






























































ORNETTE COLEMAN: TEN YEARS AFTER BY MARTIN WILLIAMS

This essay will appear in different form
in Martin Williams’* The Jazz Tradition,
to be published next spring by Oxford
University Press.

OUR POPULAR ARTISTS are apt to be hand-
made craftsmen, and no one would con-
tend that the discovery of new techniques
in their work is necessarily connected with
an increased expressiveness. As the men
who draw our comic strips become better
draftsmen, they seem to give us more and
more illustrated soap opera. And as the
technical side of movie making becomes
more polished, our films in general seem
to talk a lot, say little, and show us less
that we find memorable.

But with jazz things have gone a bit
differently. So far, the music has thrived
on periodic challenge and periodic change.
Louis Armstrong told us the old things in
a new way that made us understand them
anew, and he told us grandiose, joyous,
and painful things that no one had said
before him. Similarly, Charlie Parker had
sprightly, powerful, gentle, ironic and pro-
found musical insights.

As changes in jazz involve growth, so
also do they involve losses, but so far
these have been the inevitable losses of a
music very much alive and finding its own
way.

In describing changes in the music, one
must of course use the terms he has to
describe what he thears—or go to the
trouble of inventing and explaining new
ones.

It is not enough to say that Ornette
Coleman’s music will affect jazz profound-
ly, for it already has so affected it, and
not only the jazz of younger men but that
of some of his elders as well. His music
represents the first fundamental re-evalua-
tion of basic materials and basic procedures
for jazz since the innovations of Charlie
Parker. (“Let's play the music and not the
background,” Coleman has said.) And
when someone does something with the
passion and deep conviction of an Ornette
Coleman, I doubt if there could be any
turning back; it seems mandatory some-
how for others to follow and explore in
the direction he indicates.

In any case, it is surely no longer re-
quired, when Coleman writes a 14-bar
blues, that one suggest that he did it de-
liberately. Or, when in improvising, he
fails to treat a theme as though it auto-
matically set up a series of predetermined
chord changes or a rigid outline of four
and eight-bar phrases that must be fol-
lowed, it is surely no longer required to
explain that he does so purposefully and
not out of ignorance. (“If I'm going to
follow a pre-set chord sequence, I may as
well write out my solo.”)

Coleman's first recordings do not so
much outline his own music as they juxta-
pose some of his own ideas with those of
his predecessors. The tunes are his own.
Like all his pieces, they are functional
vehicles to introduce his improvising—and
good, appropriate, sometimes excellent
composed melody seems to flow out of
him. But these early vehicles still have
the rhythms and forms of bebop clinging
to them and some of them use popular
song sequences recognizably: Jayne echoes
Out of Nowhere and Angel Voice is Or-
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nette’s I Got Rhythm. (It is interesting
that the latter seemed to appeal to him as
a rhythmic pattern rather than a harmonic
one.) The Sphinx and Chippie, however,
indicate a desire to break through the 4,
8, and 32-bar phrase boxes of song-form.

The quest to achieve his own music is
clearly stated on his first entrance on the
opening bridge to Invisible, where Park-
er-esque accents vie with a loose and
highly vocalized phrasing of his own. (I
have heard Coleman play an uncannily
exact reproduction of Parker's style, by the
way, and others attest to having heard
him do the same for earlier alto styles.)
Throughout the LP, it is clear that Cole-
man does not want to run chord changes
to make his melodies, although he does
regularly run the phrases of the pieces.
His effort to get his horn to “speak” is
also everywhere evident. And it's inter-
esting that his playing is at its most “free”
and most personal on a blues (a some-
what tonally ambiguous blues), The Dis-
guise.

Coleman’s second LP, Tomorrow is the
Question (I do not like the deliberately
futuristic titles on several of his LPs and
pieces, and whether they proved to be
accurate or not, I expect that at the time
they were a tactical error) is a step for-
ward.

First, and perhaps most obvious, the
chordally anchoring piano has been elim-
inated, never to return. Coleman’s themes
and improvisations are freer of bebop ac-
cents, and more original rhythmically.

