
music with an authentic Cuban feel. Gillespie featured 
Pozo in 1947 concerts at Carnegie Hall and New York’s 
Town Hall. 

“Manteca,” a composition cowritten by Gillespie and 
Chano Pozo and arranged by Gil Fuller, featured Pozo on 
conga drum. It is an example of how effectively jazz and 
Latin music can be combined, even at this early stage of 
the development of Latin jazz. Gillespie recorded numer- 
ous other compositions in this style, including “Cubana 

Be, Cubana Bop,” a collaborative effort from Pozo, Gillespie, and composer- 
arranger George Russell. Dizzy continued to maintain the Latin influence in his 
music throughout his career and often performed on a conga drum that he kept 
beside him during performances. 
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listening focus 

“Shaw ‘Nuff” (1945) by Charlie Parker and Dizzy Gillespie <)) 
INSTRUMENTATION: Alto Saxophone: Charlie Parker; Trumpet: Dizzy Gillespie; Piano: Al Haig; 

Bass: Curley Russell; Drums: Sid Catlett. 

“Shaw ‘Nuff” is one of the earliest bebop recordings featuring the Parker and Gillespie 

front line. As was true with “Bloomdido,” “Shaw ‘Nuff” uses a standard tune as its basis, 

in this case George Gershwin’s “| Got Rhythm.” We saw this before with “Lester Leaps In” 

by Lester Young (see Chapter 6, 4th Chorus). 

An extended introduction recalls these musicians’ experience in big bands as it involves the 

horns and rhythm section in a complicated arrangement. After an off-kilter 8-bars from 

the rhythm section, the horns play an intricate line, working tightly with the rhythm section, 

including breaks. In typical bebop fashion, this AABA tune is taken at breakneck speed and 

the melody is extremely angular while covering a very wide range (0:20). The bass walks in 

4 throughout the tune while the drummer keeps time, “drops bombs” —accents on the bass 

drum—and plays hits on the snare drum. Bird takes the first solo on the 2nd chorus (0:48). 

At the bridge (1:01) he begins with a whole-tone scale—a symmetrical scale—an example 

of the beboppers bringing new sounds into jazz. Dizzy jumps in with a screaming high note 

to begin the 3rd chorus (1:15). After that he primarily plays long strings of fast eighth notes. 

At the bridge (1:29) he breaks it up rhythmically and leaves a little space before resuming 

his fleet playing as he enters the last A (1:36) where he plays a flurry of triplets. Pianist Al 

Haig takes the final solo for the 4th chorus (1:43). The band plays the head again for the final 

chorus (2:10) and the ending repeats the introduction (2:38). 

listening focus : 

“Manteca” (1947) by the Dizzy Gillespie )) 
Orchestra featuring Chano Pozo 

INSTRUMENTATION: Trumpet, leader: Dizzy Gillespie; Trumpets: Dave Burns, Elmon Wright, 

Benny Bailey, Lammar Wright; Trombones: William Shepherd, Ted Kelly; Saxophones: Howard 

Johnson, John Brown, Joe Gayles, George “Big Nick” Nicholas, Cecil Payne; Piano: John Lewis; 

Bass: Al McKibbon; Drums: Kenny “Klook” Clarke; Conga: Chano Pozo. 

In the introduction to “Manteca,” we immediately hear features of both Latin music and jazz. 

The bass plays an ostinato, or vamp, over a conga drum rhythmic pattern; the horns join in 

with their own riffs; and Dizzy improvises over the whole texture in a mixture of jazz and 

tipico styles. The A section of this AABA composition consists of a calland response between 

saxes and brass anda final phrase with the whole ensemble (0:37). The bridge (the B section, 

1:00) has a lovely melody of a very different character shared by the saxes and Gillespie. 

After the band plays through the tune once in a Latin style, the feel of the composition 

changes, moving into a more jazz-oriented swing section with solos while retaining a 

Latin flavor, largely as a result of Pozo’s playing (1:48). A tenor sax plays a solo over the 

A sections with jazz background figures from the horns. The whole ensemble plays a 

powerful ensemble at the bridge before Dizzy takes over with a classic bebop-flavored 

solo (including some colorful notes], some of it screaming in the stratosphere (2:10). The 

band takes it out with the A section melody and a final vamp (2:32). 
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Jazz vocalist 
Jon Hendricks 
remembers his 
close friend, pianist 
Thelonious Monk. 

TAB UES Thelonious Monk and Bud Powell 

HOW DID THELONIOUS MONK AND BUD 

POWELL CREATE A NEW ROLE FOR PIANISTS 

IN BEBOP MUSIC? 

The two most important pianists in the bebop story are Thelonious Monk and 

Bud Powell. Both were involved in the creation of the style from its earliest days. 

While Monk developed a uniquely angular and distinctive style, Powell modeled 

his playing off the complex melodic lines played by horn players such as Parker 

and Gillespie. 

Monk and Powell also shared another more unfortunate distinction in the 

jazz world. Both spent significant time institutionalized during their careers, and 

both received various diagnoses of mental illness. Monk, who had a family hist- 

ory of mental disorder, was eventually diagnosed with a chemical imbalance and 

given the controversial pharmaceutical drug Thorazine. Powell received electro- 

convulsive therapy during a stay at Creedmoor State Hospital and had psycho- 

logical difficulties throughout his later life. 
Racial issues again present themselves as the general working conditions 

for jazz musicians were quite poor, and the musicians’ union did little toward 

breaking down racism in the music business. Jazz musicians worked long and 

late nights, and work was becoming scarcer for black musicians. Also, the con- 

stant availability of drugs and alcohol in many nightclubs, where jazz musicians 
worked, was problematic. It is entirely conceivable that issues such as these 

impacted more adversely upon Monk and Powell, who were already struggling 

with their mental health. Another example of the consequences of systemic 

racism is that both men were beaten by the police, a more common occurrence 

for blacks than whites, which may have contributed to their later difficulties. 

In addition, drinking and drug use took its toll over time on both musicians. 

When Thelonious Monk and Bud Powell were performing at the height of their 

careers, both were original and innovative performer-composers without 

whom bebop would not have had the wide influence that it has enjoyed for over 
half a century. 

Thelonious Monk 
Besides his key role in the birth of bebop, pianist and composer Thelonious Monk 
(1917-1982) is also one of the most important composers in jazz. Many of his 
tunes are jazz standards that all jazz players must know, such as “Blue Monk,” 
“Well You Needn't,” the gorgeous ballad “Round Midnight,” and “Straight, No 
Chaser.” Monk is one of jazz’s most enigmatic figures, and was also an eccentric 
performer; he would occasionally wander away from the piano and at times was 
known to dance while the rest of the band played. 

As a result of the combination of well-crafted melodies and knotty, disso- 
nant harmonies, Monk’s music is extremely sophisticated while at the same time 
having a certain rough edge. Monk’s playing and composing are angular and dense 
and have a completely individualistic character. His use of dissonant clusters of 
notes as he plays melodies and solos, his stabbing left-hand comping rhythms, and 
quick upward and downward fills between phrases instantly identify his playing. 
No one sounds like Monk. 

Raised on Manhattan’s West Side, Monk was largely a self-taught pianist. He 
played with such jazz greats as Coleman Hawkins and Roy Eldridge (both discussed 
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listening focus 

“Monk’s Mood” (1957) by Thelonious Monk Quartet <1) 
with John Coltrane 

INSTRUMENTATION: Piano, leader: Thelonious Monk; Tenor saxophone: John Coltrane; Bass: 

Ahmed Abdul-Malik; Drums: Shadow Wilson. 

“Monk’s Mood,” an AABA composition, is an example of the harmonic and melodic 

richness of Monk’s compositions. This recording gives us a chance to hear Monk play solo 

through the 1st chorus (0:08, bridge at 1:01, and the last A at 1:33). An interlude follows 

that functions as a joint cadenza (2:04). We then get to hear Monk as an accompanist as 

Coltrane plays an understated version of the melody for the 2nd chorus (2:34, bridge at 

4:29, and the last A at 5:19). After the 2nd chorus, they jump to the bridge and last A, a 

common technique [6:14]. Coltrane largely sticks loosely to the melody but also throws in 

flurries of notes. 

With “Monk's Mood” we get to hear how thoroughly composed Monk’s pieces are. 

Background harmonies as well as fills between melodic phrases are all carefully 

composed, and these various elements are virtually inseparable as together they create the 

overall character of the piece. And even though they are composed and the performances 

are only partially improvised, the way Monk plays them they always sound spontaneous 

due to a fascinating combination of rhythmic looseness, compositional rigor, and some 

well-placed and tasteful improvisation. The fact that he managed to recreate these pieces 

relatively verbatim yet was able to always make them sound fresh is remarkable. Along 

with this, in a way that he manages to make sound completely natural, Monk extensively 

uses the colorful notes of upper parts of chordal structures, a major characteristic and 

innovation of bebop. 

Another noteworthy aspect of this recording is the deep communication that occurs 

between Monk and Coltrane and their accompanists. This entire performance is played 

rubato—with free and flexible time that allows for rhythmic expressivity from all players. 

This type of loose playing requires incredible and hard-won trust between players that 

only comes from experience with each other. It also requires an intense concentration, 

which is evident in this live performance. 

in Chapter 5, 3rd Chorus), but it was as house band pianist at Minton’s Playhouse 

in Harlem in the early 1940s that Monk came into his own as part of the early 

bebop movement. During this time, pianist Mary Lou Williams (see Chapter 6, 

1st Chorus) took Monk under her wing, nurturing and encouraging his talent. In 

the later 1940s, he played and recorded with Bird, Dizzy, and many others, but he 

was most known for leading his own groups. While admired by musicians, his own 

recordings sold poorly through the mid-1950s; his career stalled when he lost his 

cabaret card—a requirement for any musician who wanted to play in a New York 

City nightclub. 

Monk’s career began to pick up when he recorded his 1956 album 

Brilliant Corners and, with his cabaret card reinstated, began performing 

again around New York City. His famous residency at New York’s Five Spot 
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Thelonious Monk at Minton’s 

Playhouse, ca. 1947. Monk was 

house pianist at Minton’s, often cited 

as the birthplace of bebop music. 

William P. Gottlieb Collection/Library of 
Congress. 

featuring saxophonist John Coltrane is celebrated for the 

collaboration of two jazz masters. Monk was busy per- 

forming and recording through the 1960s—even being 

featured on the cover of Time magazine in 1964—-and had 

a number of successful records. He was known for num- 

erous personality quirks and eccentricities and struggled 

mightily with what is now discussed as a mental illness 

or disorder. By the early 1970s, he essentially stopped 

performing and recording and at times was a recluse 

until his death in 1982. 

Monk and his quartet had a famous extended stint in 

1957 at the Five Spot in lower Manhattan that featured 

the up-and-coming tenor saxophonist John Coltrane 

(see Chapter 13, 2nd Chorus). At this time, Monk was 

an established star in the jazz world as both a player and 

a composer, while Coltrane was still an up-and-coming 

performer on the tenor sax. After Monk heard him play, 

he hired Coltrane for what became a 6-month engagement 

at the Five Spot. A steady gig such as this or a long road 

tour has always been the best way for a band to create a 

sound. While professional musicians can quickly adapt to 

most any musical situation, it is through regularly playing together that musicians 

are able to begin to connect to each other on deeper levels and build an intuitive 

musical rapport. It is this type of close relationship that creates the extra bit of 

magic that takes music to the highest level. 

Discussing this engagement, the great trombonist J. J. Johnson, who 

had played with both musicians, recalled, “Since Charlie Parker, the most 

electrifying sound that I’ve heard in contemporary jazz was Coltrane playing 

with Monk at the Five Spot... . I had never heard that kind of performance— 

it’s not possible to put into words. I just heard something that I’ve never heard 

before and I haven't heard since” (Gitler 1961, p. 19). This engagement led 

to a Carnegie Hall concert that presented the group at its peak. A CD of this 

landmark concert was released in 2005 as Thelonious Monk Quartet with John 

Coltrane at Carnegie Hall. 

Along with his work in group settings, hearing Monk play solo piano—both on 
his own compostions and standards—is revelatory. Unadorned and free from the 
constrictions of a group, Monk is able to just be himself in all of his unique glory, 
both rhythmically and harmonically. Duke Ellington’s “Solitude” (1955), the stan- 
dard “Memories of You” (1956), and Monk’s “Round Midnight” (1957) are excellent 
examples of his solo work. 

Bud Powell 
Earl “Bud” Powell (1924-1966) was a very different sort of pianist from Monk 
even though both helped to bring the piano into the age of bebop. His golds 
incorporated the same sort of melodic and harmonic ideas put forth by Parker 
and Gillespie: They were quick and long-lined and emphasized the right hand 
essentially treating it like a horn as his left hand comped. 

Raised in Harlem in New York City, Powell had music around him at an early 
age and played both classical music and jazz. His father was a pianist, as was his 
brother Richie (who later played with trumpeter Clifford Brown [see Chapter 11, 
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2nd Chorus]), and another brother played trumpet. Powell had early exposure 

to new approaches to jazz at the Uptown House in his neighborhood, through 

Thelonious Monk, as well as Mary Lou Williams (see Chapter 6, 1st Chorus). Art 

Tatum’s influence is especially evident in Powell’s playing. After having played 

with Cootie Williams (see Chapter 8, 2nd Chorus) and early beboppers such as 

tenor saxophonist Dexter Gordon, trombonist J. J. Johnson, and the influential 

trumpeter Fats Navarro, Powell joined Charlie Parker for an important record date 

in 1947. Around this time Powell’s life became quite difficult. He had several vio- 

lent altercations, including being beaten by the police, and was in and out of psy- 

chiatric institutions throughout his life. His emotional stability was erratic until 

his death in 1966. 

Bud Powell was an excellent and forward-looking composer. His composition 

“Un Poco Loco” is so unique and advanced that it almost seems to have come out 

of the blue. The original recording has a variety of feels, with Latin rhythms and 

African-influenced rhythmic patterns from drummer Max Roach and powerful 

Latin-influenced rhythmic figures from Powell. It is full of vamps, intense harmo- 

nies, and a colorful and varied melody. “Un Poco Loco” is a fascinating mixture of 

Latin and jazz styles while also expressing a modern approach to the harmonic 

innovations of bebop. 

Bud Powell in 1963. Powell was one 
of the founding fathers of bebop 

piano, despite leading a difficult 

life marked by periods of emotional 

breakdown. 

Photo by Jan Persson. © JazzSign/Lebrecht 
Music & Arts. 
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“Un Poco Loco” (1951) by Bud Powell 

INSTRUMENTATION: Piano, leader: Bud Powell; Bass: Curley Russell; Drums: Max Roach. 

“Un Poco Loco” is in AABA form, but with 16-measure sections instead of the usual 8, 

making it feel like more of an extended composition. The A section is particularly intense 

and modernistic for the period. It largely consists of clave-like rhythmic figures anda 

colorful, repeated melodic flurry. The melody focuses on a particular unusual note In 

the upper parts of the chords, in this case the raised eleventh, called “sharp-eleven.” As 

we saw with Monk, using these upper parts of chords is a defining bebop technique. The 

bridge (B section, 0:34) lightens up as it goes into a more standard Latin feel (from a jazz 

perspective) with a lyrical melody. 

When Powell begins his solo (1:10), he follows an approach that is more typical of Latin 

music than jazz: He solos over a repetitive vamp, or montuno, as opposed to following 

the form of the tune. In this case, however, the vamp is derived from two chords of the 

composition itself. Powell shapes his solo slowly and carefully, with some initial repeated 

melodies (1:13), similar to what is frequently done in Latin music. He gradually opens up 

into a tasteful bebop-style solo over the vamp. After Powell’s solo, Roach gets an extended 

solo (3:06), displaying a mastery of the various rhythms, while also staying within the 

context of the piece. Powell returns with the melody (3:34) to conclude this hybrid piece 

that feels much longer than its actual 4:46 length. 

SCRA Big-Band Bebop 

WHAT ROLE DID BIG BANDS PLAY 
IN THE BEBOP ERA? 
Bebop is primarily a small-group music; but its innovators were generally players 
from the big-band tradition, and the compositional opportunities, along with the 
power of the big band, still spoke to them. Dizzy Gillespie led an exciting big band 
that featured important composer-arrangers such as Chico O’Earrill (whose son, 
Arturo O’Farrill, is currently a leading pianist and bandleader in the field of Latin 
jazz; see Chapter 15, Introduction), Gil Fuller, and George Russell. Also, beginning 
in the mid-1940s, many swing bands incorporated the bebop aesthetic into their 
music, including those of Cab Calloway, Earl Hines, and Billy Eckstine, along with 
many white bands, including Claude Thornhill, Boyd Raeburn, and Woody Herman. 

Woody Herman | 
Bandleader-clarinetist-saxophonist-vocalist Woody Herman (1913-1987) was a 
vaudeville singer and tap dancer as a child. He became an instrumentalist by the 
time he was twelve and later worked asa big-band side musician. Herman wearer 

to lead a successful swing band as early as 1936 with hits such as “Woodchopper’s 
Ball” and “Caldonia,” the latter featuring Herman as an effective blues vocalist: 

and his band regularly featured top players and forward-thinking arrangers. 
: 

Herman disbanded the band after World War II, but in 1947 he reemerged with his 
so-called “Second Herd,” which had numerous players who were interested in bebop 
and brought this sound to the band. This band was also known as the Four Brothers 
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listening focus / viewing focus 

“Four Brothers” (1947) by Woody Herman’s <1) 
Second Herd and “Four Brothers” (1964) by Woody 
Herman's Swinging Herd; Jimmy Giuffre (arranger) b> 
INSTRUMENTATION (1947): Clarinet, leader: Woody Herman; Trumpets: Stan Fishelson, Bernie 

Glow, Marty Markowitz, Ernie Royal, Shorty Rogers; Trombones: Earl Swope, Ollie Wilson, Bob Swift; 

Saxophones: Sam Marowitz, Herbie Steward, Stan Getz, Zoot Sims, Serge Chaloff; Piano: Ralph 

Burns; Guitar: Gene Sargent; Bass: Walter Yoder; Drums: Don Lamond; Arranger: Jimmy Giuffre. 

VIDEO INSTRUMENTATION (1964): Clarinet, leader: Woody Herman; Trumpets: Paul Fontaine, 

Billy Hunt, Bill Chase, Danny Nolan, Gerald Lamy; Trombones: Phil Wilson, Henry Southall, Kenny 

Wenzel; Saxophones: Sal Nistico, Gary Klein, Joe Romano, Tom Anastas; Piano: Nat Pierce; Bass: 

Chuck Andrus; Drums: Jake Hanna; Arranger: Jimmy Giuffre. 

Giuffre’s “Four Brothers,” an AABA tune based ona popular song, displays its bebop influence 

through a relaxed and smooth melody harmonized for the four featured saxophonists 

punctuated by crisp brass hits. Though a big-band chart, it initially has the quality of small- 

band music. In the 1947 recording, after the melody, Sims, Chaloff, Herbie Stewart, and Getz 

solo (in that order}, displaying distinct styles that combine their swing expertise with their 

bebop influence. The band is then featured in a long ensemble section with a short spot for 

the bandleader, Woody Herman, on clarinet. A shout chorus [with terrific drum fills) featuring 

short solos by the “four brothers” ends this famous bebop big-band chart. The 1964 version 

follows the exact same format with solos by Klein, Anastas, Nistico, and Romano. 

Band, named after its four saxophone players and the Jimmy Giuffre composition 

“Four Brothers” (see “Listening Focus”). Saxophonist-clarinetist-composer-arranger 

Giuffre (1921-2008) worked in diverse styles, from free improvisation to carefully 

crafted compositions that contained classical influences. 

In the Second Herd, Herman employed an unusual combination for a big-band 

saxophone section. As opposed to the normal two altos, two tenors, and one bari- 

tone, he at times used one alto, three tenor saxes, and one baritone sax. And while 

many bands featured an aggressive saxophone soloist, Herman's players—Zoot 

Sims (tenor sax), Herbie Steward (alto and tenor sax), Stan Getz (tenor sax), and 

Serge Chaloff (baritone sax)—used softer, more lyrical styles. Chaloff became a 

leading baritone player, and Sims and Getz both became major soloists and small- 

group bandleaders. Sims and Getz made their careers based on this lyrical style that 

featured a full but soft-edged sound and an extremely smooth and linear approach. 

Herman’s persistence and the high quality of his band and arrangements 

helped him to keep his band regularly touring through the 1980s. Along with the 

other big bands that managed to stay on the road, it became one of the most im- 

portant jazz “conservatories,” turning out important young players for several gen- 

erations by giving them the invaluable experience of touring with a top big band. 

Tadd Dameron 
Pianist-composer-arranger Tadd Dameron (1917-1965) is the arranger who is 

most closely identified with bebop. He was particularly known for his effective 

writing for “small” big bands, which combined the power of a big band and the 

intimacy of a small combo while giving soloists more room to stretch out. His 

compositions, such as “If You Could See Me Now” (composed for vocalist Sarah 
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=D») “Sid’s Delight” (1949) by Tadd Dameron 
and His Orchestra/Big Ten 

INSTRUMENTATION: Piano, arranger, leader: Tadd Dameron; Trumpet: Fats Navarro; Trombone: 

Kai Winding; Saxophones: Dexter Gordon, Sahib Shibab, Cecil Payne; Bass: Curley Russell; Drums: 

Kenny “Klook” Clarke; Bongo: Diego Iborra; Conga: Vidal Bolado. 

“Sid's Delight” is an excellent example of arranging for a “small” big band, which was 

one of Dameron’s strengths. The arrangement incorporates the concepts of big-band 

arranging with an introduction and fully harmonized melody (0:00-0:45}, an ensemble 

for the full band (1:59), a fun shout chorus (2:21), and room for three soloists. Navarro 

solos (0:46), giving a clinic in bebop trumpet style, followed by solos from Kai Winding on 

trombone (1:13) and tenor saxophonist Dexter Gordon (1:36). The percussion section of 

conga and bongo (they enter for the solos) is quite prominent on this recording, adding a 

Latin influence to this determinedly swinging tune. 

Vaughan), “Good Bait,” “Hot House,” and “Lady Bird,” are all jazz standards. 

Dameron’s arrangements melded his experiences in swing and bop as he created 

both lovely melodies and more bebop-oriented lines. His harmonic approach was 

full and rich, articulating the chordal expansion so central to bebop. 

Tadd Dameron’s “Sid’s Delight” (see Listening Focus) features many play- 

ers who made their name as bebop innovators. Drummer Kenny “Klook” Clarke 

helped to free the bass drum from keeping a regular beat. Instead, he would 
“drop bombs,” accenting ensemble figures or soloists’ lines. Dexter Gordon was 

an important tenor sax soloist throughout his long and productive career. He 

set an example for how to bridge the gap between swing and bebop, while also 

being a standard-bearer for keeping the original melody, as well as its lyrics, 
in mind during a solo. Trombonist Kai Winding, along with the bebop pioneer, 
trombonist-composer J. J. Johnson, showed the way for all trombonists during 
the bebop era by helping to transform the trombone from a tailgating, riffing in- 
strument into a technically adept horn that could successfully navigate and excel 
at playing the swift and tricky bebop style. Particularly featured in “Sid’s Delight,” 
however, is the tremendous trumpet player Theodore “Fats” Navarro (1923-1950). 
While Dizzy Gillespie was the leader of the bebop movement on trumpet, it was 
Fats’s playing that actually influenced more trumpet players, including Clifford 
Brown (see Chapter 11, 2nd Chorus). Navarro’s career was unfortunately cut short 
by a lifestyle of drugs and alcohol, reminiscent of the life of Charlie Parker. 

CODA ChapterSummary = 
STREETERS 

What is bebop? 
© Bebop is a form of small-group jazz that developed in the early to mid-1940s. 
© Although often based on the harmonic progressions of popular songs, bebop 

melodies are quirky and technically demanding, : with tempos that were some- 
times taken at breakneck speed. 



© ‘The bebop rhythm section featured a more open and loose rhythmic feel. The 
individual instruments’ roles—for piano, guitar, bass, and drums—became 
more delineated and separated. 

Why are Charlie Parker and Dizzy Gillespie considered 
the prime movers behind the bebop movement? 
© Alto saxophonist Charlie Parker had an incredible melodic gift and regularly 

created solos that consisted of long-lined melodies, each of which was an ele- 
gant improvised composition unto itself. 

© Dizzy Gillespie’s style is marked by an astonishing fleetness and a tremendous 
range, while always remaining musically interesting. Gillespie, in contrast to 

Parker, was also an outgoing performer who created a wonderful, witty, and 

sharp-tongued rapport with his audience. 

© Gillespie was also important in his early interest in Latin rhythms, resulting 

in a new musical style called “cubop.” 

How did Thelonious Monk and Bud Powell create 
a new role for pianists in bebop music? 
© Monk’s playing and composing were angular and dense. His use of dissonant 

clusters of notes as he plays melodies and solos, stabbing left-hand comping 

rhythms, and quick upward and downward fills between phrases instantly 

identify his playing. He also composed several tunes that became bebop stan- 

dards, including “Round Midnight” and “Blue Monk.” 

© Bud Powell was a very different sort of pianist from Monk. His playing was 

swift and assured. His solos incorporated the same sort of melodic and har- 

monic ideas as Parker and Gillespie as they were quick and long-lined and em- 

phasized the right hand, essentially treating it like a horn. 

What role did big bands play in the bebop era? 
© Bebop was primarily a small-group music, but the innovators were generally 

players from the big-band tradition, and the compositional opportunities, 

along with the power of the big band, still spoke to them. 
© Woody Herman's Second Herd had numerous players who were interested 

in bebop. The band had an unusual saxophone lineup, known as the “Four 

Brothers.” 
© Tadd Dameron was particularly known for his effective writing for “small” big 

bands, which combined the power of a big band and the intimacy of a small 

combo while giving soloists more room to stretch out. 

REORDER ILE NEIL ION IGE LESTE LEE LINE ELS SOLE LEE CEI OILED 

cubop dropping bombs jam session 

Rey Feop ROBT LLEISGS SES REE EGE REESE BEDE DEES SB EGE ODS EIST TELESIS OIE SDE MOISE 

Charlie Parker Thelonious Monk Woody Herman 

Dizzy Gillespie Bud Powell Tadd Dameron 
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P 
Self-Study Quizzes 

Think About This (For Further Discussion and Study) 

1. What are the characteristics of bebop? 

2. Discuss any similarities and differences that you hear between swing music 

and bebop. 

3. Can you hear why bebop was controversial in its early days? Can you think of mu- 

sical styles that have been thought of as controversial during your lifetime? What 

are your attitudes toward new styles or developments in styles that you enjoy? 

4., What is your experience as you listen to Bird and Dizzy during their solos on 

“Bloomdido”? Do you hear a difference between their styles and the swing 

players we've been listening to? 

5. What do you hear as the characteristics of Bird’s and Dizzy's styles? 

6. What are the characteristics of Thelonious Monk’s and Bud Powell’s piano 

playing? Discuss the similarities and differences that you hear between them. 

7. Do you think the big band is an effective ensemble for bebop? 
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ERVIEW 

TIMELINE: 1951-1970 _ 
MUSICIANS/MUSICAL WORKS Ge MAJOR SOCIAL DEVELOPMENTS 

e Korean War 

e Senator Joseph McCarthy rises to power; beginning of 

anticommunist witch-hunt 

¢ Duke Ellington and His Orchestra, “A Tone Parallel to 

Harlem (The Harlem Suite)” 

e Bud Powell, ‘Un Poco Loco” 

e Bill Frisell, guitarist-composer-bandleader, born 

e John Scofield, guitarist-composer-bandleader, born 

e Gerry Mulligan Quartet with Chet Baker, ‘Line for Lyons” aes 

e Joe Lovano, tenor and soprano saxophonist, born 

e Julius and Ethel Rosenberg executed as communist 

spies 
e John Zorn, composer-bandleader-alto saxophonist, 

born 

e Pat Metheny, guitarist-composer, born e Supreme Court decision on Brown v. Board of 

Education ends segregated schools 

e First transistor radio made, making It possible to 

“carry” music with you 

e Clifford Brown-Max Roach Quintet, Joy Spring” 
e Tito Puente Orchestra, “Mambo Inn” 
e Charlie Parker dies 

e Cassandra Wilson, vocalist-pianist-bandleader, born 

e Rosa Parks refuses to move to the back of the bus, 

sparking the Montgomery, Alabama, bus boycott 

e Disneyland opens in California 

e Clifford Brown dies in an automobile accident 

e Steve Coleman, bandleader, alto saxophonist- 

composer, born 

e Thelonious Monk Quartet with John Coltrane, “Monk's 

Mood” 
e Geri Allen, pianist-composer-bandleader, born 

e Congress passes Civil Rights Act, first bill since 

Reconstruction addressing equal rights in voting 
* Little Rock, Arkansas, schools desegregated despite 

opposition of Arkansas governor Orval Faubus 

e Art Blakey and the Jazz Messengers, Moanin’” 

e Don Byron, clarinetist-composer-bandleader, born 

e Frank Sinatra with Billy May and His Orchestra, ‘Come e Cuban Revolution brings Fidel Castro to power 
Dance With Me” e Alaska and Hawaii admitted into the union 

e Dave Brubeck Quartet, “Blue Rondo a la Turk” 

e Miles Davis Sextet with Bill Evans, “So What” 

e Charles Mingus, Fables of Faubus” 

e Billie Holiday dies 

e Lester Young dies 



Maria Schneider, composer-arranger-bandleader, 
born 

Bill Evans Trio, “Waltz for Debby” 

Wynton Marsalis, trumpeter-bandleader-educator, 

born 

Charlie Byrd and Stan Getz, “Desifinado” 

Renee Rosnes, pianist-composer-bandleader, born 

Terence Blanchard, trumpeter-composer-bandleader, 
born 

Shirley Scott, “Soul Shoutin’” 

Cal Tjader, “Soul Sauce (Guachi Guaro)” 

Diana Krall, vocalist-pianist-bandleader, born 

Miles Davis Quintet, “E.S.P.” 

John Coltrane Quartet, “Resolution” 

Terri Lyne Carrington, drummer-bandleader, born 

Bud Powell dies 

Les McCann and Eddie Harris, ‘Compared to What?” 
Art Ensemble of Chicago formed 

Joshua Redman, tenor and soprano saxophonist, born 

Brad Mehldau, pianist-composer-bandleader, born 

Kurt Rosenwinkel, guitarist-composer-bandleader, 

born 

Louis Armstrong dies 

Vijay lyer, pianist-composer-bandleader, born 

Christian McBride, bassist-composer-bandleader, 

born 

Art Ensemble of Chicago, “Barnyard Scuffel Shuffel” 

Mahavishnu Orchestra, ‘Birds of Fire” 
Nicholas Payton, trumpeter-composer-bandleader, born 

Sit-in ata Greensboro, North Carolina, lunch counter 

inspires similar acts as part of the growing movement 

for civil rights 

Inauguration of John F. Kennedy as youngest president 

Vietnam War begins with arrival of first U.S. military 

“advisors” 
Berlin Wall erected separating East and West Berlin 

Cuban missile crisis nearly leads 

to World War III 

John Glenn first American to 

orbit the earth 

March on Washington during which Martin Luther 

King, Jr., gives his famous “| Have a Dream” speech 

Civil Rights Act passes, ending racial discrimination 

Black Muslim leader Malcolm X assassinated 

Major escalation of Vietnam War begun under 

President Johnson 

First Moog synthesizer demonstrated 

Detroit riots lead to “long, hot summer” of racial 

unrest in major U.S. cities 

Martin Luther King, Jr., and Robert F. Kennedy 

assassinated 

Woodstock music festival held 

Mounting protests to Vietnam XS 

War, including one at Kent State 

University where several 

protesters are killed by National 

Guardsmen 

18-year-olds gain the right to vote 

Abortion legalized in landmark Roe v. Wade decision 

Paris Peace Accords lead to end of Vietnam War 

Duke Ellington dies 

Jason Moran, pianist-composer-bandleader, born 

Anat Cohen, clarinetist-saxophonist-bandleader, born 

President Richard Nixon resigns following the 

Watergate hearings 





JAZZ IN THE 1960s 
HOW DID AMERICAN CULTURE CHANGE 
AFTER WORLD WAR II? 

After World War II, America reached the height of its international power and 
prestige. At home, the economy was booming and many city dwellers were 

moving to the newly created suburbs. The building of the interstate high- 

way system—beginning in the 1950s—made long distance travel faster and 

safer. The G.I. Bill offered returning soldiers a chance to attend college, which 

led to a higher standard of living for the most educated workers. Scientific 

miracles—from the introduction of the polio vaccine to the splitting of the 

atom—held the promise of a new, more prosperous, and better world. 

The 1950s was a time of contradictions. On the one hand, America had 

reached new heights of power and prosperity. On the other hand, the fear 

of the rise of communism gripped the country, as exploited by leaders like 

Senator Joseph McCarthy. “Radical” causes such as a push for racial equal- 

ity, unionization of workers for better working conditions, and even criticism 

of the government itself all came under increased scrutiny. The execution of 

alleged spies Julius and Ethel Rosenberg sent a chill through the liberal com- 

munity. While jazz music was not in and of itself considered subversive, many 

musicians were investigated for their involvement in performing at concerts 

to raise money for “left-leaning” organizations like the NAACP (National 

Association for the Advancement of Colored People), including older per- 

formers like Duke Ellington. Paradoxically, toward the end of the 1950s the 

State Department began sponsoring tours of jazz musicians to Europe and 

Africa as a means of spreading American culture and building “good will.” 

At the same time, college attendance boomed in the 1950s, offer- 

ing a new audience and performing opportunities for jazz musicians. New 

technologies—including the introduction of the long-playing record which 

could hold up to 20 minutes per side (as opposed to earlier 78 rpm discs, which 

were limited to 3-5 minutes) as well as magnetic recording tape—made it 

possible to record extended jazz performances. Live concert recording— 

previously difficult, if not impossible, to undertake—allowed jazz to be repre- 

sented on record in a more natural, exciting way. New performers like pianist 

Dave Brubeck took advantage of both of these developments, performing on 

college campuses and then issuing live albums to capture the moment. This in 

Photo by John Duprey/NY Daily News Archive via Getty Images 

In this chapter, we'll 
answer these questions: 

© How did American culture 
change after World War Il? 

© How did the jazz world change 
in the 1950s? 

© What is cool jazz? 

© How did cool jazz develop on 
the West Coast? 

© What is progressive jazz? 

© What is hard bop? 

© How did the mambo craze 

continue the Latin influence 

on jazz? 

MAJOR MUSICAL STYLES 

1949-1955 ° Cool jazz 

1950-1960 e Mambo 

1955-1960 e Hard bop 

1959-today e Avant-garde 

1960-1965 * Soul jazz 

1960-1975 e Mainstream jazz 

1962-1967 e Jazz samba 

1967-1975 e Fusion, or jazz—rock 
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Julius and Ethel Rosenberg, 

separated by a heavy wire screen as 

they leave a U.S. court house after 

being found guilty of treason. 

World Telegram photo by Roger Higgins. 
Library of Congress. 

turn helped build audiences throughout the country, 

giving jazz a new acceptance among the educated and 

elite. In 1954, the first jazz festival was held in New- 

port, Rhode Island, a wealthy summer community 

not known for being particularly supportive of jazz. 

Nonetheless, the annual event became a milestone 

for the music, launching new careers and revitalizing 

older ones, through both the live concerts and widely 

distributed recordings of the events. 

The civil rights movement was given a major 

boost in 1954 with the landmark Brown v. Board of 

Education decision by the Supreme Court, which 

found “separate-but-equal” segregated schools to be 

unconstitutional. One of the landmark moments in 

the fight to desegregate schools came in 1957 when 

Governor Orval Faubus of Arkansas defied the federal 

government in its efforts to integrate the high school 

in the state’s capital of Little Rock. The government 

ultimately sent in troops to accompany the first black 

X {\"% _— students to attend the school. Bandleader-composer 

mS NC “Charles Mingus was inspired by this event to com- 

pose “Fables of Faubus” (1959, see Chapter 13, 3rd 

Chorus), one of the first jazz compositions to directly 

address civil rights. While it would take several more 

years to finally pass civil rights legislation, these im- 

portant events helped lay the groundwork for this 

major change in American society that would have a 
profound impact on jazz as well. 

HOW DID THE JAZZ WORLD CHANGE 
IN THE 1950s? 

During the 1950s, the jazz world opened wide. No longer could jazz be put easily 
into categories such as “swing” or “bebop.” The music began to show multiple 
influences, and while labels were still applied, musicians began to feel freer to 
broaden their scope. Consequently, there were numerous styles in the 1950s that 
were representative of the era and this more open aesthetic. Plus, these styles 
did not develop in neat chronological order, each one replacing the one that came 
before. In fact, “cool jazz,” “hard bop,” and “progressive jazz” were all develop- 
ing through the 1940s, embracing both swing and bebop while also bringing new 
influences to the music. Related styles including “West Coast jazz” and “third 
stream” music also came to the fore. Composers and arrangers in these styles 
managed to smoothly integrate solos into the fabric of the compositions, creat- 
ing a balance between the two. As we will see, the lines between these styles are 
often unclear. 

Also in the 1950s, Latin dance music—in this case, mambo—continued to 
be an important part of the scene with the ongoing vibrant flow of influence back 
and forth between jazz and Latin styles. Finally, avant-garde jazz, an entirely new 
style that challenged many conventions, began in earnest, destined to be an im- 
portant part of jazz, where it still plays a prominent role in the music’s evolution 
(see Chapter 12, 3rd Chorus for the avant-garde). 
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Cool Jazz/West Coast Jazz, 
Progressive Jazz 

WHAT IS COOL JAZZ? 

Bebop accentuated fast-moving, intricate lines, often at very quick tempos, cre- 
ating a hard-driving, somewhat aggressive style. But the same principles of tech- 
nical and intricate lines could be played with a more cool, laid-back approach. 
Cool jazz arose perhaps partially as a reaction to the fleetness, and sometimes 
almost manic quality, of bebop. Of course, a “cool” sound was nothing new to 
jazz, as we have seen, for example, in the playing of Bix Beiderbecke and Frank 

Trumbauer (Chapter 4, 1st Chorus). A group of experienced musicians steeped 

both in swing and in bebop and with similar interests came together to experi- 
ment with this new style. 

Gil Evans and Miles Davis, Birth of the Cool 
One of the leaders in developing the cool style was arranger Gil Evans (1912-1988), 

who, along with Ellington, was one of jazz’s great colorists. Evans made a name 

for himself as a bandleader and then as chief arranger for the popular Claude 

Thornhill Orchestra. Evans brought to that commercially oriented orchestra a 

quiet yet harmonically dense sound, as well as a bebop sensibility and the use of 

classical music themes. Evans had also created arrangements of bebop tunes such 

as Parker’s “Anthropology” and Miles Davis’s “Donna Lee.” Evans’s small apart- 

ment in midtown Manhattan was the meeting place for other players, arrangers, 

and composers who were interested in this new sound as well as contemporary 

classical composition. From these meetings and shared thoughts and concepts 

came a new sound that contrasted with bebop. 

Miles Davis, who originally made his name as a young trumpeter with Charlie 

Parker (Davis will be discussed in detail in Chapter 13, 1st Chorus), was part of 

this informal group. He got a record deal for a nine-piece band to play composi- 

tions and arrangements by Evans, baritone saxophonist-composer-arranger Gerry 

Mulligan, pianist-composer John Lewis, trumpeter-arranger Johnny Carisi, and 

Davis himself, all of whom wrote melodic, delicate, harmonically rich composi- 

tions and arrangements that featured Davis's playing. 

A nonet is a cross between a small group and a big band (as we saw with Tadd 

Dameron’s ten-piece band and “Sid’s Delight,” Chapter 10, 3rd Chorus). They chose 

these particular instruments to give them the smallest possible group that would 

also still provide them with a full sound, multiple textural possibilities, and the 

dark, rich qualities of sound they were looking for. Consequently, we have the inti- 

macy of a small band blended with the harmonic and textural possibilities of a big 
band, with a variety of combinations to play ensembles and to accompany soloists. 

The band featured an interracial group of players, most of whom had big-band 

experience; and some were key members of the bebop scene. This band performed 

these compositions during a single 2-week engagement at the Royal Roost, a mid- 

town Manhattan nightclub. The resulting album, Birth of the Cool, is one of the 

important recordings in jazz, largely responsible for the establishment of the cool 

jazz style, and influential upon West Coast jazz as well as upon jazz arrangers and 

the jazz world in general. 

Cool jazz compositions had a darker sound as well, partially from the use 

of unusual instruments for jazz such as French horn and tuba, both mellow, 
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<)))) 
Percy Heath discusses 
how John Lewis and 
Milt Hinton worked 
together in the 
Modern Jazz Quartet. 

Miles Davis and Gil Evans rehearsing 
ca. 1958. Evans and Davis worked 
together through the 1950s, with 

Evans's arrangements wedding a 

bebop sensibility and classical music 
harmonies and themes. 

Photo by Don Hunstein. © D. Hunstein/ 
Lebrecht Music & Arts. 

deep-toned instruments. The soloing style of Davis, Mulligan, and alto saxophon- 

ist Lee Konitz also had a character that differed from bebop. The sound was dryer 

and lighter with less vibrato than used by the boppers. The long melodic lines they 

played tended to be extremely smooth in comparison to the more jagged style of 

some beboppers, such as Dizzy Gillespie. 

“Boplicity” (see Listening Guide) is a Gil Evans arrangement; the musical 

partnership and friendship between Davis and Evans lasted throughout their lives 

and resulted in four collaborative albums. 

A number of the Birth of the Cool band musicians went on to take these con- 

cepts in new and varied directions; two of them were John Lewis's Modern Jazz 

Quartet and the Gerry Mulligan Quartet. 

The Modern Jazz Quartet 
Pianist-composer John Lewis (1920-2001) and the Modern Jazz Quartet had 

a unique sound and approach to performance that challenged many of jazz's 

established conventions. Under Lewis’s musical direction, the group had an un- 

derstated, calm, and stately style that drew on both jazz and classical music 

for its inspiration while emphasizing the role of composition in tandem with 

improvisation. Vibraphonist Milt Jackson (1923-1999), a leading performer 

on his instrument, provided a bluesy and hot foil to Lewis’s more restrained 

piano style. Along with the use of classical chamber music techniques in their 

music, such as carefully composed counterpoint, they treated each perfor- 

mance as if they were playing in a concert hall. The quartet followed established 

performance conventions more associated with classical music, such as wear- 

ing tuxedos and entering and leaving the stage in a formal fashion. The group 

was rounded out by bassist Percy Heath (1923-2005) and drummer Connie 

Kay (1927-1994), and was one of the most successful and longest-lasting small 
groups in the history of jazz. 
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listening guide 

“Boplicity” (1949) by the Miles Davis Nonet <b) 
INSTRUMENTATION: Trumpet, leader: Miles Davis; Trombone: J. J. Johnson; French horn: Sandy 

Siegelstein; Tuba: Bill Barber; Alto sax: Lee Konitz; Baritone sax: Gerry Mulligan; Piano: John 

Lewis; Bass: Nelson Boyd; Drums: Kenny Clarke; Arranger: Gil Evans. 

This tune follows a typical AABA form but does so in a free manner. After the initial 

melody, the composition moves on to solos, ensembles, and combinations of the two, 

loosely based upon the harmonic structure of the AABA tune, while also not being bound 

by its strictures. A great deal happens within its 3-minute length, and it almost feels as if 

the ending comes too soon. 

Davis plays with a round, dark sound and a light, gentle, thoughtful, almost hesitant style, 

as is also true for the rest of the band. The music flows freely and has an emotional 

quality, but it is reserved and almost restrained. There are no loud passages that raise 

the roof. Instead, it is a brass-heavy ensemble that manages to be both dark in its timbre 

and light in its feeling. While brass instruments tend to be heavy and bold, there is an 

airiness in the sound of this band that results from both the arrangements and the playing 

styles of these instrumentalists. This is in contrast to the often more aggressive nature of 

both bebop and big-band swing. The horns have a floating quality, and Davis in turn floats 

over the texture. 

Gil Evans cleverly and smoothly blends the melody, solos, and ensembles such that there 

is little separation between the various sections. Miles also moves smoothly through the 

various transitions, and while the music might sound simple, playing the lead melodic 

line while also being the featured soloist in these ensembles is a challenging task. As is 

true in big bands, the soloists play short solos interspersed with ensembles. The horns 

are generally harmonized in a lush and full manner and move together in parallel fashion. 

In this medium-tempo tune, the rhythm section also hasa light feel. The bass is prominent 

throughout as it walks in 4. The composed ensembles are so rich and full that piano 

comping is unnecessary and could clash harmonically with the horns. Consequently, the 

piano’s role is primarily to accompany soloists during passages where the horns are 

not as full. However, John Lewis gets a short solo as a brief but refreshing break from 

the sound of the horns. The drums play an unassuming role as the bass propels the 

rhythm section. 

~ I 

Interactive 
Listening Guide 

TIME FORM 

Miles Davis and the harmonizing horns play gently and quietly ina “cool” style. The bass 

playing in 4 propels this tune. 

The bridge begins with the saxophones playing the melody for variety, but Davis quickly 

re-enters on the lead line. 

The Asection repeats 

eee 
iets ot 

continuec 
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“Boplicity” listening guide continued 

TIME FORM 

om B [loosely] 

ae A (loosely) 

Mulligan plays a solo on the A section. Mulligan’s sound has a lightness and airiness about it, 

which is unusual for the baritone saxophone, normally a big and heavy-sounding instrument. 

He is also playing in a melodic style that matches the “cool” aesthetic established by the 

arrangement. We hear pianist John Lewis for the first time as he comps behind Mulligan. 

The horns play a 6-measure ensemble loosely based on the key of the bridge (B-flat), and 

Davis finishes the phrase soloing over the final chord progression of the B section (1:36). As 

Davis solos at the end of the phrase, the horns comp simply for him instead of the piano The 

style of this ensemble slightly changes initially with more polyphony as opposed to the parallel 

harmonization of most of the tune. 

The horns play a harmonized melody that creates a high point of the arrangement so far. The 

first few bars of the melody turn the meter around a bit. 

Davis solos over the ensemble on the first A section after a short send-off from the others. 

They accompany him at times as well. Notice how Lewis generally chooses not to play when 

the horns are playing an ensemble or accompanying a soloist and comps for soloists when the 

horns are not present. 

nes | Davis solos alone. His tone is pretty and rich, and his melodic choices are tasteful and simple. 

Pianist Lewis solos on the bridge. The piano solo creates a needed timbre change before 

the ending. 

The horns take the arrangement out on the last A. The bass continues to be the dominant 

member of the rhythm section. 

Compare 

“Will O’ the Wisp” is a Gil Evans arrangement from the album Sketches of Spain (1960), 

which is the third of four full-length classic album collaborations between Davis and 

Evans. It is based upon an excerpt from the Spanish classical composer Manuel de Falla’s 

ballet El Amor Brujo. It features Davis playing in a Harmon mute—a metal mute that 

constricts the sound of the trumpet and gives it an intense, buzzy quality—a sound he 

was well known for. Along with Davis's sensitive and gentle playing, it features Evans’s 
colorful and evocative use of the orchestra. Evans employs an expanded version of the 
big band to create a signature sound and style that is instantly recognizable and that 
builds upon his work on Birth of the Cool. Soprano saxophonist Steve Lacy describes the 
experience of playing Evans's colorful arrangements in a fascinating and enlightening 
manner: “Gil painted with his players. I felt like a color—a ribbon in the great spectrum. 

I’d never felt that before, and not much since then. It was a unique experience, to bea 

strand of color—there’s no more you, there is just it” (Crease 2002, p. 206). 

Lennie Tristano’s Influence on Cool Jazz 
Lennie Tristano (1919-1978) was an influential pianist, composer, and teacher in 
the cool jazz vein. He combined his diverse musical interests in Art Tatum, Lester 
Young, bebop, and Johann Sebastian Bach. Among those he influenced were cool 
jazz soloists such as saxophonists Lee Konitz (who played on Birth of the Cool) 



Ist Chorus: Cool Jazz/West Coast Jazz, Progressive Ja ; 

and Warne Marsh. An important part of Tristano’s teaching 
technique—which was carried on by Marsh and Konitz— 
was for students to both play and sing the melodic lines and 
solos they were creating. Tristano also experimented with 
techniques that presaged the avant-garde through freely 
improvising without basing his solos on a tune or melody as 

well as by experimenting with atonality. 

HOW DID COOL JAZZ DEVELOP 
ON THE WEST COAST? 
West Coast jazz musicians represented a wide variety of 

styles. Vibrant jazz scenes developed in San Francisco's 

Fillmore District and on Central Avenue in Los Angeles that 

produced many important jazz artists, including saxophon- 

ists Dexter Gordon and Art Pepper, trumpeter Clora Bryant 

(see Chapter 7, 3rd Chorus), trombonist-arranger Melba 

Liston, bassist-composer Charles Mingus (see Chapter 13, 

3rd Chorus), and arranger Gerald Wilson. 

A number of jazz musicians on the West Coast had an 

affinity for the cool jazz style and developed what became 

known as “West Coast jazz.” What distinguishes the two 
styles is not clear, but certainly a number of “West Coast 

jazz” players have a relaxed, “cool,” style. A compositional 

style also developed around writers such as Jimmy Giuffre (see Chapter 10, 

3rd Chorus), trumpeter-composer-arranger Shorty Rogers, and Gerry Mulligan, 

as well as some progressive jazz composers and bandleaders. This style often in- 

cluded a great deal of contrapuntal writing, which previously was not a sig- 
nificant element in jazz composition. Small-group composing tended to be more 

delicate and transparent, while continuing to swing but in a relaxed fashion. Con- 

versely, large-group writing in this style, often associated with progressive jazz, 

could be quite dense. 

Gerry Mulligan and Chet Baker 
Gerry Mulligan (1927-1996) was a leading baritone sax player and displayed an 

unusually light and airy sound on what is normally a much heavier-sounding in- 

strument. An early and influential job for him was playing in Claude Thornhill’s 

Orchestra, where he met Gil Evans. Mulligan eventually became part of the circle 

of friends and colleagues who converged at Evans's apartment and was the primary 

arranger for the Birth of the Cool material. While initially associated with New 

York City, Mulligan moved to the West Coast, where he wrote for Stan Kenton. He 

founded a quartet while living in Los Angeles, eventually becoming linked with 

West Coast jazz. 

The Gerry Mulligan Quartet had an interesting twist: it was “piano-less,” 

which created a very different and more open sound. Mulligan initially led this 

group with the trumpeter Chet Baker, and the group was a hit and made both 

Mulligan and Baker into jazz stars. Later iterations of the quartet included valve 

trombonist-composer Bob Brookmeyer, who went on to become one of the most 

renowned contemporary jazz composer-arrangers, and Art Farmer, one of the top 

jazz trumpet and flugelhorn soloists for many years. 

Lennie Tristano performing in New 

York, ca. 1947. Tristano was an 

important composer and performer 

in the cool jazz style as well as the 

early avant-garde. 

William P. Gottlieb Collection/Library of 
Congress. 
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Gerry Mulligan playing at the Daily 

News Jazz Festival at Madison 

Square Garden. 

Photo by John Duprey/NY Daily News 
Archive via Getty Images. 

<1) 
Dave Brubeck 
discusses his 
inspiration for “Blue 
Rondo ala Turk.” 

The music of the Mulligan Quartet had a quality similar to clas- 

sical chamber music both in the quietness and gentleness of the 

playing—along with Chico Hamilton’s tasteful drumming (discussed 

in Chapter 14, 2nd Chorus)—and in the extensive use of polyphony 

(multiple contrapuntal melodic lines that are equal in importance and 

that generally interweave with each other). The group incorporated 

these elements into its composed melodic presentations as well as its 

improvisations. Along with this, without a piano, the two horn players 

were required to outline, or “spell,” the chord changes, meaning that 

in their melodic lines they play important notes that clearly indicate 

the chord progression. Mulligan and Baker, as well as Mulligan’s later 

band mates Brookmeyer and Farmer, all excelled at this fine art. 

After his years with the quartet, Mulligan went on to have a long and 

productive career as a bandleader, instrumentalist, and composer- 

arranger that included small groups as well as his own big band. 

Chet Baker (1929-1988) was born in Yale, Oklahoma. His father was a pro- 

fessional guitarist, and his mother played piano; both encouraged him to make 

music from a young age. He studied music in high school and then served two ~ 
stints in the army; in his second enlistment, he was stationed in San Francisco 

and played with the army band. He began working jazz clubs in the area and in 

1951 made a tour with saxophonist Charlie Parker, who was then working on 

the West Coast. 

Baker joined the Gerry Mulligan Quartet in 1951, performing with him 

for a year. This established him as a major jazz star. However, his addiction to 

heroin took a toll on his life and career beginning in the later 1950s. In his later 

years, his career was an up-and-down affair, including jail time and a violent 

beating that left him without teeth. He died a mysterious death after appar- 

ently falling out of his Amsterdam hotel window. The 1988 documentary film 

Let’s Get Lost did much to spread the romantic image of Baker as an individual 

who was too free-spirited and creative to survive in the more mundane every- 
day world. 

Baker had a lyrical, gentle, and understated style. He had a limited range but 

played the horn well with a pretty bell-like tone, which suited his melodically 
oriented soloing; and he had a whisper-like vocal style to match. He was also a 
compelling figure with his boyish good looks and wild, drug- and alcohol-fueled 
lifestyle, causing some to feel that his place in jazz is consequently overstated. 
This, however, does not do justice to his melodic gifts, which allowed him to fit so 
well with Mulligan, an equally gifted lyrical player. 

Dave Brubeck 
As with most of the musicians in this chapter, pianist-composer Dave Brubeck 
(1920-2012) is difficult to categorize, but his music is often referred to as West 
Coast jazz. He is also known for a “cool” approach as well as the use of classical 
compositional resources in his pieces, but his approach and style differ from those 
of Mulligan. Brubeck studied classical composition with Darius Milhaud and 
brought that training to his jazz writing. While he had an extremely varied and 
productive career, it is the work with his quartet beginning in the 1950s which 
featured the cool, sweet-sounding alto saxophonist Paul Desmond that he is best 
known for. Their 1959 album Time Out was a huge success and the first jazz album 
to go “platinum” while also reaching number 2 on the Billboard pop albums chart 
Selections from that album, “Blue Rondo a La Turk” and “Take 5,” were two of 



listening focus 

“Line for Lyons” (1952) by Gerry Mulligan Quartet | <1) 
with Chet Baker 

INSTRUMENTATION: Baritone saxophone, leader: Gerry Mulligan; Trumpet: Chet Baker; Bass: 

Carson Smith; Drums: Chico Hamilton. 

