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Free Jazz in Western Eyes

by Mike Heffley © 2000

As late as 1984 [Cecil] Taylor declares: "...when we were in Europe in
March, and had all these concerts, it was kind of difficult for us to return to
New York City, because there simply was nothing, absolutely nothing. |
couldn't even tell you why. This is strange, because Americans always
conceive of themselves as having outgrown Europe."

e --Ekkehard Jost (1988: 88)

Introduction

!

'Jazz in German Eyes" gave us the most current broad overview from German scholarship on
the development of jazz in German culture. The literature surveyed in this chapter is selected
more specifically for its picture of the various journalistic and critical receptions of the free jazz
movement as it emerged and developed than of that movement's history in detail; the most
crucial details, and the broad contours of that history will nonetheless emerge.

The African American turn in jazz that came to be known as the free jazz movement was in
large part a reach beyond the American context of a polarized low and high culture--a funky
New York hole-in-the-wall club, substandard working conditions and pay, union/player/police
dilemmas, substance abuse, insensitive and rude audiences, exploitive commercial recording
industry--on the one hand; and Carnegie Hall culture--rigid, polite, correct, formal to the point
of stifling, as well as condescending, inappropriately critical, and exploitive in its own right,
when accessible at all--on the other. In eschewing both that socioeconomic rock and that high-
cultural hard place, the musicians also eschewed its musical lingua franca--improvisations on
blues and American songs, and eventually the Western diatonic-chromatic paradigm itself--and
looked to other sources to improvise and compose from. These included contemporary and
traditional African, Indian, Asian, as well as American and European experimental expressions
and premises (the music reached beyond its Old World European/New World North American
internationalism to a yet more global arena).
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Perhaps not surprisingly, then, the "improvised music" scene has proven more successful in the
world as a whole than in the U.S., where it started; more surprisingly, it has proven most
successful in the very Western European countries that exported their culture most passionately
to the (North American) New World--France, England, Germany, the Netherlands, Scandinavia,
and Italy. Of those, the Germanic-language countries have developed the more enduring,
international, and consistently distinctive scenes.

Free jazz is interesting to consider in terms of the emergent "world music" rubric/scene.
Following Slobin's (1993) picture of a layering of subcultures, intercultures, and supercultures
to describe a contemporary international music community, we see that pre-free jazz was itself
well on its way to the successful syncretism necessary to a successful superculture. Indeed, the
whole notion of American exceptionalism (see Greene [1993]) situates our culture as one big
laboratory for such successes: the initial appeal of jazz in Europe was the appeal of new life,
modernism, brought to cultures dying in their ancient blood feuds, decaying in many ways,
self-destructing. Jazz, in its musical synthesis of the most hostile polar opposites in America,
showed a way beyond visceral enmities toward equally concrete and impassioned common
ground and unities. For all Americans, it provided identity in the international cultural arena;
for African Americans, it also offered the promise, the means, of making direly needed cultural
(and from them social/political/economic, and psychological and interpersonal racial) changes in
status; for Europeans, it offered a fresh perspective, an entry point into new life out of the ashes
of the self-savaging of their civilization.

Free jazz represented, for the African-American musicians who forged and worked it, the
beginning practical steps of fulfilling that promise of change, of taking the conscious steps
begun by jazz as a whole out of the American dilemma; for the Europeans who embraced it, its
liberatory effect was similar but different. Like African Americans, they had been subjected to
American cultural hegemony, sometimes violently, sometimes willingly, no less escapably.
European jazz musicians were in the thrall of their American counterparts; a whole study could
be made of examples of this.1 In the case of Germany, of course, it hadbeen violent; hundreds
of thousands of two generations had been killed in the wars and supervised in their after-
arrangements. Musically, its own national jazz culture, finally allowed to take root after the
war, had not moved out of the American shadow, however musically brilliant and culturally
entrenched it had become.

Free jazz, being this conscious step beyond U.S. culture, was an idea whose time had come in
Europe in its own right. For the abovementioned countries, it provided a way to move out of
the shadow that was chilling them now, and to move into an idiom that valued American-style
individualism primarily as a way into a workable, satisfying collectivism. For Europeans this
meant the chance to develop, finally, both a native style for themselves as improvisers and a
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network of intercultural, international cooperation, even unification (for FMP this would come
to include vital musical connections with Japan, Brazil, South Africa, East Germany, Eastern
Europe, and of course African Americans, along with their own Western European peers). As
we will see, this opportunity was seized and exploited to the fullest in all those Western
European corners. And, arguably, in reflection of the "West German miracle," nowhere as
successfully and significantly as by the Germans in Berlin and Wuppertal, through FMP and its
allies.

This chapter and the next one will compare the literature, bibliographed by John Gray (1991),
that covers just this subject, the free-jazz movement in North America and abroad (we will also
survey Gray's book itself, for a sense of the contour of the literature, by categories, and for what
it says about free jazz as a primarily African American, then international, movement, and about
how it was received in Western European countries). We will start with the most general and
widely read surveys of the movement as a whole, moving through them into American and
European academic journals and music press articles (and European books) about free jazz in
Europe as a whole and in the three countries of England, France, and Germany. I limit myself
to those, even though Scandinavia, Italy, Switzerland and the Netherlands are also important to
the European whole of this scene, because my even closer look at free jazz in Germany is best
understood if it includes the overlaps and contrasts with the English and French scenes, from
each of which it differs more than from the others.

[Note: "Free Jazz: Left by American Parents on European Doorsteps" is a shorter paper

presenting mostly Gray's data and my analysis of it, leaving out most of the summaries of
the German literature included here.]

Representationf Free Jazzas a Movement

Most English-language academic, critical, and journalistic discourse (as also the dearth of it) on
free jazz widely expresses and implies the assumption, shared by much of the music community
its writers cover, that the movement was a stylistic change of its times that--unlike swing in the
1930s and bop in the 1940s--has proven to be a cul-de-sac in the ongoing history of jazz.

I will argue here that the body of literature on this music supports the assertion that

(1) free jazz was represented and received in two different ways, one in its American
culture of origin and the other in the Western European countries where, after being
virtually transplanted there, it took root enough to survive and grow, even flourish;

(2) of those two ways, American literature has displayed the least, European
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(especially non-English-language) the most, general depth and seriousness about, and
ongoing interest in, the music; however

(3) American literature has been the most prolific and thorough in its journalistic
work (especially interviews and features), the body of which serves as ethnography
for an international critical scholarship emerging from Europe, Canada, and
Australia, to which a few American scholars are contributing; finally,

(4) the gist of this discourse, and the development of the free jazz movement from
the 1960s to an international "new and improvised music" scene today, constitutes an
alternate jazz universe, in which the dismissal of free jazz as historically dated and
fruitless is Americentrically parochial, narrow, and reactionary; as the current
reification in the schools and in cultural capitals, such as New York's Lincoln
Center, is of a musical paradigm and idiom itself dated to the years before the "sea
change" of the free-jazz movement.

I will end by suggesting that the broader cultural and educational implications of that discourse
are captured by the term "improvisativity." Taking a cue from performance studies and theory,
the trait of "improvisativity"--in psychology, art, and culture--results as naturally from
engagement with free jazz as, by comparison, "performativity" issues from pre-free jazz and
Western art music as currently taught and practiced.

(Improvisation itself is no less present in pre-free than in free jazz, but in pre-free, as in many
other traditions, it is prescribed, and what is not prescribed is often proscribed, overtly or
covertly; in the free jazz that developed in both America and Europe since the 1960s, such
premises and constraints are typically eschewed, left to the improviser to devise in the course of
spontaneously sounding the music.

Attentive readers will notice that this polarization of performativity and improvisativity
expressed by a dichotomy between pre-free and free jazz could as well be seen in the more
familiar "classical-music/jazz" dichotomy with which I opened this chapter. From that we may
correctly infer that the project of bringing jazz from low to high cultural status has succeeded,
and that now we must address the resulting damage.)

Recapof termsand turf

To summarize in more detail: "free jazz" is the descriptor most used by the media on both sides
of the Atlantic for a musical movement that ignited with a flare in the African American
(roughly, late 1950s through 1960s) and Western European (mid-1960s through 1970s) jazz
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communities. The social context in both cases included a reaction by musicians against a
mainstream jazz culture they felt to be colluding with an oppressive Western hegemony that
was intrinsically racist, historically imperialistic and exploitive, then venally decadent and
vicious as its power was challenged. This reaction was set in the larger context of the civil
rights and black nationalist movements, in America; and the student protest movements, in
Europe.

The musical context of free jazz was characterized by a turn away from the conventional
premises of jazz improvisation--the blues and American song forms, and eventually the metric,
diatonic and then chromatic systems themselves--and toward both non-Western music traditions
and the post-tonal, post-metric work of American experimental composers such as Edgard
Varése and John Cage, and European workers in timbre and texture such as Karlheinz
Stockhausen, Krysztof Penderecki, and Gyorgy Ligeti. Players such as Ornette Coleman, Don
Cherry, Cecil Taylor, Albert Ayler, and Pharoah Sanders constituted the first wave of this
movement; and associations such as New York's Jazz Composer's Orchestra, Chicago's
Association for the Advancement of Creative Music, and St. Louis' Black Artist's Group
extended it through their various well-known artists. Art indeed was the context, countering
entertainment; art and ritual were the sites claimed for this music in its makers' conscious
attempts to address cultural politics, from those of the bandstand itself (those of "leader" and
"sideman," for example) to those of the entire Eurocentric music and culture and academic
industries.

A comparison of such contexts in American and Western European representations of free jazz--
ending with a glance at their implications for jazz studies and pedagogy--are the focus of this
and the next chapter.

Current dismissalof free improvisation

I have turned more and more toward precise musical notation to insure that the
improviser is consciously and physically tuned in to the overall structure of a piece.
On first glance this approach would seem to inhibit the improviser. This is a valid
criticism, but I believe that this inhibition is now a real necessity when one perceives
that "free" or "open" improvisation has become a cliché, a musicaldeadend
(emphasis mine)

Anthony Davis (in Dean 1992: 143)--a pianist and composer celebrated for his mastery and
originality in so-called free improvisation as well as other post-1960s developments in jazz and
its interfaces with contemporary Western art music--is not alone in the position espoused
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above. Dean (133) also cites similar remarks by Anthony Braxton, who has never dismissed free
improvisation as a dead end but has often said it does not suffice as a total aesthetic.2

Sources

Here we will examine Gray for the patterns of emphasis, priorities, and oversights it reveals
about the American and European representations of free jazz.

The seven tables ahead show breakdowns of Gray's data. He names his materials as "books,
dissertations, periodical and newspaper articles, films, videos, and audiotapes in all the major
Western languages" (xv-xvi), gathered from virtually every index and database in print and
online at the time of his research.

Table One shows the national demographic of artists covered--over ninety per cent African
Americans, from among 289 entries of U.S. subjects; and over ninety per cent Western
Europeans (most from England, Germany, France, the Netherlands, Belgium, and Italy), from
among 130 such entries from nineteen other countries. This coverage spans the entire three
decades under Gray's scrutiny. The other categories' narrower timespans signal the more
transient social phenomenon of collectives, cooperatives, and free-jazz-specific alternative
venues (the lofts) that did come and go with their time.

Table 1: Subjects by Category

INumber|| Origin | Period

Groups |289 |USA (over 90% Af. Am.) 1959-90

|
| Performers/
|

1130 |19 other (over 90% W. Eur.)|[1959-90

Jazz Collectives|[19 [USA (13 NY) late '60s- early '70s
| 1 ICanada Imid '70s- early '80s
| 1 (Germany 11969-90

[NY Lofts/Clubs |10 [USA |(mid-late '70s)

Table Two shows the literature on all subjects to be one-sidedly international, even when some
of those subjects themselves are local (most obviously, "New York Loft and Club Scene")--
rightly suggesting that European media have followed the American scene; it also shows the
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literature on some subjects ("New York Loft and Club Scene" and "Jazz Collectives") to have
outlasted them, moving from (much) journalism to (scant) history, over time.

Table 2: All Literature (Books/Sections of Books, Articles, Theses/Dissertations) by
Quantity

| INumber|| Origin || Period
| General Works |[205 linternational|[1959-90
Country/Region [127 |international [1959-90
Jazz Collectives|[230 linternational|[1959-90
[NY Lofts/Clubs |67 linternational [1959-90
Performers/
Groups* 6,292 |linternational|[1959-90

*Most American, on Americans, in English; exceptions are the prominent African Americans with a strong
presence in Europe, and Europeans.

Table Three details this picture by showing how those articles and books Gray saw as specific
to regions and countries lined up in terms of mutuality of attention. Of the forty pieces on the
U.S. regional scenes (e.g., Los Angeles, Philadelphia, New York), twelve--almost a third--were
by mainstream jazz magazines or journals in Europe. By contrast, of the eighty-seven pieces on
the rest of the world's free-jazz scenes, twenty-three--just over a fourth--were by more marginal,
specialist publications (mostly Cadenceand Coda, the latter from Canada, and both
ethnographic or journalistic rather than critical or scholarly in approach) serving as alternatives
to a mainstream American jazz press insensitive or hostile to the new music.

Table 3: All Literature under "Country/Region"*

IlUSA ||40 (12 by major European publications)

Canada,
Europe,
Russia

*There is a similar pattern with "Jazz Collective" and "New York Lofts and Clubs" sections.

87 (23 by American/Canadian pubs., mostly Coda and Cadence, specialist/minor pubs.)

Table Four shows the breakdown between formats (books, articles, academic studies) by origin.
Note that of the forty-eight total books, only twenty-two are by Americans, less than half; by
contrast, one hundred thirty-one articles, most from the U.S. (see Table Five), were published--
almost four times as many as from the rest of the world.
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Table 4: "General Works" (on "The New Jazz" and "Biographical and Critical Studies" as
subjects) by Format/Origin

[Format INumber||Origin Period
Books, Sections

of Books, Theses,||22 USA 1959-90
Dissertations

| 26 \Western Europe |[1959-90
[Articles 131 |JUSA, UK 1959-90
| 33 rest of W. Europe|[1959-90

Table Five shows the focus of the literature and the time period of its coverage. The scant
academic attention spans about half of the three decades (the middle half--as though it took
awhile to consider what to say, and then all was said); the even scanter sheerly musical-
pedagogical studies do not emerge until the very end of that time.

Table 5: "General Works" in English (American/British)

IFormat INumber|Focus Period
22 Books,
Sections of Books
| Academic |7 |Sociocu|tural |1971-85
Collections of Historical,
Journalism 13 Ethnographical,||1959-90
Sociocultural
| Pedagogy 2 IMusical 1988-90
131 articles | | | |
|Academic Journal |General, Pop., Trade |Jazz, Music |Alternative* U.K.*
7 | 33 | 62 || 21 || 8

*"Alternative" and "U.K." categories are a major source, "Jazz, Music" a minor source, of information on the European
scene; others are negligible.

Tables Six and Seven show the difference between English-language and other-language
coverage. Not shown, but documented in Gray, is the difference between the sources of this
coverage. Most in Table Six would fall under Table Five's headings "General, Popular, Trade
and "Jazz, Music;" most in Table Seven would fall under "Academic" (internationally read
journals of music scholarship), "Jazz, Music" running a distant second, and "Alternative" a third

behind that.

"

Table 6: European Literature [in English]*
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Journalism,
Musical Study Sociocultural||Historical,Ethnographic, Academic ||Collection||Survey,
Reference
Books, Sections of
Books
| 1 L1 | 3 2 || 5
| Articles | | | |
0 L | |

*Eight are from the U.K., three translated from German; five of the eight from the U.K. are by Valerie Wilmer, a
fan/photographer/journalist; two are by Carr, an academic and player; one is by Larkin, a poet. All fall toward the right,
valuable for their information more than scholarship; so do two by one of the Germans (Berendt); the other (Jost) wrote

the only in-depth musical study.

Table 7: European (French, Dutch, German, Italian) Literature

Journalism,
Musical Study Sociocultural||Historical,Ethnographic, Academic ||Collection||Survey,
Reference
Books, Sections of
Books
| 9 | 4 | 2 | 2 | s
| Articles | | | |
| 5 L 22 | 1 | [ 5

The European--especially the non-English (mostly French and German)--literature comprises

the bulk of scholarly and critical work on the music.

Examinations

Zooming from this "topographical" overview into a perusal of some of the literature itself
reveals more patterns. Only two of the twenty-two American books are by one African
American, LeRoi Jones (a.k.a. Amiri Baraka); eleven of the twenty-two are collections of
previously published pieces from music and general periodicals (including one by Jones), and
thirteen have an overtly sociopolitical spin (but still more opinion than scholarship) on the

music.

Of the 131 articles in English (123 of which are American), all but a
and popular (as opposed to academic) press; however, a close look re
"alternative" press, the showing of which is good, and through which

handful are from the music
veals the category of
a discourse worth

documenting, taken with many of the more mainstream pieces, took place. Of the eight

alternative journals Gray lists as devoted exclusively to free jazz as a
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seven were short-lived in the 1960s and 1970s; the eighth (and most recent, and English), Wire,
has since expanded beyond such exclusive devotion. This means that virtually all of the
American (and English-language) literature on free jazz contextualizes it within the larger
discourses of "jazz," "music," and "arts and entertainment." The "free jazz" subdiscourse then,
thus defined, stands out in this literature by having a chronological beginning, middle, and end
(most of the literature dates from the late 1960s through the 1970s).