On Lorraine, particularly, Coleman’s
phrasing and melodic-thythm are his own.
The piece is the first of a series of excep-
tional dirges that includes Lonely Woman
and Sadness, and it effectively uses a con-
trasting fast section both in the writing
and the improvising. On the blues with
the inspired title Tears Inside, Coleman’s
personally intoned solo is initially unset-
tling and ultimately self-justifying.

Thus he was becoming an original, in-
teresting, intense, and orderly improviser,
if not quite yet a brilliant one.

The Shape of Jazz To Come, recorded
in 1959, is a pivotal record in Coleman’s
development and in the evolution of the
new jazz, and it clarified much about the
music.

In the first place, it reassesses the theme-
and-variations form for jazz—indeed it
ultimately rejects the form, and with good
reason. For in a theme-and-variations ap-
proach there is an implicit primacy of the
theme and secondary nature of the varia-
tions. But in jazz, the improvised variations
are often the substance of the music, and
variation and interpretation, at least in
the form of embellishment and paraphrase,
may extend even to an opening theme-
statement itself.

In Coleman’s music, a theme may be
interpreted even by two horns in an open-
ing and closing “unison™ passage. It is
obviously difficult to do such a thing with-
out sounding amateurish, but Coleman and
Don Cherry do it extremely well.

Further, an opening theme may set a
mood, fragments of melody, an area of
pitch, rhythmic patterns, as points of de-
parture for the player to explore. It need
not set up patterns of chords or patterns
of phrasing. Or if it does, these may be

expanded, condensed, used freely—it does
not necessarily take eight measures to ex-
plore an idea that it took eight measures
to state, and an improvisation initially built
on a melody itself need not also follow
a harmonic outline that melody might
suggest. (One remembers Charlie Park-
er's remark that “you can do anything
with chords.”) Nor would tempo in im-
provising have to be constant, but whereas
Coleman (like Monk before him) had by
this time used dual-tempos in his pieces,
the question of tempo had to wait for
further development.

But the question of accents and phras-
ing didn't have to wait and Coleman’s
melodic-rhythm is freer, more varied, more
original (without, on the surface at least, be-
ing necessarily more “complex”). “Rhythm
patterns should be as natural as breathing
patterns,” he has said. And if the past is
a standard, an original development in
rhythm is the surest key to valid innova-
tion in jazz.

Many of Coleman’s individual melodic-
rhythms, and the responses they inspire
in his bass players and drummers, are
quite old-timey and simple. But he uses
them as parts of a free, varied, and de-
veloping pattern. He offers not a further
subdivision of the beat, as Armstrong,
Lester Young and Parker had done, but
greater variety and freedom in rhythm and
phrase. It should go without saying that
a free and original use of meters and
accents is quite a different matter from
setting up a tricky or difficult time-sig-
nature and then -(as happens more often
than not in such “experiments”) skating
over it with bop phrasing, after making
a slight initial adjustment. Melodic-rthythm
and polyrhythmic juxapositions are.the es-
sentials in jazz. And time-signatures, on
paper or in performance, are sometimes
a fiction or a mere convenience.

Intonation is a matter of context and
expression to Coleman. “You can play
sharp in tune and you can play flat in

"tune,” he has said, and a D in a context

representing sadness should not sound like
a D in a pasage of joy. (A modern clas-
sicist would put it that Coleman uses
“microtones.”) This of course has nothing
to do with “good” intonation, and if
there be any doubt about that, there are
enough key notes and phrases in Cole-
man’s solos on exact pitch to dispel that
doubt. Further, split-tones, harmonics,
tense upper register cries and guttural low-
register sounds may be used expressively
—not an entirely new idea but one which
Coleman has developed with taste.
Coleman’s improvising is predominantly
modal, even diatonic, but under the in-
spiration of the moment he may move
out of key, hence into 2 momentary atonal-
ity. Furthermore, since a chord pattern is
not preset to a soloist, or at least may be
freely departed from, there is a texture
of atonality set up by the juxtaposition of
the alto’s lines and those of the bass, which
moves in a kind of interplaying, melodic
and dissonant counterpoint rather than
accompaniment. (There are of course mo-
mentary, passing intervalic “clashes” of
tones between players in traditional con-
texts too, between a pianist and his bass
player and among the horns in a New
Orleans ensemble.) Further, Omette tends
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Eubie Blake m