This Mulligan AABA composition quickly and smoothly shows the various ways that 

Mulligan and Baker interacted in this piano-less quartet. We first hear Baker playing the 

pretty melody, with Mulligan playing a carefully composed counter-line. Next, Mulligan 

solos with the bass and drums on the first two A sections (0:46), then Baker solos over the 

bridge as Mulligan accompanies him with a counter-line (1:11). For the 2nd chorus, the two 

improvise interweaving lines [contrapuntal polyphony) on the first two A sections (1:35), 

before closing out the tune with the melody at the bridge and last A (1:59). 

Brubeck’s biggest hits, becoming nationally popular. This is particularly surpris- read all about it 

ing as both of these songs use unusual meters, ° and °, respectively, both referred a : eee 
oe. 2 ertare dance esi e A Jazz Summit Meeting 

to as “odd” or “irregular” meters. ne Si ma OS SRA 

The Dave Brubeck Quartet remained together through the late 1960s, and _ Walser, Keeping Time, Chapter 46 

then Brubeck formed a group with his sons to play in a more jazz-rock style. That This roundtable discussion brings 
: ; together several key performers : n compose group remained together through the early 1980s. Brubeck continued to comp ohtnelagsasandiigebe insuding 

and perform almost until his death. Dave Brubeck, Gerry Mulligan, Stan 

Kenton, Dizzy Gillespie, Charles 

Mingus, Cannonball Adderley, and 

George Russell—along with several 

critics—to discuss issues in jazz. 

BREEN DICT HIE I ENE Serene, 

The Dave Brubeck Quartet, ca. 1960. 

(Left to right) Paul Desmond 
{saxophone}, Joe Morello [drums], 
Gene Wright (bass}, Brubeck (piano). 
Brubeck’s classic quartet did much 

to popularize jazz in the 1950s 

and 1960s. 

© Pictorial Press Ltd./Alamy. 
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listening focus / viewing focus 

4) “Blue Rondo a la Turk” (1959) and “Take Five” (1966) 
by the Dave Brubeck Quartet 

INSTRUMENTATION: Piano, leader: Dave Brubeck; Alto saxophone: Paul Desmond; Bass: Eugene 

Wright; Drums: Joe Morello. 

“Blue Rondo a La Turk” nicely contrasts Brubeck’s heavier, more rhythmic style with 

Desmond's light, pretty, and airy sound. This sectional composition begins by gradually 

adding each instrument of the quartet on a repetitive, yet long-lined melody consisting of 

a series of rhythmic groupings (1-2, 1-2, 1-2, 1-2-3 followed by 1-2-3, 1-2-3, 1-2-3, two 

different groupings of ’) that are put through various melodic and harmonic permutations. 

Two short contrasting sections follow (1:18 and 1:38), and the piece eventually begins to 

transition to a blues in a more standard meter, ‘ (1:51). Desmond plays a typically relaxed 

solo that combines lovely melodic playing with bluesy lines (2:12). Brubeck’s solo follows 

(3:52) and alternates simple melody with a block-chord style (4:25-5:07), a hallmark of 

his as well as a typical piano technique. They take the tune out (5:33) by quickly alternating 

the original melody and a blues followed by the two contrasting sections heard earlier in 

the composition. 

This clip of a live performance of Paul Desmond's composition “Take Five,” another of 

this group's hits, begins with drummer Joe Morello laying down the ? rhythm, dividing 

the measures into two parts, one with three beats and one with two beats: 1-2-3, 4-5 

(0:00). Piano and bass join in quickly and establish the “vamp” that is the basis of the 

composition. Paul Desmond, known for his sweet tone and smooth playing style, plays the 

melody of this ABA tune [A: 0:12, B: 0:25, A: 0:36) and follows with a solo over the A section 

vamp figure (0:48). Brubeck largely “lays out,” allowing Desmond to “stroll” with just bass 

and drums. Brubeck then plays a spikier and more percussive solo, also over the vamp 

(3:12). After Brubeck reestablishes the piano vamp Desmond plays the melody out (4:25). 

WHAT IS PROGRESSIVE JAZZ? 
Another style from the 1950s is progressive jazz. Many of the progressive jazz 
composers had an interest in classical music, and a number studied at classical 
conservatories. Few wrote with the actual intent of fusing the two styles; how- 
ever, their compositional palettes were expanded through their absorption and 
study of classical composition. This movement is often associated with bands 
led by Red Norvo, Artie Shaw, and Benny Goodman as early as the 1930s, and 
arrangers such as Eddie Sauter. It is primarily thought of, however, as flourish- 
ing during the period from the mid-1940s through the late 1950s in the work of 
composer-arrangers such as Sauter, Ralph Burns, George Handy, Bill Holman, and 
Bob Graettinger. 

Progressive jazz bands and composers were primarily white. Yet music that 
was spoken of as third stream—a term created by composer-conductor-scholar 
Gunther Schuller to describe works that deliberately fused classical and jazz 
composition—included works by African American composers Charles Mingus 
(Revelations; see Chapter 13, 3rd Chorus) and trombonist-composer J. J. Johnson 
(Poem for Brass). These works could easily be labeled as progressive jazz, as could 
extended works by Duke Ellington, such as A Tone Parallel to Harlem (discussed in 



Chapter 8, 2nd Chorus). Billy Strayhorn (also discussed in Chapter 8, 2nd Chorus) 
also had much in his writing that could be included in this category; Jimmy Mun- 
dy’s “Futile Frustration,” written for Count Basie, is another example of a compo- 
sition that could easily be called progressive jazz. 

While the music of these African American bands and composers was every 
bit as progressive, the progressive jazz bands and composers have traditionally 

been given their own sub-genre. While it’s impossible to say for sure why this has 

occurred, perhaps it comes from long-standing and unfortunate stereotypes re- 

garding “trained” (white musicians) and “natural” (black musicians), along with 

the fact mentioned above that most of the white progressive jazz composers at- 

tended traditional music conservatories at some point. That the category is drawn 

along racial lines is unfortunate, however, and doesn't do justice to any of the com- 

posers or bands, as many of these writers and organizations were, in their own 

way, striving to break down racial barriers, though perhaps with limited success. 

That being said, the term has survived, and does have a generally accepted con- 

notation, as well as associated bands, writers, and repertoire, as suggested above. 

Stan Kenton 
The big-band leader most commonly associated with progressive jazz is the ex- 

tremely successful Stan Kenton, who actually coined the term to describe his 

band’s music. He hired forward-thinking composer-arrangers such as Pete Rugolo 

(“Conflict” and “Mirage”), Bob Graettinger (“Thermopylae” and City of Glass), Bill 

Holman (“Invention for Guitar and Trumpet”), Bill Russo (“Improvisation”), and 

Johnny Richards. The less commercially successful Boyd Raeburn Orchestra was 

important in this genre as well in the mid-1940s, particularly through the writing 

of George Handy. His compositions for the band include “Dalvatore Sally,” and his 

piece “The Bloos,” composed for the multidisc collection The Jazz Scene, very effec- 

tively combined a big band with a small chamber orchestra. 

ANH ESY Hard Bop 

WHAT IS HARD BOP? 

While cool jazz took a more relaxed approach to the bebop aesthetic, many musi- 

cians in the 1950s went in another direction. Instead of becoming more laid-back, 

they actually increased the intensity of the music through the use of a heavier 

blues and R&B influence, creating hard bop. This style has more of a hard edge 

and is generally associated with East Coast musicians, setting up an interesting 

contrast with the West Coast style. Many of today’s jazz standards come from the 

repertoire of three quintessential hard bop groups: Art Blakey's Jazz Messengers, 

the Horace Silver Quintet, and the Clifford Brown—Max Roach Quintet. 

Each of these bands has its own approach, of course, but they do have much 

in common. All three groups were dissatisfied with the typical melody-solos- 

melody format in jazz and were interested in going beyond standard AABA and 

blues forms. Their compositions often were a bit more formally complicated, with 

sophisticated small-group arrangements that included interesting introductions, 

ensembles, and endings. Original material was integral to these bands’ styles and 

identities. In addition, Blakey and Silver's long-lasting groups, as was true for big 

bands, served as “finishing schools” for young musicians before jazz was part of 

any educational curriculum. 

ay Pe 
2nd Chorus: Hard Bop. i 
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Art Blakey and the Jazz Messengers 

As both a drummer and a bandleader, Art Blakey (1919-1990) helped to define 

and refine hard bop. His band, the Jazz Messengers, was one of jazz's most import- 

ant small groups from the 1950s until Blakey's death in 1990 as he continued to 

explore and expand the hard bop repertoire. As a drummer, Art Blakey was known 

for his unending energy and a powerful intensity that combined his roots in blues, 

swing, and bebop, as well as employing elements of African rhythms. 

Blakey expanded his group from the standard quintet to a sextet by adding a 

trombone to the trumpet and saxophone horn section, giving him what became 

his signature front line of three horns. Having three horns as opposed to two 

gave the composers and arrangers of the band an extra color as well as more op- 

portunity to flesh out harmonies in the horn section. Blakey also relied on his 

side musicians to create original repertoire, and many of the compositions written 

for the Jazz Messengers by Wayne Shorter (“El Toro,” “Ping Pong”), Benny Golson 

(‘Along Came Betty,” “Blues March”), and Bobby Timmons (“Moanin”) are now 

jazz standards. 

As a bandleader, Blakey had an unerring sense for choosing musicians and 

for helping them realize their potential. Early members of his band, trumpeter- — 

composer Clifford Brown and pianist-composer Horace Silver (originally a co- 

leader of the group), went on to create their own hard bop groups. The list of 

musicians who starred with Blakey and went on to stardom is impressively long. 

Among them were trumpeters Clifford Brown, Kenny Dorham, and Bill Hardman 

as well as three of the most important post-bop trumpeters, Lee Morgan, Freddie 

Hubbard, and Woody Shaw. Contemporary trumpet players such as Wynton 

Marsalis, Terence Blanchard, and Wallace Roney gained their first international 

exposure with the Jazz Messengers. The thoughtful and lyrical tenor saxophonists 

Hank Mobley, Benny Golson (also a leading composer-arranger), and saxophonist- 

composer Wayne Shorter (whom we will encounter in Chapter 13, 1st Chorus, 

with Miles Davis and in Chapter 14, 1st Chorus, with Weather Report), as well as 

players such as Kenny Garrett (Chapter 15, 2nd Chorus), Jackie McLean, and Gary 

Bartz, were all with the band. Blakey hired trombonists including Slide Hampton 

(another important composer-arranger), Julian Priester, and Steve Turre. Pianists 
Bobby Timmons, Cedar Walton, Joanne Brackeen, Wynton Kelly, Keith Jarrett, 

Benny Green, Mulgrew Miller, and James Williams all developed distinguished 
careers after playing in the band. Finally, bassists Jymie Merritt, Wilbur Ware, 
Reggie Workman, Stanley Clarke, and Lonnie Plaxico anchored the rhythm sec- 
tion at various times. As you can see from this list, the Jazz Messengers was an 

important “school” for an incredible array of players. 

Benny Golson and Lee Morgan 
Benny Golson (b. 1929) has consistently been a leading tenor sax player as well 
as one of jazz’s top composers and arrangers. Born in Philadelphia, he got his 
start playing in 1951 as a member of Bull Moose Jackson’s combo that played 
primarily R&B-styled music; pianist Tadd Dameron (see Chapter 10, 3rd Chorus) 
was also a member of this band. When Dameron formed his own group, Golson 
joined him, playing with him from 1953 to 1954, and then worked with various 
ensembles before joining Blakey’s Jazz Messengers in 1958. His compositions 
for Blakey and for the Jazztet, a group he led with the lovely and understated 
trumpeter-flugelhornist Art Farmer from 1959 to 1962, stand out as a powerful 
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listening focus 

“Moanin’” (1958) by Art Blakey and the Jazz Messengers <)) 
INSTRUMENTATION: Drums, leader: Art Blakey; Trumpet: Lee Morgan; Tenor Saxophone: Benny 

Golson; Piano: Bobby Timmons; Bass: Jymie Merritt. 

“Moanin’” combines blues and gospel influences with a bop sensibility. The A section 

(0:00) features a gentle call-and-response blues figure, while the bridge (0:29) has 

a more driving melody along with a classic Art Blakey rhythmic feel that features a 

powerful backbeat that exemplifies the blues and R&B influence that is often present in 

hard bop. 

The front line featured two up-and-coming soloists, Lee Morgan on trumpet and Benny 

Golson on tenor saxophone, both of whom went on to stardom. Morgan begins his solo 

with an intense blues phrase that immediately grabs the listener (0:59). His playing is 

melodic and filled with great rhythmic diversity. It also is characterized by the shaping, 

bending, and smearing of notes, which greatly adds to its expressiveness and instantly 

identifies his playing. Bobby Timmons'’s solo (5:02) is a terrific example of the hard bop 

piano style as it is full of blues and gospel-like phrases and rhythms. He uses numerous 

pianistic techniques such as locked hands harmonization (block-chord style] and the 

melody played in octaves with little rolls at the end of phrases as we heard from Earl 

Hines in the early days of Jazz. 

Art Blakey and the Jazz 

Messengers, in performance 

in 1960. Left to right: Freddie 

Hubbard (trumpet), Jymie 
Merritt (bass), and Art 
Blakey {drums). Blakey 
was an important hard bop 

bandleader and mentor to 

young musicians throughout 

his long career. 

Photo by Lennart Steen. © Lebrecht 
Music & Arts. 
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body of work; many of these have become jazz standards, including “Along Came 

Betty,’ “Stablemates,” “Whisper Not,” and “Killer Joe.” In 1967, Golson moved to 

Los Angeles, where he became a successful composer for the Hollywood studios, 

including scores for the TV shows Mod Squad, Mannix, and M *A*S*H. Golson re- 

vived the Jazztet in 1982 and has since performed in a variety of settings while 

continuing to compose. 

Trumpeter Lee Morgan (1938-1972) was one of the great soloists in the 

hard bop tradition. Morgan also hailed from Philadelphia and played with local 

groups before joining Dizzy Gillespie’s big band in 1956. He joined the Jazz 

Messengers in 1958, remaining with Blakey through 1961. After making his 

reputation with the Jazz Messengers, he led his own groups and had numerous 

successful records, including his 1964 album Sidewinder, before his untimely 

death after being shot by his partner, Helen More, inside Slugs’ Saloon, a New 

York City nightclub. His style was filled with the blues and funky phrases mixed 

with a bebop sensibility. He played hard with an intense edge and an aggressive 

and fat sound. 

Horace Silver 
A founding member of the Jazz Messengers in 1954 along with Art Blakey, 

pianist-composer Horace Silver (1928-2014) left that band in the mid-1950s to 

lead his own groups. Defined by his funky, bluesy, and lyrical yet spare piano style 

and featuring one of the most impressive and varied bodies of original composi- 

” “Song for My Father,” and “Nica’s Dream’), 

the Horace Silver Quintet was one of the most consistently interesting small 
groups for nearly fifty years. 

His quintet consisted of the standard instrumentation of trumpet, tenor 

saxophone, piano, bass, and drums. While this lineup is small and a necessarily 

limited instrumentation, Silver stretched it to its limits and used it skillfully 

in a varied manner, always managing to keep the music fresh and interesting. 

His clever use of two-part harmony for the trumpet and sax helped beef up 

the ensemble’s sound, and most of his compositions included the extensive 

use of introductions, endings, and composed ensembles. In addition, his com- 

positions were quite diverse in character, he wrote in unusual keys for jazz, 
and he drew on a variety of musical influences, including the rich rhythmic 
traditions of his Cape Verdean family roots and of Brazil, as well as Latin and 
African music. 

tion in jazz (including “The Preacher, 

In later years, Silver expanded his compositional palette with a series of re- 
cords that each in turn integrated his quintet with brass, strings, woodwinds, 
chorus, and percussion. He also wrote songs and lyrics that reflected his spiritual 
and political beliefs. Though his music was firmly in the hard bop vein, through his 
compositions Silver managed to create a stylistic niche all his own. 

Like Blakey, Silver regularly found and nurtured terrific new talent, many of 
whom went on to great fame: trumpeters Kenny Dorham, Blue Mitchell, Donald’ 
Byrd, Art Farmer, Woody Shaw (see Chapter 14, 2nd Chorus), Randy Brecker, Tom 
Harrell, Carmell Jones, and Dave Douglas (see Chapter 15, 2nd Chorus); saxophon- 
ists Hank Mobley, Junior Cook, Clifford Jordan, Joe Henderson (see Chapter 14, 
2nd Chorus), George Coleman, Michael Brecker (see Chapter 14, 2nd Chorus), and 
Bob Berg; bassists Larry Ridley and Bob Cranshaw; and drummers Roy Haynes, 
Louis Hayes, Billy Cobham, and Idris Muhammad. 



Clifford Brown and Max Roach 
In 1954, Horace Silver and Art Blakey teamed with one of jazz’s most gifted and 
lyrically profound soloists, trumpeter Clifford Brown (1930-1956). Brown was 
heavily influenced by trumpeter Fats Navarro (Chapter 10, 3rd Chorus) and went 
on to become one of jazz’s most influential trumpet players. He had a warm, round 
sound throughout the horn’s range, and his articulation—the use of the tongue to 
define individual notes or mark phrase divisions—gives his playing an unmatched 
and unusual quality of lightness and clarity, even in the swiftest of passages. 
Brown also had an uncanny ability to combine small bits of melody into long and 

coherent lyrical lines in a seemingly endless fashion. There was also a buoyant, 
upbeat, and joyous quality to his playing. 

Between 1954 and 1956, Brown joined with drummer Max Roach to create a 

band in the hard bop mold but that clearly marked out new directions in modern 

mainstream jazz. They played a combination of original and standard material, 

and their small-group arrangements were straightforward yet clever. Brown’s re- 

cordings with this group still stand out and continue to influence the jazz field; 

Roach was Brown’s equal in the technical mastery of his instrument. 

Brown’s achievements are all particularly remarkable because his career was 

cut short when he died a tragic early death at the age of twenty-five in a car ac- 

cident (along with pianist Richie Powell, Bud Powell’s brother) while on the road 

with this group. His playing combined technical mastery, a nearly unparalleled 

melodic gift, and an intense rhythmic focus and flexibility. In addition, he accom- 

plished this level of virtuosity and musical maturity without the usual long-term 

professional experience. That Brown managed to accomplish so much in the mere 

twelve years that he played the trumpet is astounding. It is intriguing to consider 

where his playing might have gone had he not died so young. 

Max Roach (1924-2007) was one of jazz’s top drummers and bandleaders 

throughout his career. We have already encountered him as one of the innova- 

tors of bebop drumming (see Chapter 10, 2nd Chorus for “Un Poco Loco”). Roach 

went on to perform with an impressive cross section of major jazz artists over the 

course of his career, spanning both traditional and more avant-garde styles. 

As was true with Art Blakey, polyrhythms were a crucial element in Roach’s 

playing. Roach had the ability to play different rhythms with his hands and 

feet; this independence helped to revolutionize jazz drumming. Along with 

being an important innovator on his instrument, Roach played a politically 

important role by being outspoken on numerous issues, including racism in the 

music business. Through his music he also addressed civil rights issues in a sig- 

nificant recording, We Insist: Max Roach’s Freedom Now Suite (1960), featuring 

his wife at the time, vocalist Abbey Lincoln, and lyrics by the vocalist-lyricist 

Oscar Brown Jr. Another example of his political involvement was his at- 

tempt to gain more control over his music by founding Debut Records with 

bassist-composer-bandleader Charles Mingus (Chapter 13, 3rd Chorus). Roach 

was also one of the first jazz performers to enter academia (teaching at the 

University of Massachusetts-Amherst), helping to set the trend for jazz peda- 

gogy moving to schools and the academy from apprenticeships such as the big 

bands and small groups like Blakey’s and Silver's. 

Throughout his career Roach continued to evolve and grow and challenged 

traditional notions of jazz by being a major figure in many genres, including 

bebop, hard bop, and the avant-garde, as well as through expressing his openness 

2nd Chorus: Hard oo 
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<)) “Joy Spring” (1955) by the Clifford Brown-Max 
Roach Quintet 

INSTRUMENTATION: Trumpet and co-leader: Clifford Brown; Drums and co-leader: Max Roach; 

Tenor saxophone: Harold Land; Piano: Richie Powell; Bass: George Morrow. 

“Joy Spring” is a light, pretty, and joyful Clifford Brown composition that has become a 

jazz standard. It is a medium-tempo song with a particularly lovely, long melodic line. It 

differs from Tin Pan Alley melodies in that it is instrumental in character [as opposed to 

vocal), as is also true for most bebop melodies. The group makes ‘Joy Spring” sound easy, 

but harmonically it is quite complex as it moves through numerous keys throughout the 

tune. This composition and performance do not have the typical hard bop feel in the same 

way that Bobby Timmons’s “Moanin’” does. Instead, it shows how this hard bop group took 

the style, expanded it, and made it their own. 

The arrangement, while quite simple, is very effective. Because this was a highly 

successful working group that was touring and performing on a constant basis, they 

are quite tight while also being relaxed. In the first statement of the melody, “Brownie” 

(Brown's nickname) and Harold Land play the entire tune in octave unison—playing the 

same notes an octave apart. The rhythm section accents rhythmic figures of the melody 

and plays fills together, adding a level of sophistication and tightness to the melody and the 

overall arrangement. Roach plays the entire tune with brushes, adding to the recording’s 

gentleness and lightness. The bass plays in 4 throughout. 

The form of this tune is AA'BA, a variation on AABA. After the introduction and initial 

statement of the melody (first chorus), saxophonist Harold Land plays a 1-chorus solo 

(0:55), Brown follows with a 2-chorus solo (1:45}, and pianist Richie Powell plays 1 (3:20). 

The horns then trade 4s—4-bar solos—with Roach for an entire chorus (4:07), after which 

Roach plays a chorus as an unaccompanied drum solo (4:55). The introduction is played 

again (5:40), and then the entire melody ends the tune. 

Brown's solo is one long, gorgeous, and extremely singable melody. His playing is 

incredibly clean—nothing is out of place—and he is in complete control of all aspects of 
his playing at all times. While his sound is warm and round, there is also a slight burr or 
edge to it that comes and goes at will. Brown was not a loud player but managed to create 
an intense sound nonetheless. Along with his melodic gift, the lighter character of his 
playing gave him the exceptional facility, flexibility, and accuracy that made Brown stand 
out as a trumpet soloist. 

“Ke TIME FORM STYLE 

Interactive The rhythm section's introduction has a brief piano melody but is dominated by rhythmic figures 
Listening Guide | played by the group. The bass and drums support and accent the piano figures throughout. 

Trumpet and tenor saxophone play the melody in octave unison (the same pitch an octave apart). 
The rhythm section stops playing time and together accent melodic figures during the last part of A 
and A'. This type of arranged rhythmic figure is an important element in small-group arranging. 



2nd Chorus: Hard B 

“Joy Spring” listening guide continued 

TIME FORM STYLE 

The A' section is the same as A except that it is a half-step higher in key (Ais in F major and A is in 
G-flat major), making it sound like a single long sequence. 

The B section moves quickly through a series of four different keys. The rhythm section's 

arrangement of accents plays an even bigger role in the first half of the bridge. 

0:65 AA'BA | Tenor saxophonist Harold Land plays a 1-chorus solo. It is generally relaxed with space between 

phrases, and includes a short, speedy passage on the bridge [1:22]. Max Roach accompanies simply 

with brushes. The bass continues in 4, and the piano comps throughout all of the solos. 

This section begins with a bit more energy by briefly going to the upper register. Brown leaves space 

between phrases, as opposed to playing a steady oe of eighth notes. He creates a great deal of 

rhythmic variety in his phrases. 

Brown shows his stuff on the bridge by playing quick lines through the frequent key changes. He Is 

more on top of the beat for the bridge as he plays swift lines consisting of eighth notes. 

While much of this solo is on the mellow side and in the middle register, Brown goes into his upper 

register here [where he plays with great accuracy), creating variety as well as a climax for this 

chorus. He finishes the chorus in a relaxed manner. 

Brown begins by emphasizing a blue note ina rhythmic phrase, then continues to create small, 

melodic phrases. Brown's articulation is crucial to his style, and here he alters it slightly on two notes 

to givea wate little rhythmic figure extra flavor. 

For the first half of this section Brown plays a sequence as he moves through two keys. The second 

half is also two phrases that are very similar over the next two keys, but it is not quite a sequence. 

The melody at the end of this solo is a remarkably lovely and relaxed ending to a jewel of a 

Brown solo. 

3:19 AA'BA | Richie Powell plays one solo chorus. It is understated and relaxed. 

Roach plays simply, tastefully, and straightforwardly during his “4s.” Because Roach is a co-leader, 

he also gets plenty of room to play. The horns first “trades 4s"—trading 4-bar solos—with Roach for 

an entire chorus. 

4:07 AA'BA 

continued 
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“Joy Spring” listening guide continued 

TIME FORM STYLE 

Roach’s last 4 of the 6th chorus leads directly into an unaccompanied drum solo for an entire chorus. 

While he plays a 32-bar solo, Roach does not emphasize phrase divisions. While still soloing ina 

relatively simple manner, there are numerous spots where it gets difficult to keep counting beats, 

measures, and sections. While some drum solos are “open,” meaning they don't have to followa 

form, in this type of music they frequently do. 

Compare 

D “Mo’ Joe’—from the Horace Silver’s Cape Verdean Blues (1965)—has a harder-edged 

GS sound more typical of hard bop. Along with Silver, we also get to hear three important 

horn player soloists, trombonist J. J. Johnson, tenor saxophonist Joe Henderson, and 

trumpeter Woody Shaw (see Chapter 14, 2nd Chorus for Shaw and Henderson). 

to other forms such as rap and hip-hop at a time when it was not popular among 
jazz musicians to do so. Roach had a working piano-less quartet for many years 
and combined this group with a string quartet (the Double Quartet, which in- 
cluded his daughter, viola player Maxine Roach), played solo and duet concerts, 
and teamed with a brass quintet. 

nce Giatsy The Mambo Craze 

HOW DID THE MAMBO CRAZE CONTINUE THE 
LATIN INFLUENCE ON JAZZ? 

Along with cubop (see Chapter 10, 1st Chorus), another Latin music phenomenon, 
the “mambo craze,” was creating a sensation in New York City from the late 1940s 
through the 1950s. The mambo originated in Cuba and became popular after 



3rd Chorus: The Mambo C 

bandleader Pérez Prado began promoting the dance and music in the late 1940s. 
The dance originally had no prescribed steps; instead, the dancer was supposed to 
“feel the music” and express those feelings through movement. 

The place to be for mambo was the Palladium Ballroom in midtown Manhat- 
tan, just a few blocks from the 52nd Street clubs where bebop was being performed. 
Dancers from all cultures mixed at the Palladium, and dance they did! Three 
bands—the “big three”—ruled at the Palladium: Machito’s band (see Chapter 12, 
2nd Chorus) and bands led by Tito Rodriguez and Tito Puente. Rodriguez and 
Puente had big bands with a full Afro-Cuban rhythm section of piano and bass 
and a percussion section of bong6, conga, and timbales, along with other players 
and singers adding in maracas, guiro, and claves. 

Trumpeter Mario Bauza (see Chapter 10, 1st Chorus) originally brought 

timbalero Tito Puente (1923-2000) into Machito’s band. (A timbalero plays the 

timbales [or pailas], a Latin percussion kit that consists of two drums that resem- 

ble a cross between a snare drum and a tom-tom, a cymbal, and a campana—a 

cowbell—that is played while standing up.) Puente went on to become one of 

Latin music’s biggest and most important stars beginning in this mambo era in 
the 1950s until his death. 

Tito Puente (1923-2000)—known as “El Rey” (the King)—was born in New 

York City to Puerto Rican parents. Along with the timbales, he was an arranger 

and played vibraphone (or vibes), helping to popularize that instrument’s use in 

Latin music, along with Cal Tjader and Louie Ramirez. After serving in the navy, 

Puente studied at the Juilliard School of Music in New York City, one of the coun- 

try’s most prestigious music conservatories. He began his career as a side musician 

in New York mambo-oriented bands, eventually becoming a top Latin bandleader 

during the mambo era. Puente remained at the forefront of Afro-Latin music and 

Latin jazz for over fifty years. 

Puente led groups of all sizes, ranging from small Latin jazz groups to Latin 

dance bands with a powerful big band-influenced sound. His groups always had 

the top New York-based Latin musicians. As was true for most of the Latin bands, 

band members also included jazz-oriented musicians from all cultures. Puente re- 

corded hundreds of albums and received a Grammy Award for Best Traditional 

Tropical Album (2000) as well as a posthumous Grammy Lifetime Achievement 

Award (2003). 

Puente’s recording “Mambo Inn” is an example of the mambo style while also 

showing strong roots in jazz. In “Mambo Inn,” the power of a big band is combined 

with a full percussion section, showing what an amazing experience it is to hear a 

Latin orchestra in full swing. This music has great intensity while still maintain- 

ing a relaxed feel. If you have any inclination at all to move to music, bands such 

as this drive you to the dance floor or at least to bopping your head and rocking 

to the beat in your chair. This is dance music at its best. Like the tune itself, its 

composers—Mario Bauza, Bobby Woodlen, and Edgar Sampson—combined Latin 

and jazz backgrounds. Sampson (discussed as Chick Webb’s arranger in Chapter 5, 

2nd Chorus) was a jazz saxophonist and a composer and arranger who also worked 

with Puente and Tito Rodriguez as an arranger. The roots of mambo-style tunes 

such as “Mambo Inn’ are clearly Cuban. 

=<) 
Singer Nancy Wilson 

discusses Tito 
Puente’s Latin jazz 

style, with excerpts 
from Puente himself. 
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cy) “Mambo Inn” (1955) by the Tito Puente Orchestra and 
“Conga Jam” (2001) from Candido: Hands of Fire by 

> Candido Camero (conga) and Andy Gonzalez (bass) 

INSTRUMENTATION: Timbales, Vibraphone, Leader: Tito Puente. Unknown personnel. 

Latin band arrangements generally incorporated traditional formal elements such as a 

verse sung by a sonero [lead singer], coros {a sonero alternating with others singing a 

repeated chorus], mambos (instrumental interludes that include new written material 

for the rhythm section and the horns}, mofas (repeated riff-like melodic lines), and solos. 

While the harmonic components of some elements of this music are often quite simple, 

the influence of jazz harmony in both the composition and arranging is quite evident in 

this recording. 

In instrumental compositions such as “Mambo Inn,” adjustments are made to the formal 

elements as there is no sonero, and elements from the jazz world enter in as well. After 

an introduction, the composition begins with an AABA tune (0:14). The A section is crisp, 

rhythmic, and brass-heavy, while the saxes play the bridge (0:34) ina smoothly romantic 

style. The tune is played once, and a montuno section follows, where the harmony is 

pared down to just one chord (1:04). The saxes start a line on their own over a bass 

vamp, and then the brass add their own on top of it. The baritone sax plays a solo (1:22), 

while the horns at times play riffs behind the soloist, creating great excitement. This 

leads back to the bridge, this time played by the trombones (2:11), followed by a big 

ending (2:19). 

Conguero Candido Camero [b. 1921) has been an important performing and recording 

artist in Latin, Latin jazz, and jazz, having performed with an endless list of major 

artists. After a successful career in his native Cuba, Candido moved to the United States 

in 1946 where he quickly established himself as a leading conga player. In this clip from 

the documentary film Candido: Hands of Fire, we see a live recording of his lovely duet, 

“Conga Jam,” with bassist Andy Gonzalez (b. 1951), also a major star in Latin, Latin jazz, 

and jazz. This duet—from the album /nolvidable—emphasizes the tuning of the conga 

drums, an important element in drumming—both for percussion instruments and drum 

kit—that is often overlooked. Also notice the ease with which Candido plays his three 
tuned conga drums. Candido and Gonzalez begin with a simple tune consisting of the 
trading of brief melodic phrases (0:00) and quickly build up to a groove (0:20). Candido 
plays a solid tumbao [the basic conga pattern in son montuno) as Gonzalez solos by 
moving in and out of his tumbao [the term also refers to the basic bass pattern) ina free 
manner, and they gradually increase their interchange. They lock back in and Candido 
quotes a phrase from “Manteca” (Chapter 10, 1st Chorus, 1:30) before going on to solo 
as Gonzalez keeps the tumbao going behind him. They play the tune twice more (3:27] 
to end this unique duet. 
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How did the jazz world change in the 1950s? 
© Rather than featuring one dominant style (as in the swing and bebop eras), 

several different styles thrived simultaneously during this period, includ- 
ing cool jazz, progressive jazz, hard bop, avant-garde jazz (see Chapter 12, 

3rd Chorus for the avant-garde), and jazz-influenced mambo. 

What ts cool jazz? 
© Cool jazz arose as a reaction to the fast tempos and intensity of bebop. It fea- 

tured more muted tonalities, longer and smoother melody lines, and fuller 
orchestrations. 

How did cool jazz develop on the West Coast? 
© A group of West Coast performers—including saxophonist Gerry Mulligan 

and pianist Dave Brubeck—used classical music compositional techniques, 

new instrumentation, and unusual rhythms to create their own type of 

cool jazz. 

What is progressive jazz? 
© Progressive jazz features more richly orchestrated works with less emphasis 

on solo improvisation. Stan Kenton’s orchestra was a leading performer in 

this style. 

What is hard bop? 
© Hard bop features more soulful, R&B-flavored music than bebop, with a hard 

edge. Leading performers include Art Blakey, Horace Silver, Clifford Brown, 

and Max Roach. 

How did the mambo craze continue the Latin influence on jazz? 
© The popularity of mambo dancing enabled bandleaders like Tito Puente to 

enjoy great success in the 1950s. Puente’s music was influenced by big-band 

jazz and in turn influenced contemporary jazz players. 

Talkin’ Jazz(Key Terms) 
block-chord style Harmon mute timbalero 

contrapuntal writing mambo timbales 

cool jazz octave unison trade 4s 

counterpoint progressive jazz 

hard bop third stream 
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Key People 
maa

 

Gil Evans Dave Brubeck Horace Silver 

Miles Davis Stan Kenton Clifford Brown 

Modern Jazz Quartet Art Blakey and the Jazz Max Roach 

Gerry Mulligan Messengers 

Think About This (For Further Discussion and Study) 

1. Describe the characteristics of cool jazz. 

2. Describe the characteristics of hard bop. 

3. Howis hard bop different from bebop? 

4. Listen to Dizzy Gillespie on “Salt Peanuts,” Miles Davis on “Boplicity,’ Chet 
Baker on “Line for Lyons,” and Clifford Brown on “Joy Spring.” Discuss 
the similarities and differences in all of their styles. Do you have a style - 
you prefer? 

5. After listening to “Mambo Inn,” compare it to “El Manisero” (Chapter 7) and 

“Masabi” (Chapter 5). What are the similarities and differences between 
them? 

6. Discuss the relationship between “Mambo Inn” and music by jazz big bands 
we have heard. 

7. Do you see a relationship between avant-garde jazz and more traditional jazz? 
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THE 1960s 

HOW DID AMERICAN CULTURE AND MUSIC 
CHANGE IN THE 1960s? 
If the 1950s have been characterized as a relatively conservative period in 

American history, the 1960s were known for turbulence and change. The 

decade opened with the election of a new, young president, John F. Kennedy, 

representing a major change from the previous administration, led by Dwight 

Eisenhower. Kennedy represented youth, optimism, and hope for many 

Americans. However, he still had to deal with many more conservative mem- 

bers of his party, and initially resisted the call for civil rights legislation. 

This all changed with the famous 1963 March on Washington led by 

Dr. Martin Luther King Jr. It symbolized the triumph of his nonviolent 

movement’s efforts to gain equality for African Americans. Kennedy’s assas- 

sination in November 1963 shocked the country and may have given extra 

impetus for change as well. The passage of the Civil Rights Act in 1964 and 

related legislation ushered in what many hoped would be a new era of equal- 

ity for all races. 

As the 1960s wore on, some felt that, despite the gains that the civil 

rights movement had achieved, equality was not coming quickly enough 

to African Americans. New leaders—like Malcolm X, who advocated 

black self-determination and a more active response to discrimination— 

challenged King’s nonviolent approach. The assassination of Malcolm X in 

1965 showed the growing tension within the African American community 

as the two philosophies engaged in a sometimes bitter battle. The war in 

Vietnam—disproportionately fought by blacks—was another flashpoint, as 

were the slow efforts to improve living conditions in America’s inner cities. 

While the suburbs had flourished, the cities had become dumping grounds 

for the poor, with minimal services, poor housing, and underfunded schools. 

In 1967, rioting broke out in Detroit, which led to similar uprisings in other 

cities across the country. 

The 1968 assassination of Martin Luther King Jr. represented a break- 

ing point for the movement, with new organizations and new leaders— 

like the Black Panther Party’s Eldridge Cleaver, Bobby Seale, and Huey 

Newton—rising to push for self-determination, as well as self-protection, in 

African American communities, even through violent means if necessary, as 

Photo by Michael Ochs Archives. Getty Images. 

In this chapter, we'll 
answer these questions: 

© How did American culture and 

music change in the 1960s? 

© What is soul jazz? 

© What were the key 
developments in Latin jazz in 
the early 1960s? 

© What is avant-garde jazz? 

© How did the avant-garde jazz 
movement continue to develop 

in the 1960s? 

© How did the avant-garde 
movement of the 1960s 

continue to develop over the 

following decades? 
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a response to the continuing indignities of discrimination. The free jazz move- 

ment was aligned with many of the more progressive black organizations of the 

period. The 1965 formation of the Association for the Advancement of Creative 

Musicians (AACM) in Chicago (followed four years later by the Art Ensemble of 

Chicago)—with their emphasis on black self-determination, honoring African 

American cultural traditions, and individual freedom of expression—reflected 

the social unrest of the time. 

While jazz achieved a level of acceptance in the 1960s—and occasional re- 

cordings like Dave Brubeck’s “Take Five” or Stan Getz and Joao Gilberto’s “Girl 

from Ipanema” appeared on the pop charts—younger listeners were increas- 

ingly turning to rock music, beginning in 1964 with the stunning success of the 

Beatles. The growth of the hippie movement—declaring freedom from rigid social 

rules—was reflected in the popular music of the day. Through the later 1960s, 

some rock musicians experimented with incorporating jazz instrumentation 

and harmonies into their music, notably groups like Blood, Sweat, & Tears and 

Chicago. Meanwhile, younger jazz players were attracted to the energy and rele- 

vance of rock music so that performers like Gary Burton and John McLaughlin 
q)) aes: 
) began incorporating electric instruments and rock rhythms into their perfor- - 

ae ae mances. This new musical style would come to be known as “jazz—rock” or “fusion 

1960s. music” (see Chapter 14, 1st Chorus) Its free-form compositions, loud volume, and 

heavier rhythms all reflected the social trends of the day, including a general feel- 

ing of rebellion against established authority. 

Just as during the 1950s when many different styles coexisted in the jazz 

world, the early 1960s saw a variety of approaches developed by different musi- 

cians to extend the jazz vocabulary. Many of these styles enjoyed great popularity 

in their heyday, returning jazz to the top of the pop charts in a way that had rarely 

been seen since the swing era. Among the most popular were soul jazz, a marriage 

of hard bop with R&B, gospel, and blues influences, and new styles of Latin jazz, 

as performed by Cal Tjader, Mongo Santamaria, and the bossa nova-flavored hits 

of Stan Getz. At the same time, the avant-garde, initially led by pianist-composer 
Cecil Taylor and saxophonist-composer Ornette Coleman, continued to develop, 
assisted by the growth of musician cooperatives such as Chicago’s Association for 
the Advancement of Creative Musicians. 

Soul Jazz 

WHAT IS SOUL JAZZ? 

Soul jazz draws on the funky, soulful approach seen in the music of Horace Silver 
and Art Blakey. Musicians such as organists Shirley Scott and Jimmy Smith, gui- 
tarist Wes Montgomery, pianists Les McCann and Ramsey Lewis, and alto sax- 
ophonist Julian “Cannonball” Adderley all added a blues, gospel, soul, and R&B: 
accent to their music that embraced the appeal of black popular music. . 

The success of crossover artists who fused various black music styles—such 
as the pianist-vocalist Ray Charles, alto saxophonist-vocalist Louis Jordan, and 
vocalist Dinah Washington—influenced the development of soul jazz. The genre 
broke down barriers between jazz and popular music styles while also highlight- 
ing how intertwined these styles actually are. In addition, in the same way that 
many bebop players were big-band musicians, many soul jazz musicians had their 
early professional experiences with R&B and blues bands. Audiences reacted 
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enthusiastically to soul jazz and its relationship to pop music. These players and 
their bands created numerous hits that were regular fare on jukeboxes, harkening 
back to the days when jazz was a “popular” music. 

Soul jazz is best represented in the work of several jazz organists, notably 
Jimmy Smith and Shirley Scott. The physical power of the electric organ and its 
relationship to the African American church and gospel music—as well as soul 
music, blues, and R&B—has made it an important instrument in this style. In 

jazz, the organ sound is almost completely identified with one particular instru- 

ment, the Hammond B3. It is most frequently played through speakers that have a 

unique revolving feature inside the speaker cabinet (called Leslie speakers). 

The most common configuration for organ groups is the organ trio: organ, 

drums, and saxophone, with guitar at times replacing the sax. Jazz organists gen- 

erally play the bass themselves with a combination of their feet on the organ’s bass 

pedals and their left hand, making the organ trio a compact and economical unit. 

These trios became a popular fixture in African American bars and nightclubs in 

the 1950s, and the tradition is carried on today by players such as Dr. Lonnie 

Smith and Joey DeFrancesco. 

Jimmy Smith and Shirley Scott 
Jimmy Smith (ca. 1925-2005) is the biggest name in the jazz organ world, and 

he essentially created the classic Hammond B3 organ sound for jazz. His playing 

combined a rhythmic left hand, a “walking bass” played with his feet (and left 
hand at times), and a blazing right hand that skimmed 

across the keys. As is true for most organists, Smith 

first played piano and eventually switched perma- 

nently to organ after hearing organist-arranger “Wild 

Bill” Davis. Smith recorded extensively, both with a 

trio and backed by a big band, as well as in collabora- 

tion with other popular artists, such as guitarists Wes 

Montgomery and Kenny Burrell. Smith in turn was an 

influence on such players as “Brother” Jack McDuff, 

Charles Earland, Richard “Groove” Holmes, Jimmy 

McGriff, and Shirley Scott. 

Organist Shirley Scott (1934-2002), from Philadel- 

phia, switched from piano to organ at least in part be- 

cause of the popularity of Jimmy Smith. She went on to 

record extensively and had particularly strong partner- 

ships with tenor saxophonists Eddie “Lockjaw” Davis 

and her husband Stanley Turrentine, who helped define 

the soul jazz style for the saxophone. Scott was a power- 

ful player who emphasized a full two-handed rhythmic 

approach along with a heavy dose of the blues. We hear 

this in “Soul Shoutin’,” a medium-tempo shuffle blues 

and a riff tune in the blues and Kansas City traditions. 

Unlike many jazz organists, Scott frequently worked 

with a bass player. 

Wes Montgomery Shirley Scott, ca. 1960s. Scott was 

Wes Montgomery (1923-1968) was one of the most important electric guitarists aor organist in the soul jazz 
; ae 5 : style. 

in jazz since Charlie Christian (see Chapter 7, 1st Chorus) and Django Reinhardt ey er aT renee Oi, 

and a powerful influence on most jazz guitarists who followed, including Kenny _ Images. 
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“Soul Shoutin’” (1963) by Shirley Scott 

INSTRUMENTATION: Organ: Shirley Scott; Tenor saxophone: Stanley Turrentine; Bass: Earl May; 

Drums: Grassella Oliphant. 

The organ functions like a piano by comping and soloing, yet it has a very different 

character. Its power and its ability to sustain a sound—the sound of a piano immediately 

begins to die out after striking a note, while an organ note stays steady as long as you 

hold down the key—allows it to function almost as a horn section normally would. In 

addition, the B3 can have a very percussive edge to its sound; we hear this in Scott's 

playing behind the melody (0:17). After Stanley Turrentine “strolls”—plays with just 

bass and drum accompaniment—for two choruses (0:53), we hear Scott’s strong and 

full comping behind his sax solo (1:29). In Scott’s solo (3:18], we hear her function almost 

as a horn section would in a big band. In her first two choruses, she riffs with bluesy 

melodies or big, full chords with her right hand and backs herself with short blasts from 

her left hand. In her 4th chorus, she plays even fuller and more powerful chords with 

two hands (4:25), as well as playing a shout chorus at the end of her solo worthy of a 

full big band (4:43). When Scott sustains notes or chords, we can clearly hear the effect 

of the revolving speakers as the sound has an intense vibrato that helps to create the 

classic B3 sound. 

Burrell, Grant Green, Pat Martino, Pat Metheny, and George Benson. Montgomery 

was initially primarily a straight-ahead player, as seen on the albums The Incredible 

Guitar of Wes Montgomery (1960) and Smokin’ at the Half Note (1965). He developed 

a signature sound that came from often playing his melodies in octaves, and this 

has become a technique that all guitarists regularly use. He also later included 

a great deal of pop material in his repertoire, such as the Beatles tune “Eleanor 

Rigby,” “Goin’ Out of My Head” (arranged by Oliver Nelson, who also arranged 
for Jimmy Smith and countless others as well as leading his own bands), and 
“Windy,” a popular tune by the group the Association that became Montgomery's 
biggest hit. Montgomery was also a forerunner of the “smooth jazz” sound when 
he worked in a symphonic setting orchestrated by Don Sebesky on albums such as 
Bumpin’ (1965). His tie to soul jazz can be heard on his two albums with organist 
Jimmy Smith released in 1965-1966, as well as in his own work, suchas his funky 
version of the Beatles tune “A Day in the Life.” 

Soul jazz produced a number of hit records, which, at this point in the history 
of jazz, was unusual, as it continues to be. Here are brief looks at four soul jazz 
artists from throughout the 1960s and the tunes that made them popular. 

Julian “Cannonball” Adderley 
Julian “Cannonball” Adderley (1928-1975) was a fiercely melodic alto saxophonist 
with a nonstop driving sense of unerring and flexible rhythm. He was frequently 
spoken of as “the next Bird” and was known for his work with Miles Davis. in- 
cluding playing on Davis’s 1959 album Kind of Blue (see Chapter 13, 1st Chéchat 
Adderley’s roots were in bebop, but his groups, often including his brother Nat 
Adderley on cornet, helped to create and popularize the soul jazz sound. “Mercy, 
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“Work Song” (1963) by the Cannonball Adderley Quintet 

INSTRUMENTATION: Alto saxophone, leader: Cannonball Nae Cornet: Nat Adderley; Piano: 

Joe Zawinul; Bass: Sam Jones; Drums: Louis Hayes. 

Nat Adderley’s composition, “Work Song,” is another excellent example of the marriage 

between straight-ahead jazz and a blusier approach that results in soul jazz. The melody 

(0:00), which eventually had lyrics by Oscar Brown Jr., has a blues feeling; the hits by the 

rhythm section create the feel of workers on a chain gang as saxophone and trumpet 

trade phrases in a call and response fashion. Cannonball plays a relaxed and swinging 

solo with a strong blues feeling for three choruses (0:42). Nat Adderley’s cornet solo (2:34) 

is a bit more aggressive in style, also deeply infused with the blues. Pianist Joe Zawinul 

stretches out a little more with his solo (4:41); it’s in a soul jazz style but also includes a 

number of techniques from the history of jazz piano, including locked-hand style (6:27) 

and the trumpet-like trilled octaves of Earl Hines [see Chapter 5, 4th Chorus). In this 

live performance, it’s fun to watch the Adderley brothers enjoying Zawinul’s solo, both 

snapping their fingers as he swings through his solo (on beats 2 and 4, of course, 5:41). 

They play the melody out (7:02), having reached a tempo that's a bit faster than where they 

started, a normal occurrence in music. 

Mercy, Mercy,” written by keyboardist Joe Zawinul (discussed in Chapter 14, 

1st Chorus) and performed and recorded live by the Cannonball Adderley Quintet, 

reached No. 11 on the Billboard charts in 1966. 

Ramsey Lewis, Les McCann, and Eddie Harris 
Ramsey Lewis (b. 1935) became one of the most popular jazz pianists in the 1960s 

when the Ramsey Lewis Trio hada surprise number 5 Billboard hit with their cover 

of the hit tune “The ‘In’ Crowd.” The trio went on to have more cover hits with 

“Hang on Sloopy” and the traditional spiritual “Wade in the Water.” All three 

became gold records, selling over 500,000 copies, and Lewis has a total of five gold 

records and three Grammy Awards. He led his own trio from early in his career 

and is a radio personality through his nationally syndicated radio show Legends of 

Jazz. Lewis continues to tour and is active as a jazz educator. 

Pianist-vocalist Les McCann (b. 1935) began his career as a jazz pianist 

leading a trio in the style of pianist Ahmad Jamal, but also always had a funky, 

gospel, blues side to his playing. His live recording of a soul jazz tune at the famous 

Montreux Jazz Festival in Switzerland, however, made his name as a soul jazz 

artist. McCann and Eddie Harris’s album Swiss Movement and its hit single “Com- 

pared to What” sold over 1 million copies and made them both extremely popular 

soul jazz artists. 

Eddie Harris (1934-1996) was a saxophone player in the soul jazz tradition 

and an early adopter of electronic technology that altered the sound of his tenor 

saxophone, allowing him to double himself an octave apart, for example. Playing 

in a lighter and more airy style than we hear on “Compared to What,” he had the 

first jazz gold record with his cover of the theme for the movie Exodus. He was also 

a fine bebop player, but, like McCann, he was most successful as a soul jazz artist. 

i 
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<1) “Compared to What” (1969) by Les McCann 
and Eddie Harris 

INSTRUMENTATION: Piano, co-leader, vocal: Les McCann; Tenor saxophone, co-leader: Eddie 

Harris; Trumpet: Benny Bailey; Bass: Leroy Vinnegar; Drums: Donald Dean. 

McCann’s relaxed but driving piano, a syncopated bass line by Leroy Vinnegar (not walking 

in 4), and a drum beat by Donald Dean that often accents all 4 beats as he hits the steel 

rim of the snare drum with the middle of the drum stick make “Compared to What” a 

hot groove tune. This fun live recording features McCann's topical soul jazz-style vocal 

as he comments on the political, social, and economic situation in the late 1960s. His 

straightforward and rough-hewn vocal style and a little cursing here and there along with 

an overall extremely relaxed and seemingly unrehearsed performance by the band give 

this recording an unusual intimacy and freshness. Before and in between vocals we hear 

Harris (2:28, 3:19} and McCann solo, along with Benny Bailey, an exciting yet underrated 

trumpet player who spent most of his career in Europe and who was more associated with 

bebop and hard bop. Bailey is clearly comfortable in this soul jazz setting as he plays a 

couple of powerful and funky solos using a plunger mute (4:10). 

ANH EY Small Combo Latin Jazz; 
the Brazilian Influence on Jazz 

WHAT WERE THE KEY DEVELOPMENTS 
IN LATIN JAZZ IN THE EARLY 1960s? 

The 1950s and 1960s saw the rise of small-group combos playing Latin jazz. Small 
groups were, of course, already common in both jazz and Latin music. For exam- 
ple, Noro Morales led a popular Latin piano quintet (Chapter 7, 4th Chorus), and 
we have heard numerous small jazz groups already. Several players rose from the 
ranks of side musician in both jazz and Latin music to become popular bandlead- 
ers, including vibraphonist Cal Tjader, congueros “Mongo” Santamaria and Ray 
Barretto, and pianist Eddie Palmieri. 

One version of these early Latin jazz combos was the piano-vibraphone quin- 
tet or quartet. Tito Puente (Chapter 11, 3rd Chorus) was one of the earliest mu- 
sicians to bring the vibraphone into Latin music and Latin jazz, and jazz pianist 
George Shearing introduced a similar format in the jazz world when he hired 
vibraphonist Cal Tjader in 1953 and introduced a Latin sound into his combo. 
Shirley Scott—discussed in the previous chorus—delved into this style on the 
1960 album Mucho Mucho that included organ, piano, vibes, bass, and two percus- 
sion, which she recorded as a guest artist with the Latin Jazz Quintet (a group that 
also recorded with guest soloists as surprising as the avant-garde alto saxophonist 
Eric Dolphy and tenor saxophonist Pharoah Sanders). 
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“Cal” Tjader 
The vibraphonist Callen Radcliffe “Cal” Tjader (1925-1982) 

was born in St. Louis, while his parents were performing 

there. His father was a tap dancer and his mother a pianist, 

and the duo toured vaudeville theaters before settling in 

southern California to open a dance school when he was two 

years old. Tjader was exposed to Dixieland jazz as a teenager 

and then won a local contest as a drummer before serving 

in World War II. On his return from the service in 1946, he 

studied music at San Francisco State College, where he met 
pianist Dave Brubeck (see Chapter 11, 1st Chorus) and saxo- 

phonist Paul Desmond and joined with them playing drums 

in the short-lived Dave Brubeck Octet. Unable to support 

such a large group, Brubeck took Desmond and Tjader with 

him for trio work in San Francisco, and Tjader began playing 

vibes to fill out the group’s sound. 

In 1953, the popular jazz pianist George Shearing in- 

vited Tjader to join his group as percussionist and vibra- 

phonist. While Tjader toured with Shearing on the East 

Coast he heard bands such as Machito, Tito Puente, and 

Noro Morales, all of whom influenced his style. Tjader 

formed his own group in 1954, one of the first American bands to dedicate itself 

almost exclusively to Latin jazz. It included master percussionists such as Willie 

Bobo, Armando Peraza, and Mongo Santamaria. Tjader developed a particular 

Latin jazz sound that came to be identified with the West Coast. His style has a 

smooth, mellow sound that is less edgy than that of his East Coast counterparts 

such as Santamaria and conguero Ray Barretto. 

Tjader’s greatest success came in 1964 with the album Soul Sauce; the title track 

was a reworking of Dizzy Gillespie and Chano Pozo’s cubop composition “Guachi 

Guaro.” Later he worked with Latin jazz pianist Eddie Palmieri on El Sonido Nuevo 

(The New Sound, 1966). Tjader continued to work with his own band until his death. 