The small portion that would qualify as part of the academic (from Table Five's categories
"Academic" and "Alternative") rather than the general and/or popular-music press (the latter
oriented more to covering, reporting on, "jazz" as a part of the international American
entertainment industry, however much it presents issues of aesthetics and culture within that
context) lines up something like this:

e ten are short, general encapsulations of the movement as it emerged, usually two or three
pages in length (two of the titles of those signal some critical position, beyond mere
reportage);

e seven are overtly focused on sociocultural issues (five of those on issues of race, one on
aesthetics and style, and one on cultural- and musical-theoretical frameworks), and are
similarly brief, and transient (with two exceptions--a twenty-seven-page article and an
issue of an alternative journal); and

e only one is by a musician (Bill Dixon) on musical issues.

All of this hard data corroborates an experience widely and variously reported by many
musicians throughout the literature on the music in Europe: that European cultures often
understand, respect, and support their (African American) music more than the American
culture does; and that the demographic of the American music press on free jazz, as it has been
historically, is overwhelmingly one of European American "professionals" (far many more
journalists than scholars or musicians) explaining everything about the music--including those
aspects of it most distinctly and exclusively African American--to American society at large.
Not surprisingly, this has been a problematic fact for the handful of African Americans who
have entered (or tried to enter) that "professionally" literate discourse.3

American literature

The ten pages (15-25) covering the American press' reaction to what it called "free jazz" (as
opposed to books and articles on individual artists) reveals a riot of controversy in the titles
alone: heated debate, "pleas for sanity," denunciations of the music as one of anger, hate, self-
destruction, social anarchy, charlatanism, racial enmity; and scandalized refutations of such
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denunciations as racist, ignorant, viciously hegemonic. All this heat led to little light; there are
only two entries under "Dissertations and Theses," one (Kofsky) from 1973, the other (Radano)
from 1981. The special journals that crop up are short-lived, and the seepage from music to
general entertainment (Variety, Billboard) and general interest (Vogue,New York Times
Magazing publications is similarly cursory and superficial.

The three pages (25-28) covering this literature's European counterpart, as we will see, suggest,
by contrast, the measured response of scholarship relatively undisturbed by the American fray.
The titles signal (and the work delivers mostly) dispassionate concern with things both musical
and social.4 Some examples, with their focus: Viera (1974), Jost (1979), and Kumpf (1981),
musical; and Batel (1978), Jost (1976), Miller (1966) and Suppan (1973),
sociological/philosophical/theoretical.

These German examples were not primarily focused on an American subject; the movement
written about as "free jazz" in Germany, as in England and France, was an American transplant
that took root and throve almost immediately on the local levels. European players quickly
adopted the approach of free improvisation from its original African American context of
protest and alternative to what they perceived as their own cultural situation, and how best to
express 1t musically; they continued to collaborate with American free players, coming over
time to provide the major source of performing and recording opportunities for many of them.

Gray's form and contents tell us other interesting things about the American and European
critical/journalistic/scholarly responses to free jazz. He has divided his sources into four
sections organized around the concept of the collective("General Works" [again, on free jazz as
a movement, concept, style], "Country and Regional Studies," "The Jazz Collectives," and "The
New York Loft and Club Scene") and onearound the concept of the individual ("Biographical
and Critical Studies," divided into "General Works" and "Individual Artists"). Naturally enough,
"Individual Artists" spans over seven times as many pages as all the (nine) others combined.
This in itself tells us that the bulk of the information we have on this music is still essentially
ethnographic, drawn from an array of (mostly American) interviews, features, and reviews; the
music-theoretical and social analyses have begun (mostly in Europe, especially Germany) but
have by no means arrived at a consensus of or debate about methodology and area of concern,
let alone schools of thought framing issues as generally significant.5

The dates on Gray's American entries suggest a flurry of knee-jerk reactions, a struggle to cope
with and define in jazz-traditional terms the music as it emerged, giving way throughout the
mid-1970s and since to a steady trickle of discourse on what has proven decidedly to be a
marginal music in America, not only in relation to the general but to the already marginal
discourse on jazz as a whole. (Again, the European entries scan more like a steady swell,
throughout the same period, of a subdiscourse more or less within the larger one about jazz,
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signaling a general and growing sense of significance and relevance of the music to the culture
at large.)

This point will suit a look at the early examples from the American literature with clear spins
of their own on the music. I would characterize them so: free jazz is "a black-cultural-political
thing" (Jones [1967], Kofsky [1970], Backus [1978], Sinclair/Levin [1971]); or "a
nihilistic/destructive/fraudulent thing" (De Michael [1966] and Feather and Williams [1962],
among many examples of journalists, and musicians [including Phil Woods and Miles Davis],
offended on the same grounds). The grossness of these spins (exposed as such by time),
whether reflections of hostility or sympathy, lay in their lumping of multi-voiced and -
motivated musics under a narrow rubric of some agenda of profession, person, or ideology.

One might excuse them, in the light of later, more sophisticated American work (most more
recent than Gray), on the grounds that it was simply too early in the free-jazz game to do any
better. But one sees in European books from around the same time (Jost [1974], Wilmer [1981],
Carr [1973], Carles/Comolli [1971]) similar constraints of context (Jost: "it's a Western
musicological thing;" Carr: "it's a Romantic-style-artist-against-the-Philistines thing;" along
with Wilmer and Carles/Comolli's "it's a black-cultural/political thing")--but, perhaps because of
their distance, they have not the defensive and absolutist feel that has dated the American
examples. They function more like anyone's spacetime-bound viewpoint should: an essentially
tentative and fluid narrative framework for the facts being narrated, something only as fixed as
it needs to be to make for morally, ethically, and aesthetically interesting interpretations of
those facts, something not too fixed to tweak.

This picture of American free-jazz journalism and scholarship balances out radically when we
look at the entries on individual artists, especially those most recorded and written about. We
will use Ornette Coleman as an example because of his pivotal role in defining "free" in terms
of the jazz narrative in the literature (Gray chose the time window of his book's title based on
Coleman's 1959 arrival in New York). Also, Coleman is one artist (rather than a "school" of
many), and, as noted, the one first and historically identified with the advent of free jazz, so we
can easily define what set his music apart from previous jazz, then look to the reception of it for
tendencies that would frameeven it as a mass "movement" rather than an individual
expression.6

From SongTitle to Movement

Hartman's (1991) essay on Coleman is valuable on several levels. One of those centers on the
relationship of composition to improvisation, working both score and recording of Coleman's
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tune "Lonely Woman." Another, closer to the present discussion, brings an orientation to the
music's overlap with verbal and vocal and literary arts and traditions. In Hartman's essay,
Coleman's source of lyricism and feeling, even originality, is located in his voice(extended by
the sax), after sought unsuccessfully in musical texts

Closest to this discussion, the essay elegantly distills Coleman's music's relationship with both
its literate and musical interpreters as one between the ancient and archaic continent of orality
and that other part of this cultural world, the continent of literacy. Using it as a source, then, we
can summarize the musical elements that set Coleman's music apart from its musical kin at the
time, then discuss them in the context of the dialectic between those two continents depicted in
the first two chapters (again, we start with Coleman because his was definitely one music, not
many, so we can easily define its freedom and then look to its reception for tendencies that
would frame it as a mass rather than an individual movement).

Coleman's neglect of just tuning standards (Hartman, 57, 70), his alteration of conventional
functions and proportions of written and improvised material (60), harmonic and tonal
ambiguity (61, 63), melodic asymmetry (61), and metric flexibility (70)--all expressed through
idiosyncratic tunes crafted for his own personal playing style in tandem with his equally distinct
colleagues--positioned his concept and sound as provocatively, fruitfully, and, for many,
shockingly "free" at the time. He took African American musical vernacular out of its European
generative grammar and let it roam freely through his own personal roots and patches of
rhythmic and melodic free association, some of them more African than American, some more
"folk" and "blues" than "jazz," some more American than Western, some more his own voice
than anything else.

Clearly--and clearly gauged by the actual reception and subsequent events--the musical language
was functioning as an analogue to the social and cultural one, and whoever, black or white, had
an investment in it or in Coleman's confounding of it would polarize themselves against or with
him. Coleman's significance did not lie in his particular musical language so much as in its
exemplary demonstration that "freedom" meant that any number of such languages could be
constructed; his effectiveness in this role lay as much in his breakthrough to the major public
discourse of the jazz and academic press and the jazz and classical Western-musical world in
America and Europe.?

Towarda Relationshipof Superpowers

All of this brings us to a statement of the relationship between those two continents, orality and
literacy: though it looks initially like one between the greater power of literacy and the lesser
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one of orality, it is really one of equals, a stalemate, we might say at this point (before we work
it into a cooperation) of superpowers, rather than of greater and lesser power; further, although
orality appears the weaker in its emergence, it is in fact a reemergence of an "old world" from
which literacy itself emerged/emerges as a "new world" (this resonates with the historical
emergence of literacy from orality, and with my founding image of mind/word from
body/music).

Why is this important to understand? Because it is in the interests of hegemonic power to go
beyond mere suppressiorof dissension and challenge (we've seen the failure of that project in
the Nazis' and communists' trouble with jazz; and in international capitalism's trouble with the
international student activism of 1968) into an appropriationof it as a tributary of itself (even
when precisely the opposite is the case). If this appropriation succeeds, hegemony serves its
own claim of universality.

On the other hand, it is also in the interest of a dissenter who has established himself not as a
minority protester but as the (prophetic) representative of the very authority on which
hegemony's power is based to establish formal diplomatic relations and then cooperative
alliance with this fellow superpower, to establish a power base with, rather than in reaction
against, hegemony, so that hegemony really becomesvhat it claims to be: the universal,
inclusive power of all the world's people, from the bottom up, rather than a top-down
imposition of the idea of same on unwilling minorities, or even against, in stalemate, a
successfully individuated minority-become-majority. Not to establish such a resolution leaves
the "continent" of minority forever at the inefficacious local rather than global level (per Attali
[1997]), or has it bidding (per Crouch [1995]) to assert power as local heir to, rather than
original holder of, such global status against the prevailing continent of majority.8

Attali's look at Western music lines up with this ancient conflict between cultures of word and
body, glimpsed first in our look at Mellers. Attali might even be read as treating music itself as
a(n eternally problematic, minor) language of dissent derived from the major ones of politics
and economics.9 Read so, he lines up with the narrative of literacy, at least on the subject of
free jazz, which he describes (137, 138-40) as a(n interesting) musical failure in the context of
its commercial failure. His assessment scans well enough if we limit ourselves (as he does) to
the African American experience in America; it scans not only in the light of his Western
perspective but in that of Crouch's American one (examined ahead) as well. Attali approves of
free jazz as "a profound attempt to win creative autonomy" through a "meeting of black popular
music and the more abstract theoretical explorations of European music," one that "eliminated
the distinction between popular music and learned music, broke down the repetitive [Attali's
term for hegemony's perpetuation] hierarchy;" its failure lay not in some flaw of concept or
execution but only in an inability to be efficacious in terms of power, to rise from the local to
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the wider networks actualized by the music industrial complex.

Crouch, on the other hand, does see the flaws as intrinsic to the music.10 He disapproves of the
European elements Attali mentions as fundamentally contradicting (in their "Egyptianism," as
the term has been used to denote the decadence of an archaic stasis) the African ones (the
European OId versus the African American New). He would annul that marriage (between
African America and Europe-as-tributary-of-ancient-Egypt) as fruitless, certainly as a means for
a dissenting discourse to share in the power of its oppressor's; he would press instead for a
claim to that power on the basis of a kinship somewhat short of marriage between Africa and
West--something we might posit as locally American, a marriage between Africa and America,
with the greater cultural capital held by the former. Having gained that power so, he would thus
approach Europe (West) as its African American (rather than African American) heir apparent,
not as African American suitor (which might describe Wilmer's [1981]/Lock's [1985]/Jost's
[1974] view of free jazzers in Europe. After all, the Europeans [as we've seen] were bidding for
emancipation from American domination; why should they embrace it more eagerly simply
because its skin color changes?).

Both Attali and Crouch thus see free jazz as an African American failure, in America; to
discuss its place in the West as a whole, specifically in Europe, we must leave them behind.
This serves to remind us of the centers "free jazz" and FMP must be to any study that might,
consciously or not, marginalize either or both, define them so in relation to some other center;
and to suggest the broad contours of their real terrains.

Towarda Relationshipof Treesand Forests

Gray's seventeen pages (146-63, 187 entries) on Coleman reveal much more American than
European coverage; that American coverage's quantity, quality and variety reveal much more
curiosity, fascination, and openness, ability to digest and explore, than does American literature
on the music's generalsocial or stylistic significance. This interest is sustained, even grows,
over time. Gray's categories of works--first those in English then in the other Western European
languages--are expanded from (in his other sections) "books," "sections of books," and
"articles" to include "biographical dictionaries," "interviews," "newspaper" as well as "serial
articles," "concert and recording reviews," "discographies," "bibliographies," and "media

materials."

nn

A quick look at the similar sections on other seminal figures (such as John Coltrane, Albert
Ayler, Anthony Braxton and Cecil Taylor) corroborates the conclusion suggested: American
journalists and scholarsare muchmore comfortabledescribingthis musicin termsof its
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individual practitionersthan in generaltheoreticalor sociologicalterms.Their initial and
sporadic attempts to do the latter look like a body's antibodies racing to stem a bacterial
invasion and succeeding, containing and holding it at bay, if not eradicating it. The Europeans,
by contrast, look like an immune system adapting its body to the new germs until they pose no
threat, join in the life of the organism.

We can read a couple of things in this mix of America's willful ignorance of general
implications and enthusiastic acceptance of individual expressions. One is that "free jazz" is in
fact many musics each defined by its individual practitioner, and thus breaks down attempts to
generalize it as a single Styleserved by many stylists. But that begs the question of why
Europeans seem to have less trouble reconciling the general with the particular. The most
obvious answer to that is that the music's generalimplications (of anti-white, anti-American,
anti-Western import) have proven too threateningl1 to the American collective, both black and
white, that has come to terms with and is profitably or even only safely invested in the
definitions of white, black, American, and West that are under attack; but that these threats are
manageable as both social and aesthetic expressions when situated in individuals(especially
when those individuals have been safely transplanted to Europe, as has been the case with many
of the African American players associated with the free jazz movement here in the 1960s).
And that reading suggests that there iS a unity as well as a diversity to this music, and that it
hasbeen cultivated in Europe more than America, though the diversity has flourished here well
enough. (This, of course, resonates with America's reputation for flexibility, tolerance of
diversity, respect for individualism--and concurrent inadequacy of deep cultural consensus,
coupled with an historical anti-European, anti-intellectual distrust of such a context; and with
Europe's for composing--and imposing--grand narratives and theories of history and culture, and
for a relative stability of cultural consensus [when, again, it is containing its own internal
strifes].)

Freein NameOnly

To mine that hypothesis, we turn to the bulk (and a next wave) of American literature on free
jazz. With the exceptions of Budd's pedagogically useful but otherwise unremarkable book12
and Sidran's quite remarkable Black Talk , all of these listings are (as was only Jones, from the
first list, including the Europeans) either collections of the previously published copy of
journalists working on their deadlines for the highly charged context of their publishers and
editors (Davis [1986, 1990], Giddins [1981, 1985]) or are compiled from that context (Litweiler
[1984]). I would distinguish them from the first wave of articles and books by, first, invoking
the historiographical aid of Treitler (1989); his distinction between "realism" and "nominalism"
in the chronicling process works for us here.

file:///Users/mikeheffley/Sites/almatexts/almamusicology/almachap3.htm Page 16 of 62



almachap3 09/08/2006 06:43 AM

According to Treitler, music historians understand their own terms for music and musical
periods either as realists or nominalists; realists presume such terms to signal something
characterizing the music, nominalists rather assume them as arbitrary tags imposed for ease of
discussion. Thus a realist would call music from the "Baroque" period "baroque" because its
musical nature really was, somehow, "baroque;" a nominalist would use the term without such
essentialist baggage, even if it originated with same.

One breathes the air of the nominalist from the books just mentioned, at least on the surface and
for a good distance below it. Whatever tumultuous intellection went into the defining of the
music before is now removed through time (and format) into the shorthands of convention used
by people who have failed in their attempts and want to move on. "Free" is still the cornerstone
word, but it is now used nominally, having failed its potential realism.

Not so the word "jazz," however. All five of these books have that word in their titles, and it
functions very much as the realist term. In other words, these representations could not be so
easily dismissed for a glibly narrow essentialist reduction of their musical subject--we can
neither fairly nor charitably box them in the words "it's a free thing." However, we cansafely
characterize them with these two phrases: "it's a jazz thing," and "it's an individual thing."13

"Jazz," of course, has been a problematic term from the beginning for many of the artists to
whom it has been applied. It has been even more problematic as it's grown into its "freedom,"
in both African America and Europe, since so much cross-genre experimentation has taken
place from so many different quarters. It is beyond my purview to document this, but the
literature is full of musicians' critiques of both terms, from Duke Ellington to Derek Bailey to
Anthony Braxton.