THE EIGHTY-SIX YEARS OF EUBIE BLAKE
—Columbus C2S 847: Dream Rag; Charleston
Rag; Maple Leaf Rag; Semper Tidelis; Eubie's
Boogie; Poor Jimmy Green; Tricky Fingers;
Stars and Stripes Forever; Baltimore Todolo;
Poor Kaitie Red; Kiichen Tom; Troublesome
lvories; Chevy. Chase; Brittwood Rag: Medley:
(Bleeding Moon, Under the Bamboo Tree); It's
All your Fault; Sbuffle Along Medley; I'm
Just Wild About Harry; Spanish Venus; As
Long As You Live; Medley: (Charleston, Old
Fasbioned Love, If 1 Could Be With Y

ou);
You Weren't Meant for Me; Dixie Moon;

Blues, Why Don't You Let Me Alone; Blue
Rag in 12 Keys; Memories of You.
Personnel: Blake, piano, vocals; Noble Sissle,

vocals.
Rating: % % % % 12

This two-record set is a invaluable his-
torical document, and, in places, it is also
a totally satisfying musical experience.

Ragtime, especially the eastern branch
that Blake comes from, is a music that
demands virtuoso performance. Approxi-
mately 10 years ago, Blake, then 76, re-
corded two albums for the 20th Century
Fox label (they should be reissued) on
which his technical equipment more than
met the demands of the music (in his
prime, Blake’s keyboard skill was a match
for any pianist this side of Art Tatum).
Now, however, some of that skill seems
to have faded, and many of the pieces
here are slightly marred by errors. (Blake
rarely plays a wrong note, but he does
falter rhythmically, especially in passages
that require rapid, lateral arm motion.)

I said that some of Blake's skill seems
to be gone, because a track like Maple
Leaf Rag, for example, is a driving, almost
flawless performance. It makes one won-
der what this album would have been like
if producer John Hammond had tempered
enthusiasm with insight. Of course, Ham-
mond is to be commended for the fact
that the album exists, but was it Blake’s
idea to record it in three lengthy ses-
sions, especially when Blake has said that
he now finds it difficult to play well for
more than 20 minutes at a time? As some-
one who heard the album pointed out,
Wilhelm Backhaus made remarkable re-
cordings in his 80s, when his technique
was not what it once was, but he did so
in close collaboration with a producer who
was aware of the artistic problems involved
(many takes were discarded until a satis-
factory performance was assembled). Is
it too much to ask that an inventive and
interpretive master like Eubie Blake be
recorded with similar care and under-
standing? After all, he is a musician, not
an historical curiousity.

Despite this, the album is filled with
music, and if some of it requires sym-
pathetic listening to yield its treasures,
those treasures are there.

The first two sides, which consist of
rags by Blake and others and two ar-
rangements of Sousa marches, are the
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more intrinsically interesting from a musi-
cal point of view. In commenting on one
of Blake's compositions in Early Jazz,
Gunther Schuller mentioned his “feel for
varied, chromatic continuity” and his
“many interesting rhythmic ideas”. I would
add that even today there is nothing dated,
either rhythmically or harmonically, about
such pieces as Charleston Rag (composed
in 1899 when Blake was 16), Baltimore
Todolo, or Brittwood Rag. In fact, I think
many young musicians would find Blake’s
musical procedures a source for fruitful
elaboration (the device he calls “back
bass”, which can be heard on Trouble-
some Ivories, is a rock group’s dream).
Most of the other two sides contain
theater pieces, and on some of them Blake
is joined by his old partner Noble Sissle,
whose patter-style singing has a light
charm. Still, most of this music has more
historical than musical interest—it takes a
piece of structural and melodic strength
like Blake’s Memories of You or James
P. Johnson’s Old Fashioned Love and If
1 Could Be With You to withstand the
sentimentality inherent in the genre.
Memories of You, in particular, is a no-
ble melody, and Blake's Lisztian embel-
lishment of it is transcendental. If you
are at all serious about jazz, this set de-
serves your attention. —Kart

Art Blakey S

THE WITCH DOCTOR—Blue Note BST
84258: The Witch Doctor; Afrigue; Those Who
Sit and Wait; A Litile Busy; Joelle; Lost and
Found.

