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ABSTRACT
MARC MEDWIN: Listening in Double Time: Temporal Disunityé Structural Unity
in the Music of John Coltrane 1965-67
(Under the direction of David F. Garcia).
The music of John Coltrane’s last group—his 1965-67 quititas been
misrepresented, ignored and reviled by critics, scholar$aasd primarily because it is
a music built on a fundamental and very audible disuhay renders a new kind of structural
unity. Many of those who study Coltrane’s music have tauattempted to approach all
elements in his last works comparatively, using harmamicraelodic models as is
customary regarding more conventional jazz structuféss approach is incomplete and
misleading, given the music’s conceptual underpinnings. pfé®ent study is meant to
provide an analytical model with which listeners and &rlamight come to terms with this
music’s more radical elements.
| use Coltrane’s own observations concerningihg music, Jonathan Kramer’s

temporal perception theory, and Evan Parker’s perspedivasomism and laminarity
in mid 1960s British improvised music to analyze and contéxéuthe symbiotically related
temporal disunity and resultant structural unity thatfjy@ioltrane’s 1965-67 works. | also
filter all of this through my experience as a listendry investigation treats, separately,
Coltrane’s solos of the period 1965-1967 as well as tempodadtauctural complexities in
Coltrane’s deployment and expansion of a jazz rhythm sedttben demonstrate, based on

new historical research, the manifestation of sinblatrhitherto unexplored modes of



expression in today’s jazz and classical avant-gardenasy/ to begin to gauge Coltrane’s
long-term impact on improvised music that exists outside‘fazz” canon.

In Chapter 1, | present my bipartite analyticatigi®mf soloistic atomism and rhythm
section laminarity, relating these to Kramer’'s conceptsultiply-directed linear and
vertical time respectively. | then explore Coltranawn words concerning his final music
and regarding unity and disunity as he conceived them. @hapgbnstitutes an examination
of atomism in Coltrane’s solos, in which | demong&itiiat atomistic features increase in
Coltrane’s late works; this soloistic atomism is @oenponent of my analytical model.
Chapter 3 explores rhythm section laminarity, demonstydtie abandonment of tempo and
pulse in favor of a more minimal aesthetic. Chagtsrdevoted to a study of the way in
which the innovative structural principals in Coltranisl works are used by improvising
composers Anthony Braxton and Paul Dunmall. As withtr@oé, both artists’ compositions
blur the boundaries between jazz and classical music vwbek representing two
transgenerational approaches to Coltrane’s legacy.

The sound examples in chapters 1, 3 and 4 can be found attached gsaagaogn

wave files.
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INTRODUCTION

“You can go into that later. But I think it’d be bettkwe keep it pressing, so just
keep a thing happening all through ...” said John Coltrane to pMn{Soy Tyner in one of
the rare instances of studio chatter associatedwh#lt would come to be known as the
Classic quartet. August 1965, during which this pithy fragment and the accompanying
Sunship sessions were recorded, saw the quartet of Copianst McCoy Tyner, bassist
Jimmy Garrison and drummer Elvin Jones in its fourtlr ya considerably long time for any
jazz group to be in existence. Consequent to the langgkovisational nature of the
Sunship sessions, verbal communication was necessartoanigline the bare essentials of
any given musical structure, the details coming to contislyaaltered fruition in each
performance. Jointly, the heads, or melodies, tbétt&he was bringing to these summer
1965 sessions, whether his own or not, were as sparsaeingayy and tantalizingly
suggestive but elusive as the above quotation. The midseathat forms the issued take of
“Dearly Beloved” seems to begin midstream, Tynerragsg readily and immediately to
Coltrane’s all but unspecified instructions as the saxoghemotes over the steady layers of
sound emitted by the rhythm section.

This dissertation examines the above quotation’s impdinatior Coltrane’s music
over the succeeding two years. It examines Coltraadisal approach to the soloist/rhythm
section hierarchy associated with a conventional jazztefi However, the final quintet’s

music seems purposefully disunified where rhythm, mode aner met concerned. The two

1John ColtraneThe Classic Quartet: Complete Impulse Studio Recordingsulse! IMPD8-280, 1998).



elements, soloist and rhythm section, will be examiepdsately to demonstrate Coltrane’s
innovative approach to rhythm section deployment and heervtes as a contrast to his
soloistic language.

The “thing happening all through,” from the above quotatiowitad, a key element
in the music to issue from Coltrane’s prolific group &essand concerts over the next two
years. “Dearly Beloved” — the Sunship track under discudsoe, seems to follow
through on Coltrane’s wishes, initially presenting &$olnoritied quasi-modal soundscape
that is diverse on a fundamental structural leve$ @ne of those that begins a trend of music
that exists somewhere between meterlessness and pbiychit other words, temporal
concerns demonstrate a new degree of multileveled @kasticwould befit late Coltrane’s
trademark aesthetic. While Tyner’'s multifarious figunasion “Dearly Beloved” will be
discussed in Chapter 3, it should be noted here tha@elfr instruction opens the distinct
possibility that some planning on his part, even if momgntaas an integral component of
the emergent group sound; inherent in the quotation isafqnia soloist/group dialectic
which would itself serve to establish a new kind of $tecin a music that was based
increasingly on a uniqgue combination of interpersonal freeslgrporting, and supported by,
the underlying jazz convention of the soloist/group retestip.

While it will never be possible to know the full scopeCafitrane’s compositional
intentions, a purposeful and structural disunity seems it the heart of his compositional
aesthetic of 1965-1967. The present study traces one path thheughny complexities in
Coltrane’s final works, examining temporal disunity anddure resulting from the
disconnect between Coltrane’s soloing and his rhythniogegsimultaneous activity.

Examined separately, Coltrane’s soloing and rhythm sedgpioyment are revealed to be



some of the most radical of the period, necessitatmgch different analytical approach
than has been afforded by jazz scholarship.

Coltrane was not among the very first-wave inventorfseaf jazz, a New York-based
group that included Cecil Taylor, Albert Ayler, Archie Shepd ®rnette Coleman. Yet,
Coltrane’s innovative approach to soloing beginning around it8b®nced these musicians
to rethink the potential of the soloist in group contaxticked, Shepp states that Coltrane was
among his primary influencésSimilarly, these musicians would ultimately impact
Coltrane’s eventual diversion from conventional appreadh tonality, meter, and to the
very fabric of the stereotypical jazz group itself. fam being a clone or simply a follower
however, Coltrane maintained a dogged refusal to adogdesdle any other musician’s
approach over his own long-cherished vision. Ekkehardndalsts a brilliant case for the
reciprocal nature of Coltrane’s relationship with thisugrof free-thinking artists, whose
careers he went to great lengths to foster; theiribomions to his last works can not be
overestimated. However, his “free” music sounds very little like thierk of saxophonist
Ornette Coleman, whom he revefeahd the most demonstrable relations to saxophonist
Albert Ayler’'s music are found in Coltrane’s increasinglick vibrato and the increasing
intensity of his group aesthetic, as will be discussesphectively, in the second and third
chapters. What | hope to portray is a man whose singpfaoach to his instrument

predated and yet encompassed what came to be calledaheTiNng” or the “New Black

’Ekkehard Josfree Jaz{Graz, Austria: Universal Edition, 1974; reprinted NewR¢/da Capo Press, 1981),
p. 107.

3See Jostibid., pp. 84-85.

“Coltrane recorded many of Coleman’s compositions in 1380napanied by Coleman’s sidemen; see Frank
Kofsky, John Coltrane and the Jazz Revolution of the 198@sv York: Pathfinder, 1998), p. 266.



Music.”

As is well known to even the most casual observerfamdColtrane was following
what he labeled a spiritual path dating back to an elusivartalgniably powerful spiritual
awakening or revelation in 1957, one whose hold on him inalessthe years passed; this
will be discussed in Chapter 1. Spirituality eventudibtated every aspect of the works
from his final period, especially, as we shall seectiapositional titles. An instructive
comparison would be with Russian composer Alexander8er{a872-1915), another
composer whose mystic visions manifested themselvessicithat strayed ever further,
despite academic titles to his final piano works, from eatienal form and tonality. In
Scriabin’s youthfully Chopinesque compositions, we heahjndsight, early use of tritone
substitutions and tonal vagaries; these seeming aberratmnd ultimately be transformed
and give way to the all-encompassing mystic chord, a manighat pervaded many of his
final pieces. The mystic chord was a musical reprasientof Scriabin’s passionate
obsession with theosophical concerns, a conscioudlyingimanifestation of a focused
vision, given the evidence of his obsession withhit straddled the line between radicality
and lunacy’. Coltrane was not, as far as we know, in the hdkitteulating his thoughts
with anything approaching Scriabin’s frequency and vehemence eWowike Scriabin, he
unified his late works with musical quotations and the valiticof the rhythm section sound
(see Chapter 3), all to represent more completely hisnved the spiritual world.

At the same time he weighed his musical choices agamspectations of the jazz

industry which often resulted in an artistic struggle taat be traced, via his recorded output,

°For the term “New Black Music,” see Kofskipid., p.431.

®For a fascinating discussion of the mystic chord anmhitiivalent and indeed multi-colored implications, see
Faubian BowersScriabin: A BiographyNew York: Dover Publications, Inc., 1996), pp. 203-205.



throughout his career. He proved himself over and ovee ® fdayer rooted in jazz and
popular music traditions, mastering bebop, post-bop, Baalgd B and ballad style to great
effect and in the employ of many of the best plapétss time. Yet, there was always a
degree of critical confusion about his playing, from the nmrhe joined Miles Davis’ first
quintet in 1955. The reasons for this treatment, ranging from naeiance to grudging
admiration, can be traced to the motivic, harmonic and rhgtdevelopments that formed
his style of soloing, which will be discussed in ChagteSuffice it to say for now that
Coltrane’s constant search for new forms of expo@sgdid not win the hearts of a largely
conservative listening public until those innovations themseheare adopted by many
mainstream jazz musicians of the early 1960s. Indeed, tasaband international
acceptance, especially after the surprise 1960 hit “My Kavbhings,” would go far in
explaining the consternation with which his forays ititee” music were met in many
public and critical circle&.

An elucidation of Coltrane’s approach to musical “freetiaentirely impossible to
gauge without a cursory examination of his reactions to pablical perspective, as he was
intimately and often painfully aware of such concertignight be useful to envision
Coltrane’s approach to what would be defined as freeggzzseries of increasingly
incautious encroachments and contemplative retreatstyligtic trope or easily
categorizable technique always abandoned or assimilatédrinasder. In 1960, Coltrane

gave an interview in Stockholm in which he describesiasef harmonic devices that he

'See George Avakian’s fascinating comments in Carl Woidgckrane Companion: Four Decades of
CommentarfNew York: Schirmer Books, 1998), p. 217.

8See Eric Nisensomyscension: John Coltrane and His Qu@déw York: St. Martin’s Press, 1993; reprinted by
New York: Da Capo Press, 1995), p.176.



uses while soloing to take him away from any pre-establishedichange$. He might

have been referring to the now-infamous phrase “she@suwid,*® his three-chord-on-one
approach to scalar soloing, or to devices that he emplafyer the abandonment of such a
stereotypically arpeggiated approach to soloing. Thelfatthe was then at the end of a tour
promoting Miles Davis’ classic modal albutimd of Blueprobably helped Coltrane to
expand his soloistic palette and to gain the fresh insigthitperspective on his playing that is
so evident in the interview. The following year and i lcalminating in the Village
Vanguard concerts of November 1961, found Coltrane awayttmerprotection of Davis’
employ and fronting his own groups, as he would do fromuainéhhis death. It was a time
of increased experimentation, both in terms of groupungntation and regarding the
material Coltrane would compose and perform. His groampgead in size from a quartet to a
big band, sometimes employing an extra bassist or winépiayymaller combinations. The
equally infamous and currently revered Village Vanguard atsioé November 1961
presented these tendencies in stark distillation, agrthe sound, soloing and compositional
forms changed from night to night. Often, forms wevaraloned for long stretches of time
in favor of what might be described as high-volume laghrgy “free” blowing, and while

the underlying rhythm, or drumwork, was still in the post-bepitiging” tradition, there was

a breathless experimentation throughout the proceediagsdn not be easily explained or

°See the Coltrane interview with Carl-Erik Lindgren frdfiles Davis: In Stockholm 1960 CompléRragon
Records, DRCD 228, 1992).

This term was first coined by Ira Gitler in Octoli®58 issue obownbeat In retrospect, it seems to be an
attempt, by a bemused critic, to come to terms withsgent form of what | will call “atomistic linearjty
about which more will be said later. The arpeggios inttécethe sheets of sound are in fact crystallinstiof
harmonic moments, far from the means-to-ends chronwagiarlty of bebop rhetoric. The fundamental
difficulty was not that Coltrane could not play over anyegi changes, as held by critical opinion of the day,
but that a new harmonic and temporal soloistic languagebeing crafted, possibly even without Coltrane’s
absolute awareness. See Woidegk,cit, p. 5.



categorized. The new compositions recorded on theser®s might be seen as the furthest
logical extension of modality, or as a conscious dstraantion of traditional jazz forms, and
these tropes will be discussed more fully in succepdmapters.

Critical response to these experiments was increashugijle, even causing Coltrane
and multi-instrumentalist Eric Dolphy to publish an ansinddownbeat™* It has long been
conjectured and debated that Coltrane’s more consenii62 albums for the newly
formed Impulse! label resulted from the critical at&? Despite these concessions, seminal
works such as “Alabama” and “After the Rain,” both meleal in 1963, demonstrated a new
metric freedom, even abandonment, which far exceeds agyftieim the Vanguard concerts.
If any meter exists in these tracks — debatable from mbtoanoment — it is certainly
non-traditional and eventually disappears altogethewir faf a soloist-lead dialogue in
which group interaction supports the soloist while perpetyatiftesh take on collective
improvisation. These events prefigure the developmériidsalm,” the final movement of
A Love Supremgl964), in which, as Lewis Porter has made clear, agiest by Coltrane
is the driving compositional forcg.

The long-term success AfLove Supremprobably stems, in large part, from the fact
that the music itself is never overly confrontatiomakeeping with much of the stylistically

solid but ultimately palatable 1962 recordings. True, the femovel and the playing

YSee “John Coltrane and Eric Dolphy Answer the Jazic€fifrom Woideckibid., p. 108.

2These albums includgallads Coltraneand the collaborations with singer Johnny Hartman and Duke
Ellington. Itis a strange period in Coltrane’s biogmapand he himself is unclear, even contradictory,
concerning his musical ventures of the period. On tlechamd, he is indignant about his treatment at théshan
of established critics. On the other, he blames Wdisahshift in musical direction on a malfunctioning
mouthpiece caused by his desire to alter it. Recerdlgaavered interview fragments, with Michiel de Ruyter,
have served only to add additional layers of confusiong@thblem, re-enforcing the reed scenario.

13See Lewis Porterohn Coltrane: His Life and Musi@nn Arbor: University of Michigan Press, 1997),
p. 244.



suffused with energy, and Coltrane would return sevanals to the suite as a viable formal
option, but the music oA Love Supremis an extension of modal practice and extended
instrumentational and rhythmic techniques, without the *foeenponents of the Vanguard
sessions. HoweveA Love Suprems’unqualified success may have allowed Coltrane to
pursue experimental tendencies that had become dormaah éhproceeded to do over the
next two and a half years. The music gained tremendausliyeinsity and in energy, and as
we will see in Chapter 3, melody and conventional hagnragain became blurred.

Even given Coltrane’s growing acceptance and iconic stayus967, audiences were
once again becoming less tolerant of his chosen modegodssion, and the posthumously
releasedstellar Regionsalong with “To Be” fromExpressiondemonstrates that a quieter
more traditionally contemplative musical language migtte been in the offing. Far from
refuting or denying Coltrane’s “free jazz” credentialswheer, these reductions in volume,
if not in intensity, allow for a fresh perspective what otherwise might be considered
extremely difficult music.

Coltrane’s apparent desire to maintain a level ofenali acceptance and the musical
communication it entails assures a dialectic betviesgtition and innovation, the results in
turn demanding new modes of examination and interpretdimthat end Coltrane’s
recordings have been revelatory where my own work isezord’* My methodological
approach derives, first and foremost, from my experignitiethe music as a recorded

document. Years of listening to the Coltrane materiaircutation have led me to my

“In this study, | use recordings strictly as a documentamgsentation of the group sound Coltrane would

have sought in any performative situation. Unlike the 1860s music of Miles Davis, producer and engineer
intrusion is kept to a minimum in Coltrane’s work. THere, as important as Rudy van Gelder’s role in
capturing the Classic Quartet’'s sound might have beemrttess of recording and mixing itself, interesting as
inquiries of this nature may be regarding other musiasptisliscussed here. Even the strange mis-assemblage
of “Alabama,” comprising two takes that were not meargo together, is beyond the scope of this study.



understanding and presentation of his final works. Thisnvasved a study of his complete
discography, both as leader and as sideman. Furtheramorejore importantly, | have had
access to many hours of unreleased material, in thedbradio and television broadcasts,
rehearsal fragments and audience recordings of clubawbrt performances. As with
composers’ sketches in the Western European art nmaditidn, these unreleased
recordings document Coltrane’s developing compositiordhad in ways that the
commercially-released recordings do not. Exploratiosuch sources is absolutely
mandatory for the interested scholar, as Coltralages work is still in need of what Jost
fittingly labels a style portrai® In the introduction to his indispensable book on jege, he
explains that to understand this music beyond a supetéeil it is necessary to compile a
series of particulars before beginning to attempt &stybverview. As | have encountered
no book-length studies of late Coltrane, | am attemgistyle portrait, one based on my
experience as a listener and analyst.

To that end, and to supplement my analysis and intergnetatiColtrane’s
recordings, | engaged in many hours of conversations, shtis¢m informal, with several of
Coltrane’s associates, including Amiri Baraka, RashigdGecil Taylor, John Tchikai and
Bill Dixon. These musicians enabled me to understand andxtaalize the broader
philosophical and performative elements in play at the these recordings were made,
enabling me to reassess Coltrane’s late style in &ighbw it was viewed by those artists
that formed the circles in which he traveled.

It is the aim of this study to present an analyticatiel that will enable interested
listeners to approach the music in a way befittingrr@vative and non-conventional

structure. The secondary literature | chose to framamayysis, taken equally from scholars

3J0st,op. cit, p. 10.



and performers, resonated with me because of my reac¢tche recordings themselves
rather than the literature shaping my initial understandf the music. Drawing on several
theoretical sources, collated from both within and retto the hugely diverse corpus
known as improvised music, my goal is to recontextualim®ugh analysis, the various
elements that form the narrative structure at thet lodédine aforementioned dialectic, as it is
manifested in Coltrane’s final works.

My analytical model comprises three elements; | hasevdrupon music theorist
Jonathan Kramer’s writings concerning the temporal peiarepf music, most notably his
ideas concerning multiply-directed linear time and velrtioge. | combine these constructs
with a similar dichotomy in British saxophonist Evaarler’'s writing about 1960s British
improvisation. In discussing the stylistic differencesa®en the groups AMM and
Spontaneous Music Ensemble, Parker invokes the dichotbatgmism and laminarity,
which | believe to be analogous to Kramer’s two percemmatepts; more will be
forthcoming concerning both constructs in Chapter 1. Suifito say, for now, that Kramer
and Parker complement each other in that they are isgeaksimilar listener-perceived
phenomena from both the theorist's and performer’s ppets/e, from the Western art music
tradition (Kramer) and the improvised music traditionrkies).
| have filtered these constructs through my experieneeliatener, the third component of
my analytical model, and | have found that preciselydibanity described by both Kramer
and Parker is evident in the music of Coltrane’s finaiogke

By “final period” or “late works,” | am referring to theaterial that Coltrane
recorded between May of 1965 and April of 1967. While eamatierial will be explored in

this study, it is only to provide context and some curity for the superficial but definite

10



change to come. FroAscensioronward, many conventional structural elements are
subverted or eradicated altogether. Coltrane’s idea ofjfthiep” was also in a constant state
of flux, mainly involving a quintet but by no means lindit® that configuration Ascension
involved eleven players, thdeditationssuite was performed by a sextet, and Coltrane’s
1967 sessions were often augmented by additional musicians.

Essentially, | am reacting, in this study, to whats&éo be injustice and neglect
concerning the last works of John Coltrane. While laitustas one of the tenor titans is
secure, his still-growing reputation spawning new biograpmdsaaalysis on a regular basis,
attention to his accomplishments is clearly focusetherperiod 1955-1964. Multiple
reasons inform the neglect of his 1965-1967 work, and thesbendluitlined below in the
context of their representatives’ views.

When Coltrane’s final works are discussed at all, Hreytreated either in article
form or in a book chapter. At the time of this wigj to my knowledge, there are no book-
length studies or dissertations on the last two yefalehn Coltrane’s life and music. The
few book chapters and articles that involve discussidheoperiod treat the music, when at
all, from a sociological, journalistic or spiritual gpective. Only composer/performer John
Schott’s well-written and thoughtful chapter on chromaitn in Coltrane’s work treats the
late works in musical terms, and he is still a lone vbickn large part, the earliest efforts
were not written by scholars in the traditional senSensequently, a fan’s perspective
informs many of the first attempts to come to ternith wiusic that is still controversial forty
years after the fact. When scholars from sevasaiflines finally began to address

Coltrane’s music, the last works, especially thoseWalg Ascensiorwere generally

830hn Schott, “We are Revealing a Hand That Will RetsalNotes on Form and Harmony in Coltrane’s
Work”, in Arcana: Musicians on Musj@ed. John Zorn (New York: Granary Books, 2000), pp. 345-366.
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ignored; yet, each includes relevant and insightful centsithat could be applicable to the
period under discussion.

Of the sociological writings on Coltrane’s musttat of Frank Kofsky is still of
primary importance. His writings are among the finstvhich the Amiri Baraka - coined
term “New Black Music” is used, and he places Coltrarieaforefront of what he labels a
jazz revolution, implying a substantial disconnect frmore conventional musical forms.
While Kofsky mentions, repeatedly albeit briefly, themfership of the final Coltrane
quintet, he offers no analysis of its music. Any tmmnof the later music is purely
descriptive, completely forsaking the sociological camtary so prevalent concerning other
pieces:’ However, several of his more general comments ae@ng the first to attempt an
explanation of how the “new” music was constructéd.Ascensionhe writes:

Such a score, of course, will not be anything like thaia bebop composition;

rather, it may contain a set of general directions ay pi a certain register, at a

certain volume, in a certain key — together with s@nes about when to move from

one part of the piece to the next. In Coltrane's cormipasAscensionfor example,
according to Archie Shepp, "the ensemble passageshasezl on chords, but
these chords were optional. What Trane did was to relajiectapose tonally
centered ideas, along with melodic and non-melodic &tésn In those descending
chords there is a definite tonal center, like a B-ftaor, but there are different
roads to that center. In the solo-plus-quartet panesetare no specified chords.

These sections were to be dialogues between the solpistaarhythm section®

Such structural ambiguities would inform much of the ints follow over the next
two years, from Coltrane’s group and in the New Black klasia whole. It is to Kofsky’s

credit that, unlike many in the critical establishmerthef middle 1960s, he is both able and

willing to perceive and document such musical concerns.leWach of his study concerns

YSee the brief passage concerning “My Favorite Thingséesrded at the Village Vanguard in Kofskyid.,
p. 376. Note that he is descriptive, stating what instnisnere heard, but no effort is made to address texture,
phrasing or ideological/philosophical motive.

8K ofsky, ibid., p. 315.
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critical adversity to the music, Kofsky is clearlytésing, his own tenure &ownbeat
informing his knowledge of improvised music’s history.

Much more recently, Scott Saul has followed the ttddzed by Kofsky some thirty-
five years previously. Chronological distance allowsl&abroader view of Jazz'’s influence
on 1960s culture, and integral to his vision is what he tBligk awakening.*® His
rendering of Coltrane’s music is less militantly revalatiry than Kofsky's but derived
equally from cultural considerations. Unlike Kofsky hae Saul invokes the language of
African-American spirituality and infuses it with tdeama of 1960s cultural upheaval to
create his metaphorical descriptions:

His [Coltrane’s] music testified loudly to his storyamnversion, fueling an aesthetics

of honesty in extremes, and in this way he pulled gazay from the ironic hipsterism

that infused bebop and much jazz before 1960. Coltranewdised and refined a

style that he imprinted as his own, a style whose aityheeemed purchased through

the publicly performed anguish of his concerts and recordidgspursued freedom
not for the hell of it, but for the heaven of it—and did so by creating settings of
musical purgatory that forced him to confront his own tsmHis classic quartet
thrived by inventing and reinventing a thrashing drama of canfuand self-
purification, errancy and ultimate rewafd.

Such a view of Coltrane’s work must, of course, haleve Supremat its
fulcrum, and the legendary 1964 album is where Saul endsalgsis. He is no less
critical of the critical establishment than is Kofsleyd it is here that we gain some of his
valuable insight into the new musical paths Coltranefolésring:

His music confronted jazz critics with a considerabieendma, one that

electrified jazz magazines lilown Beatand Metronomein the early to mid-

1960s, as critics fought over labels like "anti-jazz,'eéfrjazz," "action jazz,"

"the new thing,” and several others. The crux of the aianwas this: could
Coltrane's music be appreciated in terms inherited fraheegenres (matching

9Scott SaulFreedom Is, Freedom Ain’t: Jazz and the Making of the 1@88s/ard University Press, 2003), p.
209.

Dgaul,ibid., p. 212.
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the elegance of swing, the virtuosity of bebop, the drithe blues), or did it

demand to be measured by a new set of aspirations, il whge jazz critics

would have to broaden their vocabulary of judgment and graisd perhaps
even jettison the critical attitude itsé&ff?

Such questions might also be posed to the schalanmynunity, but the
importance of Saul's work transcends mere suggestianeddhews the atheistic socio-
politicality of Kofsky to demonstrate the multifariopiritual concerns of those to
whom Coltrane’s music would have had the most appela¢ above quotations are rife
with poetic allusions to the myriad struggles associaté¢ld Black awakening, bringing
Coltrane’s work to life on the page. Even more impdrtae bridges the gap between
the sociopolitical and the spiritual in an overt wiagttmost writers have not achieved.

With the exception of Porter’'s 1997 biography, those studidgdted to the life
and works of Coltrane focus on the music in a muchemaceral and vaguely spiritual
fashion. When present, the sociopolitical issues stegrby Kofsky and Saul inform
the method of presentation rather than comprising adgadndeavor. One might view
pioneering Coltrane biographer Dr.Cuthbert Ormond Simkimrspersed poetry, for
example, as symptomatic of the Black Arts Movementyregsesented by the fiery
utterances of Amiri Baraka or Jane Cortez. Simking o0$ dialogue is equally
“authentic,” the book taking on the affect of a novelcbaracter study rather than a
biography. The last quintet is represented as a barblsoe and often directionless

unit unable to agree on the precise nature and validitth@fexperiments Coltrane

undertook. Simkins is, however, the first to report fdraous “drone” dream of 1957,

Agaul,ibid., p. 225.
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to be discussed later, which was to set Coltrane on tihetipat prefigured and would
result in his late work& The music itself, however, is not discussed at all.

The same claims can be made for J.C. Thomm#emporaneous work; he
delves even deeper into a rather mythological préc@odtfane’s spiritual encounters.
Here though, we get an enticing, if possibly inadvertemtnsary of Coltrane’s late
style:

The feeling he is receiving is beyond feeling itself; the momication being

delivered to him is indescribable. And, awakening from this prafoueditation

with its paradoxical emphases on exultatom melancholy, he knows that from

this moment forward the music he writes will refledtist duality, these

contradictions, as his life reflects them every day tie awakens from his short
night's sleeg?

Paradox and contradiction, in listener perceptame indeed at the heart of
Coltrane’s final works, resulting from temporal disunity.et, Thomas does no more
than Simkins where actually coming to terms with the muself is concerned. Both
authors rely on the anecdotal to demonstrate loss ofraxed@nd group strife, both even
implying that Coltrane was unsure of his own direction.

If the late music is discussed at all, it isd;ao abstract as almost to warrant
a modicum of distance and a degree of suspicion. Tleviag quotation from
Thomas sums up the complexity of contemporary attitudeotorane’s last works:

Gravitational field brings a body or bodies into its otiat fall into its sphere of

influence, as Trane did to people who were similarlyimec. And there are the

constantly changing structural values of his music asithes are emitted from his
horn; the effect is like that of light waves pouringt i searing, convoluted streams

of pure energy, the matter of the man radiating thkeend nuclear reactor. Time, too,
was broken up by Trane, stretched and contracted; espaglain he was taking a

22 Cuthbert Ormond Simkin§oltrane: A BiographyNew York: Herndon House, 1975; reprinted by Black
Classic Press, 1989), p. 87-88

% J.C. ThomasChasin’ the TraneThe Music and Mystique of John Coltrai@arden City, N.Y.: Doublebay
and Company, 1975), p. 186.
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super long solo. How many people were cognizant of thgtheof time it took the
saxophonist to thoroughly explore each composition, gaplovisation? The fact is
that the passage of time during the period that peopladidt® his music was fluid,
plastic, and often caught them unaware; some might glahtheir watches and say,
"Is it really that late?**

Endlessly fascinating is the semi-tacit assertioh @wdtrane’s music is absolutely
scientific on the one hand, and yet it is somehovobdyime, beyond words and outside of
the possibility of articulation. The doubleness impliethe statement, while misdirected,
bespeaks the very real difficulties, arising from diguaitd multileveled narrative that
comprises the innovative qualities of Coltrane’s finafk.

Geographic doubleness, also a major ingredient lrfa@e’s last works, forms the
major component of Bill Cole’s pioneering study. kisrk is unique for the time, as among
the first wave of Coltrane specialists, he is they @me to attempt engagement of the music
beyond visceralgia. An extremely active and accorhetisnusician, dedicating a long
career to the New Black Music, he brings an insider pernspdat his study of Coltrane’s
music. Cole does not shy away from the pastensiorpieces, even attempting an analysis
of the difficult Om

Omiis also his most representative world music piecataadn Om, a Hindu chanting

mechanism, that Trane brings out wooden flutes, belgjumb piano, gongs, and

cymbals—distinctively a ritual piece done with thenast reverence. It starts with the
thumb piano playing a line of B—A—G—E—D, another pestié scale. Then the
voices enter, uttering a chant. While this chant imdoéntoned a wooden flute is
played in the background, giving a haunting feeling to nfeod. Then the three
horns—Sanders and Trane on tenor and Garrett on basseteldbegin playing
together. Triplets emerge, spinning up and down throughctile. {One should take
particular notice of how these lines connect up.) There always does, Trane comes
emerging out of the ensemble playing as though out of thefeyédwurricane; and it is

at this point—where all the creative mechanisms tadtdd learned come into play—
that shapes, sounds, images, and visionary pointswfaéme out of his playing.

#Thomasijbid., p. 188.

2Bill Cole, John ColtrangNew York: Schirmer Books, 1976), pp. 179-180.
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Cole is certainly engaged with the music, andhitomments often belie a critical
rather than a scholarly tendency; there is litbgectification in his clearly fan-based analysis,
groundbreaking as it is in its inclusivity:

Pharaoh plays an incredible solo, moving into diffetemels of the horn—sounding

like a string instrument at places, moving tremendously ifagempo and with

tremendous strength of articulation. He also takesatidience through different
intensities and mood shapes. All the time this is hapgerarrison and Ali are
keeping a sound almost like a drone, low in the musjredtsum?®
Phrases such as “intensities” and “mood-shapes” milyi that whatever the music
offers, it is beyond conventional analysis and, tleeefbeyond the need for articulation;
while these emotive ingredients do exist in Coltranaisio they exist in all music and must
eventually be articulated and categorized. Nevertbelesle’'s work forms an important
starting point for analysis in musical terms. It shaallsb be noted that Cole is the first to
discuss the fact that Coltrane quoMeditationsin his 1966 performance afq, taped in
Japan. This observation will be relevant in Chapteluing the discussion of self-quotation
in Coltrane’s work.

Of those, such as Cole, for whom the music iarpaunt, none has written of it with
the eloquence and precision of Ekkehard Jost. Both a scdaa player of consummate
skill, he provides the earliest scholarly attempt teus the New Black Music as music, not
as a social or spiritual phenomenon. Of recordeddsaespecially relevant to my discussion
of transcription below, he writes:

Only a recorded improvisation can be played as oftedesired and thus be readily

accessible to analysis. Musical impressions gainedreeds or other live performances

can contribute only in a supplementary way to pei@gep gained by analysis; they may
be able to direct analysis toward a certain point, ey tan never replace it. Fleeting,

%Cole, ibid., p. 191.
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unrepeatable impressions, and distortions caused by thengpedlect of memory,
create a haziness regarding musical details tHatsvany statement about them susffect.

His analysis of Coltrane’s work, therefore,based on the released recordings, and
while his study ends witlAscension his rendering of the piece is the most objectivetf i
time. He speaks of the music as sonic complexesnmgtlvery specifically the foreground
and background events that inform the work, both in condweeemble passages and in its
improvised sections. His analysis is clear and conasegpresented by the following:
In Ascensionthe formal disposition into collective improvisations @odbs has a second
framework superimposed on it, which is a source otsiral differentiation, especially
during ensemble passages. It consists of systemaiiges of modal levels, and occurs
with only slight deviations in all eight collective inguisations. The beginning is an
Aeolian mode on B flat; a change to D Phrygian is uswa@lypled with a change of
rhythmic structure; the closing sections of the collecbiocks are in F Phrygian and
lead into the solos that follow; these as a rule begiain in B flat Aeolian. The
logic of this structural principle is evident in the abrmaterial of the modes: F

Phrygian and B flat Aeolian contain identical tonal en&l, and differ only in
their point of reference, the fundamental tone of the rfidde

While Jost does not eschew sociopolitical events—his gbdf 1965 New York is
unparalleled—his aim is to elucidate the music, and in kigswork is still the yardstick by
which all other analysis is measured. Equally notablesislesire to portray bothscension
and Coltrane’s forays into the avant-garde as evalatiprather than revolutionary.

While not specifically following Jost’s lead, LesaPorter’s biographical contribution,
completed in 1997 and still the definitive Coltrane biograjphgate, engages the music and
the artist on a similarly scholarly level. It migh#st be compared with Alexander Thayer’'s
definitive biographical study of Beethoven. Like Thay&wrter attempts, removed as
possible from overt fan or disciple mentality, to stidte facts of Coltrane’s history in as

complete and as objective a manner as befit the nmatavailable to him. Porter does

#Jost,op. cit, p. 14.

2Jost,ibid., p. 85.
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include some musical analysis, but it is not to be coedtas the sole purpose of his book.
He clearly wishes to maintain a balance, music and biogreqglaying a symbiosis to present
as broad yet focused a picture of Coltrane and his egopbssible. He approaches the
music from a performing musician’s perspective, and mornettet, an insider perspective
where jazz is concerned. While this fact does not gtegaauthenticity, it allows for
interpretation based on practical knowledge of relegaaithistory, performance traditions
and verbal rhetoric, all joining to create a picture 8aseand adherent to traditions
associated with jazz. Beyond that, Porter is a achahd his is the first “scholarly” book on
Coltrane’s life, engaging the research practices, saiuckes and overall musicological
documentation commensurate with the undertaking. Poldeok also contains what were
then up-to-date discographies and annotated bibliographies, niakibgok the ground-
breaking volume it remains. While Porter does not proaider-depth analysis of
Coltrane’s final works, his lucid and focused elucidatiofM&nus,” recorded in 1967, puts
to rest the prevalent view that Coltrane’s facultiesenslipping in his final years.