My point here is that the five books mentioned above, and subsequent work in their vein in
newspapers and magazines, are part of the ongoing jazz-press discourse which has been the
language/literature/media of the "major culture," in the fullness of its power and position,
framing "jazz" as a whole as a "minor" tributary of itself all along, and continuing to do so here
with the nominalization of "free" as a style of that "jazz." In this arena, in American culture, at
the time of this second American wave, that style is clearly a cul-de-sac, albeit one these
authors have spent some pleasant and sympathetic moments in.14

I note all this by way of contrast to the bulk of the European literature explored ahead. Even a
quick scan of Gray reveals a European music-critical and an academic press, compared to its
American counterparts, more closely knit together; a perception of the free jazz movement as
itself more closely knit with both mainstream jazz and the larger cultural discourses; and,
accordingly more serious attention--especially to musical issues of both theory and praxis--paid
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to both music and its role in the culture.

SpecificExamples

Litweiler, from the American sources, is best for an issue-neutral, overviewing history. A
mainstream jazz journalist, he is one more attuned to this area of the music than many; the
collections of essays and reviews by other journalists on the music as it emerged do not have
the distances in time to reflect the big picture. (Le Roi Jones' Black Musicstands out among
those for its sympathetic and attuned insider's point of view; some of the others embody the
starkest opposite of that; Backus [1978] and Kofsky [1970], while valuable for other purposes,
would muddy the waters of my background pool with a leftist ideological agenda that does
seem dated to, more than dating from [unlike the music itself], their time.)

Through Litweiler, we get the lay of the free-jazz land from a glance back over the quarter-
century covered by Gray. The key, most public figures are discussed, lesser knowns described
and situated, current activities glanced at.

Litweiler begins (Chapter One, "Steps in Search of Freedom") by offering the history of the
usage of the word "free" as rooted in Ornette Coleman's 1960 LP Free Jazz He notes that the
freedom in Coleman's music with the most universal significance and impact at the time was
the freedom from conventional harmonic and rhythmic patterns, and melodic and metrical
symmetry of form. He qualifies that liberation with Coleman's ability to express and
communicate more, not less, with its musical results, and puts him thus in the company of
proven musical innovators from Louis Armstrong through Count Basie to Charlie Parker and
Dizzy Gillespie. He traces first bop's musical departures (through Parker, Gillespie, Bud Powell,
and Fats Navarro) from swing--harmonic and rhythmic expansions, instrumental virtuosity--
then the expansions on compositional forms that the "cool" branch of the bop movement
(Tristano, John Lewis, Miles Davis, Jimmy Giuffre) began to broach. He brings in the work of
"jazz" artists such as Charles Mingus and George Russell and "concert" artists such as Gunther
Schuller, Harold Shapero, Milton Babbitt, and (especially) Bob Graettinger for their
compositional contributions to the so-called Third Stream music, which aspired to mate the
composer's with the improviser's art. He singles out Thelonious Monk and Herbie Nichols as
two who fused such aspirations in the heightened reality of their own pianisms; Tristano he
especially pegs to "freedom," for his attempts to improvise spontaneously, free of form
altogether.

The rest of his book devotes chapters to the seminal figures--Ornette Coleman, Eric Dolphy,
John Coltrane, Miles Davis, Sun Ra, Albert Ayler, Cecil Taylor, the AACM players, as well as
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some categorized under pop-jazz, fusion, and romanticism--who furthered these liberations of
both African American and European American, and the European (Chapter Eleven, "Free Jazz
in Europe: American, National, International"), from and to each other. Each did so from his
(they are all men) own slightly different personal point of view. The aesthetic value of creating
one's own voice, style, and concept had long been one universally shared in the jazz world; now
the range of that creative and expressive freedom had simply expanded out of the context of the
American song form and to that of the composer of any and all forms, and to the possibility of
improvising on them.

Litweiler's Chapter Eleven, mentioned above, and Thirteen ("Free Jazz Today") go most
directly to our purpose here. He surveys many of the English and German developments we
will cover in detail later, including the impact of such Americans as Steve Lacy and Cecil
Taylor. Some of his general comments on the European free scene bear citation:

By the 1960s, while jazz commerce was declining in the United States, transatlantic
audiences were welcoming our Free players . . . the experiences of Dolphy, Ayler,
Taylor, Coleman, the Chicagoans . . . led to two crucial developments in the 1970s.
First, the European circuit of clubs, festivals, recording sessions, and concert halls
became an essential means of support for Free musicians, even mediocre ones.
Secondly, Europe-based modernists appeared one by one, evolved personal voices,
and became the first internationally important European jazz generations. These
musicians seldom appear in the Western Hemisphere. The currents of their own
cultures provide them with inspirations and background that are at least as vital to
them as the jazz tradition. Admittedly I use the word "jazz" with wide latitude here;
for some, only their methodology is like Free jazz ideas, but still less does their
music suggest any other traditions. (241)

Litweiler goes on to discuss Albert Mangelsdorff as one who, like Coltrane in America,
straddled both eras of "straight" and "free" playing styles; and Peter Brotzmann, Han Bennink,

Fred Van Hove, and the Globe Unity Orchestra (GUO) as thetorchbearers of Albert Ayler and
other free masters.

Litweiler's view of the Dutch Willem Breuker's Kollektief, a group that overlaps with much of
FMP's focus and personnel, is of interest here too:

The program of . . . Kollektief . . . is left-wing propaganda cartoons set to the

rhythms of clockwork mechanisms. The subject matter of Breuker's musical theater
i1s Europe's bourgeois culture. He presents pageants, one piece always segueing into
the next, of juxtapositions, exaggerations, perversions, pastiches of styles; the music
1s compulsively busy at a uniform volume level, to the pounding of fast, preferably
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two-beat rhythms. Tawdry, neurotic Valkyries ride in Breuker's Europe; lunatic
Gypsies dance a neoboogie; a Rachmaninoff concerto slides into stride piano; fearful
peasants dance in the middle of a funeral march; an oberek is contorted into a
medieval dance; a correctly titled "Tango Superior" has slide whistle breaks and a
blaring, stuttering alto solo . . . television and radio bring America's cultural effluent
to Europe, so the Kollektief can parody the authentic fake excitement of Las Vegas .
.. This music is full of tangos, polkas, habaneras, marches, rumbas, barroom
accordionists, opera snatches, cheap theater orchestras, and whatever else original or
plagiarized that can be serviceable. What's usually missing among the composed
stuff is jazz, though Breuker's trombonist Willem van Manen offers "Swing Along
with Babe," a Free parody of hard bop, and Breuker himself plays two saxes at once
in a fierce parody of Rahsaan Roland Kirk.

e The satire is almost relentless; often the band seems to be conducted by Donald Duck in
a Gestapo uniform. Without the leavening of jazz, it would be oppressive, but agitated
hard bop solos and post-Ayler saxophone multiphonics extend and comment upon the
compositions. (251-52)

Much of this description conveys the textures and surfaces of some of the FMP sounds as well,
including, to a lesser degree, the general allusion to satire and humor; what differs from it is the
mentioned absence of jazz, in the sense that FMP groups are arguably much more the free
improviser's vehicles, and that of the composer for such improvisers, and Kollektief more the
gesturersof jest. The difference in concept might even be compared to that between the
Empfindsamkeiind Baroque or Romantic ones. Litweiler's description captures the composerly
expression that acts as the Apollonian opposite of FMP's Dionysian embrace of improvisation--a
dialectic Litweiler sees and uses (he segues from Breuker to composers who supply the GUO
with improvisational and ensemble playing platforms):

Free improvisation is the main ingredient in Peter Kowald's "Local Fair," even if a
Greek folk singer, a twenty-five-piece accordion band, a barrel organist, and a parade
brass band wander in and out of his mélange. With Kowald, we return to basic
Freedom, which he considers synonymous with Let It All Happen. So like "Local
Fair," his "Jahrmarkt" is hardly more than a succession of groupings and soloists,
with plenty of bop snatches (especially Parker and Monk) amid the fun. Alexander
von Schlippenbach likes to quote and arrange Monk songs, too; more important, he
himself is a pianist and composer. The only obvious continuity in his "Kunstmusik
IT" (1975) is the very fragmentation of the Globe Unity players' phrases and the
disassociation of their music in the many regroupings. This is a kind of musical
abstract expressionism that's a little farther down the path of Anthony Braxton's
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Three Compositions (1968), so it's appropriate that Braxton joins the improvisers of
"Kiinstmusik II." (252)

Characterizing the GUO as an assemblage of the best European (not just German) free players,
Litweiler reminds us of the originally West (not East) European phenomenon that free jazz was
(253); and his look at British guitarist Derek Bailey affords him an opportunity to reflect on
free improvisation in a transcultural context, seeing its healthy anarchism and democracy
speaking directly to the historical dilemmas of global catastrophes triggered by unbridled
technology and war (299).

From Popularto Academidress

To update Litweiler, and to bring a scholar's glance to the survey, we turn to Such (1993). His
condensation of the same historical outline benefits from close and pointed musical analyses and
discussions. His view of the two main European books on the music is worth noting here.

Jost's Free Jazzhe describes as an analytical penetration into the precomposed underpinnings of
improvisations (by John Coltrane, Charles Mingus, Ornette Coleman, Cecil Taylor, Archie
Shepp, Albert Ayler, Don Cherry, the Chicagoans, and Sun Ra) described so often as "free."
Jost's approach, built entirely from recordings, concerts, and literature, is consistent with that of
German comparative musicologists of the 1920s: textual more than ethnographic, with an
immediate assumption of the subject's relevance to and treatability within the Western art music
critical discourse.

For Such, this lack of cultural context is a weakness; I would suggest (perhaps in line with
Rempel's acceptance of "liberalism" [Chapter Two] as an acceptable first step to true openness)
that from the point of view of the musician intent on mastering the theory, conceptual
framework, and techniques of an imported music from within his or her own cultural context, a
narrowly musical-analytical focus is more effective than a criticism devoid of musical analysis
and weighted with social commentary (such as Such rightly ascribes to Wilmer [1981], for
example, and such as we see in the Americans Backus and Kofsky, and the French Carles and
Comolli [1971]). The African Americans reached beyond, if through, race in their original
musical meetings with Europe in America by taking on Western materials and conventions
without swallowing whole their hegemonic charge; the German embrace of African American
authority has likewise taken place more in the realm of the musically abstract, to be concretized
through the back door, as it were, by the extramusical imperatives and agendas closer to their
own home. Such's own musical-analytical approach to precursors and heirs of the free style are
glimpses in a direction that promises the sort of rational understanding of musical creativity that
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has only recently, some fifty years after its appearance, come into its own in the American
academy and cultural capitals in the context of bebop.15

Hartman's approach to "jazz" (both "free" and "pre-free") is important for its mining of its oral-
traditional aspects; Sidran's Black Talk pioneered and developed this approach. Its early date
marks it as an insightful and foresightful groundbreaker in the attempt to see the forest for the
trees. Both Hartman and Sidran bring us back home to the (Leavis-Williams-Mellers-Deleuze-
Guattari) literary land of the current discussion, quite aptly, suggesting again that a pre-/a-
historic, definitive, global oral tradition is peeking through an historic/modern, derivative, local
literate tradition, and that we suppressively ignore it at our peril.

Corbett's (1994) book is solidly in the major discourse's framework defined by the journalists of
the second wave--he himself is such a journalist, and this book is a collection of previously
published essays and interviews, published, like the others, by an academic press--but he brings
the special knowledge and methodology of the cultural theorist to his project, successfully
translating its jargon into accessible journalese for the generalist. Combined with his intrepidly
imaginative exchanges with his subjects in interview (see especially, for our focus here, his
interviews with John Cage [181], Anthony Braxton [209], Derek Bailey [228], Peter Br6tzmann
[247], and Han Bennink [260]). As that list suggests, he is also one of our most important (and
few) points of entry to the Europeans. CadenceCoda and TheWire have kept us informed of
the European scene as it has developed internationally, mostly in Europe and Canada, but the
nature of the periodical beast is, again, one of ethnography more than critical inquiry.16 The
Austrian Jazzforschungemains the only academic journal with a primary focus on this/these
music/s. The picture all the above "third wave" literate takes contribute to is one of a distinctly
and distinguished European music scene from which the Americans who were once its leaders
and teachers can now learn much from the student (especially about the larger global-cultural,
philosophical, social, political implications of its own free jazz movement).

Corbett's essay in Gabbard (1995) on free improvisation reiterates language, again, as an anchor
for our understanding. Its inclusion (with Radano's and Thomas') in this collection of twenty-
five scholarly papers on jazz as a whole signals "free jazz" as still underrepresented in even
these most successful attempts to come to theoretical and interdisciplinary grips with the forest
comprising our trees. Gabbard's project as a whole reveals those attempts as still primarily
focused on the music's history more than its present (and presence).

SummindJp

To conclude, we can say that the English-language, especially Canadian and British,
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representations of the music are moving from ethnography into the beginnings of an
interdisciplinary critical discourse--a topography of the forest as it stands and grows, rather than
a taxonomy of its trees that serves, as much as anything, the project of felling them to serve the
needs of civilization (the major culture). A deterritorialization (to borrow again from Deleuze
and Guattari) of the major/minor construct from the concretes of free jazz, and a few
reapplications of it to other concretes, will bring our search for relationship rather than
definition into a final focus.

Consider the following dyads of set and subset:

Major Minor

The world's musics African tribal & Western art/popular musics

African tribal & Western art/popular musics * American art/popular music

American art/popular music jazz

jazz Af-Am & European jazz
Af-Am & European jazz free jazz

free-jazz music free-jazz musics

The value in this lies in its reminder that life and power and dominance are in constant flux,
that today's minority is tomorrow's majority (people, culture, language, literature, music), that
the reduction/elaboration of major by minor can be seen as hegemony's own self-regulation,
something allowing for both universal inclusion and changings (of guards, of criteria).
Foucault's vision is embedded in the very words "major" and "minor," yet if there is a hierarchy
of power it is tangled like a see-saw's, rather than fixed like a ladder's. If a thousand flowers
bloom in nature, it may be through power (those that bloom prevent others from blooming), but
in culture it need not be. Even in nature, the presence of a human gardener takes the power
relationship out of the arena of nonhuman processes. In culture, the analogous beneficial
remove of power is from individual to collective and back again, artfully and consciously,
mutuallybeneficially, rather than from one to the other in any fixed hierarchy.

European literature

The European literature breaks down into early (on American free jazz) and later work (on both
European and American free jazz). The bulk of the European articles are from eight
internationally read academic music journals, one of which (the Austrian Jazzforschungor Jazz
Research) is preeminent in exploring the music of Gray's focus. The four serial publications
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comparable to American jazz and music publications generated none of the (only two)
collections or any other spinoff work, in contrast to America. The studies with a musicological
and ethnomusicological focus are all more typically written by professional musicians and
scholars than by journalists.

The literature on the free-jazz movement as an originally American and generally European
whole, from the three main West European countries (England, France, and Germany) that
fostered then adopted it, ranges from rather thorough surveys of its key figures and/or musical
aspects (Jost [1971], Berendt [1967], Rutter [1966], Mecklenburg [1979]); to its presence in the
schools (Spoerri [1972]); to (mostly French, mostly early) similarly thorough looks at its
sociopolitical context as an African American movement (Comolli [1966], Lere [1970],
Kopelowicz [1967]); to close theorizing on its sociocultural and philosophical significances
outside the African American context (Miller [1966], Suppan [1973], Noglik [1987], Batel
[1978]).

A few words on three European books on the music would be useful. Several general
introductory comments on them, by way of comparison to the American literature just surveyed,
are in order.

First, they were all published during the 1970s, at the height of the music's presence (especially
its American one) in Europe. Second, like most of the twenty-six European books, they are all
major studies dedicated to their respective subjects, not collections of previously published
journalism thrown together in response to an event on a deadline. Third, in their different ways,
they are written for a culturally literate and curious generalist readership--not a mass
consumer/fan of the popular and/or periodical press, on the one hand, nor an academic
specialist, on the other--a polarization evident in the American literature. As such, they all read
like something that might be published by the academic press for the general market in
America, as well as like the best of its more serious journalism. All three together and each
alone standalone, in their unique ways, as the scholarly and journalistic offerings of their time
on their subject, timely supplements to the run of source material the American literature might
be considered by comparison. Furthermore, each book demonstrates a certain approach that,
taken with other articles and books, seems to characterize the national approaches evoked
below.

England:LookingAt, LookingIn

Going back to Gray for a comparison of free-jazz scenes by country, only this time omitting the
U.S., we see the largest number (fifty-two) of groups, artists, and collectives in Great Britain,
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with Germany running a rather distant (with eighteen) second.17

Interestingly, given the activity in Great Britain, and the amount of print Germany devoted to

its own free-jazz scene from the beginning, the English language (American, Canadian, British,
Australian) coverage of the British free-jazz scene is scant until the 1980s (an exception is
Carr). The journal TheWire began in 1982, and has gone on to become one of the major
international commercial publications covering the post-free-jazz ("new and improvised music")
scene in both Europe and the international arena. Articles on some of the key figures and groups
appeared throughout the 1970s, the time of the emergence of the music in Europe, in a few
short-lived journals (Musics,Impetus,TheWire) and in the mainstream MelodyMaker.