Pianist Clare Fischer, one of jazz and Latin jazz’s great arranger-composers who 

had one of the most sophisticated harmonic senses in the field, was a collaborator 

with Tjader; and conguero Pancho Sanchez was an important band member later 

in Tjader’s career. Sanchez continued the West Coast small Latin combo tradition 

with his own band, which is still one of the premier Latin jazz units. In 1980, 

Tjader won a Grammy for Best Latin Recording for his album La Onda Va Bien (The 

Good Life). He died two years later from a heart attack. 

Mongo Santamaria 
Ramon “Mongo” Santamaria (1922-2003) was one of the most outstanding conga 

players in Afro-Cuban music. He was born in Havana, Cuba, and had early expe- 

rience in Havana’s famous Tropicana Club. Mongo moved to New York in 1950, 

where he played with pianist George Shearing (with Cal Tjader), among many 

others. Santamaria went on to form his own combo—consistently one of the top 

Latin jazz groups—that combined an intense Afro-Cuban sound with a bluesy 

R&B flavor, setting a standard for small-group Latin jazz. 

An early Santamaria composition was “Afro-Blue,’ which became a jazz stan- 

dard after it was recorded by John Coltrane. Vocalist-lyricist Oscar Brown Jr. created 

lyrics to the song as well. Mongo had a big hit in 1963 with pianist-composer 

Cal Tjader, ca. 1960s. Vibraphonist 

Tjader helped introduce a Latin 

influence into mainstream jazz. 

Photo by Michael Ochs Archives. Getty 
Images. 
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zp) “Soul Sauce (Guachi Guaro)” (rough mix) (1964) 
by Cal Tjader 

INSTRUMENTATION: Vibraphone, leader: Cal Tjader; Piano: Lonnie Hewitt; Bass: Terry Hilliard; 

Drums: Johnny Rae; Percussion: Armando Peraza, Alberto Valdes, Willie Bobo. 

“Soul Sauce (Guachi Guaro)” neatly blends the piano-vibraphone tradition in Latin music 

with a jazz style, particularly in Tjader’s vibraphone solo. Tjader’s Latin jazz combo is 

similar to a small jazz group with a rhythm section and featured frontperson. In this case, 

however, the vibes are the featured instrument and the rhythm section, while including 

the standard piano, bass, and drums, also features three percussionists, including Willie 

Bobo and Armando Peraza. 

This classic small-group chachacha packs a lot of action into 2 minutes and 30 seconds. It 

begins with Tjader alone and the chant “guachi guaro” as a break. The melody is attractive 

and simple, and the harmony is typical for a chachacha; but it is the groove that matters 

here, and the insistent piano figure and solid percussion drive this tune. After the initial 

statement of the melody (0:13), the piano has a classic-style break (0:26) with funky hand 

clapping on 2 and 4 [and the “and” of 4). Then Tjader plays a lovely solo that reminds us of 

the melody (0:39). After another piano break (1:06), Tjader takes off again (1:19) until the 

opening break repeats (1:52) and the tune vamps out on the melody. 

Mongo Santamaria, ca. 1960s. 

Santamaria was among the most 

outstanding conga players in Afro- 

Cuban music and an important 

composer. 

Photo by Tom Copi. Michael Ochs Archives/ 
Getty Images. 

Herbie Hancock’s “Watermelon Man” (see Chapter 13, 4th Chorus). Mongo’s 

recording of that tune featured a young pianist named Chick Corea, who went 
on to become a top artist in acoustic and fusion-oriented jazz (see Chapter 14, 
1st Chorus). Mongo continued to lead a band into the 1990s, and also played 



with many of the later generation of top Latin jazz stars such as pianists Michel 
Camilo and Hilton Ruiz as well as with many jazz bands. 

New York City Latin bands took Santamaria’s lead and continued to combine 
R&B with Latin dance music by combining a chachacha groove with a backbeat 
on 2 and 4 to create a style called boogaloo. This was a natural development for 
young New York musicians as the streets of Harlem, East Harlem, and the South 
Bronx were filled with Latin, R&B, and soul music. Trombonist-vocalist Johnny 
Colon’s “Boogaloo Blues” (1967) was a hit in this style, and conguero Joe Cuba had 
a popular boogaloo tune as well, “Bang Bang” (1966). 

Ray Barretto 
Conguero Ray Barretto (1929-2006) led his own Latin dance bands and Latin 

jazz combos but also became the first-call percussionist to add a Latin flavor for 

countless mainstream jazz bands. “A Deeper Shade of Soul,” from Barretto’s 1968 

album Acid, is an excellent example of a rich fusion of Latin, jazz, soul music, and 

soul jazz, as well as a boogaloo groove. The fusion comes through in many ways 

including the English vocals and the horn lines. The horns directly refer to soul 

jazz by playing a small part of the melody for “Mercy, Mercy, Mercy” (1:19), the 

soul jazz hit by Cannonball Adderley (discussed in the 1st Chorus of this chapter), 

immediately followed by a horn line from the soul hit “Knock on Wood” (1:26). 

The rest of the band plays in a more typical Latin style of the period, which is also 

heard in the very traditional introduction that starts the tune. Barretto’s more 

aggressive and fusion-oriented New York City style of playing contrasts sharply 

with Tjader’s smoother and more mellow sound, yet both styles stem from many 

of the same roots. 

Eddie Palmieri 
Eddie Palmieri (b. 1936) has long been one of Latin jazz’s most exciting pianists 

and bandleaders and continues to be in the forefront of the genre. Palmieri’s 

Afro-Cuban roots are deep, and his dance-oriented music has always been popular 

with the hard core Latin audience. At the same time, he incorporates a powerful 

jazz influence in his music. 

Born in New York City’s South Bronx, some of Palmieri’s early work was with 

Tito Rodriguez, the top mambo bandleader along with Tito Puente (see Chapter 11, 

3rd Chorus). Yet the jazz pianists McCoy Tyner and Chick Corea also were pow- 

erful influences on him, as was his brother, keyboardist-bandleader Charlie 

Palmieri. His groundbreaking group, La Perfecta, featured vocalist Ismael 

Quintana and an aggressive two-trombone and one-flute horn section led by 

trombonist Barry Rogers. Rogers’s edgy, all-out playing continues to influence the 

Latin trombone sound. 
Palmieri has led a variety of ensembles through a productive career. In recent 

years his group has featured a front line of jazz-oriented horn players with Brian 

Lynch (trumpet), Donald Harrison (alto sax), and Conrad Herwig (trombone). 

Lynch and Herwig have continued to explore the genre on their own albums 

as well. Trumpeter Ray Vega is also a veteran of the Santamaria, Barretto, and 

Palmieri bands and now leads his own ensembles. 

Bossa Nova 
In addition to Cuban and Puerto Rican musical traditions, the musical relation- 

ship between Brazil and America has contributed to the richness of jazz and 

popular music. The Brazilian samba was popularized in the United States by the 
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<))) “Desafinado” (1962) by Stan Getz and Charlie Byrd 

INSTRUMENTATION: Tenor saxophone, co-leader: Stan Getz; Guitar, co-leader: Charlie Byrd; 

Bass: Keter Betts; Guitar, bass: Gene Byrd; Drums: Buddy Deppenschmidt; Percussion: Bill 

Reichenbach, Sr. 

After a brief bass and percussion introduction, this recording—edited down from the 

original version for radio play—features Stan Getz’s pretty, relaxed, and straightforward 

melodic presentation of this lovely tune (0:11). His round, dark, and soft-edged sound is 

unmistakable and was perfect for bossa nova, a gentle style that revels in its own beauty. 

Byrd's active guitar accompaniment captures the Brazilian flavor while adding numerous 

counter-lines/countermelodies throughout, and the percussion section lays down a solid 

yet relaxed bossa nova beat. The composition has a harmonic sophistication reminiscent 

of some of the best songs of Tin Pan Alley. This shortened version includes just one chorus 

(one time through the tune’s form], while the full version features solos by Byrd and Getz. 

movie star Carmen Miranda in the 1930s and 1940s. In the 1950s, Brazilian art- 

ists such as composer-singer-pianist-guitarist Antonio Carlos Jobim (1927-1994) 
and guitarist-vocalist Joao Gilberto (b. 1931) created a gentle, swinging, musi- 

cally refined style called bossa nova (“new flair”). An outgrowth of samba, bossa 

nova is less focused on rhythm and puts more emphasis on sophisticated harmony 

and melody. Already a fusion of samba and jazz, bossa nova was ripe for a fur- 

ther fusion with jazz. In addition, as a composer, Jobim was heavily influenced by 

American popular song as well as the cool jazz approach often associated with the 

West Coast (see Chapter 11, 1st Chorus). 

After being introduced to bossa nova, the versatile American guitarist 
Charlie Byrd (1925-1999) toured Brazil, where he met Jobim and Gilberto and 
took a great interest in this new style of music. Byrd enlisted the tenor sax player 
Stan Getz to record Jazz Samba in 1962. Jobim’s “Desafinado” from this album was 
a major hit that vaulted bossa nova into the American consciousness. Getz received 
a Grammy for Best Jazz Performance for his solo in 1963 and went on to collabo- 
rate with Jobim and Gilberto, as well as vocalist Astrud Gilberto, Joa4o’s wife, on 
the million-selling album Getz/Gilberto (1963). Hits from this album included “Girl 
from Ipanema’ and “Corcovado” (“Quiet Nights of Quiet Stars”). Along with “De- 
safinado,’ they have been nearly ubiquitous bossa nova tunes since their release. 

The music of Brazil has continued to influence jazz and popular music through 
numerous artists. Pianist-bandleader Sergio Mendes (b. 1941) has long made a 
powerful contribution to contemporary music with early records such as Herb’ 
Alpert Presents Sergio Mendes and Brasil 66 and its hit “Mas Que Nada,” as well 
as later records Brasiliero (which won a Grammy in 1992) and the 2006 CD Time- 
less that mixes Brazilian styles with hip-hop and R&B through the inclusion of 
guest artists such as the Black Eyed Peas, John Legend, Justin Timberlake, Erykah 
Badu, India.Arie, and Stevie Wonder. Percussionist Airto Moreira has worked with 
numerous jazz artists including Miles Davis, Weather Report, and Chick Corea’s 
group Return to Forever, as well as recording and performing as a leader, often 
with his wife, vocalist Flora Purim. 



ecmeuaey The Avant-Garde 

WHAT IS AVANT-GARDE JAZZ? 

While the various jazz styles we've discussed were being explored, the 1950s and 
1960s also saw the rise of a number of musicians who were challenging the status 
quo of jazz with new approaches to improvisation, composition, group interac- 
tion, and the role of the rhythm section. This experimentation was referred to in 
several ways, among them being “the new thing,” “free jazz,” and avant-garde—a 
term that refers to those artists who hope to free themselves and their art from ac- 

cepted traditions. Pianist-composer Cecil Taylor and alto saxophonist-composer 
Ornette Coleman are considered the most important musicians of the jazz avant- 

garde of the 1950s and 1960s, and both eventually came to be acknowledged as 
hugely influential in jazz. 

There was also a political component to much of the avant-garde, most 

notably in regard to the African American struggle for civil rights and self- 

determination. This included African American musicians taking control of their 

own economic and artistic freedom by creating cooperatives, alternative music 

schools, and record labels, as well as producing concerts (for example, the Associ- 

ation for the Advancement of Creative Musicians). 

Defining the avant-garde is difficult as there are a great variety of approaches 

to it, and free jazz has many elements in common with more traditional jazz. 

Initially, however, these were some characteristics of the avant-garde: 

1. While the standard melody-solos—melody format is often used, avant-garde 

compositions frequently employ alternative approaches to form. Many formal 

strategies were used, including clearly delineated and planned forms, sections 

can be “cued” (someone indicates when the next section should begin), or the 

form can be allowed to unfold through group interaction and improvisation. 

2. A typical 4 swing is sometimes present, but a free approach to rhythm and 

meter is frequently used, while generally maintaining something resembling 

a jazz feeling. 

3. Harmonic progressions are frequently less emphasized or absent, leaving free- 

dom for players to develop their own approach to harmony and melody during 

their improvisations. 

4. Players often use unorthodox and extended instrumental techniques as they 

experiment with timbre and sound. 

When free jazz first arose, many musicians, critics, and scholars were outspo- 

ken regarding their distaste and distrust of the music, believing, for either musical 

or political reasons (or both), that it challenged some of the basic musical tenets 

of jazz. Some free jazz musicians (not all, by any means) choose not to master 

the same sorts of basic skills called for in more traditionally oriented jazz, such 

as knowing standard repertoire and being able to play changes—improvise based 

upon a harmonic progression—convincingly. This lack of traditional skills was 

cited by more traditional players as a reason to discount free jazz as a musical style. 

This type of initial resistance to avant-garde practices is common and has been 

true in most art forms. Art that is at first considered “way out” is often eventually 

accepted and absorbed into the mainstream in some way; and this is true for free 

jazz. The supporters and detractors of the “new thing” initially found little common 

ground, and consequently the avant-garde at first became an almost parallel jazz 

3rd Chorus: The Avant-Garc 
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read all about it 

“Critical Reception of Free 
Jazz” 

Walser, Keeping Time, Chapter 44 

Ornette Coleman's 1960 album Free 

Jazz inspired much controversy 

among jazz listeners and critics. 
This reading offers two different 

contemporary responses to the 

album. 

universe with only a few musicians able to function well in both worlds. Those who 

did bridge this gap and were accepted by both the more traditional jazz world and 

the avant-garde—such as saxophonist John Coltrane (Chapter 13, 2nd Chorus)— 

generally had already firmly established their jazz pedigree in the more traditional 

jazz world before exploring avant-garde techniques. 

While the avant-garde players have been somewhat marginalized in the jazz 

world and often have difficulty finding enough work to make a living, the music 

found, and continues to have, a dedicated following and has persisted as an im- 

portant style within the jazz field (and beyond). The seeds sown during these early 

years of the avant-garde are still bearing fruit as many musicians are pursuing the 

musical possibilities opened up by the early avant-garde players and composers. 

In fact, the line between traditional and avant-garde practices has become fuzz- 

ier. It is now common for musicians to feel free to use any techniques that seem 

appropriate for a particular composition or a particular group they are playing in. 

In addition, numerous so-called avant-garde players are also powerful per- 

formers in traditional jazz styles, allowing them to bring these styles together 

quite convincingly, to the point that the terms “avant-garde” and “free jazz,’ or 

“traditional jazz” for that matter, have begun to have little value for many musi-~ 

cians. Further stretching the boundaries between styles, many of the avant-garde 

players and composers have also incorporated a multitude of styles from various 

cultures into their music (as is true for contemporary musicians in general), and 

many are using contemporary classical compositional techniques and composing 

for a wide variety of ensembles. 

The supporters of these new styles passionately believed that the players and 

composers of the avant-garde were moving jazz in a new and positive direction while 

opening avenues of expression that built upon and expanded the jazz tradition. 

Ornette Coleman 
Alto saxophonist-composer Ornette Coleman (1930-2015) was an early innova- 

tor and leader of the jazz avant-garde. While initially a controversial and polar- 

izing musical figure, Coleman came to symbolize originality, perseverance, and 
commitment to a musical aesthetic against all odds. 

Originally from Texas, Coleman began his career touring with tent shows and 
rhythm-and-blues bands. He eventually landed in Los Angeles after touring with 
rhythm-and-blues guitarist-vocalist Pee Wee Crayton. While always idiosyncratic, it 
was in Los Angeles where his unconventional, or avant-garde, work began to more 
fully develop. After moving to New York City from Los Angeles in the late 1950s, the 
Ornette Coleman Quartet played an engagement at the Five Spot in 1959 that proved 
to be both divisive and groundbreaking. It seemed musicians, audiences, and critics 
either loved the music or hated it; and the question of its ties to the jazz tradition 
was hotly debated. Nonetheless, it proved to be a provocative and powerful influence 
on jazz. While it may be difficult to hear it at first, Coleman is strongly influenced 
by Charlie Parker and, like avant-garde pianist-composer Cecil Taylor, is steeped in 
the blues, yet his style is determinedly his own. He has an almost harsh tone and an 
eccentric approach to intonation that he compares to the freedom of the voice. 

“Congeniality,” from Coleman’s third album, The Shape of Jazz to Come, is an 
example of the style of Coleman’s first important group, with Don Cherry (pocket 
trumpet, a small, compacted trumpet), Charlie Haden (bass), and Billy Higgins 
(drums). The group played compositions consisting of melodies that seem straight- 
forward and to be loosely in the bebop tradition, yet are quirky and individualis- 
tic. With no piano player, the group could take a free approach to harmony. Its 



improvisation—often in a standard head-solos-head format— 
largely revolves around melodic invention. The intent is to give each 
player a great deal of freedom, so the result is particularly dependent 
on the musicians’ ability to work with little framework. And while 
group interplay is always an essential ingredient in jazz, groups play- 
ing with open structures have to be particularly sensitive to each 
other in order to make the music work effectively. 

Don Cherry’s loose, playful style fits well in this context as 

standard melodic clichés don’t seem to be part of his aesthetic. 

Charlie Haden, a spectacular and sensitive bassist who was capable 

of playing in most any musical context, was perfect for this group 

as he was able to supply an improvised compositional approach 

that gave the tunes formal shape. Haden was also an unusually 

lyrical bass player, which added another component to the group. 

Drummer Billy Higgins, also an extremely versatile musician, 

brought an upbeat energy to the group and created a perfect balance 
of propulsion and a loose approach to time that Coleman was look- 

ing for. Interestingly, this group gives us a chance to hear musicians 

who came up after the big-band era with a different type of profes- 

sional performing background from that of bebop players, many of 

whom had played in big bands. 

Over time, Coleman developed a musical theory called 

harmolodics in which “harmony, melody, speed, rhythm, time, and phrases all 

have equal position in the results that come from the placing and spacing of ideas” 

(Coleman 1983, 54-55). He based his compositions and improvisations on this 

theory, training his musicians as part of the rehearsal process. 

In the late 1970s, Coleman gravitated to a new sound with his group Prime 

Time, including electric guitarists Charles Ellerbee and Bern Nix, electric bass- 

ist Jamaaladeen Tacuma, and Ronald Shannon Jackson, and later Coleman’s son 

Denardo Coleman, on drums. This group could be seen as related to jazz fusion 

(see Chapter 14, 1st Chorus), but it maintained the character of Coleman's innova- 

tive music while adding new timbres as well as the power of funk and rock. 

Later in his career, Coleman began to write for traditional classical ensembles 

including compositions for winds (Forms and Sounds for Wind Quartet) and orches- 

tra (Skies of America). He was the first jazz composer to receive the Guggenheim 

award for composition, and in 2007 he was awarded both the Pulitzer Prize for 

composition and a Grammy Award for lifetime achievement. 

Whether you like the music or not, it is good to appreciate the boldness of 

moving in new directions, especially considering that these musicians’ livings de- 

pended upon being accepted, at least enough to work steadily. In retrospect, it is a 

bit hard to understand why many people were so disconcerted by this music. But 

it did upset the apple cart and, along with others such as pianist-composer Cecil 

Taylor (discussed later in this chapter), provided a new avenue of expression in jazz. 

HOW DID THE AVANT-GARDE JAZZ MOVEMENT 
CONTINUE TO DEVELOP IN THE 1960s? 

While early avant-garde players such as Ornette Coleman and Cecil Taylor were chal- 

lenging the jazz status quo through various types of free improvisation in New York 

City in the late 1950s and 1960s, the stage for a powerful musical and social move- 

ment was being set in a very different artistic and social environment in Chicago. 

3rd Chorus: The Mian 

Ornette Coleman on stage in 

2003. Coleman has stretched the 

boundaries of jazz composition and 

performance through five decades of 

work. Photo by Marc PoKempner. 

© Picade LLC/Alamy. 
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listening focus 

ct) “Congeniality” (1959) by the Ornette Coleman Quartet 

ne INSTRUMENTATION: Alto saxophone-leader: Ornette Coleman; Pocket trumpet: Don Cherry; 

q Bass: Charlie Haden; Drums: Billy Higgins. 

Interactive 
Listening Guide 

In this upbeat tune, the group begins by playing the melodic theme four times (0:00, 0:12, 

0:27, 0:41). This melody circles back around on itself, making it hard to hear where one 

statement ends and the other begins. The melody is still in sections, however, almost 

in a conventional manner, with three primary phrases (0:00, 0:05, 0:10), reminiscent of 

ABA. After the melody, Coleman plays a solo (0:57), which then dovetails seamlessly into 

Cherry’s solo (3:44), keeping the cyclical concept of the melody present throughout. This 

creates a constant flow and a formal structure that is less dependent on sections and 

choruses than we have seen so far. The solos are also more extended than in the past and 

when performed live could have been considerably longer. After Cherry's solo, they move 

directly into a restatement of the cyclical melody (5:45). 

i 
During the melody, the tempo is constantly shifting, and at times there isn't really a tempo 

at all. The musicians move in and out of unison and harmony with each other, creating good 

compositional variety. The rhythm section does not always accompany the melody in the 

same way, which also creates variety, as does the fact that the tempo shifts. The solos, while 

definitely ina new style, are, in their own way, quite melodic and related to a bebop aesthetic. 

The soloists largely rely upon a stream of eighth notes while also playing lines that mix 

angularity with smoothness and challenging old concepts by taking them in a new direction. 

Coleman's tone is unique and was influenced early on by his use of a plastic saxophone. His 

sound is bright, dry, and even a bit harsh at times; but its relationship to traditional alto sax 

playing in Charlie Parker's style, for example, is still clear. Cherry's use of a pocket trumpet— 

which has the same range as a trumpet but is very small and compact so consequently has 

a tighter, smaller, more veiled character to its sound—enables him to create a distinctive 

sound that separates his playing from that of more conventional trumpet players. 

The South Side of Chicago is a product of both the Great Migration—an un- 
precedented relocation of black migrants out of the agricultural South to urban 
industrial centers from 1910 to 1930—and profound segregation. More so than 
New York City, portions of Chicago's South Side and West Side were strictly black 
neighborhoods. The music world was also highly segregated, with the white scene 
centered on Chicago’s North Side and the black music scene on the South Side. As 
the avant-garde took root in Chicago, it necessarily had a racial and political con- 
tent that was unique to the region. 

Sun Ra 
An early influential musician on the Chicago scene in the late 1950s was pianist- 
bandleader Herman Blount, whom we know now as Sun Ra (1914-1993). While 
early on a conventional stride pianist, Sun Ra quickly challenged the musical or- 
thodoxy with a band he labeled his Arkestra that, along with avant-garde playing 
included a swing repertoire, classical influences, and the early use of ese 
such as synthesizers. As Sun Ra also began to connect his music to notions of 

outer space and African influence, as well as philosophy and mysticism, the band 



reflected these extramusical influences. Just how Sun Ra’s personal mythology 
related to the music was not always clear, but the fact that he always made people 
think and challenged orthodoxy had a profound influence on many other innova- 
tive musicians, including some of the young experimental Chicago players. 

Sun Ra later established himself as a strong presence in New York and Phila- 
delphia and carved out a prominent place in the jazz world while also remaining 
on its margins. He also set the inclusionary tone for the avant-garde. Many mu- 
sicians from this scene embrace elements of jazz from many periods as well as 
influences from other styles and cultures. 

Muhal Richard Abrams 
Pianist-composer-arranger Muhal Richard Abrams (1930-2017) was another 

prominent and influential musician who came of age in Chicago during this avant- 

garde period of the early 1960s. While certainly in contact with others, such as 

the well-trained musicians coming out of the South Side high schools, Abrams 

was determinedly self-taught. His studies led him down two paths that converged 

to create an individual compositional voice. He was playing with experienced 

jazz players and composers in Chicago while also studying a complex system of 

composition created by composer-theorist Joseph Schillinger. The Schillinger 

system—more than other twentieth-century musical theories such as 12-tone 
or minimalism—has influenced numerous jazz musicians. The system fosters the 

ability to generate extended compositions from a small amount of musical mate- 

rial. To facilitate working on his new ideas, Abrams started a workshop ensemble, 

the Experimental Band; and he eventually played a crucial role in the creation 

of a music collective, the Association for the Advancement of Creative Musicians 

(AACM), which has had widespread influence both musically and socially. 

Cofounded by Abrams, pianist Jodie Christian, drummer Steve McCall, and 

trumpeter Phil Cohran in 1965, the AACM is a musicians’ collective primarily 

based in Chicago that has been extremely important in the development of ex- 

perimental music in America well beyond the boundaries of jazz. These musicians 

examined new ways of approaching timbre and experimented regularly with ex- 

tended instrumental techniques, as well as challenging the relationship between 

composition and improvisation. It has also been the most influential of a number 

of African American art collectives that have created strategies for artists to take 

control of their own careers through self-production and self-promotion. 

Members of the organization include some of the biggest names in experimen- 

tal music as instrumentalists and composers over the last fifty years, including sax- 

ophonists Henry Threadgill and Anthony Braxton, trumpeter Wadada Leo Smith, 

and violinist Leroy Jenkins. One of the most visible and successful groups to grow 

from the AACM in the late 1960s, however, was the Art Ensemble of Chicago. 

The Art Ensemble of Chicago 
The original members of the Art Ensemble of Chicago were saxophonists Roscoe 

Mitchell and Joseph Jarman, trumpeter Lester Bowie, bassist Malachi Favors 

Maghostut, and percussionist Famoudou Don Moye. They all played various other 

instruments as well, including found objects, whistles, bicycle horns, and instru- 

ments from around the world. The band was also known for a theatrical approach to 

music, at times donning costumes and painted faces. Their motto was “Great Black 

Music: Ancient to the Future.” As was true with many of the avant-gardists, the 

band incorporated numerous influences into their work; and they were seemingly 

unafraid to juxtapose any type of music or stylistic approach, including the use 

3rd Chorus: The Avant-Gar 
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<1) “Barnyard Scuffel Shuffel” (1973) by the Art 
Ensemble of Chicago 

INSTRUMENTATION: Trumpet, percussion: Lester Bowie; Saxophones, clarinet, percussion: 

Joseph Jarman; Saxophones, clarinet, flute, percussion: Roscoe Mitchell; Bass, percussion: 

Malachi Favors Maghostut; Drums, percussion: Famoudou Don Moye; Piano: Muhal Richard Abrams. 

Form and style are inextricably linked in “Barnyard Scuffel Shuffel.” It begins with a dreamy 

Muhal Richard Abrams piano solo (here as a featured guest artist), almost ina stride style but 

with references to harmony both from modern jazz and from contemporary classical music. 

The rest of the band then slams us with a loud, aggressive, freely improvised performance 

that contrasts with the piano introduction (0:58). This section is a good example of group 

or free improvisation in a free jazz style. A unison melodic line over a walking bass briefly 

interrupts this ensemble (1:25) in a more traditional jazz style before the band returns to free 

jazz mode. The band then jumps into a shuffle (hence the twisted title of the piece), a rhythmic 

feel closely associated with the blues and rhythm and blues. This shuffle is played over a 

12-bar blues progression with a sax solo played over riffing horns and the rhythm section 

(1:45). The ensemble again interrupts this interlude and startles us with an aggressive free 

jazz interlude (3:02) before returning to the shuffle again. While the shuffle sections are 

clearly referencing a long-established jazz and blues style, the group plays them in a unique 

way, giving even this style a different feel. The saxes and trumpet move freely from riffing 

to soloing throughout this ensemble, and they end with a unison line over the shuffle beat. 

of simple textures provided by the nontraditional instruments that they played. 

Finding a representative example for this group is daunting as their material is so 

varied. On Lester Bowie’s “Barnyard Scuffel Shuffel,” the band races through a vari- 

ety of styles and approaches; this eclectic and ever-changing recording is an exam- 
ple of the various approaches that the Art Ensemble combines in a unique manner. 

Free Improvisation 
To many listeners, especially to those unfamiliar with this type of music, free im- 
provisations and different types of compositional approaches in a “free jazz’ or 
avant-garde style, whether by a group or by an individual, can seem chaotic and 
difficult to understand. This is at least partially because it often tends to avoid 
the standard approaches to harmony and rhythm that we are used to, making 
it a style that is quite foreign to the average listener. In many ways, this music 
can be an acquired taste and takes effort to understand on its own terms. Be- 
cause of this, listening to free jazz requires an open mind. The often aggressive, 
in-your-face nature of this music also initially alienated many listeners, and just 
as twentieth-century art music based on improvisatory techniques was greeted 
with skepticism, free jazz had a hard time finding its audience. The audience it did 
find, however, has always been quite dedicated. 

Critical commentary on this new music from the white jazz media establish- 
ment was often extremely negative, and while not directly spouting racism George 
Lewis, in A Power Stronger Than Itself: The AACM and American Experiniencad Music 
states: “The intensity of the anti-new music journalism only corroborated the cic? 
sicians’ frequent public pronouncements that the reception and distribution of 



black music suffered from a kind of overseer mentality on the part of the critical 

community, and the commercial community that stood behind it” (p. 49). 

In fact, white executives largely ran the music industry and business practices 

such as insisting on copyright ownership and the sharing of royalties—without 

having contributed to a composition—were rampant and contrary to musicians’ 

financial interests. Along with this, musicians’ unions were notoriously segre- 

gated and the white-run music business controlled most of the lucrative work. 

One response to this was black organizations taking control of their financial 

and artistic lives. The creation of the Clef Club and Clef Club Orchestra by Will 

Marion Cook and James Reese Europe as early as 1910 (see Chapter 2, 3rd Chorus) 

is an early example of self-empowerment in the black musical community. In Blue 

Rhythm Fantasy: Big Band Jazz Arranging in the Swing Era, John Wriggle describes 

the multi-faceted self-owned business of African American composer-arranger 

Chappie Willet, which included not only his arranging services, but also a record- 

ing studio, publishing business, and talent school. 

While this notion of self-empowerment faded during the 1940s, it resur- 

faced in the 1950s and greatly increased in the 1960s in concert with the civil 

rights movement. As early as 1952 Charles Mingus (see Chapter 13, 3rd Chorus) 

and Max Roach (see Chapter 11, 2nd Chorus) reacted to this by starting Debut, 

their own record label. Saxophonist-composers Gigi Gryce and Benny Golson (see 

Chapter 11, 2nd Chorus) each started publishing companies in 1955, but record 

executives essentially blackballed musicians from recording if they published 

with Gryce’s company. The notion of self-reliance grew from there, and by 1965, 

for example, John Coltrane (see Chapter 13, 2nd Chorus) owned his own publishing 

company and was building a home recording studio. 

This notion was also crucial to much of the black avant-garde, as evidenced, 

for example, by the AACM and affiliated groups such as the Art Ensemble of 

Chicago with their emphasis on self-reliance and community empowerment. 

Along with musicians’ collectives, numerous artists were outspoken on racial 
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AACM, was known for its eclectic 

instrumentation and its cooperative, 

avant-garde approach. 
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issues, including saxophonist Archie Shepp and trumpeter-composer Bill Dixon, 

as was author and cultural critic Amiri Baraka (formerly LeRoi J ones), often
 alone 

African American perspective in the jazz media. 

It is important to remember that when bebop first came on the scene, it too 

was described as wild, “noisy” music. Swing music fans and even traditional per- 

formers like Louis Armstrong were vocal in their opposition to the music with its 

high-speed tempos, unpredictable melodies, and dissonant harmonies. Ironically, 

when free jazz first arrived on the scene, bop had become part of the mainstream. 

Now some bop fans were the ones complaining about this new musical style that 

was claiming a place in the jazz arena. 

The many members of the AACM and other members of the avant-garde have 

played a large role in expanding jazz’s musical possibilities, which has helped to en- 

courage musicians to be more open and experimental. Their refusal to be pigeonholed 

and their interest in encompassing the various musical, social, cultural, and political 

influences they choose have served as inspiration for all types of musicians, even if 

at times their music can be difficult to understand and appreciate. The influence of 

the AACM continues to be strong today, as many of its members have spread around 

the country and pursue projects with their own groups and a variety of ensembles. 

The Avant-Garde Continues 

HOW DID THE AVANT-GARDE MOVEMENT 
OF THE 1960s CONTINUE TO DEVELOP OVER 
THE FOLLOWING DECADES? 

Cecil Taylor 
Earlier we discussed saxophonist-composer-bandleader Ornette Coleman, one of 

the most important of the early avant-garde performers and composers. Along 

with Coleman, composer-pianist Cecil Taylor (1929-2018) was one of the innova- 

tors of “the new thing” of the 1950s and continued to be one of the most, if not the 

most, important musician of the jazz avant-garde until his death. Taylor, however, 

saw himself very much as part of the jazz tradition, following in the footsteps of 
Duke Ellington (see Chapter 8), and stated that his music is blues-based. The music 
establishment has not always seen him in this light, however; and Taylor has often 

been viewed as an “outsider.” His music is challenging to the most avid of fans; 
individual compositions, whether solo piano or group performances, could easily 
last over an hour, at times with an almost unrelenting intensity. Taylor hunched 
over the piano as his hands flew over the keys producing a music that is as percus- 
sive and rhythmic as it is melodic and harmonic. 

Taylor's art has always been uncompromising, including his performance 
style. He incorporated his interests in dance and poetry into his performances 
at times through collaboration with other artists and also through his owt 
movement and recitations. Taylor recorded extensively and had an active per- 
forming career, yet he often found it difficult to get regular bookings, despite 
the fact that he had long been at the top of his field and his performances were 
generally sold-out, highly anticipated events. 

Taylor’s career evolved in a different manner compared to most musicians in 
jazz as his unapologetically unique style did not lend itself to playing in other 
people’s bands. Consequently, the typical apprenticeship of jazz musicians was 
largely unavailable to him, and he consistently led his own groups throughout 
his career. Taylor graduated from the New England Conservatory of Music and 
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Cecil Taylor, ca. 2000s. Avant-garde 

composer-pianist Taylor has been 

among the most influential jazz 

composers and performers over 

the last six decades. 

© Barry Kornbluh. 

by 1956 was presenting his brand of avant-garde jazz at what became a nexus for 

the avant-garde, the Five Spot in New York City. His first group included soprano 

saxophonist Steve Lacy (who went on to become a leading voice on that instru- 

ment), bassist Buell Neidlinger, and drummer Denis Charles. They performed a 

mix of their versions of standard tunes and free jazz compositions. Shortly after 

the Five Spot engagement, Taylor was invited to play at the prestigious Newport 

Jazz Festival but largely remained out of the public eye while primarily performing 

in New York’s Greenwich Village. 

By the early 1960s,Taylor began working with his most important collabo- 

rator, alto saxophonist Jimmy Lyons (1931-1986). Lyons had a lyrical sensibility 

and a cool, calm demeanor that provided a much needed contrast to Taylor’s 

all-out intensity. While also a free jazz player, Lyons’s soloing managed to clearly 

convey its roots in bebop and the blues, helping to root Taylor’s music in the jazz 

tradition. Drummer Sunny Murray, and later Andrew Cyrille, brought to the band 

a rhythmic propulsion that swung yet did not rely upon the standard jazz 4 meter. 

Rather, it alluded to it while not necessarily conforming to any metrical structure, 

a crucial element in much of free jazz. Taylor primarily worked with small ensem- 

bles and a close group of players but also at times led a big band made up of free 

jazz improvisers who, based on Taylor’s compositional instructions, created an in- 

credibly complex, improvised polyphony as well as stand-out solos. 

A later important Taylor collaborator was bassist William Parker, who played 

with Taylor for ten years. Since 1996, along with being a bandleader and ubiqui- 

tous side musician on the free jazz scene, Parker has been the organizer—along 

with his wife Patricia Nicholson-Parker—of the Vision Festival, a yearly New York 

City festival dedicated to avant-garde music that has consistently featured a cross 

section of the most important artists in free jazz. 

The Continuing Influence of the Association for the 
Advancement of Creative Musicians 
The many members of the Association for the Advancement of Creative Musicians 

(AACM) who left Chicago to pursue their own musical interests have spread its 

influence around the country. Early members Leroy Jenkins and Henry Threadgill 
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listening focus / viewing focus 

<)) “Streams of Chorus and Seed” excerpt (1976) by Cecil 
Taylor Unit and a Duet from Cecil Taylor: All the Notes 

> (2003) by Cecil Taylor (piano) and Dominic Duval (bass) 

INSTRUMENTATION: Piano, composer: Cecil Taylor; Alto saxophone: Jimmy Lyons; Trumpet: 

Raphe Malik; Tenor saxophone: David S. Ware; Drums: Marc Edwards. 

Taylor had a background in classical music as well as in jazz and took an eclectic and 

unique approach to composition. His performances were improvised, but he employed a 

number of strategies to create frameworks for the improvisations, including compositional 

forms, groups of pitches to be used, and sequences of musical ideas that he referred to 

as “unit structures,” as well as the use of gradually unfolding melodies that we hear in 

“Streams of Chorus and Seed.” Here, along with Jimmy Lyons, the front line includes 

Taylor’s frequent collaborator, trumpeter Raphe Malik (1948-2006). 

As we listen to the first seven minutes of this album-length composition from a live 

performance, we can hear that there is a compositional structure to “Streams of Chorus 

and Seed’; but it is not as clear as those seen in most music we have listened to previously. 

The horns play a gradually unfolding melody as the piece moves rather quickly from section 

to section. The piece begins with a melodic fragment played freely by the horns (0:00), and 

after a short interlude by Taylor on piano (0:41), the horns begin a second fragment (0:49). 

The melody continues to unfold with a third theme (1:15). Throughout, the piece mixes the 

introduction of new melodies with group improvisation and individual solos. The rhythm 

section(in this case piano and drumsasnobassis present) fills busily throughout, each adding 

an individual character to the piece, as opposed to working jointly to provide a rhythmic and 

harmonic foundation. While the melody has some harmonic implications, everyone freely 

improvises throughout and finds an individual relationship with the composed material. 

Malik then begins his trumpet solo (6:22, the first in a series of extended solos). 

In this clip from the documentary film, Cecil Taylor: All the Notes, Cecil Taylor and bassist 

Dominic Duval play a short duet at the San Francisco Jazz Festival in 2003. From the 

outset (0:00), Taylor's playing is busy and extremely dynamic, and at times almost athletic 
in its intensity. A quieter lyricism appears (1:52) and begins to build back up slowly (2:38] 
with a pointillistic approach that gradually becomes denser, though with regular variation 
in the texture, leading to a gentle ending. 

(Chapter 15, 6th Chorus) became ubiquitous on New York’s experimental scene. 
Jenkins led the Revolutionary Ensemble and played in innumerable groups and 
settings. Threadgill continues to lead a series of unique ensembles, as well as being 
a member of the trio Air. This trio had a great deal of critical success and included 
fellow AACM members drummer Steve McCall and bassist Fred Hopkins. , 

Another AACM member, saxophonist-composer Anthony Braxton (b. 1945), 
has created a huge and wide-ranging body of compositions that defy category. 
Braxton composes for and plays the whole range of woodwinds. His work is influ- 
enced by a variety of jazz styles including free jazz, while he has also embraced 
contemporary classical compositional techniques. He has written for unusual 
combinations of instruments and for many types of ensembles ranging from small 
to gigantic groups. Generally, his compositions combine a desire for freedom with 



carefully thought-out and well-articulated musical forms and schemes. He often 
uses graphic notation of his own devising to create his scores. 

Musicians such as flute player Nicole Mitchell (b. 1967) and cellist Tomeka Reid 
(b. 1977) continue the tradition of the avant-garde and the AACM. After moving to 
Chicago, Mitchell became affiliated with the organization—she became the AACM’s 
first female president—and has gone on to become one of the leading musicians of 
the avant-garde. She is currently a professor of music at the University of California, 
Irvine. Tomeka Reid, based in Chicago and affiliated with the AACM, is a sensitive 

and verstile cellist who moves easily between classical and more jazz-oriented or im- 

provisational settings. She leads or co-leads numerous ensembles and performs and 

records with a wide range of top players. Reid and Mitchell can be heard together on 

“Composition 23b” from the album Artifacts (along with drummer Mike Reed, who 

is also affiliated with the AACM). After a unison melody played by the flute and cello, 

Mitchell launches into a solo (0:35) while Reid plays a walking bass line on her cello 

and Reed propels the group in a fast and swinging 4. A unison line again appears 

(2:23) and leads to a drum solo and a closing unison melody and abrupt ending. 
Another collective, the Black Artists Group in St. Louis, has also influenced the 

New York scene through three powerful saxophonists who were group members: 

Oliver Lake, Julius Hemphill, and Hamiet Bluiett. Along with saxophonist David 

Murray, they created the World Saxophone Quartet. Without a rhythm section, 

this quartet has to employ alternate strategies to create rhythm and movement. 

CODA Chapter Summary 

What is soul jazz? 
© Soul jazz developed in the early 1960s as a marriage of hard bop with blues 

and R&B influences. 
© Musicians such as organists Shirley Scott and Jimmy Smith, guitarist Wes Mont- 

gomery, pianists Les McCann and Ramsey Lewis, and alto saxophonist Julian 

“Cannonball” Adderley all added a blues, gospel, soul, and R&B accent to their 

music that embraced the accomplishments and appeal of black popular music. 

What were the key developments in Latin jazz in the 
early 1960s? 
© Small combos led by musicians like vibes player Cal Tjader helped bring Latin 

timbres and rhythms into traditional jazz settings. 

© Several players rose from the ranks of side musicians in both jazz and Latin 

music to become popular bandleaders, including congueros Mongo Santamaria 

and Ray Barretto and pianist Eddie Palmieri. 

© The bossa nova, a Brazilian song form noted for its sophisticated melodies 

and harmonies, enjoyed popularity thanks to the collaboration of guitarist 

Charlie Byrd and jazz saxophonist Stan Getz with Brazilian composers- 

instrumentalists Anténio Carlos Jobim and Joao Gilberto. 

What is avant-garde jazz? 

© Avant-garde or free jazz developed in the late 1950s—early 1960s in the work 

of Ornette Coleman and Cecil Taylor. They sought to free jazz of its ties to 

conventional melody, rhythm, and harmony. 

Coda: Chapter Summa 
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Study Flashcards 

SL 

Self-Study Quizzes 

How did the avant-garde jazz movement continue to 
develop in the 1960s? 

© Musician collectives like the AACM formed in Chicago to encourage experi- 

mentation while promoting self-sufficiency and empowerment among black 

musicians. 

© This movement spread to other cities through similar collectives as well as the 

travels of original members of the Chicago collective. 

How did the avant-garde movement of the 1960s continue 
to develop over the following decades? 

© Cecil Taylor was one of the innovators of “the new thing” of the 1950s and 

has continued to compose and perform over the last five decades. He has cre- 

ated his own unique combination of highly improvised and highly structured 

compositions. 

© Members of Chicago’s AACM spread beyond the city to take their music across 

the country, notably saxophonist-composer Anthony Braxton. 

© Musicians such as flute player Nicole Mitchell and cellist Tomeka Reid con-_ 

tinue the tradition of the avant-garde and the AACM. 

Talkin’ Jazz (Key Terms) 
avant-garde counter-line/ samba 

boogaloo countermelody Schillinger system 

bossa nova free jazz shuffle 

chachacha group or free soul jazz 

combo improvisation 

conguero harmolodics 

Jimmy Smith Les McCann Joao Gilberto 
Shirley Scott Mongo Santamaria Ornette Coleman 
Wes Montgomery Caj Tjader Cecil Taylor 
Julian “Cannonball” Ray Barretto Sun Ra 
Adderley Eddie Palmieri Art Ensemble of Chicago 

Ramsey Lewis Anténio Carlos Jobim Anthony Braxton 

Think About This (For Further Discussion and Study) 
. What is soul jazz, and what are its major characteristics? 

= Do you hear a difference in overall approach between Cal Tjader’s “Soul Sauce 
(Guachi Guaro)” and Tito Puente’s “Mambo Inn”? Discuss the instrumenta- 
tion of both. 

3. Discuss the merging of bossa nova and jazz. How does Stan Getz’s sound meld 
with the genre? 

4. What were the cultural, artistic, and political is 
mation of the AACM? 

©. Discuss your experience listening to avant-garde jazz. 

sues that encouraged the for- 



6. Do you see a relationship between avant-garde jazz and more traditional jazz? 
7. Do you hear any relationship between Ornette Coleman’s and Charlie 

Parker's playing? If so, what do you notice? 

&. What is your experience as you listen to the Art Ensemble of Chicago’s “Barn- 
yard Scuffel Shuffel”? 

9. Discuss the Art Ensemble of Chicago’s approach to the blues in “Barnyard 
Scuffel Shuffel” (beginning at 1:49) compared to Shirley Scott’s “Soul 
Shoutin” and other forms of blues we have heard so far. 

10. Describe your experience listening to the music of Cecil Taylor. Discuss its 
relationship to other music we have listened to so far. 
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There are a number of remarkably important jazz artists whose work cannot 

be confined to a category or a particular period. We have seen this already 

with the music of Duke Ellington, Count Basie, and Louis Armstrong. This 

is also the case for the five musicians discussed here: Miles Davis, John 

Coltrane, Charles Mingus, Bill Evans, and Herbie Hancock. Their careers have 

been marked by constant evolution that helped them move through a number 

of styles and bands while also shaping modern jazz. 

Although it is somewhat misleading to speak of mainstream jazz, the 

term has been used to describe those artists since the 1960s whose work has 

formed the core of jazz for most listeners. Each of these artists is essentially 

universally accepted as a major innovator and stylist. All have long and 

varied careers as performers, their music is extremely well documented 

on recordings, and they have made significant contributions to the jazz 

repertoire through their compositions. 

In addition, after significant side musician apprenticeships, all of these 

musicians led their own groups for the rest of their careers. As bandleaders, 

all had a terrific ability to choose and nurture musicians, so examining these 

bands also gives us a look at many of the major players from the 1950s to 

today. For example, Coltrane, Evans, and Hancock all had early apprentice- 

ships with Davis that were extremely significant in their careers and in the 

development of their music. 
Miles Davis stands out as one of the few musicians in any genre of music 

who was an innovator in several different musical styles: beginning with 

playing bebop with Charlie Parker to being a leader of the cool jazz movement 

to hard bop to modal jazz and then on to fusion. John Coltrane set the 

standard for modern saxophone playing. Charles Mingus was an innovator 

on the bass and is one of jazz’s most important composers and bandleaders. 

Bill Evans’s stylistic and harmonic approach to the piano has been one of the 

greatest influences on modern jazz pianists. His approach to the standard 

jazz trio changed the way this type of group functioned. Finally, Herbie 

Hancock has become one of the standard-bearers for contemporary pianists. 

He continues to be involved in many streams of jazz, while also pushing the 

envelope stylistically and through his use of electronics. 

CSU Archives/Everett Collection. © Everett Collection Historical/Alamy. 

In this chapter, we'll 
answer these questions: 

© How did Miles Davis continue 
to innovate and change 

throughout his career? 

© How did John Coltrane set 

a new standard for jazz 

saxophone? 

© How did Charles Mingus 
revitalize jazz composition 

and arranging for larger 

ensembles? 

© What new innovations did 
pianist-composers Bill Evans 
and Herbie Hancock bring to 

jazz? 
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Miles Davis 

HOW DID MILES DAVIS CONTINUE TO 

INNOVATE AND CHANGE THROUGHOUT 

HIS CAREER? 

Throughout his career, Miles Davis (1926-1991) was consistently one of the major 

voices in jazz. His instrumental ability, musical vision, and fearless adventurous- 

ness made him one of the twentieth century's great musical innovators. He was in- 

volved in bebop, hard bop, and cool jazz from the ground up, was a ground-breaker 

in the area of modal jazz, helped electrify jazz with the introduction of the electric 

piano, and was one of the leaders in adopting elements of rock music and R&B to 

create what came to be known as jazz fusion. His constant restlessness and desire 

for musical growth extended to his side musicians as he pushed them to seek new 

musical territory as well, urging and even insisting that they become individual 

voices within the context of the musical settings he was creating with his groups. 

Davis was greatly influenced by Dizzy Gillespie, but his trumpet skills were 

different from Gillespie’s, as was his musical sensibility. From the beginning,” 

Davis had a lyrical sense that transcended his initially limited trumpet chops, and 

his trumpet technique grew steadily throughout his career as he blossomed into 

an excellent player. 

The combination of intense lyricism and sensitivity—he was one of jazz's most 

lyrical and sweet-sounding players—combined with a bad-boy image made Davis 
an enigmatic musician and public figure. He showed a tough and even violent side 

to the public at times; spoke his mind straightforwardly, to say the least; and was 

unafraid to state unpopular or controversial points of view in colorful language. 

Of course, there was a private side of Davis as well. Close friends speak of a gentle, 

and even delicate, person who was a good friend and an inspirational influence on 

their lives in a variety of ways. Davis’s relationship with his audience was at times 

also contentious. He lost interest in introducing tunes and even would turn his 

back on the crowd, which is traditionally unacceptable in the performance world. 

The contrast between Davis's sensitive, moody, and exceptionally beautiful 
playing and his gruff, rough image is one that is difficult for some to reconcile. 
Davis's dual nature helps us realize that a person’s playing and personality are not 
necessarily intertwined. What musicians show to the public, or what the media 
chooses to portray, is not necessarily what their friends, colleagues, and families see. 

Miles Davis’s Early Life 
Davis was raised in East St. Louis in an upper middle-class family, the son of a 
dentist. He began his trumpet studies in the sixth grade and moved on to study 
with the principal trumpet player of the St. Louis Symphony. In addition, a local 
jazz trumpet player, Clark Terry (1920-2015)—who went on to become one of 
the great trumpet soloists and stylists in jazz—took Davis under his wing; and 
while still in high school Davis was running in an edgy nightlife scene and iat 
experience with numerous bands. 

After high school, Davis moved to New York City to study at the Juilliard 
School, one of the premier music conservatories in the country. While not par- 
ticularly involved in his classes, Davis valued his studies with William Vacchiano 
the principal trumpet for the New York Philharmonic. Later in life Miles eredited 
his short time at Juilliard for giving him a broad musical baclevoundl During this 



period, Davis began to frequent the clubs where bebop was blossoming. Another 
legendary, yet often overlooked, trumpet player, Freddie Webster, helped Davis to 
become a member of New York’s jazz scene. 

Even as a young player Davis’s musicality evidently impressed Charlie 
Parker enough to hire him to play in his group on 52nd Street. This was a high 
compliment for the young jazz musician, because Parker was a leader of the cut- 
ting edge of the jazz scene. On early recordings with Parker we hear a clear and 
individual voice already breaking away from the powerful influence of Dizzy 
Gillespie. His concentration on the middle and lower registers of the trumpet 
contrasted with Gillespie’s exciting work in the upper register, and his playing 
was more broodingly melodic with a burnished tone that generally avoided the 
use of vibrato. 

Davis went on to follow a typical path, playing with big bands such as those 
of Benny Carter (see Chapter 5, 2nd Chorus) and Billy Eckstine (see Chapter 10, 

1st Chorus), working at clubs, and spending time at jam sessions. Davis was a stu- 

dious musician and cleverly managed to attach himself to important players such 

as tenor saxophonist Coleman Hawkins (see Chapter 5, 3rd Chorus) and pianist 

Thelonious Monk (see Chapter 10, 2nd Chorus). His persistence paid off, and by 

1947 he was established as an important new voice. 

While he became a fixture of the bebop scene, Davis began what was to 

become a constant in his life: a restless and continual search for new avenues of 

creativity and musical relevance. His first foray into new territory came with his 

involvement with Gil Evans and what came to be called the “cool jazz” scene (see 

Chapter 11, 1st Chorus). Besides a few performances in New York, the nine-piece 

“Birth of the Cool” band that Miles led is primarily remembered for its landmark 

recordings. 

Davis in the 1950s 
The early 1950s was a difficult period for Davis. He succumbed to heroin addic- 

tion, as was unfortunately true for numerous jazz musicians. As he recovered 

from his addiction, he also revived his career, including moving out of cool jazz 

and leading the way to hard bop (see Chapter 11, 2nd Chorus) with his album 

Walkin’. In the mid-1950s, Davis formed what has become known as his “first 

great quintet,” featuring tenor saxophonist John Coltrane (see the 2nd Chorus 

of this chapter); pianist Red Garland, one of the more accomplished accom- 

panists in jazz; bassist Paul Chambers, the epitome of solidity; and Philly Joe 

Jones, an innovative drummer with a distinctive approach to the ride cymbal. 

Miles became a top star in jazz and in 1957 released ’Round About Midnight with 

this quintet. 
After disbanding this group, Davis was searching for new directions and exper- 

imenting with moving away from complicated chord progressions and orchestral 

settings. To this end he created the Miles Davis Sextet, featuring John Coltrane 

and Paul Chambers from his previous group, as well as Cannonball Adderley on 

alto sax (see Chapter 12, 1st Chorus), Jimmy Cobb on drums, and the up-and- 

coming pianist Bill Evans (see the 4th Chorus of this chapter). The group made one 

of the biggest-selling jazz albums ever, Kind of Blue, which is credited for helping 

to launch modal jazz. Rather than relying upon chord progressions—a series of 

chords—as has been traditionally true in jazz, modal jazz uses a single mode or 

scale for an extended time as the basis of melodies and solos. One of the popular 

tunes from the album, “So What,” is an example of this approach. 
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)) “So What” (1959) by the Miles Davis Sextet 

INSTRUMENTATION: Trumpet, leader, composer: Miles Davis; Alto saxophone: Cannonball 

Adderley; Tenor saxophone: John Coltrane; Piano: Bill Evans; Bass: Paul Chambers; Drums: Jimmy 

Cobb. 

“So What” is an example of what is referred to as “modal jazz,” meaning it focuses on 

a particular scale or scales. The form is a typical AABA with A being in D minor and 

B (the bridge) providing the only harmonic change in this tune, in E-flat minor. After a 

meditative introduction, bassist Paul Chambers plays the melody (0:34)—which was 

extremely unusual because the bass almost never gets to play the melody—and the horns 

play a-simple harmonized background line (0:50). After the melody, the band moves into 

a calm, swinging, medium tempo with the bass playing in 4 (1:30). Drummer Jimmy Cobb 

plays in a relaxed and understated manner behind the soloists, and Bill Evans comps in 

a sensitive and tasteful manner, displaying his colorful harmonic style even in this modal 

composition and at a relatively early stage in his development. 