Porter’s biography, as well as Carl Woided&dtrane CompaniofiSchirmer, 1998)
and the newly publisheQoltrane Referenc@Routledge 2007) have made primary source
material much more widely available to those inteksiestudying Coltrane’s music.
Therefore, more journalistic endeavors, such as \&aWiimer'sAs Serious as your Lifend
Ashley Khan’s book-length study éf Love Supremkave become important for other
reasons than was initially the case. While Wilmstigdy was among the first to document
the disintegration of the Classic Quartet and thedesstaused by the late works, no
musical discussion is included, and her pioneering work lsmger the primary source

document it once was. However, both Wilmer and Krarelmade a wider public aware of
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the events leading up to his final two years, an enterphisse value is really beyond
estimation.

Much of the primary source material is colleate@arl Woideck’sJohn Coltrane
Companion Viewed by its author as a companion piece to the Pasteme and resembling
it in comprehensiveness, it collects fifty years oifary sources and organizes them in a
way that is useful and engaging. Comprising articles, lobakters, liner notes, interviews
and even the occasional survey, the volume is anualid source; it contains all of the
interviews a beginning Coltrane scholar would need to degming a picture of the man,
his music and the history that spawned it. As of thismg; it is the only source of its kind,
another fact that speaks both to its value and to thadgfof jazz studies. The interview
section is particularly complete, gathering almostyeng, from a 1997 perspective, that
was available of Coltrane in his own words.

While the literature concerning Coltrane offettéelin terms of analytical discussion
of his final period, it opens many fruitful avenues of ingdiar beyond the scope of this
study. This dissertation is by no means definitive, ok labpe it will be the last word. |
wish only to continue the dialogue concerning what | beli® be some of the most
important music created in the last fifty years. ‘$etpnehow, it has received only cursory
discussion in the multiple and international improvigagic contexts that birthed it and
which saw the adoption of its principles.

Beyond the music itself though, an understandirtbeo$ocial and sociopolitical
milieu in which the music formed and flourished is ess¢ti create such a portrait.

At no point in the history of the United States haaeer music and politics been more

inextricably linked as they were in Black music of the [950s and 1960s, one of many
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terms that was coined to describe improvised music of whkiictan Americans were the
chief innovators (other appellations will be discussedii@ course). The music reflected the
political aspirations and myriad frustrations of AfricAmericans determined to procure for
themselves the rites and freedoms shared by more privildgeutizens. The interviews

that | conducted — see above -- became an integrabptm process of coming to terms
with the sociological implications of Coltrane’sdavorks, allowing me to understand them
in multiple contexts and through numerous vastly diffgbut equally enlightening
perspectives.

Fortunately, many of the participants in 1960s imigeal music are still alive, and
the many hours | spent speaking with them, both fornaadly in less formal environments,
has fostered a more complete understanding of the aftgnadictory components at the
heart of Coltrane’s music. Most important, and exglgrdifficult for me to comprehend
from my perspective as a Caucasian male, is the chetivay nature of African-American
involvement with what I will here oversimplify witiné label Western culture. Every
conversation and correspondence in which | participat@agiht home these artists’
engagement with all forms of music, visual art, literatand politics. No matter how young
or old, there seemed to be an insatiable urge to maintespgmive on current events and
artistic developments and to make their opinions conegiem known in no uncertain
terms.

However, any joy that informs these opinionsrset be tempered by anger and
suspicion. The need to assert individuality or indepeceleor both, informs every statement.
| can only conclude that it is symptomatic of long-enduredi @ntinuing oppression in the

face of progress long-delayed and often insufficient arlalieed in empty rhetoric. 1 now
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have a better understanding, to cite only one examplbeatasons behind Charlie Parker’s
denial of “classical” influence on bebop while he could gudtapter and verse concerning
Bartok and Varés€. Conversely, Coltrane’s assertion that the mulsiggal by his final
group is “classical” music (see Chapter 1) is alsonihated by my interviews with his
contemporaries.

On a very intuitive level, this dichotomy infog the music under discussion here.
| have maintained my own suspicions concerning the enatibatoric that has dogged
discussion of Coltrane’s work, even though his own waadsye will see, encourage such
ideas and sentiments. As with contemporaneous revieBsaethoven symphonies, emotive
language supplants analysis, possibly endangering the discas®ecoming
too subjectivé® Yet, it cannot be denied that Coltrane’s music, it pieces in particular,
foster such reactions due to the overwhelming emotiomaént They are absolutely
suffused with energy, they exude simultaneous celebratidrviolence, or reflection and
urgency. Such considerations may or may not be demonsnablealysis, and such
concerns are beyond the scope of the present study; Gowles music’s impact, both
positive and negative, is undeniable, and my involvemeiht itgitpractitioners suggests that
the African-American struggle for independence is indééldeamusic’s heart, or goes a
great distance toward defining its soul. Verbally icaiiite and perhaps ultimately
unspeakable, the meta-narrative, or subtexts, of liat@nd political events that shaped the
1960s also enabled this music’s striking disunity to occurjtasavith this rather academic

but central concern that my study engages. Only Ingadddn, in her most recent book,

“For audio documentation of Charlie Parker’s thoughts essilal music, see
http://www.melmartin.com/htm|_pages/interviews.h{atcessed Mar.7, 2008).

30 See Friedrich August Kanne’s 1824 review of Beethoven’siNipmphony from David LeviBeethoven:
The Ninth Symphor{fNew York: Schirmer Books, 1995), pp.133-4.
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Freedom Sounds: Civil Rights Call Out to Jazz and Aftiea addressed the myriad
implications of race as it concerns 1960s jazz, andréatmbent is both comprehensive and
illuminating; the chapter entitled “The Debate WithiMbnson is particularly thorough in
her presentation of the many difficulties surroundingamdy the “jazz” musicians but the
club owners and critics as well, all attempting to caonterms with the rapid and
widespread musical and sociopolitical developments in wbatrane played an integral
and patriarchal rol&"

It became obvious, during the research processidhall of the music’s
implications could be explored in the scope afforded dissertation. | have chosen, in that
light, to limit my analysis to the music itself. Inadeg with this period of Coltrane, | am
dealing, as has been stated above, with recorded soung@ly Sind perhaps obviously put,
the recordings are the primary documentation of Cadtsamusic of 1965-1967, as it is with
most “free” jazz. | hope that it is equally obvioustthdo not mean to imply any lack of
compositional procedures. The conventional notiomesf improvisation seems to involve
“making it up as you go along,” but such a notion is sdydiraiting regarding the
composers’ conception and execution of their respectivgpositions. It is only necessary
to determine what those procedures might be, so farea®igossible, by using means other
than conventional score analysis. Equally importatitedact that in many instances of late
Coltrane, where meter and pitch disappear, conventiariation simply cannot represent or
replace the sound of the music itself.

The fact that improvised music is documented nasiptetely in recorded media

switches the interpretative angle from the statith&otransient. In a written score, intention

#Ingrid Monson Freedom Sounds: Civil Rights Call Out to Jazz and Afi@sford University Press, 2007),
see especially “The Debate Within,” p.238.
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can be deduced from the page, a fixed form, and while the msusertainly malleable in
performance, the parameters in play must be derivedrge part, from the scoré.In
Western art music from the Renaissance until the lmi2id’ century, improvisation, no
matter how prevalent, remains in the service of tbhsicmas written symbol. Improvised
music is just what the title implies, and therefosescaition is of primary importance. The
fact that recordings exist paves the way for differeta@rpretative concerns; for our purposes,
style and phrasing are among the most important. Tegethtiations between players’ so-
called “sound” is not necessarily capturable in standamtioat If vibrato, thickness of tone
and decay are converted to symbols, they are still algtgutes for the primary document,
in this case the recording. Even a conventionally twsodal instrument, such as a piano, is
capable of achieving many simultaneous rhythmic layers anly da$ering attacks, and
these are better conveyed to the student or schataiginal form, especially when the
sound as a whole is the subject of discussion.

Because the music under discussion is documentbdiway, | have elected to use
sound examples where conventional notation is not appte@nd traditional transcription
in those circumstances where it supports my hearingeofiusic. Coltrane’s solos, for
example, still rely mainly on material that exigighe domain of conventional pitch. Unlike
Pharaoh Sanders, he does not resort to the hugely erhatiuétimately un-notatable moans
and shrieks so prevalent in the 1960s “free jazz” saxoptep@toire. Given that Coltrane
does not eschew pitch, notation is a fairly simplecpdure, account only needing to be taken

of the spaces between atomistic phrases so impootéig soloistic language.

39 am, of course, leaving aside early Western musicsifich the score, all that remains, was probably d roa
map to many improvised practices that are only nangoeeconstructed.
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His use of the standard rhythm section, espediathye final two years of his career,
is a different matter. While individual components bamotated, with varying degrees of
success dependent on their complexity, the aggregate soussl algf conventional notation.
Essentially, it is this sound that forms one levaihgfbipartite hearing of Coltrane’s final
works, and each component of that level’s relationshgntoother is open to debate from
moment to moment. To illustrate these aggregates, atr Batkehard Jost insightfully labels
sound complexes, fragments of the recordings themsshes the only truly satisfactory
method of conveyance. With the advent of readily asiskesdigital recording and playback
technologies on every computer, not to mention thentécadopted procedure of online
dissertation submission, such a solution seems athtite viable. It allows the music to be
heard in its primary form, not glimpsed in a serializectbd@ones and, most importantly,
visual approximation, and it is to be hoped that my deseeiptiose will elucidate the salient
points in what is undoubtedly difficult but extremetydortant music that was meant, above
all, to be heard.

To that end, | have divided my discussion of @aktts music along different lines
than have previous analysts. The theoretical groundfeorky approach is laid in the first
chapter, quotations from Kramer and Parker used to suppartamys of disunity along the
lines of temporal perception. The rest of Chapter listsnsf quotations from Coltrane
himself regarding time, rhythm, temporal expansion and th@i®d roles of magic and
spirituality in his music. Chapters 2 and 3 address, sebar&oltrane’s soloing and the
novel way in which he deploys rhythm section respectivaijthe second chapter,
Coltrane’s solos are analyzed for the atomistic tecidsrihat increased in his final period.

Chapter 3 comprises an examination of the way in whichergionally “swung” rhythms,
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or dotted eighth-note rhythms, gradually disappeared frolingde’s compositional aesthetic
to be replaced by structures that thrive on verticadtgn approaching minimalism. In the
final chapter, two different case studies are presentddnmnstrate the ways in which two
succeeding generations of musicians come to terms withe@els compositional legacy,
especially concerning the work from 1965-1967. These casestigtompass the
intersections of “jazz” and “classical” music and bhe boundaries between these

superficially distinct genres.
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CHAPTER 1

ANTECEDENTS

Introduction

Any analytical model employed to analyze Coltimfiaal work must take into
account the music’s fundamental split from conventigarzr structure; it is the aim of this
chapter to provide and detail such a model. Following a&ptason of the model
| have employed to elucidate these works, Coltrane’swands, few as they are and vague
as they can be, will be examined as they relate tpdttel have chosen through his final
period.

Before such an examination can occur and my lipanbdel be presented, a few
general observations about the evolution of improvisedooward the freedom of the
1960s are in order. As stated in my introduction, thedorehtal problem with scholarship
concerning Coltrane’s final works, and with scholarshipceoming free jazz more generally,
is that the music is analyzed along the formal lines@fe traditional jazz. Regarding
creative Black music up to the time of Ornette Colertiaaconcepts of melody, harmony
and rhythm governed the way a piece of music was constiacid the “feel” of the piece.

A large component of that ambiguous but ever-present phemomee label “feel” is the
way events are divided in time, whether it be the passbdeg/thmic cycles or the
melodic/harmonic form of the music. Up to 1962, admitt@all oversimplification but

applicable, jazz improvisation relied on repeated rhythiyates, exemplified most



completely by the drummer’s role as timekeeper in thaceeof various conceptions of
melody and harmony. Even in the mainly undocumenteg stages of bebop, when a pre-
existing set of chord changes was stripped of its melodygaren a new one, the structural
language followed similar lines. However, rhythm, as neshifhrough the passage of time
and the “freeing” of drummers from metronomic slavégcame as determinate a factor as
melody in the structure of a tune. True, the swing a@istlvas still present in the swung
rhythms heard in the drummer’s ride cymbal patterns, butytieopations were sublimated
in favor of strong accents on beats two and four tioiganore of a simple duple feel that
supplanted the swung rhythmic complexity of much 1930s musich & feel still kept a
continuous sense of the even passage of time firmheitigstener’s grasp while elucidating
certain moments of burgeoning temporal disunity. Inceets®mpo became the catalyst
leading to the transformation, the process being laidibahe jam sessions waxed privately
during the recording ban of 1942-#4.

While each epoch in jazz history sports its retrogressithe 1950s were, as Orrin
Keepnews claims with understated insight, a period ositian>* Melodies continued to
become more disjunct, also being divorced from whateaemony was occurring while the
melody was stated. The end of swing corresponded withrthief the decade, as mavericks
like Cecil Taylor and Ornette Coleman began, at iirgirivate, to examine more loosely
defined rhythmic structures and, consequently, increased tahffgdom; these
innovations will be discussed more fully in ChaptefT8aditional western European art

music became less and less overtly relevant as nmems fand musical languages were

%A detailed discussion of the American Federation of Masigirecording ban of 1942-44, and its precursors
and implications, is available lattp://www.swingmusic.net/Big_Band_Era_Recording_Ban_Of_1942.html
(Accessed March 21, 2008)

%0rrin Keepnews, phone interview conducted by Marc Medmiiay 25, 2007.
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realized, Ornette Coleman finally stating that he hadsdd a music independent of
European influenc& Whether or not his assessment was accurate, the eripidgtremely
important in defining the music that would follow during tiext six to seven years.
Western European classical music’s practitionedsalr@ady been obsessed with
such temporal concerns for years, the most ubiquitousmga involving Stockhausen’s
“moment form” and Boulez’s temporally conflated cycles e Marteau sans Maitrdooth
seeing advent in the middle 1950s. The improvised music d#®@s brought about a
similar seachange in the increasing number of approaghigse in music and its perception.
After Taylor, Coleman and the early orchestral contos of Bill Dixon, melody and
harmony lost much of their revered meanings, new traditicsurping old as jazz faced the
inexorability of its own history. The hybrid structuresl®#0s innovators such as George
Handy, still all but unrecognized in the written histertd creative music, bore rapid and
plentiful fruit. 1 am not referring to what is cadld hird Stream in so many jazz courses and
texts, that failed approach hopelessly indebted to WeEtaopean classical music. | am
not even positing that Coleman, Taylor, Dixon anddtier revolutionaries simply tapped
into the classical repertoire for inspiration; theivelepments paralleled innovations in
formal concert music, as will be shown in Chaptdn8,to paint their accomplishments
solely in that light negates the aims and roots ohthsic that emerged. Their work is
ultimately an innovative product born of race-based eiaiusom the elite of American
composition, musical education and organizatin$he path they forged is multifarious,

requiring a new mode of analysis as well as new modssaidpolitical discourse.

%see Frank KofskyJohn Coltrane and the Jazz Revolution of the 198@sv York: Pathfinder Press, 1998),
p.217.

29



Evan Parker, Jonathan Kramer, Time and the Atomism/Laminarity Dichotomy

We have already seen that by 1965, American free jazpdragtrated deeply into
Europe’s improvisational psyche, and that despite statisn@ the contrary, a reciprocal
process was in play in the United States. Therefoyeanalytical model involves two
modes of musical perception, one drawn from the realWexdtern-European classical
music and one born of the tradition of 1960s improvised muath Evan Parker’s
intellectualization of atomism versus laminarity in impised music and Jonathan Kramer’s
theories of temporal perception in classical musidased on phenomena associated with
listening. More importantly, the former is equivalenKi@mer’s elucidations of multiply-
directed linear time and vertical time, the bird’s r&derminology to be untangled in due
course. Parker’s and Kramer’s constructs are compilmein that they express trans-
cultural opposites which, | will posit, blend in the fimalisic of John Coltrane to create an
innovative two-level narrative form. Such a constarttvill allow this admittedly difficult
and certainly underdiscussed music to be heard in a \aagadles not chain it too tightly
either to jazz or European classical analysis ti@alti Yet, neither theoretician’s construct
accounts directly for Coltrane’s final works, even thobgth articulate what | believe to be
its core components and implications.

If John Coltrane has an equally famous Europeane&qgant, it is British

saxophonist Evan Parker. Very few European improvisers had the continued world-

#Most of the African-American musicians of the 1960s tomHhdave spoken have a story about denial—not
being allowed at a certain school, not being auditionedrichestras under the same terms as white colleagues
etc. Their bitterness is palpable forty years lafit Davis, one of Coltrane’s favored bassists)tie his

grave embittered about the way the New York Philharmbad treated him in 1968-69. A detailed discussion
of his failed discrimination suit against the New YotklFRarmonic can be found in Ortiz Waltddusic: Black,
White and Blue, a Sociological Survey of the Use and MisusemPAferican MusicWilliam Morrow &
Company, 1972), pp. 124-135.
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wide success and received the acclaim afforded him; indiinétadly rarified culture
surrounding improvised music of the late 1960s and beyond, fecheved something
vaguely akin to mainstream notoriety, remaining one @ftlost active participants on the
current European improvised music scene. His longevityes in large part, to his
willingness to verbalize, perhaps to intellectualizettena of improvisation that have long
been considered intuitive. The case might be madestich articulations embody a
European trait, as in my experience, many, but not 8lljraprovisers are far less interested
in what they view as unnecessary verbiage. Yet, evengthemmore conventionally
articulate improvisers, Parker stands out for the ltcaind precision of his explications.
In a 1980 lecture, he described the polar oppositesaifs British improvisation as
follows:
The group of people that were working around the $fi&Entaneous Music
Ensemble] at that time (1966-67) - John Stevens, Dere&\Bdirevor Watts, Paul
Rutherford - were working on a method that | could calintastic' - breaking the
music down into small component parts and piecing thenthegagain in a
collective way, so as to de-emphasize the soloistiara of improvisation and
replace it by a collective process. But at the same AMM?*’ (discussed below) had
what | would call a 'laminar' way of working, where althotlgé solo had been lost
and the emphasis was on a collective sound, an ordrestirad if you like, it was not
done by breaking the music into small components but byiboting layers which
would fit together and make a new while.
The dualistic construct is brilliant in that it captsitbe opposing aesthetics of European
improvised music, to be discussed presently. More tinParker’s verbal rendering was

the wellspring for the present study; more than any schskociated with Coltrane, Parker

separates and articulates exactly the two currentslira@e’s last works. While the

37 AMM is a British improvising group active since 1965heTmeaning of its three lettered appellation is
deliberately obscured by its members.

#Evan Parker informs me that the lecture was not recooégltaken down in shorthand and then written in
longhand. He is not sure that copies still exist. ffagments | use are available at
http://www.variant.randomstate.org/8texts/issue8.l{fhakessed March 21, 2006)
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surviving fragments of his lecture do not address late &@w{rthe fact that Parker’s
construct is divorced from traditions associated withefican improvised music renders it
flexible enough to encompass the radical structures waxgdlirane’s final two years.
Interestingly, the opposing aesthetics of atomand laminarity were in formation
very soon after Coltrane’s classic quartet disintegrated this fact may account for British
improvisers’ public neglect of Coltrane’s final piec@he Spontaneous Music Ensemble
was formed, after all, in 1966 around drummer and cornefist Stephens. As much a
teacher and lecturer as a performer, he was at tieradra group of musicians influenced
by the “New Black Music”; yet, the group’s earliest recogsi demonstrate much more
affinity with Ornette Coleman than with late Johalt@ane. By 1967, the septet was shorn
down to two members; their new sound forsook melody anchdny, but it also eschewed
the high-volume freneticisms of the New York schoalreé jazz. Stevens’ emerging vision
is best captured by Evan Parker in a 1997 interview. Heskasl if he found playing with
SME inhibiting:
| didn’t feel particularly restrained. | felt a lot what John was talking about, or the
kind of method, such as there was one, was based erakquite simple rules: (1) if
you can’'t hear somebody else you are playing too loud, antiwWBat you are doing
does not, at regular intervals, make reference to whatg® hearing other people do,
you might as well not be playing in the group. | mean pueit in my own language,
but those were maybe the two most important less@isltthn wanted people to
learn when they played with SME. And so there wastwba can call a
compositional aesthetic which required musicians to work thibse two kinds of
rules or ideals in mind’
If the emergent SME sound had an American paralletauwed in Chicago, where

similar studies in sound and silence were being undertakegery different ends, by the

newly forming Art Ensemble of Chicago. The recordingshenrecently releaseésummer

39See Martin Davidson, Spontaneous Music Ensenshleymer 196fEmanemDisc, EMANEM40Q5.995),
p.5.
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1967are the only ones that survive by this version of t& Sas the 1967-1968 box set on
Nessa Records did for the Art Ensemi3ammer 1963allows the change in SME aesthetic
to be charted more easfl.

“Listening Together 3,” taken from the albiBammer 196Ayill demonstrate that
phrases are often detached, almost disembodied, unredatdtht occurs around them in any
traditional harmonic sense. | chose the exampleia®iie of the most transparent,
comprising the soprano saxophone and percussion duo of Erkaar Bad John Stephens,
the core SME unit in the summer of 1967. It employs maffgreint sorts of atoms, from
long-held notes to the quickest “call and response” dialagdemuch in between; however,
it demonstrates the vast difference between Coltraheigecordings as detailed in the
following chapters. (Example 1.1, “Listening Together 3,” 61000.}"*

The first note, an extended E-flat, disappearssifeéace, and there can be no
denying the almost Webernesque atomism of the gesturea historically charged moment
fraught with implications, carving, in a stroke, a pléethe new music quite apart from
many of its New York influences, including John Coltrane.

As the piece progresses, intense listening becomes maimie given the players’
swift interactions. Parker’s dyadic atom at 0:23 ifeéd immediately by a similarly terse
gesture from Stephens on cymbals. As Parker’s notedadays, Stephens’ high-hat
mirrors the gesture. At 0:58, with the energy incregasiightly, Parker plays a three-note

descending figure whose rhythm is immediately echoed by &tepivo seconds later; it is

“0See The Art Ensemble of Chicagde Art Ensemble: 1967-8lessa Records, ncd-2500, 1993).

*1 Complete citations for the sound examples can beaifouAppendix B.
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the first time in the piece Stephens uses anything bubalgmthe tom-toms particularly
poignant for that reason.
While the level of interplay is astonishing, equatiportant is the atomism in
Stephens’ playing. Critic Victor Schonfield describes gt a 1967 review of the duo:
Stevens has a marvelous facility for coining successimgrasting figures, each with
its clear and lively speed, shape, and melodic coloure@uyr however, he
intersperses these with less-defined equally spaceddging rolls, which do not
move to a new part of the kit with each stroke, soltigtvork has calm, as well as
nervous activity*?
In hindsight, it is easy to see that the calm and nenesssthat Schonfield cite are atomistic
in their own right, two juxtaposed aesthetics thatng/e from moment to moment. Stephens’
drumming of this period forms a constantly morphing studygébzed timbre, Schonfield
pointing out, quite correctly, his movement from one pahi®kit to another as an essential
part of the SME aesthetic. His dynamics never ex@ mezzo forte, the above quotation
having a practical application in Stephens’ energeticdserved approach to the drums.
It should be remembered that despite composed teedetius is still improvised
music. When melodic relationships occur, they artifig—an inversion, a repetition, a
transposition, and then the next idea is stated, segynwithout a backward glance.
Of course, the motivic relationships are often more dexhan | have stated, each motive
contextualizing its neighbors in ways that stem from lemgrsion in the language of
improvised music and of Stephens’ vision in particularthinfollowing chapter, Coltrane’s
playing will be shown to have demonstrated atomism fngearliest documentation, a trait
that would inform his work increasingly through his final nebogs.

Laminarity, as practiced by the British improvisgrgup AMM, is atomism’s polar

opposite’® Formed in 1965 out of several working jazz groups, theatdeepursued what

“*A/ictor Schonfield fromSummer 1967p. cit, p.6.
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was then a remarkably new musical aesthetic. Venplyistated, AMM (the name is a
secret acronym) sought to emancipate the idea of musicdlcassociated conventions and
polarities. This goal sets them apart from the SMH, @dses from any other improvising
group. Their first albumAMMMusig released in 1967 on Electra UK, contained only
aphorisms as liner notes; one of these pithy fragngges a considerable distance toward
elucidating the group’s concerns:
An AMM performance has no beginning or ending. Soundsideithe performance
are distinguished from it only by individual sensibifify.
On the surface, such a pronouncement resembles nothing Basaclohn Cage utterance,
but in theAMMMusic1966CD reissue liners, percussionist Edwin Prévost disputesasuch
claim:
Little of the aesthetic social or cultural significarafeour experiments was examined
or perpetuated. Our own experience in relation to infltes,e. g.the Gagaku or
John Cage’s music, indicates how easily elememt$eaadapted without taking on
board the cultural baggage of the original. In a sensealt material to be exploited!
Cage’s ‘chance’ philosophy has no place in AMM’s thinkirthaugh superficially
the sounds and effects may appear at times to be sirBjacontrast AMM can
create a much more powerful emotional response@aae’s work was ever able or
designed to d&°
The following example, a fragment of “Later, Duringlarking Riviera Sunset,”

taken from AMM'’s debut album, will demonstrate what vebbécome known as the AMM

sound. (Example 1.2, “Later, During a Flaming Riviera Sun€e®0-1:00.)

3t should be noted that later in both groups’ long caréieey, can be said to have switched sides. SME began
to engage in long-tone or held-tone experiments, while AdviMeoccupation with silence grew, necessitating
the detachment of each phrase, or sonic object.

*Edwin Prévost fronAMMMusic 1966 Matchless Recordings/ ReR Megacorp., ReR AMMCD, 1989),

“Sibid., p.7.
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The group, at that time, included composer Cornelius CardewGare on tenor saxophone
and violin, percussionist Eddie Prévost, guitarist Keith Ramg cellist Lawrence Sheaff.
However, several of the members also employ trangiathos, as can be determined from
the opening moments of the excerpt. There is sometegegbling an intermittent pulse,
but its source is vague, possibly a prepared piano. Theingterments are also indistinct,
and purposely so, but the overall effect is even mopeitant. Creating a wash of sound
and occasionally exhibiting transient peaks of near recalitity as with the cello at 0:19,
AMM was obviously not as concerned with music as vhthgubversion of music by sound.
What we hear is a unique take on the drone, but itne way engaged with typical Indian
drone; rather, all registers are represented, the saanghing slightly but never becoming
absolutely recognizable.
A verticality is achieved in which only certain aspexttshe overall sound are readily
distinguishable, different sonic components emerging @atth listen.

Such verticality renders time irrelevant, arelabove quotation demonstrates how
important temporal disjuncture was to AMM’s aesthefitories are told, by various
members of the collective, of sounds being made duringi@ect) the nature of which were

so powerfully disconcerting as to skew his perceptioewfiorality completel§® The

“6 Saxophonist Lou Gare writes: “| arrive at the plamebably we have played there in previous weeks. Mostly
we play once a week. The place is familiar then. Sonadl of the other players are there.

We chat a bit, set up equipment, tinker with things. Semalhds go on. The playing increases as we get
involved in listening, searching, trying to perfect a shuan action.

The lights go out, or sometimes stay on but usually kewy almost dark.

In the dark it is like having your eyes shut. All the stgsiseems to go on inside.

The sudden shocks of loud noise jolt one into alertness.

The energy flows through the body.

I think - a sound isn’t good - it doesn't fit — we'veahe it before - but all the time | am playing.

And then something happens and | am listening very clesily beautiful and sharand falls away, everyone
is maintaining it, a slight change comes in, it altersaks down picks up again.

It makes me laugh - | work hard - | can’t go on — it's td@idilt, why don’t they stop - but | play all the same.
Just for an instant, or slightly more | am right on Ithiek so to speak.
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overall effect is one of dislocation, of timelesssier, as will be shown presently, of
verticality as described by Jonathan Kramer. Coltrarg/thm section, beginning as early
as 1963, exhibited degrees of verticality, and the memlb&®Ibl listened fervently to
Coltrane and his contemporarfés.

Evan Parker’s atomism/laminarity dichotomy hasrt music parallel in Jonathan
Kramer’s writings concerning the temporal perception ofiiKramer’'s 1988 bookhe
Time of Musig¢in which he codified long-fostered theories of theywarceived time and
clock time function when listening to music, provides thearemnventionally academic
component to my model for analyzing late Coltrane. Sigadif, | am borrowing Kramer’s
concepts of multiply-directed linear time and vertigaet and using them in combination, to
complement Parker’'s Atomistic/Laminar descriptors. Whdéh theoreticians meant their

modes of analysis to be perceived separately, they foher) taken in tandem, a perfect

Itis good just to listen. | don’t know what to do.

Keith is playing fantastically tonight.

Why is Eddie laying on the floor?

| can’t hear Cor.

Why doesn't Christopher turn that thing off whateves?t i

| shall go deaf if this noise goes on much longer.

Why doesn’t someone turn the lights on - | hope theytddoh't stop.
| can’t bear it.

One is tossed this way and that - and | don’t move.

It would be nice to play in this.

Itis very quiet.

I must have been sitting here a long time, my ankleshur

The silence goes on for what seems like a long time.

The lights come on.

Cor is still playing the cello.

There are one or two or more people in the room #s we

It seems as though | can't listen - it has come to me.

We chat a bit, make arrangements, discuss businesgadlyye. http://www.matchlessrecordings.com/amm-
crypt/liner-notegAccessed Mar. 24, 2008)

*In a telling comment, AMM guitarist Keith Rowe, who alwayses a radio and sometimes prerecorded tapes
in his performances, labels such activities as hisetshaf sound.”
Seehttp://www.paristransatlantic.com/magazine/intervieasg.html(Accessed Mar. 21, 2008)
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summation of the way in which Coltrane juxtaposed hisiisg with the rhythm sections of
his final period.

Kramer is quick to acknowledge the subjectivity sfdwn theories, based as they
are on developed and sophisticated listening, which he opisg v@ry little understood®
He does observe, however, that from a very early\Agstern listeners are inculcated into
the various perceptual expectations at the heart of kéhkbels linear time, or the linearity
of tonal music®® Kramer defines linear time, and contrasts it with-ioear time, as follows:

Let us identify linearity as the determination of goocharacteristic(s) of music in

accordance with implications that arise from eadnts of the piece. Thus linearity

is processive. Nonlinearity, on the other hand, is rmcgssive. It is the determination
of some characteristics) of music in accordance wighlications that arise from
principles or tendencies governing an entire piece diosel

Of the various linear time constructions outlined by Krgmuaultiply-directed linear
time seems the most appropriate when discussing Coliraoling, especially between
1965 and 1967. Of multiply-directed linear time and its opppEitamer writes:

Multiply-directed time is not the same as nondirecteddr time. In the former,

the sense of goal-direction is acute, even if more thangoal is implied and/or

more than one route to the goal(s) is suggested. In remtdd linear time there
is no clearly implied goal, despite the directed @mrity of motion>*

We see, then, that goals of some sort will be ptesemhe Coltrane solos under
discussion, mostly of a modal nature. It is worthingptere that, as with time, Coltrane’s
conception of tonality/modality becomes more and marneé,floeginning with the infamous

and often derided 1961 Village Vanguard sessions. By tlmnddmalf of 1965, Coltrane’s

harmonic conceptions were often so vague that standadésmof analysis do not define

“*8Jonathan Krameffhe Time of Musi@New York: Schirmer Books, 1988), p. 2.
“ibid., p. 13.
*ibid., p. 22.

*libid., p. 48.
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their scope in full. Consequently, it becomes necggssdook for clues, as it were, in small
details, or atoms. An atom might refer back to thelenestablished at the outset of a tune,
even if the rhythm section is playing in some other mdadéeamoment the soloistic atom
emerges. The result is a moment of temporal dissenanof recurrence; it should be clear,
however, that these glances backward are not momastsn “moment form.” Such
structures circumvent the creation of goals, or poafitdeparture and arrival, and Coltrane’s
solos are clearly linear in that goals are estaldistved met, even if more conventional
expectations are thwarted in the process.
As for rhythm section deployment, the best modffefed by Kramer is vertical time.
His description of the experience of perceiving the tenippiaf a piece of music vertically
IS as poetic as it is apt:
Listening to a vertical musical composition canlike looking at a piece of
sculpture. When we view the sculpture, we deterrfoneurselves the pacing of
our experience: We are free to walk around thegyieiew it from many angles,
concentrate on some details, see other detailationship to each other, step
back and view the whole, contemplate the relatignbetween the piece and
the space in which we see it, close our eyes anémeer, leave the room when
we wish, and return for further viewings. No oneuhtbclaim that we have
looked at less than all of the sculpture (thoughmay have missed some of
its subtleties), despite individual selectivitythre viewing process. For each of
us, the temporal sequence of viewing postures éas hnique. The time spent
with the sculpture is structured time, but the &tnee is placed there by us, as
influenced by the piece, its environment, othercsg®rs, and our own moods
and tastes?
Kramer also states that verticality gives liseener the illusion that the piece of

music has neither beginning nor end, allowing for a glimpse a process that mirrors

eternity>® In Coltrane’s music, verticality is only achieved, asinifying compositional

*%bid., p. 57.

>3Kramer references eternity throughout his volume as an appiogioal-directed temporal activity. See
especially pp. 56-57.
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factor, in the final period. It infuses certain momeimtsearlier works, as chapter 3 will
demonstrate, even infiltrating several complete compasitémnd pointing to the contentious
works of 1965-67. It is only with the addition of a secorgh@iner, and, subsequently, with
the departure of Elvin Jones and his trademark swing, timatality comes into its own.
Given the fact, stated above, that swing is repldned rhythmic conception that eschews
tempo and meter, | will discuss the rhythm section’s/iiets separately from my analysis of
Coltrane’s solos.

| do not claim, in any way, that Coltrane viewed gioup along the hierarchy |
intend to establish. While evidence of his ruminationsceming jazz, time and rhythmic
freedom will be presented, nowhere does Coltrane disnwgkind of separation between
soloist and rhythm section. | employ this hierarchy, tnigsly a legal fiction, as a way of
facilitating easier listening. Coltrane’s music hasnbgelged, quite harshly, using standards
to which it cannot possibly conform, as its structurgpleaeks broader developments in jazz
of the 1960s, to be outlined in Chapters 2 and 3.

Equally disturbing for any set analytical model is thct that despite his radical
employment of the soloist/rhythm section hierarchy, 1@akt’s pieces still conform to the
tripartite structure so long associated with jazz — healbs, head. In the final works, the
heads might exemplify a slightly different type aporality, as some employ chord
structures; some exhibit sectional changes via shiftembré, motive, density or relative
speed, signaling hybrids approaching moment form. One ticylar, “offering,” could
even be cast in what Kramer calls true “moment foangd this will be discussed in Chapter
2. However, these structures disappear as soon astlebsgin, and even this superficially

useful demarcation can be difficult to judge, as myyamlof “Ogunde” in chapter 2 will
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demonstrate. | maintain, therefore, that despite pradileally non-conformist features
where some of the heads are concerned, the mudtipdgted/vertical hierarchy, or duality,
that | propose is a governing principle of Coltraneslffperiod.

| am also fully aware that my analytical nethdoes not take into account more
recent methods of studying Coltrane’s heritage, sucheaways in which his music parallels
influential literary movements of the period under disaus Similarly, it is possible that
my efforts might be perceived as unwittingly racistemipts to place Coltrane in the
European composer bd%. | maintain, in response, that | am certainly notidishing the
importance of studies that focus on the music using tivese current and more inclusive
methods of analysis. As stated previously, in no way miean my model to be definitive,
and there are many solutions to the formidable challengesdduy Coltrane’s final works. |
wish to encourage dialogue about a repertoire that has bejustly neglected, if not
maligned, for over forty years. | propose this sttmye a beginning, a point from which

other analytical models, strictly musical or otherwisgght be formed.