Two articles from the 1970s pertain here: "Free For All," Steve Lake's and Chris Welch's
(1973) panel discussion with four British players and Codawriter Peter Riley's "Incus Records"
(1979). The first is a rich interaction between Spontaneous Music Ensemble's John Stevens,
Incus/Company's Derek Bailey, pianist Keith Tippett (an FMP artist), and (acting as an older
devil's--tradition's--advocate), alto saxophonist Bruce Turner. It is rich for its insights into the
players' consciousness of their identities both as Brits and as Europeans, and for their view of
Americans. The second is a full and thoughtful look at Incus, the longest-lasting and farthest-
reaching of the English free-jazz associations, the one with the most (and most vital) overlap
with FMP (Free Music Production, the single European co-op listed under "Jazz Collectives,"18
and one that has endured and played a seminal and productive role in producing and recording),
both in philosophy/approach and in active collaboration.

The first book of the three mentioned above, Wilmer's (1981) is most valuable as ethnography.
The extensive interviews, photographs, opinionated but unobtrusive commentary present her
subjects--the seminal African American players of the music--in their own words, on their own
terms, without leaving them out on some limb as "the other." Wilmer's writerly voice places
herself with her subjects without discomfiting her own (or her readers') identity as a white (and,
in her case, Western European) woman intellectual; her representation makes the music and its
players generally relevant and accessible. In all this, her book stands comfortably next to fellow
English authors Ian Carr and Derek Bailey, who, players themselves, also wrote important
books on (other aspects of) the free music scene, using similarly ethnographic approaches.

France: LookingOn

By contrast, the French Comolli (with Carles) produced a study from the point of view of a
Continental philosopher/social critic. As the title (Free Jazz,Black Powe) signals, the book
would be of interest to a reader versed in Marxist thought; a dash of Sartre and Génét wouldn't
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hurt either, to start constructing a characteristically French sense of "negritude's" vital challenge
to "whiteness" in the international cultural arena, through this music. By contrast to Wilmer,
one does get a sense of the musicians as "others" here, albeit others with whom the reader is
exhorted to come to terms. In this, Carles and Comolli fall in a tradition that goes back through
André Hodeir to Hugues Panassi€, who produced not only some of the early French scholarship
on blues and jazz but the first such work from anywhere. The service such literature has
performed has been its contextualization of the music's general, extramusical significance to
Western European culture (and its American tributaries). On the down side, it can be criticized
much as has been white guilt and liberalism in general: it reifies the "otherness" and
romanticizes the oppression of African Americans, and, at worst, has a vested interest in
perpetuating it.

Germany:Looking Into

Jost's book (1974) is the one leading most directly to our ultimate goal here. As mentioned
above, it is primarily a musical-textual study (much in the tradition of the Berlin school of
comparative musicology, except that Jost is also a player in the German branch of the music he
is studying). He wrote this when the movement had only been around for a decade, focusing on
its seminal "pre-free" pioneers, and mining out their musical rationales. He overtly states his
desire to move away from sociocultural critique and into musical analysis (8-9; in this, as we
saw in the previous chapter, he falls solidly within a perceivably German tradition of jazz
scholarship). Indeed, he disavows himself from the French "nouvellecritique" and from "a
Panassi€ kind of purism"--in the process of explaining that he chose to write about his subjects
for their musical preeminence, not their blackness (12). He acceded to Jones' definition of free
jazz as a singularly black expression, but he saw the German relationship to it as much the same
as that of eighteenth-century German composers with the "Italian" operas they wrote. He also
explains why he is focused on the 1950s and early 1960s Americans, and not on European free
jazz: the latter he saw as too new, and, paradoxically, too extensively and variously developed
to make for an analysis manageable within this scope.

The first chapter on Coltrane looks at modalism; on Mingus, at his expansions of form; on
Coleman, at his breakups of form, tonality, accent and meter; on Taylor, at the manipulation of
formal strategies in the service of expressions of intellect, emotion, and energy; the second on
Coltrane, at his dissolution of modal patterns into their microcomponents, densely clustered; on
Shepp and Ayler at articulation and phrasing, melodic drama, sheer sound; on "The
Chicagoans," at the wide range of musical experiments and outreach to world music; and so on,
through the rest of his chapters. Transcriptions of recorded music and spectographic charts are
put to good use; the overall effect is neither dry nor scientistic, as it might have been in other
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hands.

Freeat Last (from West)

Supplementing this musical analysis weighted with a Western-analytical perspective is Jost's
(1971) article. Here he situates the movement as an international connection between the
African American and non-Western cultures. In this, his take falls naturally in a group with
those of his French colleagues Comolli, Lere and Kopelwicz. All three of those place it strongly
in the context of the civil rights movement and black nationalist movements of the time. Lere
underscores it as a coming-together of the African American musicultural community to finally
reach beyond its oppressive American, even Western, situation and reconnect with the world; he
sees this in musical terms in the move away from strictly regimented rhythms, hierarchical
harmony, and individualistic virtuosity to free jazz's deconstruction and reconstruction of those
things into a pallette with more balance, organicism, democracy, an identity collectively
improvised beyond the Western pale. Kopelwicz provides an even closer historical look; and
Comolli characterizes the same phenomenon as a successful vision quest of a whole culture, a
coming of age into adulthood as a people, leaving behind the Western training wheels and
assuming adult responsibility to the creative potential, both musical and sociocultural.

Comolli's metaphor of the mature individuation of a people is presented in support of his view
of free jazz as the African American musical expression of an international pan-African
decolonization process. Recalling his countryman Attali, he says "If there is a 'nature' to jazz, it
is violence." Lere's picture of an African American reconnection to the rest of the world is
charged with some irony, first in his view of it as an essentially Americanexpression--
hearkening back to the European view of the New World as a geographical and cultural
wilderness, of revolution, anarchy, and violence; second, in his view of both international and
American pan-African expressions of resistanceand liberation as the consummate fulfillment of
the Western and American ideals of democracy and liberty; and third, in the fact that--for free
jazz, anyway--the "rest of the world" with which African America proved to be reconnecting
was Western Europe, if we look at where the music actually found its audience. More: it was
Germany, the one Western European country that had historically gone the farthest in its white
racism and chauvinism, in its bid for an international white supremacist Western hegemony,
that proved to be the richest soil for the transplant.

Jost's article supplements those of his French colleagues, again, with musical analyses. Its title
("Free Jazz and the Music of the Third World") signals similar concerns; his introductory
paragraphs also posit the free-jazz movement as an expression of pan-African resistance and
liberation; he quickly turns from the sociopolitical/cultural discourse to a more directly musical
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one with his comments that 1) non-Western cultures were often evoked more for a poetic
symbolism than a deep musical connection (e.g., Coltrane's Africa, India, or Pharoah Sanders'
Japan; and 2) their musical contributions--modalism, cyclical rather than linear progression,
drones, non-Western rhythmic patterns, improvisational strategies--were necessarily subsumed
in what remained a musical discourse uniquely African-Western. His close looks, at some of
trumpeter Don Cherry's recordings, made these points in the concrete terms of transcribed
musical examples; he ended by pointing out that the interest jazz held for all of its devotees lay
in its dialectical nature. His piece implies that improvisations on non-Western musical
materials, and compositions from their concepts, were simply today's smaller world's versions
of past fusions between, say, Congo Square and French Opera houses, or Southern rural blues
and itinerant German music teachers, or the "ragging of the classics" some piano-savvy house
slaves performed.

In other words, Jost points out, in terms of the music's structure, the unity between the
international expressions of whiteness and negritude; his piece supplements those of his French
colleagues in a way that corroborates and amplifies their own (uncharacteristic) nods to such
interdependence and unity (e.g., Lere's vision of black resistance to white oppression as the
necessary fulfillment of Western cultural ideals), nods that might otherwise have been
subsumed in a reification of black "otherness" that oscillated between a hagiographic fawning
and an effetely "civilized" snobbery. If the music is a violent force--as might be most
successfully argued in the case of free jazz as practiced both by African American nationalists
and internationalists in the 1960s and their German emanzipatorischeounterparts--its violence
might just as successfully be argued as that of opposing forces deliberately pursuing their own
clash so as to join.

Free AcrossDisciplines

Three of the articles from this bunch more directly treat free jazz as a subject for academic
interdisciplinary discourse. Suppan's (1973) "Free Jazz and its Anthropological Background"
draws on Lorenzian cultural ethologist Otto Konig for a concept of art evolving from the
decoration of the functional, the way a piece of pottery on display as an aesthetic object has
evolved in perception and use from a simple to an elegant, then finally simply a formal, bowl
(intended for the wall rather than the table). He cites the development of Western art music from
its various secular and religious functions through increasingly sophisticated ornamentation of
those to the formal spectacle it became in the concert hall. His last sentences, citing Konig, are
worth presenting here for their view of the role of improvisation in culture as in music:

Extreme specialization develops in every system on a foundation, and with the
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safeguards, of extreme primitiveness...The way to one's daily bread, the precision of
a hot band's rthythm, or the programmed operations of a computer--all are created
from the balance of primitive forms.

He ends with the speculation that this view would be a useful entry point into a reception and
analysis of free jazz that would force and suggest a revision of our relationship with music.

From pre-Reunification East Germany, Noglik posits "Actual Aspects of Identity of Jazz and
'Improvised Music' in Europe: Obvious Differences and Internationalization." He glances at the
process of syncretism first in America between European and African Americans, then in
Europe between Americans and Europeans, worrying through the merges and clashes of
cultures, the various imbalances struggling to right themselves in the exchanges. He then
focuses on the European individuation in improvised music, one that drew on its own
contemporary composed music, and folk and rock music. He sees improvisation as crucial in all
the European stylistic streamings as a site in which to overcome the problem of imitation in
syncretism, and to address thereby the question of authenticity. While Noglik is no
ethnomusicologist, his article speaks quite directly to that part of our discourse that tackles this
relationship (e.g., Slobin's vision of sub- and supercultures) between local and global.

Batel's title conveys his direct grasp of "Free Jazz as Intensive Form of Sociomusical
Communication." His charts best signal the thrust of his article, which compares free to pre-free
jazz's reflection of sociocultural dynamics.

Here an abstraction is placed at the center--or rather, an abstracted concrete, let us say, a fixed
plan mentalized and memorized by those players and hearers most in the know, and referred to
in improvisations, in recognitions and judgments, worked and milked for new ideas and new
angles on old ideas. It is a picture of Platonic hierarchy, in that an abstract ideal is the source of
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all concrete things taking place, and the standard for judging them. It might also be seen as a
musical picture of Cartesian-Newtonian science, of Western theology, and of Western
democratic social philosophy, all for its hierarchical balance between transcendent ideals (laws
of nature, the nature of God, rule of law) and its countless immanent manifestations (nature
itself, a godly universe, the society determined and maintained by law).

Fig. 3.b shows a process that is, by contrast, truer to the post-Einsteinian scientific paradigm, a
spirituality of immanence rather than transcendence, and a workable, responsibly responsive
anarchy (via anarchism defined as self-rule that accounts for the interests of the collective).
There is no predetermined plan or ideal to guide, live up to, or judge by; each player is both
center and periphery of the circle, its microcosm more than its cog; each hearer is receiving,
perceiving, and conceiving the web of sound immediately and directly as a whole, rather than as
a specific articulation or development of a general abstraction. It is a view of physical,
spiritual/psychological, and social reality that is both terrifying and exhilarating, redolent with
faith in a void that is a plenum, the sourceof all schemes such as posited in Fig. 3.a, rather than
simply the absencef any.
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Fig. 3.c is interesting for its emphasis on the various mediations of this initially immediate
event. When meaning is so much less obvious, so much more transient and elusive, the roles of
presentation and recording contexts, interpretations, critical inquiry intensify. Of most interest
here is the picture of the most direct exchange of such information taking place in an interactive
and small, chamber-type context; recordings and broadcast media are shown as mediations that
simulate via commodified musical objects, such smallness. This suits the drive from
functionalism to formalism described by Suppan, but not the resistance to it seen throughout the
jazz tradition (and Western tradition, for that matter) in the practice of improvisation. Batel
observes that the workable anarchy is first the local one, not the mass nor simulated nor
fragmented mass experience; his article suggests the potential of a global version of that local
workable anarchy, in macrocosm. The suggestion is that, for the Fig. 3.b phenomena, smaller is
better, smallest sometimes best; that for anarchy to be workable, each person has to cultivate
him or herself as a microcosm rather than a cog, yet also as an interactor (improviser) rather
than an actor (performer).

To summarize: the early European literature on the free jazz movement situated it as the
inevitable musical outcome of the African American jazz tradition, one that was liberatory and
universal (for African Americans and Europeans both, in different ways).

Voicesfrom FMP

Burde's "A Discussion of European Free Jazz"19 is along the lines of Rempel's, only more
detailed. He recounts first a parallel history between twentieth-century art music and jazz, citing
much interest of the former in the latter. Debussy, Satie, Milhaud, Stravinsky, Hindemith,
Krenek, Hans FEisler, and Kurt Weill all worked jazz sounds and forms into their pieces, seeing
in it the same rough departure from the excesses of over-refinement in German Romanticism.
However, such connections had yet to get past musically superficial means (21). It was not until
the 1950s that deeper transformations had taken place. In art music, improvisation crept in
through the aleatory music that had players choosing their own notes.

More important for the jazz of the sixties, though, were a whole series of newly
developed musical forms, which later--during the sixties--were employed by
European groups of Free Jazz as well as by avantgarde improvisation ensembles.
Pointed and static structures, timbre and sound effects, and what has been designated
serial gesture. A fundamental consideration indeed is that the improvisation
ensembles exploited more the gestural aspects of the new discoveries and bothered
less with the inherent compositional consistency and logic of the matter. (21)
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As composers such as Boulez, Stockhausen, and Nono applied serial approaches developed for
pitch organization to the other musical aspects of timbre, rhythm, and dynamics, the aesthetic
shifted from pitch matrices unfolding in linear time to textures, ranging from "pointed" (with
audibly trackable sound components) to "statistical" (so busy and dense that the sound
components occurred too rapidly and thickly to track individually), and emerging and vanishing
as a series of moments.

Since the traditional measure based on accent intervals was abolished, the orientation
according to metre or some sort of pulse abandoned, time seemedo glide; it now
seemed that one composed in expansionsnd contractionsof time and articulated in
super-imposed time-frameswith respectivelydifferenttemposi.e. asynchronously.
(22) (emphases mine, to feed Part III's focus on time)

Row organization fast became, in the eyes of many, an exercise in overdetermination; whatever
control or effect it afforded on the level of one line was so permeable (it could have been
ordered any number of other ways and achieved the same effect) in the sound of the collective
of such lines as to be meaningless. Composers such as Penderecki and Ligeti thus began to
fashion "tone, timbre, sound and sound-effects directly, without digressing into row
organization" (22).

At this point Burde moves into the historical world of FMP. He cites the 1960 Donaueschinger
festival's premier of such pieces (Penderecki's Anaklasisand Ligeti's Apparitions as akin to
free-jazz recordings such as Coltrane's Ascensiorand von Schlippenbach's GlobeUnity a few
years later (indeed, Donduschingen became the site of such free jazz events within a few years).

Developments in new-music notation provoked still more improvisational boldness:

To be sure, the graphic notation led also to more lively and spontaneous playing. Its
coarser manner of intonation and articulation--departing from the belcanto-song of
the strings and winds--lent this music, on the one hand, a new suppleness and
versatility, but on the other, a colorfulness and aggressive penetrating force, such as
could be experienced up till then at best in the music of Edgar (sic) Varése. This
tendency toward the big sound, toward a musical vocabulary of rather coarse
consistency was common now to both modern music and the new jazz. Moreover,
the spontaneity that had been lacking for decades in modern music had now been
smuggled indirectly into the style of execution via aleatoric structures and
approximate graphic notation systems. (22)

In the mid-1960s, improvisational ensembles grown out of the art music scene were scarcely
distinguishable (indeed, sometimes overlapping in personnel) with free-jazz groups. Composers
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including Stockhausen, Cornelius Cardew, Franco Evangelisti and trombonist Vinko Globokar
led such groups. Burde traces a history in jazz that paralleled art music's liberation from pitch
matrices and metrical time, of liberation from blues and American song forms, if not from
pulse, jazz phrasing and instrumentation, at first (23).

In this new aesthetic, solo-with-accompaniment gave way to collective improvisation,

as in early jazz. This can indeed be interpreted as a visible sign of a new musical
feeling. The elementarisation of jazz, its neoprimitivism, as well as its new eruptive
force grew primarily out of a mutual participation, out of the community feeling of
the musicians' collective. The music was not shaped by the heroin or hash experience
of those ruinously gifted lone-wolves of jazz, the soloists, but rather by the feeling of
a new solidarity. By the feeling that only a common effort could accomplish
something against the petrified structures of social convention. (23)

Non-Western music traditions were also embraced as influences on more than a surface level.