Being modal, the harmonic structure is extremely open, allowing each player to take his 

own melodic and harmonic approach. Each solo is strikingly different, making this an 

excellent example of the individuality that is so important to jazz. Davis's playing here 

is a perfect example of his focus on lyricism. He plays a solo filled with thoughtful and 

beautiful melody, largely in the middle register, all with a relaxed yet still biting swing (1st 

chorus 1:30, 2nd chorus 2:30). After starting in a similar manner, John Coltrane (1st chorus 

3:26, 2nd chorus 4:20) quickly provides a contrast to Davis as he moves into what we now 

know as the very beginnings of his more mature style, one that is filled with flurries of 

notes that move all over his horn with an intense, hard-edged sound. Here, however, he is 

fairly restrained, probably in deference to the mellow vibe of the recording session and the 

style of this tune. Cannonball Adderley’s ties to bebop are clear in his fleet melodic lines 

(1st chorus 5:16, 2nd chorus 6:10). His precise control of time, one of his great strengths, 

creates a driving, yet still relaxed, solo. Before the final melody statement, pianist Evans 

plays a spare yet beautiful solo (7:05) that uses clusters of notes in an unusual way. Evans's 

piano introduction and understated accompaniment style are also important to note: the 

types of chords and chord voicings [the note choices a pianist makes when playing chords) 

he uses have proven to be quite influential. Chambers walks through the first A (8:02) 
before playing the melody out (8:15). Notice the “coolness” of the overall performance. 
After having briefly retreated from the “cool” style, Davis, never one to stay the same, is 
back to his restrained and almost detached yet emotionally charged coolness. 

Davis in the 1960s 
read all about it 

““Out of Notes’: The 
Problem of Miles Davis” 

by Robert Walser 

Walser, Keeping Time, Chapter 62 

An insightful essay on Davis's life 

and career. 

Following Kind of Blue and large-scale orchestral works with Gil Evans, Davis put 
together a new group in the early 1960s, his “second great quintet.” This group’s 
output is represented by the albums E.S.P. (1965), Miles Smiles (1966), Sorcerer 
(1967), Nefertiti (1967), Miles in the Sky (1968), and Filles de Kilimanjaro (1968), as 
well as the later-released Water Babies (1976). 

Davis drew on a new generation of musicians to form this group, including 
tenor saxophonist-composer Wayne Shorter, pianist Herbie Hancock (see the 4th 
Chorus of this chapter), bassist Ron Carter, and seventeen-year-old drummer Tony 



Williams. Hancock and Carter were extremely experienced rhythm section side 

musicians, and both went on to become premier performers as well as bandleaders. 

Shorter was coming off great success with Art Blakey (see Chapter 11, 2nd Chorus) 

as a player-composer. He would become one of jazz’s great saxophone stylists and 

one of its major composers, as well as a co-leader (with pianist Joe Zawinul) of one 

of the most important jazz fusion groups, Weather Report (see Chapter 14, 1st 

Chorus). He currently leads a quartet and consistently puts out recordings, such as 

Without a Net (2013) and High Life (1997), both of which received Grammy Awards. 

Shorter continues to stretch the limits of jazz with his compositional output as well 

as his current group’s approach to musical interaction. Drummer Tony Williams 

was a young prodigy when Davis hired him. He went on to have a major impact 

on jazz and jazz fusion through a variety of innovations. His splashy ride cymbal 

sound became the driving element of Davis’s group as well as the pioneering fusion 

group that Williams would lead, the Tony Williams Lifetime (see Chapter 14, 

1st Chorus). 

The second great quintet produced exciting and innovative music that still in- 

trigues and perplexes jazz musicians to this day. The rapport between the players 

was unusually telepathic, compositions by pianist Herbie Hancock and tenor sax- 

ophonist Wayne Shorter were breaking new ground, and Davis was intent upon 

driving the players to always do something new and fresh. Davis’s playing was 

flashier and more aggressive with a new confidence and attitude, and the other 

players were all exceptional soloists. The band was well versed in hard bop but 

quickly left it behind as they investigated new harmonic, melodic, formal, and 

rhythmic territory. 
This band’s first album as a unit was a studio recording, E.S.P. The melody of 

Shorter’s tune “E.S.P.” is an early indication of his composing style as it is melodic 

and lyrical, yet more abstract and knotty with a different sort of complex harmony 

from jazz standards up to this time. The recording is intense from beginning to end. 

Davis and Fusion Music 
As rock, funk, R&B, and pop were taking over the musical landscape, the ever-fluid 

and searching Davis responded. With Miles in the Sky, Davis began experimenting 

with the Fender Rhodes, an electric keyboard that became ubiquitous in jazz and 

popular music. Influenced by funk performers such as Sly and the Family Stone 

1st Chorus: Miles Daw : 

Miles Davis with Herbie Hancock 

(piano), Ron Carter {bass}, and 
Wayne Shorter (sax) performing 

at the Newport Jazz Festival, 1967. 

Some consider this mid-1960s 

lineup the best of all of Davis’s many 

groups. 

Photo by David Redfern. Getty Images. 
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Carter discusses his 
role in Davis’s Second 

Great Quintet. 
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)) “E.S.P.” (1965) by the Miles Davis Quintet 

INSTRUMENTATION: Trumpet, leader: Miles Davis; Tenor saxophone, composer: Wayne Shorter; 

Piano: Herbie Hancock; Bass: Ron Carter; Drums: Tony Williams. 

After the statement of the melody (0:28), Wayne Shorter plays with a round yet edgy sound 

and manages to find an interesting balance between lyricism and intricacy in his solo. 

Davis plays a longer solo (1:22) that is the highlight of this tune. He handles the harmonic 

complexity with, for him, a new and more chromatic style that almost floats over the 

chords. His trumpet playing has become more assured, as we can hear in intense upper- 

register high points in his solo [at 1:42 and 2:42; they are quite similar); and his playing 

is also much busier than we have previously heard. A young but mature Herbie Hancock 

plays a solo (4:02) that beautifully weds a bebop sensibility with a more modern harmonic 

conception, displaying a versatility that remains an important part of his musical aesthetic. 

Tony Williams plays a driving yet open type of swing feel that features a new approach to 

the ride cymbal, using it to push the music while creating a dynamic splashy sound color 

that dominates the texture. Bassist Ron Carter provides an extremely solid harmonic and 

rhythmic foundation that allows the other rhythm section players freedom to explore 

other aspects of the work. After Hancock’s solo, the band takes the tune out (4:52). 

and James Brown, and later Prince, Davis changed personnel and added musicians 

such as keyboardists Joe Zawinul and Chick Corea, bassist Dave Holland, and elec- 

tric guitarist John McLaughlin—a player who was fusing jazz with rock and the 

blues and who went on to create the important fusion group, the Mahavishnu 

Orchestra—for the album In a Silent Way, which explored a variety of textures 
including rock and pop sensibilities through a jazz lens. 

Davis went even further and shocked the jazz world by fully embracing 
rock and funk textures with his electric album Bitches Brew, helping to establish 
jazz fusion, a style that had actually already been developing for some time (see 
Chapter 14, 1st Chorus). Davis continued this trend with Jack Johnson and Live- 
Evil; On the Corner went even further toward a funk aesthetic. While these albums 
sold well, much of the jazz world had difficulty with fusion music, particularly 
with Davis’s embrace of it. 

During the later 1970s to early 1980s, health issues—including sickle-cell 
anemia, which physically debilitated him, as well as his falling back into drug 
addiction—led to Davis stopping performing and recording. In the mid-1980s, 
he managed a comeback with a series of albums such as Star People, You're Under 
Arrest (that featured a cover of Cyndi Lauper’s “Time After Time”), Tutu, and 
Amandla. These records included important young players such as saxophonists 
Bob Berg and Kenny Garrett (see Chapter 15, 2nd Chorus), guitarists John Scofield 
(see Chapter 15, 1st Chorus) and Mike Stern, and bassist-producer Marcus Miller. 
Davis collaborated with Miller on several albums that featured leading fusion 
players such as keyboardist George Duke. Davis passed away in 1991. 

Davis's legacy is one of the most profound in jazz. Along with his tremendous 
trumpet playing, his constant searching and innovation as a musician and band- 
leader—as well as his ability to recognize musicians’ abilities and potential while also 
helping them develop—place Davis in a spot of his own in jazz and American music. 
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HOW DID JOHN COLTRANE SET A NEW 
STANDARD FOR JAZZ SAXOPHONE? 
Tenor and soprano saxophonist John Coltrane (1926-1967) is one of 

the most important modern jazz musicians. Over fifty years after his 

death, his influence is still widely acknowledged. Coltrane’s “free” yet 

highly structured soloing style set the standard for modern jazz saxo- 

phone playing. His classic quartet and their extended group improvi- 

sations established a modern group style, taking it to a level that has 
rarely, if ever, been matched. 

Coltrane's low-key stage manner is in sharp contrast to his expressive, 

passionate, skillful, and experimental playing. Coltrane’s dedication to 
music was inspirational to his peers and is evident in his music. Throughout 

his career, he proved himself to be an all-around player, excelling at playing 

traditional material such as the blues (his album Coltrane Plays the Blues), 

ballads (“In a Sentimental Mood” from Duke Ellington and John Coltrane), 

and jazz standards. His later, more mature style amazingly seems to tran- 

scend yet embody these traditions while also interweaving his interest in 

South Asian and African music, as well as his personal spiritual quest. 

Born in North Carolina, by 1943 Coltrane was living in Philadelphia, which 

had a thriving jazz scene and community, including saxophonist-composer Benny 

Golson (see Chapter 11, 2nd Chorus), a close teenage friend and musical col- 

league of Coltrane’s. Coltrane had early gigs with blues saxophonist-vocalist Eddie 

“Cleanhead” Vinson and Dizzy Gillespie (see Chapter 10, 1st Chorus). His studies 

with guitarist-educator Dennis Sandole were important in Coltrane’s later har- 

monic explorations. Other early influences were Charlie Parker (see Chapter 10, 

1st Chorus) and alto saxophonist Johnny Hodges, the lead alto player for Elling- 

ton for many years, a superlative ballad player, a genre Coltrane clearly loved. 

Coltrane in the 1950s 
Miles Davis hired Coltrane for the group that came to be known as Davis’s “first 

great quintet” (see the 1st Chorus of this chapter), placing Coltrane at the epicenter 

of the jazz world and vaulting both him and Davis to stardom. Coltrane, however, 

was suffering from heroin addiction, a scourge common to jazz musicians during 

this period, and was fired by Davis. Following this devastating blow, Coltrane quit 

using heroin, an experience that was also a spiritual awakening for the saxophonist. 

Coltrane next played an important six-month stint at the Five Spot in New 

York City with Thelonious Monk, culminating in a 1957 Carnegie Hall concert (see 

Chapter 10, 2nd Chorus). Following his engagement with Monk, Coltrane briefly 

returned to playing with Miles Davis, recording, among other albums, Kind of Blue 

(see the 1st Chorus of this chapter). It was around this time that the term sheets 

of sound was coined (by jazz historian and author Ira Gitler) to describe Coltrane's 

playing style. He creates these “sheets” through the use of lightning-fast scales 

and arpeggios up and down the entire range of his horn, sometimes in odd group- 

ings. This style was controversial with both audiences and critics. 

Coltrane in the 1960s 
While Coltrane had already been recording under his own name, he was now 

coming more into his own as a leader and composer. His album Giant Steps (1960), 

the first album consisting entirely of his own compositions, was a huge move 

2nd Chorus: John Coltrane. 5 

John Coltrane, performing in 

New York in 1961. Coltrane set the 

standard for modern saxophone 

playing, blending elements 

of mainstream jazz and the 

avant-garde. 

Photo by Herb Snitzer. Michael Ochs 
Archives/Getty Images. 
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In this 1961 interview, 
John Coltrane 
discusses how he 
came to appreciate 

free rhythm. 

“My Favorite Things” (1965) by the John Coltrane Quartet 

INSTRUMENTATION: Soprano saxophone: John Coltrane; Piano: McCoy Tyner; Bass: Jimmy 

Garrison; Drums: Elvin Jones. 

In this live performance recorded in 1965, Coltrane and his “classic” quartet perform 

one of his most popular numbers, “My Favorite Things.” Coltrane masterfully mixes the 

recognizable theme from the popular song among his harmonic explorations, anchoring 

the audience at different key spots through this performance. The performance opens with 

three more or less straightforward statements of the familiar theme [at 0:22, 0:59, and 

1:47), before Coltrane embarks on an extended series of variations in which he explores 

different tonalities and registers of the soprano saxophone. The theme returns at 3:09, 

6:45, and at 9:06, with the first full statement of the complementary bridge melody at 9:23. 

The piece concludes with a series of ascending and descending trills on the saxophone, 

followed by a dramatic series of melodic phrases played in the upper register. The rhythm 

section's accompaniment throughout is powerful, particularly in the energetic drumming 

of Elvin Jones; pianist McCoy Tyner alternates between solidifying the tonality and moving 

around outside of it with chords based on the interval of a fourth; and bassist Jimmy 

Garrison alternates between walking and freer rhythms and provides a solid harmonic 

foundation. 

forward. The title composition experimented with chord progression cycles that 

moved through keys in ways that were unusual in jazz. The album also featured 

his beautiful ballad “Naima.” Another record from this period that shows his new 

style is My Favorite Things, the latter featuring, for the first time, Coltrane on so- 

prano sax on the title track, a song from the popular musical The Sound of Music. 

This record marks the beginning of his classic quartet, which eventually consisted 

of pianist McCoy Tyner, bassist Jimmy Garrison, and drummer Elvin Jones. 
McCoy Tyner (b. 1938) is one of the most influential of modern jazz pianists, 

along with Bill Evans and Herbie Hancock (see the 4th Chorus of this chapter). 
He helped to develop a piano style that relied on chord voicings based upon in- 
tervals of a fourth, which remains essential to contemporary pianists. Elvin 
Jones's (1927-2004) dynamic drumming brought an incredible intensity to the 
group, matching Coltrane’s—quite a feat—and his incorporation of an African- 
influenced § feel over a 4 meter was extremely influential. While bassist Jimmy 
Garrison (1934-1976) did not have as visible a career outside this group as the 
others, his playing helped to set the standard for supplying a harmonic foundation 
while also allowing the music harmonic freedom. 

Coltrane’s broad musical interests included music from India, Africa, and 
the Middle East. These influences increasingly found their way into his music 
through the use of drones and intense polyrhythms. His musical interests also 
complemented his growing spirituality and a desire for his music to express 
and reflect these beliefs. The clearest musical reflection of this quest is A Love 
Supreme, an album-length, four-part suite and one of the classic recordings in jazz. 
Lewis Porter, a Coltrane biographer, states that the titles of the four sections— 
“Acknowledgement,” “Resolution,” “Pursuance,” and “Psalm’—suggest a kind of 
pilgrim’s progress, in which the pilgrim acknowledges the divine, resolves to pursue 

» 6 
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listening guide 

“Resolution” (1965) by the John Coltrane Quartet 
INSTRUMENTATION: Tenor saxophone: John Coltrane; Piano: McCoy Tyner; Bass: Jimmy Garrison; 

Drums: Elvin Jones. 

The overall form of the melodic statement is ABA. The A section, repeated three times, is 

a dynamic 8-measure melody with a relatively simple chord progression in E-flat minor. 

B is a 16-measure bridge that becomes modal in the same key, meaning that it centers 

around E-flat minor without an actual chord progression. 

The melody and accompanying chord progression serve as a primary basis for McCoy 

Tyner’s solo. He plays in 8-measure phrases throughout, but midway through his solo he 

becomes freer and begins to be more modal, as opposed to strictly following the chord 

progression. This sets up Coltrane's solo, which is also modal and in 8-measure phrases. 

Both solos are quite long and move in and out of the central key. In free jazz, more typically, 

the phrase structure would be more open and there would not be a central key. These are 

all examples of the combination of traditional and more avant-garde techniques. 

The rhythm section of this quartet is astonishing. They have a remarkable empathy for each 

other that is so complete that it sounds as if they are reading each other's minds. Along with 

Coltrane, they move through various rhythmic feels and keys, creating form as they go. 

In modern jazz accompaniment, the bass usually lays the harmonic foundation while 

also keeping solid time, usually walking in 4, thereby freeing the drummer a bit from 

timekeeping chores. Here, Elvin Jones is the engine that drives this quartet with his 

powerful, dynamic, and polyrhythmic drumming. Jimmy Garrison can be rhythmically 

freer; although he walks a great deal, he is not tied to that function. While Garrison and 

Tyner both have typical harmonic functions of playing progressions or key centers, they 

are also free to move around as they choose, creating a roving harmonic world, while 

always coming back to the home key of E-flat minor, often with powerful chords and low 

notes in both the bass and piano. 

TIME FORM STYLE 

<) 

\L 

Interactive 

Listening Guide 

Jimmy Garrison's introduction is calm but still manages to set up the tempo to come. His 

unaccompanied bass solo is an unusual introduction for a jazz composition. 

0:20 A John Coltrane plays the simple but intense 8-measure, almost riff-like melody three times. 

Elvin Jones displays a modern straight-ahead swing style but also at times superimposes a° 

feel over the 4 meter. Garrison plays freely and does not walk in this section, allowing Jones to 

keep the time. McCoy Tyner comps with forceful chords but in a simple way that rhythmically 

complements the melody. The band immediately hits a powerful groove at a medium fast 

tempo and never lets up. 
' i 
j 

Coltrane's playing is quite melodic for the first 8 measures, and then he slightly confounds ' 

} ; 

{ 

0:52 B 
the meter for the next 8. Garrison begins by walking in this section, and Jones plays a straight | 

swing. 

1:14 A | Coming out of the bridge there is a real sense of release into the dramatic melodic line. 
me ern 

continued 
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TIME FORM 

Compare 

In contrast to the nonstop energy of “Resolution, 

“Resolution” listening guide continued 
—, 

STYLE 

Tyner takes the first solo. For the beginning of the solo, the rhythm section takes the intensity 

down anotch. They do this to give Tyner room to build his solo. One of his innovations is 

clearly heard here, with his strong and rhythmic left hand that defines the harmony while also 

opening it up. He often does this through the use of chords that consist of fourths rather than 

the more traditional thirds. He starts slowly with simple, melodic lines. Throughout this solo, 

Tyner moves back and forth between melodic playing and flurries of notes, creating a nice 

contour that keeps us interested. 

Tyner creates a polyrhythmic feel with 3 against 4. Jones joins him in this by accenting the? 

divisions, while Garrison continues to lay down the underlying { meter in support. They all 

come back together powerfully at 3:45, just before Coltrane's solo. 

Coltrane's solo mixes lyrical playing and wild flurries of sound, and he plays all-out all the 

time here. This solo, however, is particularly lyrical for an intense tune of this sort. Jones 

propels the rhythm with terrific energy and a big sound on his drums, while bassist Garrison 

provides a solid harmonic support as he mixes walking with a looser rhythmic approach. 

Tyner’s comping largely consists of chords built in fourths. He moves freely through a variety 

of harmonies but always returns to a home key where he and Coltrane frequently meet. 

Coltrane and the rhythm section move seamlessly out of his solo. He repeats the melody three 

times to conclude the second part of this extremely powerful recording. 

” 
Naima’ from Giant Steps (1960) is 

a calm and reflective John Coltrane composition. Its colorful use of extended chords 

and its gorgeous, almost plaintive melody have made this lovely tune a jazz standard. 

Coltrane plays the AABA melody simply and beautifully with little adornment. The 

consummate accompanist, pianist Wynton Kelly, plays an understated solo on the A 

sections (1:23); and Coltrane closes the recording by playing the bridge, last A, and a 
coda (2:49). Coltrane never solos, showing a different side of his musicality on this tune, 

named for his wife. 

it, searches, and eventually, celebrates what has been attained in song” (Porter 1999, 
p. 232). Each section of the album consists of simple and even minimal initial musi- 
cal material that provides the basis for improvisation, but the quartet was playing 
at such a high level and was so directed and focused that not much was needed. 

Coltrane’s Later Career 
The CD Live at the Half Note: One Down, One Up, from a 1965 live performance at 
a well-known downtown Manhattan nightclub (released in 2005), perhaps gives 
us the best picture of Coltrane and his classic quartet at the peak of its power, just 
before it disbanded. The music is wild and free; yet Coltrane’s playing is Richy 
structured, and the performances, while very open, still feel formally coherent. 
These recordings, as well as later performances, show Coltrane’s growing interest 
in the avant-garde. 
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“Altruvista” (1967) by Alice Coltrane (piano) 

This impressive solo piano piece by Alice Coltrane was recorded during a recording session 
for John Coltrane's late album, Expression. It was unreleased until the 1998 reissue of her 
album, A Monastic Trio. Alice Coltrane's playing here shows an absorption of numerous 

musical styles and exhibits her dynamic pianism in what appears to be an improvised 

composition. Much of the recording is in keeping with her late work with Coltrane as it has 

the open feel of a vamp with a wandering tonality. And while Coltrane has her own style and 

influences from numerous past piano styles, her playing also shows the influence of McCoy 

Tyner’s playing with rolling chords and quartal harmony (chords based on the interval of a 

fourth), punctuated occasionally by pounding low notes that keep the piece anchored. 

Just after that recording, Coltrane put together a large ensemble along with 

his quartet that included, among other important avant-garde players, saxo- 

phonists Pharoah Sanders and Archie Shepp and the mainstream trumpeter 

Freddie Hubbard along with the little-known Dewey Johnson, also on trumpet, 

to record the album Ascension. This recording shows Coltrane in an environ- 

ment more typical of music associated with free jazz. Yet Coltrane was highly 

organized, and even compositional, with his use of motivic development and 

cyclic harmony. 

In 1965, Coltrane married Alice McLeod Coltrane (1937-2007), a pianist- 

harpist-composer, and bandleader who had a distinguished career separate from 

his. She was born in Detroit, where her parents encouraged her to study classi- 

cal piano. While attending Detroit Technical Institute as a teenager, she began 

playing organ for a local gospel choir. By the late 1950s, she was visiting Paris, 

where she heard Bud Powell perform, which inspired her to play jazz. In the early 

1960s, she played with vibraphone player Terry Gibbs's group; while touring with 

Gibbs, she met John Coltrane. 

Around this time, tenor saxophonist Pharoah Sanders and drummer Rash- 

ied Ali joined John Coltrane’s band, and this expanded group can be heard on 

his album Meditations (1966). The music was changing and becoming wilder, and 

dissatisfaction among the original members led to the classic quartet disbanding, 

including Alice Coltrane replacing McCoy Tyner in the group. While Coltrane con- 

tinued his structured playing, the group itself was losing its coherence, something 

so difficult to create in free jazz. Coltrane continued to tour and record up until 

his death from liver cancer on July 17, 1967, at only forty years old, having set the 

direction for modern jazz. 

After Coltrane’s death, Alice led her own groups and recorded under her 

own name through the early 1970s. At that time, Coltrane gradually withdrew 

from the jazz world to pursue her interests in the South Asian religions. In 1970 

Coltrane came under the guidance of a guru, Swami Satchidananda, eventu- 

ally taking on the name Turiyasangitananda. She established an ashram—the 

Vedantic Center—in California in 1975. There she played both traditional and 

newly composed chants, which she recorded and released on cassettes. Renewed 

interest in her music led Coltrane to return to performing in the early 2000s, 

often with her son, saxophonist Ravi Coltrane, who produced her last recording, 

Translinear Light. Coltrane died of respiratory failure in 2007. 

listening focus 
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Charles Mingus. Along with Duke 

Ellington, Mingus was a key 

bandleader and composer in jazz. 

CSU Archives/Everett Collection. © Everett 
Collection Historical/Alamy. 
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Saxophone player 
Yusef Lateef 
remembers working 
with Charles Mingus. 

aeoatsy Charles Mingus 

HOW DID CHARLES MINGUS 

REVITALIZE JAZZ COMPOSITION 

AND ARRANGING FOR LARGER 

ENSEMBLES? 

Charles Mingus (1922-1979) made his mark in the jazz world as an ex- 

traordinary bassist while playing with many of jazz's top musicians. His 

greatest contribution to jazz, however, was as a composer-bandleader, 

leading his own groups from the mid-1950s through the late 1970s. He 

developed a unique writing style that combined the polyphonic group 

concept of early New Orleans jazz and a down-home, bluesy feel with a 

modern harmonic and compositional sensibility. 

Mingus ranks alongside Duke Ellington as one of jazz’s most im- 

portant composers and, like Ellington, created a completely individu- 

alistic body of work. As Ellington did before him, Mingus effectively. 

employed the individual musical personalities of his musicians in the 

compositional process, while always maintaining musical control. 

Mingus combined imagination with an intense compositional rigor steeped in 

the traditions of jazz and flavored with compositional elements borrowed from the 

world of classical composition. His music sounds loose, improvised, and fresh, yet 

it is also extremely well conceived and highly controlled, a very difficult combina- 

tion to achieve. One of Mingus’s greatest strengths as a composer was his ability to 

blend styles effectively. His mature compositions drew heavily from early styles of 

jazz, while also being completely contemporary, a very rare quality. 

Mingus was an exciting personality but also a troubled and volatile person at 

times, so controversy swirled around him on a regular basis. This carried over to 

the bandstand and his relationships with musicians. For example, he was quickly 

“encouraged” to resign from Ellington’s band after a very short stint following 

some violent altercations. More importantly, as a bandleader he was known to 

scream and at times even bully and belittle his side musicians both on and off the 
bandstand, ostensibly in the service of the music. While he certainly wasn’t the 
most sanguine of leaders, he did manage to regularly have successful bands that 
articulated his exciting musical vision. 

Mingus was also acutely aware of racism in society and felt responsible and 
compelled to react strongly to racial slights that he experienced. This led to many 
fights with club owners, record producers, and even his fellow musicians. Horace 
Silver describes one incident in his memoirs, Let’s Get to the Nitty Gritty: The Auto- 
biography of Horace Silver. One night, while Silver was taking a break from playing 
at Birdland, he noticed Mingus in his car being questioned by some white police 
officers. Apparently, they were suspicious of this large black man who was seated 
next to a white woman, who just happened to be his wife. : 

Mingus saw me and shouted, “Horace Silver, I want you to witness that these 
men... want to arrest me because my wife is white.” I knew if I got involved in 
the situation, I probably would wind up at the nearest precinct, so ignored him 
and kept walking. Mingus held that against me for about two years after that. 
Every time he saw me, he would say, “You didn’t support me when I needed your 
help.” He finally forgave me. Mingus was very adamant about racial situations 
and was very outspoken about the way he felt. This put him in jeopardy when 
confronted by the police, because he didn’t bite his ton 

j gue about the h 
(Silver 2007, p. 56). 
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This story highlights how dangerous it was to be a black musician working New 
York’s nightclubs. While Silver thought it best to avoid confrontation, Mingus was 
always willing to directly take on racial prejudice. 

Raised in the African American community of Watts in Los Angeles, Mingus 
was the son of a mixed-race couple. His attitude toward his mixed heritage, along 
with his place in a race-conscious society, was a source of difficulty for Mingus; 
and the choices he made about his personal identity had a powerful effect on the 
direction of his music. He had an interest in classically-oriented composition early 
in his career—“Half-Mast Inhibition” is an early example—and developed a clear 
and effective voice in this style. As he made choices about how his racial identifica- 
tion as an African American should impact his music, he moved away from writing 

fully notated scores toward an oral approach to teaching his compositions. 
Central Avenue in Watts was a thriving commercial strip filled with clubs. 

It was an active hub of the high-level local music scene where all of the top jazz 

musicians performed and hung out when in Los Angeles. Mingus grew up in this 

environment, where he could interact with the touring jazz stars as well as with 

the numerous local musicians who went on to become top artists. His early career, 
typically, was as a side musician, leading to jobs with Louis Armstrong, Lionel 

Hampton, and then the Red Norvo Trio, which gave him national exposure. After 

settling in New York City in 1951, Mingus became a popular side musician, in- 

cluding stints with Charlie Parker, Miles Davis, Duke Ellington, Bud Powell, and 

Stan Getz. A live concert where Mingus played with Parker, Gillespie, Bud Powell, 

and drummer Max Roach is documented on the now celebrated Jazz at Massey 

Hall album. In partnership with Roach—as an early example of their interest in 

self-determination both for artistic freedom and to combat the racial disparities 

in the music business—they created their own record label, Debut. 

In the mid-1950s, Mingus formed his group, the Jazz Workshop. This ensemble 

had a regularly changing personnel, but a number of players were longtime mem- 

bers, particularly drummer Dannie Richmond, who helped to anchor the group. 

The Workshop served to articulate the complicated and unusual forms of Mingus's 

compositions. Working with the Jazz Workshop, Mingus began to find his mature 

compositional style as he moved away from notated composition. He taught the 

players the parts by rote, which created an ensemble looseness that gives a feeling 

of exciting spontaneity while also being extremely disciplined and controlled, a 

crucial element of Mingus’s style. 
Mingus wrote many types of pieces, including simple riff-based tunes such as 

“Better Git It in Your Soul” and “Boogie Stop Shuffle.” Even with these, however, 

he broke the mold of the standard jazz format of melody-solos—melody by moving 

through a series of musical ideas with the solos becoming more a part of the over- 

all musical fabric as opposed to being the featured element. 

Along with this, Mingus was one of the most successful composers at creat- 

ing extended works in the jazz idiom, as can be seen in the works “Pithecanthro- 

pus Erectus,” “Cumbia & Jazz Fusion,” and “The Clown.” Reflections, an extended 

composition originally referred to as third stream (see Chapter 11, 1st Chorus), 

combines fully notated, classically oriented composition and more jazz-oriented 

sections. He also wrote ballad material, such as “Goodbye Pork Pie Hat,” dedicated 

to Lester Young (see Chapter 6, 4th Chorus), a hauntingly beautiful tune as lovely 

and poignant as any work in jazz. 

“Fables of Faubus” is another important Mingus ballad. Again, it has an un- 

usual form. Many different musical “feels” occur, which transform what could bea 

simple ballad into a more extended composition. The title refers to Orval E. Faubus, 

former governor of Arkansas, who defied a Supreme Court order to integrate the 

schools of Little Rock, Arkansas, in 1957, and is an example of Mingus’s musical 

read all about it 

“Beneath the Underdog” 
by Charles Mingus 

Walser, Keeping Time, Chapter 38 

Charles Mingus wrote a 

semifictionalized autobiography in 

1971, from which three excerpts 

are drawn. 



hapter 13 Five Views of the Mainstream 

We 

Interactive 
Listening Guide 

“Fables of Faubus” (1959) by Charles Mingus 

INSTRUMENTATION: Bass, leader, composer: Charles Mingus; Alto saxophone: John Handy; 

Tenor saxophone: Shafi Hadi, Booker Ervin; Trombone: Jimmy Knepper; Piano: Horace Parlan; 

Drums: Dannie Richmond. 

“Fables of Faubus” is written in a long AABA form, but is more complicated than usual. 

The A section is divided into two distinct parts (I refer to them in the Listening Guide as 

A' and A2). In addition, the sections are unusually long and have unconventional lengths, 

yet the odd length phrases feel normal and natural. Mingus tailors the lengths of phrases 

to the needs of the melodies, as opposed to sticking within the normal 8- and 16-bar 

restrictions. The first A is 19 measures with two phrases of 11 and 8 measures, the other 

A sections are 18 measures with phrase lengths of 10 and 8 measures, and the B section 

is 16 measures divided into 8-measure phrases. The expressive and beautiful melodies 

have a bittersweet and soulful character, with a wailing quality at times. 

After an introduction, there are three full choruses; and ina stylistically typical manner, 

the last melodic statement of the composition includes only the last half of the tune 

(BA'A?}. Mingus carefully creates a timbral landscape that is constantly changing and 

fresh. While a relatively slick presentation for Mingus’s bands, we still hear a hint of the 

looseness to the ensemble playing that belies the tightness of the band. The rhythm is 

ever-changing throughout, matching the twists and turns in the form. 

Because the form of the tune is long, each soloist takes one part of a chorus, here either 

A'A°A'A? or BA'A?. When performed live, the soloists would most likely play at least a full 

chorus, if not more. Jazz recordings generally are more compact than live performances. 

TIME FORM 

Introduction The introduction consists of a sliding, bending line played by the two tenor saxophonists. 

The trombone also joins in for the start of the line. The feel of the opening line is ominous, in 

keeping with the subject matter. Mingus sets a very relaxed feel by playing the bass “in 2” 
(2 beats to the measure instead of 4) and adding fills. The piano and drums are absent. 

While the tenor saxes continue the line from the introduction in the background, the alto 
| sax and trombone play the melody in harmony and octave unison. These two melodic lines 
moving contrapuntally immediately make this an interesting texture. The bass continues in 2. 

The horns all play a new melody [in octave unison) that has more ofa swinging character. It 
contrasts nicely with A’. The drums enter gently, and the bass “walks” in 4 (playing on all 4 
beats of the measure] to create the swing feel. 

Repeats 

Repeats 

The tenor saxophone plays an emotional, almost wailing melody in its upper register as the 
trombone and the second tenor sax respond and fill. The rhythm section is back in Ds 

For 4 measures, the rhythm section goes into a “double-time feel,” meaning the tempo stays 
the same but feels like it is twice as fast. The alto sax emphasizes this by playing asoloina 
double-time feel as the other horns fill. 

Repeats 

Repeats 
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TIME FORM 
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3rd Chorus: Charles Min. 

“Fables of Faubus” listening guide continued 

The tenor sax plays simply and in a bluesy style. The rhythm section creates a quirky offbeat 
accompaniment. 

Tenor sax solo continues; the rhythm section switches feels and hits a swinging groove. 

The bass, drums, and piano play figures together behind the soloist (3:08). This is clearly a 

prearranged figure, showing the careful nature of the accompaniment and the arrangement. 

Tenor solo continues. 

Tenor solo continues. 

Piano solo. The rhythm shifts in and out of a double-time feel. 

Piano solo continues. The rhythm section continues with the now routine rhythmic feels of A! 

and A’. 

The second tenor sax solos. The tone of each tenor sax player is unique, but this solo is also 

largely in a bluesy and simple style. The rhythmic feels continue to shift back and forth. 

Tenor sax solo continues 

Mingus's solo is quite melodic and has great rhythmic variety. He bends notes in an 

expressive and bluesy manner, as was true for the horns. As Is typical for a bass solo, the 

drums and piano play ina lighter and softer accompaniment style, yet they still convey 

similar shifts in the rhythmic feel. 

The rhythmic feels continue to shift back and forth yet more subtly for the bass solo. 

The band returns to take the tune out. 

Final statement by the full band. 

Final statement by the full band. 

Compare 
Like “Fables of Faubus,” “Boogie Stop Shuffle” is from the popular Mingus album D 

Mingus Ah Um (1959). In some ways, it is a simple blues shuffle riffing tune reminiscent CO 

of the early swing era, anchored by Mingus on bass and drummer Dannie Richmond. 

On another level, however, it has an evolving character that combines the style of an 

open blowing tune with the feel of an extended composition through the use of various 

themes and rhythmic feels. The combination of thoughtful composition that almost 

does not feel composed is rare but is typical of Mingus. It is a large part of what makes 

his music so compelling and important. 
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expression of his political beliefs. He was an outspoken social critic, particularly 

regarding issues of race, an area of great personal significance to Mingus. This 

is often reflected in his music, including a later version of this composition that 

featured lyrics straightforwardly condemning Faubus for his outrageous actions. 

In his later years, Mingus continued to create excellent albums, including 

an extended suite, The Black Saint and the Sinner Lady; a collection of works for 

big band, Let My Children Hear Music; and Cumbia and Jazz Fusion. Lou Gehrig’s 

disease, ALS, cut his career short, and he died in 1979, having recently completed a 

recording project with the popular folk singer Joni Mitchell. The Mingus Dynasty 

Band, Mingus Big Band, and Mingus Orchestra, all led by his widow, Sue Mingus, 

carry on his musical legacy. 

PAUAwNaty Bill Evans and Herbie Hancock 

WHAT NEW INNOVATIONS DID PIANIST- 
COMPOSERS BILL EVANS AND HERBIE 
HANCOCK BRING TO JAZZ? 
Bill Evans 
Along with Herbie Hancock and McCoy Tyner (see this chapter, 2nd Chorus), pianist 

Bill Evans (1929-1980) is one of the more important contemporary jazz pianists. 

He has had a profound influence on modern jazz piano styles. Evans is known for 

his lovely and introspective lyricism and his sophisticated harmonic approach. In 

addition, his rethinking of the role of the instruments in the piano trio encour- 

aged a new formal and rhythmic freedom. The members of his trios function more 

as equal partners, as opposed to the drums and bass acting strictly as accompanists. 

From Plainfield, New Jersey, Evans started piano at a young age and also stud- 

ied flute. Through his college years, Evans primarily studied classical music, which 

greatly influenced his later style as his harmonic approach owed a great deal to 

twentieth-century classical music traditions. He worked professionally after col- 

lege, including in a trio with guitarist Mundell Lowe and bassist Red Mitchell and 
as an accompanist for Billie Holiday (see Chapter 9, 1st Chorus). 

Evans moved to New York City in 1955, where he freelanced and began to 

make a name for himself. His work with composer and music theorist George 

Russell placed Evans more firmly in the jazz world through his solos on Russell’s 
“Concerto for Billy the Kid” and “All About Rosie.” Soon after, he made his first 
record as a leader, New Jazz Conceptions. His association with Russell also led to 
Evans joining Miles Davis's band, one of the most high-profile gigs in jazz, in 1958. 
Evans recorded Kind of Blue with Davis (see this chapter, 1st Chorus), an important 
album that helped to popularize modal jazz. Evans’s accompanying throughout 
the record helped to define a modal jazz concept, including his use of chords built 
on fourths, as opposed to thirds. f 

In 1959 Evans formed a trio with bassist Scott LaFaro and drummer Paul 
Motian. The group perfected a style that, while still featuring the piano, gave the 
bassist and drummer more freedom and a role beyond accompanying that created 
a high level of interplay. The group had an uncanny intuitive interaction, as well 
as a sound that was lyrical, sensitive, and introspective; and Evans’s harmonic 
approach was original, fresh, and colorful. LaFaro was a particularly melodically 
gifted bass player. He died tragically early in a car accident just after the group 
recorded two live albums at the Village Vanguard, which are among the greatest 
live recordings in jazz. 
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Evans continued to perform and record with his trio, managing to keep steady 
personnel, including bassists Chuck Israels and Eddie Gomez and drummers 
Marty Morell and Eliot Zigmund. He recorded in other formats as well in later 
years, including Symbiosis, a jazz concerto written for him by Claus Ogerman for 
his trio and orchestra; Affinity, a quintet album that features harmonica virtu- 
oso Toots Thielemans; and two duet recordings with vocalist Tony Bennett (see 
“Listening Guide: Compare”). Evans's last studio recording, We Will Meet Again, 
featured a quintet that included his last bassist and drummer, Marc Johnson and 

Joe LaBarbera, as well as the wonderful contemporary trumpeter Tom Harrell and 

saxophonist Larry Schneider. The record won two Grammy Awards in 1981. Evans 

died in 1980 after a long struggle with substance abuse. 

Herbie Hancock 
Although identified as a jazz pianist by most listeners, Herbie Hancock (b. 1940) 

has steadfastly refused to accept the limitations that others have tried to place 
upon him. He has had a career with many phases, and his music has spanned 

numerous styles from jazz to music influenced by hip-hop. Hancock’s ability to 

produce such a variety of music at the highest level gives him a special and import- 

ant place in the music world. 

From Chicago, Hancock was a child prodigy and performed with the Chicago Sym- 

phony, one of the world’s top orchestras, when he was eleven. After early work with 

trumpeter Donald Byrd, Hancock recorded his first record, Takin’ Off, in 1962. His com- 

position “Watermelon Man’ from that record became a hit for percussionist-bandleader 

Mongo Santamaria (see Chapter 12, 2nd Chorus) and is now a jazz standard. 

Bill Evans [piano], Larry Bunker 
(drums), and Chuck Israels {bass}, 

1965. Evans's cerebral piano style 

and composing were ideally suited 

to the small trios that he often led 

throughout his career. 

Photo by David Redfern. Getty Images. 

2 



280 | Chapter 13 Five Views of the Mainstream 

listening guide 

~)) Waltz for Debby” (Take 1, 1961) by the Bill Evans Trio 

INSTRUMENTATION: Piano, composer, leader: Bill Evans; Bass: Scott LaFaro; Drums: Paul Motian. 

“Waltz for Debby” has a lovely melody that mixes a simplicity that reflects a childlike 

sensibility—the tune was written for Evans’s niece—with melodic and harmonic 

sophistication. Its form is essentially AABC, a common variation on AABA; but it is a bit 

more complicated than that. The first two A sections (referred to here as A' and A?) have 

different endings, with A? leading to B, the bridge. While beginning the same way as the A 

sections, C also has a different ending and is considerably extended. All sections are 16 

measures, except C, which is 32. The group plays seven choruses of the entire form. 

This is as gentle as jazz gets, yet, paradoxically, it is so gentle and lovely that it has its own 

type of intensity. It is a wonderful combination of light and buoyant, while also swinging 

- very hard. “Waltz for Debby” begins as a waltz (3) and quickly changes to a swinging { for 

the remainder of the tune. 

Evans's lyricism and beautiful and colorful chord voicings are in evidence throughout this 

recording. The solos by both Evans and LaFaro are lyrical and pretty. LaFaro plays with 

a fascinating blend of a traditional bassist’s role of providing a harmonic and rhythmic 

underpinning along with a melodic and rhythmically free approach. Using brushes, 

drummer Paul Motian’s playing is understated, but his interaction with the trio as well as 

his sensitive and gently floating style make his playing extremely effective. 

ae FORM STYLE 

Interactive 

Listening Guide 

The entire 1st chorus is just piano and bass. This allows the time to be more flexible. Evans 

plays the melody straightforwardly, while LaFaro plays a melodic bass counter-line as opposed 
to playing just the roots of the chords. 

The flexible sense of time is heard clearly at 0:50, as LaFaro has to listen closely to Evans to 
follow him. 

Evans and LaFaro set up anew tempo and shift the meter from ito 4. LaFaro effectively uses a 
bass pedal point—one repeated note under changing chords. 

The band goes into a light yet insistent swinging { with a new tempo. Evans plays the melody 
) again, but more freely this time and takes more rhythmic liberties with the melody. Drummer 
| Paul Motian enters, playing gently with brushes. LaFaro changes his approach regularly 
| playing both a typical bassist’s role and a freer and more melodic style. He plays largely i 2 but 

mixes it up. 
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“Waltz for Debby” listening guide continued 

Evans's right and left hands work independently here: He solos with his right hand much 

the way a horn would, while his left hand comps. LaFaro continues his dual approach, 
again playing largely in 2. Motian’s role is perhaps the most limited in scope as he generally 

| acts as an understated timekeeper. His subtlety and taste fit in perfectly with the style of this 
| tune, however. Sm 

Evans moves into his 2nd solo chorus seamlessly. 

| Evans changes styles; his two hands work together as one, as opposed to the kind of comping 

he was doing in the 3rd chorus. [This is called “locked hands” style.) Motian continues his 

| understated timekeeping. 

_ This bridge section is a good place to hear LaFaro’s melodic accompanying style. 

_ The locked hand style is particularly noticeable in this section. LaFaro contrasts the bridge 

by playing a more traditional role here. He uses the pedal point again at the end of the section 

(3:43), then transitions directly into his solo. 

LaFaro begins his solo primarily playing in the middle and lower registers. Evans comps softly, 

but also frequently plays pieces of the melody behind this solo. As is typical for drummers, 

Motian plays even more softly and subtly to avoid overpowering LaFaro’s solo. 

In the bridge LaFaro builds up to the upper register while still playing in all registers. 

LaFaro concentrates more on the upper register during this chorus. The upper register 

projects well over the rest of the rhythm section, while a solo spot also gives bassists a chance 

to show their “chops.” 

_ Evans initially plays this final A section more forcefully than usual; then toward the end, the trio 

_ brings the intensity down to finish with a gentle ending and a short tag. 

continued 
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“Waltz for Debby” listening guide continued 
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Compare 

D On The Tony Bennett/Bill Evans Album, the lovely ballad “Some Other Time” (1975) shows 

GS Bill Evans in a different setting. Evans accompanies the fabulous vocalist Tony Bennett 

using the same gentle feel we heard in “Waltz for Debby.” Evans begins the tune with 

an introduction that features a simple and repetitive figure that recurs in various guises 

regularly throughout the tune. Evans’s pretty and gentle solo (2:20) is often set over this 

figure, bringing all aspects of this recording together into one cohesive statement. Bennett’s 

straightforward but wistful and moving rendition expresses the lyrics that speak of a warm 

love mixed with regret. His singing of the words “Oh well” at 0:32 and 1:02 says it all. 

viewing focus | 

“Emily” (1970) by the Bill Evans Trio 

> INSTRUMENTATION: Piano, leader: Bill Evans; Bass: Eddie Gomez; Drums: Marty Morell. 

In this video, a later version of the Bill Evans trio plays the waltz, “Emily.” Evans begins by 

playing the tune once through alone in a rhythmically free fashion; the gorgeous harmonies 

are typical of his style, as is his lovely statement of the melody. Gomez and Morrell then join 

in and they play the tune together (0:52). Gomez's playing here is a perfect example of how 

to function within Evans's trio concept; he lays down the harmonic foundation clearly while 

playing freely and melodically, and also leaves lots of space. Morrell keeps time simply as 

he plays lightly with brushes. Evans takes off on a melodic solo (1:32) and Gomez alternates 

between walking and playing more melodically (for some reason the recording volume 

changes during his solo}. Gomez then solos (2:52), and, as is often true for bassists when they 
solo, concentrates on the bass’s upper register as Evans comps simply and quietly. The trio 

then takes this beautiful waltz out (3:30). In the second half of the melody notice Gomez’s use 

of harmonics—lightly touching a string with the left hand to create a higher pitch (3:46). 

Hancock’s biggest break came when he was hired by Miles Davis for the group 
that came to be referred to as Davis’s “second great quintet.” Along with bass- 

ist Ron Carter and drummer Tony Williams, Hancock helped to redefine the jazz 
rhythm section with an expanded and more open rhythmic, harmonic, and even 
formal approach. This can be heard in the Davis group's recording of Wayne Short- 

read all about it 

“Soul, Craft and Cultural 
Hierarchy” by Wynton 
Marsalis and Herbie 

Hancock 

Walser, Keeping Time, Chapter 54 

In this joint interview, Marsalis 

and Hancock debate their different 

attitudes toward the influence of free 

jazz, popular music, and jazz—rock 

on mainstream jazz. 

er’s composition “E.S.P.” (see the 1st Chorus of this chapter). 
While with Davis, Hancock worked with other prominent groups as a side 

musician, recording many albums on Blue Note Records, as well as beginning an 
important solo career. His 1965 albums Maiden Voyage and Empyrean Isles are clas- 
sics from this period and featured Freddie Hubbard, one of the most influential 
trumpet players from the 1960s through the 1990s (discussed in Chapter 14, 3rd 
Chorus), along with the Davis rhythm section. “Maiden Voyage” and “Dolphin 
Dance” have become jazz standards, and numerous bands from variou S genres 
have recorded versions of these songs. 8 
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Herbie Hancock, ca. 2000s. Hancock 

has been a leading composer, 

bandleader, and pianist in both 

acoustic and electric jazz styles for 

decades. 

© Rob Lacey/vividstock.net/Alamy. 

Traditionally an acoustic music, jazz was undergoing significant changes 

during the 1960s and early 1970s. Many jazz musicians were attracted to other 

styles such as rock, R&B, and funk and were playing music that freely drew upon 

all of their interests. This music eventually came to be known as jazz fusion (dis- 

cussed further in Chapter 14, 1st Chorus). These early experiments with fusing 

rock elements such as electric guitar and a heavier, rock rhythm section were met 

with dismay by the jazz mainstream. Many felt that these jazz musicians were 

“selling out,” chasing pop success by emulating the hit sounds and styles of the 

day. Others felt that the new music forsook the subtlety of group improvisation, 

advanced harmonies, and polyrhythms that marked the greatest jazz playing. 

Fusion music is still controversial. Some feel that it laid the groundwork for 

smooth jazz (Chapter 14, 1st Chorus), the highly commercial style of musicians 

like saxophone player Kenny G and others whom the hard core jazz audience feel 

have no part in the jazz pantheon. Yet, many developments that were part of 

jazz-rock—from using amplified guitars and keyboards, synthesizers, and rock 

and R&B harmonies and rhythms—are now commonly heard in mainstream jazz 

groups. What was once revolutionary is hardly noticed by critics or fans, and the 

fusing of various styles is now more the rule than the exception. 

Miles Davis was inspired by this new musical form and encouraged Hancock 

to experiment with the use of electronic keyboards, including the Fender Rhodes. 

This electric piano has a piano-like touch that allows for great expression, compared 

to many synthesizers. When the keys are hit hard, it gives a funky, slightly dis- 

torted sound that players like. Davis’s music took on a different aspect as a result 

(discussed in the 1st Chorus of this chapter), and Hancock’s contributions can be 

heard on Davis records such as In a Silent Way and On the Corner. While reluctant 

at first, Hancock went on to fully embrace the use of a wide variety of electronic 

instruments as well as the notion of freely expressing all of his musical interests. 

An early example of Hancock’s work with electronics is the album Fat Albert 

Rotunda, which deftly melds jazz with pop and R&B rhythmic feels on tunes such 

as “Tell Me a Bedtime Story.” Hancock continued to expand his use of electronic 

instruments, including a variety of synthesizers. Because of his place as one of 

jazz’s finest pianists, the jazz establishment at times criticized Hancock's forays 
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») “Actual Proof” (1974, excerpt 0:00-6:06) by 
Herbie Hancock 

INSTRUMENTATION: Keyboards and synthesizers, leader, composer: Herbie Hancock; Electric 

bass: Paul Jackson; Drums: Mike Clark; Alto flute: Bennie Maupin; Percussion: Bill Summers. 

The form of “Actual Proof” is quite simple: after an introduction, a single theme— 

consisting of three variations of a melodic fragment—is repeated many times as the basis 

for solos. This theme has an asymmetrical and unusual length of 15 measures. Also, 

while it is in 4, the last 3 measures change meter with oT and © bars. Theres as much 

space between melody lines as there is actual melody, and the harmony is sophisticated 

and reflects the contemporary jazz of the day. 

The funk-jazz groove is powerful but also a bit difficult to follow. It is hard to know where 

- the beat or the measure divisions are because the rhythm is heavily syncopated, with the 

band frequently anticipating the first beat of the bar by an eighth note. Try clapping your 

hands to the beat or dancing to the groove—neither is easy! The drum and bass parts are 

key to establishing the funky groove. Bassist Paul Jackson almost dominates the texture 

with his nonstop syncopated activity, similar to what funk bass players do. Mike Clark, 

along with Dave Garibaldi and others, developed a style of jazz-funk drumming that was 

popularized by this recording and by the R&B and funk group Tower of Power. 

ens FORM 

Interactive 
Listening Guide 

The introduction immediately sets a powerful and classic jazz-funk groove with drums, 

bass, and synthesizer. Hancock essentially plays two keyboard parts: a funky, spare, 

and spiky clavinet part; and a complementary part that fills in the space with a rounder 

sound. The drums are playing a complicated jazz-funk groove based on sixteenth notes, 

and the bass plays a syncopated and extremely active bass line. 

0:31 A The melody, played by layers of keyboards and synthesizers and with the lead line 

1:04 1A 

1:36 1st Chorus Hancock’s melodic and rhythmic invention as well as his overall command of his 
instrument are shown through this series of choruses. Hancock, Clark, and Jackson 
show a remarkable intuitive empathy for each other. They each play independent lines at 
times, creating an exciting polyphony, then all of a sudden they will play a tight rhythmic 
figure together. The bass—and at times the keyboard and drums—clearly marks the 
end of each chorus with the break from the tune itself. The band frequently playsa 
rhythmic figure from the middle of the melody, for example, at 2:18, 3:13, and 4:08 

2nd Chorus Hancock solo continues. 

continued 



4th Chorus: Bill Evans and Herbie Hancock 

“Actual Proof” listening guide continued 

TIME FORM STYLE 

2:28 3rd Chorus Hancock solo continues. 

2:56 4th Chorus Hancock solo continues. 

3:24 5th Chorus Hancock solo continues. 

Sy 6th Chorus Hancock solo continues. 

4:18 7th Chorus Hancock solo continues. 

4:45 8th Chorus Hancock solo continues. 

512 9th Chorus Hancock solo continues. 

5:39-6:00 | 10th Chorus Hancock solo continues. 

Compare 

Herbie Hancock’s “Dolphin Dance,” from his classic album Maiden Voyage (1965), melds D 
: : : , oe 

the straightforwardness of hard bop with the adventurousness and openness of Hancock’s iC) 

experience with Davis. Its pretty melody has a certain kind of simplicity as it uses several 

melodic elements over and over again in different ways. The relationship between the 

melody and the rather complex harmony is not simple, however. Hancock extensively 

uses colorful extensions of chords and the chords themselves are also complex. With 

tunes such as this, Hancock helped usher in new approaches to jazz harmony. 

Hubbard’s virtuosity and powerful, aggressive yet lyrical style are immediately on 

display in his excellent solo (1:19). In Hancock’s tasteful and almost restrained solo 

(5:43), he begins by taking his time and playing rather simply while leaving plenty of 

space. He displays a terrific command of rhythm while swinging by both delaying and 

pushing the time. Hancock gradually builds the intensity of the solo but always stays 

within the mood of this lovely composition. 

into electronically oriented music and popular styles. Hancock persisted, however, 

and went on to create a group called the Headhunters that allowed him to incor- 

porate funk music and R&B styles into his compositions. Head Hunters (1973) and 

its hit “Chameleon,” now a jazz standard, brought Hancock to the attention of new 

listeners. His next album, Thrust (1974), included the tune “Actual Proof.” This 

track combines the funk rhythms played by the drums and bass with Hancock’s 

Fender Rhodes solo in a solid jazz style. 
Following the end of the group Headhunters, Hancock continued to have an 

extremely productive, diverse, and commercially and artistically successful career. 

Highlighting the importance of their work with Davis, Hancock, Wayne Shorter, 

Tony Williams, and Ron Carter formed V.S.O.P. with trumpeter Freddie Hub- 

bard replacing Davis; V.S.O.P. II included Hancock, Williams, Carter, trumpeter 

Wynton Marsalis (see Chapter 14, 2nd Chorus), and his brother Branford Marsalis 

on sax; and Hancock and Shorter recorded a duo album, 1+1 (1997). 

Hancock also recorded a series of albums that continued to include pop and R&B 

elements, including Future Shock (1983). A tune from the album, “Rockit,” included 
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the use of turntablist techniques developed in hip-hop and rap music. It became a 

crossover hit while winning a Grammy Award for Best R&B Instrumental. In 1994, 

the second great quintet again reunited, this time with trumpeter W
allace Roney fill- 

ing in for Davis, winning a Grammy Award for their album A Tribute to Mil
es. Hancock 

also won a Grammy Award for his 2008 tribute to vocalist-composer Joni Mitchell, 

River: The Joni Letters. His CD Herbie Hancock’s Imagine Project (2010) was a collabo- 

ration with musicians from around the world that expressed his ideas regardin
g the 

importance of global responsibility for world peace; it won two Grammy Awards. 