**During the process of writing this dissertation, | haveoeintered sometimes fierce resistance from several
white scholars and African-American musicians; thirdéviduals claim that in treating Coltrane as a composer,
I am inflicting Western-European values on music that temgs such academic constructs. A thorough
discussion of the negligible difference between im@aton and composition is unfortunately beyond the
scope of this study, but it does seem absolutely approfwiatesider Coltrane a composer whose music,
written as well as improvised, was shaped in part by &#egfuropean traditions. Therefore, my opinion
remains that if critics, journalists and fans contitaibandy about the cliché that Jazz is America’s idalks
music, it can be examined with the rigor to which we silifee European music on which it is at least partly
modeled. Obviously, | do not posit that such modes of asaldys sufficient in themselves, nor do | subscribe
to the overgeneralization that jazz is indeed Americia'ssical music, but traditional modes of analysisikho
not be dismissed on the simple grounds that they arprtduct of another and supposedly foreign culture.
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Coltrane’s Conception of Unity through Diversity

No analysis of Coltrane’s music would be corapleithout an explication of his own
words, from interviews and his few writings. He lackled flair for pronouncement, or gift
of gab, relished by so many of his contemporaries, whiedgsdis every utterance special
importance to those wishing to understand his work. Whilér&w was never reluctant to
give interviews and always cordial, a certain circumspecnevertheless necessitates
reading between the proverbial lines. This is espectallg where his final works are
concerned, and his comments become more vaguely yetushwvmoncerned with matters of
spirituality and less with the actual process of makmgic. Yet, in almost every Coltrane
interview, there are comments that set him and his vegvest from the concerns of his
contemporaries. As we will see momentarily, evenelaidiest interview, from 1958, was
largely concerned with matters of philosophy and spirityjalhese subjects informed his
music so fundamentally that it is logical to seek s@og of verbal precedents for the
continued interest.

We can trace, in Coltrane’s verbal articulasioan increasing and all-encompassing
interest in unity. This was no superficial “all men dm®thers” creed, nor was Coltrane
dogmatic in his approach to the idea of all being condlaine@ne. Rather, unity was an all-
embracing concept, informing his thinking on spirituality, pddlphy, socio-politics and
music. These seemingly disparate elements are contigupusaposed in the answers
Coltrane provides. How superficially ironic then that fsal works achieved, for the
listener, the exact opposite result in temporal digunitf these works are unified, it is

manifest in their instrumental and musical inclusivity. Méere is no real irony here. Not
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merely juxtaposing the various elements in play, Codti® interviews and writings
demonstrate a vision in constant synthesis, confrontiag assimilating various elements
with no hint of pretense or posture. Coltrane’s wqrdsallel the increasingly adventurous
forays he made into the avant-garde in that unity wasoapped in increments; ultimately,
Coltrane’s brand of unity fostered the temporally disediktructures of his final period.

Unity from diversity was a recurrent fascinatwith Coltrane. Whether or not it was
in the vanguard of his thoughts from the 1940s is debatablet But theme that bears
examination as it is certainly repeated throughout the¢ars that formed the major portion
of his career.

In interviews and writings, Coltrane expresses thetieladea of unity in several
different ways. It is tempting to evoke the 1957 dreametsted to Cuthbert Ormond
Simkins by his first wife Naima (also known as Juanitelere Coltrane’s musical vision
was apparently born. “Nit, | had a dream. ... It was bigutiful droning sound, it was so
beautiful ... The sound was absolutely beyond his ability to describeessitating an
immediate reproduction attempt at the pidhoyet, the vision is obviously of the utmost
importance to him, given the disappearance of rhythm ififaworks. We hear again, it is
to be assumed, of Coltrane’s prototypal dreams in a Jut265 recorded interview with
Michiel de Ruyter. The interviewer asks about a dreanpatrayed in some vaguely

referenced Albert Ayler liner not&5. “Who wrote that?” Coltrane asks with uncustomary

*Cuthbert Ormond Simkin€oltrane: A Biography¥New York: Herndon House, 1975; reprinted by Black
Classics Press, 1989), p. 58.

*Sbid.,, p. 58.
*"de Ruyter is probably referring to the notes accoryipgrMy Name is Albert Aylerecorded in 1963. This
material, mainly comprising standards, has been issuedrousitimes, on European labels including Debut

(Denmark) DEB140 and America (France) AM 6100. Mostntgeit was available on a Black Lion CD
(760211, 1996). It remains out of print.
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vigor. “It's kind of true,” Coltrane smiles, continuimmgn to explain that around 1957, he had
a dream in which he was either playing in, or watching,nal Isamilar to that of Albert Ayler.
“I knew this was coming,” Coltrane says, obviously speakihthe New Black Music. We
see, then, that unity applies, in some degree, to Celgaronception of his musical
surroundings in that history is moving toward some socbaipletion.

In keeping with such a multivalent view of histoBgltrane demonstrates that unity
need not be a strictly musical concept. As the intervith August Blume in June of 1958,
Coltrane proves himself ready and willing to deal with terat of the spirit and the
philosophies that he encountered on his search. Wheniremglahe impact that the
burgeoning African American interest in Islam had on hiemsaid that it “shook me. ... it
took me to something | never thought about, another religidon

The implication, as the interview progressesh# every new development in his
spiritual thinking constitutes a minor journey that sends haeling, as it were, and it
becomes necessary for him to forget about such caé@r@a while, presumably so that he
can digest and assimilate what is useful to him. BJymehaps perceiving the root and cure
of Coltrane’s spiritual crisis and picking up on his idé&getting together,” suggests that a
world or universal religion might be the answer, dsraligions encapsulate similar core
values. Coltrane responds with something close to undrefiehusiasm to the neo-Blakeian
concept of spiritual unity. “When philosophers speak of gaad bad, they take those two
words and go so far with them! It can be a complatabeng. But, it's got to be simple, to

really get some good out of it, to really realize stvimg you got to make it simplé®

*8Coltrane’s June 15, 1958 interview with August Blume is ats#l online via the Slought foundation. |
transcribed the quotations from the audio recording Haip://www.slought.org/content/11161/ (Accessed
March 21, 2008)
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Here then, we have an integral component ofr&uadfs conception of infinite
simplicity. He is under no naive illusions concerning tilue nature of simplicity, aware of
the many complexities that need to be resolved. Llatdre Blume interview, he speaks of
playing over Monk’s changes with bassist Wilbur Ware. either one of us would be
playing the changes of the tune until we reach a cespat if we get there together, we're
lucky.”>®

Again, it is apparent that musically, Coltraneea of achieving simplicity, or unity,
out of diversity is already forming, a concept simitathat of AMM and one that would go a
long way toward determining the music of his final twarge In fact, music becomes a
primary vehicle for Coltrane to express his ideas of urity1960, interviewed in Stockholm
by Carl-Erik Lindgren, he speaks of wanting to get to the ‘essential” by discarding many
harmonic devices that he hasn’t assimilated succes$fully several points during the
interview, Coltrane addresses simplicity, which alsygk crucial part in Don DeMichael’s
“Coltrane on Coltrane” article from 1960, initially Downbeat He says of Lester Young’s
influence on his 1940s playing: “The reason | liked Lestevas that | could feel that line,
that simplicity. My phrasing was very much in Lesseréin at this time.®*

These comments resonate with Coltrane’s datkmented and oft-quoted liner
notes and poem accompanyiid.ove Supremeavhere unity embodies his concept of God
and his way of expressing it musically. The differereznss to lie in inclusiveness; rather

than simply looking for the essential, or a simgie khrough everything, Coltrane has

>%ibid.

9See the Coltrane interview with Carl-Erik Lindgren frdfiles Davis: In Stockholm 1960 CompléRragon
Records, DRCD 228, 1992).

®1John Coltrane frorithe JohrColtrane Companiored. Carl Woideck, (New York: Schirmer Books, 1998), p.
99.
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become absolutely inclusive, so that both paths are takeittaneously. In other words,
unity and diversity function as a single but multifariemsity, as a simultaneously inward
and outward journey, as infinite simplicity. Coltranptsetic text makes the case
unequivocally:

Words, sounds, speech, men, memory, thoughts,aedrsmotions - time —
all related . . . all made from one ... aldman one. Blessed be His naffe.

It should be reiterated here that such concerns arerggrable in the music. The “A
Love Supreme” theme is certainly recurrent, both in umséntal and vocal form, and the
opening flourish returns at the end of the fourth movepiritthe musical material of which
the suite is constructed is a model of diversity.teveshift as the suite progresses, for
example, ultimately giving way to meterlessness in [fRSaessentially summing up the
rhythmic developments in the suite and in Coltrane’sioup to that point. The
geographical concerns of the late 1950s are also presesitinmediately apparent in the
drone and in the Latin-tinged rhythms laid down by Elvine3oin “Acknowledgement A
Love Suprenis first movement.

Such complex unity is manifested in words evem;lateéhe liner notes taive at the
Village Vanguard Agaifrom 1966, Coltrane discusses the very practical idea of
multidirectional rhythms, concerning Rashied Ali's drum wohou see, he’s laying down
multi-directional rhythms all the time®® While these liners, in the form of an interview
with Nat Hentoff, continually reference the idea ofng deeper, of getting down to the
proverbial crux, they elucidate a more important coreporHere, Coltrane comes as close

as ever to expressing the concept of multiply-directeaditime so crucial to my discussion

2John ColtraneA Love Suprem@mpulse! 314 589 945-2, 2002), p. 28.

%3John Coltrand,ive at the Village Vanguard Againimpulse! IMPD-213, 1997), p. 6.
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of his solos in Chapter 2. Multi-directionality seermperficially to be a catch-all adjective,
connoting style and idea in equal measure, but its iaf@dics go beyond questions of
musicality into the realm of temporal perception. €oftrane, time had now been
articulated as something beyond the merely chronologidadd been transcended on a
fundamental plain of listener perception, but more th&s such transcendence was
desirable at the most basic rhythmic level. The tempycdes of previous generations had
been supplanted by a much more inclusive concept, the “thjmgeining all through”
nameless and simultaneously of the utmost importakteéti-directionality refers also to
vertical time in that simultaneities, not seriaéats, go a long way toward determining
structure. This quotation demonstrates effectively thatne stroke, Coltrane has given a
succinct précis of his most crucial stylistic development

The transition from conventional time to mu#ipnanifestations of time was not an
easy one for Coltrane to embrace quickly. There welays, to which he readily admitted.
In this, he is unique; a certain bravado is required ifiaite of true innovation, whether as
performer or, as saxophonist Anthony Braxton assestieandly experiencer. Coltrane’s
public persona lacked entirely such a front. In anotheRDger interview, Coltrane is
asked about a new rhythmic freedom in his music. “Yeahdlto get it beat into my skull
first,” Coltrane grins* In an August 1965 interview fdelody Maker Coltrane actually
admits that he delayed certain developments in his masice was not sure that people
would be ready for thefit.

Then, in 1966, a seeming contradiction emerges imabels rhetoric, expressed

®Notable is the fact that this comment was made imrtaglitollowing the Village Vanguard concerts of
November 1961. See John Coltrane, Interview with de RuyteerNber 19, 1961.
(http://www.mp33pm.co.uk/2006_06_01_archive.html

®5See Porterp. cit, p. 275.
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in his famous interview with Frank Kofsky, conducted ughist of 1966. Discussing his

music at that time, he says:

| was trying to do something. . . . There was a thing ltecto do in music, see, and

| figured I could dawo things: | could have a band that played like the way we used

to play, and a band that was going in the directiontti®bne | have now is going in

— | could combine these two, with these two concepts g@ind.it could have been

done®
The notion of a group that could do two things, that contmmpass past and present, seems
a logical outgrowth oA Love Supremand of Coltrane’s interest in the traditions fromavhi
his music came. It also references, again, the coipleontained in true unity, the
multivalence of even the simplest gesture and Coltsargdentless search for expression of
simplicity in complexity and its inverse.

It is from 1965 onward that Coltrane is most puldicoerning his overwhelming
interest in multiple expansions, in the constaneuogstrive, grow and become, but his
fascination with these concepts predates his many stegititthat vein. As early as 1960,
Coltrane wrote:

| want to be more flexible where rhythm is concernedeel | have to study rhythm

some more. | haven't experimented too much with timestrof my experimenting

has been in a harmonic form. | put time and rhythmsnt® side, in the past. But

I've got to keep experimenting. | feel that I'm just lmegng. | have part of what I'm

looking for in my grasp but not aff’

We have already seen an allusion to multi-direetiohythms, but Coltrane also
demonstrates increasing and abstract preoccupation witbrmaf a mystical nature,

including the passage of time and the idea of magic akltes to art. In his liner notes to

the controversial 1966 albu®m, he writes: “I want more of the sense of the exmanef

®See Coltrane’s interview with Frank Kofsky in Woideok, cit, p. 142.

%ibid., p. 102.
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time. | want the time to be more plastf€."Omcan be set apart from Coltrane’s other late
works because of this conception. One long track, itoelels the explosive and expansive
gestalt of its title, the thirty-minute work emanating frarseries of generative complexes
rather than from pitched themes in the manné&szensiorandMeditations

Most enigmatic, however, and most difficult to ratitize intellectually is a comment
from Coltrane that treats music as something purely rahgic

| would like to bring to people something like happinesgiould like to discover a

method so that if | want it to rain, it will start higaway to rain. If one of my friends

is ill, I'd like to play a certain song and he will be alirevhen he’d be broke, I'd

bring out a different song and immediately he’d recelviha money he needed. But

what are these pieces and what is the road to t@etidin a knowledge of them, that
| don’t know. The true powers of music are still nolwn. To be able to control
them must be, | believe, the goal of every musiciém. passionate about
understanding these forces. | would like to provoke reaimthe listeners to my
music, to create a real atmosphere. It's in thattie that | want to commit myself
and to go as far as possibe.

Here, we find what might be the most compelling eviddaceiewing Coltrane’s
approach to music as including an element of the supernatugtlleast of the elemental. In
this rarely expressed sentiment, Coltrane is obviowislying the traditions associated with
music beyond anything academic or sociopolitical; It is ipesshat his spiritual awakening
of 1957 led him down the paths associated with such thinkimghailaims, in his 1958
interview with August Blume, that many musicians discusslaly spiritual concerns.
However, the quotation goes beyond even the merelyusdinnto the realm of magic,
discussed by only a few in the jazz world, including SuaRaSonny Murray. Coltrane

seems to be examining the fundamental power of musieasts beyond reason or logic.

This quotation, in tandem with Coltrane’s concerns albeEmporal expansion, doubleness

®John Coltrane, Liner Notes to Impulse! 9140, see Kofsgygit p. 376.

®9John Coltrane, interview with Jean Clouzet and Michebbeg, from Portemp. cit, p. 211.
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and spirituality in general, bolsters the case thatisterhporal organization may not have
been an alien concept to Coltrane, especially ita$tetwo years of his life, as many of his
ideas were beginning to come to fruition. It becontearadhat for him, playing and
innovation were never enough and that beyond the mygfiakat now surrounds him, he
perceived a multileveled and increasingly multifarious ungyprinciple at work in his life.
Given the trajectory of these comments, littie wonder that Coltrane took the path
he did; exploration was second nature to him. Likea®arj and unlike Miles Dauvis, to cite
a contrary example, musical innovation was only a m¢éaan end, a method through which
to encapsulate his burgeoning ideas of humanity and spiytaalit their coexistence. Not
an overly articulate man, Coltrane’s comments abaatan existence and about his own
music leave little doubt, contrary to comments fromeNgn and others, that the temporal
disunity of his final period was the necessary and th&t cmmplete expression of his
musical aesthetic and his view of the human conditigprefer not to think of Coltrane’s
verbal reticence, and what can often seem vague or reieegleficiency, but | would also
leave it free of intimations of the beyond as faaag one dogma is concerned. He is
concerned with the human being as a whole, with tpeession of all dichotomies
pervading every word as it does his compositional aesth&n excerpt from a letter to
Downbeateditor Don DeMichael, written in 1962, expresses, witiprising eloquence, the
free thought at the heart of Coltrane’s vision:
You know, Don, | was reading a book on the life of VargGtoday, and | had to
pause and think of that wonderful and persistent force erdaive urge. The
creative urge was in this man who found himself so muchlds with the world he
lived in, and in spite of all the adversity, frustrasprejections and so forth —
beautiful and living art came forth abundantly...if onlydeild be here today. Truth
is indestructible. It seems history shows (and it'ssdme way today) that the

innovator is more often than not met with some degf@®ndemnation; usually
according to the degree of departure from the prevailing nafdegression or what
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have you. Change is always so hard to accept. Weedsthat these innovators
always seek to revitalize, extend or reconstruct thastpuo in their given fields,
wherever it is needed. Quite often they are thetgj@utcasts, sub-citizens, etc. of
the very societies to which they bring so much sustena@dten they are people
who endure great personal tragedy in their lives. Whateeetase, whether
accepted or rejected, rich or poor, they are foreveteguiby that great and eternal
constant the creative urge. Let us cherish it andmiaise to God°

0 See Simkinspp. cit, pp. 159-161.
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CHAPTER 2

SOLOISTIC ATOMISM

Introduction

This chapter will chart increasingly prevalent atomianrdohn Coltrane’s solos from
the early 1950s through 1967. No matter how anecdotal Coliramtetest in temporal
procedures and concerns might be, his soloing bringsarceancreteness to his often
elusively hesitant language. A comparison of earlyssaith those of his final period
reveals an increasingly complex and long-range exploratiohe relationship between
soloist and rhythm section typified by inherent disalleggato overriding rhythmic
structures in favor of temporally detached motivic esgtion. All linearity is, however, not
forsaken for pointillism, but reinvented and re-conteltad; small blocks of sound are
stated, altered, sometimes reiterated and then develogedal fashion, and while these
involve many references to an established tonality/modéatieyrhythmic freedom leads to
eschewed cadences and jarring anticipations, rendering iyndtipcted linear time
appropriate as a defining model. Even longer melodic limbsn present, serve as points of
stylistic or historical reference, what are commardifed signifiers. The dialectical
development of atomistic linearity is in part, a chiogaal concern, pivotal points of
contact between these two apparently polar oppositesraty in the early 1950s, on the
Miles Davis tour of 1960 and, obviously, in the final periadticipated in the Halfnote

performances of March through May, 1965, and expandédgbgnsionn June of the same



year. The present chapter will chart chronologiciliy growing disunity, mainly focusing
on key solos but also including brief examinations of@o#’s compositional methodology
where relevant. Comparisons to other prominent saxepbtylings will also be made to
demonstrate the unigueness of Coltrane’s atomistic visidritee external forces to which he

was indebted.

Coltrane’s Atomism

An atom can be viewed as a musical motive, separatgshie way from surrounding
solo material. It can consist of as few as two sicaed it can be an entire line or long phrase.
It must, however, be separated from its surroundings, Igaheeother elements at play in
the solo. In Coltrane’s soloing, the atoms usualty at a tonal area, an integral component
of the narrative structure to be explained presentlgwéver, the appearance and context of
any atom is fluid, and atoms can be defined using a numiparafmeters, including silence,
register, note length and pitch content.

From the outset, it should be noted that Coltsadm@and of atomism has very little to
do with the post-Webernian construct employed by improwisatigroups such as the
Spontaneous Music Ensemble, as outlined in the previous ch&ji#rane was not
exclusively a student of the “classical’ or Europeaditian, although he fostered a life-long

passion for chromatic exploratiGrand developed his own ideas concerning the nature of

"Coltrane’s melodies, but especially their accompanyimmbaies and his solos over these harmonies, became
increasingly chromatic, the infamously complex change&tarit Steps” being a noteworthy example. Alice
Coltrane suggests that in 1967, Coltrane was writing assefipieces that employed all twelve chromatic
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“classical” music later in lifé? Rather, it might be posited that Coltrane’s atomimived
from the same impulses that lead to all formal extensi jazz. As Coltrane drummer
Rashied Ali observes, it is the moments of formal espan in the playing of post-bop
drummers such as Philly Joe Jones that first caughttargtian, leading him toward that
aesthetic now known as “free” jaZz.For Coltrane, such freedom was a possibility to be
explored in each moment of any given formal struct@a.a very intuitive level, as jazz
depends so much on chordal and chorus repetition, theallesstenario for improvising
musicians with a predilection for exploration is tpamd the form, to elasticize it by creating
solos that stretch the boundaries of a given struabirépth macro and microcosmic levels.
Whereas all players can be heard bending rhytanddarmonic rules from time to
time—this is an established mode of expression dating baofuis Armstrong’s earliest
recordings—Coltrane’s approach to these procedures isdifbicalt to classify in terms of
style. Coltrane’s atomism began, obviously enough, emticrocosmic level, typified by
substantial breaks from established rhythm and chord stracexemplifying perfectly the
dialectic described by Ekkehard Jost as encompassing swirenerg’* These
disconnects are not seamless, as might have beeadbeavith any player versed in bebop.

Even in the very first recordings he made, dating from ¥84tere is a latent desire to

pitches, numbered to correspond with the signs of tHaepa plan that, as far as we know, was never to
achieve fruition. See the liner notes to Alice Colgd ransfiguration(Warner Bros., LP 3218, 1978), p. 2.

"Interview from John Coltranéjve in Japan(MCA Records, Inc., GRD-4-102), p. 8.

Rashied Ali, Phone Interview, conducted by Marc MedwirtpBer 4, 2005.

It is also worth remembering that during his 1938 Library afi@ess interviews with Alan Lomax, Jelly Roll
Morton stated that the break (now called stop-time)tivasnost important element in jazz. Sedy Roll
Morton: The Complete Library of Congress Recordings by Alan LgR@nder CD 11661-1888-2, 2005).

"See especially Ekkehard Jdstee JazzGraz (Austria: Universal Edition, 1974; reprinted by Dp@ Press,
1981), p.71.
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experiment, to expand harmony and rhythm in the momentyhitel this can be attributed

to youth and inexperience, hindsight allows the trajectmhetseen clearly, even if it was

not understood by audiences and critics of the 1950s, wheari@was continually charged
with trying too many things at one time, or simply witlusding angry or aggressive.

Coltrane himself explained the phenomenon in 1960, stdtaighe had several ideas that
would allow him such freedom, even though he hadn’t graspathfhieations of each

concept to his satisfactidf. Each idea, which | am labeling as an “atom,” can begpeed

as a point of articulation, as a harmonic deviance spa® type of rhythmic aberration. In
fact, this trait is at the heart of his soloing, angtihained personal regardless of the genre or
style in which he played.

The aesthetic results might best be describaddesonnect, a way of momentarily
circumlocuting any harmonic, rhythmic and temporal boundariesriers for Coltrane—
inherent in the bebop tradition out of which he emergedirmany compositional structure
he chose to exploré. This type of disjunct exploration is slightly but stffmally related to
the honks and squeals associated with Albert Ayler’srdéngs for the ESP label, which
predate Coltrane’s “free” period by about a year. Whdér@ne relies occasionally on
extramusical utterances to make his point, these tiribists and turns would be the

property of Pharaoh Sanders more than they were tfa@e| leaving the latter to play

“These recordings were made privately, while Coltraag iw the navy in Hawaii. See Lewis Porfahn
Coltrane: His Life and Musi¢University of Michigan Press, 199§).44.

8John Coltrane, interview with Karl-Erik Lindgren, March 2960. See Miles Davi# Stockholm 1960
Completeg(Dragon, CD 228), disc 1, track 4.

"By referring repeatedly to standard bebop soloing throuigthis chapter, | am invoking the melodic models
established by Charlie Parker, Dizzy Gillespie and Baddl among others; in this style, dissonances are
usually resolved chromatically, in a way fairly closehtat of western classical music as the solos’ implied
harmonies also take their cues from this genre. Though th certainly moment to moment disjuncture in
bebop, the overriding rhythmic pattern is one of swung eigbiths, conforming in this way to the traditionally
established harmonic models followed by the solos.
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mostly pitched tones in his solos. Furthermore, despé fact that Ayler used space to
stunning rhetorical effect, there are precious few torfateaces in his solos, those being
reserved for Ayler's simple heads, seemingly derived freamhor manufactured folk
melodies. Above all, Coltrane’s atomism is basedleas relating to the modal structure of
whatever composition is being played.

At its most successful, Coltrane’s atomism a&so be said to relate to the “sheets of
sound” approach, to be discussed in more detail belovefl\Brit has been posited that
Coltrane was attempting to play up to three arpeggiatedisloor a single chord in the
rhythm section, the other two being harmonically reldfet.is plausible that atomism is, at
least in part, an extension of the sheets approagmoptc form of the harmonic concerns
expressed by Coltrane in the aforementioned 1960 intervidmatter how far “out” the
soloing and accompaniment becomes, on a local or longleel, Coltrane’s solos always

refer, even if intermittently, to an aspect of thelmaly.

Atomism in Coltrane’Apprenticeship

An examination of Coltrane’s early solos, especidibse found in recordings from
1951-52, reveals a penchant for pushing the rhythmic and melodetopes in consistent
ways that would ultimately come to define his final relags.

Dizzy Gillespie’s Dee Gee single, “We LoveBoogie” is nothing more than a G-

Major jump blues in 12-bar form, and it would be commonwado emphasize scale

8See Ira Gitler’'s description of “Sheets of Sound” in figan the Track” frorThe John Coltrane Companipn
ed. Carl Woideck, (New York: Schirmer Books, 1998), pp.3-6
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degrees 1, 3 and 5 using “bluenote” versions of these dietdhe idiom. Gillespie does so

in his solo, a model of tastefully bebop-inflected but geridues figuration.

Example 2.1 Gillespie’s Solo from “We Love to Boogié’mm.1-4
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Coltrane, whose solo begins mid-chorus, continuallyleszes notes that fall outside the
IV 7 chord, and when conventional notes are employed atteestretched and un-
idiomatically resolved. The B flat/A figuration found meéhe outset of Coltrane’s solo is
symptomatic of this practice, and the more conventiommsdentback to G from B flat is
delayed almost until the end of the bar. FurthermbeeAtis emphasized by length,
rendering it a force apart from and outside of standard bfesric in terms of both pitch
and rhythm. The collective result is a rather primiteporal suspension for the listener, as

what amounts to a prolonged cadence occurs.

Example 2.2 Coltrane’s Solo from “We Love to Boogie,” mm.1-4

0 & /-_____-______——\ [

A similar treatment of an “outsider” scale degtbes time A Flat, occurs in a 1951
Birdland broadcast of “Night in Tunisia,” again withraal Gillespie organization.
Foregoing Charlie Parker’s classic and legendarily ditfisalo alto break as recorded in
1946, Coltrane opts for an exotically scalar passag&inganto a series of patterns largely

involving iterations and reiterations of A flat. GivArflat's polarized nature with the E

"Unless otherwise noted, all transcriptions are by Niéedwin.
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dominant harmonies which open each melody statemergffdet is one of struggle between
Coltrane and the rest of the group as Coltrane flaadse “Tunisia™s rhythmic and
harmonic structur®’ Eventually, Coltrane is forced to play in a more @ntional style by
piano and vibraphone, but these brief moments arerpoug events; they illustrate a
growing fascination with the disunity that would coméwyaify his approach to

improvisation.

Atomism under Miles’ Tutelage

What might have been perceived as manneristic appedaties in Gillespie’s
groups will be shown to be absolutely essential siyledements in the Miles Davis years
(1955-1960), even though at the time they were treated witke sontempt by several
dedicated critic§® The single-note temporal rhythmic and melodic deviatleeard in the
Gillespie recordings are expanded, developed and used acedpk post-bop tropes in his
playing. The master take of “Bye-Bye Blackbird,” record@dGolumbia in 1955,
demonstrates both the transition to a more atomistie and Coltrane’s growing ease and
facility with this method of improvisation.

It can certainly be argued that Miles Davis’ smicthe master is atomistic, as are
many of his solos from all periods of his career, beginmogt notably with performances
from the early 1950s. The opening of the “Blackbird” sela case in point, a single

arpeggiated figure being repeated and then transposed tcesoekbhdy’s implied harmonies.

8 This might at first seem to be a result of amateupiaing, but the effect is often present in a more
sublimated form, especially following Coltrane’s miramgd improvement after 1957.

81 See Bill Coss’ review of “The New Miles Davis Quétitin John Coltrane Companioop. cit, p. 226.
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Davis’ approach is contemplatively spacious, and each @i obviously related to its

counterparts, is presented as a self-contained unit.

Example 2.3 Miles Davis’ Solo from “Blackbird,” mm.1-8
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However, the solo is quite obviously wedded to the tragié&gall rhythmic structure, an
easily loping swing feel. Any momentary disunity betwseloist and rhythm section or
harmonic structure (e.g. the extended B in measure 6 o§Tmst chorus) is quickly settled
as Davis continually returns to the eighth-note pattesnally associated with bebop-
inflected swing. Any deviations from this typical patteatur, sporadically, on offbeats,
and they do not become integrated in Davis’ musicabritein any way that would create
lasting rhythmic or tonal disjunctuf&.

The first eight bars of Coltrane’s solo oféepowerfully stark contrast, demonstrating
a huge leap in the direction of multiply-directed linBiae exploration from the previously

discussed Gillespie solos (See example 2.4).

8 The occasions on which Davis would begin or concludédiae in G hold more shock value for that very
reason, as can be heard from several of the audiesctéors to the now infamous March'20960 Olympia
concert by the Miles Davis Quintet.
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Example 2.4Coltrane’s solo from “Blackbird,” mm.1-8 (Copyright1®73 Andrew’s Musical Enterprises, Inc.,
Transcribed by Andrew White, All Rights Reserved. Usegermission.)
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A fragment of the melody is played, consisting largelyhe opening phrase, but from the
rhythmically delayed first note at 3:25, Coltrane is pulbh@rply at the rhythmic bounds
imposed by Phily Joe Jones’ percussion work and Paul Chgnblass line. The solo then
shifts gears radically, a rapidly ascending scalar fifnam C to the ¢ (3:28) completely
breaking away from any eighth-note patterns, existingamiemy pulse offered by the
rhythm section. Another melodic fragment ensuestimoing the melody where the first one
ended, seemingly rendering the scalar figure an interrupttmwever, it returns in mutated
form after the melody reaches F in measure 4, becotinghgrincipal improvisational tool
over the next few bars. Each of the four succeedial@uisoccurrences is a rhythmically
modified version of the initial ascending figure, and fagain, none fits comfortably with

the rhythm section’s rhetoric.
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Harmonically, relations to the rhythm sectioa mot much more conventional. True,
the scalar motive is altered to fit the changes, litémporal disunity established by
Coltrane’s rhythmic invention is complemented harmonycaipecially at the ends of
phrases. The fifth upward scalar motive (measure 8) xiomple, ends on sharp,
anticipating the eventual harmonic move to the Il chatddoing so on the weakest possible
beat.

One of the most striking things about this seatib@oltrane’s solo is the amount of
space between each idea. There is no bebop lineariy ds might be heard in the best
solos by Parker or Gillespie. There is also no appamget to flow seamlessly from one idea
to the next, a conventionally desirable result ofdmgevelopment. In fact, juxtaposition
seems to be Coltrane’s goal during the first eight lvensre melody and the scalar motive
are put in contrast and exploited for a new breed lofsi@ development. As the solo
progresses, these elements return in somewhat nevedtsipically “bebop” fashion, notably
at 3:56, where an upward scale is stretched into somethingeagbjong more suitably
conformist “bebop” eighth notes; however, even theystifl immediately recognizable,
even given differences in tempo and a decrease irptte detween each idea statement.

A notable refinement of these techniques is evideatery recorded concert from
the spring 1960 European tour with the Miles Davis quintettr&e acknowledged the
consistency of his playing on this tour, and the Marche&2&ion of “All Blues,” recorded in
Stockholm, serves as a primer of the techniques that ceanpaltrane’s multiply-directed
soloistic narrativé® His solo opens at 5:07 with some very simply sustaiiteties, as is
usually the case with the solos from this tour. @okrchooses to emphasize E, C and D,

despite the rhythm section’s movement through the firstus of a standard 12-bar blues

8The Stockholm “All Blues” solo can be found, in trangticn by Andrew White, in Appendix A.
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form. These three opening notes are played quite sléollgyved by repetitions at varying

levels of speed, some vaguely proportional and some not.

Example 2.5Coltrane’s solo from “All Blues,” mm.1-12 (Copyright®94 Andrew’s Musical Enterprises,
Inc., Transcribed by Andrew White, All Rights Reservdded by permission.)

The next chorus, beginning at 5:34, finds Coltrane statidgl@en developing a scalar figure,
first stated in arpeggiated thirds and then the other ndtée scale are incorporated to fill
the gaps; the ambitus of this figure is often betweenthd@ one octave higher and
sometimes from A to"dan octave and a half highefhe scalar statements, absolutely
atomistic in terms of space and phrasing, give wayeamthicited “sheets of sound”. The
atomisms do return, for example at 6:14-6:17, but thesiecestain intensity now, a linear
drive even though no conventional lines are occurring. N\Qwtrane wishes to play a solid
bebop line, as he does at 6:51, it is really only a fragnaepoint of historical reference for

him as he builds his arsenal of technique and rhetoric xseepde 2.6).

Example 2.6Coltrane’s solo from “All Blues,” mm.21-23 (Copyright®94 Andrew’s Musical Enterprises,
Inc., Transcribed by Andrew White, All Rights Reservdded by permission.)
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The same can be said of the stock blues riff at 8:28fsmmple 2.7); it exists on its own,
amidst more avant-garde techniques and concerns, attainmgady virtue of its
historical separation from surrounding elements and bexptavant-garde” by virtue of

this separation and the resulting temporal disjuncture.

Example 2.7“All Blues,” m.82 (Copyright © 1994 Andrew’'s Musical Enteig®s, Inc., Transcribed by
Andrew White, All Rights Reserved. Used by permission.)

stock blues riff
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The solo develops along similar lines, comprising a longr{extaposition between more
linear elements with blatantly and atomistically repetiones, until at 8:07 (see example
2.8). Coltrane begins the exploration of multiphonied typifies many of the solos
executed on this todf. Not content with simply attempting to play two noteswdtaneously,
Coltrane begins to attempt verticality by alternating‘ti®rdal” dyad with other notes in

the mode, the procedure fully emergent at 8:40.

Example 2.8"All Blues,” mm. 85-91 (Copyright © 1994 Andrew’s Musical Emgses, Inc. Transcribed by
Andrew White, All Rights Reserved. Used by permission.)

8This is a practice of playing a note so that onésobvertones, often a third above or a sixth below the
fundamental, also speaks. See Lewis Paytém Coltrane: His Life and Musi{@niversity of Michigan Press,
1997), see esp., p. 122.
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Obsessed with chordal playing for the next several cher@@trane makes obvious
attempts to state the tune’s changes, sometimes using € an the 1V, sometimes sticking
with scale degrees 2 and 6 in a third-based formation.réthen to a “sheets of sound”
modus operandi by 10:03 may be seen to render the entinphoulc section as a single
atomistic exploration, in turn rendering Coltrane’ayrhg atomistic on a micro and
macrocosmic level.