TheMusicianSpeaks

Alexander von Schlippenbach's composition "Globe Unity" (SABA SB 15 109) Burde cites as a
watershed piece not only for its enactment of these musical developments in the jazz
community, but also for its clear distinction from American jazz. Schlippenbach's commentary
on his first (pre-FMP) 1966 release is worth quoting from here, as he is the FMP "first-hour"
player who best embodies this marriage of free jazz and Western art music composition and
improvisation (my emphases underscore issues of time and rhythm that, again, will dominate
the end focus of this study):

Thesphericityof time: that meansa world of universalmusicalconnectionsPlayer
and composer, in jazz embodied in the same person from the very beginning, create
intricate connections, whose primary formal principle is unity. The cosmic eye at the
middle and at the periphery of the sphere sees the structures simultaneously from all
sides. Out of the sphere's divine indifference, the solos burst forth with a gesture of
revolt. They form arches after life's likeness. Rhythmis the breathof the world.
Sound is fire, water, earth, air. Behind . . . its colored screen a figure glows
phosphorescent in pure, inviolable beauty. This music is the world of the orchestra.
Fourteen European musicians of the last jazz generation have realized with admirable
discipline and utmost exertion the idea of playing free-tone jazz with a big orchestra.
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By their reaction to the scores, which consisted almost exclusively of directions for
improvisations derived from certain principles and ciphers, they demonstrated the
finest intuitive grasp of music. They were attuned to the new sounds and illuminated
their dynamic properties. By their ability to grasp graphically drawn structures, to
improvise with available groups of notes and interval dispositions, as well as to play
strictly written phrases absolutely freely, they opened up a world of fascinating
possibilities for such orchestras. With such an orchestra, in which spirit resists all
musical subservience, Paul Klee's vision becomes possible: "One takes leave of the
mundane and is transported to a realm beyond, which can be one total affirmation."
(liner notes, Globe Unity ; emphasis mine, of motifs and imagery resonant with my
focus)

Burde writes,

At that time, during this initial upheaval (1966-70), Free Jazz was comparable
neither to American Free Jazz--since the former was already too emancipated from
all American models and not "intellectual" enough to be akin to the Chicago School
(Braxton), for instance--nor was it comparable to the sound-color compositions of
Penderecki. And yet it could hardly be denied that Schlippenbach and Brétzmann are
inconceivable without the experience of Penderecki's "Anaklasis" or "Hiroshima", or
without the knowledge of Ligeti's timbre-compositions--for example, "Apparitions"
or "Atmospheres." (25)

"Emancipation" from old jazz conventions of time (swing), dynamics, and timbre were the
hallmarks of European free jazz. Burde analyzes pieces by both von Schlippenbach and Peter
Brotzmann for their distinctly European elements, then makes this observation:

For the European musician there is not merely one indigenous style, be it Blues,
Ragtime or New Orleans. He is not bound up in one tradition, because in Europe
there is in fact none. We have no big names from whom we could learn directly,
every single evening in the dance hall just around the corner. And this lack of
tradition, on the other hand, affords European jazz the very chance--which it has now
taken advantage of for the first time in its history--to gain its independence. (26)

The racially charged charge of making "hate-filled" music some (white American) critics
leveled at African American players such as John Coltrane, not to mention the overtly militant
younger players, has had its counterpart in the literature on German free jazz. In this case, the
white racial perspective is turned in on itself, in an expression of something many Europeans--
even many Germans--do near-reflexively: hate any expression of Germanness.
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Under the subhead "Rumors about a Teuton," Burde cites Berendt:

Foreign observers have occasionally characterized certain "berserk" traits of German
Jazz as typically "teutonic:" the authoritative English music periodical "Melody
Maker," for example, in referring to the improvisation of the German saxophonist,
Peter Brotzmann, whose devastating power had appalled many listeners. "It is music
which literally charges you with hate," the guitarist Attila Zoller once said about
Brotzmann, "I can't listen to it. I want to set everything ablaze or hack it all to pieces
after I've listened to Brotzmann for awhile." Significant in this context is that
Brotzmann, though highly thought of in our country, has found comparatively little
acclaim abroad despite various festival and concert appearances. (26)

Burde gets at a phenomenon springing from the abovementioned variety of influences, that
captures a feel of much of this music that immediately strikes ears attuned to American jazz as
"other:"

Of course, one can occasionally detect stylistic acquisitions. Much sounds like Bop
or Cool Jazz. Formal patterns taken from the Blues, as well as marches and waltzes
have served as models. Decisive,however.are not really suchstylisticadaptations,
but rather the basicreadinesdo interrupt the establishednusicalcontextand
throughdissociationrendertime adjustable(asit were).Thus the jazz process
resembles an art of particles, a succession of adhesive images, "paving" thetime-
span.One could speak of collage, of the mounting of certain strange elements onto
idiomatic musical material, excerpts from jazz tradition, for example. But this is
seldom the case. Jazz procedures distinguish themselves mostly by persistent,
delightful and often extremely subtle and witty restructuring. Timeis dissociated.
The coherence of consciousness and the associative function burst suddenly. (27,
emphases mine)

Again, references to time are stressed because it is a musical aspect and issue which will figure
centrally in later constructions of analytical methodologies and theoretical frameworks. It is the
site wherein we can discuss both distinctions and commonalities between the various FMP
artists, between the different periods and orchestrations/instrumentations of their music, and
between them and American counterparts as disparate as kindred time-restructurers Cecil Taylor
and Anthony Braxton.

A Glanceat the (FMP) Brits

The British free-jazz scene is not my focus, but it merits some attention here for its close ties
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with the German one, especially with FMP (in the persons of Evan Parker, Paul Rutherford,
Tony Oxley and others). It also, naturally, belongs in any decent survey of Western Europe as a
whole; and, in this study, is recalled, along with European America, as a branch of the
Germanic trunk.

Historical retrospectives and comprehensive surveys of the present began to appear in the 1980s
(books by Litweiler, and Smith [1985]; and articles by McRae [1983] and Ansell [1983, 1985]
), and only in the 1990s did anything close to theoretical musings appear (Bailey [1993],
Corbett [1994, 1995], and Baskerville [1994]).

Lake's and Welch's (1973) piece is subtitled "Are We Ignoring a Musical Revolution or Is It
Undisciplined Anarchy?" His introductory paragraph sums up the feel of the three-(free)-
against-one (traditional) free-for-all. What is interesting for us, however, is the way the
opposition vis-a-vis the English/European scene tends to realign itself into a solid front when
the subject turns to America. Turner expresses the sentiment that America is a "cesspool" of
decadence (drugs, crime, materialistic greed); Stevens and Bailey suggest that even the best
players (Coleman, Dolphy) cannot escape the pressure to "sell out" as musicians to the
marketplace; the Brits also come together against "the ultra African obsession that dates right
back to Hugues Panassi€" (Turner), a rather sensitive position at the time, when the spirit of
black nationalism, even chauvinism, so dominated the music.

Along those lines, Lake says "There's a lot of anger surely in what we call free music, and not
much love. You can get screwed up listening to Albert Ayler," although Stevens and Bailey
rushed to effectively neutralize that statement. Turner picks the theme up again later--too much
overbearing, angry noise--and Bailey reassures him that "free jazz isn't all . . . whoosh! It can
be gentle and delicate, much more than traditional jazz." Turner later reiterates the critique of
America as tainted by its modernist compulsion to always find something new to sell and buy.
Bailey picks up the theme in his own words, declaring America no longer relevant for just such
reasons, and expressing relief over the liberation from its influence, and relish for the
responsibility of the challenge of the freedom to find a European voice. All of this--both the in-
feuding and solid front againsta decadent, too-modernist, too-commercial America and for
Europe, would surface in interviews with European free players throughout this time.

As Riley (1979) relates, Incus Records started in 1970 just a few months after the formation of
FMP. Saxophonist Evan Parker, guitarist Derek Bailey, and drummer Tony Oxley started it
(with financial help from journalist Michael Walters) as a vehicle for the free-improvisational
practices they wanted to explore; in this Incus was and would prove itself closer than any other
European label to FMP in conception and practice. Evan Parker himself sheds more light on the
Incus/FMP link/rapport, in Rouy's (1977) interview with FMP principals from that mutual
beginning: FMP provided work for the Incus people, and each group distributed the others'
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recordings in its native country (though there were always practical difficulties with that
arrangement).

Hearkening back to the theme of resistance to American hegemony and decadence, Riley recalls
the situation of the British/international recording industry in the late 1960s:

Vast fortunes had been won and lost in the rock explosion at such an alarming rate
that record promoters were quite frenetically trying to keep pace with the music. By
the end of the decade rock itself was trying out all sorts of new formats, so that the
big-label promoters, completely lost in this sudden profusion of new styles, became
willing to give almost anything a try. One result of this was the commercial market's
brief flirtation with improvised music. The music itself had been in existence since
about the mid-sixties in Britain as a very advanced, and almost audience-less
practice of totally free improvisation--not entirely jazz-derived nor anything-else-
derived (Incus is evidence of this). (4)

Various versions of the self-determined musician's co-op, of course, also comprised the option
in which African Americans had placed their hopes to get around their American version of the
dilemma. In the spirit of James Reese Europe's Clef Club, right on up to the Association for the
Advancement of Creative Musicians, Black Artists Group, the New York Composer's Guild and
others (see Gray, 41-58), African American musicians had oscillated between the mainstream
labels and their own independent alternatives, with varying degrees of success. Most have been
short-lived, due either to dissolution or assimilation, but the hope of success remains alive.20
Riley lists some of the most significant precedents started in Europe (FMP, ICP) and America
(Sun Ra/Saturn, Don Pullen and Milford Graves' SRP, JCOA, Jihad, New Music Ensemble, and
Harry Partch's Gate 5 label).

Another aspect of Incus, in line with both FMP and the African American collectives, was its
radical-leftist, internationalist political rhetoric and agenda, woven into the very fabric of its
aesthetics:

In the announcement issued with Incus1 Evan Parker briefly associated the
enterprise with a leftist theoretic implying that the musician-controlled company was
a political act parallel to the anarchic societal model provided by the combination of
musicians into a free improvisation group. He quoted Aldous Huxley:

Only a large-scale popular movement towards decentralisation and self-
help can arrest the present tendency towards statism.

And G. D. H. Cole's The Meaning of Industrial Freedom:
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Men will act together in the full consciousness of their mutual
dependence: but they will act for themselves. Their liberty will not be
given them from above: they will take it on their own behalf. (4)

Riley goes on to compare Incus with FMP, noting that (by that time) the musicians who started
the latter had turned it over to fulltime business people (though, as we will see, Jost Gebers and
Dieter Hahne are no more divorced in that role from, nor less devoted to, the musical mission of
the group than their playing peers).

Incus took an archival approach to recording that FMP would parallel, an interesting one in
light of their shared philosophy of spontaneous improvisation. Their problem with recording as
conventionally practiced was not, in the tradition of criticism that runs from Walter Benjamin
through John Cage,21 that it was a dead simulation of live musical experience; it was rather that
market-driven recording robbed the music's creators of creative control, recontextualized it as a
commodity expendable according to the flux of commerce. From a musician's (or scholar's, or
fan's) point of view, the development and evolution of music over time is a centrally fascinating
aspect of the creative process, and one accessible only after the fact of creation, in the
recording. FMP, like Incus, has an archive of recorded live performances (as opposed to studio
work), most of which emerge on the label. This, of course, situates its mission in a direct line
with traditional musicological and ethnomusicological use of archival recordings.22

An argument could be made for the recording's potential contribution to "responsible anarchy"
offered by this particular music (specifically in the area of reception). Hearkening back to
Batel's diagrams, we might use his Fig. 3.a as a representation of the act of listening in an
audience to a musical event centralized in time and space; the event is placed there by the
musicians, and the audience must take it in there, en masse, on those terms. Fig. 3.b can
represent rather the interactive possibilities that open up between listeners and players (not to
mention between listening players) when the event can be placed in whatever time and space
each audience member, or new listener, chooses for it. This privacy, mobility, mutability that
recordings bring to the fixed imbalances (especially that between a collection [and collective] of
passive listeners and active players in a nineteenth-century Romantic ritual) of the concert
situation is perhaps one of the most fitting arguments for recordings and/or broadcasts (inluding
Internet ones) of improvised music.

McRae's retrospective sketch (1983) of the British free-jazz scene is also rich in its different
parallels with FMP. It starts by mentioning the influence of African Americans such as Ornette
Coleman and Cecil Taylor only as background, foregrounding that of the South African
immigrant band (Chris MacGregor's) Brotherhood of Breath. This introduces the presence of
what Paul Gilroy23 (1993) calls the Black Atlantic--with which Western European countries
have an historical relationship more akin to the visceral one American whites and blacks share
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than is their own very different historical relationship with African Americans--ranging from
West Africa to the Carribean to, the most distant, North and South America.24

McRae goes on to reiterate the free-music credo of spontaneity and experimentalism as
variously expressed by artists and groups such as Parker and Bailey, Mike Westbrook, Alan
Skidmore, Mike Osborne and John Surman, John Stevens' Spontaneous Music Ensemble, which
boasted players and collaborators such as American trumpeter Bobby Bradford; and Brits
Kenny Wheeler, Ian Carr, and David Holland, Barry Guy and others--including trombonist Paul
Rutherford, another Brit to whom we will return in the context of FMP events and recordings.

Keneth Ansell's piece on the British scene for TheWire, a couple of years later (1985),
summarizes it well and readably, backgrounding the historical development of a free-jazz
movement through the work of post-bop masters including Monk, Roach, Elvin and Philly Joe
Jones, Art Blakey, then Ornette Coleman. He depicts the British players of the 1960s as having
used "free jazz as merely a developmental stage to a yet more radical form of music making"
(27). He writes of the "first generation":

These musicians took what they perceived to be the central values of the new Black
American music--most notably its vibrant assertion of the qualities of spontaneity
and co-operation and its fundamental relevance to the cultural and historical position
of its creators--and reshaped the music to suit their own needs. In doing so they
incorporated elements derived from the European traditions, most notably certain
aspects inherent in Stockhausen's intuitive works. (27)

Ansell sees four watershed groups in this early wave:

(1) AMM, a group with the most overt link to the European and American avant-
garde concert music (rather than the jazz)25 community, including the Sonic Arts
Union (with Alvin Lucier and his circle), and Musica Elettronica Vita (MEV,
featuring Richard Teitelbaum);

(2) the People Band, whose agenda was mainly to blur distinctions between
performers and audience;

(3) Spontaneous Music Ensemble, John Stevens' group that moved away from their
original jazz impulse into a Cage-ian universe of small, refined sounds; and

(4) the Music Improvisation Company, forerunner of Incus, on a similar conceptual
track with SME but into a more dynamic, varied and active sound world.

Extended techniques, extended conceptual approaches to improvisation, and new and modified
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instruments emerged to serve this free music scene. Ansell nods to the South African influence
for its infusion of rhythmic and melodic energy in a scene that might have paled without it.

Ansell notes a generational split in the scene, using the example of the first generation's
Musician's Co-op's evolution and regrouping into the London Musician's Collective as a change
from relatively international (strong ties to American jazz tradition) to relatively isolationist
(which, as it happened, foregrounded the blurring of audience-performer distinctions stressed by
the People Band, then splintered off into groups much more aligned with the rock than the jazz
tradition).

Ansell and McRae's historical glosses lead the researcher naturally into Ian Carr's thorough look
at Music Outside.This 1973 book by an insider (musician) who also writes professionally is a
definitive look at the early British/European scene, giving much space to close musical
discussions and culturally literate ethnographies of the artists.

Carr's contribution to the discussion of the time on this scene, from his Introduction, centers on
a complaint--resonant with that of both African American jazz and free players--about the
general neglect suffered by the artists from the official and unofficial culture at large. He uses a
quote from Coleridge to open his book:

The darkest despotisms on the Continent have done more for the growth and
elevation of the fine arts than the English government. A great musical composer in
Germany and Italy is a great man in society, and a real dignity and rank are
universally conceded to him...In this country there is no general reverence for the
fine arts; and the sordid spirit of a money-amassing philosophy would meet any
proposition for the fostering of art, in a general and extended sense, with the
commercial maxim--Laissez-faire. (vi)

The tone expressed therein pervades the book, not surprisingly, since Carr himself is a player.
He likens the situation of the best musicians to the idea of playwright Harold Pinter being
forced to work at a menial, low-paying job to survive while he produces his plays. Also like
America, he sees jazz as a whole as a genre in the economic cracks between the commercial
pop and the state-subsidized classical genres; he cites German radio as recognizing jazz as the
third major Western genre, an equal with the others, and laments that the British free players get
more exposure and support there than at home. Indeed, the gist of one German report on the
British free-jazz scene (Riisenberg 1972, closely preceding Carr) is the same as Carr's, with an
even keener sense of scandalization. (We should recall that this dates from 1973, and is brought
in here only to background the rest of Europe and Germany in particular. Whatever the
situation is in Britain today is beside the point here.) The book then proceeds to take close
looks at key artists of the time.
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Cuscuna, an American record producer with a thick professional and personal investment in
mainstreaming the cutting edge jazz of the time (it was he who brokered and oversaw Anthony
Braxton's famous five-record project with Arista in the 1970s), wrote an early (1969) piece on
the German jazz scene as a whole (not just free jazz); FMP artists von Schlippenbach, Schoof,
Brotzmann, and Wolfgang Dauner were mentioned in this survey piece that also covered
American emigré vibist Karl Berger, trombonist Albert Mangelsdorff, clarinetist Rolf Kiihn,
and vibist/reedist Gunter Hampel. Cuscuna characterizes the Germans collectively as having

an understanding of the essence of jazz, a creativeness, a freshness in their work and
an uncanny sense of musical form. They have absorbed many of America's rough
innovations, made during the avant garde's revolutionary years, and been able to
formulate an identifiable, cohesive music...(25)

and Germany as

growing into as strong a creative center for jazz as it has been for classical music for
so many eras. These musicians are proof of that for they possess the articulation,
creativeness in solo and conception, idea of form and technique of the best American
artists. (26)

Von Schlippenbach's Globe Unity Orchestra Cuscuna calls the "first successful new-music big
band." Reviewing its recording GlobeUnity, he notes that

most of the music is composed in general graphic notation and controlled by the
conducting of Von Schlippenbach. (26)

We will return to the Globe Unity's public image and its ways of improvising later.