Hancock has maintained his enthusiasm for bringing together all of his mu- 

sical interests and has become an important spokesperson for jazz as an open and 

constantly growing art form. Hancock is currently an honorary goodwill ambas- 

sador for the United Nations Educational, Scientific, and Cultural Organization 

(UNESCO), holds the Creative Chair for Jazz with the Los Angeles Philharmonic, 

and is Chairman of the Herbie Hancock Institute of Jazz. 

How did Miles Davis continue to innovate and change throughout 
his career? 
© Miles Davis was an innovator in several different musical styles: beginning 

with playing bebop with Charlie Parker to being a leader of the cool jazz 

movement to hard bop to modal jazz and then on to fusion. 

© He worked with arranger Gil Evans, who wrote for Davis’s nonet in the late 

1940s, pieces that would be recorded on an album called Birth of the Cool, 

which helped establish cool jazz. They also collaborated on four other classic 

albums with an expanded big band. 

© His late 1950s sextet with pianist Bill Evans popularized modal jazz through 
the album Kind of Blue. 

© His two “great quintets’—during the 1950s with John Coltrane, Red Garland, 

Paul Chambers, and Philly Joe Jones and in the 1960s with Wayne Shorter, 
Herbie Hancock, Ron Carter, and Tony Williams—are recognized as among 
the greatest of all small jazz combos. 

© Inthe later 1960s to early 1970s, Davis began experiments with fusion music, 
incorporating funk and rock instrumentation and rhythms into his music. 

How did John Coltrane set a new standard for jazz saxophone? 
© Coltrane’s “free” yet highly structured soloing style set the standard for 

modern jazz saxophone playing. 
© His style of playing solos, featuring fast strings of arpeggios and runs, some- 

times in odd groupings, was described as “sheets of sound.” 
© His classic quartet and their extended group improvisations established 

a modern group style, taking it to a level that has rarely, if ever, been 
matched. 

© Coltrane’s musical interests were broad and included investigating music from 
India, Africa, and the Middle East. These influences increasingly found their 
way into his music through the use of drones and intense polyrhythms. These 
musical interests also intersected with a growing spirituality and a desire for 
his music to express and reflect these beliefs. 



How did Charles Mingus revitalize jazz composition and arranging 
for larger ensembles? 
© Bassist Charles Mingus’s greatest contribution to jazz was as a composer- 

bandleader, leading his own groups from the mid-1950s through the late 
1970s. 

© He developed a unique writing style that combined the polyphonic group 

concept of early New Orleans jazz and a down-home, bluesy feel with a modern 

harmonic and compositional sensibility. 

© He was able to create structures that encouraged a loose, improvisatory feeling 

in his music, while he still maintained rigorous control over the group. 

© Mingus was sensitive to issues of racism in America, reflected in his fierce 

independence as well as his compositions like “Fables of Faubus.” 

What new innovations did pianist-composers 
Bill Evans and Herbie Hancock bring to jazz? 
© Bill Evans is known for his lovely and introspective lyricism, along with a 

sophisticated harmonic approach, which was extremely influential. 

© His approach to the piano trio encouraged a new formal and rhythmic freedom. 

In Evans’s groups, the members of the trio function more as equal partners, as 

opposed to the drums and bass acting strictly as accompanists. 

© Herbie Hancock has been a leading pianist, composer, and bandleader. His 

early compositions including “Watermelon Man” and “Maiden Voyage” have 

become classics of mainstream jazz. 

© Hancock has been willing to adapt to a wide range of musical styles. He is 

equally comfortable playing electric keyboards and synthesizers as he is the 

traditional piano. His fusion band, the Headhunters, enjoyed great success 

during the mid-1970s to early 1980s. 

Fender Rhodes mainstream jazz sheets of sound 

free jazz modal jazz smooth jazz 

fusion piano trio 
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Miles Davis Charles Mingus Herbie Hancock 

John Coltrane Bill Evans 

1. What are the various styles that Miles Davis was involved in? How was he 

innovative in these styles? 

2. Describe Davis's playing style. How did it change through the years? Which 

period is your favorite? 

3. Discuss John Coltrane’s playing style as he progressed through playing with 

Thelonious Monk, Davis, and his own group. 
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Discuss the importance of Charles Mingus’s composing. 

What was significant about Mingus as a bandleader? a 

Compare the styles of Bill Evans and Herbie Hancock. What was the stylistic 

importance of each? 

Does Hancock’s “Absolute Proof” have a relationship to any music that you 

listen to? 
~] Dot 
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ERVIEW 

1975-TODAY 
MUSICIANS/MUSICAL WORKS 

¢ Cecil Taylor, “Streams of Chorus and Seed” 

e Miguel Zenon, alto saxophonist-composer- 

bandleader, born 

e Robert Glasper, pianist-composer-bandleader, born 

e Thelonious Monk dies after nearly a decade of not 

performing 

e Bass player-vocalist 

Esperanza Spalding born 

e Wynton Marsalis, “Delfeayo’s Dilemma” 

e Trumpeter-vocalist Chet Baker dies 

e Drummer-bandleader Mel Lewis dies. 

e Vocalist Sarah Vaughan dies. 

e Saxophonist Dexter Gordon dies. 

e Drummer Art Blakey dies. 

e Miles Davis dies 

e Jazzat Lincoln Center becomes an official 

department of Lincoln Center 

° Dizzy Gillespie dies 

e Bandleader Sun Ra dies 

YEAR MAJOR SOCIAL DEVELOPMENTS 

U.S. Bicentennial celebration 

First home computer introduced 

Iran hostage crisis 
Three Mile Island nuclear plant meltdown 

Ronald Reagan elected president, ushering in a new 

period of conservatism in America 

First Walkman, portable cassette player, 

introduced 

MTV makes its first broadcast 

Sandra Day O'Connor, first 

woman appointed to the 

Supreme Court 

CD [compact disc) audio format introduced 

Apple Macintosh computer debuts 

Iran-Contra scandal, in which money earned by 
selling arms to Iran was used to fund Central 
American rebels 

Stock market crash 

Irag invades Kuwait leading to the Gulf War 
The World Wide Web debuts 

“Don't ask, don’t tell” bill signed into law, allowing 
gays to serve in the military as long as they don't 
announce their sexual preference 



Drummer Tony Williams dies 

Trumpeter Art Farmer dies 

Vibraphonist Milt Jackson dies 

Singer Joe Williams dies 

10-part documentary Jazz directed by Ken Burns is 

presented on PBS 

Blue Note recording artist Norah Jones wins 8 

Grammy Awards including Album of the Year. 

Saxophonist Benny Carter dies 

Terence Blanchard, “Child’s Play” 

Ornette Coleman wins a Pulitzer Prize for album 

Sound Grammar 

Pianist-bandleader Alice Coltrane dies 

Brian Blade and the Fellowship Band, “Rubylou’s 

Lullaby” 

Jason Moran, Feedback, 

Pies 

Steve Coleman and Five 

Elements, Beba” 

Cassandra Wilson, 

“Blackbird” 

Regina Carter, “Full Time” 

Miguel Zenon, Silencio” 

Lionel Loueke, “Freedom Dance” 

Terri Lyne Carrington, “Wistful” 

The Robert Glasper Experiment, Black Radio 

Christian McBride, New Hope’s Angel” 

Saxophonist Ornette Coleman dies 

Guitarist Larry Coryell dies 

Pianist-bandleader Geri Allen dies 

“Cycling Through Reality,” Blue Note All Stars 

Into the Present: 1975-Today ‘ 791 

<x 

Oklahoma City bombing 

0. J. Simpson acquitted of murdering his ex-wife 

First commercial MP3 player introduced 

Impeachment trial held for President Bill Clinton, 

but he is acquitted 

Napster debuts allowing for free sharing of music 
files 

September 11 terrorist attacks 

iTunes introduced for Apple iPod 

U.S. invasion of Iraq 

Facebook is launched 

Hurricane Katrina devastates New Orleans and 

other regions of the country 

YouTube launched 

Banking crisis leads to major recession 

Barack Obama inaugurated 

as first African American 

president 

Tea Party movement launches 

first protests 

Spotify music service launched 

Osama bin Laden, leader of al-Qaeda, killed by U.S. 

strike force 

Hurricane Sandy causes major damage to the East 

Coast 

Boston Marathon bombing 

Supreme Court strikes down the Defense of 

Marriage Act, allowing for same-sex marriage 

Black Lives Matters movement arises in response 

to police shootings of unarmed black civilians 

Donald J. Trump inaugurated as President 

Special Counsel appointed to investigate Russian 

meddling in the U.S. election 

Pianist-composer Cecil Taylor dies 





MANY MOVEMENTS: 
JAZZ FUSION, NEO-TRADITIONALISM, MAINSTREAM, 
LARGE ENSEMBLES, AND THE DOWNTOWN SCENE 
(1370s-1890s) 

HOW HAVE ISSUES OF RACE, CLASS, 
GENDER, AND CULTURE CONTINUED TO 
RESONATE IN AMERICA SINCE THE 1970s? 
The social upheaval of the 1960s and early 1970s culminated in the ouster 

of President Richard Nixon in 1974, following the Watergate scandal. Nixon 

had attempted to spy on his adversaries in the 1974 presidential election, and 

subsequently he and his associates tried to cover up their involvement in this 

effort. At the same time, as an outgrowth of the hippie and civil rights move- 

ments of the 1960s, new groups—ranging from women to Native Americans 

to farmworkers—advocated for increased opportunity and personal freedom. 

As a reaction, President Jimmy Carter was elected as an outsider who could 

come to Washington and restore American's faith in government. However, 

when Iranian revolutionaries seized members of the American Embassy’s staff 

in Tehran, the country’s mood darkened and Carter was dismissed as weak in 

foreign policy. A new conservative movement arose, which led to the election of 

President Ronald Reagan anda return to “traditional values” during the 1980s. 

Since the “Reagan revolution” of the 1980s, the country has veered back 

and forth between periods of more liberal governance (the Clinton years of the 

1990s) to a return to conservative values (the Bush years of the first decade of 

the twenty-first century) and then back again to a more moderate government 

under America’s first African American president, Barack Obama and finally a 

major conservative swing occurred with the election of Donald Trump in 2016. 

A polarized political landscape—in which conservatives and liberals vie for 

control, with neither side totally victorious—reflects a citizenry equally div- 

ided between more liberal and conservative tendencies. In many ways, society 

is more open than it has ever been; same-sex marriage—once unthinkable— 

is now widely supported by the population and in 2015 was ruled by the Su- 

preme Court to be a constitutional right. On the other hand, the rise of Donald 

Trump highlighted some of the more troubling issues of race, class, gender, 

and religious beliefs that have always been a part of American culture. 

© Doug Horrigan/Alamy. 

In this chapter, we'll 
answer these questions: 

© How have issues of race, class, 

gender, and culture continued 

to resonate in America since the 

1970s? 

© What is jazz fusion music, and 

why is it controversial among 

jazz fans? 

© Who were the neo- 
traditionalists, and what impact 

did they have on jazz in the 1980s 
and 1990s? 

© How did mainstream jazz 

continue to flourish and grow in 

this period? 

© What role do large ensembles 
continue to play in jazz? 

© What is the downtown scene, and 
what role has it played in jazz music? 

1960s—today Jazz fusion 

1970s—today 

1980-1995 

1970s—today 

Smooth jazz 

Neo-traditional 

“Downtown” 
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When American hostages were 

seized by Iranian revolutionaries, 

U.S. protesters gathered to urge 

Congress to retaliate. 

Photo by Marion S. Trikosko/Library of 
Congress. 

A Black Lives Matters protester, 

2016. The Black Lives Matters 

movement was spurred by the 

shooting of black citizens by 

policemen in a number of American 

cities. 

B Christopher/Alamy Stock Photo. 

Throughout these changes, the 

African American community, particu- 

larly in the inner city, continued to suffer 

from lack of resources and attention. 

In 2005 the monster storm Hurricane 

Katrina brought attention to their plight 

when large sections of New Orleans were 

flooded. Aid was slow to come to resi- 

dents, and many cited racism as a factor 

in the government’s slow response. 

During the final years of the Obama pres- 

idency, a shocking series of incidents in- 

volving police shootings mostly in African 

American communities raised concerns 

that the “post-racial” society that was 

envisioned in the early days of Obama's 

presidency was failing to materialize. The 

Black Lives Matter movement arose to highlight the continuing challenges blacks 

faced in a predominantly white society. 

The new conservatism of the 1980s was reflected in the world of the arts. The 

neo-traditionalists in jazz came to the fore, led by trumpeter-composer Wynton 

Marsalis, trying to restore the African American, blues-based tradition of jazz 

performance as a reaction to jazz-rock and fusion, the black avant-garde musi- 

cians of the 1960s and 1970s, as well as the success of white jazz players who 

some say had co-opted earlier styles. Marsalis, a tireless educator and promoter 

of jazz around the world, essentially became the “face” of jazz as the artistic dir- 

ector of Jazz at Lincoln Center in New York City, the eventual outgrowth of the 

successful jazz program that he cofounded in 1987. Marsalis initially promoted a 
conservative view of the jazz tradition, elevating the music of Louis Armstrong 
and Duke Ellington as models representing “real” jazz, often at the expense of 
some contemporary jazz styles. As a result, he and Jazz at Lincoln Center became 



flashpoints for controversy surrounding a “definition” of jazz, a slippery notion at 
best, regardless of perspective. More recently, Jazz at Lincoln Center has opened 
its programs to many different jazz styles, which have been well received by critics 
and audiences alike. 

At the same time as the neo-traditionalists were coming to the fore, alter- 
nate movements were arising to promote a more open view of the jazz field. 
Female musicians, traditionally limited to backstage roles in jazz, were finding 
new opportunities to work, not only as composers but as performers and group 
leaders. The downtown music scene that developed in New York beginning in the 
late 1970s, and continues today, represented a new spirit of adventure and ex- 
ploration, Latinx musicians continued to have a powerful influence on jazz, and 
European jazz musicians became leaders in extending jazz into new directions. 

Jazz Fusion 

WHAT IS JAZZ FUSION MUSIC, AND WHY IS 
IT CONTROVERSIAL AMONG JAZZ FANS? 
During the late 1960s and early 1970s, many younger jazz musicians were in- 

fluenced by popular music styles including rock, R&B, and funk. The release of 

Miles Davis’s album Bitches Brew (Chapter 13, 1st Chorus)—while controversial in 

jazz circles—also served as an inspiration to others that this new musical style, 

jazz fusion, was worth exploring. Miles’s more rock-oriented groups included 

side musicians like John McLaughlin and Chick Corea, both of whom would form 

their own fusion bands, which in turn inspired further experimentation among 

other musicians. Early fusion groups such as the Fourth Way, Dreams, and the 

Eleventh House, and pioneering musicians such as trumpeter-composer Don Ellis 

(who brought an early South Asian rhythmic influence to jazz), vibraphonist Gary 

Burton, flutist Jeremy Steig, keyboardist Barry Miles, bassist Will Lee, drummers 

Billy Cobham and Alphonse Mouzon, and guitarist Larry Coryell at times are ig- 

nored in the early history of this style. 

“Fusion” itself is a broad term that encompasses many different musicians 

and bands; each had a unique approach to their music. In general, however, jazz 

fusion bands used electronic instruments, including electric pianos and synthe- 

sizers, electric guitars, and electric basses. While amplified guitars had been used 

by earlier jazz players, fusion musicians incorporated rock techniques (including 

feedback) and effects that hadn't been heard previously in jazz. Instruments from 

around the world such as the Indian stringed instruments the sarod and sitar, and 

numerous percussion instruments, also were introduced by several fusion bands. 

Jazz-rock fusion helped extend jazz’s reach beyond concert halls and the 

nightclubs where most jazz artists had traditionally performed. New York’s famed 

Fillmore East and San Francisco’s Fillmore and Fillmore West—which were known 

for presenting primarily rock groups but also for featuring eclectic lineups— 

featured several early fusion bands, including Charles Lloyd’s popular group in 

1967 and 1968 and Miles Davis’s Bitches Brew band in 1970. John McLaughlin's 

Mahavishnu Orchestra made its debut performances at New York’s Gaslight au 

Go Go club in 1971, not at one of the well-known New York jazz venues. During 

its first year of existence, the group toured with well-known rock groups includ- 

ing art rockers Emerson, Lake, and Palmer; heavy rockers Blue Oyster Cult; and 

folk rockers the Byrds, among many others. Similarly, Weather Report initially 

Ist Chorus: Jazz F; usion ‘ 

read all about it 

“Jazz Pop—A ‘Failed Art 
Music’ Makes Good” by 
Robert Palmer 

Walser, Keeping Time, Chapter 51 

Pop music critic Palmer addresses 

some of the controversies that arose 

in the wake of jazz-rock fusion. 
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appeared in venues like Los Angeles’s Whiskey a Go Go and the Roxy, both clubs 

catering to rock audiences. By appearing in these venues, these groups were able 

to introduce jazz instrumentation, soloing, and rhythms to listeners who would 

otherwise have never heard the music. Many of these rock fans were t
urned on to 

jazz through this exposure. ' 

During the early days of fusion, there was a generation gap among jazz per- 

formers, with many of the old guard preferring traditional styles while younger 

musicians were fascinated by the innovations in rock, funk, and R&B. Rock in 

general appealed to a younger audience, with jazz fans often being older and more 

conservative. Musicians—and businesses in general—often make their money by 

appealing to a young audience, so it is natural that jazz players would want to 

tap into this audience. It is interesting to note, however, that relatively few of 

the musicians involved with early jazz fusion gained significant financial rewards. 

A more important reason for the rise of fusion is that creative artists like to renew 

themselves by trying new things and playing and collaborating with different 

players with diverse musical perspectives. This helps them to grow, change, and 

be creative in new ways. ; 

The backlash against fusion was, in retrospect, rather short-lived. The music 

blossomed and grew and became quite popular with a variety of audiences. The 

notion of fusion—of various types—is now a nonissue for all but the most con- 

servative musicians. That does not imply that everyone in the jazz world appre- 

ciates fusion music or that they should, but various types of fusions are now 

ubiquitous in jazz and in music in general. 

John McLaughlin 
Born in England, John McLaughlin (b. 1942) originally came to the U.S. jazz 

scene’s attention in 1969 when drummer Tony Williams (from Miles Davis's 

second great quintet, Chapter 13, 1st Chorus) recruited him to play in the Tony 

Williams Lifetime. One of the earliest and most important jazz fusion groups, 

Lifetime included Williams, McLaughlin, and organist Larry Young. McLaughlin 

also recorded several seminal jazz fusion albums with Miles Davis, including In 
a Silent Way, Bitches Brew, and On the Corner. McLaughlin then formed his own 
group, the Mahavishnu Orchestra, which also incorporated his spiritual beliefs 
in Eastern religions. The band played extremely loudly, making it seem more like 
a rock band than a jazz band, although its connections to improvisation and jazz, 
as well as South Asian musical styles, were crucial to its music. McLaughlin later 
formed Shakti, a group that more directly expressed his interest in Indian classi- 
cal music and that included the well-known Indian musicians L. Shankar on violin 
and Zakir Hussain on tabla, a South Asian percussion instrument. 

Weather Report 
Weather Report was the most commercially successful band in the fusion genre and 
was extremely influential. With a revolving personnel, the band managed to stay: 
together for sixteen years, an unprecedented length of time for a fusion band. It- 
is unique among early fusion groups in that its founding members—saxophonist- 
composer Wayne Shorter (b. 1933) and keyboard player-composer Joe Zawinul 
(1932-2007)—were both top jazz players with long-standing and impeccable trad- 
itional credentials. Both had worked with Miles Davis on his initial jazz fusion 
albums. 

Weather Report distinguishes itself from many fusion bands, including the 
Mahavishnu Orchestra, because it does not emphasize rock mae NS, 
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“Birds of Fire” (1973) by John McLaughlin 
and the Mahavishnu Orchestra 

INSTRUMENTATION: Electric and acoustic guitar, leader: John McLaughlin; Violin: Jerry Goodman; 

Keyboard: Jan Hammer; Bass: Rick Laird; Drums: Billy Cobham. 

“Birds of Fire” opens with a gong crashing and a synthesizer drone—a repeated figure ~ 

intended to be heard in the background—immediately signaling that we are in for 

something unique. The violin and bass set up a repeated vamp in that is broken up into 

groupings of 4 and 5 beats (0:41 and throughout the recording), followed by the entrance 

of the drums. In addition to the use of an odd meter, the use of a different instrumentation 

(electric violin) and the virtuosic playing heard throughout by all members of the band are 

typical of jazz fusion. While electric guitar had already been used in jazz for a long time, 

McLaughlin's sound, with its intense volume and distortion, comes from the rock world, 

not jazz, while his improvisatory style deftly mixes jazz and rock. 

The 8-measure melody is played by guitar and violin (1:04 and throughout), immediately 

followed by a McLaughlin solo. The guitar and violin play the melody again, followed 

by an ensemble (2:18), which leads to another guitar solo (3:11). For this second solo, 

however, McLaughlin changes his tone to a darker, rounder sound, an example of using 

additional electronic effects to enhance and change the guitar’s tone. While the drums 

arent prominent in the mix here, Cobham plays intensely with a tight and technically 

controlled style. Rather than comping, the keyboard-synthesizer is primarily used here 

to create an active but drone-like environment for the rest of the band to play over, a style 

listening focus 

1) 

taken from South Asian music. 

Instead, it relies upon keyboard-synthesizer textures for its signature sound. Its 

influences are much more clearly from jazz, funk, and R&B. The band also featured 

a series of high-powered drummers and percussionists who brought a range of 

rhythmic approaches to it, including a strong Latin influence. 

The 1977 album Heavy Weather was a high point for Weather Report com- 

mercially and artistically. “Birdland,” a Joe Zawinul composition, has proven 

to be extremely popular (see Listening Guide). Along with other tunes from 

the record such as “Teen Town,” it displays the band’s wide range of approaches 

and styles. 
Because Weather Report heavily emphasized keyboard and synthesizer tex- 

tures, it frequently felt as if Wayne Shorter was somewhat overwhelmed and de- 

emphasized in the musical texture. While Shorter is a wonderful sax player, he 

generally makes his musical statements in more understated and subtle ways than 

by showing his considerable virtuosity. After the band broke up, however, and 

Shorter was on his own again, his compositional work on albums such as Atlantis 

(1985) and High Life (1995) showed how profound an influence, along with that of 

Joe Zawinul, his compositional aesthetic had upon Weather Report. 

Several other important players came out of the band as well. Bassist Jaco 

Pastorius made his mark on the band and later as a bandleader with his mixture 

of virtuosity, great musicality, and a broad musical aesthetic that easily embraced 
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“Birdland” (1977) by Weather Report 
INSTRUMENTATION: Saxophone, co-leader: Wayne Shorter; Keyboard, synthesizer, co-leader, 

composer: Joe Zawinul; Bass: Jaco Pastorius; Drums: Alex Acuna; Percussion: Manolo Badrena. 

“Birdland” has four principal sections (ABCD in the table) that repeat in various forms 

and are connected by vamps and interludes that run together in an organic manner. It is 

a heavily layered and carefully composed recording that also manages to feel loose and 

open, arare and difficult combination to obtain. Each of the sections of “Birdland” has its 

own melody, with section D generally noted as the main theme. While the sections repeat, 

the form is less repetitive than traditional tunes. There are solos throughout—Shorter 

at 3:07 and Zawinul as the band vamps out at 5:00—but they function more as part of the 

overall texture as opposed to being featured elements. When the band is in high gear, 

Shorter’s sax plays the melody on top of carefully orchestrated keyboard textures. 

The tune is powered by a steady and insistent pop-rock drum groove that is played both 

lightly and more forcefully depending on the section. The arrangement is reminiscent 

of orchestral and big-band textures, but here they are primarily created by a variety of 

electronic synthesizers. Zawinul uses the synthesizers as earlier big-band composers 

like Duke Ellington did; he treats each as a separate “part,” combining them to create an 

overall sound. In this way, “Birdland” combines modern instrumentation with traditional 

jazz arranging. 

TIME FORM STYLE 

0:00 | Intro | Keyboardist Joe Zawinul plays a simple synthesizer bass introduction. 

Pastorius plays the A section melody on the electric bass using a picking technique that gives the 

bass a unique tone and a slight edge to its attack. He plays four 4-bar phrases, the second two 

up an octave. While he plays the initial part of the melody on his bass, Zawinul plays a bass line 
on synthesizer, an interesting switching of roles. The drums enter with a light pop-rock groove, 
including insistent taps on the metal rim of the snare drum on all 4 beats of the bar. 

Wayne Shorter plays an 8-measure melody on sax over a powerful, dense, and carefully 
orchestrated keyboard texture. Pastorius shifts to a bass line below the melody that functions as 
a harmonic foundation as well as a careful counterpoint to the sax melody. The drums continue the 
same beat but louder and with more intensity. 

ia 

0:55 Interlude | Asa brief interlude, the drums vamp on the funky groove. 

1:02 c | Anew4-bar phrase is introduced by Zawinul. It is played five times with two difterent Rovieae 
sounds. The drums continue to groove. 

Pastorius enters with powerful, low bass notes that he alters electronically. 
eee ESR i te ypc 

The C section is expanded with the addition of a saxophone melody. Zawinul fills out the texture 
with a variety of keyboard sounds. 

Interlude | The band grooves hard ina brief vamp interlude. 

A new 8-bar melody is introduced and played three times. It is the one most associated with 
“Birdland.” The melody and keyboard textures become more dense throughout, including Shorter 
now on soprano Sax, as well as some wordless vocals by the band. Pastorius’s careful and clever 
counterpoint on the bass adds a great deal to this section. 

The band plays a vamp as an interlude. 
Ae ne ESE eS rE 

a e-—-—— eee rere 

Interlude 
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The drums slightly change the groove. 

Zawinul adds a synth bass part. 

Shorter plays a brief tenor sax solo over a repeated series of descending chords played by Zawinul 
on the synth. Briefly taking a more traditional role, Pastorius anchors the bottom notes of the 

descending chords. Zawinul adds flurries of notes and clusters with a piano sound. 

The A melody (played by Pastorius) returns with a thinner texture behind it and gradually builds 

up, including Shorter’s sax. The drums once again play the light pop-rock groove. 

The powerful sax-led B section melody hits hard. The accompaniment becomes full and layered 

again. 

The C section returns. The drums continue to groove. 

The D section melody returns. The orchestral textures keep expanding as the section continues, 

again including Shorter’s soprano sax and wordless vocals by the band. Pastorius’s counterpoint 

bass line anchors this section. 

Compare 

“Birdfingers” from Introducing the Eleventh House with Larry Coryell (1974-2017) is an A) 

early example of the virtuosity of early fusion instrumentalists as well as their interest CG 

in “odd” time signatures. At an extremely fast tempo and playing in "], the band plays 

a technically difficult melody. The soloists—guitarist Larry Coryell, trumpeter Randy 

Brecker (playing electronically processed trumpet), and keyboardist Mike Mandel— 

trade short solos throughout as drummer Alphonse Mouzon powers the group through 

this early example of jazz fusion. 

jazz, rock, funk, and more. His approach to the electric bass, which often put the 

instrument out front as a lead instrument, had a powerful influence on bass play- 

ers, which can be seen in the expanded role of the bass in contemporary jazz. 

Chick Corea 
Pianist-composer-bandleader Armando Anthony “Chick” Corea’s (b. 1941) early 

career reflected much of what was going on in jazz fusion during the 1960s and 

1970s. Corea’s early experiences included a background in playing bebop and c)) 

hard bop, as well as playing Latin music with Mongo Santamaria (see Chapter 12, 1S eaters, 

2nd Chorus). In 1968, he replaced Herbie Hancock in Miles Davis’s fusion band, his first gig playing 
Latin music. 

and played on the albums Filles de Kilimanjaro, In a Silent Way, and Bitches Brew. 

Next, he worked with the free jazz group Circle, combining his interests in con- 

temporary classical music and jazz. 

Joining the fusion movement, Corea founded an extremely popular group, 

Return to Forever, in 1972. The group has had several iterations that show some of 

his evolution as a musician. Corea’s compositions for this group—such as “Spain,” 

“500 Miles High,” and “La Fiesta’—all have long and complicated forms, com- 

pelling melodies, and sophisticated harmonies and have become jazz standards. 

The multisectional composition “Spain” (1973) is an example of the band’s use 
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Chick Corea performing with 

Miles Davis, October 1969. Asa 

pianist-composer, Corea has been 

influential in acoustic and fusion 

jazz, as well as the avant-garde. 

© Lebrecht Music & Arts. 

of multiple influences. The piece begins with Corea alone on Fender 

Rhodes playing a version of Rodrigo’s Concierto de Aranjuez—a piece 

featured on the Miles Davis-Gil Evans classic recording Sketches 

of Spain—and moves on to a rolling, fast, yet relaxed Brazilian 

samba-infused groove from Corea and bassist Stanley Clarke. 

Brazilian drummer-percussionist Airto Moreira adds his own dis- 

tinctive rhythmic feeling to the piece. Joe Farrell performs much of 

the melody on flute in unison with a wordless vocal by Flora Purim. 

Corea, Farrell, and Clarke play extended and virtuosic solos. While 

this music was not typical of rock- or funk-oriented jazz fusion, it 

was a fusion of its own. 

A later version of Return to Forever (for example, on No Mystery 

[1975]), was more rock- and funk-influenced, while also featuring 

gentle Corea compositions that showed his classical music influences, 

as well as the virtuosic performances of guitarist Al Di Meola, bassist 

Stanley Clarke, and drummer Lenny White. 

Corea went on to perform and record in an amazing variety of 

combinations such as various duos; with groups including Chick 

Corea’s Elektric Band, the Chick Corea New Trio, a reunited Return to 

Forever, and the Five Peace Band including John McLaughlin; and as 

a solo pianist. He has also composed in the contemporary classical vein, including 

a piano concerto, which he performed with the London Philharmonic Orchestra, 

and a piece composed for the Orion String Quartet. His playing is always fluid 

and very melodic, and he has a personal and sophisticated harmonic sense that 

has been quite influential. Corea is a model to many of the musicians who came of 

age in the 1970s and 1980s for the way he has freely moved in and out of various 

musical contexts while always sounding like himself, in both his playing and his 

composing. While his music is quite sophisticated harmonically and formally, it 

also has an appealing and accessible quality to it, a difficult line to straddle. He 

has recorded extremely prolifically, and his records have been nominated for 59 

Grammy Awards and have won 20. 

Keith Jarrett 
Pianist-composer Keith Jarrett (b. 1945) has forged a unique career. Much of his 
music stands alone as his own personal fusion of jazz, classical music, folk music, 
and gospel, among other styles. After playing with Art Blakey (see Chapter 11, 
2nd Chorus) in the mid-1960s, Jarrett gained a great deal of attention for his late 
1960s work with the popular and successful Charles Lloyd Quartet. Led by the 
tenor saxophonist, this group crossed over by appealing to rock fans with its own 
brand of fusion that included open-ended improvisations over eclectic grooves. 
After this, like Corea, Jarrett played with Miles Davis for a year and a half. Besides 
this stint with Miles, when he played electric piano and organ, Jarrett is known 
for his work on acoustic piano. 

During the 1970s, Jarrett primarily worked with his own quartet that featured 
saxophonist Dewey Redman and bassist Charlie Haden, both of whom had worked 
with Ornette Coleman (see Chapter 12, 3rd Chorus), and drummer Paul Motian, a 
founding member of pianist Bill Evans’s trio (see Chapter 13, 4th Chorus) Theze 
musicians brought the important influences of Coleman and Evans to Jane 
music. Also during the 1970s, Jarrett began to perform and record as a solo pi- 
anist, with his live concert recordings establishing his reputation. His a eed 
to these performances was unusual and compelling in that they were omeeer 



improvised. Jarrett is a riveting performer and improviser, and he has a prodi- 
gious technique that embodies both jazz and classical methods. The improvisatory 
nature of the concerts made them unpredictable and exciting. 

The Koln Concert (1975) is an excellent example of Jarrett’s improvisational 
playing. It is Jarrett’s most popular, even iconic, recording and became the 
largest-selling album of piano music in history, showing his ability to appeal to 
a wide spectrum of audiences. The recording documents an amazing improvised 
performance that rolls effortlessly from one lyrical idea to the next, often over 
a series of vamps and ostinatos. The encore of the concert, listed as “Part IIc,” 
moves from one beautiful melody and mood to the next. It brings to mind jazz, 
pop, gospel, and blues styles, all with an elegant and harmonically interesting ac- 
companiment, the music seemingly just pouring out of Jarrett. 

In the 1980s, Jarrett returned to his early roots as an interpreter of jazz stan- 

dards with a trio that included bassist Gary Peacock and drummer Jack DeJohnette 

(see this chapter, 2nd Chorus), both supremely gifted instrumentalists known for 

their sensitive musicality. This trio has recorded numerous albums together, as 
recently as 2013. With these lovely and lyrical recordings, such as the ballad “It 

Never Entered My Mind” from Standards, Vol. 1 (1983), we can hear the strong 

influence of Bill Evans in Jarrett’s playing as well as the empathy and good taste 

of the trio. Jarrett’s voice is often heard as he hums and sings along with his solo. 

Pat Metheny 
Pat Metheny (b. 1954) represents the second generation of jazz fusion players, 

many of whom grew up on rock music as well as jazz. As a result, his music seems 

to more easily appeal to rock and pop audiences and almost sits in its own genre, 

helping to account for his tremendous and continual success. 

Metheny gained early visibility as a member of vibraphonist Gary Burton’s 

group, one of the early jazz fusion pioneers. He quickly was recognized as an up- 
and-coming guitarist and by 1978 had created the long-standing Pat Metheny 

Group with pianist Lyle Mays that became Metheny’s primary outlet. His work 

with this group has been extremely popular and placed Metheny at the top of the 

jazz fusion world. The melodies of his compositions and improvisations are unapol- 

ogetically pretty; they are accessible to many types of listeners because of the com- 

bination of their beauty and simplicity with their often almost pop-like settings. 

Still Life: Talking (1987) won a Grammy Award for Best Jazz Fusion Performance 

and shows the range of material this band covers, as well as the styles and ac- 

cessible melodies they are known for. From this album, “(It’s Just) Talk” features 

a long-lined, simple, and pretty melody that mixes Metheny’s round guitar tone 

with Mays’s synthesizer textures over a pop groove with a strong Brazilian flavor. 

The harmony is a mixture of a pop-like progression and more adventurous jazz 

harmonies. 
While Metheny’s music is hard to characterize, he has a very personal and 

recognizable playing style. He is a remarkable guitarist with a full-bodied tone 

that he often enriches with a hint of reverb, and he frequently uses effects to 

vary his sound. His playing is fluid and clean and always melodic. Although he 

has continuously placed himself in different settings, his recognizable sound is 

always present while still suiting the musical context. For example, besides his 

fusion work, Metheny also excels in more traditional jazz environments and has 

recorded prolifically in this vein, solidifying his overall reputation as a top guitar- 

ist. His collaborations with jazz musicians such as guitarist Jim Hall (Jim Hall & 

Pat Metheny), bassist Charlie Haden (Beyond the Missouri Sky), Ornette Coleman 
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read all about it 

“Resistance Is Futile!” 
by Sarah Rodman 

Walser, Keeping Time, Chapter 69 

In this essay, critic Rodman gives a 

brief history of smooth jazz and why 

the music has endured. 

(Song X), Brad Mehldau (Metheny/Mehldau), and Michael Brecke
r (Pilgrimage) illus- 

trate his jazz chops. An excellent example of this is “Breakdealer,”
 from Unity Band 

(2012). It is a hard-driving jazz fusion tune and primarily a vehicle for powerful 

and virtuosic solos by Metheny and saxophonist Chris Potter (see Chapter 15, 2nd 

Chorus). 

Smooth Jazz 
A subcategory of fusion is smooth jazz, a studio-oriented style that often employs 

sophisticated production values not generally associated with jazz. Like fusion, this 

subgenre also has its roots in the late 1960s and 1970s and is represented by num- 

erous artists, many of whom have more traditional jazz backgrounds as well. Some 

important artists are guitarists Wes Montgomery (“Road Song,” 1969) and George 

Benson (“Breezin’,” 1976); saxophonist Grover Washington Jr. (“Mr. Magic,” 1975); 

keyboardist-producer Bob James (his version of “Reel Like Makin’ Love,” 1974); 

saxophonists David Sanborn and Kenny G; and the group Spyro Gyra (“Morning 

Dance,” 1979). Groups such as the Yellowjackets and Four Play keep this genre— 

sometimes referred to as “adult contemporary” for radio purposes—alive and well. 

While not particularly popular among more hard core jazz audiences, these bands 

draw large and racially diverse audiences with music that achieves a balance be- 

tween artistic principles based in jazz, jazz fusion, and popular music styles. 

The album Breezin’ (1976) sent the top jazz guitarist George Benson’s (b. 1943) 

career in a more pop-oriented direction and helped to create the smooth jazz 

genre. It won a Grammy Award for Best Pop Instrumental Performance, topped 

several album charts, and had two major hits, “Masquerade,” with a Benson vocal, 

” features a light-pop guitar melody with sweet string 

accompaniment over a pop-jazz groove. Benson’s guitar solo mixes jazz, blues, and 

pop styles, all played with a classic jazz guitar tone. The song is ubiquitous enough 

to be a must-know tune for guitarists. 

Trumpeter-bandleader Chris Botti (b. 1962) is a current smooth jazz star 

with a huge international following. Botti plays with a full and pretty tone— 
generally with a reverb effect added—and has remarkable facility on the trum- 
pet. He tours constantly with his quintet, performing in clubs, concert halls, and 
large concert venues. Botti and his band also are frequently featured along with 
a large orchestra, in both recordings and live performances. He always has a top- 
flight band of strong jazz musicians who are also capable of mixing in pop, Latin, 
and fusion elements that blend to create a smooth jazz sound. 

Botti is a personable and warm entertainer and has created a formula that 
in any given performance includes jazz, pop, smooth jazz, and classical styles 
that has proven to be extremely popular and successful. He also regularly fea- 
tures guest soloists and vocalists who make his shows quite varied and enter- 
taining. Impressions (2012) features a wide variety of guest artists as well as a 

remarkable range of musical styles and influences. For example, along with Botti’s 
solos throughout, the hymn-like “Losing You” features a vocal by country-music 
star Vince ail Lase Suite” features pianist Herbie Hancock (Chapter 13, 4th 
Chorus), and “Per Te” features the pop-opera vocal star Andrea Bocelli, allin a full 
and extremely well-produced orchestral setting. 

>” 

and “Breezin’.” “Breezin 

The Future of Fusion 
In its early days, as exhibited by the various styles of the artists discussed in this chorus, jazz fusion took on many forms and had even been foretold by soul jazz artists, jazz and R&B players such as Louis Jordan and Ray Charles, as well 
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as Latin jazz and boogaloo musicians. The fusion movement continues today in 
myriad new forms and styles, although the notion of fusing various musical styles 
with jazz has become so ubiquitous that the term “jazz fusion” is at once meaning- 
less and more specific. Nearly all jazz is a fusion of sorts at this point, and the term 
“jazz fusion” now refers more specifically to rock- or funk-oriented jazz styles. 
This movement leads us smoothly into Chapter 15, because the concept of fusing 
styles is a dominant feature in today’s jazz. 

AAAS Neo-Traditionalists 
and the Continuing Mainstream 

WHO WERE THE NEO-TRADITIONALISTS, 
AND WHAT IMPACT DID THEY HAVE ON JAZZ 
IN THE 1980s AND 1990s? 
As a reaction to the popularity of fusion music as well as the free and avant-garde 
jazz of the 1960s and 1970s, the 1980s brought in new movements to revive more 

traditional jazz forms and compositions. One reaction was the establishment of 

numerous repertoire ensembles, such as the American Jazz Orchestra conducted 

by John Lewis (see Chapter 11, 1st Chorus), the Carnegie Hall Jazz Band led by 

trumpet player Jon Faddis, and the Smithsonian Jazz Masterworks Orchestra. 

The purpose of these bands was to perform important repertoire of the past as 

well as to commission compositions from living jazz composers. 

Another reaction to fusion and free jazz, however, came from some musicians, 

critics, and scholars who felt strongly that jazz was losing touch with its roots, as 

well as its identity as an African American music. They believed that jazz should 

maintain its strong connections to the past— including the music of Duke Ellington 

and Louis Armstrong, as well as its relationship to the blues—implying that cer- 

tain styles in jazz were more respectful of the jazz tradition and consequently more 

valuable and important. The young, extremely talented, and skilled trumpeter 

Wynton Marsalis became the de facto leader of this movement, sometimes referred 

to as neo-classical or neo-traditional, in reference to the notion of looking to 

the classic jazz of the past to confirm important values for contemporary jazz. 

In so deliberately and almost aggressively looking to the past as a model, 

there was an inherent conservatism to Marsalis’s—and his musical colleagues’— 

approach. This included Marsalis’s personal style as well; he made a point of dress- 

ing in stylish suits and ties, more in line with the presentation of jazz in the past, 

to counter the trend toward a more casual presentation in jazz performance at 

the time. Perhaps because of the times, as well as Marsalis’s growing influence, 

this approach to both music and style caught on with many young players and 

became a dominant movement. The unfortunate part of this, however, was that 

accompanying this neo-classical approach was a sometimes publicly displayed dis- 

dain for other styles of music such as jazz fusion and the avant-garde. This set off 

a continuing debate—almost a feud—within the jazz world regarding the worth 

of these various approaches. One reason the “battle” became so intense is that 

Marsalis holds one of the most important positions in jazz, artistic director of 

Jazz at Lincoln Center, and has become the face of jazz in many ways. 

Lincoln Center is an artistic complex in New York City that houses the New 

York Philharmonic, the Metropolitan Opera, and the New York City Ballet, among 

ey 
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other prominent cultural institutions. Marsalis was a cofounder of a jazz program 

at Lincoln Center in 1987, which, in 1996, expanded to become a co-constituent 

of Lincoln Center: Jazz at Lincoln Center. Marsalis serves as artistic director, and 

through this position has arguably become the best-known and most influential 

musician in jazz. Jazz at Lincoln Center has continued to expand, including es- 

tablishing its own home with several performance spaces. It also has an extensive 

outreach and education program that has led to the expansion of jazz programs 

in schools throughout the country. Marsalis leads the Jazz at Lincoln Center 

Orchestra, a full big band, which regularly performs and tours, presenting both 

repertory and newly commissioned works. Yet while his playing and bandleading 

are the most visible aspects of his job, Marsalis is a tireless and effective educator 

who travels the world teaching, supporting, and encouraging young jazz musicians. 

Wynton Marsalis (b. 1961) is from a prominent musical New Orleans family. 

His father, Ellis Marsalis, is a wonderful pianist and an educator who has taught 

generations of New Orleans musicians. His brother Branford is a leading saxo- 

phonist, and his brothers Delfeayo and Jason play trombone and drums, re- 

spectively. Marsalis was a prodigy on the trumpet and won early acclaim as an 

outstanding player. In 1980 while at the Juilliard School, a premier classical music 

conservatory, Marsalis was hired by Art Blakey and joined the Jazz Messengers 

(see Chapter 11, 2nd Chorus), one of the few remaining old-school “conservato- 

ries” of the road. This gave him instant recognition, and he quickly became one of 
the most watched rising stars. Along with his maturing jazz playing, Marsalis was 

also a highly accomplished classical trumpet soloist and recorded in both genres, 

eventually pulling off an unprecedented and extremely impressive “double” by 

winning Grammy Awards for both jazz and classical recordings in the same year, 

which he did for two consecutive years (1983 and 1984). Marsalis also has regu- 

larly led his own groups since 1981 and has performed and recorded prolifically, 

including sharing the front line with his brother Branford and with a never- 

ending list of major jazz performers, including Miles Davis’s rhythm section of 

the mid-1960s: Herbie Hancock, Ron Carter, and Tony Williams (see Chapter 13, 

1st Chorus). 

One of the representations of Marsalis’s huge early success was a major-label 
recording contract (an unusual occurrence for jazz musicians at this point) with 

Columbia Records for both jazz and classical releases. The album Black Codes (From 
the Underground) (1985) from that period features Marsalis’s brother, saxophon- 
ist Branford, as well as young musicians who were early members of Marsalis’s 
band: pianist Kenny Kirkland, bassist Charnett Moffett, and drummer Jeff “Tain” 
Watts. “Delfeayo’s Dilemma’ is an excellent example of his playing as well as his 
group concept and early compositional style (see Listening Guide). The interaction 
between the band members is very strong, and the arrangement is tightly con- 
ceived and performed. The band and soloists give a primer in a style that harkens 
back to older styles while also being contemporary. 

Over the years, Marsalis has also effectively incorporated older styles of play- 
ing into his performances, such as interpreting the playing of Louis Armstrong 
and mastering the SORTA lost art of using the plunger mute in the mode of ihe 
Duke Ellington Orchestra’s trumpet soloists. Marsalis’s style has matured into a 
more personal sound that still reflects these various influences as well as having a 
contemporary feel. He has also become a composer of note, including the Pulitzer 
Prize-winning Blood on the Fields, an extended composition for jazz big band and 
voice that draws from the entire history of African American music; and he re- 
ceives numerous commissions from a wide variety of ensembles. 
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HOW DID MAINSTREAM JAZZ CONTINUE TO 
FLOURISH AND GROW IN THIS PERIOD? 
While the neo-classical movement was influential and still continues, the later 

part of the twentieth century was also a time when the jazz mainstream con- 

tinued to thrive while also moving forward and absorbing many aspects of the 

contemporary scene. Musicians experimented, crossed back and forth between 

mainstream and avant-garde, and created unexpected musical partnerships. In 

this section, we briefly examine a few important players who, while upholding the 

mainstream tradition, also helped to set the stage for the jazz of today. 

Trumpet 
Trumpeter Freddie Hubbard (1938-2008) was the standard-bearer for the trad- 

ition of the bold, brash trumpet soloist from the early 1960s through the 1980s. 

Hubbard played with a macho swagger and was powerful and self-assured with a 

gift for melodic invention. He also displayed remarkable technical ability and a 

wide range, playing with a full and rich tone in all registers. He appeared to be in- 

fallible as he managed to play an excellent and flawless solo every time. As a result, 

Hubbard was the go-to trumpet soloist during this period (alongside Woody Shaw) 

and exhibited a remarkable stylistic range. He played and recorded with a long list 

of performers including mainstream artists such as Art Blakey's Jazz Messengers 

(Mosaic and Ugetsu), Herbie Hancock (Maiden Voyage), Wayne Shorter (Speak No 

Evil and others), and avant-garde artists Ornette Coleman (Free Jazz), saxophonist 

Eric Dolphy (Outward Bound and Out to Lunch), and John Coltrane (Ascension, Olé, 

and Africa/Brass). 

Hubbard’s solo on Hancock’s “Maiden Voyage” (from Maiden Voyage, 1965, 

2:24-4:24) is an excellent example of his playing that mixes fast runs and long 

held notes and combines aggressive and sensitive playing seamlessly throughout. 

In his clear articulation and flawless execution, we hear the influence of trum- 

pet players such as Clifford Brown. Saxophonists such as John Coltrane (see 

Chapter 13, 2nd Chorus) and his “sheets of sound” style also left their mark on 

Wynton Marsalis, ca. 1990s. As 

a trumpet player-composer- 

bandleader-educator, Marsalis is 

often cited as the leader of the neo- 

conservative movement in jazz that 

began in the late 1980s. Marsalis 

co-founded Jazz at Lincoln Center 

where he serves as artistic director. 

© Doug Horrigan/Alamy. 



Interactive 
Listening Guide 

“Delfeayo’s Dilemma” (1985) by Wynton Marsalis 

INSTRUMENTATION: Trumpet, composer, leader: Wynton Marsalis; Tenor saxophone: Branford 

Marsalis; Piano: Kenny Kirkland; Bass: Charnett Moffett; Drums: Jeff “Tain” Watts. 

“Delfeayo’s Dilemma” is ina modern post-bop vein. It is a good example of the mainstream 

style of the 1980s that harkens back to hard-bop styles but with a contemporary feel, in 

terms of both its rhythmic and its harmonic approaches. 

While this composition has a typical head-solos-head format, the form of the tune itself is 

unlike anything we have seen to this point. The melody is somewhat reminiscent of the types 

of melodic lines used in Miles Davis's bands of the mid-1960s. The tune is 27 measures long, 

is played twice (the second time through is 25 measures), and consists of three phrases (0:00, 

0:11, 0:19) separated by space for the rhythm section. The solo section is 28 measures, and 

while it uses harmonies from the melody, it is almost a tune unto itself. It’s loosely divided 

into phrases of 6, 6, 8, and 8 measures. Both the melody and solo changes have a measure of 

3 near the end that adds a little hitch to the rhythm, while also helping to create a bit of form. 

The rhythm section plays a tight arrangement behind the melody. During the solos, 

they stick to traditional roles but display a modern sound and approach: the bass 

walks powerfully throughout, anchoring the rhythm section; the drums play time, but 

Tain Watts’s playing is extremely active; and the piano comps. Pianist Kenny Kirkland’s 

playing is particularly noteworthy and an excellent example of contemporary comping 

techniques. The rhythm section's playing is hard-driving and both tight and loose, a very 

compelling combination. 

TIME FORM STYLE 

Melody Wynton and Branford Marsalis play the 3-phrase melody twice (0:00, 0:27). They move 
in and out of octave unison and harmony. The melodic phrases are more gestural than 
they are melodic. This is played at a fast tempo but has a very relaxed feeling. The rhythm 
section has two functions: to play a carefully crafted arrangement behind the melody and 
to groove in the spaces between melodic phrases. 

eee nena 

Solo 1: Trumpet Wynton Marsalis begins his solo simply and quietly in the lower register. It gradually gains 

Solo 2: Tenor sax | Branford Marsalis plays the second solo. His playing is generally busier than Wynton’s 

Solo 3: Piano 

in intensity as his playing becomes more adventurous and moves throughout the range 
of his trumpet. On held notes (2:53) in the upper register, we hear his trademark vibrato 
and sound that quickly identify his playing, The rhythm section follows Marsalis’s lead by | 
starting quietly, leaving room for him to build the excitement of his solo. As he builds in 
intensity, so does the rhythm section, particularly Tain Watts on drums. 

with less space between phrases. Rhythmically, he mixes long streams of eighth notes 
with syncopated rhythmic figures. Moffett continues his strong walking on bass as 
Kirkland comps in a rhythmically exciting manner. Drummer Watts drives this solo 
relentlessly with his active and powerful playing. 

ener 

Kirkland plays the third and final solo. His left hand displays ihe infl 
(see Chapter 13, 2nd Chorus} with his stabbing chords that are open 
is fleet and busier than both horn players’ sol 

phrases! 
| SE ee ee 

uence of McCoy Tyner 
oe harmonically. His solo 

os. A pianist doesn’t have to breathe between 
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“Delfeayo’s Dilemma” listening guide continued 

5:45 Wynton and Branford again play the 3-phrase melody twice (5:45, 6:12) to end this 
recording. As in the opening melodic statement, the melody begins with a break for the 

horns. The rhythm section plays their tight arrangement but in a slightly different way, 

indicating that there is flexibility within a basic framework. 

Compare 

“Work Song (Blood On the Fields),” an excerpt from Marsalis’s Pulitzer Prize-winning | 

jazz oratorio Blood On the Fields (1994) that traces a couple as they move from slavery to 

freedom, is an example of his work as a composer. It features vocalist Cassandra Wilson 

(Chapter 15). 

Hubbard (3:46-4:04). Hubbard strings together a series of beautifully crafted mel- 

odies as he builds his solo, varying the level of excitement throughout. 

As a bandleader, Hubbard recorded a splendid series of albums, including Goin’ 

Up (1960), Ready for Freddie (1961), and Night of the Cookers (1965), alive album that 

also featured trumpeter Lee Morgan who preceded Hubbard with Art Blakey (see 

Chapter 11, 2nd Chorus). As was true for many musicians of this period, Hubbard 

felt the influence of jazz fusion and recorded a number of albums in a funk-jazz 

vein, including Red Clay (1970), Straight Life (1970), and First Light (1971), which 

received a Grammy Award. On these records Hubbard successfully navigated a line 

between commercialism and straight-ahead jazz. 

Trumpeter Woody Shaw (1944-1989) built his style upon the work of Fats 

Navarro, Clifford Brown, Lee Morgan, and Freddie Hubbard. Eventually, he cre- 

ated a sound and style so personal that it is impossible to not recognize his play- 

ing. Shaw’s soloing featured larger intervals than is usual for trumpet players, who 

generally play in a more linear style, as well as crisp and clean articulation. His 

style was extremely demanding, required a phenomenal trumpet technique, and 

to this day stands as the most innovative of modern trumpet styles. 

Shaw played with the avant-garde saxophonist Eric Dolphy, making his first 

appearance on record on Dolphy’s album Iron Man. After playing with Dolphy, 

Shaw spent time living in Paris. Returning to the United States, he continued on a 

traditional path of apprenticeships, playing and recording with pianist-composer 

Horace Silver's group (see Chapter 11, 2nd Chorus) as well as recording an import- 

ant experimental album, Unity (1966), with organist Larry Young. Like Hubbard, 

Shaw quickly became a first-call side musician, making numerous recordings with 

various artists. Shaw began to record as a leader in 1970; The Moontrane (1974) and 

Little Red’s Fantasy (1976) are early important albums. 

Shaw’s career hit its peak when Columbia Records signed him to a recording 

contract, resulting in five releases, including Rosewood (1977), featuring his reg- 

ular working band of the period. The title cut from this album is a classic Shaw 

recording, featuring his playing and composing. His solo (3:31) displays his preci- 

sion, his demanding intervallic playing style that he makes sound so easy, and his 

burnished sound that has a slight edge to it. In the late 1970s, Shaw’s appearances 

with saxophonist Dexter Gordon (upon his return to the United States after many 
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years abroad) gave him further visibility. Until his death in 1989, Shaw continued 

to lead his band and collaborated with other artists as well, including recording 

two albums with Freddie Hubbard. 

Saxophone 
Tenor saxophonist Theodore “Sonny” Rollins (b. 1930) has been an important 

voice in jazz for over sixty years. His playing has been at a consistently high level 

and has embraced swing and bebop while being contemporary in style. Rollins is 

known for his powerful, aggressive, and burly approach to the sax and for having 

the ability to “stretch out,” playing long, brilliant, and energetic solos that are 

exciting and constantly engaging. 