A useful and illustrative comparison can be maitle Sonny Stitt’s soloistic
vocabulary from the same period. It is not, by anymagthat Sonny Stitt's playing is
lacking in invention or taste as he solos on a versidAll Blues” recorded several nights
later on the same tour. It may simply be that 8titploys a technique of polished cliché,
largely indebted to Parker’s hugely influential work. Heherefore less able to develop
atomistic ideas, when they manifest themselves indiis with the same fluency evidenced
by Coltrane. His solo on “All Blues” begins with a feetly timed but stereotypically-based
triplet blues riff, emphasizing scale degrees 3 and 1 widsaing glance at 4, his sound
brittle and pure, characteristics often associated Raitker’s innovative middle 1940s
playing. In fact, much of Stitt’s solo is built onrdebop and “soul” blues riffs, making
Wynton Kelly’s pianism here a perfect foil. Howevethereas Coltrane’s solo develops,
beginning with simplicity and winding through a widening amb&nd a series of
intertwined multi-temporal complexities until more thame note at a time is necessary for
self-expression, Stitt’s solo sports the concisi@mglexity and tightness often heard in
much briefer tracks by Parker and Gillespie. The mgdaiid length of “All Blues” seems
to place Stitt outside his element. His solo doesaaohuch develop as continue along a

conventionally linear path. The descending B flat ctfle arpeggiations that define Stitt’s
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approach to the 1V chord in the first chorus is indieabf his approach. As befits a
descendant and protégé of first generation bebop, any mod-tnes are immediately
resolved to fit in with the changes, even if an uppercttire or tension is invoked in the
process. For Stitt, chromaticism, while prevalensuigservient to the changes, whereas with
Coltrane, rhythmic and chromatic invention serve ag-kemm disrupters, defying the form

of the piece in favor of freer harmonic exploration.

Atomism in Coltrane’s Compositions 1957-1965

Simultaneously with atomistic developments in Cokrarmplaying, his first recorded
compositions began to emerge. As Scott Saul obseresg ¢arliest compositions prefigure
Coltrane’s later works in that the minor third of ffentatonic scale is a major component of
head construction, usually cast in the form of a minoesf® These melodies complement
Coltrane’s atomistic approach to soloing in that theimstruction is simple and itself
atomistic, largely eschewing long melodic phrases inrfa¥ terse statements of three or
four notes which are then developed as were the openingft@adtrane’s solo on
“Blackbird.”®® Early works such as “Blue Trane,” “Cousin Mary” and #ven sparser
“India” demonstrate an increasingly deconstructionist vaéd2-bar blues form, while

“Impressions,” atomistic at its root, follows suit inmedal framework’ It could even be

83cott SaulFreedom Is, Freedom AiiHarvard University Press, 2003), p. 256.

8Fascinating is that “Brazilia,” a composition fromstfiormative period, actually prefigures some of the
atomistic procedures éfscensionin that atomistic phrases are followed by long sustaistly of an
arrhythmic nature. This blend of sustain and rhythngedom, only present in “Brazilia™s head, would come
to be a hallmark of Coltrane’s later style.

65



argued that Coltrane was drawn to “My Favorite Things” ipedg for its latent atomism,
especially apparent at the verse’s beginning and in tihe co

The relationship between “Cousin Mary” and “Bluarie” is especially striking.
Both use the same minor third/major second componeiits avperfect fourth ambitus,
as primary figurations, and while each might be constleraamented to flesh out the
melody, these “extra” notes do not alter any fundamesitallarities gained from
accentuation and note length. Equally fascinating is dbethat bars 5 through 8 of
“Blue Trane” share a very similar construction witich of “Cousin Mary”s melodic
underpinnings. This could certainly be due in part to thetfattboth tunes are cast in
traditional twelve-bar blues form, but it seems morelyikkat the similarities depict, at
the very least, a growing fascination with repetitgpace and atomism on the structural

level.

Example 2.9Blue Trane,” mm. 1-12
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Example 2.10"Cousin Mary,” mm. 1-12
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8This is a composition based on “So What” by Miles DaWhile the principle motive is always followed by
a pendant melodic figure which is more linear, the wistiecture is often subject to a quasi-serial change in
performance, especially documented on the 1962 Europearetaudings, some of which have not seen
commercial release.
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“India” would present a logical outgrowth of these @amms. Basically comprised of
horizontal dyads and triads, both arpeggiated, the melodlgd not be more sparse, in
keeping with other Coltrane heads of the time, sucioehomey Dance.” In “India,” space,
in the form of silence, plays an equally crucial rolenelodic construction, each elemental
repetition being absolutely and purposefully apparent, edlyewiaen set in contrast to the

complexities of the solos (See Example 2.11).

Example 2.11"India,” mm. 1-12
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As “Cousin Mary” and “Blue Trane” exhibit a fundart@melodic relationship,
“India” and “Impressions” coexist in modal territorylmpressions” combines “India” ’s
atomistic melody with some composed material, in thg that “India” ’'s melody and solos
work in contrast, to support and enhance the bimodal charctste, while the form remains
a very traditional ABA structure. India pushes the madalcept even further. If a twelve-
bar blues bass line is inserted into “India,” it becomesrg convincing representative of the
form; all the more striking, then, that this is not hiovg cast by Coltrane. It is entirely based
on G, which serves as a constantly repeated note a®line, freeing up the two-bass
lineup for its own atomistic exploratiofi%.

“My Favorite Things” seems, in retrospect, a&mious choice for Coltrane, far more

so in fact than does “Greensleeves,” which was plarmée the follow-up hit single. While

8This freedom might be considered a nascent form of whatd become an extremely important form of
autonomy in rhythm section deployment for Coltrane begmm 1965.
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modal in Coltrane’s various renderings, “Greensleevesglody seems too conventionally
linear for suitable repetitious and atomistic treatmiemp]ying many more harmonic
changes than the solos actually employ. The madd@yly Favorite Things,” on the other
hand, even contains some of the same fourth/second wttietrand pervasive repetition
found in “Cousin Mary” and “Blue Trane,” albeit with dli as ambitus.

While the heads of these pieces do not specificaliform to the multiply-directed
linear time model as established by Kramer, they leava foo such procedures in the
accompanying Coltrane sol85.

The atomistic strain inherent in these compmssticulminates in two suites of 1964
and 1965 respectivelyA-Love SupremandMeditations The first movements of both
works are studies in atomistic construction, “Acknowledget'hstill in all likelihood being
one of the most famous Coltrane compositions precfselthis reasof! (See Example 2.12).
The movement’s oft-quoted and overanalyzed four-note mdditreated in a way that
strongly prefigures “The Father and the Son and the Balyst” fromMeditations treated
in similar atomistic mutation using what Lewis Portas laptly dubbed “motivic cell$® (see

Example 2.13.) Again, these are independent blocks of sousdhaller monophonic

#In “Cousin Mary,” for example, there are similar scdlaurishes as are heard in “Blackbird” and the sdcon
scale degree is emphasized strongly at the solo’srupess in “We Love to Boogie.” The rhythmic
displacement of these temporal disrupters is obvioushe subtle here, as Coltrane’s improvisational voice ha
become more unified with his compositional approach, layt é#ine undeniably present.

“The “Love Supreme” motive, as it is often called, is gddiy artists in jazz, rock and hip-hop, as is the
opening piano figure of “My Favorite Things,” itself perhapdy slightly less famous.

%ISee Porter’s analytical discussionfof.ove Supremia John Coltrane: His Life and Mus{@nn Arbor:
University of Michigan Press, 1997), especially p. 233.
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versions of what Ekkehard Jost labels sound complewgsch are then reordered, repeated
and transposed.

Example 2.12 “Acknowledgement,” ¥ movement ofA Love Supremenm.5-8
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Not only similar in atomism but in scalar and wiotconstruction, “Blue Trane,”
“Cousin Mary,” “India,” and “Acknowledgement” and the oyeg movement oMeditations
form a unified compositional body that parallels and argutaijitates Coltrane’s trajectory
and development as a soloist, helping to set the stadgleef 1966 and 1967 pieces, where

many of the simple transpositional procedures discussea alocur on multiple levels and

in temporal disunity®

%2Jost,op. cit, p. 89.

%Ascensiomight be included in this atomistically constructed corfpuits opening figure, resembling
A Love Supremso closely, but due to the fact that the melody=ated collectively instead of developed in
linear fashion, it seems to fit more comfortably vitie 1966-67 compositions.
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1965: Transition and Discontinuity

1965 was arguably a transitional year for Coltrane anth®Classic Quartet in
many respects, and group dynamics and musical relationsendiiscussed more fully in
chapter 3. It seems appropriate, at this point, to guaitat breakdown in intent, if not
necessarily in communication, began to manifest itgelfin the quartet somewhere between
May and July, the seminal Sunship sessions of August thstanding. A freedom of
rhythmic exploration, similar to what had transpiredios Miles Davis 1960 tour, began to
be apparent in Coltrane’s solos, accompanied by evenatmmastic activity. The newly
released March recording of “One Down, One &fftom the Halfnote demonstrates new
harmonic vigor and invention in a more rhythmically rasgd environment, partly reflected
in some rhythmic rigidity in Coltrane’s delivery, senyias an effective point of stylistic
transition. Again, if bebop lines occur, they are detdcand consequently divorced from
conventional meaning and syntax. The form aids in tluegss; again, Miles Davis is
referenced, as the form of “One down one up” is a ¥MBA, like “So What,” the
difference here involving the choice of modes, percep#ibleither a whole-tone scale or as
stacked augmented chords. Atomism occurs almost frooutiset of Coltrane’s solo,
especially at 2:14, where C sharp and B are reiteratéflanked by increasingly lengthy
pauses. Occasionally, this atomism demonstrates strfding freed rhythmic activity that

would come to typify the solos from the next two gearotably from 2:33-38.

%This is a radio broadcast, cutting in during Garrisdmaiss solo, if the announcer is to be believed, son f
minutes into the performance. It has now been rateas@art of John Coltran®ne Down, One Up: Live at
the Halfnote(Impulse! IMPDCD 000238002, 2005).
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Another phenomenon begins to manifest itself,thisdversion of “One Down, One
Up” exemplifies it perfectly. Despite formal structsifgeing governed increasingly by a
type of loosely atonal approach, Coltrane’s solosiooatto emphasize a single pitch by
repetition and by articulation. This version of “One do®Wne Up” is as “atonal’, or tonally
free, as the classic quartet was ever allowed to becamdeyet, Coltrane’s atomistic
approach brings repetition of certain key notes th#ttemselves reference any loosely
defined tonal center the tune originally had. The congtéert-registral reiteration of G at
and around 7:25 is actually an example of this from a mbimevhich Coltrane is again
“referencing” bebop, and as we have seen, this is algmeaof atomism, the reference
having no real bearing on the tonality or structure ottine® At 6:33, the approach is
much more typically and unabashedly atomistic, Bd&aving as a constant point of
repetition over a tonally shifting but rhythmically staheEeompaniment.

As the texture goes from a quartet, to trio thweth to duo setting, with all dropping
out except Elvin Jones and Coltrane, all semblanceedbitin disappears, leaving room for
unhindered exploration. For Coltrane, this usually involizas,s certainly not limited to,
explorations surrounding F and associated harmoniesp@ geration or reiteration of
augmented chords. The privileging of F and the aforemeedioeiterations of B flat harken
back, obviously, to the head. It is tempting to se¢r@mt’s solo here as a multiply-directed
linear narrative whose beginning does not even occursrpthformance. Rather, it is
manifested in the two versions of the tune recorded e#ul¢ryear, one studio and one live.

Here also might be the beginning of Coltrane’s visibhi® final period as a unified whole.

%\t should be noted that when Tyner does finally pick uoltrane’s temporary emphasis of G, Coltrane
begins to trill in a manner not at all complicit withrigy's figurations. It is possible that instances sudhias
speak tacitly to the beginning of tensions within thaugrthat was to dissolve by the end of the year. S€e 8:0
8:05.
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Coltrane’s soloing from this pivotal period demoaists another new development in
his atomistic approach. Especially from May and beyewndry solo begins to deviate so
much from group rhythm that even when the solo is supaijidinear, the lines are devoid
of conventional meaning in traditional jazz rhetoric. énbryonic version of this approach
can be heard at the very opening of “Acknowledgement, tevaejuartal arpeggio, based
around B, is stated and reiterated, its internal progergtated multiple times in a
rhythmically free fashion but without pause, creating a kihlinear atomism.

The version of “My Favorite Things” recorded ulyJof 1965 at the Newport Jazz
Festival is a more developed case in point. Coltras@ts is largely linear in surface
construction, but it consists, for the most partyidiéton notes in the E-minor scale,
especially prevalent from 8:23. If divorced of thedrdind imbued with Coltrane’s penchant
for spaces between phrases, these notes would prés@gte structures similar to those
found in earlier solos. It can also be argued that, ke trill itself becomes an atomistic
device, being stated, altered, restated and disseminatethaneasingly wide intervals. A
bit further into the solo, beginning at 9:07, a trilled Bustained, while other notes are
invoked, again through use of the trill, and these everaigran similarly serial fashion.
Again, the lack of space denotes linearity, but this liteésllows neither the song’s
inherent rhythm nor does it always conform to the chgngasay unpitched sounds being
interspersed with the E-minor/major related material.

It is worth considering the sources of Coltramadical approach to what | will call
atomistic linearity in some detail. They are two-fad,two musicians - Albert Ayler and
Pharaoh Sanders - seem to have had the most readiiyable influence on Coltrane in his

final years.
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Saxophone Influences on Late Coltrane

Given Coltrane’s originality of approach, espleiaut not exclusively in this period
of his development, it is a temptation worth thwartioglkace him in a stylistic vacuum. As
we have already seen, this is far from the truththé previously cited 1960 Stockholm
interview, when Coltrane is asked about some of hisdbive influences on tenor, the first
name he mentions is Sonny Rollins, demonstrating agiless to acknowledge current and
historically important players equally. It is no surgrithen, to find Coltrane actively
listening amidst the striking and long reverberating elesérat have come to be known as
New York’s “New Thing.” There is no denying Ornette Coletsaffect on jazZ but
Coltrane is indebted even more strongly to thosegbhiesued the implications of Coleman’s
diverse output even further. Of these, Albert Ayleretiéss more recognition than he has so
far received for a readily discernable influence onr@oé’s “late” sound. As has been
stated above, it is not in reference to note choiceAplat’s influence is most notably
manifested. It has more to do with the treatment afdividual note, or multiphonic tone,
or sound, and in this, Ayler had a style all his own. eGithe New Orleans march topoi and
folk-derived melodies with which his music is replété makes sense that vibrato would
mirror that found in traditional dixieland of the 1920s,afdy in King Oliver’s Creole Jazz
Band and in the Hot Fives and Hot Sevens, all of thegjects including the young Louis

Armstrong. Such seminal recordings are typified by vaie almost constant vibrato, so

%Coleman loosened, but did not eradicate, the notionraidray and of harmonic development in jazz, and it
seems reasonable to suggest that it is ultimately thectmengendered by this development, rather than a
dogmatic adherence to any one stage or aspect of grgemh freedom it offered, that had the longest lasting
effect on the music as a whole.

9™Truth is Marching In” will demonstrate these phenomeaavincingly.
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invasive that it often goes some way toward obscurgfyitdamental pitch. Additionally,
notes are often connected by slides and smears, thasesleeing given the terms
“portamento” and “glissando” in classical performancacfice. These mannerisms were not
merely affectations associated with Albert’s playirgtley also are a hallmark of the
trumpet work of his brother Donald, with whom he ofteliaborated.

Coltrane adopted these approaches in miniature.s@cond half of 1965 and the
succeeding years saw a general widening and deepening in hts véma while it never
achieved the proportion and magnitude associated with Alylsera concession to Ayler’s
influence that cannot be overstated. When noteacaentuated in Coltrane’s later solos,
they are even more readily identifiable given themerand richer tone that emerged as a
result of more vibrato. It might also be argued thdtr&oe’s use of trills from the period
was a transmogrification of Ayler’'s penchant for whaghmloosely be called ornamentation,
but which really has no satisfactory term associateld tyiespecially when it becomes such
a prominent aspect of the soloistic dialectic of liitgaand atomism fostered in this period.

Equally important is the early work of Pharaohdgeis, who had already cut his first
solo record for ESP by the time he began to work ®hrane in mid 1965. He proves that
he is perfectly capable of playing over changes, butary#ars he was employed by
Coltrane, this was not a concern, and it was notrfgrsaich ability that he was brought into
the quintet. Sanders’ aesthetic might be closely cosdp@ human speech, a trait he had in
common with reedsman and fellow Coltrane alumnus Boiphy. In fact, Sanders may be
seen to be a replacement for Dolphy, picking up wheréatter left off upon his premature
death in 1964. Both players are essentially linear playdride the lines produced by

Dolphy are disjunct, their contour and the way in whigpetition is employed are as much
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influenced by bebop as by “free” jazz. While Sanderseagstbebop altogether, his playing
consists largely of long moans, screams and stutteresl Where micro-pauses abound
throughout; basically, his playing mirrors the length sflireaths, which are varied but
contain a plethora of notes and microtones. The op@&ifiSgnders’ solo on “The Father
and the Son and the Holy Ghost” is a prime examphésodesthetic of this peridd. It is un-
transcribable in any conventional method, but ther@ecasionally discernable notes
present. It begins with short squawks which might besicered atomistic only in the sense
of a Miles Davis melody; with Sanders, no resolutikes place, as there is no tonal/atonal
dialectic. Pure unadulterated human expression is)titkis operandi of the solo, and the
breath-phrases increase in length as the solo progreds®tes occur, as they do in

occasional twos and threes, they bear no resemtiankeir surrounding®’

Atomism in Coltrane’s Late Solos

Both of these markedly individual stylistic approachestexiea profound influence
on Coltrane, and they can be heard in tandem, usuallyck gnd repeated succession,
throughout every solo of the period under discussion hHEnes newly and atomistically
independent approach to linearity would be the defining elethantvould shape the solos
of Coltrane’s final period. In essence, these saleskaped by all that has come before—

the often disjunct linearity of bebop coupled with thereased employment of atomistic

%30lo is not really the proper appellation here, as‘sole” fades into and out of the others, forming a kifid
collective gestalt that would permeate the soloist/rhygbation boundaries in all of Coltrane’s last works.

“This is especially true on the more frenetic Sanddos sWhen he is playing more reflectively, fragmesfts

the head and related ideas are pursued, but the proéedoteconsistent throughout the two years in
consideration, as atomism is in Trane’s solos.
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motivic development—nbut these solos are seamless caimstigjdlurring the edges of
atomism and linearity to form a consistent approachwioalld complement the modal/atonal
nature of his final compositions.

“Ogunde,” recorded in early 1967, presents in microdGsltrane’s newly
reintegrated approach to soloiff§. There are three statements of what might, af best
termed a very loose but still identifiable melody, basednuch on intervallic exploration as
on a definitely discernable melodic line. Each heatkstent is followed by a solo break,
the first much longer than the second. Self-consgraesérential from the opening bars, the
aesthetic from “Acknowledgement” is palpable in the @iginitial quartal exploration®?

The modal treatment of D flat minor provides a tempobartyunmistakable center here, and
as the music is not pulse-based—see the following chimptardiscussion of rhythmic
concerns—there is ample room for temporal exploratiarbeth pitch and rhythm. Indeed,
the first 9 seconds of Coltrane’s very loose statémethe melody focus primarily on scale

degree 5, giving the entire gesture a feeling of impendingir@dos

Example 2.14Coltrane’s Solo from “Ogunde,” (Copyright © 1977 AndrswWlusical Enterprises, Inc.,
Transcribed by Andrew White, All Rights Reserved. Usggermission.)
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1%The solo from the studio version of “Ogunde” can be foimttanscription by Andrew White, in Appendix
A.

19%0Other tracks ofExpressiorevoke this earlier work even more directly, “Offetitging the most revelatory
example but “To Be” also employing very similar quart@rhonic material in its opening moments.
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The reiteration of A flat and the opening ascending #buto D flat further enhance what
might, in normal jazz rhetoric, signal an oncomingaosion. The ending sounds almost
complete at 1:51, where A flat is again stated and dgttrfollowed by a descending D flat
minor arpeggio, employing slightly decreased dynamics amam slighter ritardando.
However, the next several seconds bring a seriesdefnwig arcs of linear improvisation, all
leading back to or almost reaching A flat. Again, whikedirity is certainly prominent,
accentuation and repetition often lead to atomistic péimig as exemplified by the whole
tone fragment from 0:45 to 0:46. At 1:09, a four-note “dtmwolving permutations of D
flat, E flat, G flat and A is clearly and spaciously énl&l but the procedure had certainly
been prefigured with the two-note figurations at 1:06 andlyicaimes to a temporary
resolution on D flat at 1:19.

None of the markers associated with genericgages—song or blues form, for
example—is employed to prepare the second head statatie@6; Coltrane’s previous
activity ends on an inconclusive G, and the third meladiement, at 2:34, simply grows
out of the quartal explorations that precede it. Thit/faavalier approach to head
placement is in exact opposition to more traditionzd javhere the head might be stated
twice, solos ensue, and the out-chorus occurs. Howewen, more perplexing is Coltrane’s
approach to rhythm. While not directly proportional, sudderapositions of long and short
notes complement the previously-discussed shifts inagtmhment and cadential thwarting.
This aspect of Coltrane’s multiplied-directed linear apploto soloing is most evident in
“Ogunde™s opening measures, where F flat and D flat atiegably faster than many of the
notes surrounding them, pulling against any established skasengle linear narrative.

The solo on the studio version ends, in fact, inconadlgiand quietly, Coltrane simply and
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quite softly stopping the solo mid-phrase, as if theremtiad already occurred at some
previous point.

A live version of “Ogunde,” recorded the followiAgril, presents these
developments on a grand scale. Where the studio messiestrained, almost contemplative,
this recording is long, bold, confrontational and blaririgtgnse'®? Here however, after its
first faithful statement, the melody functions masea point of temporal reference, making
brief and disjointed appearances throughout Coltranats solo. What sounds as if it will
be a second melodic statement occurs at 1:40, butunsated, and by 1:51, Coltrane is
beginning another improvisation. The most obvious okthaller fragmentations occurs at
16:40, when Coltrane begins his lengthiest solo. Here agadhthis time even more
obviously, miniscule fragments of the melody’s openinges@ire played unceremoniously,
almost in tempo, amidst the frenetic swarm of ndtes ¢haracterize this particular version’s
solos. At 17:40, for example, the opening fourth is platesh increased tempo, compared
to its surroundings, but reversed; at 18:21, the opening feupthyed only once and very
quickly, seamlessly integrated into the soloistic fabrt 18:30, an A is sounded repeatedly,
and these declamations are longer than the surroundieg, gting the false impression that
the melody is about to be stated a half step highellinJ also is the fact that the highest
recognizable note played by Coltrane is an A Flat (20:28)wigh the opening fourth, A flat
has also become a point of multiply-directed refeeenc

These deliberate insertions may be one of thé Intetsint examples of multiply-
directed linear time in Coltrane’s late music in tthety derail momentarily any developing
sense of linearity while repeatedly drawing listener fdzack to the opening of the piece.

At first, toward the beginning of the solo, these @uié¢e obviously intervallic explorations—

1%2This is due, to a degree, to the amateur recording, maddriend of Coltrane but at times barely listenable

78



sometimes doubled and halved—of the piece’s opening fourth.e¥#wwas the solo
becomes more harmonically complex, these recognitainsts act almost as another layer,
providing an orchestral effect as far as possible wittbaophonic instrument. These are not
multiphonic assertions, as can be heard in the preyidistussed documentation of Miles
Davis’ 1960 tour; rather, they are actually linear in thate is no space between notes,
which often occur at lightning speed. However, the apprisaatomistic in that referential
ideas are plainly insertions, often without developmantl the ensuing motivic

condensation demands rigorous listening for cues on thegbaislience and players.
Indeed, the solo might be judged to be employing similar poes, though exponentially
refined and augmented, to that of the 1955 Davis version atkBird”.

As the solo nears its conclusion, larger fragts of the head occur, the first at 25:25,
but again, as in the studio version, providing a false seindesure. Here, this happens
twice, each partial melodic statement being followednoye soloistic exploration. As with
the studio version, the melodic fragments merge seaiglevith the solo, even more
convincingly in this version. Here again, the endinigesnclusive, not because Coltrane
stops midstream but because there is never a full medtatement, only larger and more
defined references made to the melody and its structurgd@nents, it is as if the listener
must be content with the fact that a fairly compEggement has already occurred long
before, inverting “Ogunde”s structure as was the cate tve studio version.

Such inconclusive endings are common in this pengldile the heads are
constructed in a very loose ABA form, they are oftehrepeated as the tune draws to a

close. “Mars” frominterstellar Spacdinds Coltrane simply stopping, leaving the rest of the
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track to be completed by Rashied Af. Furthermore, Coltrane’s final gestures are entirely
unrelated to the head’s tonal center, E-flat. In, faetends up skirting around E, but in the
horn’s lower register. A similar phenomenon occurheversion of “My Favorite Things”
recorded at the Olatunji center in April 1967. An extrgnhedh-energy rendering, the

melody is only referenced once, for about a bar, @atbugh vibrato to obscure the reference.
The solos follow, and the melody never returns, nenen referential form. It is as if the
established tonal center, itself only referenced ocoalljoand in passing, is supposed to be
sufficient reminder, leaving the maximum amount of freedonthe soloist/rhythm section
improvisatory dialectic.

Unity in the face of diversity can be perceived/enanother level in Coltrane’s final
works, one whose implications will be more fully éqed in Chapter 4. Unity became
increasingly and demonstrably important to Coltranehakdve Supreméner notes and
accompanying poem atté$f. Beyond this, the liner notes fivteditationsspeak of the
album as an extension AfLove Suprem¥° While there may have been a commercial
aspect to the statement, the truth is probably momdadeal than pragmatic. We have

already observed that certain pitches recur in Catsasolos, forming multiply-directed

193Ai told me, in the October'2005 interview cited above, that Coltrane gave him neations whatsoever
regarding the pieces dnterstellar Space According to him, when Ali asked about tempo, form lendth,
Coltrane would simply say “Don’t worry, follow me. lljust start with some bells, and we’ll go from thére

%1 his accompanying poem, Coltrane portrays unity dsvist
“Words, sounds, speech, men, memory, thoughts,

fears and emotions - time - all related . . .

all made from one ... all made in one. Blessed baenkline.” See John Coltrakel.ove Suprem@mpulse!
314 589 945-2 Deluxe Edition, 2002).

1%Nat Hentoff writes: “I| asked John Coltrane to whaeaxkthis album was an extension of his incantatory
Love Supreméoriginally Impulse AS-77). Both albums obviously focus ait@ne’s religious concerns. | use
the word “religious” not in any sectarian sense, buteraitihthe sense that Coltrane’s persistent searching in
music is simultaneously a searching for meaning in tirédvemd for his place in the world.” See John Coltrane,
Meditations(Impulse! IMPD-199, 1966).
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linear constructions out of the juxtaposition of atdmifagments. In the final years of his
creativity, motives took on another meaning for Coltrame, that may have had long-term
implications for his body of work had he lived to catmgiin to fruition. One might posit that
Coltrane was creating a universe of connected musicad,itheinging together all phases of
his soloistic language in an increasingly structured fraonk.

We have already seen the relationship betwedna@e’s early pentatonic
constructions, like “Cousin Mary,” or “Blue Trane” atite opening movement of “A Love
Supreme.” While similar constructions are also pregsetidahomey Dance” and “India,”
we cannot be sure that Coltrane was specifically eaf@ng those earlier compositions, even
though matters of geography and spirituality were certainifying factors. We have
certainly noted the way in which geographical themes unifiedomposition titles,
transitioning gradually to a more universal bent to thestidf his final two years, all of
which suggests that unity is of increasing importance ta&wt However, in the last two
years of his life, such references became even momipent; it is as if Coltrane was
gathering his compositional forces, aiming to producejusical terms, the unity to which
the Love Supreme poem alludes with such conviction.

In “Offering,” released oBxpressionthe final alboum Coltrane prepared for release,
the very opening moments are absolutely reminiscerAacdrfowledgment™s first bars.

The first three seconds, now legendary, present staoketthd in the key of B, played with
only the slightest suggestion of a pulse, which soon disappd he opening of “Offering” is
basically identical, especially where the saxophoneidim®ncerned. The stacked fourths,

four notes totaling an octave, are played in exacths#ime series of three quick notes and
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one long held note, and the pitch content is the 28t the following measures of each
piece are analyzed, they also reveal striking sinigatialthough they are not identical. Yet,
it seems obvious that a definite reference is being nwamdethat goes beyond structural
speculation, as with the earlier material, intorgem of quotation.

The accompaniment is also strikingly similar.ckiag only the gong, which is
replaced with Ali’s crystalline cymbal work, the invoiwatpiano chord resembles that which
opensA Love SupremeThe major difference lies in a lower-register eag$ on D instead
of B, as is present in the older work.

Relatedly, many compositions dating from late 196dudin late 1965 worked along
similarly motivic lines. It is not simply that atomsere in play in the tunes themselves, as
had been the case with earlier compositions, but itmgiady derived motives informed
compositions as seemingly diverse as “One Down, One ‘Bpdlution,” and the as-yet
unreleased “Creation.” The motives are not identlmatl,their structures and development
implies an increasing awareness of unity that goesriskgmwde, topos or geographical
region. They use scalar or chordal ascents and deseeatusually five to seven notes in
length, and do not conform to any specifically “Westdra’mony. On one level, Coltrane
had been playing with similarly simple melodic idem&as the “Blue Trane” period, but in
this transitional style, the transpositions could bd sapossess a serial quality.

“Evolution,” discussed below, stands as a prinaargte of this fluidly transitional
approach, one that was gradually beginning to unify Coltsaz@hpositions on a very
fundamental level. Recorded in Seattle on September 30, iL868s the classic quartet
itself in a state of flux. Saxophonist Pharoah Satad been added to the lineup, and he

would remain with Coltrane until the end of his lifeor Ehe Seattle concert and an ensuing

199t should also be noted that the rhythm section behamssimilarly to that o\ Love Supreme
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West Coast tour, multi-instrumentalist and Associatmrthe Advancement of Creative
Music cofounder Donald Raphael Garrett was asked tdheigroup, lending his unique
bass sound and orientalisms resulting from his homemailerivents'®’ The music grew
louder, each piece more superficially indistinguishatldenfanother, and the sound was no
easier to take for several of the musicians invoff&&imilarly, the musical motives were
becoming smaller, less overtly linear, and the lengtheaf statements much more variable.

“Evolution” embodies all the innovations of the pericdvieeenA Love Supremand
Meditations It extends “Acknowledgement™”s motivic innovations yrgnating the modal
backing of the rhythm section and emancipating the motive niain motive of “Evolution
is most concretely represented at 2:29. However, bfritee melody to come begin even
before the first full statement. Toward the end qtigetly chamber-like texture comprising
bass clarinet, two tenor saxophones and bass, fragmewhat would become the main
melodic motive can be heard at 2:15, presumably playecdige®s. It is then expressed in
augmentation, prefiguring the fluidity of Coltrane’s treant.

Equally fascinating, we hear something very similahe shofar figuré$® that
would operMeditations recorded almost two months later in a similar sefdrmation:*°
The melody is then presented, by Coltrane, in at feastfull transpositions, the last

occurring at 3:04; all end with the drop of a fifth, remadg them similar to both

% nterview with Kali Z. Fasteau, June 26, 2007.

1% |vin Jones’ displeasure with the musical directiont@ole was then taking is well documented. See the
prologue of Simon Weil, “Circling OM™:
http://www.allaboutjazz.com/php/article.php?id=14%86cessed 12-09-2007)

199The shofar is the ram’s horn blown in temple on tivésleNew Year, or Rosh Hashanah. The traditional
formulae it produces, echoing the Cantor’s exhortatiosgally involve production of fifths.

10This time, Rashied Ali was the sixth man, replacingr&anwho retreated after the Seattle concerts. He
stated that the experience exhausted him. (Kali Z. Fasteauiéw,op. cit)
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“Acknowledgement” and to the openingMe&ditations The motives are irregular in length,
prefiguring the rhythmic freedom that would come to pervade&d’s final works. There
is even an oblique referenceAd_ove Supremat 3:11, consisting of the stacked fourths so
commonly associated with that work, except that tte fiote is missing. At the track’s
conclusion, some 35 minutes later, the motivic mategtairns, this time in rhythm to coexist
as well as possible with Elvin Jones’ swing-influenced drumgmi

I have presented the descending scalar figures asathanotivic ideas. However,
there is also a series of improvisatory fourths, ptesewith rapid-fire precision, that occur
just before the “melody” is stated. Interestinghpagh, they recur at piece’s end, just as the
opening fourth-based material concludes “Psalm” flohrove SupremePerhaps, this
means thaf Love Supremis being referenced in terms of form as well as melodntent.
It could also demonstrate a more elaborate plan fooltEon” than has previously been
elucidated, rendering it a loose binary rather than alsisgyies of motives transposed “on
the fly.” However, the fourths have no real bearingng tonal center established by the
recurrent motivic material; in fact, the fourths effeely dispel any sense of a tonal center.

Thus, Coltrane is beginning to reference forward ankied simultaneously,
bringing his music into a consciously unified corpus. Eweme striking however, and more
definitive in terms of a unified vision, is the way in winig portion of “The Father and the
Son and the Holy Ghost” is incorporated into “Leo.” t&t originally romMeditations
which was recorded in 1965, employs what might be desca®edfolk-tune motive,
consisting of an arpeggiated first-inversion triad withadded second. Basically
emphasizing the first three notes of a major scale thi last repeated, the atomistic figure

is immediately recognizable. In July of 1966, on the @timnly tour of Japan, Coltrane
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begins a version of “Leo” with the familidleditationsopening, much to the delight of the
Japanese audience. It is worth noting that Pharoah iSaatteally plays the open fifths, as
he does in the 1965 official recording for Impulse!, argiano also takes a similar role to
that in the 1965 version.

It is not clear when the two pieces merged mway, but in November of the same
year, in a radio broadcast from Temple Universityhildlelphia, Coltrane also incorporates
the line fromMeditationsinto “Leo”, this time without the associated rhythnotgen activity.
Also, the fragment shows up toward the end of “Led)éreas it is placed squarely at the
beginning in Japah! Apparently, though the idea of incorporating one compmositito
another had occurred to Coltrane by August of 1966, he haguitetworked out the
particulars, at least where “Leo” is concerned. Hawelw does make clear that he began to
see his compositions as fluid, able to be melded into arthem atomistic motives being the
prime transformative vehicle. As titles merged, and a®political, geographical and
spiritual concepts melded to form a unified vision, musis teginning to follow suit. The
guestion can be raised: Did Coltrane eventually conv@&te his entire output as a
manifestation of multiply-directed linear time?

Whatever vision Coltrane was fostering privattigre is no question that the sound
achieved by the final quintet’s rhythm section is as impottathe music as are Coltrane’s
solos, and no complete understanding of these worksecgaibed without thorough study
of the geographical and multi-rhythmic components of whieth thythm section and its

aesthetic consisted.

™n fact, while the reference Meditationsis most prominent at the beginning of the Japan verditineo,”
it does appear at the end as well, but in such a modifiedds to be almost unrecognizable. Tempi and
articulations disguise it but do not completely obscure it
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CHAPTER 3
RHYTHM SECTION LAMINARITY

Introduction

Chapter 1 of the present study begins with a quotation @oltnane to McCoy Tyner
concerning keeping “a thing happening all through.” While refespegifically to “Dearly
Beloved,” it seems a seminal moment, both insightieiglanatory and prophetically
evocative. There, his own soloing remained unaddress#ery Coltrane was
simultaneously establishing the mood of the piece anthmgtlthe procedure by which the
particular soundscape he imagined was to be executedsigtih reveals that an innovative
mode of expression was nascent in the form of aabdeployment of the standard forces
that comprise a jazz rhythm section; this new approachitdas the other half of the
“double-time” listener experience in Coltrane’s lastrka which Kramer labels non-linear
time, and the present chapter is devoted to the develapevatution and pursuance of that
phenomenon. First, various geographical and cultural cesicecluding some of the music
and art with which Coltrane and his fellow musiciany inave been familiar, will be
analyzed for influence on Coltrane’s 1950s and early 1960s. wi&econd, the classic
quartet’s rhythm section will be shown to provide a gsmmto the rhythmic freedom to
come, and the year 1965, the year of transition, widiben special attention. Finally,
several pieces recorded during Coltrane’s final two yedl®e analyzed to show the

outcome of the experiment, a kind of pan-global minisnakepresented by innovations in



pitch, rhythm and timbre whose symbiotic relationship aéllshown to be essential to the

rhythm section’s aesthetic.