Free AssociatingCosmically

Finally, striking among this literature selected from Gray's listings under "Free Jazz and
Europe" is a three-part series of articles by Manfred Miller out of JazzPodium It stands out for
the seriousness with which it takes the musical phenomenon of "free jazz" at a date (1966)
when the French were focusing on its sociopolitical and cultural aspects, and the English (press)
ignoring it (this echoed the tendencies in the period between wars, when German scholarship
was immediately musical-technical, on Western-traditional terms, and French almost
hagiographic in its elevation of an American negritude through the music).

Miller appropriately begins his attempt to define, explain, analyze, and theorize by worrying
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over the words already attached to the musical movement. From "Anti-Jazz" to "New Thing"
he notes the reactive, reflexive nature of the descriptors, and--as with the term "postmodernism"
and in contrast to the more informed, less reflexive "swing," "bebop," and "cool"--the richness
of a reality begging through their very inadequacy to be better articulated. He notes this
inadequacy in the prevalence of descriptions of what the music was not: no steady beat, no
harmonic "blueprints," no melodic motifs from the chromatic scale, no improvisational
development thereon.

Taking the musician's point of view, he asks why such negation would be desirable. He posits
all art in culture as a dialectic between convention and genius, and mastery of inherited norms
as genius's natural prerequisite for either changing or revealing them. Comparing music to
speech, he likens abovementioned components to the rules of grammar that allow for
communication but also fossilize expressions into clichés. He then reviews the history of that
musical grammar in the twentieth-century West--the challenges to diatonicism in the symmetry,
first, of the (French Impressionist) whole-tone then of the (German Dodecophonist) half-tone
scale as the basis of a harmonic-melodic system. He notes the sufficient response to this
development by the beboppers, especially Charlie Parker, in the jazz tradition, as well as
Parker's deconstruction and reconstruction of the Western metric framework, via his
improvisations on it.

Free jazz, he concludes, was not just another stylistic development but a complete sea change,
one of the language itself--a new Gestaltof music making, in which the "egg" of system and the
"chicken" of creative play within it were inextricable and dynamic, not clearly distinct. Miller
ends his Part I by citing Adorno, not on jazz but on Adorno's "new music" of choice (serialism)
for the theoretician's clear sense of "legitimate" revolution revolving as a logical necessity out
of, more than revolting against, that which it changes. Miller posits the free-jazz movement as a
leap of faith informed by much sight, the creative expressions of artists who had mastered, in
theory if not in practice, the tools and rules of the games of their time and place and were
looking for new ones.

It is worth wondering--why? Why this purely musical burning impatience, boredom with
tradition, both in Western art music and jazz? Some cultures work their traditions for centuries
with no such sea change; and some that do experience the latter renounce it within a generation
or two, re-embracing convention (as have various "neo-tonal" composers and "neo-con" jazz
musicians, as [ write). What is the real significance of such sea changes, especially the one
examined here? Is it truly necessary, in a lasting sense, or, as many seem to see it, a transient
blip on the screen of tradition? If the former, what change does it signal, what need address,
what reality express?

In Part II Miller reaches for answers to these questions. After specifying the musical
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underpinnings of melody, harmony, and rhythm that free jazz dissolved, he posits a replacement
of them by something as elusively compelling as a definition as is "swing" for some who would
define jazz: individual, unmediated emotional expression (remember the time period, one of a
widespread and pervasive welling to catharsis of the Dionysian and challenging of the
Apollonian aspects of arts and culture). He essentially posits each artist as a spontaneous
generator of both form and contents, reflecting an inevitable human need and ability to assert
emotional through intellectual constructs against a deadening paradigm of convention. Having
put that freedom, power, responsibility on the artist, however, he ends by stating the sort of
existential dilemma it poses: music, all art, free jazz included, needs an order of some sort, to
distinguish, to save it from entropic chaos--it is just that in free jazz it is not guaranteed, is
constantly in process.

Part III turns to the physics of general entropy and "local" formations of order therefrom as an
image of free-music making, and to social dynamics, in a move to ground the process in a
veritable biological and social imperative, as opposed to the abstract one of an inherited
paradigm. Indeed, he posits free-music makers as the heralds, even progenitors, of a new,
utopian society, one with roots (proclaimed by the music) in tribal cultures of shamanism, and
fruits appropriate to same in the millennial visions of Western theologians such as Teilhard de
Chardin.

Jost furthers this German fascination with the free-music making process and its universal
implications for and applications to the West as a whole, in an article (1979, also from FMP's
For Examplebooklet, though the Jazzforschungeprint is cited here) and a book (1987)
together informed by two more decades of development. In the article he (like Carr, a free
player who writes) corroborates Berendt's depiction of European as a derivative of American
jazz up to the free-jazz movement, circa 1965 (only a year before Miller's article), adding to it
music-specific accounts (drawn from the examples of German, Dutch, and British free players)
of the Emanzipationinto a European "free" style distinct from its African American
counterparts.

"European Jazz Avantgarde--Where Will It Lead?" (Jost 1979) extends the historical narrative
threaded above through Rempel and Burde. Jost names two factors as key to the Emanzipation
free jazz afforded European from American jazz: (1) the movement wasn't so much a new style
(such as bebop) to be learned as it was a mandate for stylistic pluralism and individualism; it
forcedoriginality; and (2) the feeling of anti-authority, particularly anti-Americanism, during
the years of the Viet Nam war, and the student protests in Europe.

Jost further traces three stages in that Emanzipationis unfolding: (1) a transitional phase of
tentative departures from bebop conventions, represented by Gunter Hampel's Heartplants (2) a
coalescence of "European" musical elements into the unificationof "Globe Unity", and (3) a
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conscious pursuit of stylistic diversity

Glossing over the first stage, Jost discusses von Schlippenbach's "Globe Unity" and Peter
Brotzmann's For AdolpheSaxin connection with the second two (see summary of Jost's book,
following, for details). The following critical assessments place this discussion into a context of
Hegelian historical dialectic appropriately German for this subject, but one that motivates
discourse on jazz in the U.S. no less:

But in contrast to Heartplants,which was recorded three years earlier, the various
stylistic levels do not co-exist without relating one to the other, rather they form a
convincing synthesis. "Free Bop" linearity (as in Schlippenbach's Grains),
percussive sound improvisation, ensemble parts that are packed with energy, modal
improvisations and Monk-reminiscences are woven together, interlaced to an original
form of expression, one that has overcome the past withoutignoring that therehas
beena past.(57)

Then, discussing what Peter Kowald coined the Kaputtspiel("broken playing"--or playing
beyond the breaking point of traditional premises) phase of free jazz, Jost writes:

Apart from certain distinctions in their details, all these recordings have one in
common: their intensity in destroying established aesthetic standards . . . Kowald:
"The main objective was to really and thoroughly tear apart the old values, this
meaning: to omit any harmony and melody; and the result wasn't boring only
because it was played with such high intensity." He continues: ". . . In a way, that
"kaputt-play" time has made anything "playable," equally playable, that is possible
in Music . . . Today, for the first time, it becomes clear that our generation can well
do without the musical influence of most Americans" . . . Remains the question:
What kind of factual musical results that period of "kaputt-play" came up with, a
period which not only Kowald considers to have been a phase of transition? (57)

The idea in the first passage of a present validated by the presence as much as by the
transcendence of the past reveals the implicit assumption of the importance of a respect for and
grounding in tradition in those who would most effectively innovate it. The idea in the second
passage of a style of playing, an aesthetic, that is both a consummation of the present, the
moment, andan essentially and discernibly transitional phenomenon, resonates clearly with the
Hegelian/Marxian idea of the "dictatorship of the proletariat:" something ultimately undesirable
but historically necessary as a sort of space for decompression and regrouping from a past to a
future site.

In private conversation, Kowald has expressed to me the Kaputtspielas "the time for us to kill
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our father" (American jazz). Jost Gebers, the FMP manager, also in private conversation, spoke
in terms of a lineage of the jazz tradition that for him was the authentic and definitive one; for
example, Cecil Taylor is for him more a father of free jazz that Ornette Coleman; and "free
jazz" itself he described in terms of a "next step" when discussing what motivated the turn to it
in his circles in the 1960s.

On the American front, this assumption of an ongoing historical process and dialectic is, as
mentioned, embodied in the musicultural conflict between the agendas of the conservative
mainstream neo-bop position of Wynton Marsalis and Stanley Crouch at the Lincoln Center and
Anthony Braxton's more forward-looking New York-based Tri-Centric Foundation, both of
which have strong relationships with tradition: the former reifies the past by celebrating its
preservation, the latter rather honoring by radically extending its implications. (Interestingly, the
different issues of musical time in the two visions reflect those of historical time each
represents. The musical time of the former centralizes meter and swing, that of the latter breaks
those up and centralizes their components as variously as possible.)

Jost's influential body of writing corroborates the vision of the latter in representing the German
free jazz scene. He characterized the Kaputtspielphase so:

(1) Composing is generally limited to a minimum, i.e., by and large, the music is
without themes while presenting us with riff-like attacks and interjections, at times
only directed in their movement (upward-downward). Moreover, there is a tendency
to use distorted thematical quotations, tags, as in Brotzmann's "Lollapalooza," where
the national anthems of Germany and Britain are interlaced in a deliberate, chaotic
manner.

(2) Definite pitch as the stable element of musical organization is abandoned, now
favouring unstable sound patterns. A structural distinction is achieved mainly by
using collective variation of the parameters of the sound register, density and
loudness.

¢ (3) Development processes are being led, somehwat inevitably, towards a limit where
individual musical events cannot be strictly identified as such but combine to become a
diffuse, intensive totality. Sometimes, this process is supported by instrumentation,
extremely homogenous and low-pitched as frequently used by the Brétzmann ensembles.
(In Frankfurt, for example, Brotzmann played with four trombones and three tenor
saxophones.)

(4) In general,the attitudetowardstime can be calledrestless Evenwhendensityand
intensitydiminish andthe structuresopenup, the basictime (not necessarilyplayedbut
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felt) remainshectic--In fact, thereis at that stageof developmensomethindike a
standardtime, probablydueto physiologicalreasons:a majority of recordingsshowan
identicalrhythmicalmetricbasis,with a g= 240to 270. This, however meanghat a
four-four bar approximatelycorrespondgo humanpulsation.This further meanghat the
kind of Free Jazzwe are dealingwith here,is body-relatedo a muchhigherdegreethan
generallyassumed(Whoevemistrustsmy thesisof pulsationbeinga commorrhythmical
basisshouldmeasureagain.26

(5) One point not immediately touching upon the structural characteristics of this music
but upon its reception is the problem of instrumental technique. By talking to friends and
asquaintances, I gathered that many listeners--especially those "well-acquainted" with
Jazz--wonder, in view of the difficult, dense musical structures characteristic for that
period, whether they really do master their instruments or simply just get their rocks off. It
seems relatively easy to dub it "kaputt-play" as Kowald did in his interview, yet it isn't
that simple. In fact, most musicians working in the ensembles of Brétzmann,
Schlippenbach, and Schoof, had developed individual techniques enabling them to not
only demolish conventions but to develop--in a constructive way--new, personal
techniques. Someone who argues that Evan Parker's sound nuances, or Brotzmann's
overblow sounds, had nothing to do with technique, someone arguing that Dudek's and
Skidmore's almost classical virtuosity is the sole acceptable quintessence of technique,
simply reveals his own narrow conception of technique. Contrary to the notion of
"technology" in industry, "technique" in music means--at least to me--the ability to do
what I want to do. Brotzmann expressed it more pointedly: "I'm not what you would call a
'good technician.' To me, technique as taught by conservatories is bullshit. To make a
music like ours, you have to develop your own technique first and then make your own
music. The objective of our music is not to play right or wrong, that doesn't mean a thing.
What really counts is to know what one is playing." (57-58, my emphasis; we will build
on these observations of Jost's about time in Part III)

Jost's descriptions of a post-Kaputtspielphasemall group (Han Bennink&emdash;Fred Van
Hove&emdash;Peter Brotzmann trio) goes to the third phase he named above, of stylistic
diversity.27 His paragraphs on the three very different players suggest a shift in the journalism,
scholarship, and criticism of this music that parallels its own musical paradigm shift. For one
writing about the music the challenge is no longer to master universally accepted standards of
musical and cultural literacy by which to judge an artist's work; it is rather to acknowledge the
artist's right and responsibility to define his or her own such standards and masteries, to
acknowledge one's own subjectivity as a writer and the right and responsibility to establish one's
authorial voice (and authority) on those subjective terms--as, indeed, an artist must.
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Using this trio as exemplary of the post-Kaputtspielscene of the then-present (1970s), Jost
characterizes that scene so:

(1) Unlike the "kaputt-play" phase with its extensive homogeneous formal
fluxuation, and collective improvisations sometimes lasting for hours on end, there is
now a tendency towards the "small" form...

(2) The following years give way to an increasing multi-instrumentalism, extending
the range of sounds in general, bringing up new, often very unorthodox instrumental
combinations. At the same time, the enlarged range of instruments is one way for a
musician to overcome his own clichés.

e (3) The theater-like musical event takes over the entire ensemble, with diverse
accentuations. The group begins to move, the inclusion of space as a prime factor for the
theater-effect produces acoustical results of its own...

(4) Corollary to the development of such "musical theater," there is an increasing tendency
towards musical "limericks" and useof the humanvoice often resulting in practical jokes.
(58, my emphasis)

There was also a strong presence of the unaccompanied soloist ("un-accompanied solo play
flourished under the effective cover-slogan 'Solo Now,' to become a veritable solo-movement"
[60]). This aspect of the music--initiated internationally by Anthony Braxton's double LPFor
Alto--functioned as the ground on which artists could shape the new personal vocabularies and
messages demanded by the new existential liberation from convention.

Jost also mentions a glut of duos (a fashion "impoverishing the Jazz festivals of today") by way
of praising the quality of FMP Wuppertalers Detlef Schonenberg and bassist/trombonist Giinter
Christmann. (As with the downsizing of big bands and ballrooms to small groups and clubs of
the post-war 1940s, this greater prevalence of soloists and duos--and, as with bebop, concurrent
aesthetic-extensions away from "popular" and into "serious" musical events28--had obvious
economic causes.)

One of Jost's lines, from a description of a group, resonates with an issue that will be central,
crucial, and multi-faceted in this study: musical time. This issue is properly the province of
analysis and theory (Part III), but this initial historical survey is the place to contextualize it.

nn nn

Jost's descriptions of European free jazz's sense of rhythm--"restless," "reactive," "nervous,"
even "violent"--are often offered in blanket contrasts to an equally generalized "African
American jazz." In fact, of course, both European (as Jost himself notes [62]) and African
American scenes are not so monolithic, and the American counterparts of these German "first-
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hour" time-restructuralists clearly include the Association for the Advancement of Creative
Musicians (AACM) players (most publicly, Braxton, for his own much-criticized eschewals of
conventional "swing") and Cecil Taylor. I stress this to clarify at the outset that when we
discuss the implications of pulse versus no pulse, we are not talking about European versus
African American approaches; however, we have inherited our rhythmic framework more from
African than European culture. The issue goes most precisely, then, to how the artists in
question--European or American--think of rhythm and time, and whether or how theythink of it
as expressive of African American or European history and culture.

As we will continue to develop in later chapters, time is an experience of both flow (pulse) and
moment (no pulse); flow constitutes moment, but moment has no definition or being unless flow
stops and/or changes (much like the particle-wave duality from quantum physics). Thus, a life
itself 1s always a work in the flow of progress until the moment of death, at which point a
finished work--a life, a moment--can stand forth. (This flat assertion summarizes the
implications and statements of information theorists and phenomenologists in relation to
musical analysis and theory discussed in Part III.)

Taking this view, we can understand, macrocosmically, the historical shifts from jazz-pulse to
free-jazz-no-pulse as the inevitable outcome and fulfillment of the former by the latter; no-pulse
was necessary to define what pulse was. More microcosmically, we can understand the impulse
in consciousness to cease "going with the flow" as an impulse to control the flow, define it,
redirect it--to make it both a moment and of moment (that is, momentous), because being of
moment means meaning something beyondthe moment. Again, we will explore this further; for
now, suffice it to say that musical time has been a primary site of negotiations between Africa
and Europe in America, and between African America and Europe in Europe, over power and
identity.