Early in his career in the 1950s, Rollins performed and recorded with pia- 

nists Bud Powell and Thelonious Monk (see Chapter 10, 2nd Chorus) as well as 

the Clifford Brown-Max Roach Quintet (see Chapter 11, 2nd Chorus). Rollins 

also worked with Miles Davis (see Chapter 13, 1st Chorus), and the pair recorded 

several tunes composed by Rollins that have become jazz standards, including 

“Airegin,” “Oleo,” and “Doxy.” 

As a leader in the late 1950s, Rollins began to work with a piano-less trio, 

accompanied just by bass and drums, a style referred to as strolling. This texture 

is often used during the course of a performance for variety and is documented in 

a live performance on A Night at the Village Vanguard (1957). In the 1960s, Rollins 

experimented with the avant-garde but soon returned to his more traditional 

style, including recording the soundtrack for the movie Alfie (1966). Through the 
1970s and 1980s, Rollins worked with a band that often featured elements of jazz- 

funk, but no matter what the setting, Rollins’s style is the same. He has contin- 

ued to work steadily and received a Grammy Award for Best Jazz Instrumental 

Album in 2001 for This Is What I Do (2000), as well as winning a Grammy Lifetime 

Achievement Award in 2004. Because of health issues, Rollins recently retired. 

While tenor saxophonist Joe Henderson (1937-2001) was a premier player 

with a strong recording legacy, his recognition is more limited to musicians 

and knowledgeable jazz fans. After working as a side musician with many art- 
ists, including Lee Morgan (Sidewinder) and Horace Silver (Song for My Father), 
Henderson was primarily a leader. 

Early quintet records with trumpeters Kenny Dorham (Page One, which 
included the Dorham standard “Blue Bossa,” and In ’n Out) and Mike Lawrence 
(The Kicker), and a quartet recording, Inner Urge, display Henderson’s range from 
hard bop to a more contemporary-leaning style. After settling in San Francisco, 
Henderson taught a great deal and toured regularly. Though he never receded from 
view, he did have a resurgence in his career with his 1991 recording, Lush Life: 
The Music of Billy Strayhorn. This recording included trumpeter Wynton Marsalis 
and sold particularly well, bringing Henderson a new level of recognition and 
a Grammy Award. Henderson was a stylist with a very recognizable sound and 
tended to explore a comparatively narrow repertoire. 

Saxophonist Michael Brecker (1949-2007) represents a different generation 
from Rollins and Henderson. He grew up with rock and funk as much a part of 
his musical life as jazz. For musicians like Brecker, as well as his brother, the top 

anpterRany Benng ok fk, nda sop natural roc 
Bates Brothers, which ran erineait EG = ae ne ae ieee 
tunes such as aS onis Skunk Funk.” It combi i ene ee Seas de diana ae 

their virtuosic technique and (eee itt . mie cee powerful jazz solos over rock and funk 
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viewing focus 

“St. Thomas” (1968) by Sonny Rollins > 
INSTRUMENTATION: Tenor saxophone, leader: Sonny Rollins; Piano: Kenny Drew; Bass: Niels- 

Henning Orsted Pederson; Drums: Albert “Tootie” Heath. 

“St. Thomas” is one of Rollins’s most recognizable compositions, and its relaxed calypso 

feelreflects Rollins’s Trinidadian heritage. After the statement of the melody (0:00), Rollins 

spins out a stream of melody with his rough-hewn, aggressive sound. Pianist Kenny Drew ~ 

follows with a fleet solo (2:48) and Rollins comes back in briefly (6:37), leading into a drum 

solo (6:54). During his lengthy solo, Heath frequently quotes the rhythm of the melody on 

his drums as he plays the ABAB form of the tune (for example, 7:02, 7:19, 7:32, and 7:43). 

Rollins enters again to solo some more (9:07), often playing bits of the melody before the 

band takes the tune out (10:11). 

Kenny Drew (1928-1993), from New York City, is an example of an expatriate jazz musician. 

He moved to Paris in 1961 and eventually made his permanent home in Copenhagen, as 

did trumpeter-composer Thad Jones (3rd Chorus) and tenor saxophonist Dexter Gordon, 

a frequent collaborator of Drew, though Jones and Gordon eventually returned to the 

United States. Gordon's return was celebrated with an engagement and live recording, 

Homecoming, at the Village Vanguard in New York City. Because he lived abroad, Drew 

was not as visible in American jazz circles, but he had a busy performing and recording 

career in Europe, including a close working relationship with Danish bassist Niels- 

Henning @rsted Pederson, whom we hear in this video. 

grooves. Both brothers also played and recorded with pianist Horace Silver (see 

Chapter 11, 2nd Chorus) on the album In Pursuit of the 27th Man (1973), establish- 

ing their more traditional jazz roots. 

Michael Brecker went on to become one of the most in-demand saxophone 

soloists. His aggressive and polished playing that melded jazz and R&B saxo- 

phone styles with a contemporary approach has already been extremely influen- 

tial on generations of saxophonists. Playing and recording with pop artists such 

as James Taylor, Paul Simon, Billy Joel, and John Lennon and jazz artists such as 

Herbie Hancock (see Chapter 13, 4th Chorus), Chick Corea (see this chapter, 1st 

Chorus), and Pat Metheny (see this chapter, 1st Chorus) also made him one of the 

most recognizable of players. Brecker won fifteen Grammy Awards, including for 

his last album, Pilgrimage (2007), which featured Metheny and pianists Herbie 

Hancock and Brad Mehldau (see Chapter 15, 1st Chorus). From this album, “The 

Mean Time” shows how these players created a genre that combines the concepts 

of jazz and jazz fusion so smoothly that there is no distinction between the styles. 

“Corfu,” from Claus Ogerman Featuring Michael Brecker, shows the more lyrical side 

of Brecker while also displaying his formidable “chops” within a lovely arrange- 

ment by composer Claus Ogerman. After being diagnosed with a rare blood disor- 

der, Brecker died in 2007 from complications related to leukemia. 

Rhythm Section Players Under the Radar 

While the artists we discuss in this book are generally those who are recognized as 

top players, composers, and arrangers and receive widespread attention in books 
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on jazz and in the media, there is a whole world of players at the
 highest level who, 

for one reason or another, do not receive the attention afforded others. Here, we 

discuss four such musicians as representative of this group, all rhythm section 

players, as they are the backbone of so much that happens in jazz and often toil 

behind the scenes. 

Pianist Tommy Flanagan, guitarist Jim Hall, bassist Milt Hinton, and drum- 

mer Jack DeJohnette have been mainstays in jazz throughout the second half of 

the twentieth century. These players have made an endless list of artists and their 

recordings successful, elegant, and refined. Each of them is known for his good 

taste, subtlety, and the ability to make those they are playing with sound better. 

They are selfless players who are able to adapt to any situation quickly and skilled 

at supporting instrumentalists and vocalists, a skill that musicians appreciate 

more than almost any other, making these players musicians’ musicians. They 

have huge repertoires that include compositions from the entire history of jazz 

and are prepared on a moment's notice to play almost any song, in any key, and 

any style that an artist might suggest. Fortunately, these players have also been 

bandleaders and coleaders throughout their careers and have recorded extensively 

in this capacity. 

Tommy Flanagan (1930-2001), while having over thirty records as a leader 

or co-leader, is a perfect example of an accompanist. Because of these skills, he 

seems to have turned up everywhere and with everyone, including being a side 

musician on over two hundred records. From Detroit, as a teenager Flanagan 

was already working in the house band at the Blue Bird Inn, a well-known 

local nightclub, accompanying touring artists who came through town. After 

moving to New York City in 1956, Flanagan began an association with vocalist 

Ella Fitzgerald (see Chapter 9, 1st Chorus), and served as her accompanist and 

musical director on and off until 1978. During this time, he also worked as a 

side musician with a long list of performers and played on numerous import- 

ant albums such as Sonny Rollins’s Saxophone Colossus, John Coltrane’s Giant 

Steps (see Chapter 13, 2nd Chorus), and guitarist Wes Montgomery’s The Incred- 
ible Jazz Guitar of Wes Montgomery (see this chapter, 1st Chorus). Other vener- 
able pianists of the same era, such as Sir Roland Hanna and Kenny Barron, cite 
Flanagan as an important influence. 

On “Day By Day” (Montreux’77, 1977) we hear Flanagan in his role as Fitzger- 
ald’s accompanist from a live performance at the Montreux Jazz Festival. Flanagan 
creates an arrangement for her, much as one would when writing for a big band. 
The trio, under his leadership, is tight, swinging, and exciting. Flanagan’s short 
but hot solo displays his terrific touch and phrasing, as well as the understated 

elegance that characterizes his playing. 

After ending his association with Fitzgerald in 1978, Flanagan became more 
active as a leader of his own trio, playing with a succession of rhythm section 
accompanists such as bassists Peter Washington and George Mraz and drummers 
Kenny Washington, Lewis Nash, and Albert “Tootie” Heath. 

One of the premier guitarists in jazz, Jim Hall (1930-2013) also had an 
understated and lyrical soloing style developed largely through the study of 
horn players solos, as opposed to the work of other guitarists. After growing up 
and studying in Cleveland, Ohio, Hall moved to Los Angeles in the mid-1950s 
when West Coast jazz was in full swing (see Chapter 11, 1st Chor 
to gain recognition through his work with the popular Chico Hamilton Quin- 
tet, one of the more important West Coast-style bands that h 
instrumentation including drummer Hamil af nadnaaeee uton and Hall on guitar, along with 

us). He began 
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sax, cello, and bass. He then played and recorded with saxophonist-composer- 
arranger Jimmy Giuffre until 1960, developing with Giuffre a style of com- 
posing and arranging that also incorporated interactive improvisation that 
was characteristic of cool jazz and West Coast jazz. “The Swamp People,” from 
Trav'lin’ Light: The Jimmy Giuffre Three (1958), featuring Giuffre on baritone sax, 
Bob Brookmeyer on trombone, and Hall on guitar, is an example of this style. 
They mix playing a carefully composed piece and improvising complicated and 
interlocking lines that create a polyphonic texture reminiscent of counterpoint 
in classical music. 

In the late 1950s and early 1960s, Hall also worked with numerous leading 
players such as Bill Evans (see Chapter 13, 1st Chorus), saxophonist Paul Desmond 

(see Chapter 11, 1st Chorus), Sonny Rollins, trombonist Bob Brookmeyer, and 

trumpeter-flugelhornist Art Farmer. After moving to New York City, Hall gained 

great visibility while playing in the house band for the popular television variety 
show The Merv Griffin Show. As his career progressed, Hall became more of a fea- 

tured artist, recording extensively as a bandleader in duo and trio settings, as well 

as with larger groups, with a wide variety of musicians. Later in his career, he 

worked with a number of younger musicians including Bill Frisell, John Scofield, 
and Pat Metheny, three of the top guitarists to follow in his footsteps, as well as 

saxophonist Chris Potter (see Chapter 15). Hall also became much more involved 

with composition and arranging, developing a style that included influences from 

classical composition. 

Bassist Milt Hinton (1910-2000) has been the harmonic and rhythmic 

foundation of an almost incomprehensibly long list of players and bands, 

making him one of the most recorded musicians in history as well as being 

considered “the dean” of jazz bassists. Playing with early stars such as cor- 

netist Freddie Keppard (see Chapter 3, 1st Chorus) and performing with Cab 

Calloway’s big band for fifteen years (see Chapter 5, 2nd Chorus), as well as with 

the big bands of Benny Carter (see Chapter 5, 2nd Chorus), Benny Goodman 

(see Chapter 7, 1st Chorus), and Lionel Hampton (see Chapter 7, 1st Chorus), 

pianists Art Tatum (see Chapter 5, 4th Chorus) and Teddy Wilson, trumpeter 

Louis Armstrong (see Chapter 3, 5th Chorus), and vocalist Billie Holiday (see 

Chapter 9, 1st Chorus), among many, many others, made Hinton a walking en- 

cyclopedia of jazz. 
Hinton was the ultimate professional and, consequently, continually busy 

as a studio musician playing many types of music on over six hundred record- 

ings. This includes numerous pop hits such as “Under the Boardwalk” (origin- 

ally by the Drifters), for which he created a classic bass introduction, as well 

as recordings by Frank Sinatra (see Chapter 9, 2nd Chorus), Paul McCartney, 

and Barbara Streisand. In fact, he was one of the first African Americans 

to integrate the New York studio scene, paving the way for many other jazz 

musicians. Hinton also gained visibility through his work as bassist for The 

Dick Cavett Show, a late-night talk show in the late 1960s to early 1970s. Late 

in his career, he also worked with many of the younger jazz stars such as 

saxophonist Branford Marsalis (this chorus) and trumpeter Terence Blanchard 

(see Chapter 15, 2nd Chorus). 

Nicknamed “The Judge,” Hinton spoke of the bass as a “service instrument” in 

an interview with Peter Keepnews: “The word ‘base’ means support, foundation. If 

you put up a building, the foundation must be steady and strong. I must identify 

the chord for everyone, and only after that can I play the other notes. You learn 

to have a lot of humility. You must be content in the background, knowing youre 
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holding the whole thing together.” On the blues “Look Out Jack,” from Bassically 

with Blue (1976), Hinton’s powerful walking bass dominates the recording, includ- 

ing his solo (0:59-1:29). Hinton also spent his career documenting the world of 

jazz through his photography and created an invaluable collection of over 60,000 

photos that has been published in several books and shown in numerous exhibi- 

tions and films. 

Building on the playing of drummers Tony Williams (1st Chorus) and 

Elvin Jones (see Chapter 13, 2nd Chorus), Jack DeJohnette (b. 1942) is one 

of the most versatile and creative drummers in jazz. He has absorbed the his- 

tory of jazz drumming and continues to help it move forward, and is able to 

adapt his playing to situations ranging from the avant-garde to new-age music. 

Along with leading a wide variety of bands, he has played with the top artists 

in mainstream, avant-garde, and jazz fusion settings. From Chicago, DeJohnette 

was playing drums and piano professionally as a teenager and was involved with 

the AACM in its early days, including performing with Muhal Richard Abrams 

(see Chapter 12, 3rd Chorus). After moving to New York City, DeJohnette 

gained early recognition in the mid-1960s when playing with the Charles Lloyd 

Quartet, where he also began his long musical association with pianist Keith 

Jarrett (see this chapter, 1st Chorus), as well as playing with a who’s who of 

jazz. Beginning in 1968, DeJohnette replaced Tony Williams in Miles Davis's 

group at the height of its experimentation with fusion. DeJohnette appeared 

on Bitches Brew, Live-Evil, Jack Johnson, On the Corner, as well as several live 

albums, all seminal records from the period that demonstrated his ability to 

bring together jazz, rock, and funk influences in an individual manner. 

DeJohnette has continued to work with top jazz artists, in less mainstream 

contexts, and with players more associated with the avant-garde. On his own 

record label, Golden Beams, he showed further versatility and musical curiosity 

through a duet recording with the Gambian kora player Foday Musa Sosa as 
well as new-age records for meditation, one of which, Peace Time (2008), won a 
Grammy Award. Some current projects include a trio with bassist John Pattitucci 
and pianist Danilo Pérez (see Chapter 15, introduction), the Spring Quartet with 
saxophonist Joe Lovano (see Chapter 15, 2nd Chorus), and bassist Esperanza 
Spalding (see Chapter 15, 1st Chorus). His playing on “The Mean Time,” from 
Michael Brecker’s last album, shows DeJohnette driving the band powerfully and 
subtly, perfectly blending fusion and mainstream styles. 

eRe Large Ensembles 
WHAT ROLE DO LARGE ENSEMBLES CONTINUE 
TO PLAY IN JAZZ? 
While big bands became difficult to sustain after the swing era, they never disap- 
peared. They were present in the studios as we saw with Frank Sinatra for example 
(see Chapter 9, 2nd Chorus), and soundtracks for movies and television shows 
were being written by writers such as Benny Carter, Benny Golson, Quincy Jones 
Neal Hefti, and Pete Rugolo and played by swing band veterans. Television shone 
such as The Tonight Show with Johnny Carson featured big bands. A number of name 
bands continued on the road as “ghost bands” after their leaders had died or oni 

no longer lead a band: Glenn Miller, Tommy Dorsey, Guy Lombardo, Count Basi 
and Duke Ellington orchestras are examples. Big ounnBast band leaders such as Woody 



Herman kept their bands going, and veteran big 
band instrumentalists also led bands that had popular 
success in the 1970s and 1980s. 

Thad Jones/Mel Lewis Orchestra 
One of the most important big bands of contem- 

porary times began a run of regular Monday night 

performances at New York City’s Village Vanguard 

nightclub in 1966. Trumpeter-composer-arranger 

Thad Jones (1923-1986) teamed up with drummer 

Mel Lewis (1929-1990) to create the Thad Jones/ 

Mel Lewis Orchestra. Jones’s composing, arranging, 

and playing had been featured with the Count Basie 
Orchestra; Lewis was a big band veteran. They began 

as a rehearsal band—a band that gets together for 

fun—and moved on to performing at the Vanguard. 

An interesting aspect of this band is that it is 

populated by some of the most recorded musi- 

cians in jazz, yet most of their names are not well 

known. Players such as trumpeters Snooky Young 

and Jimmy Owens, and saxophonists Jerome 

Richardson, Joe Farrell, and Eddie Daniels had busy 

careers in many aspects of the music business, and 

even headlined under their own names, but often 

toiled anonymously in the studios or as side musi- 

cians on the road. Yet Monday nights are off-nights 

for musicians, setting the stage for the band’s long 

run of Monday night success. 

Jones, from a prominent Detroit musical 

family—his brother Hank was a leading pianist 

and his brother Elvin was an innovative drummer 

that played with John Coltrane (see Chapter 13, 2nd 

Chorus)—was an excellent and inspirational bandleader. In front of the band he 

was vibrant and energetic as he cued soloists and ensemble sections in and out, 

while also conducting in such a way to get the sound he wanted from the band 

depending on the dynamic of each performance. Along with the writing of Jones, 

the band became a laboratory for a number of important composer-arrangers, 

including trombonist-composer Bob Brookmeyer and pianist-composer Jim 

McNeely, both of whom helped rejuvenate big band composing through their 

writing and teaching; much of the contemporary school of big band writing stems 

from this band. 

Jones moved to Denmark in 1978 and the band became the Mel Lewis 

Orchestra. After Lewis’s death it became the Vanguard Jazz Orchestra and still 

plays every Monday night at the Village Vanguard. 

Carla Bley 
Pianist-composer-bandleader Carla Bley (b. 1936) has been one of the jazz 

avant-garde’s most interesting and prolific composers since the 1960s, and an 

extensive and impressive list of artists and bands have played and recorded her 

compositions. Bley has performed with many of the important members of the 

avant-garde, and they in turn have been members of her various ensembles. She 

| § 
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Carla Bley, 2012. 

Bley is an important 

pianist-composer-bandleader. 

Photo by Rene Fluger. © CTK/Alamy. 
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Carla Bley talks 
about how she first 

heard gospel and 
other popular music 
styles and how they 

influenced her music. 
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listening guide 

Interactive 

Listening Guide 

“Big Dipper” (1966) by Thad Jones/Mel Lewis 
Orchestra 

INSTRUMENTATION: Co-leader, trumpet, composer-arranger: Thad Jones; Co-leader, drums: 

Mel Lewis; Trumpets: Snooky Young, Jimmy Nottingham, Jimmy Owens, Bill Berry; Trombones: 

Bob Brookmeyer, Garnett Brown, Cliff Heather, Jack Rains; Saxophones: Jerome Richardson, 

Jerry Dodgion, Joe Farrell, Eddie Daniels, Marv “Doc” Hollady; Piano: Hank Jones; Bass: Richard 

Davis. 

Thad Jones's “Big Dipper,” a 16-bar blues that has since become a staple of the big band 

repertoire, is heard here ina live recording from the very first night of the Thad Jones/Mel 

Lewis Orchestra’s Monday night run at the Village Vanguard. 

This multi-part introduction begins with some bluesy free form call and response improvising from 

Richardson on alto sax and Nottingham on trumpet with a plunger mute. 

The full band plays a short ensemble followed by one solo chorus by pianist Hank Jones to set up the next 

part of the introduction as this arrangement builds up. His playing is simple and spare here. The rhythm 

section of Jones, Richard Davis on bass, and Mel Lewis on drums is extremely relaxed but their time is 

rock solid. 

The trumpets and trombones play a melody with very full saxophone section background lines. Right away 

we hear the complexity of Jones's writing as the horns create a rich tapestry of polyphonic lines. 

The full ensemble breaks down the volume and plays the composition’s main theme, a classic blues chorus 

that draws strongly on blues mannerisms. This is the most recognizable aspect of the arrangement. As is 

true for the rhythm section, this shows the ensembles solid yet relaxed style. They manage this even when 
the writing gets denser in other more complex arrangements. 

Jimmy Nottingham plays four solo choruses with a plunger mute. We hear the audience appreciating his 
plunger work in this live setting on a night that turned out to be huge success and led to the band’s long run 
at the Village Vanguard. 

Nottingham plays one more chorus filling between lines as the ensemble plays the theme behind him. 

hth and 7th 

Jerome Richardson plays two choruses on alto saxophone; the second chorus has compl ‘ ek: icated trumpet, 
trombone, and reed backgrounds, again exemplifying Jones's arranging style. 

| The sax solo leads s moothly into a short ensemble section that leads to the high point of the arrangement 

| The band breaks it down again as the arrangement ends with a slightly extended final statement of the 
| classic blues theme that this composition is known for. 

a ae om — seueneememe ee 
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“Big Dipper” listening guide continued 

Compare 

While the Thad Jones/Mel Lewis Orchestra personnel was drawn from the top players 
of New York City, Maynard Ferguson’s big bands in the 1970s and 1980s were made up G 
of young players, some from jazz conservatories, and others right out of high school. 
Ferguson and his young players embraced contemporary pop styles and repertoire, and 
their version of “Gonna Fly Now,” the theme from the movie Rocky, is an example of 
this. It became Ferguson’s biggest hit and features his high note playing as well as a rock 
guitar solo and a background chorus. 

listening focus 

“Fast Lane” (2003) by Carla Bley Big Band <1) 
INSTRUMENTATION: Leader, piano, composer-arranger: Carla Bley; Trumpets: Lew Soloff, Earl 

Gardner, Byron Stripling, Giampaolo Casati; Trombones: Jim Pugh, Gary Valente, Dave Bargeron, 

David Taylor {bass trombone]; French horn: Robert Routch; Saxophones: Lawrence Feldman, 

Wolfgang Puschnig, Andy Sheppard, Gary Smulyan; Organ, glockenspiel: Karen Mantler; Bass: 

Steve Swallow; Drums: Billy Drummond; Percussion: Don Alias. 

“Fast Lane,” an up-tempo Bley composition from Looking for America (2003), is an excellent 

example of her style. It is highly organized yet allows the various soloists to “stretch out” 

by playing extended solos, as well as to freely interpret the harmonic underpinnings of the 

piece. To encourage this, she combines a harmonic structure [implied by her melodies) 

with freedom through the more open contexts she provides for the soloists. 

Unaccompanied unison saxophone Lines slowly build to a full ensemble including the brass 

sounding car horn-like cacophony (0:00). The rhythm section joins in for the complicated 

melody (0:25) ending with the brass blasts. An extended alto sax solo follows (0:54) and 

the horns join in for backgrounds and more brass street noises to conclude the solo (1:57). 

A flugelhorn solo takes over (2:31) joined by different horn backgrounds (3:33). A series 

of breaks between horns and drums and a final ensemble and brass blast (4:21) end this 

freewheeling composition that combines control and chaos skillfully. 

was an organizer of the Jazz Composers Guild in 1964, an organization created to 

support and promote avant-garde jazz and out of which grew the Jazz Composer's 

Orchestra. Bley’s compositions and arrangements were also featured with bassist 

Charlie Haden’s Liberation Music Orchestra, an example of the avant-garde move- 

ment’s interest and involvement in political issues. Her political stance includes 

the notion of control over one’s work and career. Along with trumpeter Michael 

Mantler, she created a record label, WATT Records, as well as New Music Distri- 

bution Service, which provided album distribution to independent musicians and 

record labels. 
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While she has led many types of groups, Bley is perhaps best known for 

her arrangements and compositions for her Carla Bley Big Band. This work con- 

trasts nicely with the Thad Jones/Mel Lewis Orchestra as it combines references 

to traditional big-band writing with aspects of free jazz, and does so both ser- 

iously and irreverently—humor is an important element in her work. Both her 

writing and her soloists move in and out of avant-garde and more traditional 

styles, making her recordings and performances eclectic events. Bley continues to 

perform with her big band as well as with smaller groups, regularly working with 

bassist Steve Swallow, including with their group the Lost Chords. 

The Last Touring Big-Band Apprenticeships 
The musical training of many jazz musicians throughout the history of jazz has 

come through working with touring big bands. The last vestige of this largely 

occurred during the 1970s and 1980s, for example, with big bands led by trum- 

peter Maynard Ferguson, a spectacular high note specialist, and the incredible 

drummer Buddy Rich (see Chapter 10, 1st Chorus). They both had very success- 

ful big bands that integrated contemporary styles such as rock, funk, and fusion, 

and the personnel largely consisted of excellent young players, many from the 

first jazz conservatories, and a number of them are now top players around the 

world. Also during this period, Toshiko Akiyoshi, a Japanese pianist and com- 

poser, had a successful and adventurous band that played regularly in New York 

City and toured occasionally. Along with her writing, the band featured her hus- 

band, saxophonist-flutist Lew Tabackin. Akiyoshi tended toward a busier and 

more angular style of writing than most big bands, creating an original sound. 

After this period this type of experience was less available to young players and 

apprenticeships have taken on different forms, including big-band experience at 

jazz conservatories rather than on the road. 

AUeidss The Downtown Scene 

WHAT IS THE DOWNTOWN SCENE, 
AND WHAT ROLE HAS IT PLAYED 
IN JAZZ MUSIC? 
In the arts, the terms “uptown” and “downtown” are used as descriptions of 
aesthetic orientation. Very loosely, in music, uptown tends to imply a more ac- 
ademic and studied approach, generally with a connection to Western classi- 
cal music. Downtown indicates experimental and out of the classical music 
mainstream and is often improvisational. The terms have been around since the 
1960s and are derived from the idea that uptown art and music will more likely 
be displayed or performed in established galleries or concert halls in New York 
City, and downtown art and music will be performed in more alternative spaces | 
and clubs in lower Manhattan. Though the terms refer to the cultural geography | 
of New York City, the references to uptown and downtown apply generally to aes- 
thetics in the arts regardless of location. 

A downtown music scene began in the late 1950s and lasted through the 
mid-1970s with performances of the works of experimental composers such as 
John Cage, La Monte Young, Steve Reich, Terry Riley, and Philip Glass, followed 
by rock bands such as the Velvet Underground, Sonic Youth, and DNA. Another 
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downtown scene with more jazz influences emerged in the late 1970s. It involved 
a loose aggregation of composers and performers, many of them working in each 
other’s bands, so it maintained the feel of a small scene. 

Many downtown musicians are well versed in jazz styles yet do not necessar- 
ily think of themselves as jazz players. They are also often interested in moving 
past traditional expectations of the jazz scene, even though much of their music 
is rooted in mainstream or avant-garde jazz. Their music frequently has connec- 
tions to numerous popular music styles, music from around the world, and clas- 
sical music without showing a particular predilection for one over the others. In 
addition, though improvisation is frequently an important element of their per- 
formances, these improvisations are not necessarily in a mainstream or avant- 
garde jazz style. The scene tends to emphasize an intense eclecticism or openness 
to numerous influences, which can be expressed through a pastiche composi- 
tional style—moving through a variety of styles in one piece—or through in- 

volvement in a variety of projects that each may be in a very different style. The 

most prominent name and influence in this period of downtown music has been 

saxophonist-composer John Zorn. 

John Zorn 
John Zorn (b. 1953) is an experimental composer, alto saxophon- 

ist, and entrepreneur and has been the prime mover of the down- 

town music scene on the Lower East Side of Manhattan since the 

mid-1970s. Zorn’s interests are wildly broad, and it is his eclecti- 

cism that most characterizes him and the downtown music world 

in general. Through his entrepreneurship, Zorn has remained in- 

dependent from the mainstream media, major recording compan- 

ies, and concert promoters. Through his record label, Tzadik, Zorn 

has prolifically recorded and released a massive amount of music, 

impressive in its sheer volume. In addition, the label—through its 

various series, each focusing on a different style of music—has 

provided an outlet for hundreds of composers and performers 

who are outside of any mainstream, including important down- 

town performer-composers such as saxophonists Marty Ehrlich 

and Ned Rothenberg, guitarist Elliott Sharp, trumpeter Steven 

Bernstein, bassist Mark Dresser, and drummers Bobby Previte and 

Gerry Hemingway. Zorn also opened and supported an alterna- 

tive artist-run storefront concert space on the Lower East Side 

of Manhattan, the Stone, inviting various other musicians to act 

as curators to choose the performers (it is now hosted in the New 

School in New York’s West Village). Between his label and concert 

space, Zorn is supporting an entire network of composers and per- 

formers in an extremely wide variety of styles, much of which is 

jazz or jazz-related. Consequently, examining his career to date 

allows us to get a picture of the scene and a few of the important 

musicians in it. 

Zorn takes the position of an outsider, not limiting himself 

stylistically to a particular genre. Partially because of its out- 

sider quality, Zorn’s work has also been controversial. Some refer to Zorn’s 

work as “jazz,” while others feel strongly that it is not. Zorn himself rejects 

this label, but a jazz influence is clear in much of his music. An early release, 

Experimental composer-alto 

saxophonist-entrepreneur John 

Zorn on stage in 2003. He is among 

the leaders of the downtown scene in 

New York. 

© ZUMA Press, Inc./Alamy. 
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Spy vs. Spy: The Music of Ornette Coleman (1989) that featured another down- 

town fixture, saxophonist Tim Berne, blends the compositions of Coleman, an 

icon of avant-garde jazz, with Zorn’s interests in hard core punk, grind core, 

and thrash music, styles never before associated with jazz. For some this was a 

liberating concept, while for others it was heresy. Yet, like it or not, the record 

is a fascinating combination of these various genres. “Chronology” is a one- 

minute version of the composition from Coleman's The Shape of Jazz to Come 

(see Chapter 12, 3rd Chorus). It is intense and chaotic from start to finish and 

is taken at breakneck speed. 

Another album, More News for Lulu (1992), contained compositions by the jazz 

stalwarts trumpeter Kenny Dorham and saxophonist Hank Mobley. This record 

featured guitarist Bill Frisell (see Chapter 15, 1st Chorus), who is wildly eclectic 

as well, and trombonist-composer George Lewis, who is closely associated with 

the jazz avant-garde and the AACM (see Chapter 12, 3rd Chorus), contemporary 

classical music, and computer-based music, while also being a leading jazz scholar 

and cultural critic. 

Zorn made an early splash with The Big Gundown: John Zorn Plays the Music of 

Ennio Morricone (1985), which featured his interpretations of the compositions 

by this well-known Italian film score composer, leading Zorn into extensive 

scoring for independent experimental films. His next release, Spillane (1987), 

featured the leading blues guitarist Albert Collins and the Kronos Quartet, a 

classical string quartet that, like Zorn, boasts an eclectic repertoire. In the late 

1980s Zorn put together his group Naked City to continue to explore his in- 

terests in hard core punk and grind core, as well as jazz and other forms of 

popular music. The group often quickly juxtaposed these styles in an almost 

frantic manner. The band consisted of the downtown stars guitarists Bill Frisell 

and Fred Frith (here on bass), keyboardist Wayne Horvitz, and the versatile 

and ubiquitous drummer Joey Baron. Zorn further examined these styles with 

his groups Painkiller, which included the bassist-producer Bill Laswell, and the 
Moonchild Trio. 

In the early 1990s, Zorn began to musically explore his Jewish heritage, 

creating hundreds of compositions. These were performed and recorded by var- 
ious groups, including Masada, featuring Zorn and trumpeter Dave Douglas (see 
Chapter 15, 2nd Chorus); the Masada String Trio, featuring violinist Mark Feld- 
man and cellist Erik Friedlander (both discussed in Chapter 15, 5th Chorus); and 
an expanded version of the string trio that added, among others, the ever-present 
downtown guitarist-activist Marc Ribot. Others in the downtown scene, such as 
trumpeter Frank London, co-leader of the Klezmatics, have explored the use of 
klezmer traditions, as well as other types of music from around the world, in com- 
bination with other genres, including jazz. 

Zorn has also composed many works for classical chamber and orches- 
tral ensembles, which nee recently brought him much wider recognition and 
acclaim. In 2013, Zorn’s sixtieth birthday was celebrated internationally by a’ 
eae = pe ats pie a trae concert spaces and uptown venues such 
as Lincoln Center 
Guggenheim ane ety im aa eeieeen fe Art, and the 

continuous awards and commissions, includin a M Re « % es ane 

Zorn remains purposely and aor i je te Sp atiee ut ieenae y outside the mainstream, 
producing his own work as well as supporting the work of cou 
artists. 

prodigiously 

ntless other 
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What is jazz fusion music, and why is it controversial 
among jazz fans? 
© Jazz fusion combines elements of jazz, rock, funk, and R&B music. 
© ‘The music includes the use of electronic instruments such as electric pianos 

and synthesizers, electric guitars in a rock style, electric basses, as well as in- 
struments from around the world. 

© Fusion appeals to varied audiences and is played in both jazz clubs and more 
rock-oriented venues. 

© Leading fusion proponents included guitarists John McLaughlin and Pat 
Metheny, the group Weather Report, and pianists Chick Corea and Keith Jarrett. 

Who were the neo-traditionalists, and what impact did 
they have on jazz in the 1980s and 1990s? 
© The neo-traditionalists rose in reaction to the growth of both jazz fusion and 

the jazz avant-garde. 

© They sought a return to jazz roots, including the music of Louis Armstrong 

and Duke Ellington, along with an emphasis on its African American heritage 

as expressed through the blues. 

© The best-known member of the movement has been Wynton Marsalis, who is 

an important performer, composer, and educator. 

How did mainstream jazz continue to flourish and grow 
in this period? 
© Mainstream jazz performers continued to record and perform through this 

period, including trumpeters Freddie Hubbard and Woody Shaw, saxophone 

players Sonny Rollins, Joe Henderson, and Michael Brecker, and rhythm sec- 

tion players such as pianist Tommy Flanagan, guitarist Jim Hall, bassist Milt 

Hinton, and drummer Jack DeJohnette. 

What role do large ensembles continue to play in jazz? 
© While big bands became difficult to sustain after the swing era, they never 

disappeared. 
© Thad Jones and Mel Lewis created the Thad Jones/Mel Lewis Orchestra in 1966, 

which became one of the most important big bands of contemporary times. 

© Carla Bley has combined avant-garde and big-band techniques in a unique mu- 

sical style that is rigorous and often humorous. 
© The last vestige of musical training of jazz musicians through working with 

touring big bands occurred during the 1970s and 1980s with big bands led by 

leaders such as Maynard Ferguson, Buddy Rich, and Toshiko Akiyoshi. 

What is the downtown scene, and what role has it played 
in jazz music? 
© Associated with downtown New York, downtown music is experimental, 

freely crossing genres and styles, and performed in small clubs by musicians 

who collaborate on various projects together. 

© Saxophonist-composer-entrepreneur John Zorn has been a leader of the 

downtown movement since the mid-1970s. 
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Study Flashcards 
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Self-Study Quizzes 

Talkin’ Jazz (Key Terms) | 

downtown “neo-classical” or smooth jazz 

. *,° ” c+ 

jazz-rock fusion or jazz “neo-traditional strolling 

fusion reverb uptown 

Key People 
SER TT TT 

John McLaughlin Thad Jones/Mel Lewis Michael Brecker 

Mahavishnu Orchestra Carla Bley Tommy Flanagan 

Weather Report Wynton Marsalis Jim Hall 

Chick Corea Freddie Hubbard Milt Hinton 

Keith Jarrett Woody Shaw Jack DeJohnette 

Pat Metheny Sonny Rollins John Zorn 

Think About This (For Further Discussion and Study) 
1. Why was jazz fusion controversial? Does it seem controversial to you? Why or 

why not? 

2. Can you relate jazz fusion to any of the styles of music that you listen to? 

3. When considering the neo-traditionalists and their desire to reestablish 
connections to classic jazz of the past, can you find a parallel to your feelings 
about a style of music that you are familiar with? 

4.. Discuss the similarities and differences that you hear between trumpeters 
Freddie Hubbard and Woody Shaw. 

5. Discuss the similarities and differences that you hear between tenor 
saxophonists Sonny Rollins and Michael Brecker. 

6. What differences do you hear between contemporary big bands and the big 
bands of the swing era? 

7. When considering “Rhythm Section Players Under the Radar,” can you 
compare their roles to musicians in styles of music that you are familiar with? 
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JAZZ TODAY 

Throughout this book, we have examined the history and evolution of jazz 

while also learning to appreciate and understand its various styles. In each 

chapter, I have chosen specific musicians—out of the many I could have 
profiled—because of their importance in the history of jazz. In this chapter, 

we will be looking at numerous contemporary artists to give a concise picture 

of today’s jazz scene. These present-day artists are, of course, influenced by 

new technologies as they have easy access to unlimited styles of music from 

around the world as well as nontraditional ways of distributing and promot- 

ing their music. There is so much going on and there are so many wonderful 

players, groups, and composers creating terrific music that it is impossible to 

cover them all or to choose who is most important. I have grouped musicians, 

bands, and topics in several ways and provide brief descriptions of recordings 

by selected artists in order to give you the opportunity to explore the diverse 

variety of styles in jazz today. 

Defining Contemporary Jazz 

WHAT DISTINGUISHES TODAY’S JAZZ FROM 
THAT OF EARLIER PERIODS? 

While generalizations are impossible to make about today’s music, there are 

some traits that distinguish it from jazz in earlier periods. 

Rhythm 
Beginning with jazz fusion (Chapter 14, 1st Chorus), there has been a trend 

toward using a much wider variety of time signatures and approaches to 

rhythm. Contemporary jazz players are required to be fluent in what are 

sometimes referred to as odd time signatures—time signatures that have 

an odd number of beats with asymmetrical groupings within them such 

as 5, 3, 3, and even those with 11 or 13 beats to a measure. In addition, 

compositions may, and often do, change meter regularly, a characteristic 

that changes the listening process as it can defy our expectations. This is 

an important element in numerous cultures around the world, and musi- 

cians have been studying these traditions for many years—for example the 

© Scott London /Alamy. 

In this chapter, we’ll 
answer these questions: 

© What distinguishes today’s jazz 
from that of earlier periods? 

© How has the role of the 
rhythm section changed in 
contemporary jazz? 

© How have the changes in the 
jazz scene impacted horn 

players? 

© Have the difficulties for 

women in jazz changed in the 
contemporary scene? 

© How have vocalists extended 
their technique to suit their 

work in contemporary jazz? 

© How does the popularity of 
strings in jazz today reflect a 
new interest in more varied 

instrumentation? 

© How have small groups and 
bands—from musicians 

collectives to big bands— 
shaped the new jazz landscape? 

© How are jazz musicians using 

new media and adapting to 

a changed technological 

landscape? 
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rich rhythmic traditions in South Asia and the Balkans—and have incorporated 

these traditions into their music. 

Instrumental Roles 
While the roles of horn players have not changed much—they are generally re- 

sponsible for playing melodies and solos—the role of the rhythm section instru- 

ments has opened up. 

e Keyboardists now have electronic keyboards and a wide variety of 

synthesizers at their disposal. They use them to create textures that can 

range from simple background pads of sound to textures that can rival the 

power of a big band. 

° Guitarists took center stage as the popularity of rock infused jazz with a 

new aesthetic. Beyond playing chords and melody lines, special effects can 

be added so that the guitarist also can provide texture and atmosphere to 

any performance. 

e Bass players have become equal partners in the texture of the music as 

opposed to being primarily responsible for timekeeping and providing 

an underpinning for the chord progressions. Their lines are often quite 

rhythmically and even melodically complex, while still managing to provide 

a solid foundation for the rest of the band. 

e Drummers are called on to bring together various styles from American 

popular music as well as music from around the world to add new color to 

the music. Their role in handling complicated meters and forms is crucial to 

today’s jazz. 

Virtuosity and Versatility 
While jazz has always had tremendous instrumentalists, the overall level of in- 

strumental ability has continued to increase. (This does not imply that instru- 

mentalists who have more technical prowess make better music.) In addition, 

contemporary players are often, even at an early stage in their career, fluent 
with a wide variety of musical styles and move fluidly from one approach to 
another. For example, in the past trumpet players often specialized and would 
work either as a lead player, a section player, or a soloist. Some could do it all, of 
course; but now the ability to handle any role has become more commonplace. 
Today's saxophone players are often multi-instrumentalists, “doubling” on sev- 
eral instruments, such as clarinet and flute, or even double reeds such as the 
oboe and bassoon. Again, while there were some famous players who mastered 
several different wind instruments in the past, it has become a far more common 
requirement for today’s musicians. In addition, many, if not most, players are 
able to use a wide array of styles freely—such as moving from mainstream to 
avant-garde—during the course of a performance, or even an individual solo. in 

. . . 2 

a fluid and interesting manner. 

The Role of Composition 
While improvisation is still the lifeblood of jazz, composition is playing a cru- 
cial role in contemporary jazz. Composers, instrumentalists, and bandleaders 
are challenging themselves through the creation of new improvisational forms 
and unique sonic environments, making jazz compositions difficult to categorize 
European composers and performers have brought a unique compositional dine 
sion to jazz for many years; and big-band writing is thriving internationally. 



Instrumental Groupings 
Many bandleaders lead several groups simultaneously to perform in different 
styles; they choose the instrumentation to complement their music, and at times 
include unusual instruments or combinations of instruments. These bands create 
a large, varied, and difficult-to-categorize eclectic output that exemplifies the 
range of contemporary jazz, often by finding a compelling balance between com- 
position and improvisation. 

Bassist Christian McBride (1st Chorus) leads several groups with different in- 
strumentations ranging from small groups to a big band. Trumpeter Dave Douglas 
(2nd Chorus) is another artist who leads various groups, such as Keystone—with 
a lineup of trumpet, tenor sax, Fender Rhodes keyboard, electric bass, drums, 

and turntables—and Brass Ecstasy, which has four brass and a drummer. 

Drummer-composer-bandleader John Hollenbeck leads and participates in sev- 

eral groups, working closely with numerous musicians. Among the groups he leads 

are his Large Ensemble, a big band that has an uncanny ability to smoothly navi- 

gate a multitude of styles, the Refuge Trio that includes piano and voice, and the 
Claudia Quintet, which features woodwinds, vibraphone, and accordion. 

Eclecticism and the Influence of World Music 
Increasingly, jazz composers and performers are bringing their own musical 

heritages to bear on their work or consciously borrowing from other musical tradi- 

tions. There are many composer-performers such as Robert Glasper (see this chapter, 

1st Chorus) and Nicholas Payton (see this chapter, 2nd Chorus) who display the 

influence of various styles of black popular music. Jazz has numerous international 

influences as well. From the West African country Benin, guitarist-composer Lionel 

Loueke’s Heritage (2012), as well as his work with the trio Gilfeama, merges his jazz 

and African roots, giving him a unique sound. From Heritage, “Freedom Dance’ is 

a loose, groove-oriented tune featuring Loueke’s electronically altered sounds on 

guitar. The powerful drum groove has elements of an Afro-pop feel and a funk-jazz 

vibe; Derrick Hodge’s bass playing is an excellent example of the new approach 

taken by contemporary bassists, as he plays lines that are quite complex and synco- 

pated, as well as being prominent in the texture (see the Listening Focus, “Cycling 

Through Reality,” this chapter, 1st Chorus, for more on Loueke and Hodge). 

South Asian musical instruments and musical styles have been heard in jazz 

music since the 1960s. Trumpeter-composer Don Ellis, among many other exper- 

imental approaches, brought his studies in South Asian rhythms to jazz, and even 

to the jazz big band. Guitarist John McLaughlin’s (see Chapter 14, 1st Chorus) 

group, Shakti, combined his acoustic guitar playing with Indian classical music 

masters, including L. Shankar on violin and Zakir Hussain on tabla—a key percus- 

sion instrument in South Asian music. Alto saxophonist Rudresh Mahanthappa 

has tapped into his South Asian heritage very effectively with his Indo-Pak 

Coalition, a trio with guitarist Rex Abassi and dr'ummer-percussionist Dan Weiss. 

“Snap,” from his 2017 album Agrima, combines South Asian influenced melodies 

and a jazz vocabulary very effectively both in the composition and Mahanthappa’s 

and Abassi’s solos. Weiss’s playing also incorporates numerous approaches as he 

uses tabla combined with a modified drum kit. 

The powerful influence of Latinx musicians upon jazz continues in the music 

of saxophonists Miguel Zenon (see this chapter, 2nd Chorus) and Yosvany Terry, 

Panamanian pianist-composer-bandleader Danilo Pérez, and drummer-composer 

Dafnis Prieto. Originally from Cuba, Prieto, named a MacArthur Fellow (the so-called 

“genius grant”) in 2011, is a master of Afro-Cuban rhythms and techniques 
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listening focus 

“Three Revolutions” (2017) by the Afro Latin Jazz 
Orchestra 

INSTRUMENTATION: Piano, leader: Arturo O’Farrill; Piano: Chucho Valdés; Trumpets: Seneca 

Black, Jim Seeley, Bryan Davis, Jonathan Powell; Saxophones: Bobby Porcelli, David DeJesus, Ivan 

Renta, Chad Lefkowitz-Brown, Larry Bustamente; Trombones: Kajiwara Tokunori, Rafi Malkiel, 

Frank Cohen, Earl Mcintyre; Bass: Gregg August; Drums: Vince Cherico; Percussion: Carlos 

Maldonado, Tony Rosa. 

“Three Revolutions” is featured on O’Farrill’s 2017 album, Familia: Tribute to Bebo & 

Chico, featuring Cuban pianist Chuco Valdes. It won the 2018 Grammy Award for best 

Instrumental Composition. It features a virtuosic piano duet introduction punctured by 

dissonant chords from the horns. Pointillistic horns, a funk groove, an angular trumpet 

melody, and a unison melody from the horns follows (2:00). O’Farrill and Valdes play a 

two-piano duet joined by the same trumpet melody and unison horn line (2:40); the two 

pianists then solo, trading riffs over a funky Latin groove (3:40). A polyphonic ensemble 

built on horn riffs moves into a unison line (5:30) which leads to the pointilistic horn 

textures and angular trumpet line, this time over the groove. The tune concludes with a 

powerful polyphonic shout chorus (7:05) that dissipates into a peaceful nothingness. 

including traditional, religious, and contemporary styles, blending these with jazz 

technique to create a personal style. The tireless musician-bandleader-educators 

Bobby Sanabria and Arturo O’Farrill are continuing the tradition of the Latin big 

band while also building upon it. Percussionist Sanabria, one of the most ener- 

getic ambassadors of Latin music, has performed with an endless list of import- 

ant Latin and jazz players including trumpeter Mario Bauza (see Chapter 10, 

1st Chorus and Chapter 11, 3rd Chorus). His group Multiverse is a progressive 
Latin big band, and he also leads a repertory Latin big band at the Manhattan 
School of Music in New York City. Pianist-composer Arturo O’Farrill created 
the Afro Latin Jazz Alliance to promote the genre, and leads his Afro Latin Jazz 
Orchestra, also a progressive Latin big band building on the tradition of his father, 
the great arranger Chico O’Farrill (see Chapter 10, 3rd Chorus). 

Going Beyond Categories 
Many of the musicians who play avant-garde improvised music have difficulty with 
using the term “jazz” in relation to their music. Perhaps due to the controversies 
that arose during the 1980s and 1990s that pitted the neo-traditionalists against 
contemporary players (see Chapter 14, 2nd Chorus), they are wary of being classi- 
fied as “jazz” musicians lest their music be critiqued for not being in line with more’ 
traditional forms. Plus, they want listeners to come to their work without any prej- | 
udices about what they might hear. Consequently, a number of these players refer to 
their music, for want of a better term, simply as “new music’ or “improvised music.” 
Some of these musicians are identified with the downtown scene of New York City 
(see Chapter 14, 4th Chorus) as well as the Brooklyn jazz and improvised music 
scene. To make matters more complicated, there are also international jazz-related 
styles that are difficult to categorize as “jazz” and classical musicians who impro- 
vise in a non-jazz style who also use the term “new music” to describe their sri 
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A New Training Ground 
Many, if not most, young contemporary jazz players have gone to college or music 
conservatory to study music, often attaining advanced degrees. This is a relatively 
new trend and is largely replacing the more old-school apprenticeships of the past, 
such as playing with bands on the road. Also, many of these players—along with 
their busy playing careers—are teaching in universities and conservatories and 
conducting clinics and master classes. While most of these players make a living 
through their performing, it is still a difficult lifestyle with lots of touring and an 
uncertain future in a fickle marketplace. Consequently, a college teaching job is a 
welcome relief from the uncertain economic realities of the music business. These 
musicians also have the opportunity to educate and mentor young up-and-coming 
jazz players. In addition, while high-level jazz players can, and do, work steadily, 
there is generally less work now for the mid-level player, so training in colleges, 
universities, and jazz conservatories, as well as jazz programs in high schools, has 
taken on greater importance for young musicians. 

The Contemporary Rhythm Section 

HOW HAS THE ROLE OF THE RHYTHM SECTION 
CHANGED IN CONTEMPORARY JAZZ? 

Drums and Bass Step Forward 
There is a semi-standard order that most people follow when naming instrumen- 

talists in a band: vocalists, horn players, piano, guitar, bass, and drums. This hier- 

archy reflects the incorrect notion that the “lead” instruments are more important 

than those that provide accompaniment. Because the roles of drummers and bass 

players have gone through the largest evolution in contemporary jazz, we will turn 

this trend around and begin with a discussion of them. 

Drummers’ roles in jazz have evolved over the decades. For example, in our 

study of bebop we noted how drummers became less restricted to playing the role 

of timekeeper (see Chapter 10). This liberated them to play a more prominent part 

in creating the overall texture of a piece, something that has only continued to 

grow today. In addition, more drummers are becoming bandleaders and compos- 

ers. Interestingly, in their compositional work they often create subtle environ- 

ments that don’t call for them to show off their always considerable drumming 

technique. Contemporary jazz compositions are often quite complex, both for- 

mally and metrically; abrupt shifts in meter are increasingly common. It is fre- 

quently the drummer who holds all of this together by marking the sections of a 

piece and changes in the meter. In addition, an important feature of contemporary 

jazz is the increasing incorporation of music from around the world. Many drum- 

mers and percussionists seamlessly incorporate contemporary popular music 

styles as well as Latin, African, Middle Eastern, Balkan, and South Asian rhythms 

and rhythmic concepts into jazz. 

Terri Lyne Carrington has been a leading drummer since she was a child. 

By the age of eleven she had already received a full scholarship to Berklee 

College of Music, one of the leading jazz and pop music conservatories in the world. 

Since then she has been a busy side musician working with a wide cross section 

of top artists in numerous genres, and her powerful and highly eclectic playing 

moves between their various styles in a dizzying manner. Carrington also works 

as a bandleader and displays a range of styles on her Grammy Award-winning 
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“Rubylou’s Lullaby” (2008) by Brian Blade & 
the Fellowship Band 

INSTRUMENTATION: Drummer, composer, co-leader: Brian Blade; Keyboard, co-leader: 

Jon Cowherd; Tenor sax: Melvin Butler; Alto sax, bass clarinet: Myron Walden; Guitar: Kurt 

Rosenwinkel; Bass: Chris Thomas. 

In the contemplative opening, guitarist Kurt Rosenwinkel (discussed further in this 

chorus] employs a timbre that is typical in jazz guitar work at the piece’s beginning but 

then changes to a more distorted sound often heard in rock (0:54) as the piece progresses 

to a more forceful approach while still maintaining the composition’s lovely character. The 

combination of tenor sax and bass clarinet playing the simple, almost folk-like melody 

over Blade's rock beat further complicates the textures in this composition (1:11), as does 

the fact that there are no improvised solos. The accompanying piano, however, adds an 

improvisational feel to the work. The abrupt change in the later third (2:52) of the piece 

from an anthemic rock accompaniment back to the softer, more contemplative section 

as the tune winds down adds to the piece’s texture, as do the interesting instrumental 

combinations throughout. 

Esperanza Spalding, 2009. Thanks 

to her surprise Grammy win in 2011 

as Best New Artist, bassist-vocalist- 

bandleader Spalding has brought 
new attention to jazz. 

© Scott London/Alamy. 

2012 album The Mosaic Project. This record features a lineup of leading female 

players and vocalists including pianist Geri Allen and bassist-vocalist Esperanza 

Spalding, both discussed later in this chorus (see the Listening Focus, 

“Wistful,” this chapter, 3rd Chorus). 

As is true for a number of jazz drummers today, Chris Dave’s playing 

combines hip-hop and R&B grooves with a jazz sensibility. Collabora- 

tions with top jazz stars such as alto saxophonist Kenny Garrett, trum- 

peter Terence Blanchard (both discussed in the 2nd Chorus), and pianist 
Robert Glasper—as well as with pop, hip-hop, and R&B artists such as 
D’Angelo, Adele, Beyoncé, and Maxwell—have put him in the forefront 
of music that incorporates the most contemporary forms of R&B with 
jazz. His drumming on “Afro Blue” from Glasper’s Grammy Award win- 
ning album Black Radio (2012) is an example of how well a funk-oriented 
groove can work supporting a jazz solo. 

Brian Blade also has made his mark in many different musical set- 
tings. He has one of the more prominent gigs in jazz as the longtime 
drummer for the Wayne Shorter Quartet; he is an in-demand side mu- 
sician with jazz artists and folk performers such as Joni Mitchell and 
Bob Dylan; he works as a singer-songwriter. Blade is also a co-leader of 
the Fellowship Band, and his work there reflects this range as well. As 
we are seeing from many contemporary players, Blades’s drumming and 
composing move freely and smoothly from folk, to rock, to jazz. His con- 
tributions to any group he plays with immediately raises the level of the 
music. As a top artist, his name alone on a bill fills clubs with fans. From 

Blade’s album Season of Changes, “Rubylou’s Lullaby” combines a jazz, pop, and 
rock anthem sensibility and features Kurt Rosenwinkel on guitar. 