External Musical Influences

While Coltrane always expressed an interest in worldanostably in the work of
Ravi Shankar, his earliest studies in the music of athkures are very difficult to date. He
speaks of having all the Shankar records in early 1960s mtesvbut multiple references to
the music of Carlos Salzedo have also come to 1ighte also know that in 1961, Coltrane
performed along with a group led by Nigerian drummer BabatQialeinji, whoseDrums of
Passionalbum had been recorded for Columbia in 1959 and releasddlitwing year**
Simultaneously, he was recording compositions witegifuch as “Africa” for Impulse! and
“Ole” for Atlantic.***

Clearly then, Coltrane had been developing intereggeographically diverse music
much earlier than they were overtly manifest in heordings, no one musical system taking
precedent over another. Rather, it is evident nowthdé Coltrane’s interest in playing
was clearly rooted in the jazz in which he immersed Hinasea young adult, he was always

looking beyond it, attempting a slow but certain expansidhe music until even the term

127 newly rediscovered interview from the Coltrane quirststimmer 1966 tour of Japan, date uncertain but
probably in mid July, makes the Salzedo connection abugdz#ear. There, Coltrane designates French harp
virtuoso Carlos Salzedo (1885-1961) as one of his three fanougecians. Coltrane’s love of the harp has

long been documented, and it seems reasonable to atmirhe respected Salzedo's desire to liberate the harp
from its subservient role in Western classical music.

3prums of Passiohas been re-released on numerous occasions, mostyé@remt expanded version
(Legacy SKCD66011, 2002)

For a concise summation of Coltrane’s world music imfaes, see Portep cit, pp. 209-214. Porter quotes

Coltrane as having listened to various records of Afrrnasic and incorporating “native” elements into his
compositions, but very little has come to light conaggrwhich records he actually heard.
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gave him some discomfart® Of prime importance is that none of the “world” nwsioked
in Coltrane’s performances and recordings is strictvent to any one culture, as his study
of world music did not transcend the superficial. Ratihés a gestalt, a rhetorical platform
on which Coltrane would eventually build music that exaitside but tangentially
connected to any one geographical or cultural tradition.

The music itself makes the case that, desmtgebgraphical regions depicted in
Coltrane’s titles, his real interest lay in what hagined to be transcultural similarities and
in how he could use these to expand his musical conceptibssems plausible, in
retrospect, that the lynchpin for Coltrane’s earlggstumented explorations of pan-global
musical issues came from his stint with Miles Davis'ugro If Monk gave Coltrane essential
experience in the fundamentals of composition, Daviaitdy provided similar insight into
musical freedom and expansion. We have already seeduttiag the 1960 European tour in
support oiKind of Blue Coltrane was allowed to experiment in whatever wagdw fit even
if it meant public and critical disapproval.

TheKind of Bluesessions also proved pivotal regarding Coltrane’s géapproach
to rhythm section deployment. While Miles was not regilyen over to scholarly or
spiritual pretension, Bill Evans, the pianist on mdghe tracks, clearly studied what were

then, in all probability, considered “exotic” art forfit§ as he references Japanese art in the

13Again, the 1966 Japan interview clarifies Coltrane’s distfstthe term “jazz,” as he refers to his music as
“classical” music. Further evidence can be found énAligust 1966 interview with Frank Kofsky. See Kofsky,
op. cit, p. 419.

119 use the term “exotic” with all the tacit but undeniaslereotypes of the late 1950s; it is an attempt, on my
part, to imagine how exploratory and intellectually adussus Northeastern Blacks, or anyone familiar with
foreign cultures through their art, attempted to viesséhcultures long before the instantaneous modes of
transmission and reception so prevalent today.
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liner notes™*” While what emerged from those sessions was not seilgslapanese on a
conscious level, that country’s art was certainly éinawledged ingredient, and the modal
approach employed a level of staticity that would proeplpetic, especially on the
Evans/Davis-penned “Flamenco Sketches,” where the harmaryiously indebted to
Evans’ own “Peace Piece.” This approach fit very wiélh the compositional concerns that
Coltrane had been exploring since 1957, notably the sparse quaai-compositions like
“Blue Trane” and “Cousin Mary” referenced in Chaptent2should be reiterated here that
the 1960 tour, discussed earlier in the context of saalstvelopment, also demonstrates
Coltrane’s eagerness to push beyond the roles he adheeyarding how to proceed in
relation to the rhythm section. As we have seemplaigng does not follow the swung
eighth note patterns associated with bebop, this iniveviait honed in the earliest days of
his Davis tenure and brought to a level of mastery od%96€ tour. The Miles connection
proves, therefore, to be important on several levllsrevColtrane’s late music is concerned,
and the superficially passive but advantageously permissweomning role that Miles
adopted towards Coltrane can not be overemphasized.

Similarly influenced by Coltrane’s vision of Afacand less explored in Coltrane
scholarship, are the sessions cut for Savoy by trumpatienMAHarden, notably that of June
24, 1958. A quick glance at the track titles put to tapedémtincluding “Gold Coast” and
“Dial Africa” shows at least a cursory interest Ihtaings pan-African, perhaps stemming
from the independence revolutions then brewing or azing on the continent in question.

A closer look at these tracks also demonstrates a uirgemterest in rhythms, percussion

Y7Bjll Evans, “Improvisation in Jazz,” from the originzP liner notes tdind of Blueas found in Miles Davis
and John Coltrandhe Complete Columbia Recordings 1955-1@&iny 65833, 2000).
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timbres and chord clusters that seem, in retrospebg smme of Coltrane’s earliest forays
into the pan-globalism that would be one constituestheht of his later work.

“Dial Africa” is really nothing more than a tWwe-bar blues. As Loren Schoenberg
points out in his insightful notes, Africa is certaiblging dialed from Manhattan via mid
1950s Miles Davis!® However, Arthur Taylor's drum work, especially in th@e¢’s modal
intro and repetitive head, eschews the normal trapaggtrns associated with jazz for soft
rolled tom-tom and cymbal crescendos, most likely usindetsahstead of sticks. (Example
3.1, “Dial Africa,” 0:00-0:47.) The results are vaguelytéas, the tom-toms evoking Africa
in a way that obviously has very little to do with k.

“Gold Coast” takes the “exotic” imagery even lert beginning with a call and
response figuration on a variant of the harmonic mscate. After this figuration is played
both solo and heterophonically, in octaves, the per@assiters in what the musicians
imagined to be an African topos, employing what is probatdant to simulate
stereotypically African percussion. (Example 3.2, “GOtmhst,” 0:00-0:40.) The changes,
presented in clusters, give Coltrane freedom to cres@bthe most complex and “free”
solos of the period, replete with diminished implicasi@md intense scalar runs.

Obviously, similar concerns were being addressed outjdez’s sphere of
influence. Early minimalism is even more directliated to the staticity and occasionally
high-volume energy Coltrane’s final rhythm section waardploy; it is worth exploring,
albeit briefly, the kind of minimalism that Coltrangght have been hearing when La Monte
Young and Terry Riley migrated from California in theeld950s. If a classical model need

be established as a parallel to the sound achieved by therkgttion of Coltrane’s final

185ee Loren Schoenberg, “Wilbur Harden and John Coltrémeey John ColtraneTheComplete Savoy
SessiongSavoy Jazz 92858-2, 1999), p.12.
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years, the minimalism of early 1960s New York, notablthefDream Syndicate, is a
suitably illustrative exampl&"?® If Coltrane himself was not aware of the mininaliand

their similarly expansionist and deconstructionist soditipal aspirations->° they were
certainly aware of him. La Monte Young has cited Goi's modal period as a primary
influence on his own playing, and some constructive coisgras can be made concerning
the arhythmicity of Angus Maclise’s percussion work with Theater of Eternal Music and
the style ultimately adopted by Rashied &fi. We have already seen that Coltrane’s
November 1961 Village Vanguard sessions presented a logiealseon of modal jazz as
practiced by Miles Davis, and it should be noted thateaend of 1961, the Dream Syndicate

was formulating its own collective aesthetic, the ®vents negating clear causality in favor

9n 1962, La Monte Young, Tony Conrad, John Cale, Angus Macand Marian Zazeela founded the
Theater of Eternal Music, an amplified drone-based agdeevhose work also employed just intonation. The
group was dubbed The Dream Syndicate by Cale. Young s@zano saxophone player deeply influenced by
Coltrane among others. See the liner notes to Tamyddl,Early Minimalism, Volume {Table of the Elements,
TOE 033CD, 1997).

120s Conrad has attested with frequency and vehemenamuie was meant to be a collective effort, part of
the reason for an eventual split between Conrad and Yddadists seven relevant points of contention in an

interview conducted in 200d:1. The "Theater of Eternal Music" ("TEM") of 1964 waslabbratively founded

- and was so named to deny the Eurocentric historicgl/pssive teleology then represented by the designatio
composer. 2. Young is suppressing the recordings of "TEKich do not flatter him. He has specifically
denied access by members of the collaboration (Tonyadpdohn Cale) to the collection of recordings for 25
years. Two members are already dead (Maclise, Jenniysung himself now ignorantly insists on the
artistic demolition of this body of work by claiming thats a series of "compositions" (by hind). The "TEM"
introduced an influential preoccupation with just intonatfdfeM" was anti-rationalist and non-electronic, but
did focus on perceptual and conceptual aspects of smallatgeoung himself misunderstands this
development as neo-Pythagorean rationalism (after thetdid idealism of Helmholtz)s. Each "TEM"
member had an interest in carefully structured imprownaind long durations. Young's early Eurocentric
compositional innovation - the use of long notes - appednis String Tria However, nowhere do his
compositions show "TEM™s crucial understanding that idaations are small interval6. Young's neo-
Futurist ("Fluxus") work aside, his Orientalism and rorieaméd personality-cult mark him among the most
regressive of contemporary artists. His conservajisténg of "TEM" has paid off (for him) in a multimillion
petro-dollar bonanza, which he uses to perpetuate his &tjpeiand artistically mindless enterprige.Money
paid to Young is valuable resources wasted on ignoréaise,self-representation, service to Young's ego at
others' expense, and a colonial image of American clultypaession. YOUNG - OUT OF BUFFALO NOW!”,
seehttp://media.hyperreal.org/zines/est/intervs/conrad.htaacessed Mar.22, 2008)

124\/e now have many recorded examples of MacLise’s plagvey a low-quality recording of the Dream
Syndicate in action. Sdaside the Dream Syndicate, Volume 1: Day of Niagara 196éble of the Elements
TOE 74CD, 2000). The polyrhythmicity inherent in his sgéems very much akin to what Coltrane labeled
“Multidirectionality” in Ali’'s work. .
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of convergent paths of exploration based on even moeese influences, some of which
may have resulted simply from a confluence of like-mihdgists on a particular geographic
area.

For Coltrane, geographical location was paramoNety York had brought him into
contact with musicians whose experience was as geogadlgtbroad as their penchant for
innovation and grasp of tradition were formidable. Adaug to trumpeter and veteran
composer Bill Dixon, composer/improviser George Russell early minimalist composer
La Monte Young were very close in the late 1950s, shamagdiscussing many musical
finds as they were purchased in local record sh@pBixon remembers having similar
discussions with Coltrane, and he is fairly certain @altrane did in fact meet Young, at
whose loft he might have heard Young on soprano saxopitim@ young Tony Conrad on
tablast?®

It is difficult to know exactly what the newdynergent music from that confluence of
musicians sounded like, but it seems safe to say thaisitBastern in influence, given all of
the participants’ interest in all things related to Indigthe later drumming of Angus
Maclise is any indication of a performance traditi@mpo may not even have been a
primary concern, as Maclise’s was fairly far afiefdegular?* It is possible, then, even if
Coltrane did not hear it directly, that the “mininstlior “eternal” music that was being

played in one of its earliest incarnations combined elésmaripulsed” and non-pulsed

1228l Dixon, phone interview conducted by Marc Medwin, Margt2007.
“ibid.
12%This is documented on several releases on QuakebaskettdadfTde Elements. Most notably, MacLise

can be heard playing on the soundtrack to Ira Coheuméasion of Thunderbolt Pagodaow available on DVD.
See Ira Coherlpvasion of Thunderbolt Pagodarthur 001DVD, 2006).
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minimalism to form something very close in spirit tolt€me’s own late works in that the
TEM'’s rhythmic feel seems to have been multidirectiona

Regarding mode and melody, Tony Conr&d#gy Minimalismreconstruction
project from 1997, in collaboration with the releasa pbrtion of “Day of Niagara,” tells a
convincingly corroborative stor?> The switches and subtly shifting overtones that pervade
Early Minimalismis long-form dronesre very carefully executed, constituting the only
changes in what is otherwise a very stagnant form.

All of these possibilities have in common ttiety rely more on stasis than change,
and this is the defining characteristic of Kramer’s cphoé vertical time. Multilayered
repetition, no matter on how microcosmic a scaléhesdriving force behind verticality,
allowing for Kramer’s analogy of a sculpture viewed fre@veral angles, presented in
Chapter 1. Rhythm, tempo and any other factors whichezahtb change do so in such a
way as never to disturb the verticality of the strustuever allowing a sense of progression
to ensue. The pieces begin and end as if in mediaa trest, that can also be found in
Coltrane’s handling of the rhythm section during his firedrg. Dynamic changes are
almost non-existent in the earliest extant documeintsinimalism readily available, also a
model for Coltrane’s final experiments. It should dlsaemembered that these early pieces
were put to tape long before minimalism became a formoaltiyfied art, and the

instrumentation could be as radical as the concepgtsmes consisting of amplified

125This recording, taped on April 25, 1965, was released in 200@blg of the Elements, against the wishes of
La Monte Young, who claims ownership of the composijthe states further that his master incorporates
additional material and a superior sound mix, but as haetilet the tapes see the light of day, thereisvay

of knowing if these concerns change the sound in anyfismmt way. It should also be noted here that,
according to Young, MaclLise’s appearance with the 1965 Dfardicate was a rarity. This does not negate
the fact that whatever Coltrane heard in the early 1860shave included MacLise and contained a mixture of
pulsed and non-pulsed material. For Young’s take on theisituat well as several of his jabs at would-be
co-composer Tony Conrad, de¢p://melafoundation.org/statemen.hfatcessed March 18, 2008)
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orchestral strings, sometimes of tape loops and/ordagdnstruments, sometimes engaging
something as simple as a radio not quite tuned into a psted@n. Again, if no direct
influence on Coltrane can be claimed, this fluid ins&aotal schema certainly prefigures his
final group’s changing lineup and instrumentation — various doubladged percussion,
non-Western instruments and even vocals declaiming ftextsother cultures all figuring

into Coltrane’s emerging aesthetic.

Simultaneous to the developments in early milimea jazz had been achieving a
very different kind of autonomy. Ornette Coleman’s expents in what would come to be
called “free jazz" are well documented, and his seminal 198 recordings for Atlantic
demonstrated, definitively enough to warrant theoreticdification from George Russell in
his Lydian Chromatic Concept of Tonal Organizatitimat compositional structure need not
be related to conventional chord structtffe.

Coleman was, however, far from the only compesgploring this territory, and as
innovative as his harmonic approach might have beenhytismic conceptions were, and
remain, fairly conservative in that the “swung” dighand ride cymbal patterns of bebop
pervade his work to this day. Equally important, and in tandesmumental innovations in
rhythm and tempo were taking place, and these would hageeangreater influence on
Coltrane’s final work. Recordings made by the 1962 CegilordJnit in Europe seem to be
the first to document the new rhythmic approach, onedlnadst completely dispenses with
the idea of “swing” or any kind of steady met&r.When one is present, as in “What’s
New,” the only standard to be put to tape in these ngeridary sessions, it does not

become clear until 1:43 into the tune; (Example 3.3, “Véhideéw,” 1:00-1:50) in the long

1265ee George Russellydian Chromatic Concept of Tonal Organizati@oncept Publication, 1959).

2"These recordings can be found on Cecil Taylfertiti, The Beautiful One Has CorfRRevenant 202, 1997).
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introduction, saxophonist Jimmy Lyons states wildlycdimected fragments of the melody,
answered in flashes of counterpoint from Taylor inedlisters of the piano. Sunny Murray,
who seems to have been the first drummer to prastieg was then a new style or technique,
plays in starkly accentuated and widely dynamic gestureslis;:-short bursts and cymbal
crashes being chief among these.

The bassless format of the trio prevents cotiweal grounding, and with metered
rhythm gone, the sound was novel to say the least, iagdaren well-worn standards new,
almost unrecognizable. This in turn blurred the boundarisglea the composition itself
and whatever improvisational activity was in play. @temall groups were engaging in
similar experiments, notably the Jimmy Giuffre Threensisting, in 1961, of Giuffre on
reeds, Paul Bley on piano and Steve Swallow on accuesge. While much of the material
they played in concert was composed, their improvisatemded to eschew metered rhythm
in favor of counterpoint, this trio’s work being mucloma “Classical” in its rhetoric,
sometimes evoking the linearity and pointillism of Scilwerg or Berio. The language was
symptomatic, however, of the fact that such rhythmda rduetorical experiments were
beginning to be fostered outside of the group of AfricareAcan musicians that spawned

them.

The Classic Quartet

The novelty of expanding the familiar, coupled with tfewementioned interest in

non-Western music and art, proved an extremely fdméeding ground for many

manifestations of what was then being called “The Newd:hi As far as Coltrane’s last
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works are concerned, his Classic Quartet, active from 1961-p86kd to be an
indispensable point of transition. It is likely that €Cahe would never have brought to
fruition, in quite the same way, the highly complex\atst of his final rhythm section had it
not been for the increasingly non-linear and trans-gebigrdreedoms explored in the work
of Elvin Jones, McCoy Tyner and Jimmy Garrison. Thetmysection of the classic quartet
approached non-linearity from two ultimately unified asglemulticulturalism and
spirituality. Growing out of the period in which Colieawas exploring all things “foreign”
and cohering long enough to see his spiritual concerns tmthe fore, the group was
presented with many opportunities to stretch the boundafriée purpose served by
conventional rhythm sections. The results were sirgieen if the reasons for achieving
them morphed; internal repetition and arhythmicity becéooal points rather than being
relegated to the status of accompanying gestures. Theyretasidem with the soloist,
creating two streams of music that exhibit increaaugpnomy without ever being absolutely
separate.

While Coltrane’s classic quartet was not necessatitite vanguard of the “New
Thing” experiments, they combined exploration with asitelty in a way that rendered the
former less intimidating but equally energetic and engagindact, the classic quartet had
been approaching music from other cultures in ways inn@vétiyazz since its inception.
With these explorations came shifts in rhythmic actiggociated with jazz, never
completely obscuring any allegiance to jazz but augmeittipgoviding just enough
accentual intrigue, for example, to render jazz “otheid given piece’s conception.
“Africa,” while not a quartet piece, involves three of ttuartet’s musicians and shows all

the hallmarks of this early period of discovery andnagation, with its syncopated and
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droning basslines courtesy of Reggie Workman and Arthur Dawigo mention the brassy
imitations of vocalization integral to Eric Dolphygésrangement. (Example 3.4, “Africa”
0:22-1:06.) “India,” recorded later the same year, mightiewed as a stripped down
reading of “Africa” with a different melody. Elvin des’ drumming swings, but it is the
two-bass work of Jimmy Garrison and Reggie Workmai pinovide the greater sense of
Coltrane’s vision of non-Western percussion; the slooid; short-long rhythms they play
almost go against the grain of the rhythmic feel estaldlislyeloned?® Additional notes in
the bass pattern, provided to enhance “India”’s oVpeatussive quality, along with ghost
notes on the piano to support the drone, emphasizecagdrfor internal repetition, on a
small scale, that can be seen as the first steprdove staticity of later rhythm sections.
As with “Africa,” “India™s introduction is scipted of layered entrances. It is as if
Coltrane wishes to demonstrate each instrument’s itivevale in what was then a novel
take on modal swing. Note the strict swing rhythms vengsciously executed by Elvin
Jones. Given the percussive bass work so similar tothgifrica,” this seems a very
conscious attempt at timbral differentiation. The satethe bass parts, G and D, are
represented in the higher range of the instrument, & bémost overdriven staccato adding a
layer of percussiveness. Most important are the syniomgafalling first between the first
and second beats of the bar and then between the fmatland first of the following bar.
(Example 3.5, “India” 0:00-0:44.) It is not merely thatdla” has a pulse and a drone; the
released master demonstrates a rhythm section appr@adtetrly incorporates trans-

cultural concerns without unnecessary clutter. It exisgs“space” that is certainly not

128Coltrane had been employing two basses privately foedime, as future collaborator Donald Garrett
explains, to simulate the sound of East Indian watendruThe lower bass provides the pulse, while the upper
is free to improvise as the right hand would on thendr&ee Portegp. cit pp. 198-199.
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Indian music but not specifically jazz, rendering it prdmhef innovations to come in the
next six years.

“India™s implications are two-fold, encompassithgne and rhythm. Difficult to
document empirically, but palpable to the listener, tlomidg of “India” still engenders a
kind of meditative state, due to the small-scale rapesitdiscussed above. The effect is one
on the spirit rather than on the brain, and we catetthe genesis of these drones back to
Coltrane’s “spiritual awakening” dream of 1957, as discuss&inkins and examined in
Chapter 1. The drones are similar to the mind-alteringtepsahssociated with early
minimalism and later with AMM music; they are nevetdss integrated into the context of
jazz, and this meditative gestalt would come to fulhgthrmic flower on pieces such as
“Alabama,” whose introduction lacks a tempo, and whasegchords and droning rumbles
from bass and drums providing the spare droning framewdnk.s@me phenomenon occurs
in “After the Rain,” where, after an initial burst wletered activity, tempo disappears, and
motion is led and determined strictly by the saxophone applosted by malleted cymbals.
Similarly, “Psalm” fromA Love Supremeispenses almost altogether with tempo, save for a
few tympani figurations between Coltrane’s saxophone rations'?® These figurations
may also be meant to engender an altered state, to erthareogerience of the whole by
drawing particular attention to several important poafitgextural transition. It would seem
that Coltrane’s burgeoning sociopolitical and spiritualoawns are brought directly to the

fore through the incorporation of transcultural refeegnn this way, any specific cultural

129The fact that Coltrane increasingly eschews geographicaded titles is significant. By titling his Noveber
1963 recording “Alabama,” he is obviously referring to cirstemces at home. Precisely what those
circumstances entailed remains a subject for debatthdgeographic shift is sudden, bespeaking awakening
interest in the plight of the American south. “Aftee Rain” takes the process of universalization a siepdr,
connoting the power of a natural phenomenon ratharréfarencing any culture or region.
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elements are sublimated, demonstrating the first flogenaf the diverse unity, or
universality, that would define Coltrane’s approach to tsisvarks:°

Meanwhile, as atomism pervaded Coltrane’s cortiposiof the late 1950s, similar
approaches to rhythm section repetition were also infusgrgdmpositions, even if they did
not necessarily invoke geographical regions or spirituat@ms on an overt level. The
aesthetic can even be traced back to the repeatingneasstNaima” from 1959, which
achieves a very similar effect to that of “India”; ew@ough it is cast as a slow ballad,
microrepetitions almost impede listener perception of tealipy and take the rhythm
section one step closer to verticality. The sentiessaructures of “Inchworm,” “Tunji” and
Coltrane’s several recorded versions of “Greensledwelsave similarly. Such repetitions
would see fruition in the “Acknowledgement” movemen®afove Suprem€”

By the time of that 1964 masterpiece, the quaatgtade considerably large
changes in terms of tempo. As far back as late 1962atyd1963, the Classic Quartet
began, slowly, to abolish tempo altogether. The inangasumber of temporal disruptors
were due, in large part, to the highly syncopated assedidflyin Jones. He brought an
element of multicultural exploration to the classicrei#s oeuvre, but more importantly, he
also expanded the possibilities afforded the drummer regghdsirole in the quartet
hierarchy. His “free” introduction to “All or Nothing &tl,” recorded on November 13,
1962, parallels the approach that Sonny Murray was bringirgetms$trument on Cecil

Taylor’'s European recordings of a month before. (Exar@®, “All or Nothing at All,”

130_ewis Porter states that Coltrane was leaning towarthaersal religion. He quotes Coltrane as saying: “
the music is just part of the whole thing.” (Portgp, cit.,p. 233) The “whole thing” clearly relates to thetyni
described by Coltrane in his liner noteAthove Supreme

3Ljimmy Garrison’s legendary solo bass introduction td8&4 studio recording of “Greensleeves” has even

been used by hip-hop artists for similar purposes. stwgad in the title track of Koop’s debut albuWaltz for
Koop (Cookin’ Records, JCR021-2, 2001).
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0:00-0:37.) Jones never quite abolishes the idea of a deragy; sometimes it sounds as if
he is playing in duple meter, as in the first thre@sds of his introduction. At 11 seconds,
he begins what sounds like two bars of a compound dupl@ler tmeter, never quite brought
to fruition due to the freedoms reintroduced by rolling toms. In addition, Jones suggests
a 3-2 clave rhythm which is then taken up in the tune proyp@iyner and Garrison who
together with Jones create a composite version d-thelave™*

In other words, temporal elasticity and musicairses not typically associated with
jazz were introduced to the classic quartet repertoire ¢meds, long before such freedoms
would determine the entire course of the music. Maryaidtrane’s new compositions or
reinterpretations brought a small but significant le¥el@ange, enabling the transformation

to occur gradually, in line with his multicultural and parrspal concerns.

1965: The Classic Quartet’s Disillusion

As has been discussed briefly in chapter 1, 1965 waaraoféransition, but it was
much more than that. As David Wilde wrote in his linetes to the 2000 reissuekddlu Sé
Mama “Of the twelve years John Coltrane spent centerstagbaping modern jazz, 1965
stands out, an Everest among mountains. The rangatandity of his output that year, the
number of definitive performances, the sheer volumeadndings make it the highpoint of

his too-brief career, the apogee of the trajectfy. The breakdown of the Classic Quartet,

132John ColtraneThe Classic Quartet Complete Impulse! Studio Recordir@mpulse! IMPD8-280, 1998).

1335ee David Wilde’s notes to John Coltrakaju Sé Mama(impluse! 314 543 412-2), p.2.
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looming on the horizon since June, seemed all but inegifednin late September onward,
the disillusion finally occurring in 1966. Coltrane had amy been inclusive before,
allowing for lineup fluctuations in his groups as travel situraimade fresh musical voices
accessible to hinft* According to Rashied Ali, who began to play with Cokraluring the
spring of 1965, the addition of other musicians to the quiameeip became much more
frequent, Coltrane experiencing some resistance fiaimthe “New Thing” players and
those of a more traditional bett. What some took for tolerance on Coltrane’s part,rethe
took for a loss in direction or of focus, as we haaens Even those loyal to Coltrane began
to question his judgment in involving the players from whas then a controversial avant-
garde. Bill Dixon has recently stated, “John Coltrevas the only one of the older
generation who was kind to us, who understood what we wéng to do.™*°

The music began to change as a result of theadyd or rather, one might say that
the classic quartet sound imploded witscension The piece is unique in the Coltrane
catalog, chiefly due to the way in which repetition imfgrthe collective material. The initial
motive’s relationship to the “Love Supreme” motive is noell establishef’”; what has not
been discussed with nearly the same fervor is thevain@ way in which loosely canonic

interplay informs the work’s ensemble passages. Tdtenml in question comprises, in

essence, a meeting of the two modes of temporal pereseptioform the main focus of this

13Notable among these early instances was the Marcherifiigement at the Sutherland Lounge in Chicago,
in which a young Donald Raphael Garrett played bass andet.

1%Ali has said in many interviews that he did not wanply on the May 28Ascensiordate because he found
out that Elvin Jones was also going to be playing. Feter,op. cit p. 268, for a description of the strained
relations between Ali and Elvin Jones. By late Nokemhe had obviously changed his thinking about the two
drummer lineup, th&editationssextet resulting from the addition of Ali and Pharaoh Sande

13Bill Dixon, phone interview conducted by Marc Medwin, Febyu@r2007.

13’See Lewis Porter, liner notestohn Coltrane, Ascensidimpulse! 314-543 413-2 DGO01, 2000), p.8.
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study. While each of the eleven players engages mistiio activity, alternately veering
away from and referencing the mode/scale/chord at hamdliply-directed linear time, the
net effect is one of verticality, of non-linear timé/hile two takes oAscensiowere
committed to tape, the ensemble passages are sinvlagleim intent that either will suffice.
Therefore, | will use the opening of Edition 1 to demmatstthe simultaneously multiply-
directed and non-linear aspects of all the ensemblegessta follow. (Example 3.7,
AscensionEdition 1, 0:00-0:50.)

Edition 1 opens with Coltrane’s solo stateméhe five-note theme, establishing
what seems to be a fairly brisk tempo; the dual trumpdged by Dewey Johnson and
Freddy Hubbard, pick up the five-note pentatonic motivethmy do so in something
approaching cannon, a lax sort of simultaneity, exexgiany sense of progression
established in Coltrane’s solo statement of the thelvhare relevant to the purpose of
formulating a dual temporal narrative, the two trumpetgsf@regrounded in the mix,
rendering all else nearly inaudible, or at least inaks$ti In the background, B-flat and E-flat
are repeated, but the edges between sounds are blurradhaleeedifice resembling a wall
of sound rather then any more traditional large ensemble.

As the opening ensemble passage progresses, chords sk @i the established
pentatonic are arpeggiated by the alto saxophones of MArawvn and John Tchicai. The
motion is prefigured by a rather forceful dissonanceated by a glaring F and G-flat at 0:19.
It proves to be a prophetic simultaneity, as the &rpeggiated triad (C-A-F descending)
occurs at 0:22, articulated by one of the alto players.c&dehear a similar interjection at
0:39, this time by one of the trumpets. These momentgrgshions, or diversions from the

mode, render the preceding and succeeding material compamenmultilayered multiply-
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directed linear narrative. It is not simply that theme returns at 0:48, played again by the
foregrounded trumpets; the narrative structure exists ibabkground as well, even
components of the “wall of sound” outlined above refemgtioth the mode and the melody
with which Ascensiorcommences.

The ensemble passage outlined above makes manyetiuids, in different forms, a
perfect rendering of Amiri Baraka’s “changing same” adimed in 1963"*® Whether or not
Coltrane gave out chords, scales or some sort ofdyditwe in the studio, and there is
evidence to support all three conjectures, is irrelevanteed, the fact that both levels of
narrative structure are simultaneously apparent inntherable passages makescension
unique, in terms of Coltrane’s later music and in higewutput. In a recent online article,
Simon Weil links the piece to the contemporary emergeiithe Big Bang theoty”: a very
interesting hypothesis in its own right, his ideas cowdd &k expanded to show that all
elements of the piece’s narrative exist as a mutitplis unity, a cliff-like granite structure
of sound whose individual components shift in and oghafp focus. Atoms appear only to
be swallowed up again into the general melee, and as nardasales, or key centers change
nebulously, the procedure remains the same in every blseassage. Even if there is a
steady or swung rhythm in a solo passage and the conwarqigartet hierarchy is
reengaged, the ensembles serve as disrupters, themselaegestation of multiply-directed

linear time inAscensiois macrostructure. It is a formula that Coltrane woutver repeat

138First outlined in Amiri Baraka’'s seminal 1963 bdkies Peoplethe “changing same” concept has been
used in myriad musical and sociopolitical contexts througtiee past forty-five years. See Ingrid Monsop.,
cit., p. 10

1395ee Simon WeilCircling Om: An Exploration of John Coltrane’s Later WqrR804,
http://www.allaboutjazz.com/php/article.php?id=14%86cessed March 17, 2008)
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again, and his music from that moment on would changeesu# of the sound-world
created at the Ascension sessions.

Almost as if it were a reaction to the excessgd unfamiliarities oAscension,
the Newport Jazz Festival version of “My Favoriterigs,” recorded in July of 1965, is one
of the few Classic Quartet tracks to demonstrate angld discontinuity between Coltrane
and the rhythm section. All proceeds as usual through geedm through McCoy Tyner’s
solo, just as had been the case since the quartdiessedocumented performances of the
piece in 1960. However, by 8:45, Jones, Tyner and Garraamretreated dynamically,
Coltrane still playing near the top of his range inileetr solo discussed briefly in chapter
one. Even as the solo dips in contour and rises agalmre highest range of the soprano, the
rhythm section remains subdued, almost hesitant. At 22shits a downbeat hard as if
creating a signpost for the others. As Coltrane’giptpbristles with energy, replete with
vibrato and microtonal investigation, Jones even lags mambnespecially lax at 9:31 as
he almost drops out of the texture completely. Gamrsan be heard singing especially
loudly but rhythmically, another seeming attempt at maniirig stability in the face of
Coltrane’s decidedly arrhythmic solo. (Example 3.8, “Mavérite Things,” 8:40-9:45.)

Perhaps most telling of all, however, is the faat Tyner demonstrates uncertainty
about when the final head statement is to occur. peafbrmances of “My Favorite
Things,” the group follows the minor/major dichotomyadished in the original version,
(i.e. predominantly minor for two verses, predominantgjor for the following one verse).
Almost invariably, Coltrane plays a triadic phragesecond inversion, to cue in the head
statement following the larger portion of his solo. r8egly unsure if Coltrane is going to

play the usual triadic figure that cues the melody, Tateempts a change from major to
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minor mode, and he does so twice, once at 12:18 and adir8t In both cases, he
switches momentarily to E Minor before realizing tGattrane has not finished with the E
major portion of his solo. (Example 3.9, “My Favoritkiigs,” 12:00-12:40.)

While Coltrane does eventually provide the cue, ambékwhere is certainly some
very intense rhythmic activity from all players on teéssion, this version of “My Favorite
Things,” more than any in the Classic Quartet catalegjonstrates the group’s decay as
Coltrane sought ideas that were ultimately beyonddhedthey established. This is not
to say that this July 1965 performance marked the group’audisili, and some of its best
and most innovative material was to be recorded thewolg month. Perhaps the closest
the classic quartet ever came to reaching Coltrane’stigts in its entirety, was on “Dearly
Beloved” from August of 1965, and the opening few minutes oftthak will exemplify the
procedures. (Example 3.10, “Dearly Beloved,” 0:00-1:00.) Feradrthe few examples in
the Classic Quartet’s catalog, the rhythm section nédoTyner and Garrison give the
impression of constructing a solid wall of sound over Witioltrane orates. A layer by
layer examination of the rhythm section’s activity shavigt might be construed, on one
level, as nearly complete referential and syntatiiplacement.

McCoy Tyner’s figurations are extremely telling regagda new aesthetic. He
works here mainly with fourths and arpeggiations, tttedaoming close to sounding like a

harp’“® His block chords reference tonal procedures, steerig of clusters or

149t is too tempting to hear Alice’s influence in Tyreplaying here. If not a direct influence from Alidte,
seems plausible that John, in telling him to keep a “thingdrapg all through,” wished to invoke Alice’s harp
rhetoric, though such speculation is fraught with more dréiran fact. Nevertheless, it is precisely this gian
style, replete with block chords amidst sweeping arpegtiias Alice eventually brings to the group sound.
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chromatics. In fact, the piece revolves around Fgshanor, and while the structure is loose,
that pitch is definitely at the center of the compositand the fourths emphasize the
pentatonic quality of the tune.

Garrison’s bass work sticks close to the parealesbut his rhythms are quite
unorthodox, especially given the bass’s usual role intguglaying, as he provides support
to neither Tyner nor Jones. There seems to be wHeyrkgularity, or even structure, to the
rhythms in his playing.