Personnel: Lee Morgan, trumpet; Wayne
Shorter, tenor saxophone; Bobby Timmons, piano;
Jymie Merrite, bass; Blakey, drums.

Rating: % % % % 2

This album comes to us for the first
time almost nine years after it was re-
corded. Though one might complain about
the delay in releasing these superior hard
bop performances, we gain perspective by
hearing the music in the light of all that
has occurred since 1961.

The Lee Morgan-Wayne Shorter edition
of the Jazz Messengers and the 1954 group
with Kenny Dorham, Hank Mobley, Hor-
ace Silver.and Doug Watkins were prob-
ably the two finest bands Blakey has ever
led. The earlier band defined the classic
hard-bop manner— as Max Harrison has
said, “. . . Blakey and Silver build around
[the fundamental pulse] a mosaic of inter-
locking rhythmic and harmonic patterns
closely related to what the horns are doing
[and] this deep polyphony is the major
contribution of the finest hard bop groups.
.. .” This kind of polyphony required not
only that the rhythm section step forward
but that the horn players, in a sense,
step back—the flamboyant virtuousity of
Parker or Gillespie would not have fit

this basically collective music.

But the earnest, often noble simplicity
of Dorham, the best soloist of the earlier
group, was an increasingly rare quality—
the aggressiveness of Morgan and Shorter
was the new wave. In order to retain some
polyphonic equilibrium with men like this
in the front line, Blakey expanded and in-
tensified his role, developing, in particu-
lar, the savage, shuffling back beat heard
throughout the solo choruses on Wirch
Doctor and Afrique. Thus, whatever the
soloists are doing is heard against an al-
most independent, rigid rhythmic wall.

It may seem unlikely that such changes
would produce valuable music. The fact
that they did is due mainly to the per-
sonalities of the soloists—their musical
senses of humor, in particular,

Shorter’s style of that time has been
described by Harrison as “a virtuoso com-
bination of . . . sudden dramatic contrasts,
blatant tonal and linear distortions, [and]
fiercely direct humor. . . .” The fierceness
and directness both arose, I would guess,
from an attempt to impose lucid thematic
development on extremely chromatic ma-
terial; material which, in jazz at that time,
tended to resist such an approach. (The
more natural way of dealing with this
material seems to have been Coltrane’s—
a rhapsodic organization, if any, rather
than a thematic one, with the emotional
end being ecstasy rather than the objec-
tivity of humour.)

Shorter soon abandoned this kind of
playing, leaving behind, however, a num-
ber of unique and valuable improvisations.
His solos on Afrique, Sit and Wait, Joelle,
and Lost and Found are of high quality,
and at times his dead-pan style calls up
the image of Buster Keaton earnestly as-
sembling a cabin cruiser in his cellar.

The kind of humor that appears in
Morgan’s playing is not as unique as
Shorter’s (Rex Stewart and Dizzy Gilles-
pie are predecessors), but it is similarly
effective. If Shorter’s humor came from
incongruous linear development, Morgan’s
comes from the imposition of a consist-
ently sarcastic attitude on otherwise sober
material. In fact, Morgan’s humorous de-
vices (half-valve effects, sonoric distortions,
etc.) seem, at times, to be masks barely
covering a dark, even painful emotion.
Certainly his best playing has a depth
matched by few trumpeters of his genera-
tion.