Jazz bass playing, like drumming, has evolved a great deal, particularly in recent 
years. In most of the recordings we have heard so far, the bass has had two main 
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roles: to provide a harmonic foundation by emphasizing the root, or main note, 
of the chord; and, along with the drummer, to be a timekeeper by playing either 
in 4 (playing on all 4 beats of a 4-beat measure) or in 2 (playing only on beats 1 
and 3). Like drummers, however, bassists are now much freer and play a larger and 
more varied role in ensembles. Contemporary bass players are often extremely tech- 
nically fluent on both acoustic and electric basses. Their lines can be complex, in 
both melodic and rhythmic content, making them more like equal partners in the 
texture, as opposed to playing a primarily supportive role. Bass players are also now 
more frequently seen as composers and leaders in contemporary jazz, which, with 
the exception of Charles Mingus (Chapter 13, 3rd Chorus), was unusual in the past. 

No one has done more lately than bassist-vocalist-bandleader Esperanza 

Spalding to bring the bass literally to the forefront. While bassists are generally 

placed in the back of the bandstand next to the drums, Spalding stands up front 

when she plays with her band. She is the star, and her performances are quite 

striking for the ease with which she plays and sings (in English, Spanish, and 

Portuguese). She exudes the lightness and fun of a pop singer while playing and 

singing complicated and involved music in the jazz tradition. Spalding also was 

the first jazz musician to have won a Grammy Award for Best New Artist in a 

surprise win over pop star Justin Bieber in 2011. Her debut solo album was a hit, 

and Spalding was immediately in rarified territory for a jazz musician, garnering 

wide media coverage. She has two primary vehicles for her work: Chamber Music 

Society—a chamber group with rhythm section, string trio, and vocalists—and 

Radio Music Society—featuring a jazz band with hip-hop and R&B vocalists. 

Her album Radio Music Society (2012) won two Grammy Awards. Spalding’s Emily’s 

D+ Evolution (2016) shows her in a more pop-oriented medium. Spalding also 

works with numerous other groups as bassist and vocalist (see Listening Focus, 

“Wistful,” this chapter, 3rd Chorus). 

Bassist-composer-bandleader Christian McBride has moved smoothly from 

his role as a young prodigy to become an established and experienced bandleader. 

His virtuosic playing and preternatural musical maturity made him a first-call 

side musician as a teenager, and McBride has played with an endless string of jazz 

greats and popular music stars. After his long side musician apprenticeship, he 

became a bandleader and has released a dozen albums under his own name and 

has won six Grammy Awards. McBride’s experience, his material, ranging from 

acoustic jazz to fusion, and his various groups, ranging from a trio to an eigh- 

teen-piece big band, have made him an elder statesperson while only in his forties. 

One of his many groups, the quintet, Inside Straight, features saxophonist Steve 

Wilson and vibraphonist Warren Wolf. “New Hope’s Angel,” from their album 

People Music (2013), is a lovely medium-tempo ballad that combines acoustic jazz 

with a light jazz fusion feel. 

Piano and Guitar 
While the pianist’s role in today’s jazz has not gone through as great an evolution 

as the roles of bass and drums have, the pianist’s tools of the trade have certainly 

expanded. While some pianists play only acoustic piano, most play a variety of 

electric keyboards and synthesizers and, therefore, also are comfortable work- 

ing with music technology in general. Consequently, their accompanist’s role has 

expanded beyond comping, as we heard with Joe Zawinul on Weather Report's 

“Birdland” (see Chapter 14, 1st Chorus). At times they are creating aural land- 

scapes or pads for the music to rest upon. Pianists still frequently lead their own 

trios, but the medium of the piano trio has also continued to evolve and expand. 
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read all about it 

“Explaining the Art of a 
Trio” by Brad Mehldau 

Walser, Keeping Time, Chapter 65 

Mehldau explains his working musi- 

cal philosophy as well as setting his 

approach apart from earlier styles. 

read all about it 

“Exploding the Narrative” 

by Vijay Iyer 
Walser, Keeping Time, Chapter 67 

lyer explores alternatives to ‘telling 

a story” in jazz improvisation to sug- 

gest new ways for musicians to ex- 

press meaning through their work. 

Pianist-composer-bandleader Jason Moran is one of the very top artists in 

jazz. After a stint in saxophonist Greg Osby’s band that gave him visibility and 

led to a major recording contract, Moran began to work with what is now his 

long-standing cooperative trio, the Bandwagon, that features bassist Tarus Mateen 

and drummer Nasheet Waits. In 2010 Moran was named a MacArthur Fellow. 

Moran is involved in numerous projects with a wide range of artists. Like so 

many musicians in jazz, Moran works hard to not be pigeonholed by the label 

“jazz.” In fact, there seems to be no limit to his activity as he expands the notion 

of what it means to be a musician by being involved in multiple interdisciplin- 

ary projects with internationally renowned visual artists, poets, choreographers, 

filmmakers, and even furniture makers. His musical interests are wide-ranging, 

including his early involvement in hip-hop and rap, which is reflected in his use of 

samples. For “Feedback, Pt. 2,” from the album Ten (2010), Moran sampled rock 

guitarist Jimi Hendrix’s guitar feedback—loud electronic sounds created by a 

guitar being held close to an amplifier that is turned up very loud—as a primary 

compositional element. He dramatically altered the samples and counterintui- 

tively electronically transformed them into a subdued yet otherworldly sound and 

created an understated and contemplative rubato ballad around them. Moran’s 

combination of a traditional jazz trio performance by Bandwagon with the avant- 

garde element of sampled and transformed sounds combines jazz, hip-hop, and 

contemporary experimental music approaches. 

Pianist-composer-bandleader Brad Mehldau also creates a wide variety of 

music. Like Moran, he works regularly with his longtime trio, but also works 

with a variety of musicians and bands—in both acoustic and more electronic 

settings—including close relationships with tenor saxophonist Joshua Redman 

and guitarist Pat Metheny (see Chapter 14, 1st Chorus). Along with his powerful 

jazz roots, Mehldau’s music reflects a background in rock and pop as well as classi- 

cal music. The latter can be seen on his two-CD album Highway Rider (2010), as he 

uses a primary musical idea to create a sense of unity throughout the recording to 

create a concept album composed for a large ensemble; its fifteen original compo- 

sitions are intended to be taken as a whole, as opposed to individual tracks. “Don’t 
Be Sad” reflects the overall lyrical and mellow tone of the album. It has a lovely 
and simple melody that slips back and forth between uplifting and wistful. As is 
true for much of the album, it features Joshua Redman; his solo progresses from 
gentle and lyrical to intense and energetic, as is true for the entire song as well. 
The rest of the record goes on to meld composition and improvisation in a fasci- 
nating manner while also creating a looseness reminiscent of a live performance. 

Canadian pianist-composer-bandleader Renee Rosnes (b. 1962) has found a 
compelling balance of a traditional straight-ahead approach with a contemporary 
sound. Rosnes has recorded extensively under her name and as a side musician 
with numerous leading musicians. As a bandleader she works in the relatively 
straightforward medium of the jazz quartet or quintet (see Listening Focus), and 
performs piano duets with her husband, the excellent pianist Bill Charlap. 

Vijay lyer (b. L971) has flown to the top of the international jazz world with 
Seale ete faeces that ees an incredibly wide range of musical and 
extra-musical perspectives. i 

and cs Steet tes blends a Ae ee a ee Ws i cen 
whole. For example, his CD Holding It Down: or ae ae j esse sreate 

is a collaboration with poet Mike Ladd that is bas a 5 reas ee 

color who have fought in recent wars, incor aie PD ee aS veretans ot 
creative interests beyond music. He ae ee, Bk Yer S social anol Uc algae venteen albums as a leader and 
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“Black Holes” (2018) by the Renee Rosnes Quintet <)) 
INSTRUMENTATION: Keyboards, leader: Renee Rosnes; Saxophone: Chris Potter; Vibraphone: 
Steve Nelson; Bass: Peter Washington; Drums: Lenny White. 

ww 

Interacti 
From Beloved of the Sky (2018), an album of Rosnes’s compositions, “Black Holes” is Listening Guide 

a carefully composed and arranged recording that features solos by Rosnes, tenor 

saxophonist Chris Potter [see this chapter, 2nd Chorus), and drummer Lenny White. The 

introduction is a wandering series of chords by Rosnes, supported by bassist Washington 

with light time played by White. Potter then plays the intricate melody while the rhythm 

supports him with a tight arrangement (0:15). Rosnes takes off on a solo (0:45) that 

displays her contemporary sounding melodic and harmonic style in a straight-ahead 

groove powered by White and Washington. From her solo, the band moves directly to the 

material from the introduction as Potter solos over it (2:19). Rosnes switches to a quirky 

and rhythmic vamp, the bass drops out, and Potter continues his solo with a virtuosic 

display as he moves in and out of the tonality and uses a wide variety of stylistic elements 

along with White’s powerful drumming (2:53). They conclude his solo with a composed 

ensemble as the bass joins back in (4:36). Rosnes, Potter, and Washington then play a 

simple vamp drawn from the introduction as White plays a dramatic drum solo (4:54) that 

builds continuously until a big finish to the end of the composition. 

has worked with an endless list of major musicians as a side musician and col- 

laborator. Iyer also has led a long-standing trio that has worked together for ten 

years, allowing them to build an exciting rapport. “Accelerando” (2013), from the 

album of the same name, exhibits his trio’s ability to manipulate rhythm, both by 

using a complicated metrical structure and by continually accelerating the tempo 

throughout the performance. 
From Detroit, pianist-composer-bandleader Geri Allen (1957-2017) had 

early influential experiences with saxophonist-composer Steve Coleman’s M-Base 

Collective (see this chapter, 2nd Chorus) as well as the Black Rock Coalition, an 

organization dedicated to opening areas of creative expression often denied to Af- 

rican Americans as well as toward gaining economic parity for black artists. Allen 

worked as a pianist, composer, and bandleader as well as a performer with other 

groups, including those of Terri Lyne Carrington and Esperanza Spalding (see Lis- 

tening Focus, “Wistful,” this chapter, 3rd Chorus). Her work has an openness to 

it as her blues, gospel, and R&B influences are all clearly present; and she conveys 

them through a modern and very personal take on a traditional jazz approach. Al- 

len’s Grand River Crossings: Motown and Motor City Inspirations (2013) explores her 

Detroit roots. Her solo piano version of Motown artist Smokey Robinson's “Tears 

of a Clown’ is a lovely reflection on Robinson’s version, and her extension of his 

classic introduction to the tune is fascinating. Allen’s solo album Flying Toward the 

Sound: A Solo Piano Excursion Inspired by Cecil Taylor, McCoy Tyner and Herbie Hancock 

(2010) and its eight-part suite Refractions beautifully reflect her varied influences, 

including jazz, contemporary classical music, and impressionism—a style of early 

twentieth-century classical music influenced by the impressionistic painters. 

One of the fastest rising piano stars, as both a side musician and leader, 

is Gerald Clayton (b. 1984). Listening to Clayton play live is a uniquely shared 
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“Cycling Through Reality” (2017) by the Blue Note 
All Stars 

INSTRUMENTATION: Trumpet: Ambrose Akinmusire; Saxophone: Marcus Strickland; Keyboards, 

co-producer: Robert Glasper; Guitar: Lionel Loueke; Bass: Derrick Hodge; Drums: Kendrick Scott. 

The album Our Point of View features six members of the new generation of jazz stars. After 

a brief rhythm section introduction, “Cycling Through Reality” composed by drummer 

Kendrick Scott, has a highly syncopated melody for trumpet and sax in § consisting of a 

number of sequences that are anchored by Scott's strong backbeats on beats 2, 4, and 

6 (0:22) Three rounds of short solos give us an excellent chance to hear the styles of these 

young, leading players. The recording also lets us hear a contemporary rhythm section 

style; throughout the recording, drummer Kendrick Scott's powerful yet tasteful playing 

shows why he is an in-demand drummer. Bassist Derrick Hodge is also an extremely 

popular side musician, and his playing here is an example of contemporary bass playing. 

Hodge never walks and doesn't fill a traditional role; he leaves lots of space and plays in 

a rhythmically complex manner, leaving the timekeeping to the drummer. Saxophonist 

Marcus Stricklad jumps right in with an energetic solo (0:57) followed by a fleet and agile 

solo by trumpeter Ambrose Akinmusire (1:28). Using a heavily altered, synth-like effect on 

his guitar, Lionel Loueke takes his turn and slows things down while initially intentionally 

confusing the beat a little (2:00), after which pianist Robert Glasper takes his turn and 

shows his straight-ahead jazz “chops” (2:34). A second round of solos (3:04) follows, then 

a third round (5:08). The tune concludes with a restatement of the melody (7:10). 

Robert Glasper, on stage in 2013. 

His group, the Robert Glasper 

Experiment, weds elements of hip- 

hop, R&B, and jazz. 

© MS Photos/Alamy. 

experience, as it feels as if he is discovering the next melody, harmony, 

or rhythm at the same time as we are. It seems he is always in the midst 

of discovery, yet his playing is extremely assured and confident; and as is 

true for so many players and groups in contemporary jazz, Clayton’s sense 
of time is so strong that at times his playing floats over the rhythm, while 
at others he digs in ferociously. After playing with a long list of top musi- 
cians, as well as being a member of the Clayton Brothers with his father 
and uncle, he began recording as a leader in 2010 with Two Shade—re- 
leased through ArtistShare, a crowdfunding-based label. From his album, 
the suite-like Tributary Tales (2017), “Are We” moves through many phases: 
a rubato introduction for sax and piano; a lovely jazz waltz melody; solos 
that meld from one to the other; and freely improvised counterpoint be- 
tween the two saxophones that evolves back to the jazz waltz melody to 
close the composition. 

Pianist-composer-bandleader-producer Robert Glasper has accom- 
plished an extremely unusual feat by being both a top jazz and R&B artist. 
Originally from Houston, he attended the same performing arts high 
school as Jason Moran and a number of other successful] jazz players. 
Glasper worked as a side musician with many of the younger jazz stars and 
has gone on to lead his own acoustic trio as well as his electrically oriented 
band the Robert Glasper Experiment; he also combines the two bands for 

performances and recordings. Black Radio (2012), by the Robert Glasper Experi- 
ment, won a Grammy Award for Best R&B Album and featured his band along with 
an impressive list of hip-hop, rap, and R&B vocalists such as Erykah Badu, Lalah 



Hathaway, and Yasiin Bey (formerly known as Mos Def). Glasper has also become 
an in-demand producer, and co-produced Our Point of View as a member of the 
Blue Note All Stars (see Listening Focus). 

While guitarists have always been important in jazz, jazz fusion, with its re- 
lationship to rock and other forms of popular music, has brought the guitar and 
guitarists to the forefront as performers and bandleaders. Their ability to bridge 
the gaps between all of these styles has been important to their development, as 
has the guitarist’s prominent place in rock and popular music. 

Guitarist-composer-bandleader Bill Frisell (b. 1951) might cross more mu- 
sical boundaries in a more fluid manner than just about any other musician in 
contemporary jazz, as he works in mainstream, avant-garde, downtown, and rock 
contexts. Consequently, much of Frisell’s work would not normally be identified 
as “jazz.” Yet he brings the spirit of improvisation to all of his work while also 

using it as a means to tie together other various styles of American music, such 

as folk, bluegrass, and country in an extremely effective and evocative manner. 
Like so many contemporary players, Frisell keeps numerous projects going at the 

same time while also participating in his musical colleagues’ projects. His playing 

is always different depending on the context, yet he also has a consistent voice. 

In general, his style is quite lyrical and does not emphasize or display his con- 

siderable technique. This can be heard in his trio work with Joe Lovano (see this 

chapter, 2nd Chorus) and drummer Paul Motian on their album Time and Time 

Again (2007). The composition “Wednesday” shows a contemplative side to all 

three players, and the music is unusually transparent. There is an understatement 

and thoughtfulness in Frisell’s playing that makes you listen carefully; Lovano’s 
playing of the melody and his solo are gentle and lyrical; and Paul Motian’s drum- 

ming is the epitome of subtle, as was always true for this fine player. 

Guitarist-composer-bandleader Kurt Rosenwinkel (b. 1970) seems to natur- 

ally embody a variety of influences while remaining solidly a dedicated jazz player. 

Rosenwinkel plays with a round, dark tone that is associated with jazz guitar play- 

ers, as opposed to the edgy, sharp sound heard in more rock-oriented playing. He 

does, at times, push the tone to distortion, showing the influence of both styles, 

and uses a wide variety of effects pedals in an extremely creative and effective 

manner. While never seeming to emphasize his technique, Rosenwinkel plays in 

a virtuosic and extremely fluid manner akin to a horn player. He is known for his 

harmonically rich compositions as well as his ability to bring a unique approach to 

jazz standards. We can hear his tone fluctuate but remain stylistically consistent 

in “Rubylou’s Lullaby” with the eclectic Fellowship Band (discussed earlier in this 

chorus). “Ana Maria,” from Rosenwinkel’s album Reflections (2009)—performed 

by his Standards Trio that features bassist Eric Revis and the thoughtful and cre- 

ative drummer Eric Harland—is his rendition of a Wayne Shorter tune. Playedasa 

bossa nova, Rosenwinkel’s version is calm and understated and demonstrates his 

more traditional jazz style along with his ability to play fluidly and lyrically within 

a complicated harmonic structure. 

Guitarist-composer-bandleader John Scofield’s (b. 1951) work in jazz and 

jazz fusion, as well as more R&B-influenced music, has made him a model for 

the younger generation of guitarists. He quickly began to record as a leader and 

co-leader, eventually recording over forty albums in these capacities as well as 

countless records as a side musician. His three-plus years of work with Miles Davis 

(see Chapter 13, 1st Chorus) late in Davis's career thrust Scofield further into the 

spotlight. After leaving Davis, he continued to record as a solo artist as well as 

playing with other groups, including teaming up with guitarists Bill Frisell and 
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> “Keep Your Eyes Open” by Bill Frisell 

In this video, guitarist Bill Frisell performs his composition “Keep Your Eyes Open” that 

originally appeared on his 1997 album Nashville. In it, he weds elements of country guitar 

as heard in the playing of such classic artists as Chet Atkins with his own unique jazz 

sensibility and exploration of tonality. He makes particularly effective use of echo to 

expand the sonority and tonal palette of his performance. The performance ends with a 

repeated bass “vamp” that utilizes a country picking style to more modern ends. 

Pat Metheny, as well as collaborating with the contemporary classical composer 

Mark-Anthony Turnage. Scofield has moved back and forth freely between a more 

straight-ahead jazz approach and a funky soul jazz style. The pretty and relaxed 

“Honest I Do,” from Grace Under Pressure (1992), is a classic Scofield recording that 

pairs him with guitarist Bill Frisell. “Camelus,” from Scofield’s CD Uberjam Deux 

(2013), shows Scofield in a very different mode, almost in a jam band context. The 

medium-tempo groove is funky and loose, and Scofield’s playing shows his eclecti- 

cism as he mixes rock, funk, and jazz influences into his signature style. 

AROS Horn Players 

HOW HAVE THE CHANGES IN THE JAZZ 
SCENE IMPACTED HORN PLAYERS? 

The role of contemporary horn players continues to be playing the melody and so- 
loing, as well as playing additional background lines and harmonies. Stylistically, 
however, jazz continues to evolve and the array of playing techniques increases, as 
do musicians’ approaches to both business and self-promotion. This chorus briefly 
looks at some of today’s horn stars, grouped by the type of instrument they play. 

Saxophone and Clarinet 
Alto saxophonist-composer-bandleader Steve Coleman (b. 1956) helped set the 
tone for the variety of jazz styles we see today. His early embrace of forms of 
African American popular music styles within a jazz context combined with his 
open and curious attitude about composition, improvisation, rhythm, and form 
have made him and his music an important part of the scene for many years. He 
was also named a 2014 MacArthur Foundation Fellow. “Beba,” from Harvesting | 
Semblances and Affinities (2010) by his primary ensemble, Steve Coleman and Five 
Elements, exemplifies how he neatly fuses popular styles with avant-garde con- 
cepts. This is a head-solos-head arrangement that includes Jen Shyu’s wordless 
vocal on an angular, unison melody. The recording has many interesting twists as 
the horn solos by Coleman, trombonist Thomas Albright, and trumpeter Jonathan 
Finlayson overlap and weave in and out of each other in a variety of ways. A domi- 
nant feature of this piano-less tune, however, is the interaction of Thomas Mor an’s 
syncopated, funk-like bass line and Tyshawn Sorey’s drumming that also ne a 



strong funk flavor. The effectiveness of their playing is even more remarkable con- 
sidering that the tune is in an irregular meter, yet sounds natural and funky. 

Alto saxophonist-composer-bandleader Kenny Garrett (b. 1960) has taken a 
more traditional career path within the jazz field. An early experience with the 
Duke Ellington Orchestra (under the direction of Duke’s son Mercer) set the tone 
for Garrett’s embrace of the mainstream jazz tradition as well as his desire to 
expand upon it, while Garrett’s five-year stint with Miles Davis during his later 

electric period gave him extremely wide recognition. Garrett has recorded as a 

leader since 1984 while also working as a side musician with many top players 

and bands. He has received two Grammy Award nominations for Seeds from the 

Underground (2012). “J. Mac” from that album shows Garrett as a standard-bearer 

for the mainstream of jazz with its straight-ahead approach and intense extended 

solos, a nod to the style of the John Coltrane Quartet. 

The Puerto Rican alto saxophonist-composer-bandleader Miguel Zenén 

(b. 1976), another jazz musician to have been named a MacArthur Fellow, has 

his own fascinating approach to combining tradition and innovation. With 

albums such as Jibaro (2005) and Esta Plena (2010), Zenon has championed the 

rich Puerto Rican folkloric traditions while also using them as the basis for con- 

temporary compositions. Zenon also founded Caravana Cultural, an organization 

dedicated to bringing high-level jazz and jazz workshops to rural Puerto Rico. His 

album Alma Adentro (2011) celebrates the compositions of five important Puerto 

Rican composers, including Rafael Hernandez, the composer of “Silencio.” Zen6n’s 

radical but lovely interpretation of this composition has complex and demanding 

harmonies, forms, meters, and rhythmic approaches and, as is typical of Zendn’s 

music, extensively uses unison vamps by the bass and piano. Zenon’s tone typi- 

cally has a bright and edgy quality, and he often pushes the tempo with an aggres- 

sive rhythmic approach. 

Tenor and soprano saxophonist Joe Lovano (b. 1952) is the veteran of this 

group and has been a leading saxophonist since the 1980s when he established 

solid jazz credentials through his work as a side musician. His output is extremely 

varied and his playing ties together numerous jazz styles, helping to set the stage 
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Miguel Zenon in 2007. Saxophonist 

Zenon has championed Puerto 

Rican folkloric traditions, using 

them as the basis for contemporary 

compositions. 

Photo by Ulrich Fuchs. © imageBROKER/ 

Alamy. 



ERY «Chapter 15 Jazz Today 

> “Pannonica” by Joe Lovano 

INSTRUMENTATION: Tenor Saxophone: Joe Lovano. 

In this video, Joe Lovano discusses what motivates him to make music and the many figures 

who influenced his playing. In tribute to Thelonious Monk, he plays a solo version of Monk's 

tune “Pannonica” starting at approximately 1:15. In this performance, Lovano showcases 

his mastery of the saxophone and his imaginative reworking of Monk's composition. 

for today’s players. Lovano’s playing on “Wednesday” from Time and Time Again 

with Bill Frisell and Paul Motian, is gentle and lyrical (see this chapter, 1st Chorus). 

“Blessings in May,” from Cross Culture (2013) by his versatile group Us Five— 

featuring bassist Esperanza Spalding and guitarist Lionel Loueke (both discussed 

in the 1st Chorus)—is an excellent example of Lovano’s intriguing combination of 

precision and looseness along with his very personal tone that is round and dark 

with an air of both burliness and gentleness. 

Tenor, alto, and soprano saxophonist Chris Potter (b. 1971) has blazed from 

being a saxophone prodigy to holding a leading position in jazz. He is most known 

for his work in an acoustic setting but also plays in more electronically oriented 

bands. Besides his fifteen albums as a leader, Potter’s versatility and ability have 

led him to record countless records as a side musician with a wide variety of art- 

ists. Potter displays a phenomenal technical ability that, mixed with his sensitive 

musicality, makes for a muscly, intense, and expressive style (see the Listening 

Focus, “Black Holes,” this chapter, 1st Chorus). 

From the vibrant Los Angeles music scene, tenor saxophonist Kamasi 

Washington (b. 1981) has had a meteoric rise to jazz stardom, at least partially 
due to his work with Kendrick Lamar, Thundercat, and Flying Lotus, all import- 
ant L.A. musician-producers, including his appearance on Lamar’s To Pimp a But- 
terfly (2015). Washington's triple album, The Epic (2015), includes a 10-piece jazz 
band, a 32-piece orchestra, and a 20-person chorus, and draws on numerous 
jazz styles. On its own, his extended solo on “The Next Step” (2:35-7:15) ref- 
erences the popular 1960s music of Pharoah Sanders such as The Creator Has a 
Master Plan, gospel-inflected soul jazz, mainstream jazz, and the avant-garde. 
Washington and his music have been connected to the Black Lives Matter move- 
ment; in a New York Times Magazine feature on Washington (January 21, 2016), 
journalist Adam Shatz states: 

Not surprisingly, “Ihe Epic” has found a particularly receptive following among 
black intellectuals. As Robin Kelley, a historian at U.C.L.A. and a biographer 
of Thelonious Monk, puts it, “In a world where you feel like blackness is under 

assault and youre looking for a way to express joy, pain and possibility, ‘The 
Epic’ speaks to what black people feel inside.” The writer Greg Tate, who calls 
Washington the “jazz voice of Black Lives Matter,” told me that his music offers 
“a healing force, a place of regeneration when you're trying to deal with the 
trauma of being black in America.” 



The clarinet has always been an important part of the jazz tradition, but after 
the swing era its popularity among musicians, at least as a primary instrument, 
seemed to wane. The clarinet recently has seen an increased place in jazz, in both 
traditional and more avant-garde surroundings. 

From Tel Aviv, Israel, clarinetist-saxophonist-bandleader Anat Cohen plays the 
clarinet effortlessly and with a graceful swing, regardless of the musical context. 
Since moving to the United States in 1996, Cohen has quickly risen to the top of 
the jazz world, and also works in multiple musical styles of Latin America. This can 
be heard on “Amphibious,” from her 2017 Grammy Award nominated album Outra 
Coisa: The Music of Moacir Santos (2017), recorded with Brazilian guitarist Marcello 

Gongalves. In addition to clarinet, Cohen plays tenor sax, soprano sax, and bass 

clarinet and works with a wide range of material that includes jazz, Afro-Cuban, 

and Brazilian influences. Cohen also works with her two brothers, trumpeter 
Avishai and saxophonist Yuval, performing as the 3 Cohens Sextet. 

The clarinetist-composer-bandleader Don Byron (b. 1958) celebrates his 

eclecticism with an always surprising stream of projects. His albums and many 

performing projects have examined the klezmer music of Mickey Katz, Byron's 

Afro-Caribbean heritage, the swing music of swing-band leaders Raymond Scott 

and John Kirby, and funk and hip-hop. His compositions have blurred the lines 

between Western classical art songs and popular songs. Love, Peace, and Soul 

(2012) introduced Byron’s group, the New Gospel Quintet, which celebrates the 

gospel music of Thomas A. Dorsey and Sister Rosetta Thorpe. Byron has written 

music for classical ensembles as well; his 7 Etudes for Piano was a finalist for the 

Pulitzer Prize. 

Trumpet 
It is hard to imagine a more productive musician than trumpeter-composer- 

bandleader-entrepreneur Dave Douglas (b. 1963). He first gained attention as a 

side musician working with Horace Silver (see Chapter 11, 2nd Chorus), and then 

with John Zorn (see Chapter 14, 4th Chorus). Since the mid-1980s, he has re- 

corded and released a seemingly endless stream of records as a leader, allowing 

us to see him grow and evolve as a player and composer. The range of musical 

and cultural influences Douglas draws on is vast, his projects have a wide variety 

of instrumentations, and he works in both acoustic and electronic mediums. His 

group Keystone mixes both styles with trumpet, sax, and drums on the acoustic 

side and Fender Rhodes electric piano, an upright electric bass, and the turntablist 

DJ Olive representing the electronic side. As an example, “Spark of Being” from 
Spark of Being: Expand (2010) is the result of a multimedia collaboration with ex- 

perimental filmmaker Bill Morrison; it is a contemplative soundscape mixed with 

a languorous melody and free improvisations. Along with this, Douglas is in the 

forefront of creating new models for the presentation and dissemination of his 

work, as well as the work of other musicians, through his independent web-based 

music company, Greenleaf Music. 

From a musical family in New Orleans, trumpeter-composer-bandleader 

Nicholas Payton (b. 1973) has worked as a side musician with numerous top jazz 

artists and has released to date thirteen albums as a leader that reflect an eclectic 

approach. These include a 1997 collaboration with the legendary trumpet player 

Doc Cheatham that won a Grammy award; Bitches (2011), an R&B-oriented album 

on which Payton plays all of the instruments and sings; #BAM: Live at Bohemian 

Caverns (2013) where he plays both trumpet and Fender Rhodes electric piano— 

often at the same time; and Textures (2016), a collaboration with the visual artist 
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read all about it 

“The Jazz Left” by Herman 
S. Gray 

Walser, Keeping Time, Chapter 68 

In this essay, Gray suggests that 

musicians like Don Byron and Greg 
Osby offer an alternate approach to 

jazz performance and composition 

from the neo-classicism of Wynton 

Marsalis and others. 
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<))) 
Terence Blanchard 
discusses the relation 
of hip-hop to jazz, 
his group the E 
Collective, and his 
days with Art Blakey. 

Anastasia Pelias. His recent release, Afro-Caribbean Mixtape (2017), features his 

working band, along with a cellist also playing sound effects and vocal samples, 

and a DJ on turntable and sampler, as well as a string ensemble and chorus. It 

draws from styles including Afro-Caribbean music, straight-ahead jazz, musical 

collage, and an R&B mixtape sensibility. The whole CD seems to be more about 

flow as an entity than traditional tunes and solos. Payton has coined a term, 

“BAM”—for black American music—as a preferable term for much of African 

American music, including jazz. He also has been an outspoken blogger, and his 

blog post “On Why Jazz Isn’t Cool Anymore” set off a great deal of interesting, and 

at times acrimonious, public debate. 

Trumpeter-composer-bandleader Terence Blanchard (b. 1962), also from 

New Orleans, came to the public’s attention in 1982 when he replaced Wynton 

Marsalis (see Chapter 14, 2nd Chorus) in Art Blakey’s Jazz Messengers (see 

Chapter 11, 2nd Chorus), and was among a group of young musicians who fueled 

an interest in straight-ahead jazz in the 1980s. Blanchard’s career took another 

turn when he began to write film scores for Spike Lee, beginning with Jungle Fever. 

He has continued to perform and record prolifically with his own band and has 

won five Grammy Awards in various categories; his opera, Champion, was premiered 

in 2013; and he has composed music for Broadway musical productions. From the 

album Flow (2005), “Child’s Play” includes bassist Derrick Hodge and drummer 

Kendrick Scott, as well as guest guitarist Lionel Loueke (see the Listening Focus, 

“Cycling Through Reality,” 1st Chorus, that includes all three players). The tune 

has a lovely melody with wordless vocals by Gretchen Parlato used as an instru- 

mental timbre. Blanchard’s and pianist Aaron Parks’s solos have a straight-ahead 

sensibility that is deconstructed by the rhythm section that freely breaks the time 

up throughout. The piece begins and ends with the rhythm section playing a long 
and abstract melodic line. 

Re Women in Contemporary Jazz 

HAVE THE DIFFICULTIES FOR WOMEN IN JAZZ 
CHANGED IN THE CONTEMPORARY SCENE? 

Throughout the book, I have discussed the contribution women have made to the 
history of jazz, while at the same time highlighting the difficulties and challenges 
both for their acceptance in the workplace and the lack of inclusion of women 
in the written history of jazz. I have also included quotes from—and references 
to—women scholars and their important work regarding women and their place 
in jazz history. Male scholars are also finally acknowledging the importance of a 
more inclusionary approach. 

Fortunately, the situation has improved a great deal, and the contemporary 
jazz scene is rich with the contribution of many women instrumentalists, vocal- - 
ists, and composers. At the same time, the #MeToo movement has highlighted 
continued issues women face, including sexual harassment in the workplace and 
in jazz education programs. Women at times find themselves ignored, and fre- 
quently feel they are not dealt with on a par with their male colleagues. There is 
still a great deal of work for the jazz community to do in this regard. 

Drummer Terri Lyne Carrington’s 2012 Grammy Award-winning release 
The Mosaic Project, brought together a large and stellar group of women thet 
are all making important contributions to contemporary jazz. This album gives 
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“Wistful” (2012) by Terri Lyne Carrington 

INSTRUMENTATION: Drums, leader: Terri Lyne Carrington; Pianist, composer: Geri Allen; 

Flugethorn: Ingrid Jensen; Soprano saxophone: Tineke Postma; Bass clarinet: Anat Cohen; Bass: 

Esperanza Spalding; Vocal: Cassandra Wilson. 

This lovely and ever-changing Geri Allen composition highlights major trends in 
awe 

contemporary jazz, including shifting tempos and meters, odd time signatures, and a. 

compositional aesthetic throughout that leaves space for solos. The tune begins with a 
Interactive 

long and developed pretty melody played by the horns at a slow, almost floating, tempo, Listening Guide 

with a careful rhythm section arrangement supporting it. At the outset it is atmospheric, 

conveying the wistfulness of the title. The rhythm section of Carrington, Allen, and 

Spalding kicks it into a faster tempo (1:15). They then hit a vamp in °—filled with rhythmic 

interest—with Cohen, on bass clarinet, tastefully filling in and playing with the meter and 

the vamp. The band shifts seamlessly back to the more atmospheric feel for a Jensen 

flugelhorn solo (1:50) that displays elements of her style, such as quick leaps into the 

upper register, as well as the common device in contemporary jazz of moving in and out of 

the tonality. This leads to a pretty unison melody that takes us back to the faster tempo and 

the vamp (2:45). Postma plays a different type of solo over the ® vamp (with an occasional 

6 measure}, as she Soars over it as it builds in intensity leading to a surprising ending that 

leaves us up in the air a bit. The overall style of the tune is a straight eighth-note rhythmic 

feel—as opposed to a typical jazz swing—as is often true in odd meters. 

us a chance to hear many of the leading players in jazz in one place. The proj- 

ect includes a trio of jazz’s biggest stars, Carrington, bassist-vocalist Esperanza 

Spalding, and the late Geri Allen—long one of jazz’s most important pianists (both 

Spalding and Allen are discussed in this chapter, 1st Chorus). It also features three 

prominenthornplayersthatloomlargeontoday’sjazzscene:trumpeterIngridJensen, 

clarinetist-saxophonist Anat Cohen (see this chapter, 2nd Chorus), and the Dutch 

alto and soprano saxophonist Tineka Postma. The Mosaic Project also includes a 

who’s-who of vocalists that cover a wide range of vocal styles, including mainstream 

approaches, R&B/soul, and wordless vocals: Carmen Lundy, Cassandra Wilson, 

Dee Dee Bridgewater, Dianne Reeves, Gretchen Parlato, and Nona Hendryx. 

4th Chorus Mies 

HOW HAVE VOCALISTS EXTENDED THEIR 

TECHNIQUE TO SUIT THEIR WORK IN 
CONTEMPORARY JAZZ? 

Vocalists have always been an integral part of jazz, and they continue to be an 

exciting and important part of today’s scene. As is true with instrumentalists, jazz 

singers are investigating a wide variety of musical material including the extensive 

use of wordless vocals—transforming the singers into instrumentalists—as well as 

working in styles ranging from jazz to popular genres while also effectively combining 

them. Each vocalist discussed here represents a different strain of the jazz world. 
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Cassandra Wilson, 2009. Wilson is 

one of the best of the new generation 

of jazz vocalists. 

© Daniel Vrabec/Alamy. 

The Canadian vocalist-pianist-bandleader Diana Krall (b. 1964) carries on a 

long tradition of female pianist-vocalists such as Carmen McCrae, Nina Simone, 

and Shirley Horn. Krall has been able to appeal to a wide audience, making her 

one of the very top-selling artists in the jazz field. Krall is so popular that on her 

tours she frequently plays large theaters, festivals, and concert venues, as opposed 

to clubs. She is an excellent jazz pianist and was hired to play on and bring extra 

credibility to Paul McCartney’s album of standards, Kisses at the Bottom (2012). 

The Girl in the Other Room (2004) is a collaboration with her husband, the eclec- 

tic British guitarist-composer Elvis Costello. It examines Krall’s emotional state 

as she deals with the death of her mother. While Krall is primarily known for 

her performance of jazz standards, her “I’m Coming Through” from this album 

shows her in a very different musical environment that blends jazz and a pop sen- 

sibility seamlessly. The twists and turns in the song’s melody are reminiscent of 

Costello’s wry pop aesthetic, along with the melancholic edge to the lyrics. Her 

smooth vocals are in a relatively low range and generally have a quiet, intimate 

feel with a relaxed swing. 

Vocalist-composer-bandleader Cassandra Wilson (b. 1955) has been an import- 

ant musician on the jazz scene for many years. She has won two Grammy awards, 

including Best Jazz Vocal Album for Loverly (2008), an album of standards and blues, 

and has released over twenty albums as a leader. Along with her early and contin- 

ued work with Steve Coleman (see this chapter, 2nd Chorus) and the M-Base Collec- 

tive, Wilson has performed on countless records for other leaders, including being 

featured in Wynton Marsalis’s Pulitzer Prize-winning Blood on the Fields. Her vocal 

style is very personal and idiosyncratic with an instrumental quality in the vein of 

vocalists Betty Carter, Nina Simone, and Abbey Lincoln. Wilson is comfortable in a 

straight-ahead or avant-garde context. As her career has progressed, she has contin- 

ually expanded her stylistic range to include pop, blues, and country music, while 
bringing them all together into a stylistic whole that makes her sound unmistakable. 

From Chicago, vocalist-lyricist-composer-bandleader Kurt Elling (b. 1967) 
represents a traditional approach to jazz singing, while also being known for 
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“Blackbird” (2010) by Cassandra Wilson | 
INSTRUMENTATION: Vocalist, leader: Cassandra Wilson; Piano: Jonathan Batiste; Guitar: Marvin 
Sewell; Bass: Reginald Veal; Drums: Herlin Riley; Percussion: Lekan Babalola. 

Wilson's version of the Beatles’ “Blackbird” on Silver Pony (2010) is an excellent example 

of the use of pop material in a contemporary jazz context. Wilson and the band transform 

the song so significantly that it cannot be referred to as a “cover.” Not only do they give it - 

a different character and rhythmic treatment but they also change the song slightly and 

add a vamp Section at times for solos. Most significantly, they include a series of solos, 

giving this pop tune the feel of a jazz tune. Over a light, rolling Latin percussion groove, the 

texture is dominated by Marvin Sewell’s electric guitar, first with a repeated figure and 

then a bluesy solo. After a piano solo, Wilson plays with the words and phrases, turning 

them into an understated jazz solo. Wilson's rich, smoky voice here is gentle and fluid; 

and her rhythmic phrasing is loose, floating over the band as it creates a sparkly pop-jazz 

environment to accompany her. 

effectively transforming material from other styles of music to a jazz idiom. In 

addition, he continues the tradition of creating lyrics to the solos of jazz instru- 

mentalists, a medium referred to as vocalese, originally perfected by vocalists 

such as Eddie Jefferson, King Pleasure, and Jon Hendricks. Elling’s career path 

was different from most artists we have seen. He built a following in Chicago with 

weekly gigs at a popular jazz club, the Green Mill; and a demo recording landed 

him a major contract with Blue Note Records. Since then he has released thirteen 

albums as a leader and won a Grammy Award for Best Jazz Vocal Album for Ded- 

icated to You: Kurt Elling Sings the Music of Coltrane and Hartman (2009). Elling’s 

voice can extend well beyond his normal baritone range, and he has a masculine 

sound that is almost rough-hewn at times while also being gentle and emotional. 

A good example of his vocal style can be heard on his version of “She’s Funny That 

Way,” from This Time It’s Love (1998). After beginning the recording with the verse 

of the song (1:09), Elling sings a vocalese rendition of saxophonist Lester Young's 

(see Chapter 6, 4th Chorus) well-known solo; Elling wrote additional lyrics for 

both the tune and Young’s solo. 
One of today’s vocal stars, Gregory Porter (b. 1971), also built his career through 

slowly building a local audience at small clubs in New York City, eventually leading 

to a major recording contract. Because of the range of his material, he has become 

a cross-over artist. His Nat Cole & Me (2017)—a tribute to Nat King Cole (see 

Chapter 9, 2nd Chorus)—embraces Coles’s ability to transform popular material 

in a way that appeals to a diverse audience. His official videos are entertaining and 

reflect the warmth of Porter's presentation. Porter writes much of his repertoire; 

his composition “Hey Laura,” from Liquid Spirit (2013), is a soul-gospel inflected 

tune that explores the sad end of a relationship as a result of unrequited love. On 

the same album, Porter revisits “The ‘In’ Crowd” (see Chapter 12, 1st Chorus); his 

version is more upbeat than the original and Ramsey Lewis's version—it’s almost 

breathless—and Porter portrays a confident and cocky “in-crowder.” 

| 

x) 
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5th Chorus Bias 

HOW DOES THE POPULARITY OF STRINGS IN 

JAZZ TODAY REFLECT A NEW INTEREST IN 

MORE VARIED INSTRUMENTATION? 

In contemporary jazz, there is room for any instrument. Ensembles are becoming 

more varied all the time, including the expanded use of strings. While it has been 

present in jazz throughout its history, the violin has stayed largely on the mar- 

gins, with only a few instrumentalists able to use it successfully in a jazz context; 

Stéphane Grapelli, Stuff Smith, Ray Nance, Joe Venuti, Jean-Luc Ponty, and Leroy 

Jenkins are a few who have excelled. And aside from bassists such as Ron Carter, 

Ray Brown, Oscar Pettiford, Charles Mingus (who all doubled on cello), and the 

cellist Fred Katz (who performed with the Chico Hamilton Quintet, a popular 

West Coast band in the late 1950s), there is little precedent for the cello in jazz as 

a solo instrument. 

Violinist Regina Carter (b. 1966), another MacArthur Fellow, shifted her 

focus to jazz while studying in conservatory. As a freelance violinist she worked 

with a range of performers such as soul and R&B artists Aretha Franklin and 

Mary J. Blige and the String Trio of New York, an avant-garde jazz chamber 

group, while also beginning a solo career during which she has released numer- 

ous albums as a leader. In addition, like Cassandra Wilson, she gained recognition 

performing Wynton Marsalis’s work Blood on the Fields. Her album Reverse Thread 

(2010) consists of interpretations of African folk melodies and has an unusual in- 

strumentation consisting of violin, kora (a traditional West African string instru- 

ment), guitar, accordion, bass, drums, and percussion. With “Full Time” from that 

album, Carter creates a fusion of jazz, traditional African music, and Afro-pop—a 

contemporary African pop style—creating a fascinating international blend of 

styles. The piece is in a funky , initially driven by drummer Alvester Garnett and 

Senegalese bass player Mamadou Ba with help from Yacouba Sissoko who plays a 
repetitive montuno-like vamp on the kora. The melody is essentially a long series 
of riffs that repeat until Carter’s jazzy solo. The feel changes and mellows out for 
Sissoko’s kora solo as the rhythm section plays sparingly and gently behind him. 
Carter sneaks in over a Sissoko vamp and solos again over the mellower groove 
before taking the tune out with a gradual building up of intensity. 

Mark Feldman (b. 1955) is a violinist and composer who has been performing 
and recording internationally with jazz and new music groups for many years. Feld- 
man has released numerous albums as a leader; has worked and recorded exten- 
sively with saxophonist John Zorn (see Chapter 14, 4th Chorus), trumpeter Dave 
Douglas (see this chapter, 2nd Chorus), and guitarist John Abercrombie; and has 
been a featured soloist with classical orchestras as well as the WDR Jazz Orches- 
tra from Germany. Early in his career, he was a performer and session violinist in ° 
Nashville, performing with Loretta Lynn and Ray Price while also recording with 
the likes of Johnny Cash and Willie Nelson. While his White Exit (2006) is clearly a 
jazz quartet album, Feldman doesn’t shy away from displaying violin technique or 
a chamber music Jag that borrow from traditional and contemporary clas- 
sical music. For example, “Ink Pin” has elements of a classical violin sonata with 
its virtuosic solo violin cadenzas, careful counterpoint, and blazingly fast solo and 
unison lines played by piano and violin; but it also features sections with elements 
of both mainstream and free jazz, creating a fascinating and natural-sou 
fusion of styles. pane 
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Erik Friedlander (b. 1960) has carved out a niche for himself as a top impro- 

vising cellist across several genres, including jazz, and is a fixture on the New 

York downtown scene (see Chapter 14, 4th Chorus). Like Feldman, his stylistic 

range and ability to handle seemingly any musical context have made him a con- 

stant presence in the jazz world. Friedlander has numerous albums as a leader to 

his credit and has been a frequent collaborator of Mark Feldman and John Zorn. 

His solo album Block Ice & Propane (2007) expresses his impressions of America 

through a musical investigation of his family’s road trips. Bonebridge (2011) fea- 

tures Friedlander with a quartet that includes slide guitar and interprets music 

of the American South. Both albums give us a picture of his inventiveness as a 

composer and instrumentalist working across genre boundaries. 

UMM EtSy Small Groups and Big Bands 

HOW HAVE SMALL GROUPS AND 
BANDS—FROM MUSICIANS’ COLLECTIVES 
TO BIG BANDS—SHAPED THE NEW JAZZ 
LANDSCAPE? 

A growing trend in contemporary jazz is collectives, groups that have no leader. 

Some have traditional instrumentation, while others have unique combinations 

of instruments. The collective Kneebody has the traditional instrumentation of 

a jazz quintet—trumpeter Shane Endsley, saxophonist Ben Wendel, keyboardist 

Adam Benjamin, electric bassist Kaveh Rastegar, and drummer Nate Wood—but 

uses electronics to create new timbres. Kneebody draws from straight-ahead jazz, 

avant-garde jazz, rock, and funk. For example, “Never Remember,’ from Kneebody 

(2005), deftly combines numerous elements that could seem disparate, such as 

jazz horn lines, a rock-like vamp, and pop-funk horn lines and accompaniment, 

into a cohesive whole. 

Regina Carter in 2001. Violinist 

Carter is a leader in contemporary 

jazz performance and composition. 

© Craig Lovell/Eagle Visions Photography, 
Alamy. 
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Saxophonist-composer-bandleader Henry Threadgill (b. 1944) has been a 

powerful presence on the avant-garde scene since the 1970s and was ele of the 

early members of the Association for the Advancement of Creative Musicians (see 

Chapter 12, 3rd Chorus). Threadgill was also a member of the popular avant-garde 

trio Air and has consistently continued his cross-genre explorations through his 

long and extremely productive career. He has led a variety of bands with different 

instrumentations, such as his seven-piece Very Very Circus and the twenty-piece 

Society Situation Band. His recent group, Zooid, features an interesting lineup of 

Threadgill on saxophone and flute, cellist Christopher Hoffman, tuba player Jose 

Davila, Liberty Ellman on guitar, Stomu Takeishi on bass guitar, and drummer 

Elliot Humberto Kavee. From the album Tomorrow Sunny/The Revelry, Spp (2012), 

“Tomorrow Sunny” is an example of the balance Threadgill finds between freedom 

(improvisation) and organization (composition), a trait that has made him one of 

the more successful composers of the avant-garde. The piece has many elements 

including free jazz along with melodies that call to mind contemporary classical 

music, all over hints of a funk beat. Threadgill received the Pulitzer Prize for Music 

in 2016 for his album with Zooid, In for a Penny, In for a Pound. 

While big bands have not been as popular or present as in the swing era, 

there has been a relatively recent resurgence of interest in the medium, largely 
through the influence of trombonist-composer-educator Bob Brookmeyer (1929- 

2011). Following in the footsteps of Gil Evans’s colorful writing (see Chapter 11), 

Brookmeyer—along with composer-arrangers such as Jim McNeely—has ex- 

panded the possibilities of big-band composing through his writing and influence 

as a composition teacher. Building on the big band’s riff tradition, much of Brook- 

meyer’s focus was on the use of musical motives—bits of musical material— 

to create extended compositions. 

Composer-bandleader Darcy James Argue (b. 1975) is an example of today’s 

younger big-band composers who concentrate on tightly controlled extended com- 

position and ensemble playing, along with extended solos. These composers are in 

essence creating a new big-band tradition with distinctly new values, such as the ex- 

tensive use of odd and shifting meters. The release of Infernal Machines (2009) by his 

big band, Darcy James Argue’s Secret Society, brought him to the public's attention. 
His band has been generating excitement through performances and their involve- 
ment in numerous projects, and Argue is receiving commissions from other ensem- 
bles while also commissioning work by other composers for his band. Brooklyn Babylon 
(2013), originally conceived as a multimedia collaboration, is an extended suite that 
considers the changes in Brooklyn through the process of gentrification. “Builders” 
creates a varied sonic environment, including an electronically enhanced extended 
trumpet solo, portraying the fraught growth process of the New York City borough. 

Composer-arranger-bandleader Maria Schneider (b. 1960) has led a large en- 
semble since the early 1990s. Schneider studied extensively with Bob Brookmeyer, 
but her primary early influence was the arranger Gil Evans, for whom she worked 
in the 1980s; the coloristic and environmental aspect of her work reflects this. ’ 
Schneider won the Best Instrumental Composition Grammy Award in 2007 for 
her extended work “Cerulean Skies” from the album Sky Blue (2007). Its title track 
exemplifies her extremely lyrical sensibility, which gives her work a gentle quality 
that envelops the listener. She weaves the band’s soloists in and out of the texture 
ina very effective manner. Her work continues to expand in scope, including com- 
Sat from numerous classical ensembles. Her collaboration with the classi- 
fe and crossover vocalist Dawn Upshaw, Winter Monae Walks (2013), won three 
rammy Awards, including for Best Classical Composition, cementing Schneider’s 



status as a composer across genres. Her Thompson Fields (2015) won a Grammy 
Award for Best Large Jazz Ensemble Album. 

Ameaatesy New Media 

HOW ARE JAZZ MUSICIANS USING NEW 
MEDIA AND ADAPTING TO A CHANGED 
TECHNOLOGICAL LANDSCAPE? 

The use of new media, such as YouTube and Facebook (and Facebook Live), is an im- 

portant vehicle for many artists, while it is also considered extremely problematic 

by others. Along with this, music distribution has gone through massive changes, 

first with downloads and now with the dominance of streaming audio—and its 

drastically lower rates for artists’ royalties—as well as the use of social media; and 

interestingly, a significant increase in vinyl album sales. Jazz musicians are react- 

ing to these changes in a wide variety of ways, and many of these choices are de- 

pendent upon how established they are in the music business. For example, many 

jazz artists self-fund and self-produce their recordings and release them either on 

their own labels or on artist cooperative labels. These musicians also must now use 

a wide variety of promotional strategies due to the changing economic environ- 

ment. Those in the higher economic bracket of the music business also have had to 

create alternate ways to create and promote their music. 

Many of the top artists we have profiled in this chapter, including Nicholas 

Payton and Jason Moran, have eschewed their major label contracts and now 

have their own labels and self-release on sites such as Bandcamp. Bandleader 

Maria Schneider has for some time financed her recordings through crowdfund- 

ing, a resource that is becoming extremely common in jazz. Her Concert in the 

Garden (2004) was the first album solely distributed through the Internet to win 

a Grammy Award. Schneider has actively spoken out against illegal use of copy- 

righted material on sites such as YouTube, a practice that has significantly hurt 

artists’ ability to derive an income from their recordings. 

On the other hand, some artists and groups have essentially created ca- 

reers through YouTube and social media. In 2017, Esperanza Spalding broadcast 

77 hours straight on Facebook live as she wrote music and lyrics and recorded an 

entire album with a number of collaborators. Snarky Puppy, a large group of musi- 

cians that straddles the worlds of funk, R&B, and jazz, create music videos of their 

recording sessions that also include a live audience that hears the performance 

through headphones as they sit in the studio with the band; these are released 

on YouTube and have helped them become quite successful. Vocalist and multi- 

instrumentalist Jacob Collier (b. 1994) built a very successful career through viral 

videos that he created in his home. He overdubs himself on multiple instruments 

and creates thick and rich layered vocal harmonies, and presents them as clever 

videos with himself in multiple frames singing the various parts. Vocalist Camille 

Bertault (b. 1986) gained widespread attention through her viral lo-fi home videos 

of her scat singing along with recordings of classic instrumental solos. Vocalist 

Gregory Porter’s official videos are reminiscent of slick MTV pop-like videos. In 

addition, a number of musicians have created a significant blogging presence as an 

element in their overall careers—pianist Ethan Iverson’s “Do the Meth’ is a par- 

ticularly widely read blog—to discuss both music and social and cultural issues. 

7th Chorus: New Media , 
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Chapter 15 Jazz Today 

Conclusion 
Throughout this chapter we have explored many musicians, groups, and styles in 

an attempt to give a broad picture of the exciting state of jazz today. Ideally, alo
ng 

with a solid foundation in the history of jazz and its various styles, you also have 

an appreciation and understanding of how it has evolved to the open and broad 

musical genre that it is today. Hopefully, you are also inspired to adopt an open 

attitude not only to jazz but to all styles of music as you continue your own musi- 

cal journey. 

CODA Chapter Summary 

What distinguishes today’s jazz from that of earlier periods? 

Among contemporary jazz's distinguishing features are the following: 

© Rhythm: There is more use of varying meters within a single piece as well as 

the use of odd meters. 
© Instrumental Roles: Accompanying instruments are treated more equally with 

the lead instruments. 
© Instrumental Groupings: There is a more varied and eclectic use of instruments 

in different ensembles. Leaders often form different groups with lineups to 

suit the music that they wish to perform. 

© Virtuosity and versatility: Instrumentalists have excellent training and are able 

to play in a wider variety of styles than in the past. 

© The Role of Composition: Although still emphasizing improvisation, composi- 

tion is coming to the fore as a means of structuring performances. 

© Influence of World Music: Composers and performers are bringing their own 

heritages to bear on their work or consciously borrowing from other musical 
traditions. 

© Eclecticism: Many contemporary jazz artists draw on various musical tradi- 
tions to create music that transcends easy categorization. 