Jones’ timbres are probably the most interesting, sbngj as with Tyner, of mixed
textures. Cymbal splashes, reminiscent of “AfterRlaen” are interwoven with rolls and
with occasional rhythmically pounding passages, executdédmaatlets, creating an effect
similar but not in tandem with Tyner’s on piano. Hest that can be said is that the two
players parallel each other, while Garrison’s part seewre disconnected, linked only by
tonality.

The net effect is that individual parts swinamd out of focus, especially on first
hearing. Coltrane’s direction to “keep pressing” woulehséo support this reading as a
desired effect. Given the rhythmic/tonal experimeatain the Sunship sessions, such
concerns should cause no surprise, and it would not bé&foge most of the propulsive

swing that defined the classic quartet sound would disappear.

The Final Works

What was left in its place is extremely difficuit describe and categorize, and this is

probably why it has been neglected for forty years.infy that the music is always
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arrhythmic or atonal is false, but to assert or imgazdgrhythmic structure or fixed tonality
on this music would also be misleading. Kramer’'s noaar model is extremely apt for
describing what occurs in this group’s rhythm section, whgiadorming live or in the
studio. As we saw with “Ogunde,” Coltrane usually begiash tune with what might be
called a fourth or fifth-based exhortation. The rhytletti®n does not necessarily follow
him; rather, they fade in, or join in, chordally ifagssary, building a platform on which
Coltrane can emote. He is never drowned out by tht@mhgection, and a distinction should
be made here between the powerful drumming of Elvin Jam$h@ more timbrally
exploratory playing of Rashied Ali. Ali is not intent @alume, contrary to the reasons that
Jones and Tyner gave for leaving the quaffeRather, his style is built on multiple rhythms
and timbral exploration.

Ali's playing is one of the most radical elensat the new approach, and his first
few gestures from “Mars” frorinterstellar Spacewhere he plays accompanied only by bells,
serve as an easily audible illustration of his appr@achas a way in to the sound of this
rhythm section. (Example 3.11, “Mars,” 0:00-0:33.) Aftert@wle begins the track with
bells, as he does every piece on the album, a rapessf snare taps are heard. The snare is
actually fairly close to being steady, and it is ckbat Ali is also hitting a tom-tom at the
same time as the snare. The snare and the tom-toluadjsadrift apart, conjuring images of
Steve Reich’s contemporaneous phase pieces. Another rby#tlyer is added as Ali sets up
another tempo with the pedal of the high-hat, firssicig it and then opening it in what
sound like loosely metric reversed dactylic patterns.usameously, the bass drum adds

another rhythmic layer, vaguely complementing the tottepas. It is the perfect

“1jones and Tyner stated that the reason they left tietinad to do with not being able to hear what they
were doing anymore. See Poriap, cit, p. 266.
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representation of what Coltrane calls “multidirenabrhythms”. Unfortunately, these
rhythmic patterns do not maintain a steady tempo, fluciatitdly almost as soon as they
are established. All of this occurs before Coltranelsthave faded, at which point the
patterns have become irregular. However, the snaréoamwork comes back a few
moments later, at 0:27 into the track, almost implyingnd kf motivic development in
rhythmic territory.

The rest of the track finds Ali in more typisaloist mode, even incorporating some
conventional drum fills to acknowledge, improvisationalfycourse, the phrase structure that
Coltrane employs. It is tempting to imagine that Aslactually laid down the
multidirectional head of the tune, Coltrane followmwt when he enter$? This simple
example should demonstrate, at least, that whileg¢heffect of the rhythm section’s
approach is a wall of sound, each component is asategras Coltrane’s own solos.

The opening of “Ogunde™s studio version is a poweafiid more complex example
of Ali’'s work in context, as the whole rhythm sectisrpresent. (Example 3.12, “Ogunde,”
0:00-0:50.) It is also fairly quiet, each layer being prowedrand set forward in the mix,
Ali’'s perhaps most prominent of all. His brush work isig#te, his use of cymbals subtle
and restrained, but each stroke is definite and purpogdfalplaying complements Alice
Coltrane’s hazy piano work in that the two instrumenésge, leaving no space for silence
but plenty of room for accentuation.

Ali's, Alice’s and Garrison’s playing on “Ogunde” wilelpresented separately for

the purposes of elucidation and clarification regarding krassymodel of vertical time. It

12This is probably not the case though. Ali remembesColtrane told him almost nothing at the sessions
this recording, only that after some bells, he could doevieathe wanted. Ali wasn’'t even told what the tempo
of the tunes would be, although it has become cleaheavidence of a track like “Venus” that exists in
multiple versions, that Coltrane did in fact have stmeg in mind, albeit loosely defined ones.
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will be demonstrated that, even in the head where straeture is apparent, multilayered
rhythm sectional verticality demands that each paexagnined separately, analogously to
Kramer’s multi-angled view of a sculpture.

Ali's work in the opening bars of “Ogunde” is timest dynamically varied of the
group. His playing might be described as more of an atmosptustle, his brushwork
barely on equal dynamic footing with the piano. Accemesmost certainly present, but they
are neither metric nor necessarily indicative of angiaeyond themselves and the rhythmic
complexity and displacement they afford. In fact,gbbstrata of his playing continually
threatens to obscure them, bringing the dynamic lemédissiplaying into more equal focus.

Alice’s piano work is even more regular. In thstance, there are loosely defined
chord changes to follow, even if the length of eachdld@pends on John’s improvisational
whims of the moment. Alice’s playing is soft, almastduid and extremely fluid,
somewhere in-between arpeggio and tremolo. She fellmlin’s cues, as the harmony
moves from D-flat minor to G-flat minor and back agdont she and Ali never even come
close to sharing the kind of rhythmic interplay commaasgociated with standard jazz
accompaniment, or comping. It is not as if she isatheteh from her surroundings; rather, it
seems as if John gave her instructions on what anddplay’** Her pianism during the
head is replete with trills, tremolo and arpeggiati@mfiancing and supplementing the tune’s
chord structure as cued by Coltrane. However, her volawet never rises above mezzo-
forte, even hovering around Piano during the head. Thaisysdal is employed liberally,
almost obscuring the rising melodic figure she executdsemolo, beginning at 0:05.

Ascending from D-flat to G-flat, it anticipates the oba to G-flat minor that occurs at 0:11;

143We do know that she was “blowin’ wrong chords” at theifgigg of her tenure with the group, and that
John was patient with her. Beyond that, only assumptian be made concerning any instructions she was
given. See Porteop. cit, p. 272.
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however, as we have already seen, Coltrane’s playiagpmistically linear at this point,
denoting loose adherence to a scale rather than pdatheed and timed execution of a series
of vertical or chordal structuré&’ Even when Alice’s playing becomes chordal, clusteral
and quartal in post-Tyner fashion, as it does beginning af (i&® is no regularity to her
phrasing and punctuation, any supposed patterns being offsetdryydABarrison.

Jimmy Garrison’s work on the opening of this kraothers the assumption of a
scalar structure, some sort of hybrid scale in fa¢tear the scale as being a D-flat natural
minor scale with substitutions of D-natural and A-nalttifa Note that Garrison does not
depart from this scale until the group improvisation erftees harmonic territory at 0:33,
and yet he also does not follow strictly the D-flahari G-flat minor, D-flat minor
progression outlined by Alice. He does walk in what migghloosely described as a
traditional manner, but there is no alignment betweerh#imonic motion set forth either by
his playing or by what Alice plays. Apart from Coltraneues, which exist outside any
definable tempo, the scale seems to govern the melodiomiw establishes. When the
chord changes to G-flat at 0:11, Garrison actually pdaips while this might subvert the
harmony in any more traditional context, it seems pdyf@atural here, as Alice has already
introduced the pitch and because Coltrane has alsa@uded the A as a chromatic inflection.
The fact that these tonal events happened out of sycleach other bespeaks “changes”

that do not rely on harmonic progression.

144 make this distinction because adherence to scalerrtitan to chord implies and demands a different type
of listening and playing, almost a heterophonic appro#tdacilitates a type of interaction that often takes
place on a more macrocosmic level rather than from enbhe moment, a distinction of importance when
discussing Coltrane’s late work, especially the longroviged sections.

149t should be noted here that even if such a scale detesrthe modal/harmonic structure of “Ogunde,” John

plays a pronounced E-sharp at 0:10, just before Alm&ich to G-flat minor. In fact, Alice also plays oime
the bass register at 0:09. So much for dogmatic adhérence
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Equally important though is Garrison’s rhythmic apphodsdis attack is percussive,
and he exploits this to the full, creating anotherrgglpdefined rhythmic layer, as the
opening moments demonstrate. His rhythmic attacks areljopoportional, or at least
repetitive at the pattern level. Up to the change t@aG-®&arrison plays a D-flat almost
exclusively, introducing C-flat only briefly just befaifee harmonic change. As with Ali, his
playing is heavily accented, but neither Ali nor Garriseam to be attempting any kind of
synchronization; in fact, Garrison is not even playahthe moments that Ali provides his
strongest accents, as with the brush stroke at 0:0&is@ahas already played a note when
Ali hits the snare, which displaces any sense of teespablished by Garrison.

Such rhythmic freedom is counteracted by Garrism@giously mention adherence
to the scale. The net effect of this seeming contiadian approach is that what might be
called a rhythmic drone is established, the rhythmic contpexdrawing attention away
from the tonal center while note repetition is stifarly audible.

| have presented these factors serially, and &dedifractured linearity certainly
exists in each element when viewed separately, modityegpparent in Garrison’s work.
However, the fact that these purposely disparate eaemtsombined in such a dense fashion,
even at a fairly low volume, means that any one efens rendered subservient to the rest,
except at certain moments; these instances, in whighm@mber of the rhythm section
emerges more prominently than the rest, are most Ilgwddjective, dependant on whatever
background the listener brings to the recording.

The very idea of background and foreground, as a craadatedineator of relativity,
is paramount to the final rhythm section’s sound, and gngas important as pitch

construction where an understanding of the group dynaneiericerned. It is well known
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that Coltrane had been augmenting the Classic Quatteaidditional musicians, a
particularly ubiquitous case being the aborted December9B2, sextet sessions fArLove
Supremewhich included bassist Art Davis and saxophonist Archig&H& Other
documented performances from mid to late 1965 show thautmet was in constant
flux. ™’

The July 1965 version of “My Favorite Things” h&sady been discussed in terms
of what might be called rhythm-section uncertainty, ®altrane’s saxophone timbre on the
date is also significant. His use of vibrato is strikigeper and wider than it had been
previously. The result constitutes what Coltrane migtve viewed as an Asian gestalt,
complemented by the many trills and microtonal slurgr@aé uses throughout his solo on
this transitional track. By October of 1965, such pan-gedggal concerns had infiltrated
his group’s overall sound; in Seattle, Coltrane empldyedald Garrett, who brought a
collection of non-Western wind and percussion instrumeiitshim to supplement his
saxophones and clarinets; he used these on even theveleleved Coltrane compositions
to disturbing effect, as will be discussed later. A fewsdater, in California, Coltrane
recorded the menacirf@m where tonality was all but abandoned in favor of pimeéral
experimentation, many of the non-Western instrumegitsgbchosen to match the Hindu text
intoned by Pharaoh Sanders and Coltrane. The openingkis anithing else in Coltrane’s
catalog of works in that it bears no resemblancel & 8azz” of any period. Awash in

mbira, gongs, cymbals and various other percussion,imhigsto other late Coltrane works

14°Some of these out-takes have surfaced, and more handlyédmen found and are scheduled to be released
at a future date.

1 These extra players brought conflict to the group. IsguPhotographer Chuck Stuart tells a story
concerning the recording of Ascension, where Elvin Jtmesv his snare drum after the first take, because he
couldn’t hear himself play. He was coaxed back by Caitfananother take, but the damage to the group was
irreparable.
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only in that the rhythmic language is created by seeming]gidted layering rather than any
desire for pulsed connectivity. While rhythm is certaithksg here, timbre is the driving
force ofOmM's opening moments.

Onis body proper is extremely high-energy, matching mudh@Seattle material in
intensity. On the opposite extreme, “Kululg@&ma” recorded at the same timeGis,
softens the aesthetic, even bringing more traditioalijato the mix again, but through a
haze of pan-Eastern influence. While Juno Louis’ texvde from an African language, the
timbres of West and East are mixed in a fashion protaypicthe music to come in the
following year and a hallf.

All previously discussed elements form the soundwoidd thakes Coltrane’s final
work unique in the “new thing” music. We have alreadyhgbese concerns addressed in a
studio setting and in the confines afforded by the LP; hokyé&wabral innovation and non-
linear temporality merge equally vividly in concert rewads of older Coltrane repertoire.
“My Favorite Things” continued to be a staple, even appgam the final recorded concert
of Coltrane’s career. The most complete and bestrded version from the period was
recorded for broadcast on Coltrane’s summer 1966 towapain] Apart from the expected
rhythmic displacements, which will be addressed preseah#ymost striking feature of the
performance is a uniformity in volume that aids ieatimg the wash of non-conventional
timbre and rhythm that typifies this group’s approach to imetion.

After a bass solo by Jimmy Garrison that lastsost fiteen minutes and ends,
surprisingly, almost in tempo, Ali enters softly, falled almost immediately by the expected
e-minor chords from Alice. (Example 3.13, “My Favoriteings,” 14:44-15:54.) The

music’s volume swells and then stays at a fairly heytell throughout, despite any intricacies
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that might provide slight transient peaks. Ali continteplay in tempo, but a shaker,
presumably courtesy of Pharaoh Sanders, provides muddyingsasesoon as the tempo
and meter are establish¥. Garrison begins to walk in the way he would do througihe
period, emitting bursts of rhythmically driven activity; sleephrases certainly have melodic
contour, but again, they exemplify a scalar approathgaenusic rather than a simple
adherence to chord changes or their implied structurehandiynamic level is surprisingly
constant. Alice continues in chordal gestures, but deeyot adhere to any meter or tempo
established by Ali, and neither ever plays above a miezzm Within the first fifteen
seconds of the full band performance, the ordered etsrdererge in favor of the quintet’s
usual “wall of noise” approach, Ali's “multidirectiorfalhythms contributing most
significantly to the overall effect. At 16:38, anotherqussion instrument emerges gradually
from the mix, again most likely played by Sanders antleasame fairly low volume as the
shaker had been. (Example 3.14, “My Favorite Things,” 16:35-17Tlag time, the new
instrument, probably a cowbell, brings a sort of pdineAn feel to the proceedings,
furthering the trans-cultural flavor of the music;@mnhe elasticity of form and time passage
resultant from the multiple rhythmic layers, the coliviseeven more front and center, in
terms of listener focus, than it might have beenimoae conventionally rhythmic setting,
despite the constant flurry of activity.

All of this activity takes place before the melaglgtated, which occurs at 18:24, it
does so at what sounds like the end of a breath, Colraa¢hing before beginning the
second heavily vibrato-laden phrase of the melody; Abdlews with an almost

imperceptible shift into something approaching meter. Garasal Ali's playing remains

1“8 nterestingly, the meter sounds like some division of fasegun by Garrison at 14:44.
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meterless and timbrally complex, Ali’s roll at 18:38rgethe only signal that he is listening
to every melodic detail. (Example 3.15,”"My Favorite Thind$:10-19:00.)

In this performance, Coltrane adds a layer of timintabue beyond his normal
strident and vibrated tone. Beginning at 19:33 and coming oubafgassage of what
might best be described as “new thing squall”, he begipsaly and reiterate a low D,
exploiting every overtone of which the alto saxophoregable. Amidst the frenetically
atonal playing that follows, the D keeps returning, notabli/9:50 and 19:57. (Example 3.16,
“My Favorite Things,” 19:20-20:20.) This is certainly a feataf the atomism discussed in
Chapter 2, but here, an obvious advancement has beerim@alérane’s use of
multiphonics. The playing is more subtle, more studietiess@n more technically proficient,
allowing such gradations in microtone to be achieved. Higmj had become, therefore,
equally concerned with timbral and linear deconstructimetwo concerns unified in the
way that the rhythm section’s approach to improvisatigimbrally and rhythmically
unified when viewed in cross section.

It seems fair to posit, even given the stremdtColtrane’s innovations, that the
guintet rhythm section would not sound as it does withauptanism of his then-new wife,
Alice McLeoud, who replaced McCoy Tyner in 1966. As Rashiegravides the
multidirectional rhythmic foundation for Coltrane’sidil quintet, and as Jimmy Garrison’s
rhythmic approach mirrors Coltrane’s own in terms ohastic multiply-directed linear time,
Alice Coltrane’s pianism comes closest to capturinggtioeip sound as a whole, especially
in her soloing. Her playing is a study in the temporalrdiguhat constitutes the quintet’s
sound, fluctuating moment to moment between swirling \a@tyitemporal harp-like

arpeggios and staccato melodic fragments. As thewe sseady pulse in the music, these
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devices follow no traditional placement patterns, ifig¢he listener to engage the music on
several levels with few conventional musical signpogthe ones that are present are made
ambiguous by the multi-temporal structure, which also infarmade, rhythm and meter.
Pulse may arise, but it vanishes just as quickly, leaviadistener with a keen sense of
disorientation that seems purposeful if temporal disusitpnsidered to be in play.

Such devices also figure, in embryonic fashion, hetowork preceding her tenure
with John. Even in her work with the Terry Gibbs growph whom she toured from 1962-
19639 Alice’s harmonic language was unique, drawing more on Momkik than on that
of bebop rhetoric. Her playing on “Bei Mir Bist Du ScHdlioy example, is clusteral rather
than linear; the chords reinforce the track’s rhythm aodatity, occurring largely during
passages in D-Minor rather than fostering any traditidisdogue between herself and
Gibbs’ vibraphone. Her eschewing of bebop would continder work with the Coltrane
quintet of 1965-67, and it may be for this reason that Gateamployed her to replace
McCoy Tyner. Even when her chordal work expands tadehlrpeggios and harp-like
glissandi, nowhere does her pianism resemble tHagladp icons such as Bud Powell, even
though she had studied with hinf.

Often, especially in the period under discussidiceAvould use two modes in
alternation, the opening moments of “The Son,” nowlalséa on the reissue of her first solo
album,A Monastic Trig providing a clear example of the method with no aggamment.
While the tune is definitely cast in an E-minor mogalihere is no way to determine this

from Alice’s initial gestures. Here opening chord cossidtC and F, superimposed on D

19 or a brief history of Alice’s career before joininghd Coltrane, see her interview with Pauline Rivialkhe
liner notes taA Monastic Trio(Impluse! IMPD-267, 1998), p.2.

%porter op. cit, p.271.
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and E, vertically prefiguring the polymodality to come.eHtale she employs involves F-
minor with E and B acting as passing tones throughoutit @dot until 0:47 that E-minor is
definitively established, beginning with a sharply resoiaint the piano’s low register. The
F-minor modality returns after every chorus, rendetirgasier to hear than in corresponding
passages in late Coltrane.

Her approach to the group aesthetic is especiaity on the version of “Afro-blue”
recorded in Japan in August of 1966. Throughout the renda®the others solo, Alice
“chords” in and around F, as “Afro-blue™s original modglienters around that pitch. She
is not limited by any sense of mode, and her rhetoas sften clusteral and chromatic, but
she always returns to quartal voicings around F. At 12:5dtg@nly one of many examples,
her left-hand voicings sound very much like McCoy Tyneasshe alternates F, B-flat and
E-flat with E-flat, A-flat and D-flat, the whole gese following a series of more chromatic
playing. As with the others in the group, she playsautlteasing, each gesture passing
with unremitting speed.

Simultaneously, mirroring John’s approach, she tragiphasize a note in the F-
minor scale, by lengthening or accenting it. At 12:55 andh®ensuing five seconds, A-flat
is quite prominently featured in the right hand, a poiatleneven starker by the high C at
12:57, which brings modality squarely back into focus. Efthland sometimes augments
the right with rhythmic complexities, but block chords ased almost exclusively, in direct
contrast to Ali's polyrhythmic approach to the drums.

At the outset of her own solo, from 13:15 to 21A®&e continues with the chordal
figures she had been employing through Pharaoh Sanders’Addov passing tones,

beginning at 13:25 and all within the F-minor mode, prefigueeatipeggiations in which she
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will engage. These interchord tones might be consitias atoms, as they certainly do not
conform in any sense to the rhetoric of bebop lineakit4hen the arpeggios begin, from
13:31 and beyond, they cover two main modal areas — F-rambE-minor. As all sense
of pulse has vanished, these modal areas do not conform doiginal tune in any way,
considering especially that the other chords in thgrmal are E-flat major and D-flat major.
Rather, her “tonal” approach is as fluid as her rhythamguage, which is enhanced by the
fleet arpeggios she inserts between left-hand block clamdi¢ow-register octaves. Further
clouding modality, her block chords sometimes range intoilr inflection, even at this
early point in her solo.

It is not until 14:03 that the E-minor implicat®begin in earnest, becoming an
increasingly large part of this solo’s dual nature. ThaiBor intrusion at 14:44 is of
particular interest, as it might be misconstrued st fiearing as a return to any loose
“tonic” the piece exhibits, due to the largely chromalitsters that precede it. It is only with
the three reiterated F's at 14:51, the highest on thepthat the “true” modality is restored.

A solo piano piece, recorded at the same 1967 sedbmtrbirthedExpressionhas
been rediscovered and released in 1998t provides a chance to hear her pianism in an
extended time frame, similar to that of Jimmy Gamisa@oncert solos, without the dense
layers of instrumental accompaniment. Now calledrtAdista,” it demonstrates her
atomistic, modal and multiply-directed linear conceptioth clarity and concision. The
piece is a complex web of chords, arpeggios interladgddsmgle and double-note atoms;
again loosely based around E-minor, Alice’s first cHoedrs a striking resemblance to B-
minor, given the prominence of F-sharp, B and D in idfet hand. However, E is regularly

reiterated in the piano’s middle register, giving ieaisrity separate from dynamic or

5'This piece was made available on the reissue of Alagabe,A Monastic Trio(Impulse! IMPD-267, 1998).
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registral concerns. At 0:17, an F is quietly introduiceithe bass, anticipating a similar
introduction in the upper register a second later. Médewthe texture is atomistic, each
gesture related to the surrounding material while maimgiautonomy and allowing for a
degree of separation. The repeated fifths in octaveudat 0:54 confirm the modality, but
they are separated slightly from their surroundingselyster and a softer dynamic. Even
the arc-like arpeggio at 0:28, incorporating B-flat inte thode and overlaying an F-sharp in
the bass, functions as an atom, as it proves pararghetmerging from near silence and
leading back to silence. (Example 3.17, “Altruvista,” 0:00-2:00.

The piece functions along the lines drawn in thigsening moments. The atoms
return, and each gesture throughout the meterlessipiscuilarly treated. The multileveled
arpeggiated complexes at 1:33, as vast and multivalezgtynant as they are, exist amidst
moments of silence. While arpeggios pervade the rightd hfour-note chords march in
serial fashion in the left, long spaces between them.

Equally prevalent is the continual harkening back-toior modality. These returns
are no more predictable than they would be in John’sssdlot they occur with similar
frequency. At 1:52, E-minor returns softly, afterdostretches of near atonality. The return
can be judged most convincingly by the fact that all chtwnanes disappear, leaving only
the E-minor mode outlined at the piece’s commencem@fitile this is a conspicuous return,
many more such subtle procedures are in play throughut:59, a brief instance of pulse
occurs as F and B-flat are introduced to cloud the Esmmmadality, C and E-flat coming
into play a moment later. These figurations are r@diied, in the right hand, with E-minor
figurations, shifting focus in a steady but momentary aeedo. By 2:16, the E-minor

modality returns with a series of multi-octave fiftilsthe piano’s lower registers, almost
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identical to the textural event at 0:54. The piece besoaseries of unpredictable returns
juxtaposed with voyages into related but distant modatder. She follows John’s lead but
transforms his vision, the piece a blueprint for théemal of her first four solo albums.

Alice’s work may be seen as the lynchpin ofgh@up aesthetic. Her approach to
tonality, or modality, is as multiply-directedly liaeas her sense of rhythm is free but
pointed. She blurs all structural and musical boundariesvaeahat, one would imagine,
captures perfectly John’s conception of the “one esdénince her death in 2007,
discussion boards and Email lists have blazed with casnsg\concerning her role in
Coltrane’s final group, her musicianship, and the value oVis@n as an instrumentalist. It
may never now be clear just what she was taught kyadeland just what she brought to
the group from previous experience. What is certainasher approach to the keyboard was
her own, only resembling others’ work in passing, and itaedmitive for the execution of
Coltrane’s vision. Attention has been drawn, by Kgfakd others, to the fact that John
retained a pianist in a group whose deployment and aestvert quite revolutionary in
other aspects. It must therefore be a testameng tcldhty of Alice’s vision that she became
such a vital part of John’s final working group, exemplifyingnicrocosm the structural
unity and harmonic/rhythmic diversity that would come toftygs sound.

In a very fundamental way, unity and diversity are mmars where this music is
concerned, the African-American experience rendering ¥destern concepts inadequate to
describe the poignantly artistic reflections of oppresaimhdiaspora. Rather, the aesthetic
on which the later Coltrane music is based has roathat scholars are now calling irony.
Of course, the double consciousness of the Black experamd its attendant irony, as

outlined by Paul Gilroy and, more completely, by Ronaddi&ho is at the heart of the
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conception. It is evident even in Coltrane’s briefhoeents about his music. “Keep a thing
happening all through,” he says to Tyner during the Sunshipseess 1965, but in Japan
the following year, he describes his music as “musit@fridividual.” He also states, in the
same interview, that all men know the truth, but thatpersonification of that truth is going
to differ among individuals. It is ironic that such doub&sdinearly constructed in plain
words, involves so many musical implications.

Coltrane’s interest in pan-geographical concerapparent but never overt, and his
titles suggest unifying factors, universals, while the music sigdgyers or substrata,
disunified at best, disjointed at worst. As this studydesonstrated, an aesthetic of
individual freedom was made to coexist, sometimes mareecaionally than others, with a
series of loosely defined but definite structures, andlidectic between these polar

opposites is what | have discovered to be the mosestiag component of this music.

mrhediate Influence

Despite Coltrane’s radical innovations, the fatged by his late works was seldom
followed during his life time. True, Coltrane’s legaswast and multifarious, and he has
become a cultural icon akin to Beethoven. His hetustmay very well have been
established by members of the equally multifarious butefaching Black Arts movement, a
multiregional collective whose diversity James Srhedit’s recent book demonstrates with

skill and authority®®> Amongst “jazz” musicians, Coltrane was especiatigortant, and

152James Smedthursthe Black Arts Movement: Literary Nationalism in the 1960s1@7@s(University of
North Carolina Press, 2005).
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many performers latched onto methods and sounds thatlteraady discarded when the
often-subconscious homages took place. However, Bisrfaisic spawned very few
imitations, a notable exception being New Orleans-baxoghonist Noah Howard's
“Homage to Coltrane,” which appears on his first albunE8P Live at Judson Haft>®
Noteworthy is the fact that the tribute was recordddtm 1966, well before Coltrane’s death
and while his last works were still in formation.

As with pivotal works by Albert AylerAscensioralumnus saxophonist Marion
Brown and Sun Ra, Howard’s first disc was waxed fanBel Stollmann’s pioneering ESP
label. A small New York company, it documented the naygimat an absolutely critical
phase, and the albums have become highly desirablecstadsHoward’s Coltrane tribute
reveals that, as with Coltrane’s own early asstiife of Charlie Parker’s innovations, there
was indeed a musically informed listenership that wadrgeand reproducing the sound of
Coltrane’s final quintet’s collective improvisation &emerged. A sonic reference to
Coltrane’s last work appears, suddenly, at 10:30, after same vaguely Eastern sounds,
resulting from the Indian-inflected dialogue of Sirobags) and Catherine Norris (cello),
pervade the piece’s first half.

The contrast is marked, to say the least. Whdeopening is redolent &f Love
Supremeeven employing two sets of low strings as on thetaldbecember 1bdate, all
sense of tempo vanishes for the second half. This jdrdia¥ge part, to drummer Robert

Kapp’s sudden stylistic switch, transitioning from tigiigh-hat and repeated rhythms to

153Noah HowardLive at Judson HallESP 1064, 1967.

1%4Stollman relaunched the label in 2005, after many yefarsusical inactivity. His story, and tat of theéhb
can be found in Stollman’s May 2005 interview with revie@éfford Allen. See
http://www.allaboutjazz.com/php/article.php?id=19¢B&cessed March 17, 2008)
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open and sustaining cymbals accompanied by meterless playirggrratiner of Rashied
Ali. **° Simultaneously, pianist Dave Burrell switches froghhiegister block chords to
middle-register drones fashioned of repeated figuratioqdasting liberal pedal. The
overall energy of the track had been increasing stedulityat the point of transformation, it
is fair to say that the playing shifts into ecstatic dvee, the only link with the first ten
minutes being the sustained B that pervades the piece. <88, “Homage to
Coltrane,” 10:00-11:00.)

Meanwhile, Howard'’s playing also demonstrates aftlkeowledge of Coltrane’s
work of the period by employing Coltrane’s brand of agymi The repeated B, A and F-
sharp, from 10:40-42, certainly demonstrates an atomistic agmrand while B has been
the unequivocal tonal center of the work, Howard'yipig has traveled the proverbial
spaceways; his constant return to B just before thesesaeven casts a glance in the
direction of multiply-directed linear time. The tusehoment of transition is as shocking as
it is complete, a rapidly morphing encapsulation of @ok’s 1960-1967 compositional
development.

Beyond this, allusions to Coltrane’s 1965-67 work eaece amongst his immediate
associates. Even the exuber@mie for Johnrecorded by Frank Wright for BYG/Aktuel in
1969, does not really have the same narrative dispar@grabe found in Coltrane’s last
works, Albert Ayler’'s seminal output being much more appaae influence. Even Alice
Coltrane’s early 1970s albums for Impulse! sound vettg likke the work of her husband;

rather, they elucidate her own vision, replete withlit effects, electronic instruments and

%Fascinating, and a bit eerily predictive, is Dave Blisrase of bells throughout the track’s first half. It
would prefigure Coltrane’s use of the same instrumemi®£i967 duos with Rashied Ali.
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an increasingly but homogeneously Eastern flavor. We lmok outside of more

conventional “jazz” circles to find the legacy and infloerf Coltrane’s final period.
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CHAPTER 4
COLTRANE’S LEGACY

Introduction

The two layers of Coltrane’s late music function teate a listening experience that
is multitemporal, assimilating elements that were lgpttunded in improvised music
traditions and in the radically new and innovative feez jof the 1960s. The present chapter
will present the legacy of Coltrane’s 1965-1967 work asntasifest across the permeable
boundaries of jazz and contemporary classical mughe tWwo artists under discussion,
saxophonist Anthony Braxton and saxophonist Paul Dunbwth espouse Coltrane as an
influence; yet, the way in which Coltrane’s final nwsiforms each artist/group’s output is
strikingly different, and those differences speak tdotfeadth and scope of Coltrane’s vision.

| present the artists in chronological ordedlémonstrate the ways in which two
successive generations of improvising musicians came to vatmg€oltrane’s final works.

In the case of Anthony Braxton, Coltrane’s death stdisa recent event, and he needed
immediately to assert his own voice as he formed hisvalent sonic and compositional
aesthetic. Paul Dunmall began playing fully improvised mimsthe late 1980s, by which
time some distance from Coltrane’s innovations adldvior a more direct form of homage.
In other words, temporal proximity to Coltrane’s worlkeg@some way toward governing the
way in which each artist relates to his music and detes the way in which Coltrane’s

innovations are integrated into their respective stylesiprovisation and composition.



It needn’t be said that these are far from tilg artists acknowledging Coltrane’s
influence; He became a cultural hero on the levéloafis Armstrong, or Jimi Hendrix, and
his influence is claimed in the broadest circles. Oftetyosity is the lynch-pin, and
multiple generations of jazz musicians have claimedr@udt as a father of sorts, organist
Larry Young and guitarist John McLaughlin being two ofteactiéxamples. Both of these
men pushed their music beyond expected boundaries for wlgd have been standard fare
for a major label, experimenting with distortion, dra@mel various types of ethnic music in
the context of extreme virtuosity with its roots ingazl heir soloistic language is indebted
equally to postbop and to the innovations of the 1960s, tha edaich they both came to
prominence. Both started in the tradition, as it wane, went some way “outside” to make
their most definitive statements.

Just as often though, spiritual or sociopolitroatters are at the heart of whatever
Coltrane influence is being claimed. Many musical gigjlisom the late 1960s on, whose
work has very little to do with Coltrane’s musicaldalage nevertheless drew on it for
inspiration. The German group Faust, for example hiiteas a major influencg® their
music is diverse enough to include passing references t@hzemost notably on the LP
The Faust TapesHowever, original Faust member Jean-Herve Peron staethe
members of Faust were not “musicians” in the stricts$es, and that influence cannot be
ascribed too assiduousty. It would seem, then, that Coltrane was a symbéreeidom

from tradition in a time when such constraints weregheaval all over the world.

%Not really German, Faust is known as a Krautrock groageror less by default. French and Russian descent
played just as important a role in the group’s memberdfap.acknowledgement of Coltrane influence, see the
audio interview with Hans-Joachim Irmler from Faudgizu(private release, 2003).

573ean-Herve Peron, phone interview, conducted by Marc Me@eptember 12, 2005).
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Then, there are the most interesting casegloénce, those musicians who exalt
Coltrane as a major influence, but whose music betaswely small surface resemblance to
anything Coltrane either composed or played. Anthony Braistone such
composer/performer, his written music bearing the hakmaf the
Schoenberg/Cage/Stockhausen axis to which he has referresnenous occasiortd® His
improvisations draw, in large part, on post-Charlie Pdrkear constructions, also
employing many of the “extended” techniques often associatadive New Thing and its
European aftermath’ However, a deeper study of the culture from which he'gede his
playing, methods of composing and evolving a musical systempnstrates a deep and
multileveled allegiance to Coltrane; his work might bersas really beginning just after

Coltrane’s death, continuing the trajectories mappedno@bitrane’s final works.

Anthony Braxton

Multi-instrumentalist teacher and composer AnthBrgxton makes no secret of his
allegiance to Coltrane. In interviews with GrahamkeydRonald Radano and Mike Heffley,

Braxton acknowledges both his initial aversion to Coltta more experimental material and

1%8c0r typical comments from Braxton concerning his del@dwoonberg and Stockhausen, see Graham Locke,
Forces in Motion The Music and Thoughts of Anthony BraxtDa Capo Press, 1989), p. 44.

139Braxton’s music straddles all manner of cultural lineg blurs many boundaries; he has often stated that his
music is too Eurocentric for African-American comfarét too deeply rooted in jazz, a term he dislikes
intensely, to be taken seriously by a narrow musicabshment. His disdain for the word “jazz” comes from
his roots in the AACM (Association for the AdvancemehCreative Musicians), who insist on calling the
music “creative music,” or “great Black music.” Fodetailed examination of the African American/European
issue, See Lockéhid. pp. 72-73.

127



his ensuing acceptance ot%. In this, he is similar to Paul Dunmall, whose work \vé
examined later in this chapter. Unlike Dunmall howeveislodear that, after Coltrane’s
death, it became necessary to do something else, nsutb@oltrane by aping his
innovations. What was achieved paid homage to Coltrargerousical, temporal and
spiritual level, all ultimately being unified in BraxtenGhost Trance Music of 1995-2006.
Even though he denied spiritual concerns in 1971, favoriegeatgic and systematic
approach to his musfé' Radano points to the church as a major influence ortd@rax
youth on the south side of Chicafé. His eventual stint in the burgeoning Association for
the Advancement of Creative Musicians, begun uporetisn from Korea in 1966, would
also have a profound impact on hifi. While the AACM music of the time was not spiritual
in any singularly dogmatic sense, the Art Ensemble ofdgja’s use of “ethnic” instruments
and African garb represented a more general searcbnigidenied African-American
identity. Not for nothing was the AACM motto coined: “Gr&kack music.*®* Only with
the Processional music of the early 1980s, and with HuesiG'rance Musics of 1995-2006,
would Braxton realize the AACM ideals in spiritual, pgeegraphical and compositional

domains.