Such negotiations are obvious in America, as in any oppressed-minority struggles with
oppressive majority. Jost describes their counterparts in Europe by contrasting pre-free jazz to
contemporary art music:

So-called "national styles" are very common in the history of Occidental Art. Even
though the 20th Century with its cultural internationalism promoted by the media has
levelled most of the distinctions, it is still possible to detect certain national
characteristics, in the field of contemporary music. This has nothing in common
with nationalism or chauvinism in a political sense but is conditioned by the history
of individual peoples (their history comprising their cultural history). During the
Sixties, no-one would have bothered to wonder as to whether in Jazz such diverse
"national" tendencies prevail. Jazz was considered the world's musical language,
sedulously propagated by the Voice of America and the State Department, using the
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notion "world-language" in an ideologically-tinted way; that term did not only
maintain the international, world-wide significance of American Culture but by the
same token concealed the cultural deprivation of Afro-American musicians--and it
was their "language," their musical expression, Jazz dealt with primarily.--
Meanwhile, sometimes at festivals, it happens that during the sets of their European
colleagues black Free Jazz musicians leave the concert hall, shaking their heads,--and
they do so not because they think the musicians on-stage are incompetent but
because they cannot identify or sympathize with their music. Jazz has lost its quality
of being a generally accepted binding force as the "World's Language." (62)

Jost concludes with a summary comparison of European and American styles:

1. American Free Jazz still stresses melodic improvisation to some degree, while
there is a strong tendency toward sheer sound improvisation, without any melodic
implications, in Europe. The manipulation of sound for sound's sake is reflected in
the development of numerous, new, instrumental sound producing techniques.

2. In Europe, free rhythm generally inclines less toward continuity and more towards
contrast; it is more nervous than relaxed and more hectic than driving.

e 3. The traditional dualism of soloists and accompanists was more radically disregarded
by European musicians in favor of collective improvisation, than in the United States.
Furthermore, most European ensembles prefer organizing as cooperative groups, rather
than adhering to the star-and-sidemen formula. (64)

Jost's book greatly expands on this analytical survey, framing a "European jazz" as virtually
synonymous with free jazz, and as now distinct from, however allied with, African American
free jazz. His Table of Contents, unlike Gray's listings, reflects more activity in (both East and
West) Germany than in Great Britain; his overall take on the Germans is compiled from short
takes on each of them, to which we will return when we focus on FMP.

Jost opens by qualifying his work as the impressions of one who both makes and reflects on the
music, asserting advantages and acknowledging disadvantages in that approach. The advantage
he sees as a visceral insight one working from documents would not have; the disadvantage he
names the other side of the same coin: a pervasive bias, a lack of objectivity. He admits to being
more active himself as a player than a writer/observer during the time and in the scene of his
book's focus, and yet claims that as a regulating and grounding influence on any theoretical
reflections he makes.

He characterizes European jazz as a plant grown up in spare soil, in the shadow of its own
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repressive and declining Western culture; also as an "energy-transfusion,” new élan and
optimism, from the New to the Old World; a derivative version, an imitation of that source
material; and, having come into its own from such a background, an expression whose mature
individuation manifests more as an intensified reflection of certain aspects than a blossoming
from the roots of its source.

Having so characterized such a thing as European jazz, he qualifies the notion itself, noting the
diversity of the various scenes, groups, musicians, according to their historical relationship (or
relative lack thereof) to African American music culture, among other factors. He states that
whatever "European" traits shared by the many different groups and artists at which he looks
will emerge from his short discussions of each in turn. He returns, however, to the idea of a
European universal, at least for the time period of his title, in virtually equating its individuation
from the "father figure" of American culture with its reception and use of the free jazz
movement (after 1980, he mentions in passing, other musical branches came to the fore--as in
America, neo-bop revivals, rock and pop music--as "free" and "jazz" began to splinter off from
each other in many of its practitioners, giving way over time to a "new and improvised music"
scene relatively distanced from the jazz tradition.

Jost lists three questions he had to answer in writing the book: (1) how to analyze a music that
creates and defines itself in the moment of its sounding; (2) which musicians and groups to
include; and (3) how to organize and orient the material thereon. Addressing the first by way of
digression, he adds his comments to the debate over the role of recordings in the free-music
scene:

For the historian of jazz, especially for realistic analysis, recordings have always
provided the most important source material, as indispensible as are scores to the
student of classical music. Only through recordings could this music which was
unnotated or partially notated be accessible to Westerners . . . Recordings are also
undoubtedly essential for a musicological discussion of jazz; they are also, however,
problematic, and the more so in hindsight. (16)29

Distinguishing recordings as commercial products from those as archival documents of genuine-
-whether in studio or live performance--musical events, he nods to FMP, Incus and others as
valuable suppliers of the latter. He notes the fact that recordings largely determine what gets put
in and left out of discussions such as his book's (speaking to his second question). His third
question--how to organize all of this--he answers with chronological and geographical divisions,
looking at the British, German, Dutch, and French scenes from the mid-1960s to 1980, and at
seven European artists (four of them FMP artists) in their own chapter, called "Seven Ways to
be Free." The geographical ordering is a nod to the real (if often stereotyped--e.g., British
"sound research," Dutch "humor music," German "energy music")30 national styles that
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emerged, to umbrella the various individuals and groups; the "Seven Ways" chapter presents the
music more as an international Weltsprache&universal language), as jazz has always been in
Europe. All eight chapters comprise a unity that he calls "European" only by way of the most
striking diversity of their subjects, he emphasizes.

Without delving too much further into Jost (we will return to him next chapter), it is
worthwhile at this point to get his view of the British scene, in keeping with our own
framework and emphases, and to end with a glance at those four of his seven "ways" (artists)
from FMP. Having centralized recordings as "scores" to be analyzed, and having declared
himself an insider (a musician who has worked in and observed from within the world he is
analyzing), what does he present as significant in his chosen topics, and how does he do that?

He begins his synopsis of the British free scene by noting British culture's general conservatism
and isolation from its own larger Western European (and allied American) contemporary
influences such as Boulez, Ligeti, Nono, Stockhausen and Cage. His four-page summary largely
covers what we have already covered above. Perhaps the main thing it adds is his comment that
many British players had told him that were it not for performance and recording opportunities
in continental Europe, they never would have survived as players (in England). The following
(from FMP's For Examplebooklet) captures the pith of Jost's insights on the British scene:

During its experimental phase, the music of English Free Jazzers moved toward an
abstraction level that not only questioned the relevance of melody and harmonics but
that went as far as to make them taboos. Noise patterns did no longer present an
alternative but became the vital musical structures of their music. English musicians
produced live what the musique concréte had fabricated only via tape-collages.
Characteristics of the specific instruments were ignored or even turned to become
their contrary: while saxophonists played percussive, noisy rhythm patterns,
percussionists developed sound-variety; bass players played a twittering falsetto,
guitarists (Derek Bailey) produced sound patterns without electrical or acoustic
devices that normally were presented by studios of electronic music with their giant
arsenal of devices. A certain and special touch was specific for the English Free Jazz,
through a remarkably extensive use of female singers. Possibly, this could be in
context with the specific standard of vocal music in the English musical culture; a
phenomenon that can be tracked down to early baroque music or even earlier. Even
though this delineation of historical roots may appear quite daring, in order to
explain why English New Jazz ensembles have such a strong presence of female
singers, it is remarkable to note that nowhere else on this globe, is the female vocal
potential in Free Jazz as rich as in England: Christine Jeffrey, Maggie Nichols, Julie
Tippetts, Norma Winstone... The English Free Jazz we deal with here, has an

file:///Users/mikeheffley/Sites/almatexts/almamusicology/almachap3.htm Page 51 of 62



almachap3 09/08/2006 06:43 AM

emotional basic pattern tending to include ecstasy much less than asceticism,
showing tendencies orienting toward the Western Avant-garde yet without adjusting
to a point where the joy of playing music would become spoilt. Moreover, there are
other streams within contemporary English Free Jazz (and this again shows how
inadequate clichés really are) which draw their inspiration and emotional power
mainly from Afro-American music, thus suggesting that the times of imitation in
Europe have not yet faded away. (62)31

If much of Jost's writing selected here seems more survey than analysis at this point, his
analytical prowess, passion, and competence should be noted from his other book on American
players, FreeJazz There he quite deftly unearthed the compositional premises he saw in the
work of players widely tagged as "free" pioneers (listed above). There he had a certain distance
from his subject--one of time, place, and personal investment--and was working entirely from
the "text" of recordings. A look at what analytical-theoretical approaches he does take in this
very different book is an important one to add to that in Free Jazz for the clues and models
they suggest for my own such approaches in Part III.

The "Seven Ways" chapter flows very much like the historical-geographical survey, overall.
Taking the three FMP subjects as a cross section (60&emdash;99), we see the first seven pages
on the Manfred Schoof Quintet devoted to journalistic narratives of names, dates, events, with
thumbnail critical evaluations of the latter, and of each member's playing styles and recordings.
This 1s followed by an even longer section on the Schoof Quintet as a whole, in which Jost
moves out of the journalist's flow of reportage-with-pithy-asides and into the scholar's
overview, drawing on facts as they serve the building of an analytical case, rather than making
analytical points on the run of reporting. He picks apart the way the group picks apart, when
they play free, traditional instrumental roles in jazz combo playing; he looks into Albert Ayler's
influences on Schoof's pianist von Schlippenbach's, and through him the group's, compositional
assumptions in their improvisations; he names four compositional strategies he observes in
Schoof's recordings--suites, "freebops," through-composed, and non-thematic--and discusses
each through examples. He ends by summarizing the quintet's breakthrough to new, uniquely
European (postserial) musical territory uncharted, he says, by other recordings. He specifically
distinguishes the quintet's collective improvisational sound from "Free Jazz afro-
amerikanischef though citing Cecil Taylor's solo piano work as a similar single-instrument
expression.

Moving to von Schlippenbach's Globe Unity Orchestra--which was built from Schoof's quintet
plus Peter Brotzmann's trio, and five other reeds and brass players--he moves further into the
idea of a German advance into the art of collective free improvisation. In trying to describe von
Schlippenbach's role as a "composer" for this "free" big band, he notes that it is inextricable
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from his role as a player, and that as such it casts all the players in a similar role: each a
composer, all so in the playing, the orchestra itself being a group composition. Poetically, he
chooses the piece from which the group took its name, "Globe Unity," to analyze, having spent
a page or so establishing that the paradigm for the group's music was not a melodic-,
harmonic-, or metric-conventional one but rather a concept of sculpting rhythm and sound in
time. "Globe Unity" is a high-energy piece (he contrasts it to "Sun," a more contemplative,
nuanced one).

Jost's method of analysis--again, an extension on the verbal exposition used for Schoof's
quintet--is a "blow-by-blow" description of the piece's sound world as it unfolds through a real-
timeline from 0'0" to 19'58", with eighteen changes along the way; the shortest unit so
described is fifteen seconds (there are three that length), the largest 3'53". What this method
reveals, and what is the case, is a series of compositional signals played by von Schlippenbach
and others to trigger a range of improvisational responses; the recording of these reveals a form
comprising periodicities defined by the time flow. Jost takes a couple of pages to apply his
verbal microscope to various time units of interest, and to overview the string of them. He then
compares the piece to the very different "Sun," conveying the range of the group's sound, and a
concrete sense of its means to those ends. Indeed, the use of his twenty-four+ pages on Schoof
and Globe Unity is an efficient and effective deconstruction of musical phenomena on which
any writer, as he did, would have to spend much print simply to survey and explain cursorily,
but with which many would go no farther than that, or would go in several different directions
deemed easier (socio- cultural, political, economic) than the analytical.

Jost's obsession with codifying the utter eschewal of musical codes is challenged even more
starkly by Peter Brotzmann's recording For AdolpheSax The author's opening strategy for
meeting that challenge is contrast--an 1849 citation from Heitor Berlioz about the then-newly
invented saxophone's sound. Brotzmann's sound is then presented as off the scale of the
instrument's original and traditional voice. After some bio-background on the saxophonist, Jost
declares the recording to be "from A to Z freely improvised music, which knows neither a tonal
center nor a regular rhythm and which ignores every standard of composition." He quotes
Brotzmann as claiming the "individuality of the musician" and the "collaboration of
musicianships" as being, respectively, system (of creation) and form (of the resulting music).
Feeling, tolerance, and personally interactive sensitivity are further specified as the group's
"glue." While giving this its due, Jost nonetheless analyzes as he can and as suits him. He notes
the recording's three different "pieces," with titles, with Brotzmann's byline;32 he then tackles
the music itself by talking in terms of the three instruments' voices and roles--trios, and which
instrument therein dominates, duos, solos, and so on--as the small group's natural analytical
framework. He proceeds to discuss the work on those terms, moving through the individual
stylists and their interactions. He ends by asserting it as "the first German, actually the first
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European jazz recording, that followed the consequences of a concept of total improvisation."

Emancipationfrom Whatto What?

Knauer (1996) notes that jazz history in America is universally regarded as the flowering of an
idiom; the chapters written by Louis Armstrong, Duke Ellington, Lester Young, Charlie Parker,
Thelonious Monk, Ornette Coleman and John Coltrane carry on the main plot, while those of
the Original Dixieland Jazz Band, Paul Whiteman, Bix Beiderbecke, Benny Goodman, Lennie
Tristano, and Jimmy Giuffre range the spectrum as submotifs from outright villain
(appropriator, exploiter, profitable imitator) to talented eccentric still in the African American
overshadow.

German jazz history reads rather like a laboratory experiment in which those historical roles are
reversed. The domestic scene from the beginning was modeled more after American white
formations, from the best to the kitschiest, and this remained true until the 1960s. Throughout
the 1950s, the influence of the Cool school, from both East and West coasts clearly prevailed
over that of Parker, Bud Powell, or Monk.33

Perhaps their musical thrust was too "black" and therefore too distant from a new
beginning in German jazz. More likely, however, the young German musicians of
the beginning of the 1950s were simply concentrating on the actual recordings that
came from America into Germany--and those were the recordings of the burgeoning
"cool jazz," by Lennie Tristano, Lee Konitz and Warne Marsh, and of Miles Davis'
Capitol Orchestra. (Knauer 1996: 142-43)

Leonard Feather's 1954 liner notes for a recording by German pianist Jutta Hipp (Cool Dogs &
Two Oranges[L+R Records 41.006]) corroborates this picture. Writing about his first
encounter with Hipp in a Duisburger club, Feather says

We heard there the finest European jazz we had encountered, and that in the land in
which Nazism and war had for so long buried the sight and sound of the music. It
was simply unbelievable. (142)

Hipp's style was modeled directly on Tristano's, shaped during her apprenticeship with
saxophonist Hans Koller's band in Munich.

Swedish alto saxophonist Ingmar Glanzelius, in his liner notes to LeeKonitzin Schweden
1951/53 (Swe-Disc SJ18-1) suggests that the cool influence held throughout Europe as it did in
Germany, and for more musically specific reasons:
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Were we only being trendy and keeping up with the latest style? I don't know, really.
We lived in Gothenburg and wanted to be better than the Stockholmers, newer and
more daring. But perhaps we also realized we could never fill Parker's music with
juice and power. We could learn his formal ideas and fast roulades, but it was like
boy scouts reading Strindberg out loud. Thus we were probably grateful when
Tristano and Konitz arrived with music that allowed us to play with rhythmic
restraint, concentrating instead on inventing melodic lines. We were well brought-up
lads and lacked Parker's fire. (143)

(Knauer develops this experience as one of his own generally holding research points, 145.)

Albert Mangelsdorff is one figure from this era who went on to seek a personal style and
expression from the cool-rich, bop-poor sound of his time and place. The usual attempts along
those lines fell back on Baroque devices, gestures reminiscent of the Modern Jazz Quartet.
Having been asked by Americans during his trips here in the late 1950s and early 1960s why so
many Europeans were good sidemen but not leaders at all, he eventually responded with his
own foray into musical self-assertion with his 1963 album Tensionsso titled to signal his
eschewal of stagnant complacency.

Of Tensions-internationally significant as the first in a series of recordings of German
musicians issued by Berlin agent Horst Lippmann for the American label CBS (CBS 62336,
reissued on CD by Bellaphon (CDLR 71002) in 1998)--Mangelsdorff said:

Every art form is an expression of its time and a reflection of its world. The jazz
musician in Europe should therefore not play forever like a black musician in New
York or Chicago, he shouldn't try to and one shouldn't expect him to, because his
problems are simply different and his life's sphere subject to different forces...I
believe that many European jazz musicians don't make use of [jazz's] freedom
enough to express themselves, their personalities--they are in awe of the musical
models of their idols...[But] what most American jazz musicians have that we
Europeans don't is simply originality...too few European musicians think to develop
their own creative personality, to really break free from the mold and use the
freedom jazz offers them.34

Musically, this first such offering from Mangelsdorff included both the conventional and the
"free" of that time--an open bass solo, a static section (free of pulse), a collective free
improvisation--but the overall concept of the LP was what was most important about it. It
served as a platform from which the next such gestures extended, with Mangeldorff's 1967 tour
of Asia: much more modal playing, including selections from Medieval German music, over
both static and walking bass sections, pianoless sections, all as self-explorations and self-

file:///Users/mikeheffley/Sites/almatexts/almamusicology/almachap3.htm Page 55 of 62



almachap3 09/08/2006 06:43 AM
conscious eschewals of American jazz conventions.

Knauer acknowledges the "free jazz" influence of the cool experimentalists of the 1950s and of
Ornette Coleman, but emphasizes that Mangelsdorff and others at the time in Europe were not
simply aping such influences but were taking their cues to find their own idiosyncratic
expressions. Such gestures emerged in plenty, both through players, like Mangelsdorff, already
trained and established in the conventional jazz idiom, such as Manfred Schoof, Alexander von
Schlippenbach, and Wolfgang Dauner, as well as those young and new enough to step right out
of the idiom and into their own new expressions and concepts. The former--many of whom
were also involved as players with the "new music" (zeitgenSssischeMusik) composers, who
routinely explained their work in academic terms--suddenly began likewise to release albums
with liner notes explaining in close analytical and theoretical detail what they were doing
musically, since (they felt) it was no longer the self-evident jazz-as-usual; and of the less
calculated, formal-traditional school, Peter Brotzmann--who has drawn to himself the title of
"the father of German free jazz" in the music press--was arguably the most visible and
dramatic. Nevertheless (as Brotzmann himself told me), the explosion of this music was not
from one or even several innovative "geniuses," claims Knauer, but a collective distillate of
several different trends in the West German jazz scene, some of which, says Knauer, several
(unnamed) American free players took no pleasure in.