How has the role of the rhythm section changed in 
contemporary Jazz? 
© Bass, guitar, piano, and drums are taking a more prominent role in contem- 

porary jazz. 
© Drummers handle more varied rhythms and many more performance styles 

than in the past. 

© Bass players have to be technically fluent on both acoustic and electric basses. 
Their melody lines can be complex, in both melodic and rhythmic content, | 
making them equal partners in the texture. 

© Pianists are expected to master electric keyboards and synthesizers. They 
often are called on to provide a basic texture or sound “pad” 
instruments. 

© Guitarists generally are able to play in rock, funk, and jazz styles. They make 
greater use of electronic effects (such as reverb, distortion, and feedback) than 
traditional jazz guitarists. 

for the melody 



How have the changes in the jazz scene impacted horn players? 
© Horn players continue to take their traditional role as the primary lead solo- 

ists in most ensembles. 
© However, they have also been influenced by the increased emphasis on creat- 

ing new forms, mastering eclectic styles (including rock and funk), and work- 

ing with electronics and alternate timbres. 

Have the difficulties for women in jazz changed in the 
contemporary scene? 

© ‘he situation has improved a great deal in the contemporary jazz scene. 

© It is rich with the contribution of many women instrumentalists, vocalists, 

and composers. 
© The #MeToo movement has highlighted continued issues women face, includ- 

ing sexual harassment in the workplace and in jazz education programs. 

© Women at times find themselves ignored, and frequently feel they are not 

dealt with on a par with their male colleagues. 

© There is still a great deal of work for the jazz community to do in this regard. 

How have vocalists extended their technique to suit their work in 
contemporary jazz? 

© Vocalists have drawn on a variety of traditions, including rock and popular 

styles, to extend the range of jazz vocal technique. 

© Vocalists have built on traditions like the use of scat and vocalese to make the 

voice an equal to the other melody instruments. 

© Vocalists have also experimented with different textures to add to the overall 

sound of a piece. 

How does the popularity of strings in jazz today reflect a new 
interest in more varied instrumentation? 
© Unlike in the past when there were only a few string players on the jazz scene, 

today numerous players from classical and jazz backgrounds have been able to 

establish themselves as composers and performers. 

© Going beyond the traditional violin, cello players have also made their mark 

in jazz. 

How have small groups and bands—from musicians’ 
collectives to big bands—shaped the new jazz landscape? 
© Musicians are increasingly forming leaderless collectives to explore different 

styles of music. 
© The big band tradition has been re-energized, giving new life to larger 

ensembles. 

How are jazz musicians using new media and adapting to a 
changed technological landscape? 

© The use of new media, such as YouTube and Facebook, is an important vehicle 

for many artists and is considered extremely problematic by others. 

© Jazz musicians are reacting to technological changes in a wide variety of ways. 

© Some artists and groups have created careers through YouTube and social media. 

© A number of musicians have created a significant blogging presence as an ele- 

ment in their overall careers. 

Coda: Chapter Summary : 
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P 
Study Flashcards 

PP 

Self-Study Quizzes 

Talkin’ Jazz (Key Terms) 

feedback klezmer music pads 

impressionism odd time signatures vocalese 

Key People 
ee SSR SL 

Lionel Loueke Vijay lyer Don Byron 

Dafnis Prieto Geri Allen Dave Douglas 

Danilo Pérez Robert Glasper Nicholas Payton 

Ben Allison Bill Frisell Terence Blanchard 

Chris Dave Kurt Rosenwinkel Regina Carter 

Terri Lyne Carrington John Scofield Mark Feldman 

Brian Blade Steve Coleman Erik Friedlander 

Esperanza Spalding Miguel Zenon Kneebody 

Christian McBride Joe Lovano Darcy James Argue 

Jason Moran Joshua Redman Maria Schneider 

Brad Mehldau Chris Potter 

Renee Rosnes Anat Cohen 

1. What do you notice that’s different about today’s jazz and jazz musicians? 

2. Now that you have heard so much music, what characterizations can you make 
regarding the jazz of today in relation to the jazz of the past? Pick three artists 
and compare them with artists from earlier periods. 

3. Discuss the ascendancy of the rhythm section in relation to the jazz of today. 

4. What differences and similarities do you see between today’s vocalists and the 
singers we listened to earlier? 

Compare big-band music of today with big-band music from earlier periods. 
What kinds of relationships do you hear between the jazz of today and the 
music that you are familiar with? 

oe? 
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A 
“ALL-GIRL” BANDS: Bands staffed by women that were 
popular during the swing era 

ALTERNATE CHANGES: Alternate chord progressions. 
See also changes 

ARPEGGIATING: Singing or playing the individual notes 
of a chord sequentially as an arpeggio 

ARPEGGIO: Breaking a chord into its individual notes 
that are played sequentially rather than simultaneously 

ARRANGING: Assigning specific instrumental parts for 
the performance of a musical composition 

ARTICULATION: How musicians attack, sustain, and re- 

lease a note 

AVANT-GARDE: Literally the “front line”; artists who are 
interested in freeing themselves and their art from ac- 
cepted traditions. See also free jazz 

BACKBEAT: The accents on beats 2 and 4 in “4 time 

BANJO: A stringed instrument with a drum-like body 
and a long, fretted neck 

BASS: A low-pitched stringed instrument similar to 
either a large violin or large guitar 

BATTLE OF THE BANDS: Contest in which two bands 
compete with each other to see which can produce the 
most driving, danceable music 

BEAT: Division of musical time into regular repeating 

units 

BIG BAND: A flexible term for a large band that can indi- 
cate anywhere from approximately ten to forty pieces 

“BLACK AND TAN” CLUBS: Integrated nightclubs that 
allowed both whites and blacks in their audiences 

BLOCK-CHORD STYLE: A two-handed approach to 

playing the piano that involves playing a harmonized 

melody with both hands moving parallel and held in an 

almost locked position 

BLUE NOTE: A slightly flattened scale note, usually the 

third and fifth note in the scale 

BLUES: A song style that developed in the mid-to-late 
nineteenth century that often expressed sad or melan- 
choly feelings and features a standard 12-bar structure. 
See also classic blues, country or folk blues, 12-bar 
blues, urban or electric blues 

BOOGALOO: A Latin popular dance/music style that 
combines a chachacha groove with a backbeat on 
2and4 

BOOGIE-WOOGIE: A rocking and exciting blues piano 
style that features a constant and aggressively 
hard-driving, rolling, repeated left-hand figure, which 
gained popularity among musicians in Kansas City 

BOSSA NOVA: Literally, “new flair”; bossa nova combined 

elements of samba with jazz to create a sophisticated, 
highly melodic music 

BREAK: A rhythmic or melodic figure either played by a 
soloist as the band stops playing or that the band plays 
together 

c 
CABARET CARD: Under New York City law, all musi- 
cians had to have a license to perform in nightclubs 
where liquor was served. The cabaret card had to be 
renewed every two years, and any felony (such as an 
arrest for drug use) could lead to the card being with- 
drawn. Without a card, a musician could not make a 

living performing in New York. The law was finally re- 
pealed in 1967. 

CADENZA: A written or improvised solo passage that 
highlights one particular player’s virtuosity 

CHACHACHA: A medium-tempo Latin dance style 

CHANGES: The chord (or harmonic) progression of a mu- 

sical composition 

CHARANGA: A Latin music ensemble that features flute 

and violin 

CHARTS: Parts and arrangements for a jazz band 

CHOPS: Musical skills or prowess 

CHORD PROGRESSION: A sequence of chords that creates 

the harmonic accompaniment to a melody and solos 
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CLARINET: An instrument that is generally made of 
hard wood, is part of the woodwind family, and is 

played with a reed attached to a mouthpiece in the same 
manner as the saxophone 

CLASSIC BLUES: Popular form of the blues performed 
primarily by female singers in traveling shows and on 
the vaudeville stage 

CLAVE: A repeated 2-bar rhythmic pattern upon which 
Afro-Cuban music is based 

COLLECTIVE IMPROVISATION: A style of performance in 
which band members improvise their individual parts to 
create a loosely structured arrangement 

COMBO: A small instrumental group 

COMP: Short for “accompanies; refers to a pianist or 

guitarist playing the chord progression in support of a 

soloist 

COMPOSING: Creating a musical work 

COMPOSITION: A musical work created by a single indi- 
vidual or composer 

CONCEPT ALBUM: A record album on which the songs 
are selected to reflect a single theme or idea 

CONGUERO: A player of the conga drums 

CONTRAPUNTAL WRITING: Composing featuring two 

or more distinct melodies played simultaneously in 
counterpoint 

COOL JAZZ: As a reaction to the high energy of bebop, 
cool jazz developed, taking a more relaxed, laid-back 
approach, with performers and arrangers drawing on 
classical influences to create smoother melodies played 
with less vibrato, contrapuntal lines, and harmonically 

dense accompaniments 

CORNET: A member of the trumpet family that appears 
smaller than a trumpet and has a more veiled, warmer 
tone and that does not have the cutting quality of a 
trumpet 

COUNTER-LINE/COUNTERMELODY: A second, contrast- 

ing melody played to accompany the main melodic line 
of a composition 

COUNTERPOINT: Playing two or more contrasting melo- 
dies simultaneously 

COUNTRY OR FOLK BLUES: Blues songs typically per- 
formed by a solo musician playing guitar and singing 

CREOLE: A person of mixed racial descent including 
African, Afro-Caribbean, and European ancestors 

CRESCENDO: Gradually get louder 

CUBOP: A fusion of Afro-Cuban music and bebop pio- 
neered by trumpeters Dizzy Gillespie and Mario Bauza 

CUP MUTE: A cardboard mute placed in the bell of a 
brass instrument to alter the sound 

CUTTING CONTEST: An informal contest among musi- 

~ cians in which each tries to outplay the other 

DECRESCENDO: Gradually get softer 

DOUBLING: Being able to play more than one instrument 

DOWNTOWN: Musical compositions and performances 

that are experimental, out of the music mainstream, 

and often improvisational 

DROPPING BOMBS: In bebop, a loud, hard accent on the 

bass drum 

DRUM: A percussion instrument consisting of a mem- 

brane stretched over a hollow body 

DRUM KIT: A set of drums and cymbals typically con- 
sisting of bass, snare, and tom-tom drums and hi-hat, 

crash, and ride cymbals 

DYNAMICS: The loudness or softness of a section of a 

piece of music 

ELLINGTON EFFECT: Unique arranging style pioneered by 
Duke Ellington that emphasized interesting and unique 
combinations of instruments, as well as writing for these 
instruments to play in unusual parts of their range 

ETHNOMUSICOLOGY: A scholarly field that examines 
music from a variety of perspectives, including anthro- 
pology, sociology, and traditional musical analysis 

F 

FEEDBACK: Literally the interference of two electrical 
signals that results in an unintended sound. In rock 
music, feedback can be created when a guitarist inten- 

tionally holds an instrument in front of its amplifier to 
create often loud, intense electronic sounds. 

FENDER RHODES: An electric piano. Instead of strings, 
it features metal coils (called tines) that the hammers 
strike to produce each tone; the sound is then electri- 
cally amplified. The instrument was popular among jazz 
and pop players during the late 1960s and 1970s. 

FILL: A short melodic phrase used to “fill” a gap in the 
main melody 

FLUGELHORN: A member of the trumpet family that is 
larger than a trumpet and quite dark and mellow, witha 
full, rich tone 

FORM: The shape of a piece of music 

FREE JAZZ: Jazz movement of the late 1950s and early 
1960s that sought to break free of the harmonic, me- 
lodic, and improvisation rules of earlier jazz styles 

FUSION: The combination of elements of rock, popular 
music, R&B, and funk with jazz, particularly the incor- 
poration of electric instruments, s nthesi sete ynthesizers, and pop 



G 
GHOST BAND: A band that continues to perform under 
the same name after the death of its original leader 

GIGS: Musicians’ slang for jobs 

GROUP OR FREE IMPROVISATION: Freely created music 
by the performers themselves, at times without a prear- 
ranged or agreed-on structure; this style is particularly 
found in free jazz. 

GUITAR: A stringed instrument with either a hollow or a 
solid body and a long, fretted neck 

GUTBUCKET: A bluesy style associated with early New 
Orleans bands along with the early bands led by Duke 
Ellington, particularly in the growling trumpet style of 
Bubber Miley 

H-| 
HARD BOP: A style of jazz that featured a blues and R&B 
influence, with a hard and urban edge, generally associ- 
ated with East Coast musicians 

HARLEM STRIDE PIANO: An early virtuosic piano style 
with roots in Harlem 

HARMOLODICS: A theory developed by Ornette Coleman 
in which melody, harmony, and rhythm are treated 
equally in performance 

HARMON MUTE: A metal mute that constricts the sound 
of the trumpet and gives it an intense, buzzy quality 

HARMONY: The simultaneous combining of notes to 
create chords 

HEAD: The first melody in a jazz composition 

HEAD ARRANGEMENTS: Unwritten arrangements that 

generally are developed on the bandstand as the band 
plays 

HORN: A wind instrument 

HOT JAZZ: Jazz that emphasizes its swinging, synco- 

pated nature over the melodies; music that is meant for 

dancing 

IMPRESSIONISM: A style of early twentieth-century clas- 
sical music influenced by the impressionistic painters 
that featured slow-moving melodies and lush chords 

IMPROVISATION: The spontaneous composition of music 

INDIVIDUAL EXPRESSION: A personal tone and a unique 
vocabulary that distinguishes one jazz musician from 

others 

J-K=-L 
JAM SESSION: An informal gathering in which musi- 

cians get the opportunity to experiment with new mu- 

sical ideas 

JAZZ-ROCK FUSION. See also fusion 

Glossary ‘ | 

JUNGLE STYLE: Associated with Duke Ellington’s early 
bands, the jungle style described the lead instruments’ 
use of mutes, “growling,” and other “animal” sounds to 
enhance the “exotic” nature of the music 

KEYBOARD: A term used to refer to both electronic and 
acoustic pianos and synthesizers 

KLEZMER MUSIC: A popular form of music that com- 
bines influences of eastern European Jewish melodies 
and harmony with 1920s- to 1930s-era jazz 

LEAD ALTO: The alto saxophonist who heads the saxo- 
phone section, setting the phrasing and style, and along 
with the lead trumpet is crucial to a band’s sound 

LEAD SHEET: A compact notation system that notates 

the most important elements of a piece 

LEGATO: Smoothly played; each note is connected to 
each other; contrast staccato 

M 
MAINSTREAM JAZZ: Since the 1960s, a term used to de- 

scribe the music created by a core group of artists who 
most jazz fans universally accept as definitive interpret- 
ers of the style 

MAMBO: A Cuban dance and musical style popularized 
in the late 1940s and early 1950s. Also, instrumental 
interludes within a composition that include new writ- 
ten material. 

MELODY The combining of pitches and rhythm to create 
a musical line 

METER: The organization of beats into recurring 

patterns 

MODAL JAZZ: A style of jazz associated with Miles 
Davis’s album Kind of Blue, where the melody and har- 

monies are based on modes rather than modern major 
and minor scales 

MONTUNO: A repeated figure that is a common formal 
element in Latin music and Latin jazz 

MOTIVIC WRITING: A form of musical composition in 
which musical motives, or ideas, are used many times in 

a varied manner 

N-O 
NEO-CLASSICAL OR NEO-TRADITIONAL: Looking to 

the classic jazz of the past to confirm important values 
for contemporary jazz. The neo-traditional movement 
pointed to the recordings of Louis Armstrong and Duke 
Ellington as ideals for jazz performance, along with em- 
phasizing jazz’s African American roots, particularly in 

the blues. 

OCTAVE UNISON: Playing the same pitches of a melody 
an octave apart. This is acommon technique with a 
front line of trumpet and tenor saxophone. 

ie 
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ODD TIME SIGNATURES: Time signatures that have an 
odd number of beats with asymmetrical groupings 

within them such as 3 or / 

OFFBEAT: The weaker beats ina Y measure, or beats 

2 and 4 

OSTINATO: A repeated melodic or rhythmic figure that is 
usually performed by the accompanying instruments as 
a base for the soloist’s work 

OUT-CHORUS: The last chorus or partial chorus of a tune 
when everyone plays forcefully for climactic effect 

P-Q 
PAD: An aural landscape or sound field that is created 
usually by a synthesizer or electric keyboard player to 
support the melody instruments 

PHRASE: A section of the melody that expresses a musi- 

cal thought 

PHRASING: How musicians take breaths and articulate a 
melody, usually to outline a musical phrase 

PIANO: A musical instrument that is played using a 
keyboard 

PIANO TRIO: A small jazz group, most often consisting of 
piano, bass, and drums 

PLAYING IN 2: A term for the bass playing beats 1 and 3 
in 4 time 

PLAYING IN 4: A term for the bass playing all four beats 
in { time. Also called walking bass 

POLYPHONY: The simultaneous performance of two or 
more melodies 

POLYRHYTHM: Two or more rhythmic patterns played 
simultaneously 

PROGRESSIVE JAZZ: A style of jazz popularized in the 
late 1940s and 1950s characterized by the use of com- 
positional resources more often associated with classical 
music, such as extended forms and the use of varied 

orchestral instruments 

R 
“RAGGING’[A MELODY]: Taking a popular melody and 
adding syncopated rhythms to it to give it a more 
danceable feeling 

RAGTIME: A multisection musical composition that fea- 
tures syncopated rhythms 

RENT PARTIES: Informal gatherings in which neighbors 
were charged a small admission fee to enjoy food, liquor, 

and music as a means of raising money to pay the rent 

REVERB: An electronic effect that adds a slight echo toa 
sound, giving it a richer flavor 

RHYTHM: The patterns of sound durations in music 

RHYTHM CHANGES: A chord progression based upon the 
George Gershwin song “I Got Rhythm” 

RHYTHM SECTION: The part of a band that provides a ; 

rhythmic and harmonic accompaniment for the tunes 

melodies and soloists 

RIDE CYMBAL: A cymbal used to maintain the regular 

pulse of the music, as opposed to those used to provide 

an accent or “crash.” It is usually placed on the far right- 

hand side of the drum set. 

RIFF: A short, catchy melodic phrase 

RUBATO: Playing with a flexible rhythmic sense; loosely 

following the tempo to give the music a relaxed feeling 

RUMBA: Cuban dance style popularized in the United 

States during the 1930s by Latin bands 

Ss 
SALSA: Latin dance style based on the Cuban son that 
was developed in Latino communities in America during 

the early 1970s 

SAMBA: A quick, yet relaxed Brazilian dance music that 
combines African and European march-like elements 

SAXOPHONE: A metallic member of the woodwind 
family that comes in a wide variety of sizes, including 
baritone sax, tenor sax, alto sax, and soprano sax 

SCAT SINGING: Wordless improvised vocal line often 
imitating the sound of a musical instrument 

SCHILLINGER SYSTEM: A twentieth-century theory of 
composition and performance developed by theorist 
Joseph Schillinger that has been embraced by some jazz 
composers and performers 

SHEETS OF SOUND: A term used to describe John 
Coltrane’s solo style, including rapidly played arpeggios 
and scales that moved from the lowest to the highest 
ranges of the instrument 

SHOUT CHORUS: A climactic ensemble statement that 

embellishes the tune in some way during the final 
chorus (or part of the final chorus) 

SHUFFLE: A lightly swinging rhythm found in blues, 
soul, and R&B music 

SLAP-TONGUE: Saxophone technique in which the 
player would pop the reed with his or her tongue to 
create a percussive effect 

SMOOTH JAZZ: A jazz style popularized by artists like 
Kenny G that emphasizes pleasing melodies with a light 
jazz rhythm accompaniment 

SON: Traditional Cuban instrumental style that influ- 
enced the development of salsa music in the United 
States 

SONG PLUGGER: A musician (often a singer-pianist) 
hired by a music publisher to promote its latest songs so 
that other performers will record or play them 

SOUL JAZZ: A subgenre of hard bop that incorporates 
blues, gospel, soul, and R&B influences into jazz 



SOUNDIES: Short films featuring popular singers and 
bands that were originally played on special jukeboxes, 
somewhat equivalent to modern music videos 

SPEAKEASY: Illegal bar serving alcoholic beverages and 
often featuring musical performers during the Prohibi- 
tion era (1918-1932) 

STACCATO: The articulation of short, detached notes; 

contrast legato 

STOCK ARRANGEMENT: An arrangement for large en- 
semble, usually with flexible instrumentation, made 
available to the public by a publisher, often arranged by 
staff arrangers 

STRAIGHT MUTE: A hollow metal cone that fits into the 
bell of a trumpet (or other brass instrument) to dampen 
its “brassy” sound, creating a more nasal effect 

STROLLING: A soloist accompanied just by bass and 
drums (removing the usual piano or guitar) to create a 
different texture in performance 

STYLIST: An instrumentalist, composer, or arranger 

with a recognizable sound, playing style, compositional 
approach, and perhaps even arranging technique 

SWEET JAZZ: Less syncopated and less swinging music, 
emphasizing the melodies of popular tunes of the day 

SWING: The propulsive rhythm, or “groove,” of jazz music 

SYMPHONIC JAZZ: A melding of jazz, music for the 
theater, popular music, music for movies, and classical 

music that includes introducing jazz instrumentation, 
rhythms, and solo styles into a more conventional or- 
chestral setting 

SYNCOPATED RHYTHMS/SYNCOPATION: Accenting the 

weak or offbeats in a measure 

T 
TAILGATE TROMBONE/TAILGATING: Exaggerated sliding 

notes played on a trombone that create a unique sonic 
and rhythmic effect 

TERRITORY BANDS: Bands that had an area they were 
known for touring regularly; only rarely did they 
achieve national celebrity 

TEXTURE: The number and type of instrumental voices 
sounding simultaneously 

THIRD STREAM: A term created by composer- 
conductor-scholar Gunther Schuller to describe works 
that deliberately fused classical and jazz composition 

THROUGH-COMPOSED: Used to describe a composition 
that is written without formal repetitions 

Glossary 

TIMBALERO: A player of the timbales 

TIMBALES: A pair of single-headed, high-pitched drums 
used in Latin dance music 

TIMBRE: The “color” or character of sound 

TIPICO: Literally “typical”; used to describe a typical 
style of a Latin instrumental soloist or a Latin-flavored 
dance band, including its use of polyrhythms 

TRADE 4S: Two soloists exchange 4-bar melodies in 
succession 

TRANSCRIBED/TRANSCRIPTION: Writing down in 

musical notation a musical performance; generally 
improvised solos were not part of a musical score, so 
they had to be transcribed off of recordings or from live 
performances 

TREMOLO: A fast alternation of two notes or a rapid rep- 
etition of a single note 

TROMBONE: A member of the brass family with a lower 
register that can cover parts of the ranges of bass, bari- 
tone, and tenor vocalists 

TRUMPET: A member of the brass instrument family and 
in the range of an alto or soprano voice 

TURNAROUND: A series of chords that lead to a new sec- 

tion of a composition. 

12-BAR BLUES: Common blues form that features three 
4-measure phrases with the lyrics (or melody) repeating 
for the first two phrases and a third phrase that re- 
sponds, creating a compact AAB form 

U-V 
UPTOWN: In music, implies a more academic and studied 

approach, generally with a connection to Western clas- 
sical music 

URBAN OR ELECTRIC BLUES: Country blues adapted by 
urban musicians and performed in small groups, often 
consisting of electric guitar, bass, piano, harmonica, and 

drums 

VAMP: A repeated rhythmic or melodic figure 

VIBRATO: An intentionally controlled waver in pitch of a 
player’s tone 

VOCALESE: Creating lyrics for well-known jazz solos 

W-X-Y-Z 
WALKING BASS: See playing in 4 
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Page numbers in italics indicate photographs or illustrations. Page numbers followed by t indicate tables or timelines. 
Page numbers in bold indicate detailed discussions of compositions. 

A 
AABA form, 90 

AACM. See Association for the 

Advancement of Creative Musicians 

Abassi, Rex, 325 

Abrams, Muhal Richard, 253, 254 

Accelerando (Iyer), 331 

acoustic bass, 17. See also bass 

“Actual Proof,” 284-85, 285 

Adderley, Julian “Cannonball,” 13t, 

242-43 

“So What,” 266 

“Work Song,” 243 

Adderley, Nat, 242, 243 

Aeolian Hall (New York), 77-78 

Affinity (Evans and Thielemans), 279 

Africa, roots of jazz in, 4-5 

African Americans 

and bebop’s social implications, 193 

in Chicago, 72 

educated class in late 1800s, 29 

Great Migration, 71-72 

Harlem Renaissance, 90-91 

jazz as cultural contribution of, 4 

musical self-empowerment, 255 

in New Orleans, 47-48 

in 1960s, 239-40 

in post-Civil War years, 27-29 

as songwriters, 90 

and “Strange Fruit,” 180 

struggle for equality, 5-6 
struggles in early 2000s, 294 

women, 37-38 

“Afro Blue,” 245, 328 

Afro-Caribbean Mixtape (Payton), 338 

Afro-Caribbean (Latin) music, roots of 

jazz and, 5 

Afro-Cuban music, 198. See also Latin 

jazz 

Afro Latin Jazz Orchestra, 326 

“Three Revolutions,” 326 

“After You've Gone,’ 99 

Agrima (Mahanthappa), 325 

Air (ensemble), 258 

“Air Mail Special,” 124 

Akinmusire, Ambrose, 332 

Akiyoshi, Toshiko, 316 

Albright, Thomas, 334 

alcoholism 

Bix Beiderbecke and, 77 

Billie Holiday and, 179, 180 

Charlie Parker and, 195 

Alfie (film), 308 

Allan, Lewis (Abel Meeropol), 180 

_ Allen, Geri, 328, 331, 339 

“all-girl” bands, 138, 152-56 
Alma Adentro (Zen6n), 335 

alternate changes, 106 

alto saxophone, 12, 13t. See also specific 

alto saxophonists 

“Altruvista,’ 273 

Amandla (Davis), 268 

Ambassador Orchestra, 78 

“Amphibious,” 337 

“Ana Maria,” 333 

Anderson, Ivie, 177 

“IT Got It Bad,” 171 
Apollo Theater (Harlem), 72, 108, 182 

“Aquarela do Brasil,’ 157 

“Are We,” 332 

Argue, Darcy James, 344 

Armenteros, Alfredo “Chocolate,” 184 

Armstrong, Lil Hardin, 55, 59, 70, 

80-83, 82, 85 
Louis Armstrong and, 60 

“Hotter Than That,” 61 

Armstrong, Louis, 11, 11t, 55, 57-63, 

oe), 
and bebop, 256 

Bix Beiderbecke and, 73-75 

birth and early life, 58-59 

on Buddy Bolden, 48 

“Cake Walking Babies,” 56, 57 

in Chicago, 59-60 

Bing Crosby and, 78 

“Dippermouth Blues,” 56 

as ensemble player, 55 

in Europe, 60 

Lil Hardin Armstrong and, 83, 85 

Fletcher Henderson and, 92 

Earl Hines and, 80-81 

Milt Hinton and, 311 

“Hotter Than That,” 61-62 

as influence on Billie Holiday, 178 

“A Kiss to Build a Dream On,’ 63 

Wynton Marsalis and, 304 
Charles Mingus and, 275 

as model for neo-traditionalists, 

294, 303 

musical characteristics, 57-58 

in New York, 89 

King Oliver and, 52, 55 

“The Peanut Vendor,” 157 

and racism, 60 

“Shine,” 63 

as singer, 57 

as soloist, 55 

and swing, 138 

trumpet technique, 57 

“Weather Bird,’ 80 

Army, U.S., 128 

Arnaz, Desi, 157 

arpeggiating, 182 

arrangements/arranging, 10 

Count Basie’s, 125 

“Black Bottom Stomp,” 53 

Fletcher Henderson, 92 

Charles Mingus and, 274-78 

role in jazz, 9-10 

for Frank Sinatra’s recordings, 

185-86 

Mary Lou Williams and, 120 

Art Ensemble of Chicago, 253-54, 255 

“Barnyard Scuffel Shuffel,” 254 

articulation, 142 

Artifacts (Reid, Mitchell, and Reed), 259 

Ascension (Coltrane), 273 

Association for the Advancement of 

Creative Musicians (AACM), 256-59 

Muhal Richard Abrams and, 253 

Jack DeJohnette and, 312 

and self-empowerment, 255 

and social unrest in 1960s, 240 

Henry Threadgill and, 344 

“A-Tisket, A-Tasket,” 97, 178, 182 
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Atlantic Records, 122-23 

Atlantis (Shorter), 297 

Attica Prison uprising, 35 

Austin, Lovie, 36, 82-83 

“Traveling Blues,” 84-85 
Austin High Gang, 52, 73 

avant-garde, 216 

“Congeniality,” 252 
defined, 249-50 

free improvisation, 254-56 

in 1960s, 251-56 

post-1960s, 256-59 

Azpiazu, Don, 106, 156-57, 159 

“El Manisero,’ 158 

B 
Ba, Mamadou, 342 . 

Bach, Johann Sebastian, 220 

backbeat, 9 

“Back Water Blues,” 35, 37, 104 

Bailey, Benny, 244 

Bailey, Mildred, 177 

Baker, Chet, 221, 222 

“Line for Lyons,” 223 
Baker, Harold “Shorty,” 120 

Bandcamp, 345 

Bandwagon, 330 

“Bang Bang,” 247 

Baraka, Amiri (LeRoi Jones), 256 

baritone saxophone, 12 

“Barnyard Scuffel Shuffel,” 254 

Baron, Joey, 318 

Barretto, Ray, 247 

Barron, Kenny, 310 

Bartz, Gary, 226 

Basie, William “Count,” 35, 117, 123, 

123-30, 141 

“Air Mail Special,” 124 
arrangers for post-WWII band, 125 

early style of, 123-25 

“From Spirituals to Swing” 

concert, 122 

Billie Holiday and, 179 

Thad Jones and, 313 

“Lester Leaps In,” 129-30 

Bennie Moten and, 117 

“One O’Clock Jump,” 126-27 

post-WWII style of, 125-27 

rhythm section of, 124-25 

Frank Sinatra and, 186 

“Take Me Back Baby,” 124 

and Walter Page’s Blue 

Devils, 116 

Joe Williams and, 125 

Lester Young and, 127-30 

bass, 16-17, 17t 

in bebop, 194 

in contemporary jazz, 324, 

328-29 

See also specific bassists 

bass drum, 18, 195 

Bassically with Blue (Hinton), 312 

battles of the bands, 95 

Bauza, Mario, 97, 200, 233, 326 

B.B. King’s nightclub (Memphis), 34 

“Beale Street Blues,” 41 

beat, 9 

the Beatles, 240, 242 

beatniks, 194 

“Beba,” 334-35 

bebop, 193-209 

bassists’ role in, 17 

Mario Bauza’s influence on Dizzy 

Gillespie, 200 

big bands and, 206-8 

“Bloomdido,” 198-99 

Tadd Dameron and, 207-8 

Miles Davis and, 265 

Gil Evans and, 217 

Ella Fitzgerald and, 182 

“Four Brothers,” 207 

free jazz and, 256 

Dizzy Gillespie’s pivotal role 

in, 197-200 

Coleman Hawkins and, 101 

Woody Herman and, 206-7 

“Hot House,” 197 

“Manteca,” 201 

Thelonious Monk’s role in, 

202-4 

origins, 193-95 

Charlie Parker’s pivotal role 

in, 195-97 

pianists in, 202-6 

Bud Powell and, 204-6 

rhythm section in, 194-95 

“Shaw ‘Nuff,’ 201 

“Sid’s Delight,” 208 
Lennie Tristano and, 220 

“Un Poco Loco,” 206 

Mary Lou Williams and, 120-21 
Bechet, Sidney, 55-57 

Louis Armstrong and, 59 

“Cake Walking Babies,” 57 
“Begin the Beguine,” 147-48, 148 

Beiderbecke, Leon “Bix,” 73-77, 74 

Benny Goodman and, 143 

King Oliver and, 52 

as progenitor of cool jazz, 217 

“Singin’ the Blues,” 75-76 

Paul Whiteman and, 78 

Beloved of the Sky (Rosnes), 330 

Beneke, Tex, 149 

Bennett, Tony 

Count Basie and, 125 

Bill Evans and, 279 

“Some Other Time,” 282 

Bennett, Will Henry, 153-54 

Benson, George, 242, 302 

Berg, Bob, 228, 268 

Berigan, Roland Bernard “Bunny” 

Tommy Dorsey and, 150 

Benny Goodman and, 143 

Paul Whiteman and, 78 

Berklee College of Music, 327 

Berne, Tim, 318 

Bernstein, Steven, 317 

Berry, Leon Brown “Chu,” 98 

Bertault, Camille, 345 

big bands, 20-21 

“all-girl,” 152-56 
bebop’s development as response 

to restrictions in, 194 

in contemporary jazz, 344—45 

early developments in New York, 

91-99 F 

Dizzy Gillespie and, 198 

in late 20th- to early 21st-century 

mainstream jazz, 312-16 

side musicians in, 142-43 

and soloists, 99 

as source of apprenticeships, 316 

and vocalists, 177 

See also swing era 

“Big Dipper,” 314 

The Big Gundown: John Zorn Plays the 

Music of Ennio Morricone, 318 

“Birdfingers,” 299 
“Birdland,” 297, 298-99 

“Birds of Fire,” 297 

Birth of the Cool (Davis), 217-18, 221, 265 

Bitches Brew (Davis), 268 

Chick Corea and, 299 

Jack DeJohnette and, 312 

John McLaughlin and, 296 
Black, Brown and Beige (Ellington), 

168, 171 

“black and tan” clubs, 164 

“Black and Tan Fantasy,” 164, 165 

Black Artists Group (St. Louis), 259 

“Blackbird,” 341 

“Black Bottom Stomp,” 51, 53-54 

Black Codes (From the Underground) 

(Marsalis), 304 

blackface minstrelsy, 28 

“Black Holes,” 331 

Black Lives Matter, 294, 294, 336 

Black Panther Party, 239-40 
Black Radio (Glasper), 328, 332-33 
Blade, Brian, 328 

“Rubylou’s Lullaby,” 328 

Blake, Eubie, 42, 90 

and stride piano, 103 
Blakey, Art, 226, 227, 228 

Terence Blanchard and, 338 

Clifford Brown and, 229 

and hard bop, 225 
Freddie Hubbard and, 305 
Keith Jarrett and, 300 
Wynton Marsalis and, 304 



“Moanin’,” 227 

Lee Morgan and, 228 

Wayne Shorter and, 267 

and soul jazz, 240 

See also Jazz Messengers 

Blanchard, Terence, 226, 311, 

328, 338 

Blanton, Jimmy, 167, 169 

“Blessings in May,” 336 

Bley, Carla, 313, 313, 315-16 

“Fast Lane,” 315 

block-chord style, 20, 96, 224 

Block Ice & Propane (Friedlander), 343 

blogs and blogging, 338, 345 

Blood, Sweat, & Tears, 240 

Blood on the Fields (Marsalis), 304 

Regina Carter and, 342 

Cassandra Wilson and, 340 

“Work Song,” 307 

“Bloomdido,” 198, 198-99 

Blount, Herman (Sun Ra), 252-53 

Blue Bird Inn (Detroit), 310 

Blue Devils, 116-17, 123, 128 

“Blue Lou,” 155, 156 

Blue Note All Stars 

“Cycling Through Reality,” 332 

Robert Glasper and, 333 

Blue Note Records, 282, 341 

blue notes, 31, 126 

Blue Rhythm Fantasy (Wriggle), 255 

“Blue Rondo a La Turk,” 224 

blues, 29-38 

“Back Water Blues,” 37 

Count Basie and, 123 

“Black and Tan Fantasy,” 165 

defined, 29 

“Every Day I Have the Blues,” 35 

folk blues, 29-33 

as form (see 12-bar blues) 

as foundation for Ellington’s 

repertoire, 167 

“I’m Your Hoochie Coochie 

Man,” 34 

as influence on Ornette Coleman, 

250 

Kansas City and, 115-16 

“Memphis Blues,” 42 

“Parker's Mood,’ 199 

“Preachin’ Blues,” 32, 32 

and soul jazz, 240 

“Tangle Eye Blues,” 30 

types of, 29-30 

urban blues, 33-35 

vocalists and, 18 

Joe Williams and, 125 

Mary Lou Williams and, 121 

Bluiett, Hamiet, 259 

Bobo, Willie, 245, 246 

“Body and Soul,” 101, 102 

Bolden, Buddy, 48, 48-49 

Bonebridge (Friedlander), 343 

boogaloo, 247 

“Boogaloo Blues,” 247 

“Boogie Stop Shuffle,” 275, 277 

boogie-woogie, 121-23 

“Roll ‘em Pete,” 122 

“Boplicity,” 218, 219-20 
bossa nova, 247-48 

“Desafinado,’ 248 

Boswell, Connee, 177-78 

Boswell Sisters, 178 

Botti, Chris, 302 

Boulton, Alice, 151 

Bowie, Lester, 253, 254 

Brass Ecstasy, 325 

Braud, Wellman, 116 

Braxton, Anthony, 253, 258-59 

Brazil, bossa nova and, 247-48 

“Brazil” (“Aquarela do Brasil”), 157 

“Breakdealer,’ 302 

breaks, 8 

Brecker, Michael, 13t, 228, 308-9, 312 

Brecker, Randy, 228, 299, 308, 309 

the Brecker Brothers, 308-9 

Breezin‘ (Benson), 302 

Brill Building, 90 

Brilliant Corners (Monk), 203 

“Bring Me Little Water, Silvie,” 29 

Broadway, black songwriters and, 90 

Broadway musicals, 42, 106 

Brooklyn Babylon (Argue), 344 

Brookmeyer, Bob, 15t, 221, 222, 311, 

313, 344 

Brown, Clifford, 189, 229-32 

Art Blakey and, 226 

as influence on Freddie Hubbard, 

305 

as influence on Woody Shaw, 307 

“Joy Spring,” 230-32 
Fats Navarro as influence on, 208 

Brown, James, 268 

Brown, Oscar, Jr., 229, 243, 245 

Brown v. Board of Education, 216 

Brubeck, Dave, 222-24, 223 

“Blue Rondo a La Turk,” 224 

college concerts and LP format, 

215-16 

“Take Five,” 224 

Cal Tjader and, 245 

Bryant, Clora, 154, 221 

Bumpin’ (Montgomery), 242 

Bunker, Larry, 279 

Burns, Ralph, 224 

Burnside, Vi, 156 

Burton, Gary, 240 

Byas, Don, 124, 198 

Byrd, Charlie, 248 

“Desafinado,” 248 

Byrd, Donald, 228, 279 

Byron, Don, 14t, 337 

C 
cabaret cards, 180, 203 

Café Society (Greenwich Village) 

Billie Holiday and, 180 

integration, 137-38 

Joe Turner/Pete Johnson and, 122 

Mary Lou Williams and, 120 

Cage, John, 316 

“Cake Walking Babies (from Home),” 

56, 57 

“Caldonia,’” 188, 189, 206 

Calloway, Cab, 98, 197-98, 200, 311 

“Camelus,” 334 

Camero, Candido 

“Conga Jam,” 234 

“canaries (female vocalists), 154, 

177, 205 

Candido: Hands of Fire (film), 234 

Cape Verdean Blues (Silver), 232 

“Caravan, 164 

Caravana Cultural, 335 

Caribbean music. See Latin jazz; 

Spanish-Caribbean music 

Carisi, Johnny, 217 

Carnegie Hall 

James Reese Europe at, 41 

“From Spirituals to Swing” 

concert, 122 

Dizzy Gillespie at, 200 

Benny Goodman at, 144 

Billie Holiday at, 180 

Thelonious Monk at, 204 

Carney, Harry, 142, 164 

“Carolina Shout,” 104 

Carrington, Terri Lyne, 18t, 327-28, 

338-39 

Geri Allen and, 331 

“Wistful,” 339 

Carter, Benny, 13t, 94-95 

Bix Beiderbecke and, 74 

Miles Davis and, 265 

Benny Goodman and, 143 

Fletcher Henderson and, 92 

Milt Hinton and, 311 

and integration, 141 

Alberto Socarras and, 107 

and swing music, 138, 139 

“Symphony in Riffs,” 96 

Carter, Jimmy, 293 

Carter, Regina, 342, 343 

Carter, Ron, 17t, 267 

Miles Davis and, 266, 267 

“E.S.P.,” 268 

Herbie Hancock and, 282 

Wynton Marsalis and, 304 

and V.S.O.P., 285 

Castle, Vernon and Irene, 41-42 

Catlett, Sid, 63 

Cecil Taylor: All the Notes (film), 258 

cello, in contemporary jazz, 342, 343 



Central Avenue, Los Angeles, 221, 275 

“Cerulean Skies,” 344 

chachacha, 246 

Challis, Bill, 77, 89 

Chaloff, Serge, 207 

Chambers, Paul, 265, 266 

“Chameleon,” 285 

Champion (Blanchard), 338 

changes (chord progressions), 8, 96. 

See also chord progression 

charanga, 108 

Charlap, Bill, 330 

Charles, Denis, 257 

Charles, Ray, 240, 302 

“The Charleston,” 104 

Charlie Parker with Strings, 196 

charts, 143 

Chattanooga, Tennessee, 83 

Cheatham, Doc, 337 

“Chelsea Bridge,” 166 

Cherry, Don, 250-52 

Chicago, 71-86, 73 

Lovie Austin in, 82-83 

avant garde in, 251-56 

Bix Beiderbecke in, 73-77 

blues in, 31 

Nat “King” Cole in, 184 

Jack DeJohnette in, 312 

Kurt Elling in, 341-42 

as fertile ground for jazz 

developments, 71-73 

Benny Goodman’s upbringing 

in, 143 

Herbie Hancock in, 279 

Lil Hardin Armstrong in, 81-83, 85 

Earl Hines in, 79-81 

immigrants in, 28 

Jelly Roll Morton in, 51-52 

ODJB in, 50 

King Oliver in, 52 

Paul Whiteman in, 77-78 

women, 81-85 

Chicago (band), 240 

“the Chicagoans,” 73 

Chicago blues, 33 

“Chicago jazz,” 73 

Chicago Symphony, 279 

chops, 182 

chord progressions (changes), 8, 96 

Christian, Charlie, 17t 

Benny Goodman and, 137, 144 

and integration, 141 

Eddie Lang and, 78 

“Seven Come Eleven,” 147 

Christian, Jodie, 253 

“Christopher Columbus” 

Andy Kirk and, 118 

Christy, June, 178 

Christy's Minstrels, 28 

“Chronology,” 318 

Circle (band), 299 

Civil Rights Act (1866), 27 
Civil Rights Act (1964), 239 

civil rights movement 
Louis Armstrong and, 60 

avant-garde jazz and, 249, 255 

Brown v. Board of Education 

and, 216 

Charles Mingus and, 216 

in 1960s, 239, 249 

Max Roach and, 229 

Billy Strayhorn and, 167 

Civil War, 27 

clarinet, 13, 13-14, 14t, 55, 337. See 

also specific clarinetists 

Clark, Mike, 284 

Clarke, Kenny (“Klook”), 194, 208 

Clarke, Stanley, 226, 300 

Clarksdale, Mississippi, 41 

classical music, 5 

Ornette Coleman and, 251 

Bill Evans and, 278 

Benny Goodman and, 147 

Wynton Marsalis and, 304 

Charles Mingus and, 275 

Modern Jazz Quartet and, 218 

Charlie Parker and, 196 

Billy Strayhorn and, 166 

Paul Whiteman and, 77 

classic blues, 18, 35-38 

clave, 108, 108, 109 

Clayton, Buck, 125, 126 

Clayton, Gerald, 331-32 

Cleaver, Eldridge, 239 

Clef Club Orchestra, 41, 255 

Clifford Brown—Max Roach Quintet, 

229-32, 308 

C-melody saxophone, 75 

Cobb, Jimmy, 265, 266 

Cobham, Billy, 228, 297 

Coen, Augusto, 107, 157 

Cohen, Anat, 14t, 337, 339 

Cohodas, Nadine, 189 

Cohran, Phil, 253 

Cole, Helen, 154 

Cole, Nat “King,” 19t, 178, 183, 

183-85 

“Straighten Up and Fly Right,” 185 

swing musicians on recordings 
of, 140 

Cole, Natalie, 184 

Coleman, Denardo, 251 

Coleman, George, 33, 228 

Coleman, Ornette, 13t, 249-51, 251 

“Congeniality,” 252 

Freddie Hubbard and, 305 

John Zorn and, 318 

Coleman, Steve, 331, 334-35, 340 

collective improvisation, 9, 56, 254 

collectives, 343 

colleges 
jazz concerts at, 215 

as training ground for 
contemporary jazz, 327 

Collier, Jacob, 345 

Collins, Albert, 318 

Colon, Johnny, 247 

Colored Waif’s Home (New Orleans), 58 

color notes, 58, 105-6 

Coltrane, Alice 

“Altruvista,’ 273 

Coltrane, John, 8, 13t, 263, 269, 

269-73 

and avant garde, 250 

Miles Davis and, 263, 265 

death of, 273 . 

Duke Ellington and, 172 

Tommy Flanagan and, 310 
Freddie Hubbard and, 305, 307 

later career, 272-73 

Thelonious Monk and, 204 

“Monk’s Mood,” 203 

“My Favorite Things,” 270 

“Naima,” 272 

in 1950s, 269 

in 1960s, 269-74 

publishing, 255 

“Resolution,” 271 

Coltrane, Ravi, 273 

Coltrane Plays the Blues, 269 

Columbia Records, 31, 36 

combos. See small groups 

“Come Dance with Me,” 186-87, 187 

Commodore Records, 180 

“Compared to What,” 243, 244 

comp/comping, 15, 61 

composition, 10 

in contemporary jazz, 324 

Duke Ellington’s approach to, 164, 

166, 167 

hard bop and, 225 

Charles Mingus and, 274-78 

Thelonious Monk and, 203 

Jelly Roll Morton and, 51 

role in jazz, 9-10 

“Composition 23b,” 259 
concept albums, Frank Sinatra and, 186 
Concert in the Garden (Schneider), 345 

“concert jazz,” 77-78 
“Concerto for Cootie,” 167, 170 
Concierto de Aranjuez (Rodrigo), 300 
“Conga Jam,” 234 

“Congeniality,” 250-51, 252 
conguero, 245 

conservatism, in 1980s, 294 

contemporary jazz, 323-47 

and academia, 327 

bass in, 328-29 

big bands in, 344-45 

clarinet in, 337 



collectives in, 343 

composition in, 324 

drums in, 327-28 

eclecticism in, 325-26 

guitar in, 333-34 

instrumental roles in, 324 

instrumentation in, 325 

new media and, 345 

piano in, 329-33 

rhythm in, 323-24 

rhythm section in, 327-34 

saxophone in, 334-36 

strings in, 342-43 

trumpet in, 337-38 

virtuosity and versatility in, 324 

vocalists in, 339-41 

women in, 338-39 

world music and, 325-26 

contrapuntal writing, 221 

contrast, in “Black Bottom Stomp,” 53 

Cook, Will Marion, 40, 55-56, 90, 255 

cool jazz, 216-23 

Birth of the Cool, 217-18 

“Blue Rondo a La Turk,” 224 

Dave Brubeck, 222—24 

Miles Davis and, 265 

“Line for Lyons,” 223 

Modern Jazz Quartet, 218 

Gerry Mulligan and Chet Baker, 

221-22 

“Take Five,” 224 

Lennie Tristano and, 220-21 

on West Coast, 221-24 

Corea, Armando Anthony “Chick,” 

299-300, 300 

Miles Davis and, 268 

as influence on Eddie Palmieri, 247 

and Return to Forever, 299-300 

Mongo Santamaria and, 246 

“Corfu,” 309 

cornet, 11, 41. See also specific cornetists 

Coryell, Larry, 295, 299 

Costello, Elvis, 340 

Cotton Club (Harlem), 97-98, 165 

Duke Ellington and, 97, 98, 164 

Alberto Socarras and, 108 

and spread of jazz, 72 

“The Count,” 118, 119-20 

counterculture, bebop and, 194 

counterlines, 9, 248 

countermelodies, 248 

counterpoint, 218, 223 

country blues, 29-33 

Crayton, Pee Wee, 250 

Creedmoor State Hospital (New York), 202 

Creole Jazz Band (Keppard), 49 

Creole Jazz Band (Oliver), 52, 55, 56 

“Dippermouth Blues,” 56 

Creoles, 47 

Creoles of color, 47, 55 

crescendo, 142 

Crosby, Bing, 76, 78, 185 

Cuba, Joe, 247 

“Cubana Be, Cubana Bop,” 200 
Cuban music, 106, 107 

Don Azpiazt’s Havana Casino 

Orchestra, 156-57 

mambo, 232-34 

Mongo Santamaria and, 245 

Alberto Socarras and, 107-8 

cubop, 200 

Cugat, Xavier, 157, 159 

cup mutes, 151 

cut-time, 105 

cutting contests, 102, 104 

“Cycling Through Reality,” 332 
cymbals, 18 

Cyrille, Andrew, 257 

D 
Dabney, Ford, 63 

Dameron, Tadd, 207-8, 226 

“Hot House,” 197 

“Sid’s Delight,” 208 

dance halls 

Latin music and, 106 

territory bands and, 116 

See also specific dance halls 

Daniels, Eddie, 313 

Dave, Chris, 328 

Davis, Angela Y., 37-38 

Davis, Eddie “Lockjaw,” 241 

Davis, Miles, 196, 217-18, 218, 264-68, 

267 

Cannonball Adderley and, 242 

as bandleader and innovator, 263 

“Boplicity,” 219-20 

John Coltrane and, 269 

Chick Corea and, 299 

Jack DeJohnette and, 312 

early life, 264-65 

“E.S.P.,” 268 

Bill Evans and, 278 

and fusion, 267-68, 295 

Kenny Garrett and, 335 

Herbie Hancock and, 282, 283 

Keith Jarrett and, 300 

John McLaughlin and, 296 

Charles Mingus and, 275 

in 1950s, 265-66 

in 1960s, 266-67 

Sonny Rollins and, 308 

John Scofield and, 333 

“So What,” 266 

Davis, Spanky, 100 

Davis, William “Wild Bill,” 241 

“Day By Day,” 310 

Dean, Donald, 244 

Debut Records, 229, 255 

decrescendo, 142 

Le eH 
de 

Index | 

Dedicated to You (Elling), 342 

Deep Blues (Palmer), 33 

“A Deeper Shade of Soul,” 247 
de Falla, Manuel, 220 

DeJohnette, Jack, 18t, 301, 310, 312 

“Delfeayo’s Dilemma,” 304, 306-7 

Delta blues, 29-33 

Depression (1930s). See Great 
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Dinah Jams (Washington), 189 

“Dippermouth Blues,” 52, 56 

dissonance, Thelonious Monk and, 202 

Dixon, Bill, 256 
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electric bass, 17 

electric (urban) blues, 33-35 

Eleventh House with Larry Coryell, 299 
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E.S.P. (Davis), 266, 267 
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Feldman, Mark, 318, 342, 343 

Fellowship Band 

Brian Blade and, 328 

Kurt Rosenwinkel and, 333 
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free jazz 

John Coltrane and, 273 

defined, 249 (see also avant-garde) 
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and integration, 141 
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gospel music, 241 

Grace Under Pressure (Scofield), 334 
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hard bop, 216, 225-32 

Art Blakey and the Jazz 

Messengers, 226 

Clifford Brown, 229-32 

defined, 225 

Benny Golson, 226-28 

Lee Morgan, 226-28 
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“Body and Soul,” 102 
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High Life (Shorter), 297 

Highway Rider (Mehldau), 330 
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John McLaughlin and, 296 
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“Tangle Eye Blues,” 30 
Jacquet, Illinois, 141 

Jamal, Ahmad, 19, 243 
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Jazz Composeyr’s Orchestra, 315 

jazz fusion. See fusion 

Jazz Messengers, 226, 227, 228 

Terence Blanchard and, 338 

Clifford Brown and, 229 

Freddie Hubbard and, 305 

Wynton Marsalis and, 304 

“Moanin’,” 227 

Lee Morgan and, 228 

See also Blakey, Art 

jazz-rock, 240 
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Jazz Workshop (Mingus group), 275 

Jefferson, Eddie, 19t 

Jenkins, Leroy, 253, 257-58 

Jensen, Ingrid, 339 

Jim Crow laws, 48, 140, 156 
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“Roll ‘em Pete,” 122 

Johnson, Robert, 31 
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Jubilee (AFRS radio program), 156 

Juilliard School of Music, 233, 264, 304 

Jump for Joy (Ellington musical), 171 

Jungle Fever (film), 338 

jungle style, Duke Ellington and, 164 

K 
Kansas City 

Count Basie, 123-30 
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A CONTEMPORARY AND INCLUSIVE 
INTRODUCTION TO JAZZ HISTORY 

AND CULTURE 
“T really love using Listening to Jazz for my History of Jazz classes, and my students love it too! The 

longer I use it, the more I appreciate the content—especially the increased coverage of women and 

Latin traditions in jazz.’ ; 

—Teri Roiger, 

State University of New York at New Paltz 

“The format of Listening to Jazz is excellent, the musical examples are great, and the space dedicated 

to modern artists and newer trends is exceptional. I am impressed with how the material is presented. 

I would highly recommend this text to others.” 

—Eric High, 

St. Norbert College 

Listening to Jazz offers the most engaging introduction to the rich history and culture of jazz. Featuring 

coverage of all standard periods and genres—including a solid focus on contemporary jazz and ample 

coverage of Latin musicians and women in jazz—this text helps students understand how jazz evolved 

and how its various styles intersect and blend. Through in-depth listening guides and a narrative that 

addresses both social history and performance practice, students learn how to listen to and appreciate 

jazz in all its many forms. 

For a truly rich learning experience, use the Listening to Jazz enhanced eBook. Access to the enhanced 

eBook is included with all new copies of the printed text and is also available for separate purchase. 

ONLY FOUND INTHIS NEW EDITION 
¢ A media-rich enhanced eBook—included with all new copies of the printed text, and also available 

for separate purchase—incorporates streaming audio, interactive listening guides, performance 

videos, and other resources designed to enrich the learning experience and provide a more direct 

connection between the content of the text and the music at the heart of the course 

+ New “Viewing Focus” features highlight twenty-five historic videos of key performances by major 
artists, from Count Basie to John Coltrane 

+ Expanded treatments of social and cultural issues such as race and gender provide crucial context 
to the discussion of jazz 

+ Redesigned “Listening Guides” and “Listening Focus” features make it easier for you to follow 

along with pieces you are encountering for the first time 
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