1%%An online interview given at Mills College in 1985, makes:Bon’s continuing allegiance to Coltrane
readily apparent. Séwtp://www.archive.org/details/BraxtonSOfAccessed March 15, 2008)

1815ee Anthony Braxton, interview with Roland Young, SandiyeBiand Glen Howell, before his concert at the
Palace of Legion of Honor, Paris, 19@ftp://www.archive.org/details/BraxtonAM1148ccessed Mar.19,
2008)

%2Ronald Radand\ew Musical Figurations: Anthony Braxton’s Cultural Critig{iza Capo Press, 1992), pp.
34-35.

1835ee Lockepp cit, p. 3.
%4The phrase is still a pivotal component of AACM rhigtoas can be seen on its website:
http://aacmchicago.org/about-(eccessed March 15, 2008) The Art Ensemble of ChicagdAGMM’s

flagship ensemble for over two decades, expanded the raottad “Great Black Music, Ancient to the
Future,” introducing a critical element of temporality itite equation. See Lockap. cit, p. 35.
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Braxton’s compositional aesthetic is broad iddemd as we will see, his relationship
to the multifarious traditions to which he lays claincisnplex. He has amassed a vast
catalogue of numbered works, well in excess of 300 havingexéormed. These are for
many different groupings and forces, from the solo pidri@omposition %o the four
orchestras o€omposition 82 His students attest that he is constantly absorhagatest
musical trends, avidly following “underground” music magazsesh adVire and listening
to everything from contemporary classical to experimdrighop'®® Braxton himself is
always forthright about his influences, and these afépia) the most recent being Native
American music in relation to the Ghost Trance Music.

Braxton would embark on a thirty-year musical sdysto arrive at Ghost Trance, but
Coltrane’s influence was present in his work, to a laxgeng, from the beginning of his
involvement in music. Despite major differences in apph, Braxton’s soloing is informed
by Coltrane’s solos from 1965-67. On a very fundameetel| both soloists share a
penchant for skewing listeners’ temporal perception. Bfakton, the realization of time’s
relativity came quite early in his career, as he gasditst solo recital. He tells the story of
becoming aware that he was repeating himself withinitseseveral minutes, and then his

 From that

dilemma involved filling the next fifty minutes with sotheng meaningful.
point, it became absolutely necessary for Braxton teldgva language that would guide his
improvisations, a series of performative techniques tHatetbethem, such practices
becoming evident in compositions suct?2&8. Much later, these techniques would be

manifest visually, both on score paper and in the guisecafions in hidrillium opera

19 have conducted informal interviews with Braxton studemis they wish to remain anonymous.

%8Jonathan Piper, “Like a Giant Choo-Choo Train,” frAnthony Braxton: 9 Compositions (Iridium) 2006
(Firehouse 12 Records, FH12-04-03-001, 2007), p.6.
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cycle. Inthe late 1960s however, they form the embfysystem that would allow
Braxton to fill time with the same concision witthieh a writer seeks to fill a page.

Coltrane’s constant searching for the “onerdgseresides at the heart of these early
Braxton endeavors, but his soloing throughout his calserbears more superficial witness
to Coltrane’s legacy. In chapter 2, the proportionalimadf Coltrane’s solos was examined
in the context of multiply-directed linear temporainadive, and a similar phenomenon
occurs in the way Braxton approaches his own solaststructions.

Like Coltrane, Braxton might form soloistic atomsduddenly slowing down a line, without
changing dynamics or intensity. Gomposition 131recorded for Black Saint in 1986, his
solo improvisation demonstrates this approach; at 1:20, e @laix-note figure that is
separated from previous activity by a sharp reduction indsp&bese notes also sit against
the prevailing swing texture in hemiola, further individugtinem from the rest of the solo.
(Example 4.1, “Comp. 131,” 1:00-2:00.) The first two notedheffigure, D and E, are also
anticipated a second earlier (1:19) by D and F-sharp playediatilar speed amidst a flurry
of solo activity. In essence then, and despite amdifft playing style, Braxton is presenting a
multiply-directed linear solo in the manner of latdt@me.

A similar construction can be heard, on a grander sicaelbe version of Braxton’s
Composition 26Brecorded at Moers Jazz Festival on June 1, 187%his is one of
Braxton’s imprecisely notated pieces that relies dierdintiation of line and attack as
compositional rhetoric. The following recorded examfa&en from the composition’s
opening material, demonstrates only one of the complakanships in the piece. (Example

4.2, Comp. 26B,” 0:00-0:50.) The first motives, heard through @388 stuttered and fairly

%’Anthony Braxton, Soldive at Moers FestivalMoers Music 01002, 1976). This album has never been
reissued on CD.
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detached or atomistic phrases. The opening note, & dollwwed by a pause, is followed
immediately by F-sharp and D as a pair, these two otesunding the E as if it represented
a tonal center. Indeed, E functions as D-flat did inr@oé’s “Ogunde” in that it is

implicated via multiply-directed linear time; a partady poignant example occurs at 0:31,
where Braxton plays two descending sixths, the secong lieisharp and B and the two-
fold gesture resembling a plagal cadence.

Despite these resemblances to Coltrane’s finakwee also see the aforementioned
development of Braxton’'s language of compositional stnatespecially at 0:35, when the
texture switches suddenly to more traditionally playedslin€he tonal center also changes,
the key of E-flat initially and briefly becoming the fecto compliment the change in timbre.
E-flat triads recur at 0:35 and 0:38, serving as atomististnastions and further
manifestations of multiply-directed linear time. Ampeggiated A-flat major chord at 0:39
only re-enforces the tonal center, albeit briefly.

The piece is replete with dynamically and rhythmicajpposing compositional
devices reliant on different note lengths, repetitionstanduings. In some very
fundamental aspects, the aesthetic that forms thiledumprovisation can be traced back to
Coltrane’s solos from the last work.

Coltrane is by no means the only influence on Brastplaying, and bebop’s
rhetoric, or what can be called “freebop” in the inegistral manner associated with Eric
Dolphy’s most innovative work, is equally apparent. Yegreamidst these backward
glances at tradition, Coltrane is present, most notalByaxton’s expansive approach to

time, both in the way he skews the music’s historyiaride more straight-forward negation

158 would not posit that these elements are present ixt@rss soloing to the degree that they are in Coltrane’s,
and certainly, they do not occur as often. Braxtardarly influenced by Coltrane, but he is not a discigtel
the varying nature of his solos, and of his compositiprs/e multiple allegiances.
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of pulse. Braxton’s many recordings of standards, baggnwith theln the Traditionseries
recorded for Steeple Chase in 1974, demonstrate an astgragshay of stylistic principles;
while the heads are often, but certainly not alwaygepldaithfully, the solos then veer into
avant-garde territory while maintaining strong allegiariogsebop and its aftermatihe
Charlie Parker Projecbf 1993 presents many elucidations of his constant urgesenwe
and battle tradition®® Braxton’s soloing on “A Night in Tunisia” is executed swpranino
saxophone and contrabass clarinet, the former moablgaturing what has been called the
famous Parker alto break’ (Example 4.3, “A Night in Tunisia,” 1:35-2:35.) Braxton
unleashes a torrent of notes at 1:41 that invokes, unguoabty, Coltrane’s late 1950s
“sheets of sound,” but it eschews the steady eiglgsnoft bebop in favor of a dislocating
burst of “new thing” freedom. His subsequent clarinet wookgs to be extremely
reminiscent of Eric Dolphy’s soloistic approach, mastiably from 3:49 on. (Example 4.4,
“Night in Tunisia, 3:40-4:40.) While there is a fair amoahatomism in this solo,
especially concerning the reiterated notes D-Flat, DAaRtht, there are also Dolphyesque
inter-registral leaps, as at 4:21-4:25. At 4:28, Braxtaches for the A-flat below middle C,
then promptly plunges again into lower registers, wherengages in a few moments of
multiphonics, an homage to the art of which both Dolahgt Coltrane were practitioners.

A more elaborate nod to tradition informs Brasd@olo on “Dewey Square,” and
again, Dolphy seems to be the primary influence withr@odt standing close by. (Example
4.5, "“Dewey Square,” 1:20-2:00.) The octave G leaps at 1:28gtone example, bespeak a

large number of accented registral shifts throughoutdlme m fact, Braxton covers a huge

189 Anthony BraxtonThe Charlie Parker Project 199®at Hut Records, Hatology2-612, 1995).

1"%See the discography accompany@tuarlie Parker: The Complete Savoy and Dial Studio Recordings 1944-
1948 (Savoy Entertainment Group, Inc., 92911-2, 2000), p.5.
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pitch range throughout the 5.5 minutes of his solo, encesnmg both extremes of which the
alto saxophone is capable and often jumping unceremonibesiyeen registers. Again
though, “sheets of sound” and the aesthetic of Coltsdingl works are also present, the
latter particularly prevalent as the structure of threetunravels, from 4:14, and meter
gradually disappears. (Example 4.6, “Dewey Square,” 4:05-4:55.)

On a deeper compositional level, both of these exanilé the listener’s sense of
time constantly being called into question. Both “A NighTunisia” and “Dewey Square”
are typical bebop constructions in that they emplageAbridge-verse form, or 32-bar song
form, as the basis of their structures. As with mailis interpretations of standards,
Braxton’s group begins in tempo, following the form asspribed. Inevitably though, any
sense of overarching pulse is gradually lost, giving wagds teadily identifiable
explorations, sometimes related to the tune in questi@netimes not.

Resemblances to the parent tune might conteeifotm of rhythmic references or
reminiscent fragments bubbling to the surface of a sBlach procedures are most easily
demonstrated in Braxton’s solo interpretation of stastglaihroughout his career, Braxton
has performed numerous solo recitals, in which standeds played a vital part. A brief
examination of his solo treatment of “I'll be Seeinguyarecorded in 2005, will demonstrate
that his treatment of the composition bears a stresgmblance to the Multiply-directed
linearity of Coltrane’s solos.

The tune begins and ends in E-Flat, and the eetidition lasts a mere four minutes
and fifty-five seconds. Despite brevity, consideraltance is placed between Braxton and
the composition, accented notes being the only pointsfefence, guiding the listener back

to the head. (Example 4.7, “I'll be Seeing You,” 1:00-2:11.viQlsly, as there is no
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rhythm section, Braxton takes rhythmic liberties fromaheéset, but the tune is readily
identifiable until 1:22, at which point one chorus has heaped'’* Subsequently, Braxton
engages in what might be called a free-fantasy apboate tune, elongating and excising
phrases at will. The G at 1:22, both elongated and aatgpiaces the listener at the opening
of the tune, as it is the opening note. It is worthembering that just prior to this event, G
an octave lower was heard but much more quietly, paticig a brief pause. Both gestures
signal the completion of a chorus and the commenceofiemiother, even though any
traditional counting of bars is impossible. Corroborating reading, at 1:28, A-Flat is
played, followed by a brief pause just before G and Feaedh It is only on repeated
listening, due to registral concerns, that the accentadl@2 and the A leading to B-Flat at
1:24 register with clarity, adding additional layers of tiply-directed linearity in the
proportional manner of Coltrane’s later solos.

The paradigm holds throughout the treatment exeen seemingly disjunct lines are
present, such as the Dolphyesque leaps down from D, tatlxfd then to G at 1:53, a
certain kind of resolution occurs at 2:02, where the oyegesture is again plainly heard.
The D-Flat can then be viewed as a substitution relébitige dominant chord that ends the
bridge.

Equally faithful and yet exploratory is his reralitiof Coltrane’s “Giant Steps,”
recorded at another solo recital in 1982. Taken at pé&ast, as are most renditions of the
tune, it would, in most circumstances, be a vehicléHersoloist to demonstrate publicly the
practice and skill inherent in mastering such a formidaéleof chord changes. “Giant
Steps” is, after all, the ultimate manifestation oft€ne as a harmonic composer, the chords

changing at least once every bar and rendering everuasartike Tommy Flannagan close

" The example begins toward the end of the final eight Batseanelody.
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to mute at such a cliff? However, Braxton circumvents such problems by elongatia
rhythms; there is certainly a tempo, established fromelgenhing, but as soon as the first
three choruses have been played, adhering to the melodiyhe solo proper begins, tempo
and form become quite relative.

At 0:27, we hear a pause, after which G-major afldtEnajor are arpeggiated,
conforming somewhat to the third relations that goverruhe. After these somewhat
tenuous relations, long-breathed phrases employing bebtpidhalternate with long pauses,
and only a few discernibly arpeggiated chords signal thm, fas does the E-flat vii at 0:42.
At 0:53, the notes D, B-Flat and C serve a similar fon¢tC and D both tensions in the key
of E-flat and delineating another chorus.

More frequently as the tune progresses, the nbtee melody become points of
departure for more radical explorations. At 0:59, the’suopening F-sharp and D are heard,
but the A that follows leads the way to a similar arpetgmn on a G-major chord in second
inversion, then ultimately to a scalar passage thdidesut a B-flat major vii chord at 1:01.
(Example 4.8, “Giant Steps” 0:00-1:05.)

As the solo becomes more charged, the streams «f heteme thicker, until it is
only longer and accented notes that signal the passaperokes. At 1:41, we hear
proportionally elongated rhythms on G, D, A, F-sharp anth Bhe same rhythmic manner
as is found at the opening of the head. Amidst thelgt&aeam of smaller note values, this
sort of proportionality skews the listener’s tempgratception while also, somewhat

paradoxically, providing a point of return.

1720n the issued take of “Giant Steps” pianist Tommy Flannagawesrfrom increasingly faltering linear
soloing to chordal gestures, ostensibly because hedtagen the tune before the session and, due to its
complexity, misjudged it to be a ballad. See Lewis Pgiteer notes fronHeavy Weight Champion: The
Complete Atlantic RecordingRl§ino Records, R2 71984, 1995), p.13.
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At one of the later choruses, beginning at 2:06, Braxtdhduconfuses matters by
incorporating many notes unrelated to the head. Thesd gigrfarthest points of
exploration in this brief rendering of an already difft tune. At that point, a pointilistic
texture has been adopted, and even the ends of phrasesdea altered rhythmically,
making “Giant Steps” sound more and more like a Braxtomposition. (Example 4.9,
“Giant Steps,” 1:40-2:40.)

We see that even standards are subject to Biaxteatment as a composer in that
the freedoms that inform his compositions are employ¢leiservice of the traditions that
spawned them. Somewhat ironically then, it is Braxd@hianging but increasingly unified
compositional rhetoric that owes the greatest debt tvgde’s later music, as it bridges the
gaps in traditions in a way that mirror Coltrane’s apptoto his own compositions. From
the outset, as we have already seen, Braxton’s csitigyes do not conform to any
exclusively “jazz” or “classical’ trope; they are it reflecting an increasing disillusion with
what Braxton deems the false boundaries placed, cowteage relations, on the points at
which these musics intersect. This ambiguity of caiegbon brings to mind Coltrane’s
comments, previously cited, about his final group’s outpirgoperceived as classical music.

Where Coltrane is verbally reticent, Braxtakes the opposite approach; he gives
lengthy and copious interviews, making sure that his posio@ defined and disseminated
in precisely the way he desir€8. He has been very forthright about his compositional
process, which might be seen to grow from the seedteplanlater Coltrane.

Briefly, and put in the simplest terms, Braxt@s sought musical unity as his

compositional language has evolved. Early in his capessibly soon after his debut solo

1733ee, for one extreme example, the Third Millennialrinésv, conducted by Mike Heffley, over more than
100 pageshttp://mheffley.web.wesleyan.edu/almatexts/absnt fattecessed Mar.19, 2008)
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saxophone recital, Braxton began to attempt demarcatistnategies that would allow him
to structure his improvisatiori§* It was a logical step to incorporate said strategiesd
compositional framework, one of the most obvious exampeingComposition 26Bfor

solo alto saxophone, discussed above. His other eargasitions ranged from the
precisely notated scores of works suclCamposition 6Ko the long-form aleatory of
Composition 25 Science governed his burgeoning compositional rhetdlas cast in the
form of diagrams of varying degrees of complexity and gagmsequent opus numbers for
ease of cataloging.

From the outset, Braxton has been a composieradiad by systems. Restructuralists,
his term for composers that have redefined system®agtt and practice, have been his
principle interest and influences, and it is theselieadeaches in his graduate classes at
Wesleyan University. For Braxton, Coltrane was amegestructuralists, “Giant Steps”
serving as an early example of harmonic restructurdiidrivhile Braxton has not made
specific reference to the later music of Coltrangs imh this period that Coltrane’s
restructuralist tendencies are most apparent; one sudfestation is in the motivic unity
Coltrane was bringing to his final work, discussed in ChiahteAnother such concern lay in
Coltrane’s interest, semi-latently expressed, in tmé temporal manipulation, as discussed
in Chapter 1. Braxton made these concerns integrastoelveloping compositional rhetoric,
and they have determined the course of his work to the presen

The concept of unity in Braxton’s music springsrfaractical concerns. By the

middle 1980s, he had amassed a series of compositionsthahly been performed once,

17“See Anthony Braxton, interview with Charles Amirkhani@peaking of Music at the Exploratorium in
1985,” http://www.archive.org/details/BraxtonSO{dccessed Mar.20, 2008)

17°The 1985 interview with Charles Amirkhanian addresses theseerns in detail.
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and he was certain that they would never be performead.abiis quartet of the time,
consisting of pianist Marilyn Crispell, bassist Mark 8ger and drummer Jerry
Hemmingway, were given this back catalog to incorporatetire framework of newer
compositions. In other words, and very simply, the quamdetid begin to play one
composition, and during the non-notated sections, eaclberesould incorporate any
number of melodic figures from previous compositionsedsence, twenty years of
compositions were then becoming unified, and their meltiggjectories would inform a
single performance. Braxton eventually labeled ths$esy “Pulse Track” music, as each
player presented a single line, or track, along whidtries of compositional ideas would
movel’®

Far from content with that, Braxton disbandezighartet in the middle 1990s, and
his Ghost Trance Music was first performed in 1995. Adfiexpansion of the Pulse Track
Music, and yet also related to earlier compositions inuglvariable instrumentation, GTM
is Braxton’s most simultaneously unified and diverse masitional system to date. Drawn
from various world music traditions, such as Native AoaaT music, Gamelan and Puppet
Theater, GTM is pulse-based and consists, in bagig, fof even eighth notes, gaining
rhythmic complexities as it was modified from 1995 through 2086ts core, though, was
the idea that the temporal continuum must exist insssestion in every performance. As
Braxton scholar Francesco Martinelli observes, ti\eerformance must contain past,
present and future; ... On the strictly musical plain, tésins nesting of old compositions

into new (past), presenting new compositions (preseudt)ed the summation logics of these

%For a detailed description of pulse track structures aadthey function, see Lockep. cit, p. 60
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strategies forecast new developments (futur€).Ih light of this temporal simultaneity, it
makes sense that, as Art Lange states, the Ghostelkéumsic is to appear continuous,
conventional beginning and ending becoming meaningless, eveexistent.’®

We have seen the assimilation of previously cosed material before, but given the
time/space logics that Braxton wishes to address witlhl Ghe idea of temporality, or
extended temporality, comes to the fore more prominémly in pulse track music. In this
way, seminal aspects of late Coltrane, proportionafitgoloing and a burgeoning interest in
unity, are manifest into a compositional aesthetic ghhbth unified and diverse; rather, it
encourages diversity under the banner of unity. Beyosdttie realm of magic beloved of
Coltrane is now manifest in Braxton’s music throughittea of trance; as with late period
Coltrane, compositional structures defy simple tempogit) beginning midstream and
incorporating earlier compositions into the already disoootus multi-temporal mixture,
bringing the perception of multiply-directed linear titnea new level.

The GTM music was concluded in March 2006, with a-fogint series at New
York’s Iridium club, nine compositions (350-358) being premierébey represented GTM
in its most advanced stage, the system having mutatedHesteady staccato eighth-note
patterns oComposition 184for example, to a high degree of temporal instability.
Composition 184s one of the first GTM pieces to have been writded performed, and it is
a perfect example of the system'’s early manifestatiarthe following example, a steady

stream of eighth notes forms the entire compositiovakeup, written in Braxton’s diamond

YFrancesco Martinelli, from\nthony Braxton: Sextet (Istanbul) 19@axton House, BH-001, 1996), p.4.

18Art Lange, fromAnthony Braxton: Ensemble (New York) 19BBaxton House, BH-007), 1997, pp.3-4.
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clef!” Yet, the recording, released on the Braxton Hous#, labviously departs from the
score considerably, Kevin Norton’s drum part often jpigysyncopated patterns, such as at
0:23, against the composition’s rigidity. Even Braxtgulaying strays, whether accidentally
or by design, from the regular pulse of the music. (ida 4.10, “Composition 184,” 0:00-
0:40.)

By March of 2006, GTM had been transformed almegbhd recognition. The
pieces were kept to as close to an hour as possibleedysof an hourglas® Only the
homophonic simultaneities that signify GTM’s primaryteréal were immediately apparent,
this time in the context of a thirteen-piece ensemiblee following fragment o€omposition
354 will show the many interruptions in the formerly soline of eighths, not to mention the
long-held notes and rapid flourishes that also contipalidrupt the pulse patterns associated
with earlier GTM. (Example 4.11, “Composition 354,” 0:00-0)40.

The “heads,” or primary compositional materialadérday GTM reflects late period
Coltrane on two deeper levels. First, if we view thire trajectory of GTM as a metaphoric
representation of innovative Black Music, or restrudtbl@ack music, from Charlie Parker
onward, the metaphor begins to take shape. The steddl eotes might be representative
of 1940s jazz, or bebop, in its reliance on even eigbtbsinstead of the swung eighths of
previous generations. As the music progresses througlothglexities associated with
GTM's development, post-bop is invoked, and by the tifrtb® Iridium compositions, the

music is only dimly related to its former manifestationghe way “free” jazz reflects the

"9Diamond clef enables any instrumentalist to perfornMGT any register, leading to a sound that is timbrally
heterogeneous and homophonic. See Bill ShoemakerAnthony Braxton: Four Compositions (Washington,
D.C.) (Braxton House, BH-009, 1998), p.5.

8The liner notes to the resulting ten-di8cCompositionglridium) (FH12-04-03-001), by various authors,
describe the proceedings.
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traditions from which it emerged. The proportional aspe€tGTM, the sudden fluctuations
of tempo void of rubato, mirror many aspects of Coltrauselos from his final period; as a
result, Coltrane’s last works are placed in a histodoatext with music as the vehicle of
historical transmission.

More intriguing, and engaging with Coltrane’s workeotompositional level, is the
notion that the trajectory of GTM reflects the deyghent of a archetypal Coltrane solo,
from simplicity to complexity. We have already ohasl that many Coltrane solos, from
1955 onward, follow the pattern of beginning with a few naissally in longer durations
and stating fairly simple motivic material. They provile genesis for increasingly
complex developments as the solos build toward meltjimaxes, themselves arguably
being renderings of the music’s entire history. Brexéagages Coltrane’s compositional
philosophy over an extended chronological period, producingsecal system that might be
viewed as a long-term homage to Coltrane that nevesthedgnains outside of the realm of
mere mimicry. In this way, Coltrane’s legacy becom@mesntegral part of one of Anthony
Braxton’s most important compositional pha&és.

An exemplary and illustrative moment frédme Compositions (Iridium 200&yill
demonstrate the multiple levels on which Coltrane’ki@rice is palpable. The entire run of
four evenings, represented on nine CDs, forms a pleth@ianaftaneities that will ensure
Braxton scholarship for years to come; this is duepnathan Piper demonstrates in his
expert introduction to the set, in large part to the tlaat each musician was allowed to

incorporate any part of any Braxton piece into the comipasit fabric'®? In Composition

18'The Ghost Trance Music has yet to be fully explored, ackl an analysis is beyond the scope of the present
study. Mike Heffley’'s superb treatise on Braxton’s mugs finished just as GTM was in the formative stages.

182See Piperop. cit, p.10.

141



354, at approximately forty-eight minutes, saxophonist Jameeand drummer Aaron Seigel
begin a rendition of Braxton®omposition 40Ea piece redolent of the Sousa marches so
beloved by Braxto®® (Example 4.12, “Composition 354,” track 4, 0:00-1:00.)

As can plainly be heard, th8E fragment is not the only melody in play; a much
slower melody, most likely taken from the scor&b4 itself, can be heard in the background
as the march dominates the foreground. Two quiet trits lacome apparent underneath
the march, until what sounds like a first-specie GTMowhg enters, in a completely different
tempo and played by tuba and French horn.

On a purely motivic level, Coltrane’s emergentgbamt for combining fragments
and motives from his own compositions, as discussedapteh2, forms a precedent for the
simultaneities on display in this brief excerpB84. Even more pervasive, there is no single
sense of tempo, as is the case with Coltrane’s rimaic. While there is certainly more
dynamic contrast here than in Coltrane’s work, sagewverticality is omnipresent in the
palimpsest nature of this fragment and of the more adda®Bd®/ pieces. The overall effect
is a skewing of time, or a loss of ordinary temporal per@eptvhich, it should be reiterated,
was one of the original aims of GTM music as conceineld95.

The fact that Braxton allows his musicianghis case a group of twelve, to
determine the compositional structure of each piecest@kéirane’s embryonic aesthetic a
step further, one that he might have embraced had hittbveee his vision to fruition.
Certainly, this is one of the most complete absorptamd transmogrifications of Coltrane’s
final work to emerge in what the AACM calls Great Bladusic, as Coltrane’s legacy is

apparent at every phase of its construction and execuiompositional unity and temporal

1835ee Piperibid.., p.13.
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disunity form the fascinating dialectic at the musexse and the axis on which each
composition revolves and evolves. While no Ghost Tegnece is dedicated to Coltrane —
seemingly a glaring omission in a body of work brimmwith diverse dedicatees — no such
homage is really necessary, so complete is Braxadrssrption and assimilation of
Coltrane’s legacy. A final clue can be found in tinedinotes to the first Ghost Trance
music release, on Braxton's own Braxton House lab&bB5. In the interview by Braxton
scholar Francesco Martinelli, Braxton states ofghest’s role in Ghost Trance Music:

“| believe that one of the problems with this time pén® that we don’t understand

the old ghost, the old masters. We have been giveawguwint of the masters that

takes away the aura of the ghosts. All of it looks éik#facts, and more and more,
children are not able to gain some sense of the rearerit®*

If Braxton’s GTM is meant to bring new liglat the past, Coltrane is both Braxton’'s
spiritual father and the ghost to which he refers;f@oé’s final compositions summarize
and transcend the music that he was no longer canteatl jazz; Braxton’s Ghost Trance
Music is both in the Coltrane lineage and beyond ith Ina¢n creating self-consciously

multifarious musical universes that are neverthelessaugdy unified in execution and

intent.

Paul Dunmall

Unlike Anthony Braxton, who has dealt with Coltraneéstvlegacy by incorporating
it into a series of extremely systematic performaane compositional frameworks
superficially far removed from the source, British munstrumentalist Paul Dunmall

demonstrates no need for any such evasion. He alsoteeted to systematize his prolific

B4Martinelli, op. cit, p.5.
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improvisations and compositions. He has great respeBr&xton’s music, but his approach
to Coltrane’s legacy is, as will be demonstrated, nmete intuitive but no less thoroudf.

Of those younger artists who acknowledge fredlyge debt to Coltrane, very few
are as criminally underrepresented in the literatuis s long-term member of the British
improvising community. Primarily a tenor saxophonist esded with the second
generation of British improvisers, he has assimilatetiugpdated, with free and repeated
acknowledgement, the solo and combinative instrumentgiitege associated with Coltrane,
and especially the late work€. Many of his album titles, instrumental groupings and
compositional structures of the 1990s and beyond reflpassionate and continuing
allegiance to Coltrane’s work of 1965-67, while his soloiag be heard, in one sense, as a
composite reference to Coltrane’s entire recorded legldywork is unabashedly indebted
to Coltrane while informed by the broader history of Anemigazz and British improvised
music. His biography, exposure to various and wide-rangingcrand an examination of
his playing and composing in different contexts rendersdlationship clear. Additionally,
his written and oral comments regarding Coltrane’s vesri guiding force for his own
development further support the notion of overt influence.

Dunmall's voyage to the United States in the eE[§0s, where he played in an
Ashram-associated band with Alice Coltrdfemight be construed as the beginning of a

first-generation once-removed association with Coltrammse latter 1960s work Dunmall

185paul Dunmall, Phone Interview, conducted by Marc Medwinr¢hl@, 2005).
18paul Dunmall, Phone interview, Conducted by Marc Med@ici¢ber 4, 2005).
!87An Ashram is an intentional community meant to provigafe haven for spiritual study and uplift.

Traditionally associated with Hindu practices, it haw taken on a broader series of pan-Indian and multi-
spiritual association#ittp://www.shantimandir.com/glossary/glossary.lfmcessed, Mar. 22, 2008)
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had only recently come to appreciate after a briebpesf non-comprehending rejectidf.
Having played subsequently with artists as musically devass legendary bluesman Johnny
“Guitar” Watson, British folk artists Robin Williamsaand Polly Bolton and the more
traditionally oriented jazz group Spirit Level, which Durinea-founded in 1979, he did not
completely embrace improvised music until 1988, after wihibas become his primary
musical concern. From this pivotal moment in his musaking, much of his output has
been completely improvised, and when compositional fraories are present, they are often
of a fairly skeletal nature, in the manner of Coltradescension It is not simply that
Dunmall's sonic aesthetic encompasses cross-culturatahusferences such as drones,
multicultural percussion and the slides and rapid-fire@bomal ornaments often associated
with non-Western musics; his melodic and harmonic coattrexhibit the same blend of
atonality, tonal repetition and romantic harmony tipifies a later Coltrane solo or
compositional structur€® Yet, as with Coltrane, Dunmall’'s musical aesthistiirmly

rooted in jazz, a fact which sets his work apart from nafakhat has come to be recognized
as British improvisation. He does not engage, generalblither of the two overarching
aesthetics associated with first-generation Britmsprovised music, namely the long-held
tones of AMM and the post-Webernian pointillism of 8gontaneous Music Ensemble (see
Chapter 1.) Perhaps it is more accurate to posit thde Wwoth constructs make appearances
in his work, he is not limited by either aesthetic. Dulisaork might, in fact, be seen as
trans-geographic in a very practical sense, and his biogsdgaings many important elements

with Coltrane’s. Beyond simply being influenced by recagdiof American improvised

188paul Dunmall, phone interview conducted by Marc Medwin ¢Bet 4, 2005).

8Dunmall has stated that he sometimes thinks of hisrapls following non-existent chord changes. See
Dunmall, Phone Interview, conducted by Marc Medwin (May 25, 2005)
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music, he lived the experience with a bonified and indispeasgiprenticeship. His first

love was not jazz, but 1960s rock and rhythm and blues, Kings@umd Junior Walker

being primary influences. He speaks of Jimi Hendrixmalsaglying the spirit and raw energy
of the 1960s in a similar way to Albert Ayler and John2me*® His first contact with

more traditional jazz came through working in a promigmtdon music store, where he
had the opportunity to witness such iconic figures as Behstér and Stan Getz as they tried
out saxophone¥?! “| watched everything they did really carefully,” heserves. “l didn't
really know what was going on theoretically at thaetj but | knew | was in the presence of
something really important*

As with Coltrane, Dunmall experienced what hedessribed only as a moment of
expanded consciousness, or a spiritual awakening, and it $edrave been the experience
that has determined both the aftercourse of his lifecdinis music. His discovery of the
Divine Light Mission in London led him to the United S&sitwhere he worked and recorded
with Alice Coltrane in an Ashram-associated groupouidh the results were never released,
his stay in the US, from 1973-1976, allowed him the opportunitgttoand record with
Johnny Guitar Watson during his last year in this coundywith Coltrane, Dunmall was
steeping himself in African-American popular music, velnsely related to that which he
had enjoyed in his youth, a rigorous challenge that forceddperfect a more traditional
technique and understanding of theoretical concepts.Ddetnall’s first professional

experience had been with a British progressive rock baled Marsupilami, during which

199paul Dunmall, Phone interview, conducted by Marc Medwity(g, 2006).

¥IThis interview, on the Mind Your Own Music website, iglated, but it is conducted by guitarist Philip
Gibbs. Seéttp://www.mindyourownmusic.co.uk/paul-dunmall-interview. hixccessed March 15, 2008)

192paul Dunmall, phone interview conducted by Marc Medwin ébeer 11, 2007).
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he was introduced to the high-energy “free” playing olti@ae, Frank Wright and Albert
Ayler.'®® The simultaneous exposure to “structured” and “free” cnoas left a lasting
impression on Dunmall; it has also been instrument&riming his musical aesthetic.
Never an advocate of total freedom without a basigruttire, Dunmall has repeatedly
championed intense practice and exemplary technique. ®Wéked about guiding principles
that inform his current work, Dunmall often cites Catedirst and foremost, whose
penchant for ceaseless spiritual exploration and grasguxture and technique renders him,
in Dunmall’'s perception, a complete musician. In@en¢ correspondence, Dunmall writes:
"l consider him [Coltrane] to be my musical teacheerethough | never saw him play or
met him. | can't think of any other musician that smaits this powerful energy with such
skill and humility.”™*

Beyond this, however, he acknowledges a wide arasme@lly surprising variety of
music that has shaped the way he approaches his waskmidiersion in many musical
traditions is as far ranging as we believe Coltrane’site been, and, as Dunmall observes,
access to recorded documents from around the world hashe=meeasier to obtain. “You
can hear anything you want, from anywhere in the world jfss@mething captures your
fancy, more is only a mouse-click away> He maintains an interest in many types of
traditional and experimental compositions; on a regulsishae absorbs everything from

North Indian classical music to American and Britishk and Rhythm and Blues. His

collection also includes a wide selection of morently composed works, notably from

193paul Dunmall, interview with Philip Gibbsp. cit
199paul Dunmall, correspondence with Marc Medwin (Decembe20@7).

19paul Dunmall, Phone interview, conducted by Marc Medwiecé®nber 11, 2007).
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China. “Sometimes | just check if a piece is composted 2950 or not, and if it is, | buy
it.” 196

It is this diversity, resulting from the inculcatiam inultiple playing environments
and broad listening, that informs Dunmall’s prodigious outmaist directly where his
playing is concerned. As Coltrane’s playing referencesxeegeds all that preceded him,
Dunmall’'s work, while bearing unique stylistic traits, isca¢$eeped in jazz history, most
notably in the legacy of bop and postbop; as we will edvlandala,” a typical Dunmall
solo builds in intensity and complexity, arising frorfea held tones in a similar fashion to
Coltrane’s soloing with the 1960 Miles Davis group. Howelrinmall's is a much more
superficially traditional approach to soloing, expanding_otirane’s dualistic conception of
linearity and atomism and reintroducing the stereotypidhiid lines of bebop into his
improvisational language. He has stated that he umbychearing harmonies in his inner ear
as he plays, building webs of complex linearity oventhan important fact when attempting
any sort of analysis of his work. Rather than emplofregextramusical and speech-like
rhetoric of Albert Ayler, Pharaoh Sanders or David Myriaunmall’s playing might be
seen to exhibit many of the hallmarks associated with 1868bop saxophonist Sam Rivers.
Dunmall and Rivers both seem to build solos on modelsrihnake pre-New Thing
aesthetics, such as those established by Charlie Plaukdigth players frequently
incorporate now-established New Thing vocabulary. Dunmalktigasingly wary of using
honks, squeaks and other such rawly expressive soundsfesds#®o much reliance on
these techniques can substitute for proficiency andicatechnical grasp of the instrument.