The concept of "free," especially in Germany, meant to the youth then freedom from the weight
of history, both dark and brilliant. Brétzmann and Kowald are cited as the new musicians with
the farthest reach through such freedom (above all, from American jazz), but Knauer's citation
of the former puts even that stretch in a context of governance too:

I learned in painting to use the freedom of personal expression and to cut loose from
any and all conventional schemes. One should have no inhibitions about knocking
over the old ways...What one has formerly thought of as "swing" is also in our
music, but more out of intense playing than intense rhythm. The music should go on
unbroken, the tension never be allowed to wane. The concept in our group is that
those who have the greatest possible freedom must also use it. (152)

Knauer names Cecil Taylor, of all the American pioneers of the free approach, the one to both
claim and use the most such freedom. The Third Stream experiments are given a nod as true if
early wake-up calls to the marriage of the jazz-rooted improviser's and Western art music
composer's arts, not as dead-end impossibilities. Taylor, the Art Ensemble of Chicago, Anthony
Braxton

and other American musicians discussed the aesthetics of their music in much the
same way as their colleagues in Europe. Individual musicians also used the "free"
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rubric of the time with an openness to political developments, such as the activities
of the Black Muslims or Black Panther Party...However, none of the free
experiments of American musicians departed as far and as deliberately from the jazz-
traditional playing and values as did their European counterparts. There was also a
much wider-reaching discussion here of the implications of the free approach not
only as a musical but also as an aesthetic ideal. (154)

The "free" rubric was also problematic. While Mangelsdorff described it publicly35 as early as
1962 as the most hopeful musical way to develop a personal expression, Dauner was (as early
as 1964) more skeptical. He said about Ornette Coleman:

The urge to honor freedom in music so entirely divorced from structure and
orientation robs, in my opinion, the musician of his coherence.(154)36

Von Schlippenbach; and Schoof are also cited for their critiques of the narrowness and boredom
that can issue from even the most intense free play, and for the value of compositional forms,
however loose, in maximizing the possibilities of spontaneity.37 Generally, the jazz-traditional
terminology, including "free," faded from current usage with the impact of the
Kaputtspielphase.

Knauer sums up the evolution of "free's" definition so:
1. freedom from convention to self-expression (from epigonal to personal);
2. freedom with musical material (structure, tradition), not from it;

¢ 3. compositional strategies derived from "new music" can inspire structurings of free
improvisation; but

4. an equally valid strategy is unprescribed spontaneity, at the right time, used in a
conscientious, responsible way; and

5. the more intense rapport between audience and free players gave rise to alternative
reception/presentation.

The Emanzipationthen, lies not in the American free-jazz mold, nor in reactive departure from
it, but in the full flowering of how the music can work in one's own place, aesthetically,
socially, economically. African American music is still engaged (repeatedly, with each new
generation) after this individuation from it, but as the source of one's own non-African
American (European, national) expression. Meanwhile, the American capitalist victory in
Europe ensures the spectacle of a German record label billing young German musicians as
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"Europe's answer to Joshua Redman."38

Knauer concludes that Germany's own Emanzipationfrom the music that started in New
Orleans at the turn of the century is possible because of the flexibility and openness it has
always had. All of this feeds nicely into the theoretical picture of Mellers' ahistorical, global
culture of the body, Deleuze and Guattari's (implied) "continent" of orality as literacy's
Urgrund, and Millers' and Berendt's location of the music in shamanic tribal traditions and
theologies of immanence.

SOURCES

Mike Heffley Almatour Almatexis

Notes

1. Kater (1992) and Zwerin (1987) would be the initial sources, for their many anecdotes of the resentment
European musicians have often felt toward the Americans favored for European gigs and other support. This
rivalry over work has been ongoing, especially in France; it is neutralized most completely and turned into
cooperation when the financial stakes are thin and the aesthetic ones thick, as in FMP's economic arena.

2. See also Woodward (1994), Hartmann (1991: 20) and Whitehead (1994), for a sense of the official
neglect both approach and style now suffers from both musicians and press in America, and the
dissatisfaction therein expressed by a relative minority of both groups.

Stockhausen (in Morgan [1991: 417]) voiced a similar protest at the peak of free jazz' European debut (early
1970s), echoed a few years later by Attali (1977: 137, 138-40). Thiem (1982) and Berkowitz (1995) are only
two examples of other European (mostly French, German, and English) articles that convey much the same
message in terms of their own national scenes. However, I will argue here that--compared to American and
to the bulk of European literature of the last three decades--they represent the minority position. Much more
prevalent are the articles and books discussing a fertile symbiosis between free improvisation and
contemporary composition (e.g., Noglik [1990], Kumpf [1981], and Noll [1977], all in German).

3. Having worked as a degreed, professional journalist, I presume to use quotation marks ironically. At its
best, journalism in America certainly commands the respect of a profession; even so (and saying nothing
about its worst), it is all too often woefully out of touch with the worthiness of its various subjects of similar
respect. Some prominent examples in Gray (of scant African- American voices) are Stanley Crouch and
(then-named) Leroi Jones; Albert Murray's is a strong voice, but silent on free jazz. Anthony Braxton has
been important too, not only in his many interviews but in his self-published books (1985). None of these
shares a common view by virtue of minority racial status or any sort of primary racial
"authority/authenticity," but each has his own critical comments on how the press and academy have
represented jazz history and aesthetics.

4. The German and French free scenes did have some friction with their more conventional jazz
counterparts, in the beginning and during the social unrest of the student protest movement of the late
1960s, but it subsided within a few years. The French Carles and Comolli (1966, 1979) and the British
Wilmer (1977) actually did write more about the American racial/cultural conflict but, again, with the
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detachment of the outsider, whatever their passions thereas.

5. This is changing, mostly since Gray. Lock (1985), Radano (1993), and Heffley' (1996) all grapple with
such issues in their hard looks at Anthony Braxton, whose music and persona virtually demand such
attention; and Corbett (1994, 1995). Gabbard's editions as a whole (cited above with Corbett [1995], and its
companion volume Representingazz; and Hartmann (cited above) have been moving through and beyond
ethnographic and musical particulars to their broader philosophical, cultural, and interdisciplinary
implications.

6. I should note here that Jost Gebers and other FMP principals, especially in West Germany, saw nothing
so radical in or revolutionary about Coleman's approach, seeing rather the free aesthetic having developed
down European American lines such as Tristano's and Giuffre's, to the "real" revolution Cecil Taylor
heralded.

7. Which is where its conversion from an "individual expression" into a "mass movement" took place.
Hartmann (57) notes the record company's role in packaging Coleman's first releases with the epochal titles
Changeof the Centuryand The Shap@f Jazzto Come-and Litweiler (1984: 13) cites Coleman's denial of
any intention to start a movement (or even, presumably, another album title) when he named one of his
pieces "Free Jazz."

8. Lipsitz's (1994) discussion of "strategic anti-essentialism" on the part of "minor" (see next note) voices
fighting "major" oppression depicts this scenario very well in the arena of popular/world music, effectively
countering Erlmann's (1993, 1996) intimations of a totalizing system that is rather fueled by any and all
contestation of it.

9.1 have begun to use the terms "minor" and "major" in the light of other scholarship. Keeping with the
idea of parallel tracks (music and language) keptparallel by countless connections (as railroad ties keep
tracks parallel), we move to French literary criticism. Deleuze and Guattari (D&G, 1975) define a minor
literature as "that which a minority constructs within a major language" (16). In the case of Kafka, German
was that language, and the Jewish literature of Prague and Warsaw was that minor literature. Directly
pertinent to us, the authors also wrote that their subject "can be compared in another context to what blacks
in America today are able to do with the English language" (17). See also Sidran (1981). It is tempting here
to pull in the many and often overlooked music-language/literature connections in (especially free) jazz, in
the context of the literary reference, but that would run ahead of our context (mode of representation) here.
We have visited and will return to those connections when we look more specifically at music-language
connections apart from issues of representation.

10. To Crouch's 1995 book, one must add from the many articles (e.g., Woodward [1994] and Whitehead
[1994]) covering his role at the Lincoln Center, for a sense of his musical dislikes, since he leaves them out
of his book.

11. As have, by the way, those of African, Turkish and Algerian cultures closer to the homes of British,
French and German nationals (and even those between East and West Germans, recently).

12. Although it is, more remarkably here, the closest to the traditional German practical approach to the
music.

13. Although, to be fair and accurate, Litweiler acknowledges this (299).
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14. To crystallize my sense of "what they are is louder than what they say" in these writers, see Nettl's
(1986) look at the baggage of culture and discourse the Berlin school of comparative musicologists brought
to their representations of non-Western subjects. The successful restraint of a gross misreading (of music by
music scholars) often gives way to a subtle one that is much deeper and farther reaching.

15. Although, as Anthony Braxton, no stranger to academia and high-culture recognition, points out, that
should not be assumed uncritically as the most desirable and natural destiny for the music. His own Tri-
Centric Ensemble's role in the New York music scene could be called that of an alternative to--certainly not
a contester of--say, Jazz at Lincoln Center. The gesture his peer and fellow MacArthur fellow Cecil Taylor
made in spending his own money to rent Lincoln Center's Alice Tully Hall signifies a general American
cultural dynamic between the neo-bop traditionalists and the post-1960s innovators at our millennium's end.
Both Braxton and Taylor, of course, have had a close and influential relationship with the European scene,
both (to different degrees) with FMP.

To glance at the verylatest American-press take on the post-free new-music scene, one can do no better
than Gabbard (ed. 1995), for its models of elevated discourse. Also of interest would be Hartman (1991),
Corbett (1994), and Radano (1993) and their sources.

16. John Szwed suggested something in private conversation that was, in this regard, startling for the
absence in the literature it spotlit: a book of interviews conducted over the years with the same subject (e.g.,
The Interviewsvith OrnetteColeman rather than by the same interviewer (e.g., The Interviewsf So-and-
SO. The interviewers and their publishers would, of course, be various. Does the lack of such a book say
something about journalism's self-importance, and its lack of a sense of the importance of its subjects? (See
Globokar [1998] for a German exception to this lack.)

17. As for the rest of Europe, Gray lists eleven groups or artists in France, seven in the Netherlands, and one
to three each in Greece, Italy, Switzerland, Finland, Denmark, Belgium, and Austria. The number of media
entries corresponds roughly to those proportions, tipping exponentially upward as the numbers increase (that
is, the media attention devoted to each of the most visible and active English and German players is much
larger than that devoted to their other European counterparts).

18. Various versions of the self-determined musician's co-op, of course, also comprised the option in which
African Americans had placed their hopes to get around their American dilemma of enslavement to the
music industry and its commercial criteria; philosophically and aesthetically, they also signaled a shift away
from hierarchical structures supporting a "star" (instrument, voice, person) or leader with "sidemen." Jost
(1979: 165-95) has identified the collective as something more characteristic of European than American
free jazz groups, though Gray kept that more embedded than highlit in his presentation. See also Jost (1994:
239-41) for bassist David Holland's account of the problems he and fellow Circle group members (Anthony
Braxton, Chick Corea, Barry Altschul) had with conducting the group's business as a collective rather than
a leader (Corea) with sidemen.

19. From the 1978 FMP booklet produced with the three-LP album For Example.

20. Volunteer associations advocating and acting for racial and musical equality are an American tradition
dating from the Abolitionists and the Colored Opera Company of the nineteenth and eighteenth centuries;
they are also something of a German bourgeois tradition signaling the respectably conscientious civic mind.
Thus, upper-middle-class youth of Weimar Germany formed jazz clubs, or associations, that effectively
signaled their informed, cultivated taste and cultural cosmopolitanism--a strike against them when the Nazis
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took over.

The current structure of the volunteer association is the nonprofit corporation, which, government cuts in
arts funding notwithstanding, promises a practical socioeconomic context for many noncommercial artists,
though its full potential has yet to be tapped. Also, its history since the 1965 inception of the National
Endowment for the Arts is controversial from the point of view both of conservatives unsympathetic to
many of its beneficiaries and of some of those potential beneficiaries themselves (eg., composer/saxophonist
Fred Wei-han Ho), for being a form of welfare serving its own bureaucracy more than its recipients.

21. See Benjamin (1968) and director Peter Greenaway's interview with Cage in 4 AmericanComposers
(1989). Anthony Braxton, to again mention an example I am close to, is as obsessed with recording as
documentation--both for him and his musicians and for the listeners--as he is with playing...and, similarly,
as obsessed with composing and notation as he is with improvising.

22. Riley reports Bailey's professed reservations, unshared by Parker, about recording improvised music.
Actually, Bailey's distaste for recordings is like Benjamin's and Cage's--but, also like Cage's, it doesn't rule
his ultimate act (they have both recorded extensively).

23. Although it is beyond the scope of our look to more than mention FMP's own Black Atlantic connection
in passing, it is important to note it, both through their releases with the "SAJ" tag--those released in
collaboration with other independent labels--and through FMP-featured African Americans.

24. Rose's more current article (1988) shows this African presence in England to be alive still, and well in a
new generation, in post-free collectives such as Abibi Jazz Arts.

25. Although Peter Kowald talks about the overlap. See "Forum: Improvisation" (Perspective®f New
Music, September 1982) for an example of post-Gray literature reflecting on history and issues of AMM
and other European and American free scenes (Larry Austin, Larry Solomon, Eddie Provost, Keith Rowe,
Derek Bailey, Lee Kaplan, Vinny Golia, John Silber, Davey Williams, Malcolm Goldstein, and Pauline
Oliveros).

26. Ten years later, writing about a Cecil Taylor recording, Jost clocked the band at 350, then reconsidered
his initial speculation: "If what I wrote here in 1978 about 'Euro-Time' is indeed true, then the New York
heart-beat apparently is considerably faster than that in Berlin or Wuppertal. But does all this really have
anything to do with physiological constants, set unreflectively to music? Could it not involve a musical
principle, motivated by a conscious aesthetic?

27. He also stresses, however, that even the "unity" phase, articulated above by von Schlippenbach, itself
"gives way to the distinct musical temperaments of each individual musician, yet maintains the collective
purpose of aiming at a joint statement; they create variety, friction, tension" (59).

28. Indeed, in much the same way string quartets have traditionally functioned in Western art music.
29. See also Rasula (in Gabbard, 1995) for an extremely insightful discussion of this issue.

30. It is interesting to note that "energy music" in American free jazz was associated with an infusion of
spirituality and health into the music--and that the German sources in my research have alluded to that
much more specifically than a number of others (such as the French, who, as noted, have been similarly
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fascinated by the sociology of the music). In addition to Berendt's thorough chapter mentioned above, "Jazz
and the New Religiosity," there is this comment from German jazz collector Ray Taubert from Radlauer's
radio series on early jazz in Germany: "It is probably in the nature of Europeans to take on a subject like
jazz more seriously than the Americans. Musicians who were invited to Europe in the 1920s and '30s
always had a greater reception there than anywhere, I imagine, in America, simply because we were not
looking at jazz as entertainment but more as a religious . . . we had a religious feeling for it. We adored the
musicians as artists." Nazism can easily be seen as the "hate" side of this Romantic spiritual "love" of the
music.

31. This passage finds some corroboration by a comment from Berendt in Héusser (679) to the effect that
Berlin jazz audiences were legendary for their dislike of the female voice in jazz. It also resonates with the
opening reflections of Chapter Two, over the different slants Germany and England held on gender
dynamics in the music.

32. Such identities--titled pieces, implying a static whole with a beginning, middle, end and overarching
structural concept--he says are most often imposed on a recorded improvisation after the fact, in deference
to the conventional needs of packaging and labeling.

33. See Nisenson (1997: 131, 144) for a recent argument of its underrated significance in America, a
relatively rare argument in American jazz criticism.

34. Cited in Knauer, JazzPodium 12/10 (October 1963), 211.
35. Per Knauer, Mangelsdorff, "Jazz in Deutschland, Gestern und Heute" (8).

36. Dauner, Wolfgang, "Der Jazz lebt weiter--aber: Wie leben Jazzmusiker?" JazzPodium 13/2 (Feb.
1964), p. 31.

37. The relationship between the composer's and improviser's roles in collaboration is as subjective and
varieated between the musicians I interviewed as all matters of personal taste and chemistry are. Petrovsky
reported good experiences and high hopes; several musicians voiced reservations about some of the
compositional enterprises of Anthony Braxton, Steve Lacy, Ornette Coleman, Leo Smith, and Butch Morris
(to name a few that come to mind--details in Part II). While respecting their talents as improvisers, these
critics usually harbored an aversion to the whole concept of the composer's Werkas part of the history they
wanted to forget; and an impatience with Americans who seemed to underestimate the art of improvisation
they themselves excelled in and to overestimate that of composition, reachingfor excellence there rather
than simply overflowing with it, in a typically bourgeois high-low cultural value system.

38. JazzPodium 44/4 (April 1995), p. 83.
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