The rest of the group perform their
functions well—Timmons contributing sol-
id, Bud Powell-inspired solos and a good
tune (A Litle Busy), and Merritt provid-
ing the heavy, solid beat that Blakey’s
rhythmic conception required. I think most
readers will find this a very satisfying
LP. —Kart
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Roy Clark . . , During Buddy Rich’s
recent sold-out stay at Lennie’s-on-the-
Turnpike, the leader flew in Don Pies-
rup who, along with Phil Wilson and
Ted Pease, ran over some new charts.
Lennie’s has been having an excellent sea-
son so far with Herbie Mann, Les Mec-
Cann, World’s Greatest Jazz Band, B.
B. King, Clark Terry, George Benson,
and Johnny Smith . . . Nancy Wilson,
accompanied by Don Trenner, was in for
a week at Caesar’s Monticello . . . Appear-
ing recently at the Jazz Workshop: Elvin
Jones, Muddy Waters,, Mongo Santa-
maria, the Modern Jazz Quartet, Ah-
mad Jamal, and Mose Allison . . . Paul’s
Mall has featured George Shearing, the
Everly Brothers, Morgana. King, Jim-
my Smith, the Four Freshmen, and Er-
roll Garner. Nat Pierce is traveling with
Garner, preparing some new string or-
chestrations for the pianist . . . Alan
Broadbent, longtime pianist at My Apart-
ment, left to join the Weody Herman
band, from which trombonist Tony Lada
recently returned . . . There are several
new rock groups in the area, among them
The Spice, with lead guitarist-vocalist
Dave Duquette; rhythm guitarist-vocalist
Charlie Daniels; bass guitarist-trombon-
ist-vocalist Chris Sheard; organist Steve
Litde; trumpeter Tom Stolar, and trom-
bonist Crawford Butler . . . Appearing
at the Boston Tea Party recently: The
Who, Tony Williams, Taj Mahal, and
J. Geils Blues Band.

Dallas: Pianist Jac Murphy and his
trio recently returned from a State De-
partment tour of Central and South Amer-
ica, were invited back for a two-week
series of concert and television appear-
ances in Colombia and Venezuela . .

Jazz D) Bob Stewart has joined the staff
of KNOK, Dallas-Fort Worth, and can be
heard Tuesday through Sunday evenings,
midnight to 6 a.m. The shift includes the
last two hours of Soulville, a 10-2 all-
jazz show, first half of which is handled
by Roy Johnson . . . Ella Fitzgerald’s
Fairmont Hotel engagement has been post-
poned until June . . . Moe Billington,
bandleader at Harper's Corner since the
club’s opening in April, 1967, has re-
signed to assume the added duties of
entertainment director club manager of the
newly completed Hilton Inn, Tulsa, Okla-
homa . . . The increasing number of
visiting musicians and entertainers from

other clubs has prompted an experimental
afterhours policy at the Villager, where
Juvey Gomez and Company continue night-
ly . . . Hank Crawford’s trio (Raymond
Green, organ; Tommy Doweys, drums)
recently followed the Three Sounds (Gene
Harris, piano; Richie Smith, drums; Hen-
ry Franklin, bass) into the Arena.  All
but confirmed for the holidays is Joe
Thomas and his group.