He does use the aforementioned rhetorical devices, edpaciais earlier work, but

196hid.
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sparingly, trying to make each such gesture as meanirgjpdssible and avoid
overstatement.

Of the many and varied references to Coltrareutfhout Dunmall’s vast
discography, none is clearer tiapiritual Empathya duo disc recorded in 1994 with fellow
British improvising drummer Tony Levin. It is only one ofmyaduo projects in which
Dunmall has engaged, but its debt toltiterstellar Spaceessions, taped by Coltrane and
Rashied Ali in February of 1967, cannot be ignored. The dwedof drums and saxophone,
especially deployed in this way, clearly descend fromsé¢lseminal 1967 sessions,
recordings that have become a model for many subsequeptajeots. The album title also
references Coltrane, specifically regarding the suljedter that informed his latter-day
projects. We have already seen that multiculturglasrgeographical concerns
predominated the titles of his earlier compositionsagdst a kind of global empathy; it
makes sense, given developments in Coltrane’s thinkmagthe titles of his later works
concerned a spiritual empathy of sorts, both within andit@african-American
developments of the 1960s.

The music o®piritual Empathys also heavily indebted taterstellar Space The
opening track, “Mandala,” even shares contour and develapwith the Coltrane/Ali duets.
As the Coltrane/Ali collaborations begin with bedisd largely meterless drumming,
“Mandala” opens with spare cymbals, barely stroked. rLeldwly adds layers of tom-toms,
bass drum and snare in a manner reminiscent of RashjdauAding up a maximally
minimalist wall of sound that conjures visions of “Newig” freedom and volume. As
with Ali, there are moments of near tempo; the cysbakthe opening begin to outline a

fairly quick if erratic pulse, repetitions and reiteoas fostering the illusion. However, the
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various timbral articulations also fall prey to hairplmanges in speed, making any logical
sense of tempo, or temporality, difficult to gauge. By first bass drum stroke at 0:19, any
sense of meter has been obliterated. Single strokiéplgnexponentially, rapidly
supplanting the cymbals and filling out the texture. #d3f any sparse reference to British
improvisation has also been supplanted by American wadiind reference. (Example 4.13,
“Mandala,” 0:00-1:00.)

Dunmall’s playing is even more immediately redotd#Coltrane’s final period. His
first four notes, the fourth elongated, bespeak Coltraatemistic soloing, as do the next
three notes, which are clearly a development of the ngegiirase. The first few phrases
exhibit Coltrane’s penchant for beginning simply, each gadumtes separated from the
other by long-breathed silences. The tenor toneitest; somewhat more dynamically
varied than Coltrane’s in a duo context but certaintyilarly declamatory. Vibrato is
pronounced and extremely flexible, as in Coltrane’s fmalks, assuredly also a timbral nod
to Albert Ayler’s influence; vibrato forms a large part‘dfandala™s timbral interest,
notably at the ends of phrases, as with the A-fl@t48. Dunmall cites vibrato, a strident or
hard tone, high-register tenor playing and forceful legister blowing in his work as having
been absorbed directly from listening to Coltrane, ahdralreadily apparent throughout
“Mandala.™®’

Yet, it is motivic development that links “Mar@amost convincingly with latter
period Coltrane. From the beginning of the track unti®1Dunmall’'s phrases become
longer and more complex while each maintains its autgnamwe have seen in Coltrane’s
solo from “All Blues,” discussed in Chapter 2. After 1:fitere is a marked decrease in

phrase length, and a motivic idea similar to tha¥leditations first movement appears. At

¥Paul Dunmall, correspondence with Marc Medwin (Decembe2(7).
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1:23, the six-note figure is stated, then transformdd2at, reduced to four notes and
transposed from 1:25-1:27 before being subsumed into largeephras

Note repetition also formed an integral compopéfiunmall’'s improvisational
language in 1994. From 1:32-1:40, A becomes the point around @dmthphrase evolves,
first in two octaves and then only in the upper octalhile this is certainly not a tonal
center—no such judgment can convincingly be made in suck& ‘tontext—the practice
is similar to that heard when a tonal center is prieseColtrane’s final works, conjuring
reminiscences of Coltrane’s soloistic atomism and tdtiMy-Directed linear time.
(Example 4.14, “Mandala,” 1:10-2:10.) Such repetitions and phterations overlap due
to Dunmall’s fluid style, and the rapidity with which Dualndelivers his torrents of notes
sometimes makes easy distinction impossible, anthgahfluence of Coltrane’s final work
is undeniable.

Even at this earlier stage however, Dunmall isdyneans a Coltrane clone.
Throughout the sixteen-minute improvisation, he arpeggiaseBcally in a way that
Coltrane does not, and as will be demonstrated lateh, an approach becomes a hallmark
of his more current style of playing. Also, in 1994, Dunmat still employing many of
what might be called extended techniques, yet anothead@mno 1967 Coltrane and, even
more, to his associates. As the piece builds in gitgrDunmall and Levin engage in more
intense dialogue, until at 3:11, Dunmall forsakes discernatadees in favor of emotive
shrieks. They abate momentarily as Dunmall resumadawer register, but upon their
return half a minute later, they even inform loweristgy playing as Dunmall growls in post-

Ayler homage. (Example 4.15, “Mandala,” 3:10-4:10.)
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Much has changed in the thirteen years follov8pgitual Empathy A pre-concert
rehearsal fragment from his 2005 disc for solo sopraroghone will demonstrate his more
recent approach. (Example 4.16, “Part Two,” rehearsgifeat, complete.) While this
fragment is completely improvised, it certainly exhilaitstructure that blurs the boundaries
between conventional notions of composition and imgaiion, a manifestation of
Coltrane’s legacy. The pitch A is repeatedly imphedn the outset, the first long note
being C-sharp; the key area is explored at lengthilatée piece, the whole fragment
ending on C, the minor third above A. Melodic motivesalso stated and expanded in a
way that conjures shades of later Coltrane, most etvfdem 2:18 and beyond, where notes
are added serially to destabilize the predominantly majondwaies.

In this fragment, reference also comes to the &ra major component of Dunmall’s
compositional language. While the reiterated arpeggiosiieg at 2:24, rooted rather
tenuously in A with the E occasionally altered, speakntobsessively atomistic construct,
the surrounding material presents lines that almostereée Diaghilev-period Stravinsky
while still being rooted in the vocabulary of j@22. The B-flat/F multiphonic at 0:15, the
fifth being the most prominent overtone, resolves sudderwntE, invoking similar tritone
use in certain passagesldfe FirebirdandLe Sacre du Printempsyet, the overarching
rhythm of the passage is free in the manner of New Thinglalements. This is not to
imply that reference to improvised vocabularies doeglagtas significant a role in
Dunmall’'s work as it does in Coltrane’s; there arenedefinite reminiscences of Coltrane’s

“Sheets of sound” approach, most notably at 1:08 and beginn8$18G The references

19t seems reasonable to assert that any marked reseretib the opening bk Sacre du Printemps

accidental; the E, B and A sequence at 1:12 is probablyaant to be a direct quotation. However, Dunmall’s
timbre switches at that pivotal moment, almost darketortgat associated with a bassoon. In a recorded
interview of December 11, 2007, Dunmall states unequiyobadlenthusiasm for Stravinsky'e Sacre du
Printemps claiming the composer as one of his primary infl@srio the classical arena.
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simply emerge as one layer of a more intricateigbitly woven, soloistic fabric. The bent F
at 0:25 may be heard as a subtle blues reference, bubtttisenprimary focus of the passage.

Perhaps a more immediately recognizable homagget&€bltrane comes in the form
of tastefully introduced extended techniques and non-traditamnaments that often invoke
a broadly informed musical aesthetic similar to thaatirane’s playing. The track opens
with a flourish followed by multiphonics on three suates pitches. Similarly striking is
the way in which the tempo of Dunmall’s vibrato incorposada immediately perceptible
fluidity of speed and intensity, reminiscent of tha@a&as in Karnatic music or the vibrato
found on important notes in Persian singing. As with 1965-@#ahe and as with Albert
Ayler before him, Dunmall does not simply use vibrato ascardéion. It takes on aspects
of non-Western approaches to the bending of notesylas #\invoked the decadence,
optimism and fervor associated with early New Orle#ims;gestalt is enhanced by the many
microtonal pitch-shifts throughout the fragment, oftesolving rapidly up or down by third,
as with the C-sharps movement to A beginning at 0:38. &tames also abound from 0:50-
0:55, where more conventional if slow vibrato is suppleexby rapid and clipped note
shifts that exist outside of more established Westetmigque. Taken together, these non-
traditional multi-cultural references speak both to @ol's influence and to Dunmall's
fresh adaptation of any accompanying spiritual and assdaiaisical concerns.

While Dunmall’'s music engages multiple historied geographical locations, the
titles of his pieces also bespeak similarly “universaid spiritual interests, some bordering
on the sociopolitical. Album titles such &piritual EmpathyandLove, Warmth and

Compassiortertainly invoke the all-encompassing humanity of Coéisititles, while
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| Wish you Peacdo be discussed in more detail presently, enteramilthly political
territory in a much more directly confrontational wtagn Coltrane ever dared to employ,
save, perhaps, with “Alabama” or in “Peace on Earth.”

This, in essence, is the nature of Dunmall's aclvarde is clearly working from a
standpoint of homage, but Coltrane’s arsenal of muaitdisocial rhetorical devices have
been assimilated into a framework that is consisténlymall’'s own. It seems plausible to
speculate that his approach has evolved a few steps evmayte frenetic outpourings of
late Coltrane, with which he is still most often idéatl, to a more introspective assimilation
of Coltrane’s complete artistry. His group work alnonstrates the strides he has taken
away from Coltrane. The first documented performanédsujician, an improvising quartet
including Dunmall, pianist Keith Tippett, bassist Paul Rogei drummer Tony Levin,
demonstrate that in 1988, volume, density and energy weyegathe groups primary
concerns. However, unlike late Coltrane, no two Majioctoncerts present the same material,
each performance being entirely improvised. While mariyusimall’s projects followed
the path blazed by Mujician, Dunmall’'s own interest imigm@lity, present from the early
1970s, began to inform his music even more completely, ibgngith it a certain non-
stereotypical exoticism. By 2000, he had formed his owel|®uns Limited Edition, on
which he was able to try many musical experiments unhindsrednstraints from the
marketplace and from other labelglanjah isone of the most interesting of the Duns
releases in that, by using M. Balachandar, an accoredlistiidangum player, Dunmall
employed the actual performer associated with Indiastcacts in his music. His playing
and compositional voice had become unified in a waylairto what Coltrane achieved in

his final years, but Coltrane did not employ virtuoso unsigntalists from the countries he
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referenced. More and more, Dunmall does not aspireutadsor compose like Coltrane;
rather his entire musical outlook seems to be influebgedoltrane at an extremely
fundamental level. In other words, Coltrane’s philosopimaroach to group deployment
and playing style are adopted principles for Dunmall ratieem blueprints to be followed
strictly.

“I Wish You Peace” from 2003, Dunmall’s first big-bgmmject, is a particularly
poignant case in point. He considers it one of hist inggortant works, evidenced by the 16
musicians he picked for the performarite Most have worked with Dunmall extensively in
the past, in various combinations; the decision to usa th@ne aggregate is especially
interesting given the historically unified nature of lpp@ach to the saxophone, as
discussed above. It seems clear, given the deployohémg musicians, that he wanted the
instrumentation to mirror the various concerns thaehaformed his playing since his first
solo disc in 1986, both indebted to Coltrane and sup@géds innovations. The name he
ascribes to his ensemble, the Moksha Big Band, is signifia that Moksha, very loosely

translated, is a Sanskrit word denoting the final libenaof the souf®

The concept is
redolent of late Coltrane in that it mirrors the cems expressed in such titles as
“Attaining,” “Sun Ship” and “Offering.” It also connotescéear sequel to other Dunmall
works, such as “Desire and Liberation.” Again, the tittspeaks spiritual concerns

stemming from his studies in the United States, whichrerdricably linked with his

experiences of Coltrane’s final works.

199paul Dunmall, Phone interview, conducted by Marc Medwictger 4, 2004).

2% 0r the various states of liberation as expressedriduisit thought, see: Shah, C.S., “Moksha or Liberation”
http://www.geocities.com/neovedanta/aci.h{itcessed Jan. 9, 2007)
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The piece’s construction and “orchestral’ executidlovo suit, assimilating and
advancing Coltrane’s later work in the context of Dudimalwn musical biography. Lik&
Love Supremat is a multi-part album-length suite, employing sasoenposed passages
amidst epic and varied improvisational episodes. As Avitlove Supremehe work’s first
movement is based loosely in F, while its final movetniegins in C. As witlAscension
melodic lines are continually contrasted with coméablchaos, volume and energy in a state
of constant flux within a series of connected vignettdswever, as we have seen with much
of his more recent work, Dunmall extends Coltrane’slicaions. Where Coltrane’s later
work implies or suggests world music associations, péatiguof African origin, Dunmall’s
piece actually employs a tambura in its first movemi&n

However, Dunmall alters Coltrane’s “Ascensioonfiula. Instead of layered motivic
entrances forming a tightly wound but loosely constructgptegate, Dunmall incorporates
similarly dense but softer layers of sound into the apeonmental drone. (Example 4.17, I
Wish you Peace, Part 1,” 0:00-2:00.) Harps, piano and vaicitisve an urgent result while
also leaving room for the composition to develop. The spinere of the opening might best
be described as languidly anticipatory, the constanthaup arpeggiations, courtesy of Philip
Gibbs, set in contrast to the droning tambura. The Hageg a scale that invokes F-minor
and D-flat dominant vii simultaneously, as reminiscemlafe Coltrane’s piano
accompaniments as of John’s mode-based compositions, leseseen in her handling of
“Afro-blue”; the association makes sense, given Dunma@a0s work with Alice. The

tambura, however, plays the traditional role of dronirggrtiot and fifth, firmly emphasizing

201 This might be as much influenced by Alice’s work as by dolt a similar interest in what might
stereotypically be called “exotica” is undeniable. Dulinvauld never use such a term, preferring to focus on
musical fusion and on the spiritual nature of the masttits making.
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F and C. Adding color, prepared piano tones are sprinasdftlly throughout the thick but
transparent orchestration. There is no real metiee found, even though the harp and piano
provide the occasional but illusory sensation of slovequl

Out of the miasma, Dunmall’s tenor saxophones igeseveral sustained notes, hints
of vibrato adding to the Indian feel. More interesting bweer is that while the band invokes
late Coltrane, Dunmall’s playing exhibits features of Gmie’s work with the 1960 touring
version of Miles Davis’ group. His playing is sparse, langinous notes swelling
sympathetically with the constantly morphing complesiod the orchestral drone. The first
four notes, occurring at 1:30, invoke the quartal opening mtsnodriA Love Suprermie and
“Offering,” and while this associative act was neitplamned nor deliberate, it bespeaks late
Coltrane allegiance more convincingly than does any vezbi&yen the multiplied-directed
linear model of narrative is maintained, but F, the obvional center of the movement, is
implicated rather than emphasized; the E that bdgimsnall’s solo is a constant recurrent,
returning at 1:32 to be held until 1:40, heard again at 1:42 amd1f®5 until 2:00. B and F-
sharp are similarly held and accented, and it seemg-ds lieing avoided deliberately,
except for momentary occurrences as at 1:46. Heserdpeated, but it is in constant
juxtaposition with F-sharp which continually offsets from the outset, Dunmall’s playing
exists, therefore, on two levels of reference; imeeof temporal layout and developing
intensity, an earlier period of Coltrane’s soloingaterenced, but at a deeper structural level,
1965-67 is clearly the model.

When the melody proper does in fact enter at, &:88es so only in a series of
unisons, almost as if in contrast with the huge timbbezkelopment apparent throughout the

score’s introduction. Here, another layer of quasi-cions reference is added, as the
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melodic line bears romantic resemblancésoensiois constructiorf°> Only at 7:27 do
chords, more accurately described as clusters, appda amvement’s density and
dynamics swell to saturation point, only to ebb ag#is.with Coltrane’s Meditations suite,
an area is left open for a two-drummer ensemble to imgrpalscomposed material ending
at 10:24. However, the five minutes of composition invAkeensionalternating simple but
fluid melodic lines with dense passages of long-held @lastin this way, the orchestration
and composition are as multi-referential as is theisg. (Example 4.18, “I Wish you Peace,
Part 17 5:35-7:35.)

If the first movement contains melodic and hamio elements associated with
Ascensionthe succeeding movement mirrors that work’s constnueven more closely.
After a three-trombone dialogue between Hillary Geyff Paul Rutherford and Chris
Bridges, conductor Brian Irvine introduces, via slow fadguartet, tenor saxophonist Simon
Picard replacing Dunmall in a sub grouping whose camealddert of Mujician’s work.

The transformation, occurring at 2:55 into the movenisnhe first of several such sub
group introductions that completely change the charattée piece. (Example 4.19, “I
Wish you Peace, Part 2,” 2:45-3:25.) At 13:53, the trio ofriner Mark Sanders, guitarist
John Adams and Dunmall engage in some freer improvis&mmders’ approach to the
drums far more timbrally diverse than that of Tony bewhose roots lie in more traditional
jazz. (Example 4.20, “I Wish you Peace, Part 2,” 13:50-14:30x}aposition is the key to
this movement’s structure, the soloist’s prerogative subdunto the compositional

framework on a fundamental level.

22Dunmall is adamant thétscensiomwas not a direct influence on the piece, but he daesedle, in an Email
of May 25 2005, that the forces and harmonic structure ctairdgrbe associated with the 1965 Coltrane work.
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In this wayAscensiofs disunified vignette structure is evoked, but the refess to
Coltrane’s late works transcend such superficial siitidar inhabiting a more philosophical
realm. We have seen that Coltrane established a umtyphe essential,” by beginning the
practice of self-quotation near the end of his brieéear The various sub groupings on
Dunmall'sl Wish you Peacspeak to a similar career-long perception. Throughout the
second movement dMWish you PeaceDunmall’'s chosen musicians are grouped and
featured as they have been historically. The Adamsga/Dunmall trio recorded the
albumTotally Fried Upin 1998, and the Muijician quartet has been a working groep sin
1988. In essence then, the three-part suite, while pagimgde to Coltrane in terms of
aesthetic and soloistic approach, is a multiply-deddinear look at Dunmall’s career,
conventional temporality and chronology having been egetien favor of a series of
tableaus. These are connected without sharing thematerial, and in fact, the sectional
differences are purposefully exploited, even celebrakdoke importantly, they are
surrounded by the constantly morphing but unified multi-voedubrtations of a
contemporary large group.

The third movement sums up the proceedings cyglicAk each of Coltrane’s late
works presents temporal disunity in a form that isenéneless coherent, sometimes even
traditionally begun and concluded, Dunmall begins and endsiheswith similarly
constructed and contextualized ensemble passages, yetrdimkhwith A Love Suprem@?
The movement begins, as did “Part 1,” with tamburkeatéd drone; the final ensemble

passage Furthermore, while the second to last note ainison passage is a C, the final

203 fact, Dunmall employs the World War 1l song “We’lldét Again,” but it is easy to miss it on first hearing
given the amount of activity surrounding it. The refeeebegins at 17:20 of the final movement, an even more
overtly political gesture than the title.
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gesture of the piece never quite resolves to the Fofaated the suite. (Example 4.21, “I
Wish you Peace, Part 3,” 17:05-19:05.)

As Coltrane embodies and transcends all thag¢ ¢efore in his playing and
compositions, Anthony Braxton’s and Paul Dunmall’'s comjmel framework allows for
all manner of improvisational practice, providing a condehssdry of jazz-based and
European improvisation. What might be considered Dunnraignum opus to date is both
a tribute to late-period Coltrane, musically and spitijyand a summation of his own work.
While he does not theorize or systematize in Braxashion, the multiple and multilayered
references are there. Braxton and Dunmall form a{gamerational dialectic, demonstrating
two approaches by which late Coltrane was necessasiiygeted and transcended by those

who, despite initial rejection, could not avoid his pdwidegacy.
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CONCLUSION

Early in the process of writing this dissertatibwas confronted by a fellow music
journalist and improvised music fan. “You're writing abduane? Why? What is there left
to say? Hasn't it all been written before?”

I hope that my work has gone some way toward enmisgvhis question, but | hope
also to have done more. In essence, | have attemplehystification of John Coltrane’s
music of 1965-1967, and in doing so, it is my wish for this stadyeta link in the rapidly
lengthening chain of improvised music scholarship, adding aeledrmuance to the
multifarious discussion that has centered around ttiisudt and still controvertial music.

By elucidating structural unity in this controversial pdrbf Coltrane’s development, | have
demonstrated these pieces to comprise an integral contpairi@s output and not the
aberration depicted by those who would dismiss thehavé employed modes of discourse
representing both improvisers and classical theoreticeédmsg with Coltrane’s own words,
to demonstrate that a fundamental temporal disunity pesvaddinal pieces; additionally, |
have elucidated what | hear as the unifying structure sétéficult works, a group
aesthetic that functions along two levels of temporalgm@men. Coltrane’s soloing is
marked by increasing atomism, but his rhythm section is degloya vertically laminar
fashion. The structural unity of these works demonsteatEsnpositional aesthetic that sets
Coltrane’s final music apart from that of his contempeg this fact in turn brings one more

layer of subtlety to the discussion of improvised mus§ihie 1960s.



It is certainly true that much has been writtedatin Coltrane’s music in the forty-
one years since his death, but very little of it hast dath Coltrane’s final period. Perhaps
more than any other improvising musician, his work has &dithe imaginations of an
extremely diverse array of musicians, artists andspa@hering to a vast variety of
sociopolitical and spiritual philosophies. Scholarshipceoning Coltrane’s formidable
recorded output is still a relatively recent phenomenod there is much left to discover for
those who choose to study his life and music beyond thefgigléy of popular biography.

As | have already stated, | consider my efftortsonstitute one of many paths
through the myriad complexities of Coltrane’s final work$ave relied heavily on my
hearing of the music, my understanding and appreciatids oitricacies growing over the
years of my deep involvement. The privilege of conugrsvith many of those in Coltrane’s
immediate orbit has also provided an invaluable understanéithg imes and circles in
which he traveled. The journey past simple fandom has tewvarding, and as with so many
that study Coltrane’s work, a certain sense of awbarface of his accomplishments
increases with each audition. Yet, my increased re$pebtm is due neither to his
technical abilities nor to his works simply surpassingeéhafsother composers along
gualitative lines. There are certainly better playedsexqqually gifted composers; rather, |
have come to perceive that his voice is unique in a miisiwith stylistic imitators. | have
attempted to demonstrate that he absorbed but eschewed ¢legpd®nts in jazz embraced
by many of his contemporaries, choosing not to pursubutgeoning freedoms of the 1960s
until he was secure in his vision of soloistic atomemd rhythmic verticality.

In describing what | believe to be Coltrane’slft@mpositional aesthetic, | have

attempted, as far as possible, to keep my discussid@redron the nuts and bolts of the
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music from which | have drawn inspiration. Despitautsloubted emotional and spiritual
impact, a subject taken up by many Coltrane specialistiibgative group deployment
seemed the more interesting aspect of Coltrane’sgderéod; yet, strains of rapidly
disintegrating jazz traditions, and of Coltrane’s eardiccomplishments, were still evident
and in need of fresh contextualization. Inspired byr@oéd’'s oft-quoted admission of
desiring two simultaneous modes of expression from his 1965-6#tuistrove to
articulate what | hear as temporal doubleness, or disuniGoltrane’s last works. This
doubleness defines the pieces’ common structure and thietgiconsistent group sound.

However, as with any study whose scope is ndyrdefined, many fascinating
aspects of this music were not explored, or only merdiconefly. The melodies that
Coltrane waxed at his final recording sessions demdaesireemarkably chromatic approach
to Western harmony. These are not the ii-V-I progoessof “Giant Steps,” rather, they
often meander through lush plains of third and fifth-eldtarmonies, but their patterns are
obscure. The timbrally induced moment form of a track stsc“Offering” signals
fascinating new developments in the way that Coltveae handling compositional form.
Also, the study of motivic unity in Coltrane’s final worksjefly discussed in Chapter 2,
would yield fascinating analytical results. These woul@xXteemely fruitful avenues of
discovery, providing another layer of intrigue to thestaurct of Coltrane as composer. Such
concerns would, in turn, highlight further the connecticgtsvben the supposedly disparate
worlds of improvised and classical music, a barrier thatve attempted to dismantle with
my bipartite analytical model and that was addressed kya@elhimself.

An examination of such connectivity would allow foodes of analysis that would

render more systematic exploration of improvised musssipte. With very few exceptions,
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the music made in Coltrane’s multigenerational ordg heen no better served by jazz
scholarship than has Coltrane’s final work. Coltramgured the young lions of the 1960s
Black avant-garde in New York, and these musicians wonddeed to influence many
others across the country and around the world. Theseiamssowe him an enormous debt,
but their own accomplishments are only now beginningetadsessed. Their approaches to
the general innovations of the 1960s—orchestrational,dieelbarmonic, etc.-- are as varied
as were the more widely discussed outcroppings of 1930s.s\Wiach of the Art Ensemble
of Chicago’s early albums, to cite only one exampleukhbe analyzed from multiple
perspectives, demonstrating both the seminal group’s extraoydimasp of tradition and its
continual pushing of timbral and formal envelopes, both heldeabroad. However, the Art
Ensemble is but one case study from a time of astonishisgcat and artistic openness and
communication, a time that, to my ears, has continysercassions but has never been
surpassed in the succeeding forty years. Inthe 19608aae ktated previously, jazz,
classical music and music from around the world mergedays that preceded the often
self-conscious meldings that we now call “World Musid4y chapter on Coltrane’s legacy
constitutes an attempt to demonstrate how two afit@ts two succeeding generations
assimilated and transcended Coltrane’s accomplishnretitis diverse musical arena; yet,
Coltrane’s legacy is as vast as the music itselfraadts much further examination.

My greatest hope, both for my work and for thaheffew scholars exploring
creative improvised music, is that the results of ofaresf will not remain solely within
academic circles. A more nuanced understanding of thegses that govern improvised
music that exists tangentially to conventional chom@hges would lead to a reassessment of

the jazz canon and, possibly, to the broadening of im@bertsal rhetoric encouraged in
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performance situations. When a Beethoven symphony isrpexfl these days, by any
orchestra in the country, it is clear that a seagbam performance practice has taken place,
especially when comparisons to Beethoven interpretgrestéryear are made. Tempi are
often faster, textures usually leaner and vibrato is usethgpa all resulting from the study
of period practice. In other words, scholarship informéoperance, and the recorded
performances are then used to teach emerging musiciagslaridrs. Yet, despite forty
years of improvisational freedom, the innovations docundeloyeColtrane and his 1960s
contemporaries have not entered mainstream jazz penfi@en In many ways, adventurous
improvised music is even more marginalized than evekjraga haven on smaller labels
and in grass roots festivals around the world.

Academia bears some responsibility for thisahsect, both in terms of scholarship
and in the classroom. It is generally accepted thdirdtgazz record was made in 1917, but
only the initial forty-five years of recorded jazz gresented with anything approaching
completeness in the jazz courses | have attended. dtions beyond 1965 are all but
ignored, or they are relegated to a position at the etieeaourse; similarly, the music of the
1960s is marginalized in recent television documentaries gung@do present its history.
Given that jazz as a recorded entity is a mere niyesys old, the lack of material from the
1960s and beyond is inexplicable at best, inexcusablerat.wo

In a sense, a series of anti-trajectories, @llpatrajectories, needs now to be
outlined. As Coltrane’s journey toward the avant-gards fraught with a mixture of
uncertainty and advancement, the history of improvised masiédlowed a similarly and
increasingly circuitous path over the last forty yea#®wever, a lack of simplicity does not

justify the music’s neglect. More than ever, recdrdecuments abound that encapsulate
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multiple histories, or document intertwining perspectivesh® same history. If Coltrane’s
work comprises such an important part of the multifsgitraditions associated with
improvised music, then it is also necessary to follesMegacy down paths on which the
comfort of conventional analysis and easy categoo@asi no longer enough. The music has
gone beyond the pioneering analytical paradigms establshegch notable
scholar/performers as Gunther Schuller and George Rubks@& approaches are based
primarily in the exploration of harmony and scale, imtrovised music has now also
encompassed multivalent timbres and textures, oftereisdfvice of non-conventional
temporal structures. These elements are of primaryrtapee and should be taken into
account for an analysis to be effective. The tinmase than ripe to come to terms with this
music as music. Any attendant sociopolitical and philosapkxplications should not place
the radical sounds and structures in a place of subseeyiand it has been my intention to
construct an analytical model that would function altdrege lines.

John Coltrane’s late works offer challenge awdard in equal measure for those
willing to explore them, and those he first mentored &ith whom he later collaborated
impart equally important views of this music’s rich andhptex history. As disunity gives
rise to a new structure in Coltrane’s last composstioime New Black Music, and the many
varieties of improvised music to follow, should be sasm@ continuing revolution with deep

roots in an equally multifarious past.
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Appendix A

John Coltrane Solos Transcribed by Andrew White (Used by penission)
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APPENDIX B
List of Sound Examples
*All examples have been used with the permission ofélpective record labels.
Example

1.1“Listening Together 3,” from Spontaneous Music Enseimnble
Summer 1967

(EmanembDisc, EMANEM4005, 1995, 0:00-1:10)......cevveiiiiiiiiiieie e e

1.2“Later, During a Flaming Riviera Sunset,” from AMM,
AMMMusic 196§Matchless Recordings/ ReR Megacorp.,

33

ReR AMMCD, 1989, 0:00-1:00)......cuuieiiiitie e e e e 35

3.1 “Dial Africa,” from Wilbur Harden & John Coltrane,
The Complete Savoy Sessions

(Savoy Jazz 92858-2, 1999, 0:00-0:48) ... ..eeeeeeeeeeeeeee e

3.2 “Gold Coast,” from Wilbur Harden & Jo@nltrane
The Complete Savoy Sessions
(Savoy Jazz 92858-2, 1999, 0:00-0:40)......cvuiieie et

3.3 “What’s New,” from Cecil Taylor,
Nefertiti: The Beautiful One has Come

(Revenant 202, 1997, 1:00-1:50) ... ....ouuiriieiie it e e e

3.4 “Africa,” from John Coltrane,
The John Coltrane Quartet: The Complete Africa/Brass Sessions
(Impluse!, IMPD-2-168, 1995, 0:22-1:06).......cuuiuiiiiieiieae e e

3.5 “India,” from John Coltrane,
The Complete 1961 Village Vanguard Recordings
(Impulse!, IMPD4-232, 1997, 0:00-0:44)......ccoiiiii it e,

3.6 “All or Nothing at All,” from John Coltrane,
The Classic Quartet: Complete Impulse! Studio Recording,
(Impulse!, IMPD8-280, 1998, 0:00-0:37) .. .cuiueiiiieie e e e eenieane e

3.7 “Ascension,” from John Coltran@AscensionEdition 1,

(Impulse!, 314-543 413-2 DGO1, 2000, 0:00-0:50).......ccvvviiriniiirieiininnes

3.8 “My Favorite Things,” from John Coltrane,
My Favorite Things: Coltrane at New Port
(Impulse!, BO009076-02, 2007, 8:40-9:45).......iuuiiiiiiiiie i
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39
41
96
96
100
103
103
105
108
110

3.9 “My Favorite Things,” from John Coltrane,
My Favorite Things: Coltrane at New Port
(mpulse!, BO009076-02, 2007, 12:00-12:40).......cuuieiieiieiie i aie e aennas 105

3.10 “Dearly Beloved,” from John Coltrane,
The Classic Quartet — Complete Impulse! Studio Recordings
(Impulse!, IMPD8-280, 1998, 0:00-1:00)........ceiiiiiiiiiiieiieee e e e e 105

3.11 “Mars,” from John Coltranénterstellar Space
(Impulse!, 314-543-415-22000, 0:00-0:33)...ccccvviiiiiiieiie e e e 107

3.12 “Ogunde,” from John ColtranExpression
(Impulse!, GRD-131, 1993, 0:00-0:50)......cituririiiieiie e ceeee e e 108

3.13 “My Favorite Things,” from John Coltrarigye in Japan
(Impulse!, GRD- 4-102, 1991, 14:44-15:54) ......c.cciiiiiiii i i i, 113

3.14 “My Favorite Things,” from John Coltrarigye in Japan
(Impulse!, GRD-4-102, 1991,16:35-17:10)........cccuuveeiieieeieeieeeeieeeeeen, 114

3.15 “My favorite Things,” from John Coltrankiyve in Japan
(Impulse!, GRD-4-102, 1991, (18:10-19:00)..........ccevvvvveiiieiieiiennen a0 115

3.16 “My Favorite Things,” from John Coltrarigye in Japan
(Impulse!, (GRD-4-102, 1991,19:20-20:20).......eevceverveeiiiieeneveenennnn. 115

3.17 “AltruVista,” from Alice ColtraneA Monastic Trio
(Impulse!, IMPD-267, 1998, 0:00-2:00).....ccoviri it e e 119

3.18 “Homage to Coltrane,” from Noah Howard,
Live at Judson Hall
(ESP 1064, 1967, 10:00-11:00) ... ..ciiririiiiiei it e e e e e e e aee e 123

4.1 “Composition 131,” from Anthony Braxtpn
Five Compositions (Quartet) 1986
(Black Saint, 120106-2,1:00-2:00). ... uuuiiiieee e e e e e eane 130

4.2 “Composition 26B,” from Anthony Braxton,
Solo:Live at Moers Festival
(Moers Music 01002, 1976, 0:00-0:50).......ccvvviiiiiiiiiiiiii e e e e ... 130

4.3 “Night in Tunisia,” from Anthony Braxton,

The Charlie Parker Project 1993
(Hat Hut Records, Hatology2-612, 1995, 1:35-2:35)......cccccivvviiiiiiiiecneenn, 132
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111
111
113
114
119
120
121
121
125
129
136
136
138

4.4 “Night in Tunisia,” from Anthony Braxton,
The Charlie Parker Project 1993

(Hat Hut Records, Hatology2-612, 1995, 3:40-4:40).......ccccocviiiiiiiiinnnnnn.

4.5 “Dewey Square,” from Anthony Braxton,
The Charlie Parker Project 1993

(Hat Hut Records, Hatology2-612, 1995, 1:20-2:00)..........cccovivevineinecneenen.

4.6 “Dewey Square,” from Anthony Braxton,
The Charlie Parker Project 1993

(Hat Hut Records, Hatology2-612, 1995, 4:05-4:55).........cccciviiiiiiinnnnnn.

4.7 “I'll be Seeing you,from Anthony Braxton,
Solo Live at Gasthof Heidelberg Loppem 2005

(Locusloppem, 2007, 1:00-2:11) ... ciuiuiieieie e e e e e e e e eans

4.8 “Giant Steps,” from Anthony Braxto8plo (Pisa) 1982

(Leo Records, GY28, 2007, 0:00-1:05) ... .c.uiuiieine e ce e

4.9 “Giant Steps,” from Anthony Braxto8plo (Pisa) 1982

(Leo Records, GY28, 2007, 2:00-2:40)......eeiiiiiie i ieiiann

4.10 “Composition 184,” from Anthony Braxton,
Four Compositions (Quartet) 1995

(Braxton House, BH-005, 1997, 0:00-0:40). ......ccovevviveiieennnn.

4.11 “Composition 354,” from Anthony Braxton,
9 Compositionglridium)

(Firehouse Records, FH12-04-03-001, Track 1, 0:00-0:40)..........

4.12 “Composition 354,” from Anthony Braxton,
9 Compositionglridium)

(Firehouse Records, FH12-04-03-001, Track 4, 0:00-1:00)........ccuu..
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