Kansas Cify: Duke Ellington ap-
peared in the area recently, doing sets at
the Frog Hop ballroom in St. Joseph and
William Jewell College in Liberty . . .
Clarinetist Pete Fountain was one of the
featured performers at the 1969 version of
the Missouri State Fair in Sedalia . . .
Al Hirt, along with The Dukes of Dixie-
land, enjoyed a successful four-day stint
at the Municipal Auditorium in September
. . . The campus of Rockhurst College
was the site of a week-long festival en-
titled Black Renaissance. The affair got
under way Oct. 12 with the Rev. Clarence
Rivers of Cincinnati teaching a jazz mass
to the attentive audience. The afterncon
event, billed as. a memorial to Charlie
Parker, surprisingly attracted a larger
gathering than the evening show, titled 4
History of Black American Music. Appear-
ing in that session were Clark Terry,
Eddie Baker’s New Breed Orchestra, the
Emmett Finney Trio, the Ben Kynard
Sextet, the Mark IV Quartet, the Bettye
Miller Trio, Baby Lovett, The Rayons,
the Frank Smith Trio, Gary Sivils,-Paul
Smith, Joe Thomas, and The Quotations.
Exhibitions of Black Art, theater, literature,
and dance were presented later in the
week . . . Kay Dennis and the Mike Ning
trio, fixtures on the K.C. jazz scene, have
released their initial album on Pearce
Records . . . Vocalist Rita Graham, a
former member of Ray Charles’ Raelets,
is performing to the backing of the Willie
Rice band at Channel 3 . . . Bassist Milt
Abel sat in with the big band of Eddie
Baker at a recent gig in Oak Park. Abel's
daughter, Bettye Jo Miller, was sensation-
al on a smooth trombone solo . . . Incle-
ment weather, weak publicity, and “just too
late in the season” were all named as rea-
sons for the meager attendance at the
Kansas City International Pop Festival,
which starred the Chicago Transit Author-
ity, the Guess Who, Steve Miller Band,
The Byrds, the Strawberry Alarm Clock,
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the Fabulous Flippers, and Chesmann
Square, along with many others . . . Also
on the pop-rock scene, Johnny Winter,
Creedence Clearwater Revival, Donovan,
The Litter, The Bnckmghnms, and Led
Zeppelin have all been in town for gigs,
with Crosby, Stills, Nash, & Young due
in December.

Cincinnati: After a month’s vacation,
the Living Room supper club reopened,
beginning its fall-season with the Woody
Evans Trio (Evans, piano; Ed Connolly,
bass; Dave Frerichs, drums). Following
the trio was the Stan Kenton Orchestra,
which played four nights in October . . .
The Four Saints were the featured'attrac-
tion at the Lookout House in September

. Carmen DeLeone and the Studio Big
Band did a jazz concert at the University
of Cincinnati’s Corbett Auditorium . . .
Herbie’s Lounge recently featured the
Three Sounds for a two-week stand. The
Ray Black Quartet is presently the house
band at Herbie’s. Shortly after the Three
Sounds departed, the Roy Meriweather
Trio took over for a week. With the pian-
ist were bassist Luther Hughes and drum-
mer Dave Shirlow . . . New Dilly’s Pub
is still holding forth with tenor saxophonist
Jimmy McGary and the Sound Museum

. Xavier University hosted folk singer
Arlo Guthrie and Santana in October.
The University of Cincinnati, not to be
outdone, had Blood, Sweat&Tears as part
of its homecoming festivities at the U.C.
Fieldhouse . . . Max Roach and Abbey
Lincoln were in town for a day to make
an appearance on the Dennis Wholley
Television Show. Another musical guest
recently appearing on the show was Buddy
Rich, with his orchestra . . . The Dee
Felice Trio remains at its home base,
Jerry's Place, between numerous network
television appearances . . . Dave Brubeck
presented his jazz cantata, Gates of Justice,
at the dedication of Rockdale Temple. The
work was performed with a rhythm section
consisting of bassist Jack Six and drum-
mer Alan Dawson; Brubeck, a chorus, a
brass choir, miscellaneous percussionists,
and two male vocal soloists, Erich Kunzel,
Music Director of the Cincinnati Sym-
phony, conducted.

Toronto: Two ovations were given Ella
Fitzgerald on the opening night for her
one-week engagement at the Royal York
Hotel's Imperial Room. Miss Fitzgerald
was backed by the Tommy Flanagan Trio
(Frank De La Rosa, bass; Ed Thigpen,
drums) and the Moxie Whitney orches-
tra . . . The annual Ladies’ Night, held
by the Toronto Musicians’ Association,
Local 149, starred The World’s Greatest
Jazz Band. Another special guest Wwas
Joe Vennuti, in town for a return engage-
ment at the Town and Country. Gene
Lees, another recent visitor, discussed
plans for a CBS-TV special next spring

. Henry. Cuesta and his quartet are
playing jazz for the dancing crowd at the
Skyline Hotel . . . The Metro Stompers
followed Rob McConnell’s Boss Brass
into the Savarin Lounge . . . After sev-
eral weeks of rock and blues bands, the
Colonial Tavern has reinstated jazz by
booking Miles Davis for a week in early
December.









